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Abstract

In his Poetics, the cornerstone of modern narratology, Aristotle establishes plot as the
most, and spectacle as the least, important of the six elements of tragedy. This initiates a
bias for time and against space that continues to shape the narratological agenda to the
present day. In the only book-length treatment of narrative space in Homer to date,
Brigitte Hellwig reduces the wealth of spatial detail in the Iliad and Odyssey to a finite
number of places and charts their trajectory throughout each respective epic. As such, she
applies to space the structuralist methodology typically devoted to time, extracting from
it a hypothetical temporality that subordinates experience to exegesis and disregards all
but those spatial phenomena that survive the process of paraphrase. There exists,
however, an aesthetic dimension of narrative as well, within which actions are conveyed
to the audience in real time before they are abstracted into story-events. In my
dissertation I offer a narratological reading of Homer’s Iliad from the standpoint of space
rather than, the usual emphasis, time. I adapt Meyer Schapiro’s conception of the picture
frame as “a finding and focusing device placed between the observer and the image” to
the dynamic medium of epic narrative, and identify the manipulation of frames as the
basis for a poetics of narrative engagement. I adopt cinema theory as the most useful
heuristic analogue for coming to terms with Homeric space in its own right, emphasizing
the cognitive links rather than the historical distance between epic and cinema. |
demonstrate how Homer employs four proto-cinematic devices in the lliad—
decomposition, intercutting, meta-audience, and vignette—to achieve montage-like
control over his audience’s attention and to reveal a semantic component of the epic that

manifests itself exclusively within narrative space.
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Introduction

“What we need is a ‘cinematographer’s guide’ to the classics of literature.” (Eisenstein, 1970b: 83)

In his Poetics, the cornerstone of modern narratology,' Aristotle establishes plot as the
most, and spectacle as the least, important of the six elements of tragedy.” This initiates a
bias for time and against space that continues to shape the narratological agenda to the
present day.’ Lessing, for example, characterizes painting and poetry as fundamentally
spatial and temporal art forms, respectively. He argues that, because only pictures can
sufficiently represent objects in space, the poet, if he is to realize the potential of his
medium, must limit himself to the representation of events in time.* Even J oseph Frank’s
theory of Spatial Form—which, according to James A.W. Heffernan, “breaks through the
barrier that Lessing so conspicuously erected between the verbal and visual arts” and
which, although it is usually associated with the modern novel,® Oivind Andersen applies

to Homeric epic’—is really a way to spatialize time rather than to treat space per se.t

' Cf. Chatman (1981a: 259).

2 1989: 58, 60. According to Edmunds (1996: 22), this extreme minimization of the role of spectacle in
narrative reflects a contemporary debate about the relative importance of playwright and director to the art
of tragedy, inducing Aristotle “to try to rescue the text from performance.” For more on the narratological
bias toward plot, cf. Chatman (1981a: 262); Rimmon-Kenan (1983: 2); Hawkes (1977: 65, 68); Scholes
(1974 59); Gilich/Quasthoff (1985: 173). On the other hand, for a provocative inquiry into the existence of
story and discourse as separate entities, and on the question of why we should even bother making this
distinction in the first place, cf. Smith (1981: 224-25 and 220-21, respectively).

3 For more on this narratological “bias” (as Frazier [1999: 468] calls it) toward time, cf. Scholes (1974: 59);
Bal (1985: 93); Balutowa (1976: 433, 1979: 7-8); Rimmon-Kenan (1983: 6); Genette (1980: 215); Wiles
(1997: 4); Lowe (2000: 41).

4 1984: 76. Among Homerists, Becker (1995: 22) takes issue with Lessing, objecting that “the Shield of
Achilles...interrupts the narrative to dwell upon objects in space.”

% 1987b: 63. Cf. also 1987a: 100. For more on the concept of Spatial Form and its congeners, cf. Landow
(1987: 77-8), who replies directly to Heffernan; Arnheim (1992: 37); Balutowa (1979: 8); Foucault (1970:
113); Zoran (1984: 311).

¢ Cf. Poulet, 1977: 106.

71987: 2.

8 Cf. Fish (1980b: 83), Zoran (1984: 312). According to Heffernan (1987a: 104), art criticism exhibits the
opposite tendency: “The literary critic's tendency to spatialize literature is...mirrored by the art critic's
tendency to temporalize art.”
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The only book-length treatment of narrative space in Homer to date is Brigitte
Hellwig’s study, Raum und Zeit in Homer.” Raum in German, however, is ambiguous: It
means both “space” and “place.”'® Hellwig emphasizes the latter sense of the word,
reducing the wealth of spatial detail in the /liad and Odyssey to a finite number of places
and charting their trajectory throughout each respective epic. In order to generalize about
the kinetic behavior of certain groups of characters she concentrates on the places where
events of the plot transpire rather than on the spaces where actions transpire in individual
scenes. She observes, for example, that in the lliad divine activity gradually progresses
from Ethiopia to the Trojan plain:

In fiinf Etappen nihern sich also die Gétter dem Geschehen: Athiopien--Olymp--
Ida und Samothrake--Grabmal des Herakles und "Kallikolone"--Schlachtfeld. !

Thus, Hellwig applies to space the structuralist methodology typically devoted to time,

extracting from it a hypothetical temporality that subordinates experience to exegesis and

disregards all but those spatial phenomena that survive the process of paraphrase.'?

There exists, however, an aesthetic dimension of narrative as well, within which

actions are conveyed to the audience in real-time through the process of enargeia'’

® Also worth mentioning are Horrocks (1980) and Lateiner (1995), which deal with aspects of space outside
the purview of the present work.

' For more on the distinction between space and place as distinct narrative categories, cf. Bal (1985: 93);
Balutowa (1979: 27); Ronen (1990: 32); Klein (1990: 174); Styan (1988: 196); de Certeau (1984: 117);
Zoran (1984: 323).

'''1964: 28.

2 The classic statement of the limitations of paraphrase as a heuristic tool is Brooks’ (1974: 196)
indictment against the “heresy of paraphrase” and his notion of “the resistance which any good poem sets
up against all attempts to paraphrase it.” Yet Brooks was anticipated by Longinus (1989: 172). Cf. also
Rimmon-Kennan (1983: 8); Fish (1980a: 180, 1980b: 89); Shklovsky (1990: 5); Todorov (1981: 4);
Cassirer (1946: 37); Greimas (1990: 159).

13 Cf. Leach (1988: 7): “In the verbal realm, the counterpart of verisimilitude is enargeia, or the
achievement of persuasively lifelike description....Enargeia is directed by the speaker to the spectator.
Although its artfulness derives from the speaker's verbal facility, its effects fall short of completion without
the spectator's response.” For more on the link between enargeia and audience, cf. Bakker (1993: 18);
Bryant-Bertail (2000: 25); Esslin (1976: 53-4); Gillespie (1988: 103); Tomkins (1980: ix); Iser (1980: 50-
51); Werth (1995: 191).
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before they are abstracted into story-events.'* Although enargeia is all but neglected by
narratology,'” it was considered to be an essential element of Homer’s art at least since
the scholiasts.'® Longinus, however, was the first ancient theorist to privilege it as the
most potent weapon in the poet’s creative arsenal, favoring the ability to “make the
speaker see what he is saying and bring it visually before his audience™'’ over the “ability

to order and arrange material.”'®

As such, Longinus provides a formidable counterpoise
to Aristotelian temporocentrism,19 giving as much priority to the ecstasy generated by the
discourse® as Aristotle gives to the catharsis generated by the story.?! Adopting a
Longinian perspective on Homeric epic, Paolo Vivante asserts: “Least of all can the

Homeric poems be read with a voracious interest in plot and its denouement,” preferring

instead “to let a thing become an image the moment it is mentioned” and “[to take]

' Culler (1986: 82); Todorov (1977c: 55); Scholes (1974: 59).

' Regarding the insignificance of purely spatial phenomena according to the traditional narratological
model, cf. Barthes, 1989: 141; Todorov, 1977b: 77; Genette, 1980: 165; Lévi-Strauss, 1976: 133; Scholes,
1974: 41, Shklovsky, 1990: 5. That is not to say, however, that temporality and an attention to firsthand
narrative experience are necessarily mutually exclusive. Despite the priority he gives to narrative time, for
example, Ricoeur (1981: 169) resists the structuralist practice of relegating time to the domain of “events,”
emphasizing instead the experiential aspects of time as a narrative element, differentiating between “the
shift in meaning that distinguishes the ‘now’ belonging to this time of preoccupation from ‘now’ in the
sense of an abstract instant.” In that sense, Ricoeur’s temporality partakes in the Longinian ethos otherwise
associated exclusively with space herein.

16 Bakker, 1993: 18. Gentili (1988: 5), however, traces this heuristic emphasis on enargeia to the fifth-
fourth century B.C. poet Simonides of Ceos. Even Aristotle (1989: 72) and Lessing (1984: 85) value
enargeia, despite its incongruity with their positions toward spectacle and the limitations of the verbal
representation of space, respectively. Quintilian also reserves a privileged place for enargeia in his
rhetorical theory (Leach, 1988: 14-15).

'71989: 159.

" Ibid.: 143.

' Indeed, Lessing (1984: 154) himself acknowledges Longinus as the most formidable rival to Aristotle. In
fact, by privileging the spatial aspects of narrative Longinus effects the same sort of synchronic
recalibration of the study of narrative as Lévi-Strauss (1963: 34) does for the study of kinship systems.
Among modern artists, Artaud (who [1958: 38] advocates “the substitution, for the poetry of language, of a
poetry in space which will be resolved in precisely the domain which does not belong strictly to words”)
“overturns the Aristotelian ranking of the parts of tragedy, putting the spectacle on top (Edmunds, 1996:
15; Cf. also Ibid.: 34-5).” Cf. Bachelard (1964: xviii) and Fish (1980b: 73) for phenomenological and
Reader Response perspectives on the priority of space over time, respectively.

201989:143.

1 1984: 67.
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Homer's expression at its face value.””? What distinguishes Vivante’s approach to Homer
is the emphasis he gives to the audience s experience of narrative.

Scholars have traditionally relied upon Homer’s representation of the activity of
singers within his poems to extrapolate information about his audience and how his art
most likely affected them.? This approach seeks to understand the singer-audience
dynamic by observing fictional singers engaging in an activity similar to that of Homer,
with the implicit conviction that the data these fictional representations yield correspond
more or less precisely to their real-world referent. To encounter Homeric epic directly,
however, it is more useful to observe, not merely the singer’s diegetic representation of
singers and audiences, but rather his own extradiegetic®* activity itself and the strategies
he employs to integrate his audience into the fabric of the text, as essential collaborators
in the production of narrative meaning.”

In this study [ offer a narratological reading of Homer’s Iliad from the standpoint
of space rather than, the usual emphasis, time. I establish the frame as the primary link
between audience and action and the manipulation of frames as the basis for a dedicated
approach to narrative space. I identify cinema theory as the most useful heuristic
analogue for coming to terms with the receptive dimension of Homeric space,
emphasizing the cognitive links rather than the historical distance between epic and
cinema. I demonstrate how Homer employs four proto-cinematic devices in the lliad—

decomposition, intercutting, meta-audience, and vignette—to achieve montage-like

22 1985: 8, 3, 12, respectively. For cinematic parallels, cf. Osadnik (1994: 225); Miinsterberg (1970: 57).

2 Cf. Carter, 1995: 286; West, 1981: 113.

2 Cf. Prince (1987): “diegetic. Pertaining to or part of a given diegesis” (20); “diegesis. The fictional world
in which the situations and events narrated occur” (20); “extradiegetic. External to (not part of) any
diegesis”; cf. Leach (2000: 251).

¥ Cf. Gentili (1988: 22); Rehm (1994: 11).
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control over his audience’s attention and to reveal a semantic dimension to the epic that
manifests itself exclusively through spatial artistry. My intention is not to minimize the
significance of the temporal approach to narrative or to Homer in particular, but rather to
emphasize that by limiting our focus to the events extrapolated from a direct
acquaintance with the narrative—the preoccupation of traditional narratology—we
succumb to the illusion that what we say about a story is identical to how we experience

it.
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Chapter 1: Typology of Homeric Space

“Do we have ‘space’ in Homer?” (Hiller, 1983: 82)

Frame: Pictorial/Verbal
“Homer had no need for graphics; words were all he needed.” (Antoniades, 1992: 44)

According to Meyer Schapiro, imagery is conveyed from poet to audience through the
medium of the frame, which facilitates communication between them:2®
The frame belongs then to the space of the observer rather than of the illusory,
three-dimensional world disclosed within and behind. It is a finding and focusing
device placed between the observer and the image.
In his article, “Image and Frame in Greek Art,” Jeffrey Hurwit differentiates between two
primary types of artistic frame: closed and open.”” Hurwit defines the closed frame in the
following way:
In closed form the shape given a pictorial field establishes the disposition of
elements and axes within the composition, and the border thus guides one's vision
toward the dominant internal co-ordinates—the armature—of the image.28

As an example of closed composition, Hurwit cites the krater by Exekias that depicts

Achilles and Ajax engaged in a game of dice:

He observes how the characters lean over at precisely the point where the vase tapers off
on either side, in conformity to the slant of their backs.? Tt is obvious, then, that Exekias
tailors the iconography to conform to the vase-shape, resulting in a closed composition

that focuses the audience’s attention inward, toward the table between the two characters,

%61969: 227. Cf. Leach (2000: 237).

71977 passim. For others who adopt the same closed/open framic antinomy, cf. Schapiro (1969: 228);
Suvin (1987: 313); Bal (1985: 95-6).

%1977: 1.

? Ibid: 1-2.
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rather than outward, toward some hypothetical background to the action. It is this

centripetal orientation, this gravitation toward the center and subordination of all imagery

to this priority, that distinguishes the closed frame from its opposite: the open frame.
Hurwit goes on to define the open frame:
There is, however, another kind of pleasure...obtained...through the perception of
limit transcended, of extension rather than closure, of release rather than
confinement. When picture content and the picture space defined by the border or
frame do not perfectly coincide, when the relationship between them appears
more adventitious than ordered, open form results.*°

As an example of open composition, Hurwit cites the depiction of the theft of the

Arcadian cattle by the Dioscuri:

He notes that the adjacent triglyphs in this metope from the Sikyonian treasury would
have overlapped both the hindquarters of the cattle and the protruding spear of the figure
to the left. Thus, rather than a sense of closure and symmetry, the open frame gives the
impression that it encompasses only part of the total action, which the spectator must
understand to exist just outside of its borders,’' lending this type of frame as persistent a
sense of centifugality as the centripetality of its closed counterpart.

Because Hurwit limits his purview to static art forms, however, his conception of
the frame, whether closed or open, is limited to a single frame encompassing whatever

imagery lies within it. This basic frame-scheme has its roots at least as far back as the

3 Ibid: 5, 7.
31 Ibid: 7-8.
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Bronze Age.** The Ship Fresco on the South wall frieze in Room 5 of the West House at
Akrotiri, Thera, for example, depicts a fleet of ships framed by two towns inhabited by
characters preoccupied by the nautical spectacle between them.>® As such, the Ship
Fresco, like Exekias’ krater, constitutes a closed composition, self-contained in its
centripetal orientation. It is also possible, however, to embed frames within other frames.
In Room 4 of the West House, for example, the artist presents several panels of the

interior of a ship:

?

Granted, this sense of progression from close-up to long shot is only implicitly kinetic,

relying upon the spectator to walk from Room 4 to Room 5 to achieve its effect:®

32 Cf. Schapiro, 1969: 224.

3 Cf. page 15, below.

* Cf. Davis, 1991: 6-7.

33 That is not to say that the pictorial use of the close-up is limited to dynamic art forms-—it may be used in,
for example, single-canvas paintings as well, although in that case diverse framic distances must be used
simultaneously, as with certain twentieth-century painters such as Léger (1988: 372).
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CEREMONIAL - ROUBAS
Upper floor of West Houae

Yet the West House frescoes provide evidence of an artist working in a static medium
seeking to mobilize its framic structure, to isolate a segment of narrative within the
larger, collective frame that encompasses the total action.*® Indeed, it is the first extant
example of the proto-cinematic impulse.

It is worth considering where the West House Painter might have gotten the idea
to engage in framic artistry in the first place. Archaeological evidence suggests the
existence of a contemporary Late Bronze Age poetic tradition.”” Furthermore, Sarah P.
Morris argues that the Miniature Fresco exhibits epic-like themes that reveal continuity
between this tradition and Homeric epic.3 ® The close-up/long shot transition between
Rooms 4 and 5 of the West House corroborates Morris’ theory, yet on a stylistic rather
than thematic basis. Consider, for example, the following scene from the end of Book 2

of the Odyssey:

ot &' &pa mAvTa EEpPovTeg EVOGEMLW EVL Vi
katbecav, wg éxérevoey Odvoonog phog viog.
av &' dpa Tniépayog vnog Patv', Npyxe 8" Abrjvn,

3% Vase-painters who seek to incorporate more than a single narrative moment into their compositions also
compensate for the inherent staticity of their art form by either combining two or more events within a
single frame or by depicting two separate events on separate, often opposite, sections of the vase
(Stansbury-O'Donnell, 1999: 156), requiring the spectator to twist the vase to reveal the next event, the
vase-painting equivalent of the perambulation required between Rooms 4 and 5 of the West House; cf.
Brooks (1974: 203) for a direct comparison between poetic and architectural structure.

37 Cf. Bennet (1997: 529); Morris (1989: 511). It is also possible, of course, that the wall-painter provided a
model for the epic poet, pace Lessing (1984: 62). In either case, the salient fact is that the West House
Painter exhibits a proto-cinematic tendency that the epic poet, as we shall see, is able to exploit more fully
due to the inherently dynamic nature of his verbal medium.

** Morris, 1989: 531.
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i 8" évi mpopvi) kat' dp' €Ceto: Ayy ' dp' avTig
£Ceto TnAépoyog. Tol 8¢ mpopvriot' Elvoay,

av 3¢ xat avTol Bavteg Ent kAniol kadilov.

Tolotv &' {xpevov ovpov (et yhavkwmig Abrivn,
dxpan) ZEQvpov, keEAASovT €mi olvoma TOvVToV.
Tniépayog d' Etaporow émotpiivag ékélevoey
Omhwv artecBot: Tot &' Otplivovtog dxovoay.
loToVv &' elhartivov kolkng évtoohe nuecddpung
OTNoOV AELPOVTEG, KOTA € TPoTOVOIoLY Edncav,
élxov &' lotla Aevka évatpéntoiot BogDoy.
énpnoev &' &vepog péoov totiov, auet 8¢ kOpo,
otelpr) mTopUpeov pey' loxe vnog tovong:

1 &' €Beev kata kOUO Swampriooovoa kérevbov. (Od. 2.414-29)%

They all carried the provisions down, and stowed them in the strong-
benched vessel,

in the way the dear son of Odysseus directed them.

Telemachus went aboard the ship, but Athena went first

and took her place in the stern of the ship, and close beside her
Telemachus took his place. The men cast off the stern cables

and themselves also went aboard and sat to the oarlocks.

The goddess gray-eyed Athena sent them a favoring stern wind,
strong Zephyros, who murmured over the wine-blue water.
Telemachus then gave the sign and urged on his companions

to lay hold of the tackle, and they listened to his urging

and, raising the mast pole made of fir, they set it upright

in the hollow hole in the box, and made it fast with forestays,

and with halyards strongly twisted of leather pulled up the white sails.
The wind blew into the middle of the sail, and at the cutwater

a blue wave rose and sang strongly as the ship went onward.

She ran swiftly, cutting across the swell her pathway.

The two-fold alternation between the interior (414-15, 423-25) and exterior (420-21, 427-
29) of the ship provides the verbal equivalent of the pictorial imagery in Rooms 4 and 5.
Homer approaches and retreats from the action in the same way as the West House

Painter: by isolating a single perspective on a larger scene and then cutting back from it

% All translations of the Iliad (Monro, 1902) and Odyssey (Goold, 1919) are from Lattimore (1951).

10
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to encompass the scene in its totality. Unlike the West House Painter, however, Homer
achieves this effect through words rather than pictures.

According to Rudolf Arnheim, words and pictures exhibit a phenomenological
affinity that transcends their superficial differences in media (the foundation of Lessing’s
negative appraisal of verbal ecphrasis). Arnheim differentiates between two kinds of
images: direct and indirect. While direct (or visual) images “come about through the
stimulation of the eyes by light generated by or reflected from objects of the physical
environment,” indirect (or mental) images “are generated by internal stimulation.”*
According to Arnheim, however, even the latter involve a process of mental mediation
comparable to that required by words before they can work upon the imagination. He
points out that while direct images seem to enjoy a privileged access to immediate
experience, they are actually no less subject to mental mediation than so-called indirect
images, requiring no less an imaginative effort on our part to perceive them as intelligible
contents of whatever artistic continuum they inhere in.*' From Arnheim’s viewpoint,

then, verbal imagery is no less suited for the sort of spatial analysis applied to its

cinematic counterpart.*” In fact, it is more so. Because of its fluid nature, the verbal sign

%01987: 83. Chatman (1978: 101) implies that verbal imagery is handicapped, from a communicative
standpoint, by its “indirect” status, as Arnheim would call it. Cf. Ibid.: 106.

41 1987: 83. Cf. Esrock (1987: 88); Scholes (1982: 25). Even Lessing (1984: 41) acknowledges this fact.

“2 Cf., for example, Arnheim’s (1987: 85-6) “cinematographic” analysis of Proverbs 7:1-18 of the Book of
Proverbs in the King James Version of the Old Testament. Likewise, Leach (1988) seeks to bridge the gap
between spectators of visual and literary texts, convinced that the affinities between these diverse media
reveal an underlying phenomenological link that warrants such comparative scrutiny. Leach compares the
way Homer, Vergil, and the Esquiline Odyssey Painter describe the Laistrygonian harbor that Odysseus
enters in Book 10 of the Odyssey, concluding that Homer’s paratactic style aims for and indeed achieves
less scenographic comprehensiveness than the latter two artists (Andersson [1976] shares a similar
conviction that Vergil’s robust scenographic technique reflects an increased enthusiasm for “topographical
coherence.” [Leach, 1988: 38]). More salient from the standpoint of reception, however, are the points of
convergence Leach sees between the scenographic styles of Vergil and the Esquiline Odyssey Painter
despite their distinctive media, as well as her attempt, inspired by this insight, to “...[understand] the
imaginative resources for translating words into pictures which Roman audiences could employ to
experience description, and conversely, how they might experience pictures by translating them into

11
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lacks certain limitations to artistic freedom inherent in pictorial media. When, for
example, the playwright signifies how far he wishes his audience to imagine themselves
to be from a given object on stage, this desideratum usually conflicts with the physical
reality of the actual distance between them.®® On the other hand, unlike the wall-painter,
vase-painter, playwright, and even filmmaker, Homer has no preformed frame—no wall,
vase, stage, or screen—to fill up with dramatic action, but must himself construct this
frame, suiting his action to this fundamental choice.* In fact, he must construct other
frames as well.

By presenting in Room 4 a segment of the all-encompassing action of Room 5,
the West House Painter invites us to distinguish between the larger frame and the smaller
frame embedded within it, what Seymour Chatman calls story space and discourse space,
respectively,45 corresponding to the central narratological distinction between story (“the

ka4

content plane of narrative 4 ) and discourse (“the expression plane of narrative”*’). The

notion of a frame-within-a-frame is coopted in various fields such as semiotics,*®

theater,* cinema,50 and literature proper.51 Yet Arnheim’s formulation, which he applies

words.” (30) Although Leach’s primary focus is on the description of landscape rather than on the space
that is created in conjunction with the flow of action—that is to say, specifically Homeric space (32)—her
inquiry into the phenomenological convergence between pictorial and verbal art forms and their respective
audiences, and the centrality of enargeia in this connection (7), has equal relevance to this work.

“ Cf. Edmunds (1996: 32); Lutwack (1984: 13).

“ Cf. Lutwack (1984: 17-18); Langellier (1981: 115); Balutowa (1979: 14); Klein (1990: 176); Davis
(1986-87: 89); Nicolaescu (1988: 60); de Jong (1987: 105-06).

“ Cf. Chatman (1978: 96).

* Prince, 1987: 91.

7 Ibid.: 21.

8 Cf. de Certeau (1984: 117-19); Shklovsky (1990: 3).

“ Cf. Esslin (1976: 46).

50 Cf. Feldman (1952: 37); Kepley (1995: 98).

*Y Cf. Zoran (1984: 321).
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to fine art yet is equally salient to verbal narrative, epitomizes the profound
interdependence between story space and discourse space: >

...there are two ways of analyzing pictorial space, both of which are to be

considered in all cases. Starting from a composition as a whole, we see a tissue of

interwoven units and intervals, all fitting in one unbroken overall system and held
together by intrinsic space. When, however, we start from the units, we see sub-
systems meeting, crossing, repelling, or paralleling one another, all this taking
place in the arena of an extrinsic space system. The meaning of the work requires
the apprehension of both structural versions: the nature of the whole and the
behavior of its parts.
While story space (“the whole”) encompasses the total space of a narrative, discourse
space (“its parts”) encompasses a particular zone within the story space to which the
audience’s attention is to be directed.>* Just as important, however, Arnheim’s
metaphorical characterization of the “meeting, crossing, repelling, or paralleling” of
discourse spaces (“sub-systems”) in a painting begs the question of how framing
manifests itself in a truly dynamic art form such as epic or cinema. It also suggests that
the sort of transition from close-up to long shot depicted in Rooms 4 and 5 only begins to
approach the variety of kinetic artistry possible within a narrative art work.

Like the West House Painter, Homer exploits the frame-within-the-frame, yet
makes extensive use of it over several “rooms” as only the practitioner of a dynamic art
form can do, a prerogative which even Lessing acknowledges:

The principal superiority [of the poetic description over the painting] is that the

poet leads us to the scene through a whole gallery of paintings, of which the

material picture shows only one.”*

Before we turn to Homer, however, let us enter Room 5 of the West House and see how

the artist attempts to compensate for the staticity of his medium through implicit kinesis:

52
1966: 67.
%3 To use the example above, Room 4 of the West House presents a discourse-spatial perspective, a close-
up view, of the story-spatial totality of the Ship Fresco in Room 5.
*1984: 72,
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Once inside, you stand before a fresco on the North wall (obverse in the picture above)

depicting a sea battle and a pastoral scene, representing wartime and peacetime activities:

Then, prompted by the implied westward movement of the fisherman in the north-east
corner,”” you walk along the West wall to encounter the South wall frieze, which depicts

the aftermath of the sea battle, the homecoming of the warriors:

5

You recognize the panels of the decorated ship in the middle of this fresco and are thus

induced to return imaginatively to where you were in Room 4: inside the ship. You are
suddenly the protagonist of an elaborate drama. Yet you are also its primary spectator. As
you sail on, you are simultaneously aware of being watched by the occupants of both
coasts. Because the fresco cannot be viewed at a single glance, however, you alternate

between towns A and B. Finally, you move on: as protagonist, to town B, your diegetic

destination; as spectator, to the East wall frieze, your extradiegetic destination:

55 Cf. Marinatos (1984: 51).
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Suddenly you are in another world, the world of the Elsewhere. Just as the panels of
Room 4 induced you to inhabit the ship in Room 5, as well as to see the world through its
owner’s eyes, now, on the East wall, you are invited to see through his imagination. The
world you imagine, however, is not like the world you see with your eyes: it is an exotic
world, a land of fantasy, inhabited by mythical creatures occupying an idyllic
landscape.’®

Thus, as the protagonist of the Room 5 narrative you inhabit its universe, and as a
spectator you impart movement to otherwise static images. From Room 4 to 5 you switch
from the interior to the exterior of a ship. Once inside Room 5 you alternate between
towns A and B to witness citizens watching you as you progress to town B. Finally, you
travel imaginatively from your immediate surroundings to a distant location. These four
types of movement, while distinct in their respective functions for you as both protagonist
and spectator, have one thing in common: they require you to actualize them in your own
mind, to imagine them as actually occurring while in reality they are only implied. This
effort on your part is necessary because the pictures on the walls do not really move. The
iconography, however, induces you to animate static signs simulating movement rather
than passively to absorb moving signs actualizing movement, the way Homer, because he
employs words rather than pictures, is able to do. We shall now consider how Homer
blends story space and discourse space to control his dramatic canvas and, more

importantly, the attention of his audience.

% Cf. Morris, 1989: 529-30.
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Story Space: Closed/Open

“...an artistic frame indicates an enclosed space, a whole, while a window is only that, a window onto
presumably infinite space, a glimpse of just a part.” (Frazier, 1999: 453)

Hurwit’s distinction between the centripetal and centrifugal orientation of the closed and
open frame, respectively, serves as a useful basis by which to differentiate between
[liadic and Odyssean story spaces. The story space of the Iliad conforms to Hurwit’s
closed frame-type. Homer delineates its vertical and horizontal coordinates from the
outset, thereby establishing the immutable boundaries within which action will take place
for the remainder of the epic,’’ and exhibiting a precise symmetry: Greek camp, Trojan
plain, and Troy arranged perpendicularly to Olympus, earth, and Underworld,
respectively. Its y (Underworld, Earth, and Olympus)58 and x (Trojan plain, Greek camp
and Troy) axes’® are introduced metonymically through the imagery of Hades (1.3), dogs
and birds (4-5), and Zeus (5), on the one hand, and army (10), ships (12), and Priam (19),
on the other. This methodical presentation of Iliadic parameters instills in the audience a
permanent sense of groundedness, of conformity to a scenographic master-plan that
shapes rather than merely accommodates the dramatic activity.®

Iliadic story space is dominated by the Trojan plain, representing the main area
upon which the action transpires.®' The Trojan plain is surrounded on all four sides by
equally permanent dramatic regions. To the left is the Greek camp,®® whose topography is

presented at length in the Catalogue of Ships in Book 2. To the right is Troy, separated

37 Cf. Romm (1992: 10). For cinematic perspectives on this world-building function of the artist, cf. Bazin
(1998b: 418); Arnheim (1957: 74-5).

8 Cf. Wright (1995: 93).

5° The x, y, and z axes of the three-dimensional Cartesian graph correspond to the horizontal, vertical, and
depth dimensions of the spatial continuum, respectively; cf. Columbia Electronic Encyclopedia (2003).
 Cf. Kuntz (1993: 10).

' Cf. Ibid. (9); Hellwig (1964: 24).

62 Cf. Hainsworth (1993: 189).
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from the plain by the great wall that becomes the focus during the Teixoscopia in Book 3.
These two regions constitute the horizontal extremities of the dramatic canvas, its
terrestrial limits. Beneath the plain is the Underworld, which receives more dramatic
attention in the Odyssey. Finally, above the plain is Olympus, home of Zeus and the other
Olympian divinities, who constantly watch the action below like spectators in a theatrical
audience.®® This region more than any other characterizes the closed story space of the
lliad and determines its centripetal orientation. Homer frequently sets his action in
Olympus, providing a god’s-eye view® on the mortal stage® otherwise presented to the
audience at ground level. Indeed, while on a diegetic level Iliadic story space assumes
cosmic proportions, extradiegetically it resembles an architectural plan of sorts, and in
particular that of a palace, consistent with the Homeric conception of the universe as a
kind of house, an imago mundi.?® Despite the fact that Olympus and the Underworld are
diegetically much further apart than the Greek camp and Troy, the palace-like structure of
Iliadic story space fosters the illusion that, on a phenomenological level, these four
regions are equidistant from the Trojan plain rather than dispersed over an Odyssey-like
series of ad hoc stages.®’

The story space of the Odyssey is more complex than its Iliadic counterpart. It is
useful to distinguish between two kinds of Odyssean scenes: those that transpire inside,

and those outside, palatial settings. In the latter case Odyssean story space is

63 Cf. Andersson (1976: 15-16); Griffin (1978: passim).

84 E.g., Il 11.80-83; cf. Richardson (1990: 122-23); Chatman, 1978: 106. Griffin (1978: 1, 5, 11, 14, 15)
identifies the Olympians’ love of spectatorship as a link between mortal and immortal characters and, by
extension, Homer’s real-world audience; cf. Leach (1988: 17); Vivante (1985: 5); Richardson (1990: 113).
85 Cf. Austin (1966: 298); Bakker, (1999: 14); Richardson (1990: 58).

% Cf. Wright (1995: 18). On the concept of the imago mund, cf. Eliade (1959: 42). According to Paul
Demont and Anne Lebeau, palaces functioned as sites for theater-like activity as far back as the Late
Bronze Age (1996: 10), and John Bennet entertains the possibility that Homeric epic was itself originally
performed within a palatial venue (1997: 529).

% Cf. Bassett (1938: 51-2).
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diametrically opposite to that of the /liad, conforming to Hurwit’s conception of the open
frame. It serves, therefore, not as a strictly-demarcated container for dramatic action, but
rather as an open-ended scenographic field allowing for infinite variety and the freedom
to alter along with the action and to contribute to the development of the plot. When
Homer shifts the action to Odysseus’ palace in Book 17, however, the story space is
suddenly no less monolithic than the Iliadic cosmos. Yet there is one major difference:
Odysseus’ oikos constitutes, not merely a literal palace, but the domestic counterpart to
and mirror-image of the Iliadic palatial cosmos. Whereas in the lliad the diegetically
distant coordinates of the cosmos are presented as extradiegetically proximate, the
diegetically proximate coordinates of the Odyssean palace are presented as
extradiegetically distant. When, for example, Penelope sits outside of her bedroom—the
domestic equivalent to Olympus, with a similar vertical orientation and spectatorial

function®®—she is privy to the goings-on within the megaron, the palatial stage:

1 8¢ xat' Avinotv Bepévn mepikarréo dippov
xoUpn Tkapioro, mepippwv [nverdneia,
Gvdpav év peyapoioy Ekdatov nobov dxove. (Od. 20.387-89)

The daughter of Ikarios, circumspect Penelope

had taken her beautiful chair and set it just outside the door,

and listened to every word the men in the hall were saying.
When, however, she enters her bedroom and closes the door behind her, she is oblivious
to the world outside, as far away from the suitors as the Olympian gods are close to the

Trojan plain in the Iliad. In lines 35-8 in Book 23, for example, she refers to Odysseus’

olxog as though it were far away rather than where she is currently located, and asks

S E.g., Od 1328-29,4.121, 19.89.
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Eurykleia for a report of his whereabouts rather than open her bedroom door and look

into the megaron for herself.

el 8' dye 61 pot, poia AN, viueptég évioneg,

gl &tedv O1) olkov tkdveton, g Ayopever,

Onmwg O1) pvynoTnpo Avoldéot eipag EpnKe

novog €wv, ol 8' aitv dolléeg Evdov Eupvov. (Od. 23.35-8)°

Come, dear nurse, and give me a true account of the matter,

whether he really has come back to his house, as you tell me,

to lay his hands on the shameless suitors, though he was only

one, and they were always lying in wait, in a body!’
This vast metaphorical distance between megaron and bedroom is corroborated in Book
23 when Odysseus refers to his bed the way people in the Iliad talk about far away

places:”®

ovOE TLolda...
el pot ét' Eumeddv €oti, yOvar, Aéxog, Né€ T1g 1ion
avdpav drlowoe Bnke, Tapwv Uno mbpév' élaing. (Od. 23.202-04)

I do not know now...

dear lady, whether my bed is still in place, or if some man

has cut underneath the stump of the olive, and moved it elsewhere.’
Thus, whereas Homer contracts Iliadic distances to facilitate divine/human interaction, he
expands Odyssean distances, and in particular that between Penelope upstairs and
Odysseus downstairs, ' to create the impression of distinct fictional worlds within a

single dramatic milieu. Even when characters interact within close proximity of each

other, in the Odyssean universe they are still somehow liable to be out of earshot of each

% ¢vénw is the same verb used by the narrator to ask the Muse to reveal the identity of the best of the
Achaeans in the Catalogue of Ships (2.761), and thus, by its impersonal tone, emphasizes the isolation of
Penelope’s bedroom from the rest of Odysseus’ palace.

™ Cf. the simile in lines 233-40, which portrays their shared intimate knowledge of the bed as a kind of
mystery religion, located on an island across distant waters and accessible only to the initiated.

7L Cf. 20.387-89: the threshold to the bedroom symbolizes this vast gulf between the eavesdroppable here
and the otherworldly there.
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other, contrasting markedly with the frequent eavesdropping by the gods from Olympus

in the lliad:

7 Oa, xai €k yepog yelpa ondoat Avivooio
Q€lo: pynotrpeg 8& dOpov kaTa daita Tévovto.
oL 8" émehPevov kat ékeptopeov énéeoowv. (Od. 2.321-23)

He spoke, and lightly drew away his hand from Antinods’
hand, but the suitors about the house prepared their dinner,
and in their conversation they insulted him and mocked him,
By distorting narrative space in this intertextual manner,”” Homer in effect creates a

palace out of a universe and a universe out of a palace to attain correspondingly

distinctive stylistic and thematic results in the lliad and the Odyssey, respectively.”

Discourse Space: Montage/Realism

“As opposed to Griffith and Eisenstein, filmmakers of the cut, Murnau has usually been thought to be a
filmmaker of the moving camera.” (Perez, 1998: 132)

In his comparison between the /liad and the Odyssey, T.M. Andersson observes:

...the Iliad is remarkable among epics because it foregoes the variety afforded by
changes of scenery.

He qualifies his statement, however, with the following admission:

Yet the action is not uniform or dull. Homer makes abundant use of movement
and tension, which on the whole provide greater narrative energy than the scenic
variations of the Odyssey.

He goes on to describe what he means by “movement”:

The movement is confined to a limited space, but within that space it is more or
less constant. There is a perpetual coming and going, an ebb and flow of action
across the plain; if one side is not retreating, it is pursuing. This flux is by no
means aimless, but takes place within fixed emotional and spatial parameters

"2 The spatial intertextuality between the I/iad and Odyssey extends much further than this, but is outside
the purview of this work.,

> This tendency to contrast closed and open story spaces in two interdependent narratives is echoed
cinematically, for example, in the two “Godfather” films, whose scenographic differences, and their
dramatic ramifications, are characterized by James Berardinelli (1994).

20

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



marked at either extremity by the always imminent threat of total rout on one side
or the other.”

Thus, Andersson defines Iliadic movement from the point of view of the characters. They
move back and forth on the battlefield. Their movement inheres within story space,

275

which “contains existents,”’” and which Schapiro refers to as “the illusory, three-

*7% Andersson goes on to

dimensional world disclosed within and behind [the observer].
describe what he means by “tension”:

The alternation of panic and desperate rally keeps the reader on edge not because

the movement itself is exciting but because it maintains the emotions of the

contending warriors at fever pitch.””’
As with movement, Andersson attributes Iliadic tension to the audience’s empathy with
the characters: we are “on edge” because their “emotions” excite us in a way that the
movement itself cannot do. One wonders, however, whether the “movement and tension”
Andersson speaks of is really such a worthy substitute for, let alone a greater source of
“dramatic energy” than, “the scenic variations of the Odyssey,” which, after all, involve
Odysseus in a compelling series of adventures in their own right and generate their share
of “panic and desperat[ion].” On the contrary, I submit that it is not movement and
tension within story space that produce the distinctive “dramatic energy” of the /liad, but
rather movement and tension within discourse space, which Chatman defines as:

...focus of spatial attention...the framed area to which the implied audience's

attention is directed by the discourse, that portion of the total story-space that is

"remarked" or closed in upon, according to the requirements of the medium,

through a narrator or through the camera eye—Iliterally, as in film, or figuratively,
as in verbal narrative.”®

1976: 27.

5 Chatman, 1978: 96.
%1969; 227.

71976: 27.

®1978: 102.
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Discourse space serves as the medium by which the poet produces movement and
tension, not between characters, but within the mind of the audience. To encounter
discourse space we require an alternative paradigm to traditional narratology,” one that
privileges rather than merely accommodates the experience of the audience in the act of
watching the spectacle before them.

The first cinema theorists sought to distinguish their art form from those that
preceded it, especially theater.*® This induced them to emphasize certain devices
ostensibly unique to cinema, arguing that the camera, editing, and other technological
advances provided them with unprecedented freedom to manipulate space and time and
thus to exert psychological effects on their audience impossible to achieve through any
other medium.®' According to Eisenstein, however, these supposedly unique
cinematographic features actually derive from literature, which commands an equally
comprehensive control over the audience’s attention as cinema does, only verbally rather
than pictorially.®® Although Eisenstein limits his examples to the modern novel, he
mentions the Greeks as a formative influence on the proto-cinematic techniques
employed by Dickens, his primary exemplar® of the debt cinema owes to verbal

narrative.® Furthermore, in the field of narratology, Chatman adopts a comparative

7 An appeal to reception theory (cf. Tomkins, 1980: passim) proves relatively fruitless. The mental activity
reception theorists are primarily concerned with is concretization, the filling of gaps left by the author,
privileging “the fluidity...of the meaning experience” (Fish, 1980: 83) and “the unwritten part [of the text]
that gives us the opportunity to picture things” (Iser, 1980: 58). This approach would be more suited to a
dedicated study of narrative space in the Odyssey, which leaves more room for subjective activity on the
audience’s part than in the /liad.

8 Cf. Pudovkin (1960: 27); Panofsky (1998: 281); Miinsterberg (1970: 16); Bazin (1967: 77); Goffman
(1974: 144).

81 Cf. Arnheim (1957: 88); Feldman (1952: 77, 98); Stern (1979: 59, 65); Milnsterberg (1970: 45).

82 1970b, 1977: passim. Cf. Chatman (1978: 105); Pudovkin (1960: 23).

8 Eisenstein (1970b: 79) also identifies : “several purely cinematic elements in the plastic side of [Emile
Zola’s] creative work.” :

¥1977:232. Cf. Zweig (1930: 52).
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approach to literature and cinema, treating the two art forms interchangeably to identify
the underlying narrative structures shared between them.®

Among Homerists, Mark Edwards attributes to Homer the use of cinema-like
devices such as the long shot*® and meta-audience,®” and Scott Richardson puts a
“camera”®® in his hands and calls what he does “filming.”® Despite this avowed affinity
between Homer and the filmmaker, however, no one has subjected Homeric epic to a
systematic analysis of what one might call its proto-cinematic aspects. The primary
reason for this reticence is historical: cinema is a modern art form, invented roughly three
thousand years after Homeric epic. This fact has led Caroline Eades and Frangoise
Létoublon, who attest to the cinema-like “rhetorical, narrative, and stylistic devices and
structures” in Homer, to insist that, on the other hand, to attribute to him the use of
“cinematic codes” would be anachronistic, as though the former constituted a category
separate from, rather than dependent upon, the latter.”® Yet when we watch a movie
sequence that presents a long shot of a scene, then cuts to a medium shot of a character
within that scene and finally a close-up or extreme close-up of a certain aspect of that
character, the effect on the viewer is similar to when the same relative distances are
represented in a text.”! Thus, if this series of shots warrants serious attention as a

distinctive stylistic device in cinema, there is no reason why its verbal counterpart, and

other proto-cinematic devices, should not also be so honored.*?

851978, 1981b: passim.

5 1987: 87.

% Ibid.: 84.

%1990: 110, 121.

% Ibid.: 119.

%0 1999: 302. Cf. Martin (1986: 144).

°' Cf, Edwards (1987: 87).

%2 Cf. Bassi (1998: 5), who bases her characterization of Homer as “pre-theatrical” on a kindred appeal to
the phenomenological affinities between epic and theater.
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André Bazin differentiates between two primary cinematic styles: montage and
realism,” corresponding to “those directors who put their faith in the image and those

who put their faith in reality,”*

respectively. Through realism, the filmmaker tends to
maintain a consistent distance between audience and action and simply to record the
action of the characters, leaving it to the audience, like theatergoers,” to direct their

attention anywhere within the frame they wish and to give free reign to their powers of

selective perception:*®

In this case “the image is evaluated not according to what it adds to reality but what it

?59

reveals of it,””" a quality that Roger Ebert attributes to the movie “The Dancer

Upstairs™”®
"The Dancer Upstairs" is elegantly, even languorously, photographed by Jose
Luis Alcaine, who doesn't punch into things but regards them, so that we are
invited to think about them.

The realist filmmaker may also pan from place to place, dictating the audience’s response

to a certain extent, yet preserving the natural flow of time between events and thus

maintaining a theater-like sense of lived experience:”

1998: passim.

> Ibid.: 43.

% Cf. Lowe (2000: 163-64). It was this inherent staticity of theater that early filmmakers rejected in favor
of the moving camera and editing; cf. Kauffmann (1974: 67-8).

% Cf. Esslin (1976: 79). Benjamin (1968: 238) points out the similarity between theater and painting in this
regard; cf. Bazin (1998a: 54); Esslin (1976: 81).

°" Bazin, 1998a: 47. Cf. Arnheim (1957: 76).

% 2003a.

* Cf. Lotman (1976: 82).
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=~

Ebert identifies this tendency in the movie “Elephant”:'*

The movie is told mostly in long tracking shots; by avoiding cuts between
closeups and medium shots, Van Sant also avoids the film grammar that goes
along with such cuts, and so his visual strategy doesn't load the dice or try to tell
us anything. It simply watches.

Through montage, on the other hand, the filmmaker tends to cut rather than pan
between distinct regions of a given location, or even between locations that are far
removed in space and time, employing “a whole arsenal of means whereby to impose its

interpretation of an event on the spectator”:'%!

Shoz‘—}

;r..—._.
}M

—“m’ghﬂl

This adds a stylistic dimension to a film that is not inherent in the subject matter and that
most significantly distinguishes cinema from theater.'” At its best, montage
complements rather than detracts from its subject matter. A.O. Scott praises this aspect of

M. Night Shyamalan’s art in his review of the film “Signs™: 103

1% 2003b. Bazin (1998a) characterizes Murnau (46) and Renoir (55) as practitioners of realist cinema:
“[Renoir] forced himself to look back beyond the resources provided by montage and so uncovered the
secret of a film form that would permit everything to be said without chopping the world up into little
fragments, that would reveal the hidden meanings in people and things without disturbing the unity natural
to them.”

%" Bazin, 1998a: 46.

192 Regarding the manipulation of focal distances, cf. Pichel (1970: 114); Miinsterberg (1970: 15-16);
Bobker (1974: 47). Regarding the manipulation of space and time, cf. Stansbury-O'Donnell (1999: 412);
Arnheim (1957: 89); Feldman (1952: 60-1); Miinsterberg (1970: 74); Pudovkin (1960, 83-90).

19 2002.
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Mr. Shyamalan is a master of control, with a sure grasp of the classical
filmmaking lexicon. His suspense sequences build slowly and elegantly, and he is
adept at evoking dread through shifting camera angles and careful manipulation
of the frame.

On the other hand, a reviewer at Internet Movie Database expresses disfavor with the

way he believes the film “SLC Punk!” abuses the prerogatives of framic kinesis:'®*

There were a few times where the filming absolutely drove me insane...The way it
was filmed was just awful, there was (sic) way too many film cuts that shouldn't
have been there. I can't figure out what kind of effect the director was trying to get
there, but it just angered me. I don't think it's a good idea if you're paying more
attention to the editing than the dialog that's being said.

The Bazin paradigm provides a useful heuristic model by which to differentiate
between discourse space in the /liad and the Odyssey. The Odyssey adopts a realistic
style, maintaining long shot distance from the action and allowing the interaction
between characters to move the story along rather than transporting the audience into the
scene through medium or close-up shots. In the following passage, for example, Nestor,

his sons, and Telamachus enter the stage one after the other:

Néotmp avt0t ¢ile T'eprviog, o0pog Axorwv,

oknTpov Exmv. mept 3' vieg dorréeg ryepébovro

éx Bodapov EAOOvVTeg, Exéopav te Z1potiog te

Ilepoetc T Apntog Te Kal dvtifeog Bpocvprdng.

tolo1 &' éned' Excrog [ewsiotpatog Hhvbev fjpwg,

nap &' apo Tnrépayov Beoeixehov eloav dyovreg.

Tolo1 8¢ pLBwv Mpxe Fepriviog inmdta Néotwp: (Od. 3.411-17)

Gerenian Nestor, the Achaians’ watcher,

sat there holding his staff, and his sons coming out of their chambers
gathered in a cluster about him, Echephron and Stratios,

Perseus and Aretos and Thrasymedes the godlike,

and sixth was the hero Peisistratos who came to join them.

They brought out godlike Telemachus and seated him next them,
and Nestor the Gerenian horseman began speaking to them:

194 Cortex, 2002. Cf. Kauffmann (1974: 70).
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Each character suddenly appears as though he has been waiting in the wings,'®® consistent
with the open story space of the Odyssey, which rarely seems to contain the action
completely but rather, like a window, to frame it arbitrarily, leaving us uncertain as to
what will materialize next. As Hurwit puts it:
The image set "within" the border [of an open frame] seems abbreviated,
incomplete, severed....The visual effect of such representations...is to create a
porthole through which one views only a portion of a long procession of figures

seemingly marching on the other side of the tondo's decorative wall....presents a
transient, passing show whose extent is not fully captured by the border.”'*

107

When the camera does move in the Odyssey, ' it tends to pan between contiguous

portions of story space rather than to cut between disparate discourse spaces,'®

kNpv &' avtoio BN’ énqxeto oivoyoemv. (Od. 1.143)
and a herald, going back and forth, poured the wine for them.

preserving the natural flow of time and leaving open “the points of interval that are the

inevitable concomitant of every natural event.”!?

Homer frequently lets the audience fill in these gaps themselves. In the following

passage, for example, tpoon¥da in line 507 presupposes that Penelope has not merely

called (xalécooo) Eumaios but that he has also come within earshot of her before she

speaks:

15 Regarding the conflation of theatrical and cinematic metaphors, cf. Lowe (2000: 163-64).

1%1977: 6. Cf. Lowe (2000: 164).

197 Regarding the theoretical basis for the “anachronistic” use of cinematic terms to describe cinema-like
phenomena in verbal narrative, cf. Chatman (1978: 105); Landow (1987: 77-8); Richardson (1990), who
refers to Homer’s “camera.”

18 That is not to say, however, that Homer does not also employ panning in the //iad, even in such a way as
to produce a temporary sense of framic openendedness, as when the camera darts temporarily offstage to
follow the trajectory of Paris’ helmet thrown by Menelaos (3.377) or Imbrios’ head thrown by Ajax
(13.202-05). Likewise, the Odyssey is not entirely devoid of l/iad-like cutting (e.g. Od. 18.394-400). What
is at issue, however, is the preponderance of realistic and montagistic tendencies in the two epics,
respectively.

' Pudovkin, 1960: 90. Cf. Ibid. (83).
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1) név ap' g dydpeve petax dpwnot yovaikiv,
Nuévn év Bordpw: 6 &' édeinver dlog Odvooeig:
1 &' émt ot xadécaca npoonUda diov LeopPov: (Od. 17.505-07)

So Penelope, sitting up in her chamber, conversed
with her serving women, while great Odysseus was eating his dinner.
But now she summoned the noble swineherd to her, saying:

Sometimes, however, Homer himself occupies the implied interval between the first and
last stages of an action with interstitial material. In Book 1, for example, Eurykleia
carries a torch for Telemachus to illuminate the path to his bedroom. Homer represents

the time it takes for the two characters to reach their goal, between the first and second
use of the phrase &p' aiBopévog daidag pépe (428-34), with biographical information
about Eurykleia:''°

£vl' €PN elg eVVNV TOAAX @pect pepunpilov.

1@ &' dp' ap' aifopévag daidag pépe K€V eldvia
EvpUiet, 'Qmog Buyatmp [ewonvopidao,

v Tote Aaéptng TPploTo KIEATESOLY €011

o Py &t' Eovoav, EstkoocaBola &' Edwkev,
oo 8¢ piv kedvr) AAOYwW tiev €v peydpoiow,

guvn &' oD mot' Epikto, xOhov &' ddéeve yovoukdg:
1] ot &p' atbopévag daidog pépe, (Od. 1.427-34)

There he went to go to bed, his heart full of problems,

and devoted Eurykleia went with him, and carried the flaring torches.
She was the daughter of Ops the son of Peisenor,

and Laertes had bought her long ago with his own possessions

when she was still in her first youth, and give twenty oxen for her,
and he favored her in his house as much as his own devoted wife,
but never slept with her, for fear of his wife’s anger.

She now carried the flaring torches for him,

While the lliad and Odyssey are both proto-cinematic from the standpoint of the

Bazin paradigm, the /liad lends itself more than the Odyssey to a dedicated study of

110 Cf also Od. 1.428-34, 2.389-407, 3.360-65, 18.77-88, 90-4, and 153-56. Although these passages do not
repeat the initial action verbatim as in the present case, they exploit the panning aesthetic in a similar
manner.
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narrative space, for it is montage rather than realism that achieves “the creation of a sense
or meaning not proper to the images themselves but derived exclusively from their

1l

juxtaposition,” ' and only the manipulation of frames can achieve “the needed shifting

5112

of attention” '~ that Miinsterberg attributes to the cinema, but that applies equally well to

the Iliad.""® In his article, “The Birth of a Nation: The Technique and Its Influence,”
Seymour Stern identifies Griffith as the chief architect of cinematic montage:

By crystallizing the basic principles of film technique, which Griffith himself

created or discovered, The Birth of a Nation gave birth to the film as an art....The

study of usages of movement and movement-forms on the screen could be almost
completed from an examination of this one film.”'"
Long before Griffith, however, there was Homer.

In the remaining chapters we shall consider four spatial devices that Homer
employs in the /liad to achieve with words what the West House Painter simulates
through stasis and the film director actualizes through kinesis: “absolute control over the
movements in his film.”'!®> Each device involves the audience in a different relationship
to the action and corresponds to one of the four types of movement adumbrated by the
West House Painter. Decomposition (Chapter 2) provides access to the z axis of the

spatial continuum through a series of progressively narrowing discourse spaces (long

shot, medium shot, close-up), corresponding to the transition from close-up to long shot

"' Bazin, 1998a: 44.

''21970: 33.

' On this priority in cinema, cf. Miinsterberg (1970); Bobker (1974: 46). Although the Iiad is more
montagistic than realistic, it also exhibits realistic tendencies. When, for example, Chryses walks along the
beach in Book 1 and prays to Apolio (/1. 1.33-6), we see him do so from a consistently distant vantage-
point; the meaning of the scene is generated solely by Chryses’ actions. The camera does not, for example,
cut to his face, revealing tears in his eyes and thus heightening the emotional impact of the scene through
extradiegetic means (for more on this scene, cf. pp. 129-31, below). Rather than invalidate the
characterization of the //iad as montagistic rather than realistic, however, this scene merely illustrates that
some degree of stylistic overlap is possible between the two epics. This is true in cinema as well; cf.
Youngblood (2001): "Antonioni is known for the detheatralization of cinema--yet he uses certain theater-
like techniques.”

''41979: 59, 63.

' Feldman, 1959: 124.
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of the ship in Rooms 4 and 5, respectively. Intercutting (Chapter 3) keeps the audience at
long shot range from the action and cuts between the Greek and Trojan zones of Iliadic
story space. This corresponds to the visual alternation between towns A and B required
by the spectator of the South wall frieze to acknowledge each group of meta-spectators.
Both meta-audience (Chapter 4) and vignette (Chapter 5) transport the audience into the
mind of a given character. Whereas the former (corresponding to the meta-spectatorship
of both the protagonist from the ship and the inhabitants of towns A and B of the ship)
presents the action through the character’s vision, the latter (corresponding to the
protagonist’s visualization of the parallel world depicted on the East wall frieze) presents
the action through the character’s imagination.

One might suspect that the montagistic style of the lliad merely reflects its
military subject matter, requiring vivid close-ups of battlefield carnage and the sort of
parallel action that Griffith canonized cinematically in “The Birth of a Nation™:

...the conjoining of two complementary but opposite movements, seen at a

tangent to each other...to create a sense of unleashed activity from all directions

in...pursuit...and to step up the tempo of imminent violence.”''®
Military subject matter, however, does not determine the presentational itinerary of a
given epic; one can treat it in the montagistic style of the Iliad or in the realistic style of
the Odyssey. This is equally true in cinema, as Ebert’s review of “Patton” makes clear:

...‘Patton’ is one of the most uncluttered of war movies...the battle scenes are

seen in long shot, not personalized; they have the sweep of Victorian canvases

instead of the hand-to-hand intimacy of "Platoon," "Saving Private Ryan" or "We

Were Soldiers."'"”

In fact, Homer’s use of decomposition, intercutting, meta-audience, and vignette is not

limited to the military scenes of the [liad. In similes, for instance, the devices may be

16 Stern, 1979: 64.
"72002.
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utilized in contexts unrelated to battle. In Book 24, for example, Iris obeys Zeus’ order to
find Thetis in her maritime abode and to convince her to visit Zeus in Olympus. Her

journey is compared to the trajectory of an ox-horn fishing-line:

1} 8¢ poAvPdaivy) ikéhn ég Buocov Gpovoey,
1] 1€ kat' aypaviolo Poog képag Eupefavia
Epyetar wpnothow én' ixfuot knpa pépovoa. (7. 24.80-2)

She plummeted to the sea floor like a lead weight which, mounted

along the horn of an ox who ranges the fields, goes downward

and takes death with it to the raw-ravening fish.
While the simile does not specifically shift from long shot to close-up ranges, it depicts
the sort of activity that, when it receives first-order dramatic treatment, lends itself to
decomposition. And in the following simile, Homer represents through intercutting the

activity of farmers rather than soldiers:

ol d', g T apnripeg évavriol AAATJAOIOLY

Oypov EAUVOGLY AVEPOS HAKOPOG KOT &POvPOV

TOPQV T) kpBV: T 8¢ dpdypata Top@éa mimTEL:

g Tpieg kal Axarot €' AR oot BopoVvTEG

drjovv, 03" Etepot uvwovt' okooio poPoro. (1. 11.67-71)

And the men, like two lines of reapers who, facing each other,

drive their course all down the field of wheat or of barley

for a man blessed in substance, and the cut swathes drop showering,
so Trojans and Achaians driving in against one another

cut men down, nor did either side think of disastrous panic.

As with the decompositional simile, the actual cutting from side to side is not specified.
The phrase évavtiot dAAAototv (67), however, implies that if the scene were to be

presented fully it would indeed be done so through intercutting.
Meta-audience and vignette, on the other hand, transport the audience
immediately into a given character’s skin, and thus preclude the gradual progression from

long shot to close-up or from arrow shot to sword stab ranges required for decomposition
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and intercutting, respectively. When Agamemon reviews his troops in Book 4, for
example, he encounters the two Aiantes, who are surrounded by a “cloud of foot-

soldiers™:

Atpeidng 8¢ mapyeTo ynbocuvog Kip:

MABe &' €' AlAvTesTL KWV AV OVAAUOV AvEpV:

T &€ kopvooéatny, dua 6¢ vépog sineto melov. (1. 4.272-74)

Atreides, cheerful at heart, went onward.

On his way through the thronging men he came to the Aiantes.

These were armed, and about them went a cloud of foot-soldiers.
While this metaphor sufficiently expresses the magnitude of its referent, Homer’s
emphasis is more on the effect that it has on Agamemnon (and, by extension, on his
audience) than on the phenomenon itself. To convey this emotion, however, requires
more than what what a mere statement of this fact could provide. Agamemnon’s response
to seeing these troops is an event, and requires a dramatic comparandum to encompass in
more than a merely generic way. Homer achieves this through simile. He compares
Agamemnon’s experience to what a goatherd feels when he ascertains the signs of an
impending storm:

wg &' 61' Ao oxoming eldev VEQOG aimOhog Avr)p

EpYOHEVOV KATX TTOVTOV LTO Ze@UPOlo Long:

10 8¢ T &vevBev €0vTL perdviepov ite miooo

Qoivet' OV KOTX TOVTOV, &yel O€ 1€ Aalhoma TOAATV,

Qiynoév te 1dwv, UG Te oméog T)AuoE unha:

Tolon Ap' Aldvieool dotpepéav ailnwv

dMjiov &g mOAepOV TUKIVOL KEVOVTO @AMOYYEG

KVAVEQL, CAKEGLY T KOl €YYXECL TEGPLCLLOL.

Kol ToUG pev y1incev Wwv kpeiov Ayapéuvov,
kai opeag povricag Enco ntepdevta mpoonvda: (11 4.275-84)

As from his watching place a goatherd watches a cloud move
on its way over the sea before the drive of the west wind,;
far away though he be he watches it, blacker than pitch is,
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moving across the sea and piling the storm before it,

and as he sees it he shivers and drives his flocks to a cavern;

so about the two Aiantes moved the battalions,

close-compacted of strong and god-supported young fighters,
black, and jagged with spear and shield, to the terror of battle.
Agamemnon the lord of men was glad when he looked at them,
and he spoke aloud to them and addressed them in winged words:

Thus, Agamemnon’s emotions, like the goatherd’s, are complex, and cannot be reduced

to the happiness stated (yr)8noev [283]) in the tenor of the simile. In fact, the goatherd is

not happy at all to see the storm-cloud but rather struck with fear (0tynoév [279]), the

same verb used to describe Ajax when he fears that Hector’s success against him in their
duel in Book 16 is the result of divine will and reflects the ability of the gods to bring

about whatever results they wish:

Y@ &' Alag katax Bupov dpdpove Qiyncév e

Epya Bewv, O Qo TAYYL pAYNG EML pridea Ketpe

ZsUg Oy Bpepétng, Tpweoat ¢ Bovdeto viknv: (1. 16.119-21)

And Ajax knew in his blameless heart, and shivered for knowing it, how this

was gods' work, how Zeus high-thundering cut across the intention

in all his battle, how he planned that the Trojans should conquer.
Therefore, the salient emotion of the simile in question is anxiety rather than happiness.
Yet at the same time it qualifies Agamemnon’s happiness, which inspires the simile in
the first place. Thus, in this simile Homer employs meta-audience to foreground the
spectatorial component of the narrative while avoiding apostrophe or some other equally
phatic expedient, which would temporarily shatter the fictional dream. As such, the

usefulness of the device is clearly not dependent upon the military subject matter of the

liad.
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Vignette, the imaginary equivalent to meta-audience, may also be employed in
similes. In Book 4, for example, the color of the wound Menelaos receives from

Pandaros’ arrow is compared to that of an equestrian object:

wg &' Ote Tig T EALEPavTA YVOVI] POlvIKL VT
Mnovig 1)¢ Kdepoa maprjiov Eupevor innov: (11. 4.141-42)

As when some Maionian woman or Karian with purple
colours ivory, to make it a cheek piece for horses;

After introducing this naprjiov, Homer transports us even further into the Elsewhere than
the simile itself has already brought us,

Kettar 8' &v BaAdpc, moléeg Té uwv 1)prjcavto
immneg popéewv: PaciAni 8¢ keiton dyaipa,
apeoTepov KOopOg 8" tnm éhatnpl te kKUSog: (11. 4.143-45)

it lies away in an inner room, and many a rider

longs to have it, but it is laid up to be a king's treasure,

two things, to be the beauty of the horse, the pride of the horseman:
requiring us to inhabit a realm two steps removed from the first-order reality of the
primary narrative, on a meta-narrative level one step removed from the fantasy-realm
initially visualized in lines 141-42. Homer’s transposition of the four devices to the
simile-realm of the /liad underscores their centrality to the extradiegetic component of
the narrative despite a diegetic context that accommodates them seamlessly and
ostensibly inevitably.

Homer uses decomposition, intercutting, meta-audience, and vignette to focus the
audience’s attention wherever on the dramatic canvas he wishes to, a prerogative he
shares with the filmmaker and which distinguishes them both from the playwright. To

ascertain this aspect of Homeric artistry, we are concerned with the direct experience of

the Iliad rather than with data that can be deduced from a paraphrase of this experience.
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That is, we are concerned with space rather than time. Whereas the execution of each of
the devices requires time to unfold, the salient dimension from the standpoint of reception
is space, because, as Arnheim puts it:

...it takes things to serve as vehicles for action and...therefore in perception things

are prior to what they do. Things, however, dwell in space, whereas time applies

to action.''®

In the lliad we watch characters watch (meta-audience), imagine (vignette), and
meet (intercutting) each other, and ourselves, as surrogate characters, penetrate the scene
(decomposition), all by means of the “vehicles for action” that are discourse spaces.
These four devices serve as the means by which Homer entrenches his audience in the
action and engages them in a drama whose impact cannot be epitomized, reduced to facts

about this experience. According to Samuel Eliot Bassett:

The cinema has at last made possible an epic drama, but must go to Homer before
it can fully realize it.'"”

Just as the frame is the primary link between audience and action, so the kinesis of frames
is the basis for a dedicated approach to narrative space that privileges this fundamental

relationship.

118 1986: 78.
'191938: 43.
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Chapter 2: Decomposition

[Decomposition| Intercutting Meta-Audience Vignette
1
1 1 1 1
2
3 2 2 \4
3 2 2

“Homer...disperses the image of his object over a kind of history of it.” (Lessing, 1984: 83)
“Decomposition” is the term used by cinema theorists to describe the gradual progression
of frames from a more or less distant to a more or less proximate perspective on a given
scene.'?® Early filmmakers considered decomposition, and in particular the use of the
close-up, to be the most revolutionary aspect of the cinematic art form,'*' transcending
the inherent z-axis staticity of theater.'? It is used, however, quite frequently by Homer,
and especially in the lliad. 123 In the lliad Homer rarely gives the audience the impression
that they are watching a scene unfold the way it would appear to them on a theater stage.
Rather, he transports them into and back out from the action while at the same time
preserving their real-world identity as distant spectators. Nick Browne expresses this
paradox in cinematic terms:

The filmic image...implies the ambiguity of a double origin—both from my literal

place as spectator and from the place where the camera is within the imaginative

space.'*

Decomposition usually begins with a long shot or extreme long shot and ends
with a close-up or extreme close-up, with one or more intermediary shots (such as

medium, medium long, or medium close-up) interspersed between them: '

120 Cf. Feldman (1952: 100).

121 Cf, Feldman (1952: 98); Arnheim (1957: 76).

12 Arnheim (1957: 81, 85). That is not to say that theater completely lacks the decompositional impulse.
Lutwack (1984: 59), for example, sees it in Shakespeare,

123 Cf. Edwards (1987: 86); Richardson (1990: 121).

41999: 161.
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The opposite process, the progression from close-up to long shot, is occasionally used to

/

reveal a scene to the audience gradually rather than instantaneously, '

NN \
\\y\ \
NN

as when the camera pulls back at the beginning of the movie “A Clockwork Orange™:

The opening memorable image is an intimate closeup of the blue staring eyes and
smirking face of ebullient young punker Alex...As the camera zoom pulls back,
the anti-hero character with the malevolent, cold stare is shown sitting amidst his
kingly court of teenaged gang of "droogs."'?’

In the scene between Hera and Hephaestus at the end of Book 1 of the /liad, Homer

gradually pulls back, like Stanley Kubrick’s camera, from a close-up of a small object

(xOmelhov [596]) and reveals a meta-audience (toig dAroiot Boig...tacwy [597]) about

whose presence we were previously unaware: 2%

W¢ pAto, peldnoey d¢ Bea Aevkwhevog "Hpn,

pewdrjcaca 8¢ modog £6€Eato (eIl KUTEAAOV:

avTAp O Tolg AAAOoL Be01G EVEEEID TAGLY

@voydeL YAOKU véxTap amo kpntnpog aevocwv: (1. 1.595-98)

He spoke, and the goddess of the white arms Hera smiled at him,
and smiling she accepted the goblet out of her son's hand.

12 Cf. Feldman (1958: 101). This capacity of the Homeric audience to function simultaneously as static
spectator and dynamic participant is encoded in the very language Homer uses, and in particular in the term
Suppop, which means either “chair” or “chariot,” depending upon the context. In their capacity as narrative
agents, the audience occupies a dvgpog in the sense of a “chair” or a “chariot” depending upon whether the
action is presented to them from long shot or close-up range, respectively.

126 Cf. Arnheim (1957: 79-80).

27 Dirks, 1996.

128 Along these lines, Edwards (1987: 87) points out the proto-cinematic nature of “the final receding view
of Hector's tomb (24.804).”
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Thereafter beginning from the left he poured drinks for the other
gods, dipping up from the mixing bowl the sweet nectar.

Although decomposition entertains frame-change in both directions, from distant to close
(approach decomposition) and from close to distant (retreat decomposition),'*® the former
is more common in the Iliad than the latter. In either case, the fundamental units of this
device are the close-up and the long shot.'*° The long shot'*! represents the default
distance of the audience from the action, to which they are subsequently granted
increased intimacy through medium shots and close-ups. It provides the audience with
the view they would have if a scene were to be presented to them in a theater.'*? The
most common terms Homer uses to establish long shot range fall under three categories:

characters,"** landmarks,'** and implements."** The close-up'* brings the audience

129 Cf. Feldman (1952: 100).
PO Cf. Amheim (1957: 79).
131 Cf. Feldman (1952: 182).
132 Since we are speaking of the “theater of the mind,” however, the Homeric audience’s perspective on the
action encompasses a much greater amount of territory than a physical theater can, accommodating, for
example, such spectacles as “...the long shot of the burning pyres that represent the results of Apollo's
plague (1.52)...” (Edwards, 1987: 87); cf. Lowe (2000: 42).
% army (otportd)
1. 4.436 Q¢ Tpwwv GAOANTOG GVA 6TPATOV EVPLY OPWPEL:
Il. 4.436 the crying of the Trojans went up through the wide army.
assembly (ayopr))
11.7.345 Tpdwv 8 adt dryopr) yéver' Thiov év moket ckpr)
Il. 7.345 Now there was an assembly of Trojans high on the city of llion
people (Aadg)
Il 7306 1w 88 SokpvBEVTE O pév HETX AXOV AYULDV
11.7.306 So separating, Aias went among the Achaian people,
throng (6phog)
Il 11.246 87 téte v' Atpeidng Avapéuvov é&evapise,
Il 11246 Now Agamemnon, son of Atreus, stripped him and went back
Il 11.247 PBn) 8¢ pépov av' Spikov Axorov TevXed KoAd.
11. 11.247 to the throng of the Achaians bearing the splendid armour.
plain (nediov)
Il 62 moAh& §' ap' évBa kal évl' (Buoe pdyn nedlow
1l 6.2 and the battle veered greatly now one way, now in another,
sky (oUpavde)
1. 19.257 ev&dpevog &' dpa eimev 8wV gig 0Upavay eLpUV:
1. 19.257 He spoke before them in prayer gazing into the wide sky:

134
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within touching range of a character or object, providing firsthand access to, rather than

138

merely spectatorial distance from," the action, functioning either to intensify'*® or to

. . 139 .
generate suspense within'*® a given scene.'*® The most common close-up terms fall under

141

two categories: body-parts'*' and implements.'*?

sea (mdvtog, Bdhacoa), shore (B(c):
11 1.34 PN & axéov nopa Blva todvgroicBolo Boraoong:
1. 1.34 and went silently away beside the murmuring sea beach.
river (ToTapog)
1. 21.303 ..008¢é pwv éoyev
11.21.303 ...the river wide running
1. 21.304 €VpU Qéwv moTUpOG,...
1. 21.304 could not stop him now...
shelter (KMoia)
1. 2.399 xd&mvicodv te xata KMoiag, kol dsinvov €lovro.
1. 2.399 they kindled the fires' smoke along the shelters, and took their dinner,
ship (vavg)
11.10.136 P &' iévan kot vijog AYaIV YOAKOXITWV@V.
1. 10.136 and went on his way down the ships of the bronze-armoured Achaians.
horse ({nnog)
Il 4365 €Upe 8¢ Tvdéog viov DmépBupov Aour|dea
Il. 4365 He came on the son of Tydeus, high-spirited Diomedes,
1. 4366 éotadt év 0' (nnowot kai Gppaoct koAAnTolol:
Il. 4366 standing among the compacted chariots and by the horses,
fire (mop)
Il 8.553 ol 8¢ péya ppovéovieg éni mTOAEPOW0 YEQUPT)
1l 8.553 So with hearts made high these sat night-long by the outworks
Il 8.554 sgiloto mavvUytoy Tupa 8¢ 6QLO1 KOLETO TOAAA.
1l 8.554 of battle, and their watchfires blazed numerous about them.
16 Cf. Feldman (1952: 182).
137 Cf. Goffman (1974: 144); Arnheim (1957: 85); Miinsterberg (1970: 38).
"*8 Cf. Pudovkin (1960: 90).
% Cf. Chatman (1981b: 124-25).
19 For Miinsterberg (1970: 37) the close-up represents the most unique aspect of cinematic artistry.
4! eye (800E)
11 1.199 Baupnoev &' Ayihedg, peta 8' étpanet’, avtixo §' éyve
1. 1.199  Achilleus in amazement turned about, and straightway
I 1200 TIodAaS' Adnvainv: dsvws 8¢ ol 6ooe @AavOey:
1. 1.200 knew Pallas Athena and the terrible eyes shining,.
head (xepaAin))
11. 24.682 o711 §' Gp' UMEP KEPAANG Kal pv TPOG pobov Eeumev:
Il. 24.682 He stood above his head and spoke a word to him, saying:
hand (yeip)
11 14232 &v T &pa ol @0 xewpi €nog T €pot' €k T dvdpalev:
Il. 14.232 She clung fast to his hand and spoke a word and called him by name: 'Sleep,
tear (ddxpoov)
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Because the verbal equivalent of a long shot, medium shot, or close-up view of a
character or object is achieved through words rather than pictures, there are theoretically
as many potential distances between audience and action as there are characters or
objects to refer to. Therefore, to avoid spatial ambiguity and to increase the degree of

control he exerts over his audience’s attention, Homer limits the number of terms he uses

143

with any degree of regularity to represent long shot and close-up distances, ™ thereby

compensating for the inherent semantic fluidity of the verbal sign.'** This endows the
privileged terms that survive this process with a pseudo-iconic quality that, according to
cinematographer Edward Dmytryk, is exclusive to cinema:

A semantic axiom states that words are signs for things, but only in a generic
sense. To make things more specific words must be modified by other words, and
it often requires a paragraph of modifiers to pin a word down to a sign of a
particular thing. Shots, on the other hand, are by their nature already signs for
particular things—a shot of an airliner, for instance, will identify it specifically as,
say, an American Airlines 747 rather than just an "air}alane"——and are therefore
much more real than words, semantically speaking.'*

1. 6.459 «oi moté 115 glnnowy v katd Sakpv yéovoav:

1. 6.459 and some day seeing you shedding a tear a man will say of you:
"2 sword (¢ipoc)

I1.3.361 Atpeidng 8¢ épvooapnevog Eipog apyvponiov

1l. 3.361 Drawing his sword with the silver nails, the son of Atreus
spear (80pv, €yxoq)

Il 4490 Tlpopidng xad' Suthov akdvcev GEET Sovpt.

1. 4490 Priam's son, made a cast at him in the crowd with the sharp spear
bow (P1og)

1l. 1.49 8ewn) 8¢ khayyn) yéver' dpyvpéoto Broio:

1l 1.49 Terrible was the clash that rose from the bow of silver.
helmet (kdpug)

1. 3.369 1) kol €énaitag k6pvbog AaPev inmodaceing,

1. 3.369 He spoke, and flashing forward laid hold of the horse-haired helmet
'3 The medium shot (“A medium shot neither magnifies nor reduces the size of what is seen upon the
screen...the medium shot...regarded as the norm.” [Feldman, 1952: 182]) is more ambiguous than either
the long shot or the close-up, occupying the intermediary region between them, spanning the range from
medium close-up to medium long shot. As such, the medium shot resists codification and is most often
rePresented simply by naming a character either out of the blue or within a decompositional series.
143 Cf. Culler (1986: 50).
43 1988: 87.

40

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



By reducing the shot repertoire at his disposal to a small number of items representing
long shot and close-up distances, however, Homer constructs a spatial vocabulary whose
terms attain the “real” quality Dmytryk attributes to pictures.'*® Each spatial sema'*’
possesses a kind of iconic quality; by directing our eye to the same specific region of the
narrative canvas each time it is mentioned, it attains a power over our perceptive
machinery analogous to that of the cinematic image. Like a close-up of a hand that fills
the screen, certain Homeric semata focus our attention no less unambiguously upon a
particular object than a photographic enlargement does. This enables Homer to exert
proportionately greater control over his narrative canvas through the immediacy of
enargeia.

Homer achieves shot variety in several ways, exploiting the scenographic
precision that his spatial code makes available to him. Indeed, the use of close-ups and
long shots is not limited to decomposition. Therefore, before we turn to decomposition
proper we should consider how Homer uses these shots in combinations other than
decompositionally per se.'*® Sometimes he cuts immediately from long shot to close-up,

without the use of medium shots to mitigate the transition.'* At the beginning of Book 1,

for example, when Chryses travels to the Greek camp to ransom his daughter Chryseis,
the frame shifts between ént vijog (12) and év yepotv (14), two of the most frequently

used phrases to express long shot and close-up distances, respectively:

146 Cf. Eades/Létoublon (1999: 312); Lutwack (1984: 17); Fischer-Lichte (1992: 110); Osadnik (1994:
213); Pudovkin (1960: 23).

"7 Cf. Foley (1999, 13-14).

'8 The alternation between close-ups and long shots to vary the presentation of the action and to avoid
monotony is a central preoccupation of cinema (cf. Arnheim [1957: 81)]). As Joseph Feldman (1952: 204)
points out: “It is as important to create the rhythm of a movement or an action in a film by modulating the
cutting beat as it is to represent it visually and pictorially. A photograph of a movement or an action in a
film is a dead thing until it has been rendered alive by rhythm. Cf. also Pudovkin (1960: 131).

1% Cf, Arnheim (1957: 83).
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Atpetdng: O yap 1ABe Boag emt vijag Ayaiov
Aoopuevadg te BUyatpa eépmv T drepeiol dnowoa,
otéppat Exmv v xepotv EknPorov AnOAA®VOG

APLOEQW AV SKNTTP, Kot EAGOETO TAvVTag Axonovc,
Atpeida 8¢ pahorto SV, koourjtope hawv: (II. 1.12-16)

when he came beside the fast ships of the Achaians to ransom
back his daughter, carrying gifts beyond count and holding
in his hands wound on a staff of gold the ribbons of Apollo
who strikes from afar, and supplicated all the Achaians,
but above all Atreus' two sons, the marshals of the people:
Homer may also cut from long shot to medium shot, foregoing close-up range altogether.

This is most effective when the dramatic focus is on extensive dialogue, when the

conceptual dimension of the narrative is emphasized:

ol &' émet o0V 1jyepBev ounyepéeg T Eyévovro,
70101 ' AVIOTAUEVOG HETEQPN TOd0G WKL AxAAevg: (1. 1.57-58)

Now when they were all assembled in one place together,
Achilles of the swift feet stood up among them and spoke forth:

A shot from one range, however, does not always gravitate toward another.
Homer frequently combines long shots or close-ups in clusters, to maintain a consistent
distance between audience and action. In the following scene we travel to several
different locations in a series of long shots linked seamlessly rather than interrupted
abruptly by close-ups or medium shots, fostering a contemplative survey of the distant
action and, in lines 488-89, putting the otherwise larger-than-life Achilles into proper

scenographic (and cosmic) perspective:'*°

nuog &' Npryévewn eavn gododaktviog Hedg,
Kol 10T émert’ Aavayovto peta otpatov eVpLV Axawwv: (I1.1.477-78)

1 &' €6eev kot KOpa Srompriocovoa kéAevBov.
avTAap €mel Q' (kovto PETa 6TPATOV EVPLV AYOLWY,

5% Stern (1979:67) attributes this technique to Griffith,
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via pév ol ye péhavay €n' Nyreipoio Epvocav

VYoL €ml yapabog, UTO &' Eppato PaKpA TAVVGGaV:
aLToL &' €0KIOVOVTO KATA KMGLOG TE VEQG TE.

avTAp O PIVIE VIUGL TOPTLEVOG (WKVTTOPOLOL

droyevnc IInhéwg viog mddag wrLg Axhhevs: (/1. 1.483-89)

But when the young Dawn showed again with her rosy fingers,
they put forth to sea toward the wide camp of the Achaians.

She ran swiftly cutting across the swell her pathway.

But when they had come back to the wide camp of the Achaians

they hauled the black ship up on the mainland, high up

on the sand, and underneath her they fixed the long props.

Afterwards they scattered to their own ships and their shelters.

But that other still sat in anger beside his swift ships,

Peleus' son divinely born, Achilles of the swift feet.
This long shot cluster prepares us for Thetis’ ascent to Olympus in the following lines
and a decompositional series culminating in a close-up of her hand touching Zeus’ chin
as she supplicates him to grant Achilles’ request to punish the Greeks for Agamemnon’s
affront to his honor. The consistent use of long shots in the previous scene increases the
already substantial impact produced by the contrast between long shot and close-up in the
decompositional series itself.

Close-ups can also be combined over two or more shots to emphasize the
intimacy achieved between the characters in question. When Aphrodite returns to
Olympus after being wounded by Diomedes in Book 5, for example, the close-up cluster

preceding Dione’s words adds pathos to the scene by drawing the audience into the

exclusive emotional sphere of mother and daughter:

1] &' év yoUvaot ninte Awovng U Agpoditn
unTpog €Ng: 1 &' diykag Elaleto Buyatépa 1y,
yewpl Té€ v xatépekev Emog T Epat' éx T ovopale: (Il 5.370-72)
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and now bright Aphrodite fell at the knees of her mother,

Dione, who gathered her daughter into the arms' fold

and stroked her with her hand and called her by name and spoke to her:
When Achilles prays to his mother in Book 1, the continuity of close-up range between
lines 357 and 361 is preserved despite the intermediary transition to Thetis’ maritime

abode, emphasizing the transcendent bond between the two characters, impervious to

mere physical distances:

WG PATo dAKpL YEwV, ToL &' EKhve mdTVIaL priTnp

Névn év BévBesotv XAOG TapQ TATPL YEPOVTL:

Kapmodipnmg 8" dvEédy molrng dlog UT opiin,

Kol Qo Tpod' avtolo kabEleTo dAKpL Y€ovtog,

yewpl té pv kotépelev €nog T Epat’ €k T ovouale: (1. 1.357-61)

So he spoke in tears and the lady his mother heard him

as she sat in the depths of the sea at the side of her aged father,

and lightly she emerged like a mist from the grey water.

She came and sat beside him as he wept, and stroked him

with her hand and called him by name and spoke to him:
Although Homer employs an extensive repertoire of long shots and close-ups to vary his
presentation, he is nevertheless best able to exploit the full range of z-axis artistry by
including intermediary shots between these two extreme distances. It is thus to
decomposition proper that we now turn.

Decomposition is more common in the /liad than in the Odyssey, corresponding
to their montagistic and realistic orientations, respectively. While the /liad promotes z-
axis penetration, the Odyssey consistently keeps the audience at bay, providing two-
rather than three-dimensional access to the action. Therefore, Odyssean close-ups usually
play a functional rather than stylistic role, serving more to accentuate the emotional

content of a given scene than to transport the audience into the action. Thus, when Homer

uses close-ups in the Odyssey, he frequently dampens their impact by qualifying them
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with abstract adjectives that impart to them a melodramatic quality. When he uses the

term “tears,” for example, he often accompanies it with adverbial, adjectival, and verbal
emotional cues such as ctovaynot xai dlyeot (5.83), éheevov (8.531), and 68UpeTo

(16.214), respectively, resulting in a receptive detachment from the image in question
that privileges its conceptual rather than its perceptual dimension, a tendency that

Peisistratos makes overt in his encomium to tears in Book 4, which induces us to take his
use of daxpv in line 198, following 6dvpduevog (192) and khaiew (196), figuratively
rather than literally:

Kol vOv, el ti Tov €01, T010 pou: oL yap Eymye

TEPTON' OSVPOUEVOG HETASOPTLOG, AMAK KOL TG

gooeTal T)pLyEVeEl: VELEGOWNAL YE L&V 0VOEY

Khaiew 6¢ ke BAvn ot Ppotwv Kal TOTHOV Emiomr).

100t VU Kot yépag olov 0wvpoiot Ppotoiot,

keipacoi te kOunv Parée T anod ddipv mapeiwv. (Od. 4.193-98)

So now, if it may be, would you do me a favor? For my part
I have no joy in tears after dinnertime. There will always

be a new dawn tomorrow. Yet I can have no objection

to tears for any mortal who dies and goes to his destiny.
And this is the only consolation we wretched mortals

can give, to cut our hair and let the tears roll down our faces.

That is not to say, however, that the Odyssey does not occasionally exploit z-axis kinesis
as well, as in the following use of retreat decomposition, which achieves a similar effect

as the Hephaestus passage quoted above:

apol &' ap' Apryng Bake yodvaot yeipag Odvooeis,

xai Tote 81 O avrtoio Tl xUTo Bécpatog ANp.

ot &' &vew &yévovto, dSOpoV KATa Pt I0OVTEG:

Bovpalov &' Opdwvies. 6 &' Eltavevey Odvooevc: (Od. 7.142-45)

Odysseus clasped Arete’s knees in his arms, and at that time
the magical and surrounding mist was drifted from him,
and all fell silent through the house when they saw the man there,
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and they wondered looking on him, and Odysseus made his entreaty:
In such cases, however, the transition from one range to another is abrupt, unrelieved by
intermediary distances, presenting the scene as economically as possible. When Menelaos
encounters Telemachus in Book 4, for example, the process is abbreviated, like a
151

cinematic jump cut:

) &' tpev €k Baiaporo Beq évariykiog avmy,
Trnhepdyw d¢& mapilev, €mog T Epat' &k T ovouale: (Od. 4.310-11)

He went on his way from the chamber, like a god in presence,
and sat down by Telemachus and spoke to him and named him:

While decomposition is a z-axis phenomenon, enabling the audience to penetrate
the action, the Odyssey compensates for its predominant two-dimensionality by
employing a kind of x-axis substitute for its Iliadic counterpart. In this case, however, the
audience is invited into the action, not directly as with decomposition proper, but rather
indirectly, through a character’s own meta-z-axis perspective. This diegetic variety of
decomposition corresponds to the Odyssey’s horizontal orientation, according to which
interiors are constantly penetrated by characters within the story. It reveals itself most
conspicuously in the five ecphrases of the Odyssey, all of which describe the penetration
of an enclosure, whether a cave (Calypso’s [5.63-74]), a palace (Antinoos’ [7.81-132]),
or a harbor (Goat Island [9.116-41], Land of the Laistrygones [10.87-99], Ithaca [13.96-
112]). In each case the decompositional process culminates in Odysseus either walking or
sailing into a given interior. Thus, Homer adapts this originally montagistic device to a
realistic context, linking discrete spaces through panning'*? rather than cutting, thereby

distinguishing itself from Iliadic decomposition.

15V Cf. Phillips (1999: 572).
52 Cf. Chatman (1978: 101-02).
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The most common decompositional series in the [liad is the transition from long
shot to medium shot to close-up, in which a character moves progressively closer to
another character and ultimately engages him or her in conversation. Often an immortal
descends from Olympus and locates, approaches, and addresses a mortal within medium
or close-up range, as in Book 2 when Dream obeys Zeus’ request to visit Agamemnon

and to persuade him to urge his troops to leave Troy:

WG PATo, Py &' Ap' Gvepog Emel TOV PUBoOV AKOVOE:
KopraAipng 8 tkave Boog ént vijag Axoidv,

BN &' &p' én' ATpeidnv Ayapépvova: Tov &' Ekiyavev
gbdovt &v rhotn), mept &' dpPpdoiog kéxvd' Umvoe.

ot &' dp' Umep kepaing Nnintw viv Eowcdg (Z1. 2.16-20)

So he spoke, and Dream listened to his word and descended.
Lightly he came down beside the swift ships of the Achaians
and came to Agamemnon the son of Atreus, He found him
sleeping within his shelter in a cloud of immortal slumber.
Dream stood then beside his head in the likeness of Nestor,

This process can also be reversed, however, as when Ares ascends to Olympus to seek

Zeus’ support after being wounded by Diomedes on the Trojan plain:'*?

oin &' €x vepéwv épePevvr) paivetar anp

KaUpnatog €€ avépolo duoaéog opvouprévolo,

totog Tvdeidn Aopndet ydhkeog Apng

QOVED' OOV VEQEEGTIV LWV ELG OVPAVOV EVPLIV.

Kapmodipmg &' tkave Becov €do¢ aimvv ‘Olvumov,

nap 8¢ Au Kpoviovi kaBéleto Bupov ayxevov,

deigev &' aupPpotov aipo katappéov €€ wrethng, (11 5.864-70)

As when out of the thunderhead the air shows darkening
after a day's heat when the stormy wind uprises,

'3 In lines 5.793-99, Athena locates Diomedes and initiates a decompositional series that likewise
concludes with an extreme close-up of a wound. In the present case, however, Athena begins her search,
not from Olympus but having already descended to the Trojan plain with Hera in line 769. The significance
of the fact that this construction constitutes a reverse-image of the Ares scene in every detail except the
provenience of the deity provides an interesting adumbration of Odyssean protocol, when Athena’s earth-
bound status becomes the rule rather than the exception.
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thus to Tydeus' son Diomedes Ares the brazen

showed as he went up with the clouds into the wide heaven.

Lightly he came to the gods' citadel, headlong Olympus,

and sat down beside Kronian Zeus, grieving in his spirit,

and showed him the immortal blood dripping from the spear cut.

Because the decompositional process represents a fundamental relationship
between the audience and the action that transcends any particular subject matter it might
deal with, the device occasionally manifests itself on the microscopic level as well. In
Book 16, for example, Homer underscores Achilles’ rare appearance within his shelter by

presenting his actions there decompositionally, although involving uncustomary items for

this purpose. First the audience penetrates Achilles’ shelter,

.. aUTAP AxtAhelg
1) O tpev &g 1hsiny, ymiov &' Amo mwp' dvéwye... (11 16.220-21)

...But meanwhile Achilleus
went off into his shelter, and lifted the lid from a lovely chest...

then the chest within his shelter,

évBo 0¢ ot démag éoke TeTVYREVOV... (I 16.225)

70 Q0. TOT' €K ynAoio haPawv... (1I. 16.228)

Inside this lay a wrought goblet...

Taking this now out of the chest...
and finally the goblet within the chest:

...apUvocato &' alboma otvov. (/1. 16.230)

...he poured shining wine [into the goblet].

While most decompositional series involve the gradual unfolding of a single
action, the momentum from long shot to close-up is so strong that it occasionally violates

this principle and extends from a long shot of one subject to a close-up of another subject.
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This phenomenon occurs in cinema as well. In the movie “Heaven,” for example, the
protagonist Philippa walks briskly down a long corridor, followed by an extremely slow
tracking shot. By the time she reaches the end of the corridor and turns left, the camera
remains far behind, much closer to where it began than to the end of the corridor. Once
she takes the turn, we cut to the interior of a public restroom, facing a door through which
she enters immediately. As she approaches us the camera continues creeping along
toward her at apparently the same speed as it was moving along the corridor. Thus,
although the scene has changed from the corridor to the bathroom, the camera movement
remains the same, as though operating autonomously, according to its own transcendent
agenda. This variety of decomposition also occurs in the /liad, when a series begins in
one milieu but then at some point switches to another without breaking sequence. For
example, in the lines leading up to the Aphrodite/Dione encounter mentioned above, the
scene shifts from a long shot of Iris ascending to Olympus and feeding her horses, to a

medium shot of Aphrodite and Dione, and finally to a close-up of Dione’s hand:

alyo &' énetd’ txovto Bewv €dog aimvv ‘Olvprov:

évl' tnmovg éotnoe modnvepog wkéa Ipig

Moao' €€ oxémv, mapa 8" auppociov Barev eidap:

1 ' év yoUvact minte Auwovng 81 Appodit

unTpog €Ng: 1) 8' aykag éhaleto Buyatépa 1iv,

yepi té pv xatépelev Emog T €pot' éx T ovopale: (II. 5.367-72)

Now as they came to sheer Olympus, the place of the immortals,

there swift Iris the wind-footed reined in her horses

and slipped them from the yoke and threw fodder immortal before them,

and now bright Aphrodite fell at the knees of Dione,

her mother, who gathered her daughter into the arms' fold

and stroked her with her hand and called her by name and spoke to her:
The transition between lines 369 and 370 sustains the decompositional process despite a

change in subjects. This also occurs at the end of Book 24, when Priam returns to Troy
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with Hector’s corpse and Homer cuts from a long shot of the singers and women, to a

medium shot of the grieving Andromache, and to a close-up of Hector’s head:

wg £pab’, ot 8¢ déotnoav Kal siav dmrvr).

oL &' émel eloayayov KATA Scwpota, TOV LV Emerto

TpNTOLG €V Aexéeoot Béoav, mapa &' eloav aodolg

Bprivov EEApyovg, of Te GTOVOEGTUY AOWTV

ol pév ap' €0priveov, €TL & GTEVAYOVTO YOVOIKEG.

thiow &' Avdpoudyn Aevkwievog Tipye yOoto

“Extopog dvdpo@ovolo kdpn et xepolv éxovoa: (Il 24.718-24)

So he spoke, and they stood apart and made way for the wagon.

And when they had brought him inside the renowned house, they laid him
then on a carved bed, and seated beside him the singers

who were to lead the melody in the dirge,

and to chant the song of sorrow, and the women were mourning beside them.
Andromache of the white arms led the lamentation

of the women, and held in her arms the head of manslaughtering Hector: "

4
A decompositional series is often followed by one character (usually the one who
finds the other) addressing another character (usually the one who is found), after which
one of four scenarios is possible. In the most typical construction, the addressee heeds the
speaker’s advice and simply initiates the behavior advocated by his or her words, as when

Athena urges Odysseus to prevent the Achaeans from taking to heart Agamemnon’s

recommendation to abandon the war and return to Greece:

p1) 8¢ xat' OvAVuTOW0 Kaprvev Kiaoa:

Kapmodipong 8' tkove Boag Eml vijag Axoicov.

ebpev Eénert' Odvono Al ufitv atdhovtov

£6TaOT": 003’ 6 ye VNOG €D0CEMLO10 HEARiVIG

antet, énel v Ayog kpadiny kal vpov licavev:

ayyoU &' totapévn mpocéen yravkwme Abnvn: (II. 2.166-72)

1% The impact of this final image is increased by the evocation of Hector’s corpse earlier in Book 24 by
Priam (406-09, 553-54) and Hermes (411-21) by means of a device called vignette, which is treated in
Chapter 6.
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W pab', 6 d¢ Evvénke Beag Oma pwvnodong,

By 8¢ Béerv, amo 8¢ xhaivay Bade: v §' ékopooe

k1)pvg Evpupatng T0axriotog 6g ot onryder: (II. 2.182-84)

[Athena] went in speed down the peaks of Olympus,

and lightly she arrived beside the fast ships of the Achaians.

There she came on Odysseus, the equal of Zeus in counsel,

standing still; he had laid no hand upon his black, strong-benched

vessel, since disappointment touched his heart and his spirit.

Athena of the grey eyes stood beside him and spoke to him:

So she spoke, and he knew the voice of the goddess speaking

and went on the run, throwing aside his cloak, which was caught up

by Eurybates the herald of Ithaka who followed him.

In another construction, the addressee responds, after a single line of preliminary
description, to the initial speaker, as when Aeneas urges Pandaros to staunch the

momentum of Diomedes’ aristeia in Book 5, initiating a lengthy exchange between the

two warriors, over the course of which they agree to team up against the Greek hero:

Tov &' (0gv Altvelag aharalovto otiyag Avdpav,

B &' tpev Av 1€ ANV Kot AvA KAGVOV EYXEIR @V

[M&vdapov avtiBeov dilr)pevog el Tov Epevpot:

g0pe AVKAOVOG VIOV APVUOVEA TE KpATEPOV TE,

ot 6¢ npded' avtoio Enog Té pv Avtiov n0da: (1l 5.166-70)

10V &' aUTE Tpooéeme AvkAaovog ayraog vidg: (1. 5.179)

Now as Aineias saw him wrecking the ranks of warriors

he went on his way through the fighting and the spears' confusion

looking to see if he could find Pandaros the godlike;

and he came upon the strong and blameless son of Lykaon.

He stood before him face to face and spoke a word to him:

Then in answer the shining son of Lykaon spoke to him:

In a third decompositional construction, the initial speech is followed by several

lines of intermediary description, eventually resulting in the addressee delivering a

speech of his or her own. During these intervening lines, however, the audience is unsure
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whether the decompositional series has already run its course, as is usually the case, or
will be extended further, resulting in a degree of suspense about the outcome of the scene
that manifests itself exclusively through spatial means. When, at the beginning of Book
19, Thetis delivers to Achilles the shield Hephaestus has just made for him, the four-stage

progression of the action imparts to the scene an emphatic sense of pseudo-closure:

1 &' &g vijog tkave B0D Tapa dwpa PEPOVOQ.

e0pe d¢ [atporhw mepikeipevov Ov eihov VIOV

Khaiovta Ayémg: moréeg &' ape' adtOv ETaipot

popove': 1) §' év tolol mopiotato dio B wv,

&v T apa ol @D yewt €nog T Epat' éx ' ovopale: (X1, 19.3-7)

And Thetis came to the ships and carried with her the gifts of Hephaestus.

She found her beloved son lying in the arms of Patroclus

crying shrill, and his companions in their numbers about him

mourned. She, shining among divinities, stood there beside them.

She clung to her son's hand and called him by name and spoke to him:
After Thetis speaks, Achilles’ reaction to the appearance of his new armor is preceded by
four intervening statements, the first two of which distance us from the action via long

shot. Because Achilles does not immediately reply to Thetis’ words, the construction

seems to have exhausted its spatial potential, ripe for transition to a new scene:

wg apa povrjcoca Bea koTo TeLye' EOnKe

npochev AxAdnog: o &' AvéPpaye daldata TAvTa.
Muopuidovag &' dpa maviag ELe TPOROG, 0VSE Tig ETAN

avrny elodéev, AN Erpeoav. avtap Ayiievg (1. 19.12-15)

The goddess spoke so, and set down the armour on the ground
before Achilles, and all its elaboration clashed loudly.
Trembling took hold of all the Myrmidons. None had the courage
to look straight at it. They were afraid of it. But Achilles
In lines 16-17, Homer imputes to Achilles a response to the armor that, encouraged by

that of the Myrmidons in line 14, we might have been tempted to extrapolate for

ourselves, with different results, to give closure to the scene. The final position avtap
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Ayirelg in line 15, however, prevents us from taking such liberties. We are rewarded
for our patience with a striking close-up of Achilles’ eyes in line 17:

wg eld', g pv padhov €dv xohog, év &8¢ ot dooe
dewvov Umo Brepdpwv wg el oéhog ééepaavBev: (JI. 19.16-17)

looked, and as he looked the anger came harder upon him
and his eyes glittered terribly under his lids, like sunflare.

This conveys his anger more forcefully than if we had ourselves interfered, preparing us
for the final close-up in line 18 that establishes the intimacy between Achilles and Thetis
required for the ensuing dialogue to realize its full dramatic potential:

tépmeto &' €v xeipeoov Exwv BeoL ayhoo ddwpa. (1. 19.18)

He was glad, holding in his hands the shining gifts of Hephaestus.

The initial-position tépmeto in line 18 initiates a dramatic shift of emotion from anger to

joy, and the close-up of Achilles’ hands recalls Thetis’ gesture in line 7, tying them
together via ring composition and endowing the remaining conversation between mother
and son with an even greater sense of communicative isolation than when the Myrmidons
competed for our attention in lines 14-15.

In a fourth decompositional construction, suspense is generated by disrupting the
decompositional process itself. In the following passage, intervening monologue between
decompositional stages leaves it uncertain whether decomposition is even involved in the

first place:

g ol PV papvavto dépag Tupodg albopévolo,

Avtidoyog 8" Axhii mddog TayLg dyyehog ADE.

OV &' €UpE TPOTAPOBE VEQWV OpBoKpAPA®V

T epovEOVT' Ava Bupov & 1) tetedecpéva Nev: (11 18.1-4)
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So these fought on in the likeness of blazing fire. Meanwhile,
Antilochos came, a swift-footed messenger, to Achilles,
and found him sitting in front of the steep-horned ships, thinking
over in his heart of things which had now been accomplished.
In lines 5-14, Achilles delivers a soliloquy, followed by a two-stage resolution of the

decompositional quandary initiated in line 3:

£mg 0 a0 Wppove Kot Ppéva, kal Kata Bopdv,
T0QpA ot £yyVBev NABev dryavob Néotopog vidg
dducpua Beppax x€wv, pato &' dyyehinv aheyewnv: (I 18.15-17)

Now as he was pondering this in his heart and his spirit,

meanwhile the son of stately Nestor was drawing near him

and wept warm tears, and gave Achilles his sorrowful message:

Although the progression from long shot to medium shot to close-up is the most
common decompositional pattern in the /liad, other combinations are possible as well.
Sometimes these variations occur for strictly practical reasons, as when, for instance, the
final stage of a series is intrinsically capacious and requires a long shot to be
encompassed, as in Book 2 when Iris initiates the common descent-from-Olympus

decompositional pattern:

Tpwotv &' &yyehog NABe modrjvepog wiéa "Ipig
Tap AOg aiydyoo oLy Ayyehin dieyew): (II. 2.786-87)

Now to the Trojans came as messenger wind-footed Iris,
in her speed, with the dark message from Zeus of the aegis.

In the present case, however, our expectation of decompositional progress from long shot
to close-up (or at least to medium shot) is thwarted by the inability of the camera to

situate itself within customary range, revealing the malleable, and strictly functional,

nature of the word Ayyo0 in line 790, which is usually reserved for contexts that express
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proximity between two individuals encompassed within medium shot range rather than a

crowd of people within long shot range:

ot &' dyopag dydpevov Ent Ilpidporo HUpt ot
nAvteg Opnyepéeg eV véor 10 yépovteg:
ayyovU &' lotapévn Tpocéen nddag wkéa “Ipig: (11 2.788-90)

These were holding assembly in front of the doors of Priam

gathered together in one place, the elders and the young men.

Standing close at hand swift-running Iris spoke to them:

Decompositional variety is not limited to practical necessity, however: it can also
be used for artistic effect. Usually after the dialogue following a decompositional series,
as in the four types examined above, the spatial canvas is reset and a new scene begins,

unrelated to the previous construction. This sense of closure is especially prevalent when

the decompositional series ends (as, for example, in the Chryses scene in lines 1.430-41)
with a close-up (év yepot [441]) rather than merely a medium shot (Xpvonig [439]),

leaving no uncertainty as to its peremptory nature. In lines 446-48, for example, after

Odysseus speaks to Chryses, the scene shifts to a completely new stage of action:

g elmwv &v yepol tibe, O d¢ déEato yolpwv
Toido eAny: ol §' wka Be@ Khertnv Ekatdupny
¢Eeing éotnoav €0dunToV Tepl Popdy, (11 1.446-48)

He spoke, and left her in his arms. And he received gladly

his beloved child. And the men arranged the sacred hecatomb

for the god in orderly fashion around the strong-founded altar.
In the next passage under consideration, however, Homer expands a decompositional
series beyond its usual limits, generating in the audience both surprise, once we realize
we are still taking part in a process we thought had already been completed, and

suspense, in our curiosity as to how this unexpected spatial gesture will ultimately be

resolved.
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In the first line of the /liad, Homer establishes the theme of the epic: the wrath of
Achilles. The immediate cause of this wrath is Agamemnon’s insistence that, if he
himself is to comply with the priest Chryses’ request to hand over Chryseis to appease
Apollo, then Achilles must himself hand over Briseis to Agamemnon. This request leads
to a heated confrontation between the two warriors, resulting in Achilles’ promise to
return home rather than to prolong the war, a war which hardly concerns him personally
anyway. Agamemnon accepts Achilles’ resignation and Achilles retreats from the Greek
camp and returns to his own shelter with his own men. In lines 321-25, Agamemnon
orders the heralds Talthybios and Eurybates to retreive Briseis from Achilles, delivering
on his earlier threat to him. What follows is the first decompositional series of the lliad.

In lines 327-29, the heralds move progressively closer to Achilles, in three distinct
stages, from an extreme long shot of the beach, a less expansive long shot of the general
vicinity of Achilles, and finally a medium shot of Achilles himself who, after a few more

preliminary lines, addresses the heralds:

QG elmV TPoTiel, Kpatepoy &' Enl pUBoV Etedhe:

1w &' déxovte BAtnv mapa BV’ AAOG ATpuyETOLO,

Mupuddvav &' éri te Khotlag kai vijag ikéoony,

10V &' 0pov mupd te KMain kol vl pehaivn

fjuevov: 008" &pa Tw ye dwv yrienoev Axhkevs. (M. 1.326-330)

He spoke and sent them forth with this strong order upon them.
They went against their will beside the beach of the barren
salt sea, and came to the shelters and the ships of the Myrmidons.
The man himself they found beside his shelter and his black ship
sitting. And Achilles took no joy at all when he saw them.
As mentioned above, decomposition usually culminates at close-up rather than merely

medium shot range, to focus the audience’s attention on the ensuing dialogue by bringing

them as close to the action as possible. The medium shot in line 329, however, leaves
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open the possibility for further decompositional development. Likewise, in the ensuing

scene between Achilles and the heralds, Achilles’ appeal for the heralds to move closer to
him calls into question whether the preceding decompositional series has been completed,
generating suspense as to whether the audience will penetrate even further into the action

than they already have:

YOLPETE KT)pLKEG AtOG Ayyehol OE Kal AVIpQIV,
dooov (t'... (1. 1.334-35)

'"Welcome, heralds, messengers of Zeus and of mortals.
Draw near...

In the next ten lines Achilles orders Patroclus to fetch Briseis from his shelter,
thereby increasing the suspense. Patroclus obeys Achilles and before we know it the

heralds are travelling mapa viyag Axawwv (347) to the Greek camp. Thus, despite the

centripetal momentum generated by Achilles’ invitation for the heralds to approach him,
we suddenly revert to long shot range, which is further perpetuated by Achilles’ solitary
view of the wide expanse of the sea before him as he prays to Thetis. It is then, after
Achilles’ prayer, that the suspended resolution of the first decompositional series reveals
itself as a strategic exploitation of our desire to penetrate the action which, once it occurs,
strikes us all the more forceably through an extreme close-up of Achilles’ tear:

WG PATO dAKPL YEWV, TOV &' Exhve TOTVIR PNTNP

So he spoke in tears and the lady his mother heard him (/1. 1.357)
Another decompositional series follows, beginning with a long shot of Thetis emerging
from the sea, a medium shot of mother and son beside each other on the shore, and a

reiteration of Achilles’ tears, the peremptory dramatic function of which is corroborated
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by a close-up of Thetis’ hand, in initial position, wiping them away before she addresses

her son within the rarified atmosphere created through decompositional artistry:

Nuévn év BévBecoty AAOG Tapd maTpl YépovTL:

KopTaA{Log 8' dvEdy mohig dhdg Nt dpiyin,

Kot Qo Tdpord' avToto kabéleto dakpv xéovtog,

xewpl Té p kotépetev €mog T €pot' €k T ovopals:

téxvov Tl Khatewg; Tl 0¢ o pévag (keto mévlog; (I1. 1.358-62)

as she sat in the depths of the sea at the side of her aged father,

and lightly she emerged like a mist from the grey water.

She came and sat beside him as he wept, and stroked him

with her hand and called him by name and spoke to him: "Why then,

child, do you lament? What sorrow has come to your heart now?

Thus, Homer inaugurates the crucial dialogue in lines 364-427 between Thetis and
Achilles by prolonging the decompositional series initiated in line 327, generating more
suspense, dramatic tension, and pathos than the mere transition to a completely unrelated
scenographic construction after the medium shot in line 329 could have achieved.

We now turn to a device which, like decomposition, relies upon a tripartite spatial
code to establish a predictable centripetality to the action that can be articulated with or
without pause, depending upon whether the poet wishes to generate suspense between
two or more stages of it. While the long shot, medium shot, and close-up ranges of
decomposition, however, correspond to the distance of the audience from a given

character or object to which their attention is directed, the tripartite code of the next

device corresponds to the distance of characters from each other upon the Trojan plain.
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Chapter 3: Intercuttin
Decomposition Intercuttiné Meta-Audience Vignette

1
1 1 1 1
2
3 2 2 v
3 2 2

“Griffith arrived at montage through the method of parallel action, and he was led to the idea of parallel
action by—Dickens!” (Eisenstein, 1977: 205)

Intercutting is an editing technique that enables the filmmaker to depict simultaneous
action in separate locations by alternating between them.'* It serves as the horizontal
equivalent to decomposition: the x-axis contraction of discourse spaces until they meet at
a central point. Whereas decomposition involves a single mobile subject, intercutting
involves two subjects located at opposite ends of a common goal. Although Miinsterberg
considers the device to be unique to cinema,'*® Homer employs it frequently in the iad,
cutting between warriors on the Greek and Trojan lines of battle until they eventually
engage in hand-to-hand combat. To control x-axis action with the same precision
afforded by the long shot, medium shot, and close-up ranges of decomposition, Homer
establishes an equivalent tripartite system to represent the three primary distances
between characters when they engage in warfare on the Trojan plain: arrow shot, spear
shot, and sword stab.'’

The furthest range between two characters is represented by bow-fighting. In the

following scene, Homer dramatizes, through the tension generated by tactile (123-24),

155 Cf. Phillips (1999: 565); Feldman (1952: 75-7); Stern (1979: 64); Singor (1995: 191).
1€ 1970: 44-5. Cf. Feldman (1952: 78).
157 Cf. Hainsworth (1993: 190): “Homer uses no measures of distance such as must have been in vernacular

use (e.g. fingers, feet, cubits) except the ne/AeBpov ([11.] 21.407, Od. 11.577), but makes imprecise and
imaginative comparisons...some of which at least appear to be traditional—*as far as a spear cast’...as far
as a man shouting can make himself heard.””
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sonic (125), and anthropomorphic (126) imagery, the vast distance that the arrow shot by

Pandaros must travel before it finally reaches Menelaos:

éhke 8' OpoL YAvedog te Mafwv kol vepa Posia:

vevpTv pév pal méracev, 10w 8¢ Gidnpov.

avtap €nel 81 xukhotepég péya TOEoV ETetve,

Ay&e Puog, vevpn) 8¢ péy' tayev, dhto &' 6icTOg

o&vPenc kad' Sphov Emnrécbon peveaivav. (11 4.122-26)

[Pandaros] drew, holding at once the grooves and the ox-hide bowstring
and brought the string against his nipple, iron to the bowstave.

But when he had pulled the great weapon till it made a circle,

the bow groaned, and the string sang high, and the arrow, sharp-pointed,
leapt away, furious, to fly through the throng before it.

Just as the long shot of a deity descending from Olympus to find a mortal on the Trojan
plain prepares the audience to move closer to the object of this search, so when characters
stand at arrow shot distance from each other a similar anticipation to get within spear shot

is generated, as when Diomedes is within arrow shot of Pandaros in Book 5:

o1 10T’ €newt’ Npato Porv ayabog Atopr|dng:

KADOL pot aiyoxoto Aog Tékog ATpuTovn,

el TOTé pol Kal ToTpl Ao povéovoa TapEoTng

i év mohépw, vOv alT éué pihar ABMvn:

830G € € N Avdpa Eletv xal € Opunyv Eyxeog EABslv

Oc W' EPake OBAuEVOG KOl EMEVYETAL, OVOE UE ONOL
Inpov €t' dyeaBar Aapmpov eaog Tjerioo. (1. 5.114-20)

Now Diomedes of the great war cry spoke aloud, praying:

'Hear me now, Atrytone, daughter of Zeus of the aegis:

if ever before in kindliness you stood by my father

through the terror of fighting, be my friend now also, Athena;

grant me that I may kill this man and come within spearcast,

who shot me before I could see him, and now boasts over me, saying
I cannot live to look much longer on the shining sunlight.'

And when Pandaros fails to hit Diomedes with his arrow, he too expresses his intention to

get within spear shot range of his adversary:
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TOV TPOTEPOG TPOGEETE AVKAOVOG AYAOOSG DIOC:
koptepOOupe dulppov dyavol Tvdéog vie

1) paa ¢' oV Péhog Wkl dapdoooto TKPOG 0IoTOG:
vOv aOT &yyein meprjocopar ai ke tOywp. (71, 5.276-79)

First to Diomedes called out the shining son of Lykaon:

'Valiant and strong-spirited, o son of proud Tydeus,

you were not beaten then by the bitter arrow, my swift shot.

Now I will try with the throwing-spear to see if I can hit you.'

The next range between two characters on the Trojan plain is represented by
spear-fighting. Just as the medium shot serves in an intermediary capacity in
decomposition, spanning medium long shot to medium close-up ranges, so the spear shot
exhibits a similar versatility. Sometimes, for example, spears and stones (another

common sema of spear shot distance) are used interchangeably with arrows, when the

contrast between arrow shot and spear shot ranges is not emphasized:

ol ¢ KePpiovny dpe' 0&éa dolpa memr)yet
(ol Te TTEPOEVTEG ATO VELPTIPL BopdvTEg,
moMA 8¢ yeppddio peyad’ aonidag EotopeMéay (11, 16.772-74)

and many sharp spears were driven home about Kebriones
and many feathered arrows sprung from the bowstrings, many
great throwing stones pounded against the shields

When this contrast is central to a scene, however, spear-fighting is clearly differentiated

from bow-fighting, representing the kinds of warfare one engages in from far away
(éxag):

tov &' avT' T8opevete Kpntv ayog dvtiov nbdo:

Sovpato &' aif k' £0éAnoba kai év Kol eikoot S1eig

£0T0OT €V KMOLN TPOG EVTMLAL TOUPAVOWVTOL

Tpwia, T KTopévav dmoaivopat: ov yap Olm

Gvdpv duouevEDV EKAG LOTANEVOG TTOAENILEY.

T pot Sovpatd T ot Kol aonideg Oppardecom

Kal k6pvbeg Kl Bwpnkeg Aaunpov yavowvres. (Il 13.259-65)
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Then Idomeneus lord of the Kretans answered him in turn:

"You will find one spear, and twenty spears, if you want them,
standing against the shining inward wall in my shelter,

Trojan spears I win from men that I kill, for my way

is not to fight my battles standing far away from my enemies.
Thereby I have spears there, and shields massive in the middle,
and helms and corselets are there in all the pride of their shining.'

At the other extreme, spears can be used in conjunction with swords at close enough

range from one victim to get within sword stab range of another without missing a beat:

&vl' élev Aotivoov kol Yreipova moyéva Aadv,

10V pév Umep pafoio Podwv xohxr)pet dovpi,

Tov &' Etepov Elpel peydhw KANda mop' pov

mNE', amo &' avyévog wpov é€pyadev NNd' and vatov. (Il 5.144-47)

Next he killed Astynods and Hypeiron, shepherd of the people,
striking one with the bronze-heeled spear above the nipple,
and cutting the other beside the shoulder through the collar-bone
with the great sword, so that neck and back were hewn free of the shoulder.
In fact, spears can also be used interchangeably with swords, serving as stabbing rather

than throwing weapons,

oTn Qa MAA' EyxpueBeis: ot &' Avriol vieg Axarwv
VOoGOVTES ELPESLY TE KOl EYYECIV APELYVOLGY
woav ATO oeelmv: 0 8¢ yaoodpuevog merepiydn. (11 13.146-48)

he was stopped, hard, beaten in on himself. The sons of the Achaians
against him stabbing at him with swords and leaf-headed spears
thrust him away from them so that he gave ground backward, staggering.

or in conjunction with swords, to underscore a warrior’s surrealistic ability to range

simultaneously over two distant stretches of the Trojan plain:

avtap 6 Aodyovov xal Adpdavov vie Blovtog
apew épopunbelg €€ (rnav woe youale,
1OV pnév dovpl Parwv, Tov 8¢ oxedov dopt toyag. (I 20.460-62)

Then Achilles swooping on Dardanos and Laogonos, sons both
of Bias, dashed them to the ground from behind their horses,
one with a spearcast, one with a stroke of the sword from close up.
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This dual function of spears is corroborated diegetically as well, in Priam’s explicit

contrast between their two primary uses in Book 22,

avtdv &' av Topatdy pe kOveg TPWTNGL BUpT GV
wpnotal EpLovoy, net ké Tig 0ET YoAKQ
TOYag NeE Bakwv Qedéwv éx Bopov éantan, (1. 22.66-68)

And myself last of all, my dogs in front of my doorway
will rip me raw, after some man with stroke of the sharp bronze
spear, or with spearcast, has torn the life out of my body;

as well as by the fact that the lemma &yyUg, meaning “close,” can represent either spear
shot or sword stab distance, depending upon the context. In this scene from the chariot
games of Patroclus in Book 23, for example, we are not sure what is meant by €yyvfev

until the simile in lines 517-23 establishes sword stab distance between Menelaos and

Antilochos:

1 &' &p' €n' Avtihoyog Nnirjiog fjlacev (mrmovg

képdeoty, oL TL TAYEL Ve, Tapaeddievoc Mevéhoov:

GAAA kol g Mevéhaog &y eyyvbev wikéag (movg.

dooov 8¢ TpoyoD (nmog aelotatar, 6G Oa T dvaxTa

ELKToY MED (010 TITOVOUEVOG GUV OXECPL:

100 péV Te YOUOLOLY EMOGWTPOV TPIXES AKpat

ovpaiat: O 8¢ T Ay pdha Tpéxel, 0VIE TL TOAAT)

Ywpn peconyLg moréog nedioo H€ovtog:

tdéocov 81 Mevéraog apvpovog Aviiioyoto heinet'. (M1 23.514-23)

After him Neleian Antilochos drove in his horses,

having passed Menelaos, not by speed but by taking advantage.
But even so Menelaos held his fast horses close on him.

As far as from the wheel stands the horse who is straining

to pull his master with the chariot over the flat land;

the extreme hairs in the tail of the horse brush against the running
rim of the wheel, and he courses very close, there is not much
space between as he runs a great way over the flat land;

by so much Menelaos by Antilochos the blameless

was left behind.

In line 219 of Book 7, on the other hand, Ajax is said to come &yyU0ev to Hector:
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Alag &' £yy00ev NAOe pépmv oakog 1)iite Topyov (11 7.219)

Now Aias came near him, carrying like a wall his shi.eld
After a description of Ajax’s shield in lines 220-23, Homer reiterates the “closeness”
between the two warriors:

otn oo uar' "Extopog eyyvg, aneikrioog 8¢ mpoonvda: (1. 7.225)

[Ajax] stood near Hector and spoke to him in words of menace:

This use of €yyUg, however, brings us no closer to ascertaining whether Ajax and Hector

are within spear shot or sword stab range of each other. For the next eighteen lines, they
exchange words, until finally, in line 244, Ajax throws a spear at Hector,

1 00, Kol AumenoAwv mpotel dodydokiov Eyxog, (11 7.244)

So he spoke, and balanced the spear far-shadowed, and threw it,
retrospectively establishing the spear shot rather than sword stab range between the two
warriors during their intervening dialogue.

The closest distance between two characters on the Trojan plain is represented by
sword-fighting. When characters stand at spear shot range from each other we expect
them to proceed to sword stab range.'*® In a common scenario, two characters exchange
spear throws without killing each other, inducing them to approach each other further and
to engage in hand-to-hand combat at sword stab range. In the duel between Menelaos and
Paris in Book 3, for example, Paris throws a spear at Menelaos,

TpOcbe &' ALEéEavOpog mpoiet dohrydokov Eyyoc, (1l 3.346)

First of the two Alexandros let go his spear far-shadowing

and hits his shield,

138 Lines 707-12 of Book 15 illustrate the teleological nature of x-axis warfare, the natural progression from
bow- and spear-fighting to sword-fighting.
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Kal farev Atpeidao kat' aonida navtos' Elony, (I1. 3.347)
and struck the shield of Atreus' son on its perfect circle

yet without doing damage:

o0d' €ppnéev xahkov, dveyvauedn 8¢ ol aiyun
donid évi kpatepn)... (II. 3.348-49)

nor did the bronze point break its way through, but the spearhead bent back
in the strong shield...

We now expect Menelaos to reciprocate, and Homer obliges. Menelaos throws a spear at
Paris,

7 6o kol dpmenadwv mpoist Sodydokiov €Yo,
kat Bare Ipopidao kat' aonido navtos' élonv: (1. 3.355-56)

So he spoke, and balanced the spear far-shadowed, and threw it
and struck the shield of Priam's son on its perfect circle.

which, although the graphic details of the spear’s trajectory in lines 358-59 produces

more suspense than the cursory description of Paris’ spear in lines 348-49,

dux pév aomidog NABe pasviig OPpiov Eyyog,
Kol Six Bwpniog TOASAUSAAOV T)pTIPEISTO:
AvTKpL 3¢ mapal Aarapny dhidunce prwva. (1. 3.357-59)

All the way through the glittering shield went the heavy spearhead

and smashed its way through the intricately worked corselet;

straight ahead by the flank the spearhead shore through his tunic,
is no more successful at wounding its target.

€yxog: 0 &' EkAlvOn kal dhevaro knpa péavay. (1. 3.360)

yet he bent away to one side and avoided the dark death.

We now expect the characters to progress to sword stab range from each other, as indeed

they do, until Aphrodite rescues Paris in line 380 and removes him from the fray, in a
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variety of the deus ex machina device that occurs when key characters reach the end of an

intercutting series but are too crucial to the plot to be killed off:!>

Eyxel xohkei: Tov &' e€nprol’ Appodit

Qela pAA' €Og Te BebG, Ekdluye &' dp' 1 €pt TOAAT,
Kad &' elc’ év Bahdpw eVwWdel knwevtt. (I 3.380-82)
with the bronze spear. But Aphrodite caught up Paris

easily, since she was divine, and wrapped him in a thick mist
and set him down again in his own perfumed bedchamber.

In an abbreviated version of this progression from spear shot to sword stab range,

Agamemnon throws a spear at one character and then stabs another:

o 1Ote 7' ATpeidng eOpL kpelav Ayopéuveov

TOv pév Umép pofoto xota otnbog Pake dovpt,

Avtipov o0 mapa oUg Elace Elpel, €k ' EBal’ inrwv. (JI. 11.107-09)

This time the son of Atreus, wide-powerful Agamemnon,

struck Isos with the thrown spear in the chest above the nipple

and hit Antiphos by the ear with the sword and hurled him from his horses,

The rapid succession of these actions emphasizes the military prowess of Agamemnon, a

tendency that is further exploited when Homer uses the phrase éyyei v dopt te peydhowost
1€ yeppadioow to represent the ubiquitousness of Agamemnon,

aLTAP O TWV AAMAOV ETETMAELTO OTIXUS AVOPWV

Eyyel v dopl te peyarowst te xeppadioow,

Oppa ot aip' étt Beppov avrjvobev €€ wrekng. (I1. 11.264-66)

But Agamemnon ranged the ranks of the other fighters

with spear and sword and with huge stones that he flung, for such time

as the blood was still running warm from the spear-wound.

and Hector:

%9 On the other hand, when the victim is a minor character, as in the scene between Achilles and
Asteropaios in lines 161-83, for example, he frequently ends up being killed, thus fulfilling the intercutting
series, precluding the resort to diversionary tactics, and occasioning a fresh change of scene.
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al T an' emoowTtpwv. 6 8¢ (eTo dUvar Guhov

avdpopeov ONEal & HETAAUEVOG: €V OE KLSOUOV

ke KaxOV Aavaoiot, pivovia 3¢ yaleto dovpag.

aUTAP O TV AAN®V ENETWAELTO OTIXOG AVIPQIV

Eyyel T dopl te peyahorsl te xeppodiotoy,

Alovtog 8' dréesve paymv Tehapoviadoo. (11, 11.537-42)

from the running rims of the wheels. So Hector was straining to plunge in
the turmoil of men, and charge them and break them. He hurled the
confusion

of disaster upon the Danaans, and stayed from the spear's stroke

little, but ranged about among the ranks of the rest of the fighters

with his spear and his sword and with huge stones flung,

yet kept clear still of the attack of Telamonian Aias.

The three x-axis distances represent distinct ethical qualities in the /liad; there are
specific emotions associated with long- and short-range fighting. To begin with, the

archer is stigmatized as a coward:

10V &' 0V TapPricac TPosEPn KpaTeEPOG Atopr|dng:

100T0 AP Tr)p Képax Ayhat mopBevomina,

el pév on avtifrov oLy tevyeot mepnBeing,

oUK Av Tot ypaiounot Blog kat Tapeéeg Lol

VOV 8¢ ' EmypAyag Tapoov Tod0G EUYENL OUTMG,

oUK &Aéym, wg el pue yovn Bakot 1) &S appwv:

KOEOV Yap Béhog Avdpog dvaikidog ovtidavoio. (/1. 11.384-90)

Then not at all frightened strong Diomedes answered him:

"You archer, foul fighter, lovely in your locks, eyer of young girls.

If you were to make trial of me in strong combat with weapons

your bow would do you no good at all, nor your close-showered arrows.
Now you have scratched the flat of my foot, and even boast of this.

I care no more than if a witless child or a woman

had struck me; this is the blank weapon of a useless man, no fighter.

The close-range fighter, on the other hand, is courageous, daring to look his enemy in the

eyes:
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Tolov Yap Bepdmmv Tépat avépog, O Léy' aproTog

Apyelov mapd vioot kal ayyépoxotl Oepdamovieg.

Aala o0 ¥' Alovtog peyoAritopog ovk Etdhaccog

otpevol dvta xat' 8oce Bwv dntev &v avth,

ovd' 10U¢ payéoacbal, énei oéo Péptepdc éoti. (11 17.164-68)

Such is the man whose henchman is killed. He is far the greatest

of the Argives by the ships, and his men fight hard at close quarters.
No, but you could not bring yourself to stand up against Aias

of the great heart, nor to look at his eyes in the clamour of fighting
men, nor attack him directly, since he is far better than you are.'

This is corroborated by the following simile, in which the close-fighter is compared to a

lion, whom others fear to engage at sword stab range:

wg &' O1e Tig T8 M@V OpesiTpoog Ak TemoBag
Pookopévng ayéhng Bouv dpraom 1 g dpiot:

g &' €€ avyév' Eade haPwv xpatepoioty 0dovGL
TPTOV, et O€ 8' alpo xal Eykata TAVTo AaQUocEL
IM@v: AL 8¢ OV Y KOveg AVIPEG T VOUTIES

TOAAX PAN 1OCovow amdmpobey ovd' €0éhovov
avtiov éADépevar: pdho yap yAwpov 8€og aipset:

WG TV oV TVt Bpog €vi otrjfecoty EToOlua

avtiov éM0épevar Mevelaov kvdoiporo. (1. 17.61-69)

As when in the confidence of his strength some lion

hill-reared snatches the finest cow in a herd as it pastures;

first the lion breaks her neck caught fast in the strong teeth,

then gulps down the blood and all the guts that are inward
savagely, as the dogs and the herdsmen raise a commotion
loudly about him, but from a distance, and are not willing

to go in and face him, since the hard green fear has hold of them;
so no heart in the breast of any Trojan had courage

to go in and face glorious Menelaos.

Just as the progression from long shot to close-up in a decompositional series can
be delayed to generate suspense, so the intercutting equivalent can occur. This 1s

achieved by shifting the focus of attention temporarily from the centripetal merging of
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frames to dialogue, as in the following scene between Tlepolemos and Sarpedon in Book

5. In lines 628-29, an impending duel between the two warriors is established:

Tinnorepov &' Hpakkeldnv 10v te péyav ¢
wpoev en' avtldéw Zapmnddvi poipa kparour). (I, 5.628-29)

But Herakles' son Tlepolemos the huge and mighty
was driven by his strong destiny against godlike Sarpedon.

This leads us to expect them to approach each other, as they in fact do in the next two

lines:

o1 &' Ote O1) oxedov Moav €n' AAAAooW 1OVTEG
vi6¢ 0' ViVOg Te A0g vepenyepétao, (1. 5.630-31)

Now as these in their advance had come close together,
the son, and the son's son of Zeus cloud-gathering,

Yet rather than immediately consummate this development, the characters suddenly
engage in dialogue:

0V Kat TAnmdhepog mpdtepog npdg nobov Eeme: (1. 5.632)

T0v &' a¥ Zapmndwv Avkiwv dyog avtiov n0da: (1. 5.647)

it was Tlepolemos of the two who spoke the first word:

In turn the lord of the Lykians, Sarpedon, answered him:
It is not until lines 655-59 that the centripetal momentum generated in lines 628-30 is
resumed and resolved:

WG PATO Zopmndav, 6 &' avéayeto pethvov Eyyoc
Tinnohepog: kol twv pév apapt dovpata paxpi

gk xewpav Nigav: 0 pév Pakev atyéva péooov

Zapmndav, atyun 6& dwoupnepég HAO' ddheyevn:

10V 8¢ Kat' 0PBaluv Epeevvr) vOE Ekddvye. (11 5.655-59)

So spoke Sarpedon, while the other lifted his ash spear,
Tlepolemos; and in a single moment the long shafts
shot from their hands, Sarpedon striking him in the middle
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of the throat, and the agonizing spear drove clean through
and over his eyes was mantled the covering mist of darkness.

An intercutting series, like its decompositional counterpart, can also be aborted
rather than merely delayed. As in the first instance of decomposition—when the heralds
obey Agamemnon’s order to find Achilles near his shelter in Book 1-—the first instance
of intercutting in the /liad is prematurely terminated, thwarting the apparently inevitable
contraction of Greek and Trojan lines of battle. We first get an establishing shot'®” of
both lines of battle:

avtap €nel kdounBev Ap' yepdvecoty Exactoy, (11 3.1)

Now when the men of both sides were set in order by their leaders,

Then each side is introduced individually, by means of a simile. The Trojans are
compared to noisy birds,

Tpcoeg pév khayyn T évomn) T toav OpviBeg Qg (11 3.2)

the Trojans came on with clamour and shouting, like wildfowl,

while the Greeks proceed silently:

ol 8' &p' oav owyi) pévea nveiovteg Axatol
év Bop@ pepacoteg dregépev dArhoow. (1. 3.8-9)

But the Achaian men went silently, breathing valour,
stubbornly minded each in his heart to stand by the others.

Then Homer increases the tension of the imminent encounter of the two armies through

another simile, emphasizing the commotion of the scene,

g0 Opeog kopveniol NOTog Katéyxevey Opiyiny
noécty oU T pidny, khéntn 8¢ Te vuKTOG ANEVD,
1do60V Tic T EémAeVooel Ooov T €Tt Aaay imow:

10 Cf. Phillips (1999: 567).
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g Apa Twv VIO TOGGL KOVIGaAog WpvuT AeAAT)g
épyopnévarv: paia &' dxa dérpnoocov nediow. (J1 3.10-14)

As on the peaks of a mountain the south wind scatters the thick mist,

no friend to the shepherd, but better than night for the robber,

and a man can see before him only so far as a stone cast,

so beneath their feet the dust drove up in a stormcloud

of men marching, who made their way through the plain in great speed.
followed by the formula

ol &' 61e 1) 6YedOV Toav &' dAAAotow dveg, (11.3.15)

Now as these in their advance had come close together,
As in 5.630 above, this line leads us to expect immediate contact between the two

. 1 . . . . .
armies.'®! In this case, however, suspense is generated by having one warrior, Paris,

advance before the rest of the Trojans and challenge any Greek to a duel:

Tpwotv pév npopdylev ALéEavdpog Beoe1dT|g
TopdoAENV WHOoY EXmV Kol KopumOAa To&a

Kot Elpog: avtap 6 doUpe SVM KeKopLBULEVE YOAKQ
oAV Apyelov Tpokailleto TAVTAG APLETOVS
avtifov poyécacOar v awvh) dntott. (1. 3.16-20)

Alexandros the godlike leapt from the ranks of the Trojans,
as challenger wearing across his shoulders the hide of a leopard,
curved bow and sword; while in his hands shaking two javelins
pointed with bronze, he challenged all the best of the Argives
to fight man to man against him in bitter combat.

This sudden cut to the Trojan side is reciprocated by a cut to Menelaos,
tov &' g ovV évomoev apripihog Mevéraog (11, 3.21)

Now as soon as Menelaos the warlike caught sight of him

through whose vision we see Paris, who appears to him as a deer to a lion:

épyopevov pomdpoBev dpikov poxpa fwva,
WG 18 AEOV EYAPT HEYAAW ETL GOMOTL KUPOOS

1V Cf, [l 5.14-15.
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gvpwv 1) ELapov kepaov 1) Ayprov alya

TEWADV: LA YAp T€ KoTESHIEL, £l MTEP AV AVTOV

ogLOvToL TaXEES TE KUVEG Bahepol T ailnol:

g &xapn Mevéhaog ALéEavdpov Bgostdéa,

0pBaipoiow B3wv: d&To yap TicacOor dheitny:

avtika 8' €& Oxéwv oLv telyeowy dito youale. (1. 3.22-29)

making his way with long strides out in front of the army,

he was glad, like a lion who comes on a mighty carcass,

in his hunger chancing upon the body of a horned stag

or wild goat; who eats it eagerly, although against him

are hastening the hounds in their speed and the stalwart young men:

thus Menelaos was happy finding godlike Alexandros

there in front of his eyes, and thinking to punish the robber,

straightway in all his armour he sprang to the ground from his chariot.
This symmetrical alternation between Greek and Trojan sides is continued with a cut to

Paris, through whose eyes we now see Menelaos:

10V &' g oV évomoev ALéEavdpog Beoetdn|g
év Tpouayool pavévra... (1. 3.30-1)

But Alexandros the godlike when he saw Menelaos
showing among the champions...

Thus, the action has proceeded in six stages up to this point: 1) extreme long shot of
Greek and Trojan sides, 2) long shot of Trojan side, 3) long shot of Greek side, 4) long
shot of both sides as they approach each other, 5) medium shot of Paris, 6) medium shot
of Menelaos looking at Paris, and 7) medium shot of Paris looking at Menelaos. Now we
expect the two warriors to engage in spear-fighting or, after drawing closer to each other
through intercutting, sword-fighting. What happens instead, however, at first surprises us.

Paris retreats from Menelaos,

... KoTemAryyn @hov 1top,
ay &' Erdpov eig EBvog éxaleto knp' dheeivov. (I1. 3.31-2)

...the heart was shaken within [Paris];

to avoid death he shrank into the host of his own companions.
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like one who has been frightened away by a snake:

wg &' Ote TLg TE dpaKovta WV TEAIVOPeOg ATESTY
ovpeog év Prioomng, Uno Te Tpopog EMkafe yula,
ay &' dveywpnoev, xpos T€ v eile Topelic,
¢ avTIg KaB' Gphov €dv Tpwwv Aryepwymv
deloag Atpéog viov AléEavdpog Beoewdnic. (1. 3.33-7)
As a man who has come on a snake in the mountain valley
suddenly steps back, and the shivers come over his body,
and he draws back and away, cheeks seized with a green pallor;
so in terror of Atreus' son godlike Alexandros
lost himself again in the host of the haughty Trojans.
In the previous book, however, we encountered a simile that, in retrospect, makes this

development somewhat more predictable, comparing the long-distance fighter to a

frightened deer:

Apyeiot idpwpot Ereyyéeg o0 vo 6€Peabe;

1(90' o0t EotNTE TEOMMOTEG TUTE VEPpOL,

al T’ énel oV Exapov ToAéog mediowo Béovoar

£0TA0', 0V Apa Tig 6oL peTa ppect yiveton dxr): (11 4.242-45)

'Argives, you arrow-fighters, have you no shame, you abuses?

Why are you simply standing there bewildered, like young deer

who after they are tired from running through a great meadow

stand there still, and there is no heart of courage within them?
This symbolism is especially appropriate, considering the fact that Paris is known more
for his bow-fighting than his sword-fighting.'®* Thus, while through framing we have
been led to expect the clash of Menelaos and Paris, this simile lends thematic
corroboration to Homer’s choice to take his audience in another direction.

The following scene, on the other hand, disrupts intercutting protocol for strictly

practical reasons. Although the progression from spear shot to sword stab range is

182 Cf. 11.385-88.
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aborted here as in the scene above, in this case it involves Homer in an inconsistency. In
line 244, Hector throws a spear at Ajax,

7 0a, Kol aumenaiwv mpoiet dolydokiov Eyyog, (11 7.244)

So he spoke, and balanced the spear far-shadowed, and threw it,
and in line 249 Ajax throws a spear at Hector.

Alag droyevn)g Tpoliel dohyydokiov Eyyog, (11..7.249)

Ajax the illustrious in turn cast with his spear far-shadowing,
Then the action progresses to sword stab range when Hector stabs Ajax in line 258,

[pwapidng pev énerta péoov oakog ovtaoce dovpl, (II. 7.258)

The son of Priam stabbed then with his spear into the shield's center,
and Ajax stabs Hector in line 260:

Alog &' domida vOEev Eraipevoc: (1. 7.260)

Now Aias plunging upon him thrust at the shield,
So far the action has proceded according to protocol. Now that the two warriors are
within sword stab range of each other, we expect either a conclusion to their battle or
some turn of events to get them out of harm’s way of each other (such as when Athena
rescues Paris in lines 379-82 of Book 3). Homer chooses the latter option: he brings the
Greek and Trojan heralds onto the scene to shift our attention to them. He cannot do so,
however, if Ajax and Hector are fighting hand-to-hand when they arrive, for they would
be too embroiled with each other to notice them. Thus, to prepare for the arrival of the
heralds, Homer retraces his steps: despite the sword stab distance between Ajax and

Hector established in line 249, Homer has Hector throw a stone at Ajax,
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AL 008" g améinye Lyng xopvbaiorog “Extwp,

AAN' dvayaoodpevog hiBov elheto xeipl moein

Keipevov &v mediw péhava tpnyOv 1€ péyav 1€:

10 Bakev Alavtog dewvov oaxog éntafostov

Héocov emoppaiov: Tepuriynoey &' dpa xoAkos. (Il 7.263-67)

Yet even so Hector of the shining helmet did not stop fighting,
but gave back and in his heavy hand caught up a stone that

lay in the plain, black and rugged and huge. With this

he struck the sevenfold-ox-hide terrible shield of Aias

in the knob of the center so that the bronze clashed loud about it.

and has Ajax throw a stone at Hector:

devtepog avT Alag moAU peilovo Aaav aelpog
K’ émdwrioag, énépetoe 8¢ Iv' anéhebpov, (II. 7.268-69)

After him Aias in turn lifting a stone far greater
whirled it and threw, leaning into the cast his strength beyond measure,

Homer emphasizes this new distance between Ajax and Hector by using the clause:
kot vO xe 1) Ewpéeos’ avTooyedov ovtdlovto, (1. 7.273)
And now they would have been stabbing with their swords at close quarters,

to clear the way for the heralds to enter the stage

el pr) krjpokeg Alog dyyehot 11d€ kail avépwv
NABov, O pev Tpawv, 6 8" Ayondv YoAKOXITWY@Y,
TaABUBLOg 1e kot Tdalog Temvopéve apew: (I1. 7.274-76)

had not the heralds, messengers of Zeus and of mortals,
come up, one for the bronze-armoured Achaians, one for the Trojans,
Idaios and Talthybios, both men of good counsel.

and to urge the two warriors to strike a temporary truce:

péoow &' dppotépwv oxnnrpa oxébov, elné te pvbov

kNpvé Tdatog memvopéva undea eidwg:

unkéT Taide o morepilete pnde nayecbov:

AUEOTEP® AP 0OWT PAel vepelyepéta ZeUg,

Apoew §' atyuntd: To ye 81 kal dpev dmoviec.

VUE &' 1101 TeMéDeL: AryabOv kol voxti mBécban. (11 7.277-82)
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They held their staves between the two men, and the herald Idaios
out of his knowledge of prudent advices spoke a word to them:
'Stop the fight, dear children, nor go on with this battle.

To Zeus who gathers the clouds both of you are beloved,

and both of you are fighters; this thing all of us know surely.

Night darkens now. It is a good thing to give way to the night-time.'

The phrase xa.i vO ke 1) Elpéeos’ avtooxedov ovtadlovto (273) is used only here in the

lliad, although a similar line is used in Book 17 to describe a battle between Hector and
Automedon:

kot vO ke 81 Eipéecc’ avtooyedov wpundny (I, 17.530)

And now they would have gone for each other with swords at close quarters,
In this case, however, the progression from spear shot range,

“Extop &' Avtopédovtog AxdvTioe dovpl paewvq:
AN O pev dvto idwv Nievoto ydikeov Eyyog: (1. 17.525-26)

Then Hector made a cast with the shining spear at Automedon,
but he, keeping his eyes straight on him, avoided the bronze spear.

to a contrafactual expression of sword stab range,

kol VU ke 81 Eipéeos’ adtooyedov wpundrimy
el ur} oo’ Alavte Siékpwvav pepacte, (1. 17.530-31)

And now they would have gone for each other with swords at close quarters,
had not the two Aiantes driven strongly between them,

occurs logically and without the need for ad hoc correction, as though Homer learned his
lesson in Book 7. Thus, in lines 264-73, Homer takes advantage of the flexibility of his
verbal medium by reversing a previous spatial configuration to serve a present dramatic

purpose. '®?

183 Cf. Andersen (1990: passim), Jones (1992), and Braswell (1971: passim) for a similar ad hoc
manipulation of time in the //iad, time in the Odyssey, and mythological paradigms in the //iad,
respectively.
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Mortals are not, however, the only characters whose actions are represented
through intercutting. Two times in the /liad the Olympian gods alternate between Greek
and Trojan lines of battle to mirror a similar development occurring between the human
characters. In Book 17 the Greeks and Trojans fight over Patroclus’ corpse. Up to this
point, the action has constantly shifted from side to side.'® In line 543, an establishing

shot imposes a temporary pause in the action:

ay ' &nit IMatpoxhw Tétato Kpatept]) VORIV
apyahén modOdaipug, £yelpe 8¢ veikog ABrivn (11. 17.543-44)

Once again over Patroklos was close drawn a strong battle
weary and sorrowful, and Athena from the sky descending

Then, rather than return immediately to one side or the other, Homer intercuts between
Athena and Apollo as they occupy the Greek and Trojan lines, respectively. First he has
Athena disguise herself as Phoinix, descend from Olympus to the Greek line of battle,
and encourage Menelaos to persuade the Greeks to continue to protect Patroclus’ corpse
(544-59). Menelaos assures Athena that all he needs in order to carry out her wishes is
divine strength. She provides it to him and he displays his new-found strength by killing a
Trojan warrior (560-81). Then Apollo disguises himself as Phainops, encounters Hector
on the Trojan line of battle, and fuels his desire to attack Menelaos (17.582-90). It is in
lines 593-96, however, that the parallel nature of mortal and immortal intercutting

becomes most conspicuous, when Zeus flashes his thunderbolt,

kol ot apa Kpovidng élet' aiyido Buocavoeooay
pappapény, Idnv 8¢ kata vepéeoot kdAvyev,

aotpayag 8¢ paka peyd)' Extome, v &' Etivake,

vikny 8¢ Tpaweoaot didov, EépoPnoe &' Ayoove. (/1. 17.593-96)

“Eg. 17394,
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And now the son of Kronos caught up the betasselled

glaring aegis, and shrouded Ida in mists. He let go

a lightning flash and a loud thunderstroke, shaking the mountain,
gave victory to the Trojans, and terrified the Achaians.

reminiscent of the clash between mortals on the battlefield that often concludes an
intercutting series.
In a more elaborate version of the previous scene, the divine allies of each army

gather on the Greek and Trojan lines of battle:

Bowv &' Tuevon TOhepOvde Oeot iy Bopdy Exovieg:

“Hpn pév pet' dyavo vewv kai IModiag ABrjvn

10¢ [Mocewdwv yarjoxog 118" €provivng

‘Epuetag, Og ént ppect nevkodipnot kékactor:

“Hopaiotog &' dpa totol kie 60ével Prepcaivov

YOAEV®V, DO J€ KVNHaL QEOVTO APoai.

éc 8¢ Tpwag Apng xopvbaiorog, avtap Au' aT®

®oifog dxepoekdung 118" Aptepg toyéarpa

Ant te EdvBdg te phoppedric T Agpoditn. (/1. 20.32-40)

and the gods went down to enter the fighting, with purposes opposed.
Hera went to the assembled ships with Pallas Athena

and with Poseidon who embraces the earth, and with generous
Hermes, who within the heart is armed with astute thoughts.
Hephaestus went the way of these in the pride of his great strength
limping, and yet his shrunken legs moved lightly beneath him.

But Ares of the shining helm went over to the Trojans,

and with him Phoibos of the unshorn hair, and the lady of arrows
Artemis, and smiling Aphrodite, Leto, and Xanthos.

Both Athena and Ares deliver a war cry in their respective terrestrial locations:

..ave &' Abrivn

oTao' OTE PEV TUPA TAPPOV OPUKTTV TElYEOS €XTOG,

AAOT €T AKTAWV £PBoUTmY HOKPOV AUTEL.

ave &' Apng ETépwbev €pepvt) hatkam icog

0L ko' dxpotatng TOMog Tpweoot keleVwv, (11 20.48-52)

...and Athena bellowed
standing now beside the ditch dug at the wall's outside
and now again at the thundering sea's edge gave out her great cry,
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while on the other side Ares in the likeness of a dark stormcloud
bellowed, now from the peak of the citadel urging the Trojans

Then Zeus, Poseidon, and Hades reciprocate, symbolizing the comprehensive scope of

the impending battle in all four corners of the universe:

dewov 3' EBpdvinoe matrp Avepiv 1e Be@v Te
vydbev: avTap Evepbe TTooedamv étivate
YOOV ATEPECINV OPEDV T' AUTEWVA KAPTVCL.
Tavteg &' €0oelovto mOdeg ToAvmidaxog Téng
kol kopvoai, Tpwwv e TOMG Kol vijeg Axai@v.
£d0e10ev &' Umévepbev avof évépmv Aidmvelg,
deloog &' éx Bpovov &to kai laye, (I1. 20.56-62)

From high above the father of gods and men made thunder
terribly, while Poseidon from deep under them shuddered

all the illimitable earth, the sheer heads of the mountains.

And all the feet of Ida with her many waters were shaken

and all her crests, and the city of Troy, the ships of the Achaians.
Aidoneus, lord of the dead below, was in terror

and sprang from his throne and screamed aloud,

Then in lines 66-74 we realize that the gods are not merely intervening in human affairs,
as Zeus’ laissez-faire attitude in lines 24-5 encourages,'® but actually engaging in
warfare against each other:

10660¢ Apo. KTUTOG WpTo Bev Epidt Euvidvimv.

fyrot pev yap évavra IToseldawvog dvaxtog

iotot’ Ao oy Poifog Exwv ix mTepdevTa,

avta 8' Evvoiioto Bea yhovkwmig Abrivn:

“Hpn) 8' avtéotn xpvonidikotog keladewr)

Aptepug loyéopa kaotyvrtn £kAToo:

Antol §' avtéom odxog éploiviog ‘Eppurng,

avta &' ap' Healotowo péyag motapog fabudivig,

Ov Zavoov kohéovot Beol, avdpeg 8¢ Txapavdpov. (II. 20.66-74)

such was the crash that sounded as the gods came driving together
in wrath. For now over against the lord Poseidon
Phoibos Apollo took his stand with his feathered arrows,

' Cf. 1L 20.24-5.
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and against Enyalios the goddess grey-eyed Athena.

Against Hera stood the lady of clamour, of the golden distaff,

of the showering arrows, Artemis, sister of the far striker.

Opposite Leto stood the strong one, generous Hermes,

and against Hephaestus stood the great deep-eddying river

who is called Xanthos by the gods, but by mortals Skamandros.
Thus, the intercutting in this scene does not merely reflect human intercutting, as in the
battle over Patroclus’ corpse, but constitutes a first-order implementation of the device in
its own right, linking mortal and immortal movement within Iliadic story space. In the
next two chapters we encounter yet another way in which Homer links mortal and

immortal characters: through their shared perception, of both visible and imaginary

spaces.
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Chapter 4: Meta-Audience

Decomposition Intercutting [Meta-Audience] Vignette
l 1 1 1 1
2
3 2 2 v
3 2 2

“Experienced as it is by the human characters...and, at the same time, looked upon by the gods, the action
of the [Homeric] poems is scrutinized in its depths. Light is projected upon it from many angles.” (Vivante,
1970: 32)

Meta-audience consists of characters watching other characters.'®® Homer establishes
four main locations within it—two aerial, two terrestrial—as permanent spectatorial
venues. The aerial meta-theaters consist of Olympus, abode of the gods, and Mount Ida,
to which the gods frequently descend for an intimate view of the mortal action. The
Olympian gods peruse the Trojan plain so often, in fact, that Michael Silk considers their
reactions to human events to be their sole narrative function.'®’ Indeed, in one scene the
narrator emphasizes the absence of all except one minor deity to witness the battle
between Greeks and Trojans from Olympus, as though to imply that they are otherwise

always present:

oin Yap Qo Be@Vv TAPETVUYXAVE HAPVOUEVOLGLY,

ol &' adAhot o0 o@iv Tapeoav Beol, A Ekniot

oQOloY €vi peydpoiot kabeiato, Myt EKASTQW

dcopato, kKol TéTukTo KoTd mTUYKeg OvAvuro. (11 11.74-77)

[Hate] alone of all the immortals attended this action

but the other immortals were not there, but sat quietly

remote and apart in their palaces, where for each one of them

a house had been built in splendour along the folds of Olympus.

16 Cf. Edwards (1987: 84); Edmunds (1996: 3).
7 1987: 80.
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Despite their frequent focus on mortal activity, however, the attention of the gods is by
no means monopolized by it. Occasionally they even watch each other, as when Hera

directs her gaze at Poseidon and Zeus on two separate stages:

“Hpn &' eioeide ypuodBpovog 0pdaiuoiot

otac' €€ OVAOuToW Ano Plov: avtixa &' Eyvem

TOV (EV TOVDOVT LAYNY AV KUSLAVELPOY
avtokoolyvnTov kot daépa, yaipe 8¢ Bupw:

Znva &' ér' dikpotATng KopueTg ToAvTdakog “Idng

(%4

Tjuevov eloeide, oTuyepOg &€ ol Emieto Bupe. (/1. 14.153-58)

Now Hera, she of the golden throne, standing on Olympus'
horn, looked out with her eyes, and saw at once how Poseidon,
who was her very brother and her lord's brother, was bustling
about the battle where men win glory, and her heart was happy.
Then she saw Zeus, sitting along the loftiest summit

on Ida of the springs, and in her eyes he was hateful.

The gods also play a crucial dramatic role in their own right.'®® Frequently they act on
their own volition, even take part in the fighting themselves, as when Zeus watches a

battle between several Olympians in Book 21:

év 8' dhhowor Beolow Epig Téoe BePfprbvia

apyorén, dixa 3¢ oo évi ppect Bopog anrto:

oLv §' Enecov peydhw matdyw, Ppaye 6' evpela xBwv,
ApeL 8¢ sakmyEev péyog ovpavag. Aie 6& Zgvg

fjuevog OVAVUM: Eyéhaooe 8€ ol pilov fTop

yMBocvvr), 68" Opato Beovg Epidt Euvidvrag. (I 21.385-90)

But upon the other gods descended the wearisome burden

of hatred, and the wind of their fury blew from division,

and they collided with a grand crash, the broad earth echoing

and the huge sky sounded as with trumpets. Zeus heard it

from where he sat on Olympus, and was amused in his deep heart
for pleasure, as he watched the gods' collision in conflict.

The most common activity of the gods, however, is to watch the mortal drama and

to descend either to Ida or the Trojan plain or to ascend to Olympus from the Trojan

18 Cf. Redfield (1975: 229).
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plain. Excursions to and from Olympus are frequent and often elaborately described.'®®

On the other hand, sometimes the action shifts there without prior notice and takes the
audience by surprise, as in the following scenario described by Richardson:

When Achilles is chasing Hector around the citadel before the inevitable duel, we
are joined as spectators not only by the Greek army and the Trojan populace, but
also by the gods...(/l. 22.165-70)...We suddenly find ourselves on Olympus,
though after a fashion we have been viewing the chase from there as long as the
gods have.'”

This technique is especially effective when the transition occurs in mid-verse rather than
in initial or final position, accentuating its unexpected quality, as in the sudden cut from

the Trojan plain to Olympus in line 4 of Book 15:

aUTAP ENEl Bk Te OKOAOTIOG KL TAQPOV EPnoav
pevyovteg, modlol 8¢ dapev Aavawv UTo xepoiv,

ol puév 1) map' OxecPv EpnTvovVTIo PéVovTeg

yhopoi Urai deiovg mepofnévor: Eypeto 8¢ Zevg

"18ng év kopvei)otL TapX ypvcobpovov “Hpng,

ot &' &p' avaitag, (de 8¢ Tpawog kal Axatog

T0UG PEV OpVopEVOLG, ToUG 8¢ Khovéovtag Omobev
Apyelovg, peta 8¢ oot [ooewawva avaxta: (1. 15.1-8)

But after they had crossed back over the ditch and the sharp stakes

in flight, and many had gone down under the hands of the Danaans,
they checked about once more and stood their ground by the chariots,
green for fear and terrified. But now Zeus wakened

by Hera of the gold throne on the high places of Ida,

and stood suddenly upright, and saw the Achaians and Trojans,

these driven to flight, the others harrying them in confusion,

these last Argives, and saw among them the lord Poseidon.

Sudden shifts to a given meta-theater often bring us back quickly to the point of origin, as

when Zeus considers a course of revenge for the death of Sarpedon:

&g &pa. Toi mEPL veKPOV Opileov, 00SE mote Zelg
Tpéyev amod Kpatept)g LOPIVIG OGOE PUEV,

1 Cf. Chapter 2, above.
791990: 112.
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A xaT aUTOUG alév Opa kat paleto Bupd,
oA LA appl eéve Tatporhov peppunpilmv, (11 16.644-47)

So they swarmed over the dead man, nor did Zeus ever

turn the glaring of his eyes from the strong encounter,

but kept gazing forever upon them, in spirit reflective,

and pondered hard over many ways for the death of Patroclus;

After this brief meditation in Olympus the action returns to the Trojan plain, where Zeus’
plan to avenge his son begins to materialize. Sometimes, however, the action lingers in
the new location and initiates a scene between two or more Olympians, as when Zeus

addresses Athena following what seems to be a routine jaunt to Olympus:

@G £€paTto KAQLOV, ETL 8¢ OTEVAYOVTO YEPOVTEC,

UVNCALEVOL T EKAOTOG EVL LEYAPOLGY EXEUTE:

popopévoug 8' dpa ToUg ve 1dwv érénoe Kpoviov,

alya &' Adnvainy érca nrepdevta Tpoonvda: (I1. 19.338-41)

So he spoke, mourning, and the elders lamented around him
remembering each those he had left behind in his own halls.

The son of Kronos took pity on them as he watched them mourning
and immediately spoke in winged words to Athena:

In either case, these frequent excursions to Olympus accentuate its offstage status,
inducing the impression that at any moment we might be transported there, its divine
inhabitants waiting in the wings, akin to what cinematographer Bill Butler achieves in the
movie “Jaws”:'"!
We kept the camera at water-level whenever we could. And it isn't something that
you will see immediately, but after awhile you begin to feel that that shark was
maybe just under that water. And by keeping the camera down close to that water,
we built into the picture a kind of atmosphere or feeling that we wouldn't have
gotten any other way.

This technique applies as well to Ida, as when Zeus wakes up after Hera seduces him in

15.1-8, as well as between Ida and Olympus, as when Zeus catches Hera and Athena

'12000.
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preparing to descend to the Trojan plain to help the Greeks in 8.397. Olympus and Ida,
however, are not the only permanent meta-theaters in the /liad (not the only sharks in the
sea, so to speak), and the action does not shift to these locations frequently enough to
generate such anticipatory anxiety automatically. Therefore, as a subtle reminder of their
imminent presence, characters frequently refer to the gods in their capacity as meta-

spectators:

vOv &' €uéBev EVveg wxa: Aog 8¢ tot ayyehdg i,
0g oel &vevbev v péya kr)deton 1)d' Eeaiper. (1. 2.26-27)

Listen quickly to what I say, since I am a messenger
of Zeus, who far away cares much for you and is pitiful.

or the narrator reports that a character’s prayer is acknowledged
¢ €pat' eLYOUEVOG, ToU &' Exdve Doifog Andihwv, (11 1.43)
So he spoke in prayer, and Phoibos Apollo heard him,
or disregarded
¢ Epoat', oUd' Apa Tw ol eémexpaiave Kpoviov, (I1. 2.419)
He spoke, but none of this would the son of Kronos accomplish,
by a given deity, thereby evoking Olympus without a full-scale change of scene.
Although not alone in the role of meta-spectator, Zeus determines the meta-
theatrical agenda of the /liad more than any other deity.'”” In the following analysis of
Books 8 and 9—where his influence, and that of Olympus, is both most and least felt,
respectively—we see how his absence or presence can influence the nature and course of

the mortal action. We begin in Olympus, at the beginning of Book 8. Zeus convokes a

172 Cf. Silk (1987: 80).
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meeting with the other deities (8.1-4). He instructs them to stay out of the war, and

travels to Ida to assume his usual function as meta-spectator:

Ténv &' (kavev Torvridaka untépa Onpav

Tapyapov, &vBc 8¢ ol tépevog Bopdg te Burjew.

év' inmovg €otnoe matnp AvEpv Te BV 1€

AVoag €€ oxémv, kot &' 1)épa mOVADV Exguev.

avT0g ' &v kopuen ot kaBéleTo kVOET yalmv

gloopowv Tpwwv te Ty kal vijag Axowwv. (I1. 8.47-52)

He came to Ida with all her springs, the mother of wild beasts,

to Gargaron, where was his holy ground and his smoking altar.

There the father of gods and of mortals halted his horses,

and slipped them from their harness, and drifted close mist about them,
and himself rejoicing in the pride of his strength sat down on the mountain
looking out over the city of Troy and the ships of the Achaians.

The dramatis personae enter the Trojan plain, beginning with the Greeks at stage-left

ot &' &pa deimvov ELovto KApT KopdwvIEG Ayotol
otppa katx KiMoiog, dmo 8" avtov Bwpriccovro. (I 8.53-54)

Now the flowing-haired Achaians had taken their dinner
lightly among their shelters, and they put on their armour thereafter;

and the Trojans at stage right:

Tpeg &' a8 ETépwbev ava mtoMv wnhilovto

TOVPOTEPOL: PEUAGAY S KAl g DOUIVL Hdyecat

XPEOL AvoyKair), TPO T TADMV KAl TPO YOVOLKGWV.

nacal ' wiyvuvto O, €x &' Eéoovto Aade,

nelot ' inmnég Te: ToALG &' Opvpaydog Opwpet. (11 8.55-59)

and on the other side, in the city, the Trojans took up

their armour, fewer men, yet minded to stand the encounter

even so, caught in necessity, for their wives and their children.

And all the gates were made open, and the fighting men swept through them,
the foot ranks and the horsemen, and the sound grew huge of their onset.

Finally, both Greeks and Trojans converge onto center stage:

ol &' Ote 81 ' ¢ ywpov Eva Euvidvteg tkovto
oOv Q' €Balov Pwovg, oLy &' Eyyea kal péve' avdpav
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YAAKEOBWPTIKOV: ATAP ACTIdEG OUPOAOEGTOL
Eminvt’ AAAATOL, TOALG &' OpLuaydOg OpwpEL.
&vBa &' &' olpwyr) T Kot eUYmAN) TéAeY Avdpav (I1. 8.60-5)

Now as these advancing came to one place and encountered,

they dashed their shields together and their spears, and the strength of

armoured men in bronze, and the shields massive in the middle

clashed against each other, and the sound grew huge of the fighting.

There the screaming and the shouts of triumph rose up together

of men killing and men killed, and the ground ran blood.

Rather than delve into the meta-performance proper, however, the scene shifts
immediately back to Ida, where Zeus, upon determining that the Trojans will get the
better of the Greeks, flashes his thunderbolt above the mortal stage, providing a first-

order spectacle for the Greeks and a third-order spectacle for the audience through the

eyes of the Greeks as seen through the eyes of Zeus:

avtog &' €€ Idng peydd' éxtume, daduevov ¢
Nke oéhag petor Aaov Ayarwv: ot 8¢ 18vteg
Bappnoav, kot Taviog LTO YAwpov 8éog eikev. (1. 8.75-77)

and he himself crashed a great stroke from Ida, and a kindling

flash shot over the people of the Achaians; seeing it

they were stunned, and pale terror took hold of all of them.
Thus, both the Greeks, on the one hand, and Zeus, on the other, become meta-spectacle
and meta-spectator simultaneously.173 Then the mortal spectacle resumes, until the
Greeks threaten to bypass Zeus’ pro-Trojan agenda, resulting in another shift to Ida,
where Zeus looks down onto the battlefield and again flashes his thunderbolt. This time

his appearance is more explicitly acknowledged by the Greeks, in Nestor’s address to

Diomedes:

Todeidn dye d' aUte OPOVY' €xe HovVYAS (TTOVG.
1 0L Yvawokelg O tot €k Alog oV, Emet’ dhkr); (11 8.139-40)

' Cf. Wood (1987: 28, 38).
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'Son of Tydeus, steer now to flight your single-foot horses.
Can you not see that the power of Zeus no longer is with you?

Yet the scene shifts again to the Trojan plain, where Hector acknowledges Zeus’
favoritism and encourages the Trojans to take advantage of it. We expect a return to Ida,
in conformity to the pattern that seems to be emerging in Book 8. Yet after Hector’s
boastful speech in lines 173-83, the action shifts, not to Zeus on Ida, but rather to Hera on
Olympus:

¢ €pat evyopevog, vepéonoe 6¢ mdtvio “Hpn,
ceioato &' eivi Opovw, ELéMEe 8¢ paxpov Olvurov, (1. 8.198-99)

So he spoke, boasting, and the lady Hera was angry,
and started upon her throne, and tall Olympus was shaken,

Thus, three concurrent meta-theaters are established: Olympus and Ida with their
view of the Trojan plain, and the Trojan plain with its view of Zeus’ pyrotechnics, sema
of divine intervention.'” What begins as a simple meta-theater in line 52 expands into a
three-tier dramatic complex, facilitating immortal spectatorship from and travel between
Olympus and Ida, while the mortal action transpires upon the Trojan plain along the
horizontal continuum between the Greek camp and Troy. Such spatial polyphony
displays a resourcefulness denied even to cinema, whose horizontal viewing area
precludes symmetrical correspondence between its x and y axes. That is not to say,
however, that this handicap is inherent to the cinematic medium. On the contrary,
Eisenstein insists that if the horizontal movie-screen were to be replaced by a square one,
cinema could conceivably do justice to the complementary forces of horizontal and

vertical action:'”

" While acknowledging that “such omnipresence” is denied to theater, Miinsterberg (1970: 44) considers
it to be an exclusively cinematic technique.
131970a: 49. Cf. Stansbury-O'Donnell (1999: 156).

88

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



...for thirty years we have been content to see excluded 50 per cent of composition
possibilities, in consequence of the horizontal shape of the frame. By the word
“excluded” I refer to all the possibilities of vertical, upright composition. .. that
loathsome upper part of the frame...has bent and bound us to a passive
horizontalism...
This is, in fact, precisely the balance achieved by Homer. Rather than focus primarily
upon horizontal action, as in the Odyssey, the constant presence of Zeus as meta-spectator
and of Olympus and Ida as meta-theaters enriches the spatial dimension of the Iliad and
prevents receptive complacency. At any given point the action might shift left, right,
above, or below, each location within eyeshot of the others, susceptible to abrupt or
gradual transitions between them. In line 350 of Book 8, for example, after 138 lines of
battle that result in a Greek rout, Hera and Athena decide to descend to the Trojan plain
and to help the Greeks, despite Zeus’ prohibition against divine intervention at the
beginning of the book. This initiates a meta-narrative between Zeus, Hera, and Athena
that transpires on the vertical dimension of story space in counterpoint to the main action

on the Trojan plain. As the goddesses descend from Olympus the scene shifts to Ida

through the meta-spectatorship of Zeus,

) 0 8t avtdwv kevipnvekéag Exov inmovg.
Zelg 8¢ matnyp "IdnBev et e ywoat &p' atvag, (1. 8.396-97)

Through the way between they held the speed of their goaded horses.
But Zeus father, watching from Ida, was angered terribly

who sends Iris to Olympus to prevent them from continuing their journey:
¢ €pat', pto 8¢ TIpig dgdhomog dyyeréovoa,
BN 8¢ kat' Tdaimv Opémv &g paxpov Olvpmov.

TP oW §¢ TUAN oL ToAVRTUYXO0V OVA OO
avropévn xatépuke, AOg 8¢ o' Evverne pvbov: (1. 8.409-12)
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He spoke, and Iris, storm-footed, rose with his message

and took her way from the peaks of Ida to tall Olympus,

and at the utmost gates of many-folded Olympus

met and stayed them, and spoke the word that Zeus had given her:
Hera and Athena obey Zeus’ orders and he returns to Olympus, where he threatens them
and warns them to honor his authority. Hera feebly objects, resulting in an even greater
expression of Zeus’ absolute power. The scene ends with Hera’s pregnant silence and the

conclusion of this divine meta-narrative through ring composition: a curtain-call of Greek

and Trojan dramatis personae arranged symmetrically upon the Trojan stage:

WS PATO, TOV &' 0V T Ipoo £en Asvkwhevog “Hpn,.

év &' €nec’ Oxeave hapmpov gdog ngioto

Ehcov vikto pélovay Enl (eidwpov dpovpay.

Tpoociv pév @' déxovowv €dv paog, avTap AXA0ig
aomocin tpilMiotog Emjivde vUE épefevvy. (1. 8.484-88)

So he spoke, and Hera of the white arms gave him no answer.

And now the shining light of the sun was dipped in the Ocean

trailing black night across the grain-giving land. For the Trojans

the daylight sank against their will, but for the Achaians

sweet and thrice-supplicated was the coming on of the dark night.

Thus, Homer uses meta-audience to frame lines 1-488 of Book 8, encompassing
the action within two Olympian episodes. Once, however, the Trojans assemble near the
Greek ships and Hector delivers a speech urging them to cease fighting until the next day

and to pay tribute to the gods, the atmosphere grows ominous, lacking the sense of divine

presence permeating the previous scenes, as though the Olympians have left the stage:

épdov ' abavatoot tehnéocag Exatoppog

kviony &' ¢k medlov dvepor Pépov oVPavOV ElCw.
nodelav: TG &' oV T Beol paxopeg datéovo,

oLd' €Behov: naka ydp oo amrjxdeto Thiog ipn)

xat [ptopog kat Aadg édppeiio [Mpiaporo (11 8.548-52)

They accomplished likewise full sacrifices before the immortals,

and the winds wafted the savour aloft from the plain to the heavens
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in its fragrance; and yet the blessed gods took no part of it.
They would not; so hateful to them was sacred Ilion,
and Priam, and the city of Priam of the strong ash spear.

In his speech to the Greeks at the beginning of Book 9, Agamemnon chastizes Zeus as

though he is no longer within earshot:

@ @hot Apysiov 1)yrTopeg 116€ pédovreg

Zevg pe péya Kpovidng dr) évédnoe Papein)

oy €ThMO0G, OC TPLV [éV 1ot UTEGYETO KAl KATEVEVGEV

Thov éxknépoavt' gvteiyeov anovéesbat,

VOV 8¢ kakT)v dmatny Bovievoato, kol pe kelevet

dvokhéa Apyog ikéoBar, énel ToALV wheoa Aaov. (Il 9.17-22)

'Friends, who are leaders of the Argives and keep their counsel:
Zeus son of Kronos has caught me badly in bitter futility.

He is hard: who before this time promised me and consented
that I might sack strong-walled Ilion and sail homeward.

Now he has devised a vile deception and bids me go back

to Argos in dishonour having lost many of my people.

Diomedes and Nestor urge the Greeks to stay the course rather than to desert the war as
Agamemnon advises, and Nestor urges Agamemnon to petition Achilles to reenter the

fray, evoking Zeus in a reverential light:

A1peidn x0do1e AvaE Avdpv Aydpepvov

év ool pév Ao, oéo &' dp&opo, obveko TOAAWY

My oot ava kal tol ZeUg Eyyuvahée

oxnrIpov T NéE Bémotag, tva oot Bovretmacba. (/1. 9.96-99)

'Son of Atreus, most lordly and king of men, Agamemnon,

with you I will end, with you I will make my beginning, since you
are lord over many people, and Zeus has given into your hand

the sceptre and rights of judgment, to be king over the people.

Agamemnon reiterates Nestor’s sentiment, evoking Zeus with a similar degree of

subtlety:
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A0CAUNY, o0 avTOg AvalvopaL. AVl Vb TOAAOV
oo €oty avp Ov e Zebg kTpt P1ANoT),
WG VOV T0UTOV €T10€, ddpacoe 8¢ Aaov Ayorwv. (/1. 9.116-18)

I was mad, I myself will not deny it. Worth many

fighters is that man whom Zeus in his heart loves, as now

he has honoured this man and beaten down the Achaian people.
This sets the stage for a reappearance of Zeus, to sanction the present turn of events and
to reaffirm his essential function as dramatic chaperon. To initiate this reaffirmation of

divine guidance, Nestor concludes his elaborate plans for an embassy to Achilles with the

intention to win Zeus’ support:

pépte 8¢& xepoiv Ddmp, svenuncal te kéheohe,
Gopa At Kpovidn) dpnodpued', ai «' ékerjon). (1. 9.171-72)

Bring also water for their hands, and bid them keep words of good omen,
so we may pray to Zeus, son of Kronos, if he will have pity.'

In lines 174-76, the Greeks pour a libation to Zeus, leading us to expect either a favorable
or unfavorable response from him. He completely ignores it, however. In lines 182-84,
the Greeks pray to Poseidon for help in their mission as they travel along the shore to
Achilles’ shelter. He ignores their plea as well. Thus, despite the wealth of supplicatory
activity from the beginning of Book 9, the Olympians remain offstage and the terrestrial
action transpires within the same dramatic vacuum initiated at the end of Book 8. Indeed,
when the Greeks finally encounter Achilles, his subsequent refusal of their offer merely
confirms their spiritual alienation, contrasting markedly with the numinosity of the
previous book.

In addition to the gods, mortals also frequently serve as meta-spectators in the

8

. . . . 176 -
lliad. They focalize, for instance, emotions such as amazement, 8oy, courage,'” and

176 Cf. 3.342.
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fear.'” Sometimes, on the other hand, two characters or groups of characters react
differently to a given meta-spectacle. For example, Greeks and Trojans register joy and

fear, respectively, when Ajax appears on the battlefield:

T0v 0¢ kol Apyeiol péy' éynbeov eicopOmvre,
Tpwag 8¢ Tpouog aivog UnrAvbe yvia ékaotov, (/1. 7.214-15)

And the Argives looking upon him were made glad, while the Trojans
were taken every man in the knees with trembling and terror,

Agamemnon and Menelaos both panic when they witness Menelaos” wound in Book 4,

yet Menelaos revises his response to it once he discovers its relatively benign status:

olynoev &' dp' Enerta dvaé avdpav Ayapépvov

wg eidev pélav aipa katappéov é§ wTeAnG:

Qlynoev 8¢ kol avTOg dpnipthog Mevéhaog.

@G ¢ (dev veLPOV Te Kal OYKOVG EKTOG EOVTOG
Ayoppdv ot Bupog évi otibecoy ayépbn. (11 4.148-52)

Agamemnon the lord of men was taken with shuddering

fear as he saw how from the cut the dark blood trickled downward,

and Menelaos the warlike himself shuddered in terror;

but when he saw the binding strings and the hooked barbs outside

the wound, his spirit was gathered again back into him.

[liadic mortals also form meta-audiences to witness significant events such as the
funeral games of Patroclus in Book 23 and Achilles' pursuit of Hector in Book 22, which
Homer compares explicitly to an athletic contest, only, as Jasper Griffin puts it, “...the

gods were among the audience, and the stake was the life of Hector.”'* The meta-

theatrical element is essential to this scene, as the following passage makes clear,

ol 8¢ mupax oxomir)v Kol Epveov Tvepdevia
Te(e0G aLev Umek kat apagitov éooeovto, (Il 22.145-46)

"7 Cf. 7.307.
I8 Cf. 14.441.
17 Cf. 15.280.
"% 1978: 14.
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They raced along by the watching point and the windy fig tree
always away from under the wall and along the wagon-way

emphasizing the presence of meta-spectators and a sufficient distance between meta-
spectacle and wall (Unéx) to accommodate meta-theatrical activity. The first meta-
audience mentioned is the gods—all of them:

s T Tpig [Tprdpotlo oI wépr StvnbryTnVv
Kaprohiporol modeoot: Beol &' &g mavteg Opwvto: (Il 22.165-66)

so these two swept whirling about the city of Priam
in the speed of their feet, while all the gods were looking upon them.

The scene remains in Olympus, where Zeus, in a rare display of aporia, canvasses the
other gods about what course of action to take and allows Athena to descend to the
Trojan plain to assist Achilles against Hector. Before she arrives, the mortal meta-
audience is introduced indirectly,'®! consistent with Homer’s general tendency to present
spatial information in the course of the action rather than in descriptive blocks that

. 1
staunch the narrative flow:'®?

haoiow &' avéveve kaprjott dlog Aydlevs,
oUd' €o Lépevar ént “Extopt mxpd Bérepva,
ur) Tig k0dog &porto Parcdv, O 8¢ devtepog EMBot. (11. 22.205-07)

But brilliant Achilles kept shaking his head at his own people

and would not let them throw their bitter projectiles at Hector

for fear the thrower might win the glory, and himself come second.
This subtle detail suffices to give us the sense of watching the proceedings as meta-
audience rather than primary audience, thus imbuing the scene with a correspondingly

greater degree of emotional involvement. No sudden close-ups of specific meta-

spectators is necessary to sustain this illusion, which has been achieved in a manner

'®! They are not explicitly said to watch until line 370, after Hector has been killed.

182 Cf. Leach (1988: 32).
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impossible to duplicate cinematically.'®® Ebert addresses this issue in his review of the
movie “Troy™:

As for the Greek cities themselves, a cliche from the old Hollywood epics has
remained intact. This is the convention that whenever a battle of great drama takes
place, all the important characters have box seats for it. When Achilles battles
Hector before the walls of Troy, for example, Priam and his family have a sort of
viewing stand right at the front of the palace, and we get the usual crowd reaction
shots, some of them awkward closeups of actresses told to look grieved.'®

In contrast with its prominent meta-theatrical function in the Iliad, Olympus is
more often referred to than travelled to in the Odyssey. This reflects the terrestrial
orientation of Odyssean action, focused more on Odysseus’ linear trajectory toward
Ithaka and his relationship with Athena than on the contrast between human and divine
forces or the establishment of Olympus as a parallel dramatic theater. Homer stresses the
open-endedness of Odyssean story space and its corresponding lack of /liad-like
constriction through frequent reference to the expansiveness of the sea'®” and its
imperviousness to nautical swiftness;186 of the land,187 its manifold regions,]88 and the

189

vast distances between them; ° of kAe/o@, with its awesome horizontal'*® and vertical'”!

scope, and yet to the transcension of scenographic anarchy through courage,'”

1,196 97

friendship,'” culture,'* patriotism,'®® the gods’ wil and the power of supplication,’

'8 If, for example, voice-over narration were provided to convey to the audience Achilles’ motive for
shaking his head, the audience would no longer be watching the scene through the eyes of the meta-
spectators but rather of the primary narrator, whose perspective this observation would represent.
*42004.

' Cf. 0d. 3.321-22.

6 Cf. 0d. 4.708-09.

¥7Cf. Od. 4.602-03.

88 Cf. Od. 14.120.

" Cf. 0d. 4.757.

1%0°Cf. Od. 4.726.

I Cf. 0d. 9.20.

P2 Cf. 0d. 7.51-2.

" Cf. 0d. 9.16-18.

% Cf. 0d. 9.273-74.

" Cf. 0d. 9.34-6.
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affirming the inherent formidability of Odyssean distances through the necessity to
contain them within manageable limits. The exotic status of divine society in the Odyssey
is underscored by the following description of Olympus, which lacks the familiar ring of
comparable scenes in the /liad, despite the extensive action situated there at the beginning

of the previous book:

1 uev dp' dg eimovs’ améPn yrovkamig Abrivn

OVlopundve', 661 pact Bsv €60g doPaléc alel

éupevat. oUT AVENOLOL TIVAGGETAL OVTE 0T OUPPE

deveton oUTE yuwv EmmivaTal, A A’ aifpn

TENTATOL AVVEQPENOG, AeVKT) ' EmBESpopey aiyin: (Od. 6.41-45)

So the gray-eyed Athena spoke and went away from her

to Olympus, where the abode of the gods stands firm and unmoving

forever, they say, and is not shaken with winds nor spattered with rains,

nor does snow pile ever there, but the shining bright air

stretches cloudless away, and the white light glances upon it.
In conformity with the terrestrial emphasis of the Odyssey, Athena tends to appear at
ground level rather than in Olympus, functioning, not as a detached spectator, but as the
main benefactor of Odysseus, Telemachus, and Penelope. When Telemachus prays to
Athena in the following scene, for example, she is characteristically ready at hand to offer

him help:

g épat' evyxOpevog, oxed0bey 3¢ ol AABev Abrivn,
Mévtopt etdopévn Npev dépag 1)8¢€ kot avdnyy, (Od. 2.267-68)

So he spoke in prayer, and from nearby Athena came to him
likening herself to Mentor in voice and appearance.

This synergy between Athena and her mortal beneficiaries is symbolized by the display

of mortal/immortal synchronicity in the following passage:

1% Cf. 0d. 3.231.
7 Cf. Od. 6.310-12.
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WG dpa ewvricac' 1)yrjoato dia Bedmv

KopmoApog: 6 8' Emerta pet' iyvia Boive Beoto.

i&ov 8¢ omelog Yhapupov Be0g N8E kal dvrip,

Kol Q' O pev évha kabélet émi Opdvov Evbev avéotn
‘Eppeiag, viopen &' £tiBel mdpa macav E5mdny,

£o0ev koL wivew, ota Bpotol dvdpeg Edovowv: (Od. 5.192-97)

So she spoke, a shining goddess, and led the way swiftly,

and the man followed behind her walking in the god’s footsteps.
They made their way, the man and the god, to the hollow cavern,
and he seated himself upon the chair from which Hermes lately
had risen, while the nymph set all manner of food before him

to eat and drink, such things as mortal people feed upon.

The two primary terrestrial meta-theaters of the I/iad are the Greek camp and the
Trojan wall. In the following scene the Greek camp serves as an outpost for Agamemnon
to survey the current situation before he encounters Nestor to plan an ambush of the
Trojan camp. His view of Trojan territory, however, is not as comprehensive as that
enjoyed by the gods in Olympus or Ida. He can only deduce the activity of the Trojans
themselves through visual (12) and auditory (13) cues, while his access to the Greeks
(14) and Olympus (16) is unrestricted:

fTo1 67' &g mediov 10 Tpwikov abprioete,

Bovpalev Top& TOAA Ta Koieto TMoO Tpo

aUAQV cvpiyymv T évomnv Opadov T avepwnmy.

avTap OT' &g vi|Ag Te 1801 katl Aaov Axoiwv,

TOAMAG €K KEPAANG TPoBEADpVOVG ENKETO YuiTOg

VYoo’ édv Atl, péya 8’ €oteve kuddov knp. (17.10.11-16)

Now he would gaze across the plain to the Trojan camp, wondering

at the number of their fires that were burning in front of Ilion,

toward the high calls of their flutes and pipes, the murmur of people.
Now as he would look again to the ships and the Achaian

people, he would drag the hair by its roots from his head, looking
toward Zeus on high, and his proud heart was stricken with lamentation.
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Once Achilles returns to his camp after his near-fatal argument with Agamemnon in
Book 1, it becomes a meta-theater in its own right, providing an alternate view of the

action from Achilles’ ship,'*®

10V 8¢ Bwv évémoe modapxrg dlog AxAlelc:

eloTr)kel yap &nl mpopvh) peyakrjtei vt

eloopOwv TOVoV ALY LWKA Te dokpudesoov. (I1. 11.599-601)
Now swift-footed brilliant Achilles saw [Nestor] and watched him,
for [Achilles] was standing on the stern of his huge-hollowed vessel
looking out over the sheer war work and the sorrowful onrush.

or from his shelter,

1)T01 O puév omeicug Te kal eVEANEVOG Al TaTpl

ay iKoinv eloniBe, démag &' Amédnk' évi YA,

oth) 8¢ mapo1l' EMBwv KhMoing, £t &' 1)0ehe Bop

giodéew Tpwav kat Axarwv Orom aiviyv. (1. 16.253-56)

When Achilles had poured the wine and prayed to Zeus father

he went back into the shelter, stowed the cup in the chest, and came out

to stand in front of the door, with the desire in his heart still

to watch the grim encounter of Achaians and Trojans.
complementing the Greek camp proper the way Ida complements Olympus, providing an
alternative perspective on the military action. Likewise, the Trojan wall constitutes the
Trojan equivalent to Achilles’ shelter in its spatial relationship to Troy proper. On the
other hand, Troy, unlike the Greek camp (its scenographic antipode) does not itself offer
a view of the battlefield, and thus the Trojans are limited to the single perspective
provided by the Trojan wall. This meta-theatrical contrast between Greek and Trojan
armies emphasizes the vulnerability of the Greek ships and the relative security of the

city. It also provides the opportunity to dramatize the act of meta-spectatorship itself. For

example, Andromache’s distance from the main action is most clear in Book 22, when

'8 Cf. Kuntz (1993: 9).
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she eventually learns of Hector’s death. Hecuba mourns outside but Andromache does

not yet hear her:

Q¢ €pato KAalovs', droyog &' ol 1w T TérLGTO
“Extopog: oU ya&p ol Tig €trjTopog dyyerog EAOwV
Nyyeh' 8ttt 0 ot mOoIg ExTob pipve moddwv, (Il 22.437-39)

So she spoke in tears but the wife of Hector had not yet
heard: for no sure messenger had come to her and told her
how her husband had held his ground there outside the gates;

Her isolation is dramatized by the contrast between the emotional devastation outside and

her own calm demeanor inside:

oA 1] y' totdv Deave poyq d0pov ynioio

dimhaxa ToppLpény, &v 8¢ Bpova Towil' énacos.

KEKAETO &' APPUTOLOICY EDTAOKALOLG KATX SO

apel Topi oTnoo Tpimoda péyav, Oepo TEAOLTO

“Extopt Oeppdx Aoetpax pudiymg €x vootricavt

ynmin, ovd' évonoev O pv pdha Trhe AOETPOV

Xepolv AxiAAnog ddpace yrovkwmg A6rivn. (Ml 22.440-46)

but she was weaving a web in the inner room of the high house,
a red folding robe, and inworking elaborate figures.
She called out through the house to her lovely-haired handmaidens
to set a great cauldron over the fire, so that there would be
hot water for Hector's bath as he came back out of the fighting;
poor innocent, nor knew how, far from waters for bathing,
Pallas Athena had cut him down at the hands of Achilles.
Yet she suspects that something is not quite right once she hears the crying:
KOKLTOU &' Tjicovce kot olpwyrg dno moupyov: (1. 22.447)
She heard from the great bastion the noise of mourning and sorrow.
We cut suddenly to an object that falls from her hand to the ground,
Mg &' EAeAlyON yvio, xapol 8¢ ot Eknece kepkic: (1. 22.448)

Her limbs spun, and the shuttle dropped from her hand to the ground.
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9

a powerful visual technique'®® reminiscent of the opening scene from “Citizen Kane”:

DISSOLVE:

INT. KANE'S BEDROOM - FAINT DAWN - 1940

A snow scene. An incredible one. Big, impossible flakes of snow, a too
picturesque farmhouse and a snow man. The jingling of sleigh bells in the
musical score now makes an ironic reference to Indian Temple bells - the music
freezes -

KANE'S OLD OLD VOICE
Rosebud...

The camera pulls back, showing the whole scene to be contained in one of those
glass balls which are sold in novelty stores all over the world. A hand - Kane's
hand, which has been holding the ball, relaxes. The ball falls out of his hand
and bounds down two carpeted steps leading to the bed, the camera following.
The ball falls off the last step onto the marble floor where it breaks, the
fragments glittering in the first rays of the morning sun.

The suspense builds when Andromache calls her handmaidens and orders them to

accompany her to the Trojan wall to determine whether the noise, as she suspects, is a

sign of Hector’s slaying at the hands of Achilles. The intensity is increased by her

urgency as she bursts out of her house and approaches the wall:

W¢ Popévn HeYApoto S1€6ovTo pavAadt ion
maAhopévn kpadinv: dpa &' appimorot kiov avtr) (I 22.460-61)

So she spoke, and ran out of the house like a raving woman
with pulsing heart, and her two handmaidens went along with her.

Even when she arrives at the wall, however, her ignorance is dispelled only gradually, as

she searches (nantrjvac') for Hector,

aUTap Enel TOPYOV Te Kal avdpav iev Ophov
¢o momtvac' ént teixet... (/. 22.462-63)

But when she came to the bastion and where the men were gathered
she stopped, staring, on the wall...

until finally, at the end of line 463, she perceives him:

% Cf. Miinsterberg (1970: 48).
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..TOv &' évomoev (11 22.463)

...and she saw him
It is at this moment, after twenty-five lines in which Andromache gradually emerges from
the labyrinthine interiors of Troy, that she becomes a meta-spectator in her own right,
equipped with visual access to the action below, which constitutes both meta-spectacle to
her and second-order meta-spectacle to us, as we watch the sort of scene to which we are
normally granted direct access, but which gains dramatic force as we see it through

Andromache’s eyes:

Ehopevov TpOobev TOMOG: Toyéeg 8¢ v (ot
élcov dxndéotog kolhag mt vijag Ayowv. (11 22.464-65)

being dragged in front of the city, and the running horses
dragged him at random toward the hollow ships of the Achaians.

The narrator then shifts our attention from meta-spectacle to meta-spectator through an
extreme close-up of Andromache’s eyes themselves,

TV 8¢€ kat 0eBakucov épePevvr) vUE éxdhoyev, (11 22.466)

The darkness of night misted over the eyes of Andromache.
achieving a pathetic effect similar to when the Greeks witnessed their ships being overrun
by Trojans in Book 13:

Kl oewv &yog kota Bupov Eyiveto depropévolot
Tpdag, tol péya teiyog OmepkatéPrnoav Ophw.
T0UG ol ¥' elcopdmwvTeg LT 0PpLct daxpua AetBov: (1. 13.86-88)

discouragement of the heart came over them, as they watched
the Trojans, and how in a mass they had overswarmed the great wall.
As they saw them the tears dripped from their eyes.

While decomposition transports the audience into the action along the z axis of

the spatial continuum, and intercutting keeps them at bay as they watch the characters on
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the Trojan plain merge toward a common center, meta-audience transports them
instantaneously within the mind of a character and shows them the world through his or
her eyes. Thus, unlike the previous two devices, meta-audience dictates, not merely
active or passive reception on the part of the audience but rather an actual transformation,
however temporary, of their very identity. This complicates their relationship with both
the story and the discourse, indeed threatens to obliterate the boundaries between them,
as the transition between lines 87 and 88 of Book 13 makes especially clear, during
which the audience is suddenly thrust back into their role as real-world spectators
following three lines in which they look subjectively through the very eyes they now
perceive objectively at close-up range. In the final chapter we consider a device that, like
meta-audience, requires us to assume the vision of a given character, only in this case we

see, not through his or her eyes, but through his or her imagination.
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Chapter 5: Vignette

Decomposition Intercutting Meta-Audience Vignette
I 1 1 1 1
2
3 2 2 A4
3 2 2

“Throughout [the /liad] flashlike perspectives open up beyond the action.” (Vivante, 1995: 74)

The cinematic device vignette occurs when the action suddenly shifts to an area that was
previously offscreen.?”” Seymour Stern attributes vignette to D.W. Griffith,*! yet Griffith
himself acknowledges its literary provenience.”” Its theatrical counterpart, the offstage
excursion, functions somewhat similarly, providing information, actual or hypothetical,
in the present, past, or future, about a location distant from the central scene at hand.*®
The difference in media between cinema and theater, however, dictates the
correspondingly distinctive manner in which each art form executes offscreen and
offstage action, respectively. Excursions to the offstage in theater are left solely to the
imagination of the audience to visualize, relying upon language to refer to an invisible
scene parallel to the scene portrayed physically before them.** Excursions to the
offscreen in cinema, on the other hand, differ from their theatrical counterpart in the
immediacy they share with the main spectacle, presenting the offscreen action before the
eyes of the viewer rather than hypothetically through words. In epic, because words are
used as its exclusive medium rather than, as in theater, in competition with scenography,

excursions to distant regions are no less capable of enargeia than the main action they

200 of, Aumont et al. (1992: 12); Lessing (1984: 66).

211979 65-6.

22 Cf. Griffith (1925: 66); Miinsterberg (1970: 45).

23 Scolnicov (1987: 13-14),

24 Cf. Lieblein (1986: 120); Scolnicov (1987: 13); Longman (1987: 151).
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temporarily diverge from. Thus they function more like the offscreen of cinema than like
the offstage of theater, despite the identical verbal medium used in epic and theater.?”®
Therefore, the Elsewhere,?% the verbal equivalent to the offscreen region, constitutes, not
merely an invisible realm possessing exclusively referential existence, but rather a
dramatic arena in its own right, no less potentially vivid and contextualized than the main
action itself.

To get a clearer sense of what constitutes vignette, we should first consider certain
constructions which, while similar to it in one way or another, do not strictly speaking
qualify as legitimate excursions to the Elsewhere. A transition between two locations, for

example, can achieve an effect similar to vignette, as in Book 3 when the scene shifts

from Paris and Helen in the rarified atmosphere of Paris’ bedroom to the Trojan plain:

T PEV ap' &v TPNTOIot KateLvaohey Aeyéeooy,

Atpeldng &' av' Sphov €goita Onpl okwg

el mov écabprioelev ALéEavdpov Beoeidéa. (11 3.448-50)

So these two were laid in the carven bed. But Atreides

ranged like a wild beast up and down the host, to discover

whether he could find anywhere godlike Alexandros.
Because we do not return back to the original location, however, this transition does not
constitute an instance of vignette proper. In order to qualify as vignette, the scenographic
element must be concrete, situating the characters in a perceptual rather than merely
conceptual framework. Thus, when Diomedes kills Xanthos and Thoon in Book 5, the

description of their father’s future bereavement is less pathetic than if the scene were set

in a particular location to increase its dramatic verisimilitude:

295 Balutowa (1979: 114-15); Frazier (1999: 453).
2% Lyons (1991: 72).
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&vO' 6 ye ToUg évapile, pilov &' é€aivuto Bupov
AUPOTEPM, TATEPL BE YOOV Kal kr)dea Avypat

Aein', &énel oV {ovte pdyng ékvooTrijcavte

dé&ato: ynpwotal 8¢ dx krrjow datéovro. (/1. 5.155-58)

There he killed these two and took away the dear life from them
both, leaving to their father lamentation and sorrowful

affliction, since he was not to welcome them home from the fighting
alive still; and remoter kinsmen shared his possessions.

Furthermore, the mere fact that something is lying somewhere else does not convey the
same experience as the actual image of that object lying there, since it lacks the element
of enargeia indispensible to vignette.2”” For example, in Book 23 Achilles refers to a

corselet that he has Automedon retrieve from his shelter.

Avtihoy), el pév 81) pe keheveig oikobev diro

Evpniiw émdoivat, &yw 8¢ ke Kol 10 TEMECom.

dwow ol Bcopnka, TOV AcTEpOmaiov ATNUPOV

YAAKEOV, (O TEPL YEVUA PAEWOD KAGGITEPOLO
ApEdedivntat: Toréog 8¢ ol a&rog Eotan. (Il 23.558-62)

'Antilochos, if you would have me bring some other thing out of my dwelling
as special gift for Eumelos, then for your sake I will do it.

I will give him that corselet I stripped from Asteropaios;

it is bronze, but there is an overlay circled about it

in shining tin. It will be a gift that will mean much to him.'

It is not, however, until the corselet itself appears in line 565, when Automedon puts it in

Achilles’ hands, that we perceive it in situ:

7 00, kai AUTopéSovTL ik éxédevoey Etaipp
oloépeval KMoinbev: 0 &' (ryeto kol ol évelkev,
Evpniiw &' év yxepot tibei: 6 8¢ 6é&ato yalpwv. (M1 23.563-65)

He spoke, and told Automedon, his beloved companion,
to bring it out of the shelter, and he went away, and brought it back,
and put it in Eumelos' hands. And he accepted it joyfully

297 Cf. Suvin (1987: 313).

105

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Although oixo6ev is mentioned in line 558, the fact that the corselet is located in

Achilles’ shelter is not the same as seeing it located there, regardless of how thoroughly
detailed its description. For the focus of vignette is not merely on the object in question,
nor on its location, but rather on the symbiosis between the two. Thus, because we do not
perceive the corselet in a parallel location but rather in the same location as Achilles
himself, the passage does not constitute vignette but rather a close-up view of the object
in question which, until line 565, possesses a strictly conceptual provenience.

Vignette provides the audience with a temporary simile-like escape208 from the
closed story space of the lliad, varying the presentation of the narrative in much the way
that the diversification of focal distances achieves,>” only rather than alternating between
long shots and close-ups we alternate between the here-and-now, on the one hand, and
the there-and-now or the there-and-then, on the other. Homer shares with the playwright
the tendency to transcend the constrictive confines of closed story space. According to
Colin Duckworth, for example, the plays of Beckett exploit “the austerity of the stage
space,” drawing upon “the rich evocation of worlds elsewhere.”*'® And Michael
Issacharoff observes that the more constrictive the story space is, the more significant the
offstage region becomes, while a relatively open story space tends to marginalize the
offstage region or at best to relegate it to “a single described area.””!! Indeed, Homeric
space corroborates Issacharoff’s theory: whereas the closed story space of the lliad
inspires a great variety of Elsewhere activity,2 12 the open story space of the Odyssey

limits itself primarily to a single region of the Elsewhere (Ithaka) toward which the action

208 Cf. Bowra (1972: 60).

2 Minsterberg (1970: 41).

2191990: 131.

211 1981: 222,

212 This tendency is shared by tragedy, cf. Scolnikov (1987: 16-17).
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constantly gravitates. It is worth considering how Homer employs vignette in the Odyssey
in this overtly linear, plot-centered manner before turning to its Iliadic counterpart,
according to which each individual instance of the device exhibits a dramatic self-
sufficiency whose thematic coherence becomes clear only through synchronic analysis.
Near the beginning of the Odyssey, the whereabouts of Odysseus are established
in a conversation between Zeus and Athena, in which Athena expresses her concern for,

and reveals the location of, the Greek hero:

AAA& pot dpe' Odvom daippovt Saietan T)Top,

duepopw, Og o1 dnba eilwv &no TrpaTe TACYEL

viiow év aueputn), 801 T Opearog éott Bardoong.
vijoog devdprieoca, Bec &' v dwpata vaiet, (Od. 1.48-51)

But the heart in me is torn for the sake of wise Odysseus,
unhappy man, who still, far from his friends, is suffering

griefs, on the sea-washed island, the navel of all the waters,

a wooded island, and there a goddess has made her dwelling place

When Athena visits Telemachus to inform him about Odysseus, Telemachus expresses,

not merely uncertainty about his father’s whereabouts, but his belief that he is dead:

Eetve @i\, el kal pot vepeor|oeat OTTL Kev elnm;

ToUTOWOW pév TabTe pédel, Kibapig kol o,

Qel, énel AALOTplov Blotov vrjmowvov €dovaty,

Aavépog, oU 81) Tov AeVK' 0oTén TOBETAL OUPPY

Kelpev' €' Nmeipov, 1) etv dA xOpa KoAivdet. (Od. 1.158-62)
Dear stranger, would you be scandalized at what I say to you?
This is all they think of, the lyre and the singing. Easy

for them, since without penalty they eat up the substance

of a man whose white bones lie out in the rain and fester
somewhere on the mainland, or roll in the wash of the breakers.

At this point Telemachus establishes Ithaka as the central hub of the Odyssean

Elsewhere, despite the hypothetical state of his present knowledge:
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et kevov y' T0&imvde idoiato vootricavta,
TAVTES K' Apnoalat EAaepdtepot TOdaG eival
N APVEIOTEPOL YPLOOLO TE €00NTdG TE. (Od. 1.163-65)

If they were ever to see him coming back to Ithaka
all the prayer of them all would be to be lighter on their feet
instead of to be richer men for gold and clothing.

Then Athena, disguised as Mentes, informs Telemachus of the fact that his father is still

alive, already known to the audience through her conversation with Zeus:

o0 yap nw T€6vnkev €L yBovi 8log Odvooe,

GAN' €T ov (WOG KaTEPUKETAL EVPEL TOVTQ

VoW €v AuPpLTTn, xohemol 8¢ v Avdpeg Exovcty
A&ypiot, ol Tov KEWOV €puKavoms’ aékovra. (Od. 1.196-99)

For no death on the land has befallen the great Odysseus,

But somewhere, alive on the wide sea, he is held captive,

on a sea-washed island, and savage men have him in their keeping,
rough men, who somehow keep him back, though he is unwilling.

Thus, Odysseus’ existence becomes factual rather than hypothetical to Telemachus,
whose uncertainty now hinges exclusively upon his father’s location, the knowledge
about which Athena encourages him to ascertain, thereby establishing the central telos of
the Odyssey: the expulsion of the suitors from, and the subsequent resacralization of,

Odysseus’ palace:

@ mOmo1, 1) 61 ToALOV Amotyopévov Odvotjog

deUn, 6 Kev PvnoTnpo Avoldéct Xeipag @ein.

gl yap vOv EMBwv 86pov év mprtnol B0pTol

otain, éxov TAnka Kol donida kai d00 Sovpe,

1010¢ €V 01OV v €yw tax Tpwt' Evémoa

olKkQ &v MUeTépw TivovTA Te TEpTOUEVOV T, (Od. 1.253-58)
Oh, for shame. How great your need is now of the absent
Odysseus, who would lay his hands on these shameless suitors.
I wish he could come now to stand in the outer doorway

of his house, wearing a helmet and carrying shield and two spears,
the way he was the first time that ever I saw him
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in our own house, drinking his wine and taking his pleasure,

The fact that Telemachus is now aware of Odysseus’ existence, however, does not
mean that this knowledge automatically extends to the other characters as well. In fact,
once Telemachus partakes in privileged knowledge about Odysseus, the other mortals
continue to harbor the same illusions about Odysseus’ fate as Telemachus previously did.
Penelope, for example, remains ignorant of Odysseus’ existence until the dramatic

recognition scene in Book 23:

KAUTE, @hou TépL yap pot OAvpmiog diye' Edmkev

¢k macéwv, 60 pot OpoL Tpdeev N’ éyévovto:

1] Tplv pév ooty €000V Amwhesa Buporéovra,

TOVTOiN G APETHOL KEKAGUEVOV £V Aavaoioy,

EoOLOV, T0U KAéog VPV kab' EXMGSa xat péoov Apyog. (Od. 4.722-26)

Hear me, dear friends. The Olympian has given me sorrows

beyond all others who were born and brought up together

with me, for first I lost a husband with the heart of a lion

and who among the Danaans surpassed in all virtues,

and great, whose fame goes wide through Hellas and midmost Argos
This results in two parallel versions of the Elsewhere according to which Odysseus is
either dead or alive, depending upon the knowledge of the speaker at a given dramatic
juncture. The latter is expressed in two ways: by characters, beginning with Telemachus
and followed by those who subsequently recognize Odysseus, evoking Ithaka as the
future site of dramatic conflict and resolution, and by Odysseus himself, as in Book 5,

when he informs Calypso that despite her beauty he nevertheless longs for Penelope and

his Ithakan palace:

A Kol g E0€Rm kal E€Ndopan TjpaTa TAVTO
olkadé T ENBEpevar kal vooTov Tpap idécbat.
el &' ad Tig Quinot Becv évi otvom TOVTW,
TAT)oopoL €V otrfecoty Exmv TahanevBéa Bopdv:
NN yop pdio nOAL' Emabov kot TOIN' éudynca
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KOpAoL Koi TOAER@: peTa kal TOde Tolol yevéshm. (Od. 5.219-24)

But even so, what I want and all my days I pine for

is to go back to my house and see my day of homecoming.

And if some god batters me far out on the wine-blue water,

I will endure it, keeping a stubborn spirit inside me,

for already I have suffered much and done much hard work

on the waves and in the fighting. So let this adventure follow.

In either case, the Ithakan Elsewhere remains the primary focus of the Odyssey until the
action switches to Odysseus’ palace. As we shall now see, this plot-centered approach to
vignette in the Odyssey contrasts significantly from its Iliadic counterpart.

Each instance of vignette in the l/iad comprises a kind of mini-narrative, replete
with meta-narrator, meta-narratee, and meta-protagonist. Although the Elsewhere is
usually evoked by a character, the meta-narrator is sometimes identical with the primary
narrator, transporting the audience to various sites of the Elsewhere in his own voice. He
may, for instance, portray a fallen warrior’s wife, contrasting the intimacy of the

emotional bond between the two characters with the vast geographical distance between

them:

g 6 pév adh Tecwv Korjoato ydAkeov Umvov
OIKTPOG ATO PVNOTNG AXOYOV, XGTOIOY APT}YDV,
Kovpding, g oV T xdpw ide, morhax &' Edwxe: (M1 11.241-43)

So Iphidamas fell there and went into the brazen slumber,

unhappy, who came to help his own people, and left his young wife

a bride, and had known no delight from her yet, and given much for her.
The narrator by no means limits himself to the past, however, when he employs vignette
for pathetic effect. He may also exploit the present, as when Andromache is depicted in
her room, still impervious to the death of Hector in lines 437-42 of Book 22, or even the

future, as when Zeus weeps about, not what has happened or what is happening, but

rather about what is going to happen to his son Sarpedon:
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alpoToéooag 8¢ yiddag katéxsvey Epale
Tado IOV TV, TOV ol [Tatpoxhog éuelie
pBicew év Tpoin épiBatait Ao matpng. (1. 16.459-61)

He wept tears of blood that fell to the ground, for the sake

of his beloved son, whom now Patroclus was presently

to kill, by generous Troy and far from the land of his fathers.
This pathetic function of vignette is deployed extensively in Book 2 in the Catalogue of
Ships. Besides the evocation of Protesilaos’ wife in Phylake (699-702) and of the
unfortunate Philoktetes in Lemnos (721-25), two vignettes focus on Achilles and the
Myrmidons. The first occurs when Achilles’ ship is mentioned along with the others. It is

relatively abstract, emphasizing the reasons for Achilles’ current inactivity more than the

visualization of the scene itself:

KELTO Yap €V VI)EGOL TodApKMG dlog AxAAeg

KoUpng xwopevog Bpionidog vkopoto,

v €k AvpvnocoD é&eiheto TOAAX poyrioag

Avpynocov dmopbricag kat teiygo O1)png,

kad 8¢ MUvnt' €Badev xal Enictpogov éyxecipuwpovg,

viéog Evmvoto Zednmadao dvoxtog:

M6 O ye Xelt' dxfwv, taye &' dvorrjoecbar Epeddev. (1. 2.688-94)

since he, swift-footed brilliant Achilles, lay where the ships were,

angered over the girl of the lovely hair, Briseis,

whom after much hard work he had taken away from Lyrnessos

after he had sacked Lyrnessos and the walls of Thebe

and struck down Epistrophos and Mynes the furious spearmen,

children of Euenos, king, and son of Selepios.

For her sake he lay grieving now, but was soon to rise up.
In lines 721-25, however, when Achilles is mentioned again, in connection with Ajax as
the second greatest Greek warrior after himself, the narrator paints a more vivid picture

of the scene at Achilles’ camp, thereby dramatizing rather than merely describing its

almost idyllic isolation:
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AAN' O pév &v vrieoot kopwvict movtondpoiot

ket amounvicag Ayapépvovi Toévi Aadv

Atpeidn): Aaot 8¢ mopd Onypivi Bakdoong

dloxotov Tépmovto Kol atyavénow tévieg

10&015ilv 0': (ot 8¢ map' &ppacty olow Ekactog

AOTOV EpenTOpEVOL EAEOBPENTOV TE GéAvoV

€otacav: appota &' €0 TETVKOUCULEVA KETTO AVAKTOV

év KMoing: ol &' apyov dpniphov mobéoveg

poitwv évBa kal évBa kot otpatov ovd' Eudyovro. (Il 2.771-79)

But Achilles lay apart among his curved sea-wandering

vessels, raging at Agamemnon, the shepherd of the people,

Atreus' son; and his men beside the break of the sea-beach

amused themselves with discs and with light spears for throwing

and bows; and the horses, standing each beside his chariot,

champed their clover and the parsley that grows in wet places,

resting, while the chariots of their lords stood covered

in the shelters, and the men forlorn of their warlike leader

wandered here and there in the camp, and did no fighting.

The freedom of characters to transport the audience to the offstage region of the
lliad supplies them with a kind of meta-narrative power, reciprocating the audience’s
pseudo-diegetic function as meta-audience with their own pseudo-extradiegetic function
as meta-narrators. As such they possess the ability, alongside the narrator, to exert control
over the audience’s attention. This establishes them as formidable narrative agents in
their own right (no less conspicuously so than Odysseus in the Odyssey) and the
Elsewhere as a kind of spatial underground to which the audience is granted access
through the will, not of the narrator (as with excursions to Olympus), but rather of the
characters themselves. In their capacity as meta-narrators the characters who engage in
vignette reveal a semantic dimension of the /liad otherwise inaccessible to the audience, a
sphere of meaning both complementary to yet independent from the main action.

Some excursions to the Elsewhere provide imaginary access to nostalgic venues.

In Book 1, for example, Agamemnon evokes his home in Argos to illustrate, with great
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rhetorical persuasiveness, the future that awaits Briseis after the war as a result of

Achilles’ insistence that he relinquish Chryseis:
MV 3" £yw o Aow: mpiv mv kai yRpag énetoty
Nuetépw évi olkw &v Apyel TNAOO TATPNG
(6TOV émoryopévny kot Epov Aéyog avtidmeoav: (1. 1.29-31)
The girl I will not give back; sooner will old age come upon her

in my own house, in Argos, far from her own land, going
up and down by the loom and being in my bed as my companion.

In response to Agamemnon, Achilles paints an even more vivid picture of his own

homeland to justify his imminent desertion of the war:

oV yap éyw Tpwwv évex' AvbBov alyuntaeov

deVPO HOYNOOUEVOG, ETEL OV TH oL alTIOL EloV:

oV yap 1) motT' pag Poig fjAacav ovdE pev inmovg,

o3¢ moT' &v DBin épifrart BoTuaveipn)

KopTOV EONAT|oavT', Emel 7) PaAa TOAAKX petadv

oUped Te oK10evTa. BAXhaood T€ T)yrjecou:

A ool @ péy' avondég ap' Eomdped’ depa ob xaipng, (I 1.152-58)

I for my part did not come here for the sake of the Trojan

spearmen to fight against them, since to me they have done nothing.

Never yet have they driven away my cattle or my horses,

never in Phthia where the soil is rich and men grow great did they

spoil my harvest, since indeed there is much that lies between us,

the shadowy mountains and the echoing sea; but for your sake,

o great shamelessness, we followed, to do you favor,
This initiates a battle of wits between Achilles and Agamemnon that, as we shall see
below, plays itself out in the arena of the Elsewhere.

Excursions to the Elsewhere provide an opportunity for characters who are
otherwise denied access to certain locations to travel to them imaginatively, thereby
creating dramatic situations based upon hypothetical rather than actual reality. This denial

of access can be due to the character being on the opposite side of the war, as when Priam

evokes Greece (4.90-2) or Agamemnon evokes Troy:
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QA& pot aivov dipog oébev écogton 0 Mevéhae

ol ke B8Avng kol poipav dvamirjong Bidroro.

Kol kKev EAEyy1oTog ToAvdiyiov Apyog ikoluny:

aUTiKo yop pvrjcoviar Ayooi tatpidog aing:

xad 3¢ xev vy [papw xal Tpoot Aimoyev
Apyemv Elévnv: céo &' Ootéa TOoet dpovpo,

keyévov &v Tpoin dterevtitw ént Epyw. (1. 4.169-75)

But I shall suffer a terrible grief for you, Menelaos,

if you die and fill out the destiny of your lifetime.

And I must return a thing of reproach to Argos the thirsty,

for now at once the Achaians will remember the land of their fathers;

and thus we would leave to Priam and to the Trojans Helen

of Argos, to glory over, while the bones of you rot in the ploughland

as you lie dead in Troy, on a venture that went unaccomplished.
It can also consist of a hero evoking a location on the same side of battle, but which
would nevertheless constitute an invasion of privacy if visited directly. When Thersites
chastizes Agamemnon for not sticking to his initial plan to desert the war, for example,

he violates his personal space by presuming to describe the scene within his inner

sanctum:

Atpeidn téo &' avt Empéppeo Nd¢ yotile;

TAEL10L TOL YOAKOD KGO, TOAAAL € YOVAIKES

elotv évi Khoing é€aipetol, &g Tot Ayatol (J1. 2.225-27)

'Son of Atreus, what thing further do you want, or find fault with

now? Your shelters are filled with bronze, there are plenty of the choicest

women for you within your shelter, whom we Achaians

Just as vignette can transport characters themselves to locations otherwise
inaccessible to them, so it enables them to envision other characters in imaginary
situations made possible exclusively through their meta-narrative function. A character

may, for example, involve his interlocutor in a hypothetical scenario, as when Zeus taunts

Hera about her unquenchable loyalty to the Greeks:
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el 0¢ o y' eloeABoUo0 TOAOG KL TELYEN HOKPX
wpov BePpwborg Ipiapov Ipuapod e noidag
arrovg e Tpwag, T0TE xev yOAov E€okécaro. (11 4.34-36)

If you could walk through the gates and through the towering ramparts
and eat Priam and the children of Priam raw, and the other
Trojans, then, then only might you glut at last your anger.

More often, however, a speaker refers to a character who is absent but whose fate

concerns him in one way or another. For instance, in Book 15 Hera evokes Zeus

indirectly, although no less persuasively, to the other gods rather than directly to his face:

VI|lol ot Znvi HEVERIVOUEV APPOVEOVTEG:

1 €T PV PEPAPEV KOTOTAVGENEY ACGOV LOVTEG

1 énel ) Pin: 6 &' dorjpevog ok dheyilel

o0d' BBetar: enoiv yap év dbavatolot Beotot

kaptel 1€ o0€vel te Srokprdov slvar apiotog. (11, 15.104-108)
'Fools, we who try to work against Zeus, thoughtlessly.

Still we are thinking in our anger to go near, and stop him

by argument or force. He sits apart and cares nothing

nor thinks of us, and says that among the other immortals

he is pre-eminently the greatest in power and strength.

And in Book 16 Patroclus portrays for Achilles the plight of the Greeks:

ot pév yap d1) ndvteg, 600t TAPOG T)GAV APIOTOL,
&v vooiy kéatat BePAnpévor ovtapevol te. (1. 16.23-24)

For all those who were before the bravest in battle
are lying up among the ships with arrow or spear wounds.

Sometimes a character becomes the spokesman for his own people, as when Hector
convinces Paris of the desperate situation of the Trojans by dramatizing it in vivid
scenographic detail:

tov &' "Extop veikeooev 10wV 0loypoig enéeoat:
Satpdvl oU pév kada xolov Tovd' €vBeo Bupp,
oot pév eOvUBovot Tepl TTOAY o) € TELXOG
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papvapevol: 6€o ' elvex’ avtr) te TTOAEROG T€
AoTv TOd' ApPdédne ... (Il. 6.325-329)

But Hector saw him, and in words of shame he rebuked him:
'Strange man! It is not fair to keep in your heart this coldness.
The people are dying around the city and around the steep wall
as they fight hard; and it is for you that this war with its clamour
has flared up about our city.

The meaning of such passages is determined not only by the identity of meta-narrator and
meta-protagonist, however, but of meta-narratee as well. In the following scene, for
example, Dolon is coerced by Odysseus to describe the Trojan camp, information which

eventually dooms his own people:

dooo pév Tpadv mupog Eoydpoat, olow Avaykn

ot &' éypnydpbact pviaccépeval T KEAOVTOL

Ao ATop aDTe TOADKANTOL EXikovpoL

g0dovotl: Tpwoly Yap EMTPATEOVCL UAXCGELY:

oV yap opv oideg oyedov elatar ovdE yovaikes. (/1. 10.418-22)

As for the watchfire hearths of the Trojans, those who must do it
keep awake by the fires and pass on the picket duty

to each other, but their far-assembled companions in battle

are sleeping, and pass on to the Trojans the duty of watching,
since their own children do not lie nearby, nor their women.'

Vignette may also bridge the gap between mortal and immortal, as when Zeus evokes

Troy (4.34-6) or Apollo Achilles’ shelter:

Opvucl' innddapor Tpweg und' eikete xapung

Apyeiowg, €mel o0 ot ABog ypwg ovdE Gidnpog

yaAxOv avooyéobo tapeciypoa Barropévoiotv:

oV pav oL Ayhevg O€Tidog ndig TybkoOpoo

pépvatol, GAL' €nt vuot xohov Buopoiyéa méooel. (11 4.509-13)
'Rise up, Trojans, breakers of horses, bend not from battle

with these Argives. Surely their skin is not stone, not iron

to stand up under the tearing edge of the bronze as it strikes them.

No, nor is Achilles the child of lovely-haired Thetis
fighting, but beside the ship mulls his heartsore anger.'
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The most exotic destination for a character’s excursion to the Elsewhere,

however, is when Achilles evokes, not a specific location, but rather a simile-like forest:

vol pa 108e oknmTpov, 1O név ol Tote GUAA Kat Oovg

@UoEL, €nel 81) TpTa TounV év dpeoot Aélowmey,

oud' vabnirjcet: mepl Yap QA € xaikog Eleye

QUMLK T KOl AOWOV: VOV a0Té pv visg Ayondv

év moAApaLg Popéovot Sikaomorotl, of 1e OépioTog

P A10g eipvatar: 6 ¢ Tor péyag Ecoetar Opxog: (I1. 1.234-39)

in the name of this sceptre, which never again will bear leaf nor
branch, now that it has left behind the cut stump in the mountains,
nor shall it ever blossom again, since the bronze blade stripped
bark and leafage, and now at last the sons of the Achaians

carry it in their hands in state when they administer

the justice of Zeus. And this shall be a great oath before you:

By doing so, Achilles emulates the omniscient tone of the narrator that is evident, for

example, in certain similes, such as this evocation of an isolated olive tree:

dovmnoev 8¢ necwv, ApAPnoe 8¢ tevye' €n' AUTQ.

alpati ol 6gvovto koo Xopiteso Opotot

mhoyuol 0', ot xpuo@ Te Kal ApyLPQ ECPTIKMOVTO.

olov 8¢ Tpéper Epvog dvnp EpBnhég Ehaing

XWPW &V olomOw, 08" ddig dvaBéPpuyev Vdwp,

KoAOV TnAebAov: 10 &8¢ Te vowai dovéovat

navioiwv avépwmv, kol 1e fpvel avoetl Aevk@: (11 17.50-56)

He fell, thunderously, and his armour clattered upon him,
and his hair, lovely as the Graces, was splattered with blood, those
braided locks caught waspwise in gold and silver. As some
slip of an olive tree strong-growing that a man raises
in a lonely place, and drenched it with generous water, so that
it blossoms into beauty, and the blasts of winds from all quarters
tremble it, and it bursts into pale blossoming.
By employing vignette within similes, the narrator transports the audience to intimate

areas of the dramatic landscape, thereby heightening their receptive immediacy and

increasing the verisimilitude of the scene. In the following simile, for example, the phrase
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ketton &' év Baddpe in line 143 vivifies an otherwise routine figurative excursion,

achieving what Roland Barthes calls a “reality effect”:?'?

wg &' Ote Tig T ELEpavTa yuvr) poivikt prjvn

Mnovig e Kaepo moprjiov Epupevar nmov:

Ketton &' &v BaAd e, Todéeg T€ pv 1prjcavto

innr)eg popéetv: BactAni 8¢ keltar dyahpa,

apedrepov kKOopdG ' (e Ehatnpi te KUSOG:

ToloL Tot Mevéhae pidvny ailpott unpot

gLELEEG kvTpal Te 18€ opupa KAA' Umévepbe. (11, 4.141-47)

As when some Maionian woman or Karian with purple

colours ivory, to make it a cheek piece for horses;

it lies away in an inner room, and many a rider

longs to have it, but it is laid up to be a king's treasure,

two things, to be the beauty of the horse, the pride of the horseman:
s0, Menelaos, your shapely thighs were stained with the colour

of blood, and your legs also and the ankles beneath them.

Likewise, the phrase fj pév ' dlopévn ketrar motapoto map' 6xog in the following
evocation of a tree-stump makes a similar appeal to lived experience, without which the

simile would merely serve the practical function of establishing the provenience of the

chariot-wheel:

NABev: 0 ' &v kovinor yapol Técev alyeypog g
1] QA T &v elapevr) €leog peydAolo TeQUKEL
Aein, atdp € ot BCot én' dxpotdtn) mEQUAGL:
v pév 0' dppatomnydg dvrp aibwvi o1d1pe
eEétap, depa itov K& pyn) TEPKaAALEL Slopw:
1 pév v alopévn keiton motopoio mwap' Oxdag.
Tol0V d&p' AvBepdnv Zyosiclov é&evdapitev
Alag doyevn|g... (1. 4.482-89)

He dropped then to the ground in the dust, like some black poplar,
which in the land low-lying about a great marsh grows

smooth trimmed yet with branches growing at the uttermost tree-top:
one whom a man, a maker of chariots, fells with the shining

213 1989: passim.
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iron, to bend it into a wheel for a fine-wrought chariot,

and the tree lies hardening by the banks of a river.

Such was Anthemion's son Simoeisios, whom killed

illustrious Aias...
This prerogative assumed by Achilles transcends the use that other characters make of
vignette and corroborates Griffin’s notion of Achilles as the most Elsewhere-preoccupied
character in the lliad*'*

Perhaps the most poignant use of vignette is when a character, whether Greek or
Trojan, evokes his own father, as Adrestos and Diomedes do in 6.47-50 and 14.112-14,

respectively, or as Achilles brings us once again to Phthia, where he imagines his father

suffering vicarious pain for his loss of Patroclus:

oT) moBT): OV UEV YAp T KAKWTEPOV AALO TABon,

ovd' el kev 10U TATPOG AmoPOyLévoto TuBoiuny,

6g mov vov DOMoeL Tépev Kot dakpvov sifst

el To1o0d' viog: O 8" dAkodan Evi dr)pew

givexa Qryedavng Elévng Tpwotv mohepilo: (2. 19.321-25)

of longing for you. There is nothing worse than this I could suffer,

not even if I were to hear of the death of my father

who now, I think, in Phthia somewhere lets fall a soft tear

for bereavement of such a son, for me, who now in a strange land

make war upon the Trojans for the sake of accursed Helen;
This image of Peleus reflecting upon his son is so powerful that Homer reprises it in
Book 24. Only now it is not Achilles himself who imagines his father in Phthia, but rather
Priam, who exploits vignette as though aware of its rhetorical potential. Hera he appeals

to Achilles’ pity by giving him hope that he, unlike his own son, might one day return

home to his father:

214 1980: 75, 157; 1986: 53.
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AL TjToL KEWVOG YE 6€0ev LovTog AkoVmv
xoiper T év Bopd, ént v EmeTan MpoTa TAVTAL
Oyeabon pilov viov and Tpoinbev 1ovra: (1. 24.490-92)

Yet surely he, when he hears of you and that you are still living,

is gladdened within his heart and all his days he is hopeful

that he will see his beloved son come home from the Troad.

Thus Homer exploits vignette thematically through the recurrence of Achilles and Peleus
within a Phthian context. The most extensive thematic use he makes of the device,
however, pertains not to Greek heroes, nor even to Olympian gods, but to a group of
characters who otherwise play a relatively minor role in the /liad yet who are
nevertheless the most significant protagonists of the Elsewhere: Greek and Trojan
women.

The first woman depicted in the Iliad, and thus in extant western literature,
appears not within the main action but rather in the Elsewhere, through the eyes of
Agamemnon, who envisions her in a particularly unflattering light (1.29-31). This overt
disrespect towards Briseis, reiterated in lines 112-13, initiates a rhetorical conflict
between Agamemnon and Achilles that parallels their more conspicuous disharmony on
the level of the story and is not fully resolved until Book 9, after a series of excursions to
the Elsewhere charting the progress of this crucial sub-plot. The next vignette featuring
female protagonists, and the second stage in the meta-narrative, occurs in Book 2. The
meta-narrator is still Agamemnon, who continues to make rhetorical use of the device,
only now his intention is not to threaten or to frighten but rather to persuade in a more

rational manner, trying to convince the Greeks to desert the war and to return home to

their wives and children.

évvéa n BePaact Atog peydhov éviavtol,
Kot 81) doUpa oéonme vewv Kal omdpta AéAvvat:
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ol 8¢ mov Mpétepai T' dhoyol kai vijma Tékva

elat' évi peydporg motdéypevar: dpp 8¢ £pyov

avTmg akpdavtov ov eiveka debp' ikOpesOa. (11. 2.134-138)

And now nine years of mighty Zeus have gone by, and the timbers
of our ships have rotted away and the cables are broken

and far away our own wives and our young children

are sitting within our halls and wait for us, while still our work here
stays forever unfinished as it is, for whose sake we came hither.

Despite his generic appeal to dhoyol kai vijma téxkva rather than to any particular female

215

protagonist, Agamemnon employs the concrete phrase évi peyapoig” ° to situate the

scene as vividly, and thus as persuasively, as possible. The next stage in the meta-
narrative concerns Agamemnon once again, yet this time not as meta-narrator but rather
as meta-narratee. In lines 225-27 of Book 2, Thersites criticizes Agamemnon for taking
Odysseus’ advice to stay in Troy after the near desertion caused by Zeus’ deceptive
dream. To drive his point home he argues that Agamemnon is hardly in need of more
spoils, given the abundance of bronze and women in his shelter. By doing so, Thersites
establishes women as possessions in the utilitarian manner reminiscent of Agamemnon
himself.

At this point a clear distinction is established between two diametrically opposite
positions adopted towards women within the meta-narrative. The first tendency,
illustrated by Agamemnon and Thersites above, contrasts sharply with the favorable

depiction of women as symbols of nostalgic yearning, as introduced in the following two

215 This construction will be used later in line 435 of Book 18 by Thetis when she appeals to Hephaestus to
fashion new armor for Achilles. It is noteworthy that the subject of this excursion to the Elsewhere is
Peleus, who plays such a central role in the thematic complex mentioned above.
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scenes. In the first the primary narrator provides the back-story for the absence of

Protesilaos from the Trojan war:>'®

ot &' elyov dvraxmy kat ITOpacov dvBepdevta

twv ov [potesilaog dpriiog fyepdveve

Lowog €wv: TOTE &' 10N Exev kKaTa yalo pélova.

10U 8¢ Kal Apedpuenc dloyxog Guidxr) érélento

Kot 6pog MpTeAng: Tov §' Extave Adpdavog avrp

VoG anofpokovta ToAL Tpwtistov Axodv. (11, 2.695-702)

They who held Phylake and Pyrasos of the flowers,

of these in turn fighting Protesilaos was leader

while he lived; but now the black earth had closed him under,
whose wife, cheeks torn for grief, was left behind in Phylake
and a marriage half completed; a Dardanian man had killed him
as he leapt from his ship, far the first of all the Achaians.

In the second scene the Trojan version of this sentiment is expressed directly by the hero
Lykaon himself, whose nostalgia for home is rendered even more palpable by the

strategic architectural detail in line 213:

el 8¢ ke vooTriom Kal éc0yonat 0OpBulpoiot

TaTpid' Epnyv AhoyOv te Kol Lyepe@eg péya ddpa,

aUTiK' EnET AT EUELO KAPT TANOL GAAOTPLOG PG

gl U1 &y Tade T0&a pagwvg €v Topl Beinv

YEPOL SloKAX GGG avepla yap pot omndet. (11, 5.212-216)

Now if ever I win home again and lay eyes once more

on my country, and my wife, and the great house with the high roof,
let some stranger straightway cut my head from my shoulders

if I do not break this bow in my hands and throw it in the shining
fire, since as a wind and nothing I have taken it with me.'

The scene in Book 6 in which Hector visits his wife Andromache for the last time is

frequently noted for the poignancy of its main action. It also features, however, an

218 This passage also represents a special construction in which two distinct regions of the Elsewhere are
evoked within a single instance of the device, thereby extending its scenographic scope. In the present case
the contrast between the two locations is especially poignant, similar, in fact, to the thematic complex
involving Achilles and Peleus mentioned above. For other examples of this variation, see 2.134-38, 6.45-
50, 8.22-35, 11.74-83, 13.758-64, 21.114-25, and 22.508-11.
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instance of vignette that is no less crucial to its emotional impact. At this point in the

narrative, when Hector approaches his own house in order to locate Andromache, the

anticipatory tension is compounded by the adverb alya in line 370 so that, when 008’

g0p' Avdpopaynv AEVKWAEVOV €V pueyapototy occurs, we are caught off-guard, left to

wonder where in fact Andromache can be. Thus, while excursions to the Elsewhere
usually divert the audience’s attention from the main action in a purely autonomous
capacity, in this case the vignette in lines 372-73 answers a question inspired by the
preceding action, generating the dramatic tension that culminates in the tearful reunion

between husband and wife in lines 394-406:

008" e0p' AVOpoUAYNY AEVKWAEVOV €V HEYAPOLOLY,
A 1] ye EUV bl kol Apermohe Edmémhw
TOPYQW E€PECTIKEL YOOWGA Te popopévn te. (11, 6.371-373)

but failed to find in the house Andromache of the white arms;

for she, with the child, and followed by one fair-robed attendant,

had taken her place on the tower in lamentation, and tearful.

In stark contrast with the previous three uses of vignette to portray women as
anchors in the emotional life of Protesilaos, Lykaon, and Hector, Book 9 brings us to the
final stage of Agamemnon’s gradual discomfiture, and the denoument of the meta-
narrative. If his previous vision of Briseis slaving away in Argos seemed callous and

unsentimental, Agamemnon now attempts to win Achilles back to the Greek cause by

sacrificing his own daughters on the altar of political expediency:*!’

217 Agamemnon uses the verb dyéobo in the same emphatic metrical position as Paris and Hector use it in
3.72 and 3.93 in the phrase ktrjpad’ €Ay €0 n&vta yovaixd te oikad' dyésdow to refer to Helen and the

possessions that will accompany the self-proclaimed kOwv either to Greece or Troy, depending upon
whether Paris or Menelaos wins their impending duel.
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Tpeig 6¢ pol elol BUYaTPES €vi peyapy evmKTW

Xpoodbepg kai Acodikn kai Tpidvoooa,

dmv 1y X' €0€Anot oiAnv dvaedvov ayécbo

np0og oixov IInAnoc: éyw &' ént peiha dciow

oA pAal, 666" oV ) Tig 1) Eméde Buyotpl: (I 9.144-148)

Since, as I have three daughters there in my strong-built castle,

Chrysothemis and Laodike and Iphianassa,

let him lead away the one of these that he likes, with no bride-price,

to the house of Peleus, and with the girl I will grant him as dowry

many gifts, such as no man ever gave with his daughter.
Achilles refuses Agamemnon’s offer, however, in the most peremptory manner possible:
by deflecting his words back at him, evoking the women of Greece as Agamemnon has

consistently done up to this point yet to Agamemnon’s disadvantage, thereby coopting

the Elsewhere as his own rather than Agamemnon’s rightful dominion:

oAl Ayatideg eictv av' ‘EAlada te OOy te

KoUpaL &plotr)mv, ol Te TTohiebpa dovrar,

1oV 1y k' €0€lopt @Ay momoop’ dkorty.

&vBa 8¢ pot pdho ToAAOV EmEGoVTo BVUOG AYTIVEP

YHOVTO LYNOTIV AAOYOV €TI0V (KOLTY

ktjpoot téprecBon T yépwv éktrjcaro IInkevg: (I 9.395-400)

There are many Achaian girls in the land of Hellas and Phthia,

daughters of great men who hold strong places in guard. And of these

any one that I please I might make my beloved lady.

And the great desire in my heart drives me rather in that place

to take a wedded wife in marriage, the bride of my fancy,

to enjoy with her the possessions won by aged Peleus.
When Achilles reenters the fray in Book 18, his overt power-struggle with Agamemnon
in the Greek camp at the beginning of the lliad seems to be resolved exclusively by his
thirst to avenge the death of Patroclus, and thus to depend primarily upon circumstances

beyond his control. As we have seen, however, a more subtle, internecine battle has been

waged concurrently within the parallel universe of the Elsewhere, throughout the course
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of a meta-narrative suggesting that, at least in Achilles’ mind, the dispute between the

two heroes has been fought and won on the battlefield of rhetoric.
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Conclusion

“Forces are manifested in poems that do not pass through the circuits of knowledge.” (Bachelard, 1964:
XX1)

Homer employs decomposition, intercutting, meta-audience, and vignette in the fliad to
promote an interactivity between audience and action whose significance resists
structuralist scrutiny. By establishing a tripartite spatial code to represent distances along
both the z (decomposition) and x (intercutting) axes of the narrative continuum, Homer
creates a sense of inevitability to the way actions are framed from one moment to the next
that he may either conform to or diverge from, depending upon the requirements of each
individual scene.?'® He may generate suspense, for example, as to whether the audience
will progress from a long shot view of the battlefield to a close-up view of a character
upon it or, on the other hand, whether they will maintain throughout the scene a theater-
like distance from the action. Likewise, two characters within arrow shot range of each
other may or may not proceed to within spear shot or sword stab range of each other, and,
if so, with or without tension-building delay-tactics. These are factors that concern the
audience, not because of any intrinsic preoccupation with spatiality within the story, but
rather because of the systematic way in which Homer frames his audience and
characters—and the relationship between them—within narrative space.

Meta-audience and vignette present the //iad through the eyes or the imagination
of a given character. By assuming his or her vision the audience in effect becomes a
character in their own right, exposed to a visual, and at times emotional, proximity to the

action that captivates them in a way otherwise denied to them in their capacity as

218 ¢f. Pichel, 1970: 113; Landow (1987: 77-8) identifies z- and x-axis motion as the two most
characteristic proto-cinematic processes; Feldman (1952: 95) differentiates between decomposition and
intercutting based upon conceptual rather than perceptual criteria.
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detached spectators. When they join Andromache in her chamber as the other Trojan
women wail outside, her deafness is their deafness, just as her gradual discovery of the
truth is also their own. The proximity between regions within Iliadic story space enables
Homer to generate suspense about where the audience’s attention will be focused next
and why. Furthermore, through the constant sense of divine presence in Olympus and on
Mount Ida, the gods influence the action even when they do not participate in it directly.
When, on the other hand, the action shifts to a region outside of Iliadic story space, it
affords temporary refreshment from scenographic monotony. Yet it also reveals a parallel
universe where hypothetical scenarios play themselves out in the minds of characters
whose actions on the Trojan plain tell only part of the story.

While decomposition, intercutting, meta-audience, and vignette enrich the
audience’s experience of Homeric epic, however, they generate data that have no bearing,
or at most tangential bearing, upon the event-structure of the story. This distinction
between events that matter to a narrative and those that do not is a central narratological
datum, according to which only bound motifs®'? are significant, precisely because they
are essential to the plot, whose constituent events can be isolated and compared with
other events both within the story in question and with events from other stories. The
result is a methodology that disregards extraneous details, the free motifs generated
within narrative space in real time before they are paraphrased into events for subsequent
analysis.

In Book 1 of the /liad, for example, the priest Chryses beseeches Apollo to
avenge the dishonor he has suffered at the hands of Agamemnon. That is at least the gist

of the scene, its event-status from the standpoint of the plot (if, in fact, it can be said to

219 Por the distinction between “bound” and “free” motifs, cf. Prince (1987: 10-11, 36).
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contribute to the plot in the first place®*®). The actual scene, however, is more vital to the

audience’s experience of the narrative than what an epitome can convey:*!

1) &' dxéwv mapa Biva rolveroicBoro Buddoomnc:

oA 8 Emert’ dmavevBe Kiwv 1)pad' O yepoidg

AmoAlovL dvaxtt, Tov Nikopog téke Anraw: (11 1.34-36)
[Chryses] went silently away beside the murmuring sea beach.

Over and over the old man prayed as he walked in solitude
to King Apollo, whom Leto of the lovely hair bore:

The image mapa 8iva tolveroicPolo Baddoong (34) presents a pathetic long shot,

distancing Chryses from the audience and thereby representing him as a miniscule speck
in a vast cosmos, seeking from Apollo a redressing of his grievances toward
Agamemnon. When Apollo subsequently plunges vertically from Olympus (44), his
actions accentuated by a close-up of the arrows clashing on his shoulders (46), the
dramatic effect is heightened by this long shot/close-up perspectival contrast, thereby
increasing the tension of the scene.

Because these concerns pertain exclusively to narrative space, however, they are
neglected by traditional narratology. Hence Gerard Genette’s structuralist interpretation
of this passage:

This shore of the loud-sounding sea [is] a detail functionally useless in the

story...The loud-sounding shore serves no purpose other than to let us understand

that the narrative mentions it only because it is there, and because the narrator,
abdicating his function of choosing and directing the narrative, allows himself to

be governed by "reality," by the presence of what is there and what demands to be
"Shown."222

2% In his epitome of the Iliad in A History of Greek Literature (1996: 24), Lesky omits this scene
altogether, as well as the details of Apollo’s intervention, presumably because they do not further the story:
“[Agamemnon] has incurred Apollo’s wrath by failing to restore the captive Chryseis to her father, and the
arrows of the god are smiting the host.”

21 ¢f. Owen (1989), who follows his description of “Chryses praying to Apollo beside the sea,” (4) with an
admission that “The most interesting feature here...is the immediate introduction of the dramatic method in
narrative. We are not so much hearing the story told as seeing it happen,” (4-5).

222 Cf. Kirk (1985: 56).
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Leonard Lutwack argues, on the other hand, that a poet is not constrained by the sort of
“reality” that Genette speaks of, for the verbal medium transcends the scenographic
determinism inherent to theater:

There is nothing in the art of narrative that makes place the troublesome problem

it is in drama because, }aeing .verbalized (?nly, 2%ace in narrative cannot have as

insistent a presence as it has in stage settings.

Indeed, Homer exercises the freedom to tailor Iliadic space to suit the interactivity
between audience and action that he seeks to establish within it. To this end, he
constructs a uniform story space and, through the manipulation of discourse spaces via
decomposition, intercutting, meta-audience, and vignette, maximizes his control over his
audience’s attention. Narrative space in the /liad is more than merely a vehicle to provide
scenic backdrops for the action or to increase dramatic verisimilitude: it is the matrix for
action itself. To come to terms with it, however—to lay the groundwork for a spatial

narratology—requires a heuristic approach that privileges the audience’s experience of

the discourse over the critic’s extrapolation of the story from the discourse.

223 1984: 17.
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