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Preface 

When rhe definitive work on rhe redium of grear arr is wrirren, it 
will doubrless devote lengthy chaprers ro The Fairy Queen, Paradise 
Regained, La nouve!Le HeloiSe, Wilhelm Meister, 1 promessi sposi, and 
Balzac's fifry- page descriprion of a card game played in only o ne area 
of Normandy - readers will each have rheir favorite candidares for 
inclusion. Bur, for many, a shoo-in for a substantial entry wo uld 
be rhe Jliad's Caralogue of Ships and especially rhe so-called Barde 
Books, by which I mainly mean Books 12-r5. To be sure, rhe narrative 
is relieved by rousing speeches, especially rhe heroic exhorrarion of 
Sarpedon, rhe somerimes srunning similes, and rhe often rauehing 
"obimaries" offallen warriors, not ro speak of the high comedy of 
Zeus's seducrion by H era. Neverrheless, I am aware (as are my edi rors) 
of the dangers rhat lie in wait for someone who focuses on rhose very 
descriprions of combar rhar so many find redious. Bur for rhose 
willing ro soldier on wirh me, I hope that rhey will find rhemselves 
rewarded by a clearer understanding of rhe Jliad's narrative - even rhe 
apparent longueurs - and an appreciation of rhe epic's consrrucrion 
and rhe poem's techniques of communication. U lrimarely, I invite 
my readers ro re-experience rhe ancienr war between rhe G reeks and 
rhe Trojans, jo ining rhe poet and bis audience in a shared imaginative 
VISIOJ1. 

T his project is so d ifferent from anyrhing else I have done rhar 
it required many confidence-building measures from my friends 
and colleagues ro help me see it rhrough . Now is rhe pleasurable 
moment for rhanking all rhose who gave me valuable commenrs and 
encouragemenr along rhe way. M erely listing them is insufficienr bur 
will have ro suffice: Paul Barolsky, Diskin Clay, John Dillery, Ted 
Lendon, David M ankin , Elizabeth Minchin , Pavlos Sfyroeras, Anna 
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X Prefoce 

Srelow, and Ester Zago, ehe last of whom provided the translation 
from Calvino. Special thanks go to Tobias Myers for his care and 
acumen in reading ehe manuscripr. The birthplace of this project 
was the Jienile of Gioachino Chiarini and Gavina Cerchi; irs public 
debur came in my Presidential Address to ehe American Philologi
cal Associarion. The University of Virginia's Institute for Advanced 
Technology in the Humanities and Ben Jasnow, graduate srudent in 
ehe Department of Classics, who also read the rext wich care, trans
lared the pieeures in my head onto ehe interner. Kim Dylla patiently 
helped me wich ehe illusrrarions. I encourage my readers to Iook 
at the website (www.homerstrojantheater.org/), which continues to 

evolve, and I would be grateful for their comments and suggestions 
for improvements. Michael Sharp ofCambridge University Press saw 
some merit in rbis project; both his and the anonymaus readers' com
ments improved ehe final resulrs, and )an Chapman showed patience 
and forbearance during copy-editing. Wich bis sagacious nose, L. T. 
Brown has left his mark on every page and he is to blame for aH faux 
pas and flaws in ehe ointment. Roger Breed Stein, my companion 
of many years, was patience personified especially at moments when 
my confidence flagged, and his eagle eye never Iet a misplaced apos
trophe escape. He succumbed ro a grave illness which he bore wirb 
his characteristic courage and equanimity as rhis srudy was going to 
press. I dedicate it to his memory; may it be a blessing. 

Introduction 

Ill e levi virga (virgam nam forre renebar), 
Quod rogar, in spisso lirore pingir opus. 

"Haec" i11quir "Troia esr" (muros in lirore fecir) , 
"Hic ribi sir Simois; haec mea casrra pura. 

Campus erar" (campumque facir), "quem caede Dolonis 
Sparsimus, H aemonios dum vigil oprar equos. 

Illic Sirho11ii fueranr renroria Rhesi; 
Hac ego sum capris 11ocre revecrus equis -" 

Pluraque pi11gebar, sub irus cum Pergama Aucrus 
Absrulir er Rhesi cum duce casrra suo. 

He [Odysseus] wirh a sle11der bra11ch (for he happe11ed ro have one) , 
Oraws rhe plan she [Calypso] requesrs 011 rhe compacr sa11d. 

"Here," he said, "is Troy" (he drew walls 011 rhe sa11d) , 
"Let rhis be Simoeis; co11sider rhis my camp. 

There was rhe plai11" (which he drew), "which we sprinkled 
wirh Dolo11 's blood, whose wakeful spyi11g prayed ro wi11 Achilles' 
horses. 

There were rhe renrs ofThracian Rhesus; 
Bur here I am rhe o11e who rerurned wirh caprured ho rses ar nighr -" 

He was drawi11g more, whe11 sudde11ly a wave washed away rhe ciradel 
ofPergamus and rhe camp of Rhesus along wirh irs Ieader. 

(Ovid, Ars amatoria 1.131-40)' 

In rhose long years wich Calypso, Ovid teils us, ehe goddess kept 
asking Ulysses- not all that handsome bur a smooth talker- to rell 
ehe story of the fall of Troy; and he told it over and over (of course 
emphasizing his own particular exploits), always the same, always 

1 All rranslarions, unless orhcrwise ind icarcd, are my own. 
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different. Here ar her requesr he re-envisions Troy, skerching irs 
plan from memory and pointing out irs landmarks. Even rhough 
irs ourlines are washed away by a passing wave, the mind's eye can 
reconstrucr Ilium's Iandscape again and again . Mindful of Odysseus' 
skerchings in rhe sand, I ask my readers to join me on a tour of 
Homer's Trojan rheater. My intention is ro show rhat Homer's vision 
of Troy is rational and consisrent, rhar he renders his audirors wit
nesses ro the events he narrares, that the sequence of acrions is reacri
vared in each perfo rmance, and rhar rhese features are characrerisric 
of Homeric poerics: "for all we know," as one criric notes, "he may 
have mapped his poetic parh in the sand ."2 

My rirle, Homer's Trojan Theater, plays on rhree meanings of the 
word "rheater." First, rhere is a rhearer of war offering a synoptic 
vision of a milirary campaign;l rhen , r.hearer as a place for specrarors 
ro observe a performance of some kind. lndeed, an old commentaror 
on the !Liad described the arrangement of rhe Greek camp and its 
ships as "rheater-like."4 Ancient G reek has an exrraordinarily rich 
rerminology involving sighr;5 vision, in turn, creates r.he foundation 
for knowledge of rhe world. For rhe G reek, ro see is to know. Theat1·on 
derives from rhe verb theesthai r.har signifies a parricular kind of seeing, 
one in which rhe act of perceiving elicits wonder in rhe beholder.6 

Such wonder is, above all , produced by beholding something divine. 
Finally, somewhar anachronistical ly I am alluding ro whar was known 
in the Renaissance as the "theater of memory," a gloriously complex 
version of the classical mnemonic system of loci.7 

' litplin (1992) 36. 
J T hc OED citcs 'Thc thcatre of opcrations of an army cmbraccs all thc tcrritory it may dcsirc 

to invade and all thar ir may bc neccssary to dcfend ," from G. H. Mcndcll's 1879 rransla tion 
of A. H. Jomini's Precis de l'nn de ln guerre. Thc ßrit ish hisrorian R. Samucl subtirlcd his 
two-volumc work on ßritish hisrory Tlmttres ofi\1/tomol)' (1994), and vol. 11 , 12 menrions John 
Spced's Tbe TlJenter ofrbe Empire ofCrent Britnin (1611), call ing it "a fund amental work for 
a ccnrury and morc of carrography." 

·I eeaTpoel!ii)s: Arisronicus ar L 11.807 and 14.35· 
5 Sec Mugler (1964); and Prevot (1935) 133-60, 233- 79. 
6 Cf. Pricr (1989) 81- 84. Sec also Mette (1960) 49-71, and thc provocarivc obscrvations of 

Dillcry (2004) 239-52 and (20o8) 243-63. 
7 See Yarcs (1966), csp. 129-59. Orhcr imporranr macl ies of the mncmonic rradirion: Carruthcrs 

and Ziolkowski (2002); and ßolzoni (1995). A Jesuit miss ionary, Matteo Ricci (1 552-161o), 
broughr thc arr ro C hina; sec Lackncr (1986); and Spencc (1984). Tbe IX/nsbington Post 
Uan. 5, 2005) mcnrioncd that Andrcw Card, Georgc \VI. ßush's C hief of Staff, uscd the 
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The prominence of seeing and observing, the frequent references 
ro spectarors or observers of rhe action , whether divine or mo rtal 
are, as has long been nored, characteristic of the 1/iad. 8 T he presence 
of spectarors, whether gods or human beings, wherher distant or in 
the thick of the action, whether pass ionarely involved or imparrial, 
encourages us ro see ourselves as viewers. In various ways, these 
internal observers model the perspectives and reactions of the external 
audience.9 The parricular Standpoint of r.he internal spectarors defines 
their relation to the action; what they observe is the Iandscape ofTroy, 
a setring defined by landmarks, borh geographic and symbolic, on 
which the lliad's drama is played out. T he gods' panoramic viewing 
has the capacity to take it all in at once wichout a specific orientation, 
but at rimes they mayadopt rhe perspecrive of the human observers, 
posirioning r.hemselves at rhe Achaean camp arrayed along rhe beach , 
or on rhe walls and rowers ofTroy. The divine audience may become 
passionarely involved wirh the fare of a morral or may contemplare 
rhe Trojan rhearer more dispassionately or even as entertainment.10 

Disconeerring ro us is rhe image of Apollo and Arhena in the guise of 
vulrures impassively enjoying rhe specracle of the ranks of rhe G reeks 
and Trojans resplendent in rheir armor (7.58-62) : 

KCxO 5' äp' Ä6T)vaiT) TE Kai apyvpoTO~OS ÄTioAAWV 
€l;ecr6T)v öpv1mv EOlKOTES aiyvmolm 
cpfly~ ecj>' V\j)flAD TiaTpos t. lOS aiylOXOlO, 
<'xvopa cr1 TEpTioiJEVol· Twv 5e crTfxes i'jaTo TivKvai, 
Cx<JTIIO'l Kai KopvßE<JO'l Kai EYXEO'l TIE<j>plKVlal. 

Arhena and Apollo of rhe silver bow sar down 
In rhe semblance ofbirds, vulrures, 
Upon a lofry oak of rheir farher, Zeus who holds rhe aegis, 
Taking rheir pleasure in men , whose ranks sar close arrayed, 
Brisrling wirh shields and helmers and spears. 

Ricci system. On thc ancicnr tradition, sec Blum (1969). In his book commemoraring thc 
250rh anniversary of rhc founding of rhc ßrirish M useum, Museum of tbe Mint! (2003) , 
J . Mack ca lls rhe modern cncyclopcdic muscum a visual memory rhearer ofhuman hisrory. 
The word "museum," of course, brings us back fu ll circle to rhe Musesand rheir morher, 
M nemosync. 

8 See mosr rcccnrly, Slarkin (2007) 19-34. 
9 For thc imporrancc offocalizarion in the !lind, sec de Jong (1987) and S. Richardson (1990). 

10 Sec Griffin (1980) 179-204. 
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Even more unnerving is Zeus's sweeping gaze from rhe peak of Ida, 
far above rhe rumulr of combar, rhar hcralds rhe opening of rhe grear 
day of barrle (u .81-83): 

TWV äi\i\wv CxTIOVEV6E Ka6E~ETO KVOE"i yaiwv, 
Eicrop6wv T pwwv TE n6i\1v Kai vf\as :A.xmwv 
xaAKOV TE O"TEpom1v, 6i\MvTas T' OAAVj.IEVOVS TE. 

Apart from rhe orhers, he sar rejoicing in his supreme glory, 
Gazing ar rhe ciry of rhe Trojans and rhe ships of rhe Achaeans 
And rhe Aash of bronze, rhe slayers and rhe slain. 

From rheir respecrive grandsrands, rhe gods may cheer on rheir 
favorires or fear for rheir safery, bur rhe imparrial Muses stand by 
to record rhe proceedings for posreriry. T heir gaze allows us rake in a 
bird's-eye view or zero in to focus on rhe precise path of a fateful arrow 
as it pierces rhe white rhigh of Menelaus in slow morion (4.132-40) 
or a disemboweling rhrusr of a spear. 

More often rhan not, Zeus's observation moves him ro piry for 
rhe human acrors; occasionally, roo, it aro uses his indignarion; ar 
orher rimes he seems ro admire rhe specracle wirh an almosr aesrheric 
derachmenr. Bur rhe gaze of wide-seeing Zeus also has rhe abiliry 
ro conrrol evenrs. Thus Zeus transporrs hirnself from Olympus ro 
make his headquarrers on Ida not only ro ger a closer Iook ar the 
batrlefield, buralso ro rake charge of ir (8.41-52) . In accordance wirh 
rhe ancienr norion that the eyes not only receive buralso emir light, 
the Olympian Iirerally radiares a gaze rhar conrrols. " When ar ehe 
beginning ofBook 13 he rurns his radiant eyes away, ehe ride ofbarrle 
reverses, for Poseiden has been warehing on rhe peak of Samorhrace, 
from which he commands a panoramic view whose rrajecrory zooms 
in from rhe most disrant ro rhe nearer (13 .13-14): 

ev6Ev yap E<j>aivETo n ö:cra j.IEv"lo'll , 
<j>aivETo OE TiplOJ..lOIO n6i\1s Kai vf\ES :A.xa1wv. 

From rhere all of I da was visible, 
As was rhe ciry of Priam and rl1e ships of rhe Achaeans. 

Later from Olympus H era's gaze encompasses both gods, agam 
moving from rhe nearer ro rhe fa rrher (14.153- 58): 

11 Cf. 19.16-17, whcre Achi llcs' cycs radiarc likc a bcam of lighr as hc Iooks upon rhc divinc 
armor T hcris has broughr. For d iscussion and funher cxamplcs, sec Mugl.:r (1960) 40-73. 
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"Hp11 o ' EicrEioE xpvcr66povos 6<j>6ai\lloicrl 
O"TÖ:ci E~ ÜVAVj.ITIOIO cm6 piov· avTiKa o' eyvw 
TOV j.IEV nomvvovTa llOXTlY ava KVOIOVElpav 
aVTOKacriyvllTOV Kai OaEpa, xaipE OE ewc;>· 
Zf\va o' err' CxKpOTOT'IlS Kopv<j>f\s noi\vn ioaKo(IOTlS 
iillEVOV EicrEiOE, O"TVyEpos OE oi ETIAETO ewc;>. 

Hera of rhe golden throne observed with her eyes 
Sranding on rhe summir of Olympus; suaighrway she recognized 
The one [Poseidon] busying hirnself in rhe barrle rhar glorifies men, 
Her own brother and brorher-in-law, and she rejoiced in her hearr; 
Bur Zeus on rhe ropmosr peak of I da wirh irs many springs 
She observed as he sar, and loarhing filled her hearr. 

5 

In a scene rhar presenrs rhe entire Trojan plain as a kind of arena, 
rhe divine supporrers of rhe Greeks rake rheir seats opposire rhe gods 
on the side of rl1e Trojans (20.144-52) . Thus arrayed, they warch 
Achilles' aristeia and his eiemental barrle wirh rhe Scamander. The 
gods as specrarors figure mosr notoriously in Book 22 when Achilles 
chases H ecror around rhe walls ofTroy (22.157-66): 

Tij pa napaopa J..lETTlY, <j>Evywv, 6 o' ömcr6E OlwKwv· 
np6cr6E j.IEV ecr6Ms E<j>EvyE, OlWKE OE j.IIV J..lEY CxJ..lE lVWV 
KapnaAlJ..lWS, emi ovx iepij"iov OVOE ßoEi'llV 
a pvvcr611Y, Ö: TE nocrcriv CxE6A la yiyveTal CxVOpWV, 
ai\i\a mpi ~VXf\S 6Eov"EKTopos innoOOJ..lOIO. 
WS o' ÖT' ae6i\o<j>6pol mpi TEpj.laTa J..lWVVXES 'innol 
pi!l<j>a J..lOAa Tpwxwcrl· TO OE J..lEya KEiTm äe6i\ov, 
i) Tpinos i]E yvvil avopos KaTa TE6Y11WTOS" 
ws Tw Tpis TiplaJ..lolo n6i\1v nEpl olv1161iT1lY 
Kapnai\iJ..lOIO"l TIOOEO"O"l" 6eoi o'es TIOVTES 6pwVTo. 

T he rwo of rhem ran pasr- rhe one Aeeing, rhe omer in pursuir; 
Excellenr was the man in Aighr in front, bur his pursuer was far berrer
Quickly, for rhey were not conrending for a vicrim or an ox-hide, 
Which are rhe prizes for racing among men, 
Bur rhey ran for rhe life of horse-raming Hecror. 
As when prize-winning hoofed ho rses run 
Abour rhe rurning post wirh a ll speed; and a grear prize 
Is set out, eirher a rripod or a woman, in honor of a man who has died; 
So did rhe rwo whirl rhrice around Priam's ciry 
With rheir swifr feer, and all rhe gods looked on. 

Again, rhe equarion whereby gods are ro warfare as morrals a re 
to sporrs has somerhing chiHing about ir. Warehing such deadly 
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combat serves as divine enren ainmenr, just as their hearing accounts 
of mortal suffering performed by divine singers diverts the gods on 
Olympus. 12 

To be sure, the funeral games for Patroclus, however hotly con
tested, do not end in bloodshed, but rhe human spectators, like rheir 
divine counterparts, take sides, marvel, laugh, pick quarrels, and even 
feel pity. The forces rhat determine victory or defeat on the bartlefield 
are just as present in rhese non-lethal contesrs. H ere I focus on rhe 
human spectators and on what rhe ancienr commem ators emphasize 
in Homer's description of rhese athleric contesrs: "H e [rhe poer] has 
set forrh rhe whole imaginative representation so vividly (enargos) as 
to render his lisreners nothing less rhan spectators (theatai)."'3 The 
scholia repearedly draw attenrion to rhe role of this internal audience 
when they misbehave and insult each other ("their abuse is boorish, 
but it imitates the behavior of spectators") or, on rhe conrrary, when 
they resemble "rhe more marure and dignified spectators in our con
tesrs now, who do not rhink it appropriare to anticipate the outcome 
ahead of time." Pointing out rhe spectators' displeasure when the 
wrestling conresr goes on too long and remains indecisive, rhe scho
liasrs also note rhat rhe poer is weil aware of rhe danger of boring his 
audience.'4 

For rhe most part, rhe human observers, rhe old men, the women, 
and even rhe wounded champions, are far from imparrial as they 
watch the progress of the war. Observing fallen comrades morivates 
warriors to participare in combat, to rescue or avenge. Achilles, how
ever, seems oddly unmoved as he surveys the carnage from his poop 
deck (cf II.6oo-6o1, 16.255- 56); while from the Trojan ramparts 
Helen also appears derached, almost rranscending the war fought o n 
her accounr. These rwo also share the power to translare the war into 
poetry: Helen wirh her weaving rhar depicts "the many struggles of 

" Cf. Homeric Hymn to Apollo 188-93· O nc wondcrs whar rhe Muses sang ro Apollo's accom
panime•tt ar rhe end of /lind 1. 

IJ bT Scholia ar 23·362: ;räcrav ~aVTacriav evapyws ;rpoßeßAT]TOI WS ~T]ÖEV i')n ov TWV 

9eaTwv ECJXT]KEVOI TO\JS aKpoaT6:s. See also below on mnrgein as characrerisric of Homer's 
sryle. 

' 4 T ar 23·476: a y po!KWÖT]S ~EV 1'\ AOIÖopia, CxAAa ~·~ehm 15ta9ecrEIS 9eOTWV; T ar 23·497= 
TOIOÜTOI Kai EV TOiS VÜV aywcri TIVES ;rpecrßVTIKOi Kai EUCJTa9eis 9eaTai, ~T] ÖEV ;rpo TOÜ 
Kmpoü ;rpoAa~ß6:vetv a~ toÜvTes; and bT ar 23.72 1: ovi5Ev yap a nöecrTEpov eeaTais ecrT tv 
1i ;raAmcrTai ISt' ÖAI)S Ti'js 1'\~epas e~a~iAAws icroppo;roüvTes. 
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the horse-taming Trojans and the bronze-clad Achaeans who suffered 
on her account ar rhe hands of Ares" (3.125-28); and Achilles, who 
whiles away the time in his camp singing heroic rhapsodies rarher 
rhan providing material for rhem. (9.186-89). 

Remarkably, even wirhin Homeric similes, which by their nature 
invire us to view rwo images and compare them, rhe poet often 
includes an internal observer who directs our response to rhe scenes 
evoked .'5 An example, from rhe end of Book 8, describes a unique 
momenr in rhe Trojans' fonunes, buoyed up by Zeus's inrervenrion 
and no Ionger cooped up behind rheir walls. Before the grea t day 
of banle rhar dawns ar the beginning of Book n and only ends as 
nighr fi.nally falls in Book 18, the victorious Trojans have pushed rhe 
G reeks back and dare to bivouac out on rhe plain in front of rheir 
city (8.553- 61): 

oi' OE ~sya <j>povsovTES hrl Tnofls~olo yE<j>vpas 
flaTo TTavvvx1o1, TTvpa os CJ<j>ICJI Kaino TTofiM:. 
WS o' ÖT' EY ovpcxv~ CXCYTpcx <j>CXEIYTJY a~<j>l CJEAT)vrty 
<j>cxivn' 6:pmpmscx, ÖTE T' ETTAETO vTjvE~os cxi6Tjp· 
EK T' E<j>CXYEY TTCxCJCXI CJKOTTicxl Kai TTpwovES ä Kpol 
KCXL YCxTTCXI ' ovpcxv68Ev 0' ä p' vmpp6:yT) CXCJTTETOS cxi8Tjp, 
TTCxVTCX OE E'i8ETm äCYTpa, yEyT]8E OE TE <j>pEva TTOII..l'l')v· 
TOCJCJCX ~ECJ11YV YEC:w i)OE ::6:v8o1o po6:wv 
T pwwv Km6vTwv TTvpa <j>cxivno 'l/\1681 TTp6. 

And they, with their great expectations, on the causeways of wa r, 
Sat aU night long, and many were their watch fires . 
As when in the heaven, the stars around the shining moon 
Shine splendidly when the pure air is windless, 
And all the Iookouts and beerling cliffs shine forrh 
And all the glens; and from heaven the bright aether is rent 
And all the stars become visible, and the hearr of the shepherd rejoices: 
So great were the numbers berween the ships and the srreams ofXanrhus 
Of the Trojan watch fires burning befot·e Ilium. 

This high poinr of rhe Trojans' forrunes is madevisible in rhis splendid 
simile thar is itself freighted with an abundance of rerms involving 
brighr light, and shimmering vision; and rhe joyful reaction of rhe 
shepherd is surely an expression of the Trojans' triumphal mood at 

'5 Cf. J.I0- 11, 4.275-So, 13.492- 93, and Od. 6.102- 106. 
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rheir strategic advance. At 10.13, moreover, we learn that they are 
sufficiendy self-assured to be playing music in their bivouac, an overt 
sign of their ease and self-confidence. Bur rhe pleasure of the imernal 
observer also invires the audience tobe entranced by the sheer beaury 
of the scene and to share momentarily a divine perspective, viewing 
the Trojan watch fires from afar, where a transient human moment is 
mirrored in the eternal cosmic phenomena of the heavens.16 Like rhe 
gods, we the audience can wimess this inrerplay of the ephemeral and 
the timeless, rhis conversion of the fleeting into the everlasring, thar 
constitutes the transformative power of poetry transcending both 
time and space and transforming the visual into the verbal, which in 
turn allows the mind's eye ro re-imagine the iniriaJ vision. 

Unusual in irs focus on human psychology, another simile describ
ing Hera's journey from Ida to Olympus modelsnot only tbe speed of 
thougbt, but tbe mind's imaginative abiliry to transport irself rhrougb 
space (15.80-82): 

WS 5' ÖT' &v a'f~lJ v6os avepos, ös T' E-rri nol\Aijv 
yaiav EA11Aov6ws <j>pErri mvKaAil-llJ<Yl v01'Jrr1J , 
"ev6' ElllV il evea," 1-lEVOlVi)lJ<Yi TE TIOAACx ... 

As when rhe mind of a man darts, a man who has traversed 
Many Iands, and he rhinks in his penenaring mind, 
Desiring ro be in many places, "I wish I were here, or here" ... 

In wbat appears at first an unnecessary derail, tbe man, Odysseus-like, 
bas traversed many places; bis imaginative transport tbus, as we sball 
see, is also a feat of memory, a mental image. Similarly, tbe mind of 
tbe poet can dart across time and space and, despite temporal and 
spatial distance, can convey bis audience to tbe Trojan plain wbere 
bis drama unfolds.17 

Finally, we cannot discuss Homer's poetics of vision wirbout 
turning our gaze, even if only momentarily, onto tbe great sbield 
Hepbaestus fabricates for Acbilles, wbicb becomes the paradigm for 
all verbal descriptions of works of art and tberefore draws us inro tbe 

16 See dc Jong (1987) 131-34; and Fränkel (1 921) 5-6. 
17 Arisrode, De rmimn ).).427b, dcfines pbnmnsin in srrikingly similar rerms: "For imagining 

(pbnmnsin) lies wirhin our own power whenever wc wish (e.g. we can call up a picrure, as 
in rhe pracrice of mnemenies by the use of mental images)" (rrans. J . B. Smirh). Also nore 
Homeric Hymn to Apollo 174-75 fo r rhc wandcring pocr. 
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competition between visuaJ and verbal poiesis. I cannot pretend ro 
add ro rhe often brilliant discussions ofHomer's mosr famous objecr 
but here make only a few observations. The images on rhe shield 
of Achilles closely parallel rhe epic's similes and are drawn from rhe 
same world. Thus it comes as no surprise that there too the figure 
of the spectator frequently shows up, whether ir be rhe women mar
veling at rhe wedding fesrivities from their doorways (18-495-96) , or 
the throngs of supporrers in the trial scene (18.502) in the peaceful 
ciry, or the old men, women, and children warehing from the walls 
of a ciry under siege (18.514-15) , or scours preparing for a cattle-raid 
(18.523-24). A king in silenr satisfaction observes reapers going abour 
their rasks (18.556-57); finally, the shield's most elaborate scene with 
its intricare detailing of arrful dance and song would not be complere 
without a great crowd of spectators enjoying the sight (18.603-604). 

Much has been said about how Homer converts rhe static icons 
of rhe shield inro narrative, the transformation from eye ro mouth, 
the movement from timelessness inro temporaliry. What has perhaps 
received less attention is rhe prominence of sound, especially song 
and music, wirhin the silenr shield. By inscribing songwirhin a mute 
object, the poet insists not only on his abiliry to render images inro 
words- and indeed, words back into images- but he also lays claim 
to the power of music, and hence his own arr, ro bring ro life and to 
endow, not just motion, but the rhythmical movement of poetry ro 
Hephaestus' beautiful scenes. 

This brings me ro an odd simile that punctuares Achilles' long
awaited return ro battle at the end of Book 19. The long-delayed 
arming scene conforms to the usual sequence: first, the greaves, then 
the breastplate and sword, followed by rhe shield and finally rhe 
spear.18 The shield, or rather the gleam from the shield is described 
in a complex simile (19.373-80): 

OliTCxp ETIEITO <YCxKOS 1-!Eya TE <YTtßapov TE 
E'if..no, Tov 5' anavEV6E rref.as yevn' i]vTE 1-li)V'IlS· 
ws 5' ÖT' &v EK n6vToto rref.a s va VTlJ<Yl q>avi)lJ 

18 See J. I. Armstrang (1958) 337- 54, who nores rhar rhis rype of scene occurs in full only 
fo ur rimes in rhe poem: J.J28-J8 (Paris, who has ro borrow a breasrplare from bis brorher, 
Lycaon), 11 .15-55 (Agamemnon, whose breasrplare and shield arc borh elaborared in ninc 
lines each) , 16.130-54 (Parroclus, who cxplicirly does no r rake rhe Pelian ash spear), and 
19.364-424 (Achillcs) . 
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Kato~evo1o nvp6s, TO TE KaiETat V\jJ66' öpeo-4>1 
O"Ta6~w EV oion6i\w· TOVS 5 ' OVK e6ei\ovTas ö:ei\i\al 
TIOVTO~ en' ix6v6ev~a q>ii\wv cm6:vev6E q>epoV<JlV' 
WS 6:n' Axli\i\f)os O"CxKEOS crei\as ai6ep' 'iKaVE 
Kai\oü 5al5ai\eov. 

T hen he wok up rhe shield great and swut; 
And from it cam e a gleam like the moon. 
As when a gleam appears w sailors at sea 
Of a burning fire that burns high in the mountains 
In a solitary sheepfold; but against their will the gusts 
Carry them off on the fishy sea, away from their dear o nes: 
So did the gleam from Achilles' beautifully adorned shield 
Reach the aether. 

T his simile also contains observers, but here they conremplate the 
distant bonfires of rheir horneland with Ionging and pathos as they 
are helplessly swept away from all they know and Iove. Although the 
lines form part of a series of images that associate Achilles with fire, 19 

critics have nevertheless long been puzzled by rhis particular passage. 
Most identif)r the sailors with rhe Greeks who Ioo k to Achilles' rerurn 
as a ligh t of salvation, relieving the hard-pressed Greeks; but such an 
explanation ignores the emotional valence of the scene. 20 N ot safety, 
but sadness, solitude, and loss characterize the sailors who see the 
warmth of home and friends and all they hold dear slip from their 
grasp. We must Iook beyond the immediate conrext to understand 
this nostalgic image. 

Epic arming scenes frequently include detailed descriptions of the 
warrior's shield; in Homer, most elaborarely, Agamemnon's; outside 
Homer, most notoriously in the Shiefd of Heracles. Achilles' shield, 
however, has already been described at length, not as it is donned 
for battle, but as it was fabricated by Hephaesrus (18-478- 6r3). Our 
arming scene opens by pointedly alluding to that passage: "He put 
on the gifts of the god that H ephaestus made and fashioned for him" 

'9 For fire in connccrion wirh Achilles, sec Whinnan (1958) 128-53; Moulmn (1977) 108; cf. 
Sco11 (1974) 115-16. 

1° Fränkel (1921) 49-50. W. H . Friedrich (1982) 126-27 argues rhat rhe loss is seen rhrough 
Hector's eyes, but this sccms far-ferchcd. Comparc Nannini (2003) JI. 
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(19.368). The scenes inscribed upon Achilles' shield by the divine 
craftsman represented the whole of human experience, but they also 
revealed that the heroic martial world of the !liad formed only a small 
partofthat whole. T hus the absence of the expected description of 
the shield leaves an empty space in the arming scene of Book 19, a 
space thar simultaneously evokes it and its mundane images, even 
as it passes over them in silence. Inro that silenr space Homer has 
inscribed o ur simile. T he nocrurnal gleam from the shield represents, 
I would suggest, the human world in all its fullness , a world that 
includes not just war, but also peace, marriage, the circling seasons of 
harvesting and plowing, and the elaborate dances of young girls and 
boys. The bright details ofthat world and its vivid verbal icon are 
here compressed inro a fiery gleam, distant and longed for; all these 
are what Achilles abandons as he sets out to kill Hector, fully aware 
that he will nor return . This sim ile punctuates a critical moment in 
the poem and is, in my opinion, one of the most powerful in the 
!Liad; it evokes aJI the facets of ordinary human life outside the poem 
at the momenr that Achilles is abom to leave them behind as the !Liad 
hurtles to its tragic conclusion. The passionate observers here stand 
for the hero himsel f. 

The ancient tradition teils of Homer's blindness, a story doubdess 
drawn from his depiction of the bard Demodocus at the court of 
the Phaeacians, whom Odysseus compliments for the verisimilirude 
and vividness of his narrative of events at Troy. The composer of 
the Homeric Hymn to Apollo puts his seal on the poem by claim
ing to be "the blind man who resides in rugged Chios, all of whose 
songs are hereafter the best" (Hymn Hom. Apofl. 172-73). That the 
most visual of poets sho uld be pomayed as blind m ay seem at first 
paradoxical. Yet the blindness of poets and seers in the Greek tra
dition insists rhat their vision is not preoccupied with the world 
around them, but rather that their gue is focused on the fmure 
o r the past to the exclusion of the mundane activities that con
sume our humdrum attention. It is as if such single-minded con
centration precludes a focus on the ordinary events of the unfolding 
presenr. 

O ne of the ancient Lives of Homer recounts a beautiful parable 
explaining how Homer lost his sight: 



12 !ntroduction 

T hey say that he became blind in the following way; when he came to the 
grave of Achilles, he prayed to behold (theasasthat) the hero as he appeared 
when he wentoff to battle adorned with the secend set of armor. But when 
he saw Achilles, H omer was blinded by the brighmess of the armor. Pitied 
by Thetis and the Muses, he was honered by them with the gift of poetry. 21 

The stunning vision - Iirerally blinding - of his hero's epiphany 
henceforth obscures all orher sights. The desire to gaze upon- and I 
emphasize rhe verb theasasthai, "tobe a spectator" - Achilles returned 
from the dead in all his glory deprives the poet of his sight and 
darkens bis vision of bis present surroundings so that he can direct 
bis inner vision to the splendors of the heroic past which he invites 
us to share. 

In sum, whether it is the passions of rhe sports fans in their grand
stands, the divine audience, both partisan and impartial at different 
proximities to the action, or the human acrors in the Trojan drama 
from their various viewing points, all constitute modelsthat incite us 
to transform ourselves from listeners - or readers - to spectators and 
to transport ourselves to Homer's Trojan theater. 

This study will first review discussions of the centrality of vision in 
Homeric poetics and its importance to borh rhe poet in constructing, 
and his audience in comprehending, the course of his narrative. In 
addirion, I will summarize some relevant recent research in cognirive 
studies involving the criticaJ role of visualization in story relling. 22 Bur 
to speak of visualizing narrativeaction also requires us to consider its 
temporal dimension; an event may unfold in space, bur it also rakes 
place in time. Examining rhe complex spatial coordinates ofHomeric 
narratives will oblige us to revisit some old questions concerning 
Homer's treatment of simultaneaus events and Zielinski 's so-called 
Law. 

Building on this foundation, my srudy will examine the organi
zarion of space in the 1/iad and its visualization and the relarion of 
topography to narrative action, first by following H ector's itinerary 

" Vim Homeri 6.45-51 (p. 252 Allen) . 
22 I have found the work ofRubi n (1995), Minehin (2001a), and ßakker (2005} most hclpful in 

formulating my d iscussion. Purves' (2010} wide-ranging study appeared roo late to bc fully 
imegratcd inro mine. ßut ifl understand her correctly, she argues for a radical break bctween 
what she calls the synoptic vision of the epic Muses and a linear or hodological concept, 
which she links ro the emcrgence of prosc. My study demonstrates that both panoramic and 
hodological modcs of vicwing arealready operative in Homcric epic. 
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while he traverses the city of Troy in Book 6 as he encounters his 
mother, Helen and Paris, and finally his wife and infant son. After 
exploring rhe urban Iandscape ofTroy, I will turn to the Iayout of rhe 
Achaean camp as it emerges most clearly from the nocturnal encoun
ters of Iliad ro. The bulk of my discussion, however, will focus on 
rhe contesred space berween these two arenas of action, rhe plain of 
Troy berween the Achaean ships and rhe bartlements ofllium, in the 
so-called Barde Books, especially Books 12 and 13 when rhe banlefield 
is split into two (and occasionally three) theaters of operation; Book 
15, by contrast, views rhe battlefield not over its front, but rather in 
depth, as the Greeks are steadily pushed back and compressed inro 
an ever shrinking area beside their ships. Books 16 and 17 both have 
a single focus, in both cases defined by Patroclus; rhe sixreenth book 
follows his rrajecrory from Achilles' camp to the walls of Troy, his 
retreat, and finally his death, while Book 17 takes the motionless 
corpse of Parroclus as its focal point around which rhe action loops. 
In all rhese sequences, I contend, the action is conceived in spatial 
rerms; while the pattern of events may differ, rhey all unfold wirhin 
a consistent backdrop. Various devices, particularly deicric markers, 
indicare rhe deployment of the forces and rhe Iayout of the bartlefield 
in a coherent manner. Careful attention to them can resolve several 
rraditional Homeric zetemata. Using rhe Iliad as my script, I will 
attempt to re-envision rhe activiry on rhe batdefield. Translating the 
poem's verbal account into a visual medium not only demonstrates 
rhe coherence of its plan but also reveals rhe role of spatial design 
in plotring its narrative. Finally I will suggest rhat rhe poet of rhe 
!Liad made use of mnemonic techniques rhat allowed him to master 
rhe complexity of the action on the field of battle, to visualize the 
location of each ofhis major characters, and to convey to his lisreners 
a clear and vivid picture of his Trojan theater. 
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