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Preface

I started this project stuck on Hektor’s death. I couldn’t get over why it hung with
me so much, why I felt like I was always mourning Hektor. So this book began as
a line-by-line reading of Hektor’s character, within the context of serial poetics,
as an attempt to understand why Hektor’s death hit me so hard. But the more
that I considered the way that serial narratives work, the more I became interested
again in the Iliad as a whole, with its multiplicity of characters, and the great
pleasure that the epic in its epic-ness provides. So I moved away from philological
analysis and moved instead towards a beat-by-beat analysis of the Iliad, with a
special focus on how those small narrative units built audience allegiance with
Hektor. I hope that this book will be accessible to undergraduates, but of some
interest to scholars as well. My primary goal is to expand the idea of Homeric
poetics beyond oral poetry, to think instead about the demands and pleasures of
serial narrative, a form that most of us still enjoy today.

While many scholars have noted the Iliad’s cinematic qualities, most scholars
have focused on the novel as a comparative form in considering its narrative
properties. But a novel does not place the same demands on its audience, nor
does it enlist the same strategies as non-literate, serial forms do in terms of
audience memory and engagement. While serial television varies greatly from
epic performance, my hope is that in focusing on the similar narrative strategies
of the two forms, I might open the text up a bit, particularly for students. I love
the Iliad, and if there’s ever anything that I can do to bring the Iliad to anyone
else, or to let anyone see the Iliad in a new way, than that’s all I can ever hope for.

The text for the Iliad that I have used throughout (except where otherwise
noted) is thatavailable on the Chicago Homer (http://homer.library.northwestern.
edu/):

Homer: lliad Books 1-12, edited by D. B. Monro, Third Edition, Oxford
University Press, 1902.

Homer: Iliad Books 13-24, edited by D. B. Monro, Third Edition, Oxford
University Press, 1902.

All translations are my own.
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Introduction: Binge-watching the Iliad

One of the things that I like about the show myself, and it might be the same as
the crowd who watches it, is that it is not trying to be fast. It's not trying to be
flashy. It takes its time and it’s all leading to one specific thing and it’s about these
people’s relationships . . . And there are so many details and it’s so elaborate,
what’s happening, and you have to wait a long, long time sometimes to get the
payoff of something that's been planted like a little seed in the corner. And I think
that that appeals to certain people. And for that reason they become addicted in
a different way, that they are not getting the dish served and they eat it and they
forget about it, but that it’s something that is served, but not fully, that it will be
served a little more next time, and I think that appeals to these fans.

Mads Mikkelsen, on Hannibal (NBC, 2013-15)!

I am addicted to stories. And the story that I am addicted to the most is the Iliad:
I read it or listen to it or watch it performed or perform it over and over and over
again, and I weep (usually for Hektor), and still I can’t wait to experience it again.
When I work, mostly on the Iliad, I watch television. Hours and hours of
television. Strangely, but not so strangely, these two addictions developed at
around the same time in my life, when I found myself shifting my devotion from
Greek tragedy to epic and slipping from ‘film buft” to “T'V addict’ This book
explores these addictions through the shared poetics of the Iliad and
contemporary television, and how serial narrative uses characterization to hook’
its audiences, just as the Iliad has caught me with its Hektor.

The Iliad stands as a coherent piece of oral (or orally-derived) poetry with a
narrative structure that shows it to be a product of aesthetic intent,> whether it
was created by many voices or by a single composer/poet,’ whether over a long
period of time or in a single period of composition.* Performers deliver (or
would have delivered) the Iliad both episodically and sequentially, as a serial
narrative.” Episodes within this serial performance contain important narrative
events like the death of Patroklos, the death of Hektor or the ransom of Hektor’s

1



2 Experiencing Hektor

body: the order of these scenes matters as much as what they contain. An
audience might consider each of these scenes as distinct and disparate from one
another, but they cohere into a single long narrative, with a beginning (the rage
of Achilles), a middle (battles and battles) and an end (the funeral of Hektor).
The Iliad is long-form serial performance that we can consume, but not all at
once (every performer, every audience member, must take breaks from the Iliad).

Serial narratives rely on certain poetics in part because of their length, which
places huge demands on an audience’s memory (in addition to the memory of an
oral poet/performer).® This length consists of both actual narration time as well
as breaks between sections of narrative, or ‘episodes.” So before exploring the
Iliad within the poetics of serial narratives, it is helpful to understand the Iliad as
a serial narrative, as a temporal experience that consists of both episodes and
breaks. The extant Iliad encompasses nearly sixteen thousand lines, which a
performer would have delivered in sequence over several days with many
performance breaks. While it is impossible to know the exact length of any
given performance of the Iliad, it is nonetheless worthwhile to consider
approximate performance times, because they can help place narrative events in
relative position to each other within an experience of the Iliad’s story. For
calculating the amount of time that passes in performance, I use a metric from
my own production of Iliad 21/22, where the performer, Paul Van Dyck, averaged
around thirteen and a half lines per minute in his performance of my English
translation of those books, which would produce a total performance time of
between nineteen and twenty hours for the whole epic. While using an English
translation may seem like an odd choice, this average at least accounts for fluency
and movement as part of a performance time.® More, it comes into a comfortable
middle ground between the fifteen hours that it took for the 2015 Almeida
Theatre presentation of reading the Iliad in English,’ and the possibly slower
times that the Greek requires. In Greek, Katherine Kretler’s performance pace
comes to between ten and thirteen lines per minute.!’ Stephen Daitz’s work with
Homer in pitch accent averages out to around nine lines per minute,'! or around
thirty hours of performance time. Taplin estimates around twenty-five hours
total performance time.'? These different estimates show the impossibility of
capturing a ‘real’ performance time, so I will use my average simply to give an
idea of the total performance time and to create a constant against which relative
points in the narrative can be compared.

In addition to the total performance time, we must also take into account that
performers would have to take breaks. Most scholars divide the Iliad into three

separate performance sessions, lasting six to ten hours each.” This might be



Introduction: Binge-watching the Iliad 3

possible in terms of total performance, but breaks would most certainly have to
be taken more often than every six to ten hours, given the physical demands on
both the performer and the audience.” Ancient evidence points to shorter parts
of the Iliad being performed: these might suggest ‘episodes’ from performances
of the whole."® Observational studies of ‘analogous’ singer traditions put breaks

at every half hour or so,'"

or whenever the singer might get tired."” Having
worked with performers, and having sat through several longer shows, I would
say that performance chunks could reasonably be between a half hour and an
hour and a half, with total performance time coming to twelve hours a day
including regular, and sometimes longer, breaks.'® While these thoughts on time
are purely speculative, they provide a working framework within which to

consider the Iliad as a serial narrative.

Previously on . .. The Iliad

While the length of the Iliad alone implies a complex narrative, that complexity
manifests itself in multiple features of the epic across its storyworld, characters,
events, settings and temporalities.”” What Mittell says of television serial can be
said of ancient epic: the serial ‘creates a sustained narrative world populated by a
consistent set of characters who experience a chain of events over time.?® This
can be applied to many storytelling forms, but serial narratives are unique in that
they balance the episodic and the continuous in such a way that maintains
audience engagement over great lengths of time and multiple breaks from the
narrative.

Serial narrative as a form has historically emerged through a range of media,
from eighteenth- and nineteenth-century serialized novels,” to radio serials, to
comic books, to contemporary television. Television has seen ebbs and flows in
its commitment to seriality, and scholars draw a distinction between serials and
series: series are designed to run indefinitely, and might include shows like ER
(NBC, 1994-2009), NYPD Blue (ABC, 1993-2005), or soap operas like
Coronation Street (ITV, 1960-). A serial, on the other hand, is ‘usually fixed to a
limited number of episodes with a clearly defined beginning, middle, and end,
and so, in many ways is ‘an expansion on the creative coherence of the single
play’* Shows within this genre include Breaking Bad (AMC, 2008-13), Sons of
Anarchy (FX,2008-14) and Game of Thrones (HBO, 2011-present), but perhaps
even more particularly, anthology shows like American Horror Story (FX,2011-)
or True Detective (HBO, 2014-): these serials have a clear ‘end point’ that they
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aim for, either from its beginning, or from a mid-point within the narrative.”
Sometimes, just as with the Iliad,* certain events, characters, and even the serial’s
end are based on ‘traditional’ source materials,” ranging from novels to comic
books to other television shows and films: consider Hannibal (NBC, 2013-15),
Game of Thrones (HBO, 2011-), Gotham (FOX, 2014-) or Sherlock (BBC,
2010-). Shows can also determine and reveal their own end-points, which the
narrative then works towards, like How I Met Your Mother (CBS, 2005-14). The
contemporary television serial as a long-form closed narrative is now nearly
ubiquitous, driven in part by technological advances that allow viewers to ‘binge-
watch’ entire seasons or shows at a time, feeding their addictions.*

Of course, the experience of watching a single performer of the Iliad over
several days differs drastically from the experience of watching a television serial
over several days (or weeks, months, or even years). Temporally, we might stretch
our analogy to think of the epic cycle as a mirror for serial anthology programmes,
where each ‘season’ correlates to an epic poem in the cycle. But still television
undeniably differs from epic performance. Television works as a visual and aural
medium that uses multiple physical locations and embodied actors to tell stories
usually written by several authors within a format that is (usually) temporally
and commercially constrained (i.e. each episode can be forty-two minutes long,
with a budget of one million dollars), though there are, as I will show, exceptions
to this production mode. Nevertheless, both ancient epic and contemporary
television serials (or radio serials) are non-literate narrative forms that both
work harder to construct and are more reliant on audience memory than literary
serial narratives like novels or comic books. So contemporary television serial
poetics can provide a helpful analogue to those of the ancient epic.”

Poetics, more than other literary theories,?® consider the text alongside its
producers’ strategies and its audience outcomes. Poetics can be historical,” but I
will use them to examine the analogous structures and strategies that allow for
sustained audience engagement in serial narratives. Michael Z. Newman’s article
on the poetics of serial television, ‘From Beats to Arcs: Toward a Poetics of
Television Narrative, discusses television serials as having three distinct levels -
beats, episodes, and arcs (to which I would add ‘sequences’ between beats
and episodes) — within its long-form structure that I will show can also be seen
in the Iliad >

At each level, I will also address character, and how narrative strategies and
audience response combine to construct characters within serial narratives.
Character exists as a constructed analogue to a person,” or a fictional being,*

rather than a sign, symbol, or even a type.* This fictional being emerges through
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‘all information associated with a character in a text® (whether directly or
indirectly associated) and audience engagement with that information: the
narrative strategically provides a constellation of character information that we
as the audience connect into a whole. The term ‘identification’ has often defined
this kind of relationship between audience and character, but Murray Smith’s
model of film character engagement feels more experientially accurate,” as it
describes the audience’s recognition, alignment, and allegiance with characters.*

Recognition ‘describes the spectator’s construction of character: the
perception of a set of textual elements ... as an individuated and continuous
human agent”” Narratives promote audience recognition of character by
providing a character’s physical cues along with their names, roles, and
relationships, all of which the audience can latch onto. At the same time, the
amount of time and information that a narrative gives a character allows the
audience to recognize how central that character is within the story.

Once a narrative has established character recognition in its audience, it can
begin to build what Smith calls ‘character alignment’?® As Smith says, ‘Structures
of alignment are produced by two, interlocking character functions, cognate
with narrational range and depth: spatio-temporal attachment and subjective
access* Mittell sums up these two aspects of alignment: ‘Alignment consists of
two key elements: attachment, in which we follow the experiences of particular
characters, and access to subjective interior states of emotions, thought processes,
and morality’*® Both epic and television serials give their audiences many
opportunities to attach to characters, showing us what characters do or say.
Access is trickier. Scholars have often lamented over a perceived lack of interiority
in the Iliad’s characters,* but television, too, rarely gives direct, interior access to
its characters. With the exception of shows that feature first-person voice-over,
like Dexter (Showtime 2006-13), Peep Show, (Channel 4, 2003-) or Mr. Robot
(USA, 2015-), the majority of contemporary television programmes give little
interior access to their characters. Likewise, the Iliad occasionally gives us access
to a character ‘talking to their own heart, in a kind of externalized form of inner
monologue.”? But for the most part, both television serials and the Iliad allow
audiences to infer their characters’ interior states through ‘an accumulation of
external markers,* like character appearance,** gesture, dialogue,* and explicit
narrative. Audiences then use these markers to guess as to what a character’s
motivation might be,* which aids in alignment. Once an audience aligns with a
character, they are open to character allegiance, which means that the audience
morally judges them, and will feel either sympathy or antipathy with them in
part based on those judgements.*” So Smith’s model, which Mittell adapts for
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television character, clearly describes audience experience of character over
time: we come to recognize a character (recognition), then we spend time with
that character and get to know that character (alignment), and finally, we come
to like or dislike that character (allegiance).

Most serial narratives rely on broad ensembles of characters. This means that
serials frequently shift audience alignments, allowing the audience to attach to
one character or another, so that audiences often have multiple allegiances and
almost always know more than any one character knows,* in what Smith terms
a ‘melodramatic structure of alignment.* When the audience knows more than
any individual character does,* they will then guess at and watch for character
reactions to those events as much as for further narrative progression.”* Most
contemporary television serials rely on this dynamic, and scholars now recognize
that shows like The Wire (HB O,2002-8) and Lost utilize melodramatic alignment
structures to great effect.”” Smith equates melodrama with the ‘expressive
tradition}” sidestepping its gendered connotations with a focus on character
expressivity. ‘Performance expressivity endows the narration with great depth,
which, in combination with a pattern of multiple attachment, produces the
distinctive alignment pattern that we have termed the melodramatic structure of
alignment® Complex serial narratives like ancient epic and contemporary
television serials use characters, their emotional responses to events, and our
emotional responses to those characters, as the basis for their narrative structures.
Now I will return to those narrative structural levels to demonstrate how these
fundamentals of character construction work from beats, to episodes, and finally,

to arcs, with some consideration of sequences.

Beats

The smallest structural unit of serial television that Newman identifies is the
‘beat;*® which can sometimes (but not always) be the same as a ‘scene’ In a beat,
something happens; a scene (in television) usually implies a switch of location.*
Alex Epstein gives the example of a car chase, which is a single action or plot
point (beat), but can take place across multiple scenes; likewise a party at a beach
(or, for the Iliad, a battle), might contain several beats, where diverse events or
conversations take place in the same scene.”

The Iliad, like a television serial, consists of a long series of often very short
beats.” In television, beats are usually less than two minutes long,” and so move

the action along at a fast clip:® exceptions are often deliberate, and can either
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mark a particular scene (or rarely, of a whole show) as unconventional. Daredevil’s
second season introduces popular comic book character The Punisher/Frank
Castle as a main antagonist for Daredevil/Matt Murdock (Netflix, 2015-). His
character’s import (and the possibility of a future spin-oft show) both mean that
his first dialogue scene with Daredevil comes in at almost a full six minutes,®
two to three times longer than the other beats in the episode. This length allows
the episode to set up the primary conflict between the two characters that will
drive their story arcs in the coming episodes. We can see something similar in
the Iliad, in the beat that establishes the conflict between Agamemnon and
Achilles, which, in their first exchange, would last nearly seven minutes of
performance time (1.101-87). But most beats are much shorter. The previous
beats in Book 1 last from less than a minute (the proem, 1.1-7), to about two and
a half minutes (the exchange between Kalchas and Achilles, 1.69-100).5

Beats generally focus on either characters or events, but the two always work
in tandem: events involve characters, while characters also discuss or respond to
events. Within this relationship, beats are essential in building character
recognition, alignment, and allegiance.®® In terms of recognition, every beat
takes the time to establish (or re-establish) the identities of its characters through
their names, roles, and relationships to one another. Newman includes this

recognition strategy in serial television’s general tendency to recap:

(Recapping) takes many forms, one of which is the perpetual naming of
characters: in every beat, characters address each other by name, often several
times in a two-minute segment. Along with naming comes role reiteration: Alias
(ABC, 2001-) constantly reminds us that Jack and Irina are Sydney’s parents;
Giles is always reminding Buffy (Buffy the Vampire Slayer, WB, 1997-2001) that
he is her watcher; Joel on Northern Exposure (CBS, 1990-5) is often called
‘Dr Fleishman, even away from his practice, and his favourite leisure activity,

golfing, reinforces his role stereotype.*

The Iliad’s oral/aural narrative similarly creates character recognition through
the repetition of names, patronyms, and epithets® in each of its beats.® The
narrative does not just repeatedly name Hektor, but it augments his identity with
repeated, metrically appropriate and often context-specific epithets: he is ‘shining’
(@aidipog) or ‘man-killing” (&vdpogovog).” The poem also enforces his role as
the son of Priam, usually through his patronymic (ITptapidng, cf. 2.817, 5.684,
etc.). These repetitions remind the audience who characters are while also
reinforcing their relationships and social roles, both within the epic and within a

larger tradition.
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Just as beats work to establish and re-establish characters, they also work to
establish and re-establish setting, time, and events.*® These elements contribute
to character alignment, as the narrative allows the audience to ‘attach’ to a
character through their physical surroundings, and gives ‘access’ to that character
as they participate in or respond to events. Allegiance builds as we judge
characters’ actions, but also as we judge their responses to other actions, events,
and characters. Beats build this allegiance by using character dialogue to recap
previous events, in what Mittell calls ‘diegetic retelling’® Whichever character
re-tells an event gives his or her perspective on that event, just as whichever
character (or characters) are told about an event react to that event:”® these
character responses to events effectively build character allegiance as much as (if
not more than) events themselves. So beats constantly recap significant narrative
events and provide new information about the emotional or real consequences
those prior events have for characters.

Beats do not confine themselves to recapping past narrative events. In beats,
characters frequently discuss past actions that have happened outside of the
narrative’s timeframe,” which creates character backstories and provides further
opportunity for audience allegiance. Backstories deepen characters and create a
history of the storyworld that other characters can share in, which contributes to
the illusion that the storyworld and its characters are ‘real.

At the same time, character dialogue or actions in beats often look forward to
future events.” This is particularly true of beats that establish ‘missions,a common
device in serial narratives, which can structure a beat sequence (Jon Snow tries to
retrieve the dragonglass during the battle of Hardhome in Game of Thrones,
S5E8), an episode (Carol and Maggie try to escape from the Saviours in The
Walking Dead, S6E13), an arc (Brienne of Tarth vows to protect the Stark girls in
Game of Thrones, from S2E8 onwards), or even a series (Battlestar Galactica tries
to find ‘Earth’). The ‘mission’ can give all of these levels an end point that the
audience can anticipate and look forward to, and obstacles for characters to
overcome along the way.”” Missions commonly appear in the Iliad as well, and
serve similarly to keep the audience engaged. Helenos’s telling Hektor to go back
to Troy in at 6.86-118 naturally creates audience expectation that Hektor will go
to Troy in a future beat (he arrives in Troy at 6.237); just as surely as Zeus’s
accepting Thetis’s ‘mission’ to help Achilles by giving glory to the Trojans creates
anticipation for how that will play out (1.517-27; cf. 15.47-77; 18.70-7).7*

In looking backwards (analepsis) or forwards (prolepsis),” beats do not revisit
every past event,”® nor do they anticipate every future event.”” Nevertheless,

these narrative glances in both directions keep the audiences hooked, reinforcing
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or revealing new aspects of what the audience already knows about events and
characters, while they build anticipation for what comes next.”®

Beats, of course, do not exist on their own: they are always incorporated into
and contribute to the larger structural units of serial narrative. While I will wait to
discuss beat structure in episodes as it pertains to character below; it is worth noting
here the strategies that both serial television and the Iliad use to transition between
beats. Most beats correspond with a change of scene, so there is simply a direct cut
to a different character, in a different location. These transitions become more
diverse in more complicated scenes with multiple characters, like battle scenes,
which are often made up of multiple beats that focus on a few key characters: a ‘beat
sequence’. Game of Thrones’ magnificent episode ‘Hardhome;, for example, ends on
an eighteen-minute battle sequence at Hardhome between the wildlings, the men
of the Night's Watch, and the ‘walkers’ As Erik Adams writes about the episode,

... Miguel Sapochnik overcomes initial frenzy to lay out an attack depicted in
beat-by-beat intricacy. He’s helped by the characters that [writers] David Benioff
and D.B. Weiss have sent over the wall: Unlike ‘Blackwater’ and “The Watchers on
the Wall’ [other ‘battle’ episodes], we only have to keep track of Jon Snow and
Tormund Giantsbane after the dead breech the gates. (The author now recognizes
and acknowledges the delegates of the Eddison Tollett Fan Club, so I guess there
are technically three entry points into the fracas.) This keeps the sequence’s
ambitions in check, but makes sense out of the hack-and-slash chaos. It also
drives home the predicament facing our protagonists: The dread sinks deeper
because ‘Hardhome’ makes its centerpiece feel like a handful of warriors facing
an army of thousands.”

In addition to these three main characters, ‘Hardhome’s battle beats also track a
wildling giant, a tall, bald, wildling leader, and a wildling woman named Karsi, as
well as the head of the army of the dead, known among fans as “The Night King’
So the scene does not change, but the sequence involves many beats that move
back and forth between these main characters, and some minor characters as
well. Transitions between these beats occur through cuts (a sharp move from one
character to another, with intermittent birds-eye views), following a character (the
camera tracks Jon Snow as he runs through the fighting in the camp), or following
a gaze or perception (the Night King watches Jon Snow from above the battle).
These beat transitions compare easily to Scott Richardson’s breakdown of what he
calls ‘scene changes’ (but I would argue are beat transitions) from the Iliad,* which
include ‘physically following a character), ‘following the perception of a character,

and ‘cuts between different characters who are at different locations’®!
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Episodes

Sequential beats build into the next larger structural unit of serial television: the
episode.® Considering episodes seemingly presents the most difficult challenge
in using the poetics of serial television to better understand the Iliad. Commercial
interests generally compel television episodes to be a certain length and to
appear at a certain frequency. Even on cable networks and in online venues,
television serials tend to follow the conventions of having a pre-determined
number of episodes in a season that are around the same length.** But ‘television’
is changing, morphing both creatively and formally beyond traditional
constraints. The Iliad’s irregular ‘episodes’ might find a closer parallel with Louis
C.K’s online show Horace and Pete (louisck.net, 2016-): its episodes vary in
length from thirty to sixty-seven minutes, and its narrative progress continued
without giving any hint to how many episodes there would be. The show ended
after ten episodes, with no indication that the tenth episode would be the show’s
finale. One week after sharing the final episode, Louis C.K. wrote in an email to
his fans:

Hi. So. That was it. I didn’t want to say, in the last email, that it was the last
episode. Because I didn’t want you to know, as you watched the episode, that it
would be the last one. But yeah, obviously, That was it . .. I chose to do the show
this way, knowing that it would be a quiet and strange experiment and that only
a few of us would take part in this stage of it, that has just ended. The creating,
unfolding and watching of the show, one episode at a time, from nothing. I am
grateful to all of you that took this trip with me the way you did, not knowing
what you were getting, how much you were getting or how it would all feel. I was
right there with you. I didn’t know how any of this would go or feel.*

This kind of ad hoc production style suggests the Iliad’s own, possibly additive
means of production,® and likewise points to the Iliad’s irregular episodes.

Judging the exact irregularity of the Iliad’s episodes, or performance segments,
has been a central debate in Homeric scholarship, with a primary focus on how
the Iliad’s book divisions came to be, and how they might correspond to
composition and performance.® If we take the Iliad’s later-imposed book
divisions as correspondent to possible performance breaks, its whole
performance would have twenty-four ‘episodes) ranging in length from just over
a half hour (Book 19, at 424 lines) to over an hour (Book 23, at 897 lines).

If we disregard the Iliad’s book divisions and take it as a whole poem that
would have different breaks in its original performances,® then the poetics of
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serial television can aid a more critical consideration of its possible performance
breaks. The Iliad, like serial television, has a number of episodes where certain
problems play to their resolution, while other strands of the narrative are left
dangling. This creates different kinds of pleasures for the serial's audience:
immediate pleasures for resolution within an episode, but anticipatory pleasure
(and greater delayed pleasure) for the resolutions of those storylines left open.*
Audiences rely on immediate pleasures not just because they help us through a
longer narrative, but also because not everyone will stay for the whole story,
when the whole story is many hours (or days, or years) long. So serial narratives
balance closure and aperture, allowing the closure of a single, central issue in
each ‘episode, while maintaining several open story strands that keep audiences
looking forward to resolutions in later episodes.”

This tension between episode closure and aperture plays out in different ways
in different shows: some shows always end on a clifthanger, like the first season
of Alias,”* others prefer to end an episode on the scene that resolves that episode’s
key problem (like Sopranos), or the scene just after a problem’s resolution,
showing the implication of that resolution moving forward. Defining episodes
then requires a look at both at the end of one episode as well as the beginning of
the next: does the action pick up where the last left off? Does the beat structure
build in recaps of action from the last episode? Most television shows bridge the
gap between episodes with a ‘previously on . .’ clip before each episode. But some
shows, like The Good Wife (CBS, 2009-), always start a new episode in media res
without any ‘previously on... clip to place the viewer: this means that all
significant information from previous episodes emerges in the present episode
through diegetic retelling in character dialogue, or, occasionally, in flashback.
The Good Wife also quite regularly does not include any of these recaps of
previous episodes until after its title sequence, which is often anytime between
eight and twelve minutes into the programme.®> Most shows alternate techniques
in moving between episodes (consider The Walking Dead, or Game of Thrones or
Hannibal). These serial strategies from television can be helpful in guessing at
where a performer might take a break in the Iliad’s serial structure. The glory of
live performance means that an Iliad performer could choose his own strategy
for a given ‘episode;”® whether to leave a clifthanger or resolve a problem. I
imagine that a poet/performer would most likely plan out his breaks beforehand,
with rough sketches in mind of where breaks might be most affective for an
audience. Or, as can happen with live performance, the performer might choose
to take a break based on any number of external factors: Are the audience into
it? Is it time for dinner? Does he need a drink? Either way, the Iliad’s text that
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survives, as I will show, certainly implies where breaks can happen, based on
when and where important recaps occur.”*

While the sequence of beats that make up an episode generally focus on a
single problem that finds resolution at the episode’s end, these beats in
combination also contribute significantly to character construction. Most
episodes follow one central storyline with two to three other storylines
simultaneously, switching back and forth between characters and their problems
with each beat. So an episode can help audience recognition as it creates a
hierarchy of character importance through how many beats it devotes to each
character. On one extreme, an entire episode can keep an audience aligned
with a single character: Mittell draws attention to Lost’s strategy of character-
centric episodes, like a ‘Kate-centric’ episode.” As Mittell says, ‘“The effect of
such centric episodes is to deepen viewers knowledge of particular
characters, providing access to their backstories (or futures) ..2* At the other
extreme, some episodes introduce characters only to quickly dispose of
them.”” In Star Trek, it became a cultural gag that if an episode introduced a
new character wearing an engineering/operations/security red uniform, he
would die that same episode, hence the term ‘red-shirts’”® We see something
similar along this spectrum in the Iliad, where an audience aligns with a character
for a length of time in battle, particularly if that character has the backing of
a god, in what we call an aristeia, or ‘time of excellence’ (i.e. Diomedes,
Agamemnon, Patroklos, or Achilles). But on the other end of the spectrum,
many of the Iliad’s characters are named only once, and only at the moment of
their often-gruesome death.”

Beyond simply creating hierarchies of narrative importance, episodes also
reveal different aspects of a character in its diverse interactions within a
melodramatic alignment structure. Discussing The Sopranos (HBO, 1999-2007),
Anthony Smith writes that in an episode’s

multi-plot structure, the juxtaposition of storylines often creates additional

meaning,'® and that ‘this multi-plot format contributes towards Sopranos

characters’ much heralded complexities . .. by permitting characters to be seen
from a multitude of viewpoints, [multi-plot storytelling] brings their complex

natures to the fore.!%!

Smith demonstrates this dynamic with the lead character of NYPD Blue (ABC,
1993-2005), Andy Sipowicz, who interacts with both criminals and his family:

Sipowicz ... is both notoriously thuggish, abusive, and prejudiced, yet still a
loving family man. The episode construction conventions of television drama
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thus help facilitate the comprisal of these characters’ perhaps seemingly
paradoxical components.'®

The Iliad operates similarly: Hektor stands out as an affecting character precisely
because we see him both on the battlefield and with his family, often in the same
‘episode’ (as in the possible episodes of Book 6, or Book 22).1%

Besides showing us different sides of a character, the order and diversity of
beats in a given episode can also create important juxtapositions that also
contribute to characterization. For The Sopranos, Smith discusses the frequent
jarring juxtapositions between mafia and domestic scenes, which implicitly
point to the tensions in character roles between the two worlds, even if the same
character does not appear in these subsequent scenes.'® In discussing soap
episode strategies, Robert Allen says ‘Because serials cut between scenes enacting
separate plotlines, the viewer is prompted to ask not only “Where is each of these
plotlines going?” but also “What might be the relationship between different
plotlines?”’!* Character action or dialogue in one beat that establishes allegiance
can affect audience allegiance to the characters in the following beat, even if the
scenes are seemingly unrelated.

Arcs

While episodes provide closure for specific character problems before a break in
the serial’s narrative, they usually leave some problems unresolved, or ‘dangling}'%
which subsequent episodes take up, to form a character ‘arc’ ‘Arcs’ can last from a
few beats to several episodes — some can last for the whole narrative. Newman
explicitly understands arcs as character-based: ‘arc is to character as plot is to
story ... although each episode, sweeps period, season and series . .. may have its
own unity, each character’s story can be individuated, spatialized as an
overlapping all of these and all of the other characters’arcs.'’” Character arcs can
shift narrative focus from one ‘problen’ to another, but they are always anchored
in the character themselves. For Hektor, the ‘episode’ that overlaps with Book 6
focuses on his mission to Troy and its resolution. But Hektor’s arc stretches over
many episodes, from the first time that Achilles mentions him in Book 1 to his
death in Book 22, and beyond, to the epic’s last line, which summarizes the
Trojans’ funeral for him.

Each character in the Iliad has an arc: red-shirts’ arcs can last just one beat;
Achilles” arc lasts the whole of the epic. The Iliad’s melodramatic structure
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foregrounds different arcs at different times. Moebio Labs has created a
visualization of the Iliad that perfectly demonstrates this idea of these ‘indivuated,
spatialized’ character arcs which the narrative foregrounds at certain times, and
turns away from at others (see Fig. 1).1%
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Fig.1 Story arcs of the Iliad.
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With this visualization of Books 1-8, we can see how the Iliad maintains Hektor’s
arc for the first several books of the Iliad, and particularly foregrounds his arc in
the episodes that span over Books 6 and 7. But the arc flows freely on either side
of those episodes, with Hektor appearing to greater or lesser extent in other
episodes.'®”

The arc builds a sense of mimetic realism in characters as it creates an illusion
of continuity between disjointed beats and episodes. A character can disappear for
several beats, or episodes — the Iliad withdraws from Achilles for huge chunks of
performance time as surely as all of Game of Thrones season 5 ignores Bran Stark
- but the narrative works to ensure that the audience believes that those characters
are living a continuous temporal experience while we are away from them. So
while the Iliad does not show us Achilles for more than four and a half hours
(between 2.769 and 9.193), the narrators and other characters frequently make
mention of him (at least thirteen times over that time period), so that he does not
disappear completely.'' In this way, ‘story arcs create an illusion that the characters
have existed before and continue living between and after episodes.'"" This illusion
gives the sense that characters are ‘real, with pasts, futures, and presents that
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extend beyond the narrative itself. These ‘real’ characters provide audiences,
through their allegiances, with an emotional anchor that helps the audience track
the story as it progresses: as Newman says, ‘we don’t just want to know what’s
going to happen but what’s going to happen to Pembleton and Bayliss (Homicide:
Life on the Street, NBC, 1993-9), Buffy and Spike, Angela and Jordan .. "2

This ‘reality’ derives from the nature of serial narrative itself, from the length
of time that an audience spends with these characters, but also the time we spend

away from them. Characters in serial

appear to live continuously between episodes, they grow and change with time,
and have active ‘memories’ or previous events ... the constant repetition of a
character means that characters ‘live’ in similar time scales to their audience.
They have a past, a present, and a future that appear to exceed their textual
existence ... they will return tomorrow, or next week, and the end of each

episode has built into it the expectation of the next.'

Again, beats’ character conversations often involve backstories that give the
impression that the character has a lived past outside of the narrative
framework."* Hopes or predictions for the future likewise give the impression
that the character will live beyond the narrative’s end, even if, like in the case of
the Iliad’s Achilles, it might not be for long beyond that boundary (cf. 22.365f.).

As we saw in discussing beats, characters also remember and respond to
events that have happened within the narrative, and look forward to events that
will happen within the narrative. The narrator himself also works to create these
kinds of continuities, which also suggest a ‘reality’ for the story’s characters.
When the narrative leaves Paris and Helen in Book 3, they are making love
(3.447f); when Hektor finds’ them in Book 6, well over two hours of performance
time later, they are still in their bedroom, Paris preparing his weapons and
Helen ordering the women about the housework (6.321-4). This consistency of
space setting gives the impression of continuity, just as the change in activities
indicates the passage of time as a shared experience between the audience and
the other characters. Both invite the audience to ‘fill in the gaps’ engaging further

with the character’s arc.

Character change

It is worth questioning whether this illusion of lived continuity that character

arcs create over time can also point towards character ‘change’ or ‘growth’ Critics



16 Experiencing Hektor

of Homeric characterization have complained of epic characters’ static-ness,
holding them against the bar of the modern novels ‘developed, ‘round’
characters.!”® Television theorists, too, have perceived a lack of character
development within the serial form. Pearson describes character elaboration or
accumulation, rather than development, in the television serial:

Over the course of a long-running series, the routine augmenting of traits and
biographies for novelty purposes can lead to highly elaborated characters. But a
highly elaborated character is not the same as a well-developed character ... . it’s
more accurate to talk about character accumulation and depth than it is to talk

about character development.''®

Henrik Ornebring considers this dynamic in terms of ‘character showcasing) i.e.
providing discursive opportunities not to develop and change the character but
to let the character do ‘what he/she does best’'” Mittell accepts Pearson’s notion
of ‘character accumulation’ or ‘elaboration, but he suggests that the serial form
itself ‘gradually reveals aspects of character over time so that these facets of the
character feel new to the audience, even if they are consistent and unchanging
character attributes.!'®* In other words, serial narratives create character
dynamism by revealing new character information over time, particularly
through character relationships and ‘life’ events, rather than ‘developing’ the
character itself.

So serial narratives can create the illusion of character change through these
gradual revelations of new character attributes. How this differs from ‘real
change is quite hard to know. As Newman says, ‘Continuing stories make
characters more likely to undergo significant life events and changes. In reaction
to these changes in circumstances the characters themselves are more likely to
change or at least to grow.'"* We can see this tension between character ‘change’
and character deepening with a character like Game of Thrones’ Jaime Lannister.
In the first episode, Jaime pushes a child, Bran Stark, out of high window because
the boy caught him having sex with his sister. This seemingly establishes Jaime as
a ‘villain’ But over time, Jaime is captured in war-time (twice), loses a hand, and
becomes friends with Brienne of Tarth: these events and relationships reveal
new aspects of his character that quickly made him a fan favourite. How can we
tell the difference between seeing a new side of a character, or seeing a real
character change?

Mittell notes how external character markers, like a new haircut or wardrobe,
as well as character’s own proclamations about themselves and what others say

about them can all give the audience access to interior character changes after
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major events.'® Jaime Lannister was a famous swordsman before he loses his
sword hand in captivity—then, when he finally makes it back home, he also cuts
his hair: this marks him as a changed man from his experience beyond the
physical evidence of the lost hand itself, though he remains recognizably Jaime’
In the same episode where Jaime first sports the shorter hair, his sister/lover
Cersei rebuffs his advances, and he says to her, ‘Something’s changed. She
responds, ‘Everything’s changed! You come back after all this time with no
apologies and one hand, and you expect everything to be the same?'*' So through
both external markers and character dialogue, the narrative establishes that
Jaime has changed, and so too, then, must his relationship with Cersei. Achilles
provides the most obvious Iliadic example of this kind of character change: not
only does he wear new armour after the death of Patroklos, but Achilles explicitly
claims that Patrokloss death has changed him, when he explains to the Trojan
Lykaon that he will kill him rather than ransom him alive, as he would have (and
had done) before Patroklos’s death (21.99-113).'%

But these changes, too, are often not permanent, or representative of what we
might think of as ‘character development’ Mittell notes that:

most of such changes in a serial are either temporary, attributed to an external
factor that dissipates over the course of an episode or short arc, or only midlevel
shifts in behaviors and attitudes, rather than high-level transformations of core

morality and ethics that would prompt a change in our allegiances.'

While we have yet to see the totality of Jaime Lannister’s arc which might give us
some clue of whether or not his character had truly ‘changed; the Iliad gives us
an Achilles in Book 24 that does seem to show a man returning to his own core

values.

Character overhaul

In the repertoire of temporary changes that serial narratives can put their
characters through, without risking alienating their audience’s core allegiance
with a character, one such change is a ‘character overhaul. Mittell defines a
character overhaul as ‘where a character undergoes a dramatic, sudden shift,
often tied to a supernatural or fantastic situation’'* Some shows use these
interventions as a standard part of their narrative strategies: Dollhouse (FOX,
2009-10), iZombie (CW, 2015-) and Sense8 (Netflix, 2015-) all frequently
change the personalities of their protagonists through external interventions.
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The Iliad does this too, when gods possess its heroes for short periods of time,
often changing their outward appearance and capabilities during that time
known as an aristeia (or, time of excellence’) on the battlefield (like Diomedes in
Book 5, Agamemnon in Book 11, and Patroklos in Book 16).'* These character
overhauls force the audience to reassess their character recognition, but the

change rarely lasts long enough to truly challenge audience allegiance.

Character transformation (Stockholm syndrome?)

In rare cases, a television serial will sustain or develop character change over the
entirety of its character arc. While I do not believe that this is true of any of the
characters in the Iliad, examining how allegiance works in these cases can also
be helpful for thinking about Iliadic characterization. Breaking Bad creator Vince
Gilligan set out with a clear goal in mind in creating his show’s protagonist
Walter White: ‘Were going to take Mr. Chips, and were going to turn him into
Scarface’® Over the course of five seasons, Walter White changes from a
sympathetic family man with cancer to a morally reprehensible drug kingpin.
But audiences still watched, with the show’ finale garnering four times the
number of viewers than its premiere had.'”” Gilligan himself said of his lead

character:

I have kind of lost sympathy for Walt along the way ... I find it interesting, this
sociological phenomenon, that people still root for Walt. Perhaps it says
something about the nature of fiction, that viewers have to identify on some level
with the protagonist of the show, or maybe he’s just interesting because he is
good at what he does. Viewers respond to people who are good at their job, even
when they are bad.'?

This has obvious implications for how we understand the Iliad, whose characters
often operate far outside our own moral frameworks. As we acclimate ourselves
to the characters’ worlds, we form allegiances with those characters not just
within our moral framework, but also within their moral framework. We root for
the Iliadic heroes who are good at killing because that is a standard metric of
their world.

Jason Mittell discusses Walter White’s transformation at length, and he has a
slightly different take on why the audience continues to follow him:

(for cuing our allegiance to Walt) ... we have our own memories of who Walt
used to be, as long-term viewers can recall him as being decent and ethical, if
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boring and depressed. Our serial memories help sustain lingering allegiance,

despite his irredeemable acts along the way.'”

Mittell suggests that Walt ‘coasts’ on our shared memories with the character, as
though we have lived through something together. This means that even if new
character revelations contribute to our allegiance shifting away from a character,
(my own allegiance had shifted entirely to Jesse, Walt’s partner in crime, by the
end of Breaking Bad), we still remain emotionally engaged in that character. For
better or worse, I still wanted to know what would happen to Walter White.
Familiarity breeds allegiance, as do the memories of characters and audiences of
that character, even if they contrast with that character’s other behaviours. This
applies to many characters in the Iliad, but especially to Hektor and Patroklos, as
character memories (along with our own) continue to shape our impression of
that character alongside or even against our experience of that character.

How does this character impression form, through these structural units of
beats, episodes, and arcs? While recognition, alignment, and allegiance help to
describe how an audience relates to a character through the length of its arc, they
do not wholly explain how the character exists within the audience’s mind.
Recognition necessarily implies categorization, as audiences ‘sort’ characters
based on the character’s most obvious identity and role attributes into basic
categories that are defined within the audience’s own cultural context, such
as gender, age, race, and social role. These categorizations happen nearly
instantaneously, but they are culturally conditioned and can be broken down
and transformed as the audience’s external norms are slowly merged and adapted
to the narrative’s internal norms. We get used to a character as a ‘warrior’ or a
‘drug dealer’ beyond our own prejudices as we move through the narrative. So
our allegiances are schema-based,"* but malleable. As David Miall says of reader
affect, ‘there is also the sequential, experiential aspect of reading which uncovers
ambiguity, indeterminacy, and conflict between schemata, and these require the
reader’s interpretative activity, during which schemata are shifted, transformed,
or superseded’™!

This process broadly correlates to the social cognition model of impression
formation in considering other people. In this process, schemata are used in
combination with ‘piecemeal integration, in both serial and parallel processes.
We have seen how serial narrative constructs opportunity for character
recognition, alignment, and allegiance. In a nearly mirror process in our real
lives, when we meet someone, we initially categorize them, we rate their personal
relevance to us, then, if we have the energy, we confirm or negate our previous



20 Experiencing Hektor

categorizations, we re-categorize, and finally, we go through piecemeal
integration.'* In piecemeal integration, we take in all of the disparate pieces of
information that we have about a person and integrate them into a coherent
impression, averaging out what we know of the character so that some character
attributes that do not fit within the integration are left out. This continuum
model of impression formation is a dynamic process that continues up until the
point where we have no new information about a person or a character to
incorporate into it."** This piecemeal integration explains why audiences can
‘average out’ some of Walter White’s worse features, or why we tend to view
Iliadic heroes as ‘typical’ rather than as the nuanced, messy characters that the
Iliad actually presents.

At the same time, piecemeal integration implies extraordinary audience
engagement: we only make it to this stage if we have already rated a character
significant enough to try to accommodate their multiple facets. We can apply
this process in tandem with Smith’s levels of character engagement to our own
experience of characters in serial narratives. The narrative takes time to establish
character, through repeating and reinforcing names, roles, and relationships, so
that we recognize that character and how they fit into the story. This recognition
forces character categorization, and, as the narrative progresses forces re-
categorization, as we acquire the narrative’s internal norms. Re-categorization
and evaluation also happen through character alignment, as the narrative then
attaches to that character’s behaviour, and provides access to their inner thoughts.
This time ‘getting to know’ a character, both in relation to our own cultural
schema and to the storyworld’s schema, finally invites audience allegiance to the
character. Then we become emotionally invested in what happens to them,
rooting for some and against others, usually in accordance with the rules of their
storyworld. Characters can change and can display diverse or even ‘inconsistent’
behaviours, but these changes and inconsistences often serve to further engage
audiences and, through that engagement, can increase audience allegiance. The
Iliad’s serial narrative aims then, not for character consistency,'** but for

135

coherence,' as it challenges character recognition and constantly switches

character alignments, but all the while inspires character allegiance.'*

Experiencing Hektor

This book will explore how the Iliad constructs Hektor’s character through a

serial analysis of the Iliad itself, with sub-sections determined by beats, sequence,



Introduction: Binge-watching the Iliad 21

or episode transitions as they are most relevant to Hektor. The object of the book
is not to determine who Hektor is, but rather to demonstrate where the epic
invites its audiences to think on who he is. The body of the book divides into
three main parts: Enter Hektor explores the Iliad’s establishment of its storyworld
and how it slowly introduces Hektor and constructs audience recognition,
alignment, and allegiance with him; Killing Time looks at the middle section of
the epic’s narrative, and shows how alignment and allegiance shift and change
through character absence, re-introduction, overhaul, and re-establishment;
finally, Ends looks at how the narrative starts to resolve its story arcs, with some
special focus on how the narrative uses character memory to leave lasting
character impressions. The book then mirrors the Iliad’s own serial strategies,
peeling back its many layers of character information that it imparts piece-by-
piece over the length of its narrative, examining how each beat engages audience
recognition, alignment, and allegiance. This approach stems from my own
endlessly frustrating and addictive experience of Hektor.

Hektor has generally been the character that I respond to most strongly in the
Iliad, but that alone has given me little insight into his character. Hektor is, of
course, the defender of Troy,'” but he fails in that role. What might be said about
Hektor? He is brave."*® He is a coward. He is a great fighter. He is a mediocre
fighter.'"* He makes mistakes.'*” He goes mad."! He is civil.'* He is a gentle
man.'® He is cruel, boastful and vindictive. He is delusional.'** He is tall,
handsome.'* He is constrained by his own masculinity."* He is connected to
feminity.'¥” He is a type."*® He is a character.'*” He exists only as a foil for Paris.'”
He serves as a ‘whipping-boy for the Greeks’'*!

I am not sure that any of these arguments matter: some of them might be true,
some of them are certainly true, some of them are certainly true only in specific
scenarios or character relationships. I have been working on Hektor for nearly a
decade now, and still I feel that he is unknowable and still I want to know him
more. Perhaps this is because he is drawn so well in all his different facets that jut
out at odd angles, depending on the situation he is in or the other character(s) that
he is with. As the above paragraph shows, I have never found a clean paradigm that
I can fit Hektor into, nor a list of traits that I can easily ascribe to him."*? Hektor
resembles Cy Twombly’s painting of his shade: he has a form, but it is petalled,
blurry - solid, and yet indistinct.'> Hektor exists, but always in between: in between
what he says and what he does and how someone else responds; in between the
moment that I experience him and the impression that I hold of him in my mind.

The challenges of understanding Hektor speak to the challenges of serial

narrative. Any audience member that experiences a serial narrative must build
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and rebuild their understanding of both character and story throughout their
experience. Each beat of the narrative might add new information, or recap
significant past information, or reshape that past information in ways that
contributes to characterization and builds anticipation for future events.
Episodes resolve and leave us satisfied, but dangling story lines keep us coming
back for more. Throughout, the Iliad uses its melodramatic alignment structure
to keep shifting audience alignment between different characters, building a
complex network of audience allegiance to diverse characters. As our allegiances
grow, we become more invested in character arcs so that we keep coming back to
find out what happens to our favourite characters next.'** Breaks between
episodes can also change our understanding: at a performance, we might ask our
neighbour if they remember a detail we have forgotten, or find out who their
favourite character is, which might influence our own views. In between
television episodes, we might talk to our colleagues, or scour the internet for
commentary and reviews, looking for interpretations that reinforce or challenge
our own. Serial narratives become interwoven with our lives, their length and
their focus on characters and character responses ripe for social and parasocial
modes of cognitive engagement.'*®

So this book will not account for who Hektor is, but will demonstrate the
incredible way that the Iliad’s serial poetics construct him within a melodramatic
alignment structure, in all his ambiguity and multiplicity, in all his coherence
and continuity, for audiences to engage with. The greatest beauty of the Iliad is
that it encourages so many character alignments to always keep us engaged: we
root for multiple characters, even when they are against one another. When
asked about the complexity of his characters in his novels that make up the series
the Song of Fire and Ice, the inspiration for HBO’s Game of Thrones, George R.R.
Martin said

I've been always very impressed by Homer and his Iliad, especially the scene of
the fight between Achilles and Hector. Who is the hero and who is the villain?
That’s the power of the story and I wanted something similar to my books. The

hero of one side is the villain of the other side.’®
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This chapter looks at how the Iliad’s serial narrative establishes the primary
storylines and its main characters within the first several ‘episodes’ of its
performance. The Iliads first six books would take nearly five hours of
performance time, and would consist of several episodes. As Hektor hardly
appears in the first two hours of the epic, I will focus first on how the narrative
create anticipations for his character as it builds its storyworld, with a special
interest in how the structure and order of its beats and episodes works building
recognition, alliance and eventually allegiance with Hektor.

In media res

What is it like to enter a new world? We do it all the time when we watch television
serials, where the narrative works to very quickly establish multiple storylines,
characters, locations, and sometimes, temporalities, with preliminary work towards
the relationships between these different narrative aspects. Game of Thrones opens
with three men on horses behind an opening gate in a wintry landscape; we follow
them through a tunnel, which opens up on one side of a huge, snowy wall - we
enter the woods with them. One man finds body parts in the snow, a young girl
pinned to a tree, a sword through her torso. They have a conversation about these
‘wildlings’ that have been killed; they talk of their orders and their desire to get back
to the Wall. One man tells another that if he runs south they will catch him as a
deserter and behead him. The three go back to where the first man found the bodies.
The body parts are missing. Soon, the three are attacked, seemingly by zombies,
including the young girl whom we saw pinned to the tree. The one man who was
told he would be beheaded watches a shadowy figure behead one of his companions,
toss the head towards him. The scene ends and cuts to the title sequence.

No names are given in this sequence, and, in fact, none of these characters are

‘important’ — the next scene shows that the one man does escape, only to be
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beheaded by Ned Stark outside of Winterfell. The show has literally thrown its
audience into a strange land full of strangers. The costumes, the size of the snowy
wall, the zombies, all indicate to the show’s contemporary media audience that
they are not in a realistic world: these play on tropes of fantasy and of horror. The
Game of Thrones pilot asks its audience, regardless of whether they have read the
source novels, to situate themselves in a new world that has at least four physical
locations (the Wall, plus the title-cued locations of Winterfell, King’s Landing,
and Pentos) and around twenty-five speaking characters, of whom over twenty
are named. Part of the excitement of watching a new show is the ludic aspect,!
the puzzle-solving challenge as we start to piece together the show’s world and
where its characters fit into it.

The Iliad expertly builds in details over its first episodes to introduce its
characters, their relationships, and where this story fits into a tradition of stories
about Troy.? The first episode follows the actions of multiple characters: Chryses,
Achilles, Agamemnon, Thetis, and, to a lesser extent, Zeus and Odysseus. While
the first episode mentions Hektor, its primary focus is on the conflict between
Achilles and Agamemnon, a long beat sequence that sets the events of the Iliad
into motion. Most serials, even those with many characters, can only balance
three or four (often intersecting) storylines within a given episode. Game of
Thrones may have nearly thirty main characters, but most episodes are split
between three or four locations and follow just a few of the major characters.
Some weeks we do not see certain characters at all - most prominently, the
show’s fifth season excluded the story arc of Bran Stark, one of the main
characters since the show’s pilot, completely.

The first beats of the Iliad likewise introduce many characters, but constrain
themselves to three storylines. The first storyline introduces the priest Chryses,
who wants his daughter, the captive Chryseis, returned by Agamemnon (Apollo
also plays arole in this storyline). The second sees Achilles challenge Agamemnon
about returning Chryseis, and Agamemnon take Achilles’ Briseis instead,
spurring Achilles to withdraw from battle and to ask his mother, the goddess
Thetis, for help. The third storyline follows Thetis to Zeus, and sees Zeus
promise Thetis to help Achilles by punishing the rest of the Achaians. Of
these storylines, the first is resolved within the first episode, as Agamemnon
does return Chryseis to her father, bringing audience satisfaction to one
problem to be overcome. But the remaining two storylines — Achilles’ withdrawal
from the war and Zeus’s aid against the Achaians - will continue for many
episodes before reaching resolution, determining most of the events still to come
in the epic.
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Diegetic introduction: 1.233-350

And where, in all this, is Hektor? Just as Mittell describes recaps within character
conversation as ‘diegetic retelling}® we might think of character introduction in
conversations as ‘diegetic introduction. In the beats of serial narrative, other
characters will often speak about a character before he or she finally shows up in
the narrative, building audience anticipation for that character’s eventual
entrance. Television serial narratives frequently use this strategy, particularly
when drawing on traditional material: we might think of the delayed introduction
of Game of Thrones’ Tywin Lannister, who, though mentioned as early as the first
episode, does not appear until the seventh in the show’s first season.* In Game of
Thrones’ pilot, siblings Cersei and Jaime Lannister talk, and Jaime admits how
scared he was of their father as a child. This reference to their father is the serial
narrative’s first oblique introduction of Tywin Lannister. Over the first six hour-
long episodes of the television series, several other characters make mention of
him, building an expectation of a man who seems universally formidable to both
his enemies and members of his family. Charles Dance’s Tywin finally appears on
screen in the seventh episode: stony-faced, sharp-tongued, aggressively cleaning
a dead deer as he speaks to his son Jaime, barely looking up at him, tearing him
down with every word. Tywin Lannister fulfils expectations, and even though
the audience knows how Jaime feels about his father, it is still a startling scene to
see the normally confident Jaime shrivel in his presence. Perhaps one of
the most anticipated entrances in contemporary serial television has been that
of the character Negan, an antagonist to the group that Rick Grimes leads, in the
zombie drama The Walking Dead (AMC, 2010-), based on a comic series of
the same name. The character’s casting was announced in November 2015, not
quite halfway through the show’s sixth season. This built audience anticipation
for Negan to be a major character in the second half of the show’s season, and
throughout the second half of the season, characters have made reference to
him, or even claimed to be him. But only in the season’s finale does Negan finally
appear, to seemingly kill off one of the main characters.” In a similar way, the
Iliad begins to introduce Hektor as a major character through the dialogue of
other characters before the narrator makes any direct comment on Hektor or
before Hektor himself becomes an actor in the plot.® The Iliad delays its
introduction of Hektor and does not reveal him until the end of Book 2, at least
two hours into a performance of the whole epic.

Achilles first introduces Hektor in the fiery conclusion to his long argument-

exchange with Agamemnon. Ending their argument over the captive women,
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Achilles swears an oath-threat to Agamemnon that he will regret driving Achilles
out of the fighting through this conflict (1.233-44). In his oath, Achilles angrily
throws Agamemnon’s sceptre to the ground, threatening him: ‘In the future, no
matter how much you grieve, you won't be able to do anything when many fall
and die at the hands of man-slaughtering Hektor’ (tote & ol 1t Suvroeat
Ay vOpevog tep/ xpatopely,edT &v moAhol v "Ektopog avipopovoto/ BviiokovTeg
nintwot, 1.241-3). This sworn introduction of Hektor creates a point of
divergence. From here on in Achilles and Agamemnonss storylines will go their
separate ways, while Achilles hints at Hektor’s storyline on the horizon. Here,
Achilles constructs Hektor as the epic’s real antagonist, beyond this quarrel
between Achilles and Agamemnon. Achilles’ threat presumes a pre-existing fear
of Hektor on the part of the Achaians, and this implied fear instils an emotional
curiosity for the audience: now we want to see this Hektor, who kills, who
terrifies.”

The narrative physically demarcates the divergence of these character arcs as
Achilles and Agamemnon go their separate ways within the Achaian camp
(1.304-11): Achilles’ point of withdrawal will be a physical space wherein his
story arc will unfold for the next many, many hours.® Their divergence also
immediately results in two different ‘missions’ that create audience anticipation
for future events and set the agenda for the next several beats.” For Agamemnon,
the mission becomes to send Chryseis on her way, and to take Briseis from
Achilles, which he accomplishes in the next beat sequence (1.311-50).

Thetis: 1.351-611

Once Briseis has left, Achilles laments and calls to his mother, the sea-nymph
Thetis, and, despite accusing her of already knowing the story (olofa, 1.365),
gives a long recap of everything from the sack of Thebe to Agamemnon’s seizing
of Briseis (1.365-92). This is the epic’s first major recap, and Achilles’ speech
seems to wink at the audience, who also already knows what has happened, and
why Achilles is upset. Achilles’ recap brings the audience up to speed (including
late-comers to the performance), reiterating the important plot point of his
quarrel with Agamemnon."” That Achilles’ speech so thoroughly recaps the
events of the previous beats might suggest that the performer can take a break
before this beat: even without Achilles’ being named at 1.351, his name comes
back in within less than two minutes of performance time (1.364). Whether or

not the performer chooses to take a break, Achilles’ recap also creates backstory
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in giving more details about the sack of Thebe that led to Agamemnon’s taking
Chryseis and setting the whole quarrel in motion (1.366-9), giving further depth
to his character through creating the illusion of his character past. At the same
time, Achilles’ speech gives the audience access to his character through his
motivations and goals."" Achilles follows up on the threat he made to Agamemnon
in the earlier scene and he asks his mother to get Zeus to side with the Trojans
against the Achaians, at least until Agamemnon realizes what a mistake he has
made in his dishonouring Achilles (1.393-412; cf. 1.239-44).

Serial television sometimes also uses this kind of immediate repetition to re-
iterate that events importance to the story, to add character perspective on a
recent event, and to add information that builds anticipation for future events. In
the first episode of The Path (Hulu, 2016-), we see Sarah follow her husband,
Eddie, to a motel; she assumes that he is having an affair. Several beats later, we see
the exact same shots, but this time the narrative also allows us to see whom Eddie
meets in the hotel: a woman who has escaped the cult-like religion that Sarah and
Eddie practice. This repetition increases the significance of the event, while its
elaboration adds to our understanding of Eddie and builds anticipation for how
this encounter will affect Eddie and his relationship with Sarah in future episodes.

Similarly in the Iliad, Achilles’ conversation with Thetis recaps his decisive
quarrel with Agamemnon while it gives us insight into Achilles and builds
anticipation for Thetis’s mission to Zeus. That anticipation pays off several beats
later,'> when Thetis approaches Zeus and he agrees to the ‘mission’ (1.493-527),
which gives the audience a clue that the coming epic might unfold as Achilles
has threatened it will. In these scenes the Iliad uses both analepses (here,
Achilles’ recap) and prolepses (here, Zeus’s promise that events will unfold
as Achilles hope they will) to place the audience within the frame of the story as
a whole, and to build suspense going forward. This suspense emerges around the
absent-but-implied Hektor, who was the agent in Achilles’ initial threat. If Zeus
has agreed to Achilles’ mission, now we want to see how Hektor will enter into
that plan.

In the next beat after Zeus’s meeting with Thetis, the narrative attaches the
audience to Zeus returning to Olympos, where the conflict with Hera that he
predicted in the last scene happens because of his helping Thetis (1.536-69,
fulfilling 1.518-27). But with Hephaistoss encouragement, Hera’s anger subsides,
and Zeus and Hera go to bed together (1.531-611). That resolves one potential
problem that has arisen, which could give the performer another chance for a
break, particularly as the next beat recaps the tension between the gods and its

resolution.



28 Experiencing Hektor

Achaians assemble: 2.1-394

To fulfil his mission, Zeus sends a Dream to Agamemnon that sets the agenda for
the beats to come in his orders for Agamemnon to arm the Achaians (2.1-15).
The narrative attaches to the Dream as it goes down to Agamemnon, and the
next several scenes deepen Agamemnon’s character and reveal his goals and
motivations, while fleshing out an array of secondary characters through their
relationships to Agamemnon, all of whom have their own story arcs. Nestor,
Odysseus, Menelaos and Diomedes all work as points of tension with
Agamemnon, and form constellation points in the Iliad’s melodramatic
alignment structure. In this ‘episode] the debate between Agamemnon and these
characters as to whether or not to remain at Troy replaces the first ‘episode’s’ fight
between Agamemnon and Achilles as the central conflict. These characters’
speeches not only give us insight into who they are, where they are from, and
what their character motivations are, but also fill in gaps in the narrative
information that the audience has. For example, Nestor mentions that the
Achaians outnumber the Trojans (2.125-33), and that the Achaians have been in
Troy for nine years (2.134). Thersites complains about Agamemnon’s treatment
of Achilles (2.239f.), which recaps the first episode’s quarrel, while it ramps up
the tensions between the other Achaians in this storyline. Odysseus’s speech
takes us all the way back to Aulis (2.303), and the launching of the Achaian fleet
for Troy; his recount of Kalchas’s prophecy there (2.308-30) suggests that Troy
will fall in its tenth year. Putting these pieces together increases our anticipation
- not so much over the question as to whether Troy will fall, with us in the
expedition’s tenth year - but rather, will Troy fall in this story? Finally Achaians
turn, once more, to fight against the Trojans (2.394). This resolution plays on
Achilles’ threat (1.239-44), hinting at an upcoming encounter with Hektor’s
Trojans.

Hektor on the horizon: 2.394-473

Agamemnon explicitly invokes Hektor in his prayer to Zeus before the Achaians
prepare to head into battle (2.412-8). Nearly an hour of performance time has
passed since Achilles threatened Agamemnon with of man-slaughtering Hektor
cutting down his men (1.241-3). Now Agamemnon inverts this image as he
prays to Zeus, as he imagines cleaving through Hektor’s tunic with his bronze

(Extopeov 8¢ yrtwva mept otifeoot daifat/ xaAkd pwyaréov, 2.416f.) with his
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companions around him dying in the dust (2.412-8) in front of Priam’s burning
palace.”” Rather than giving in to Achilles’ threat of Hektor killing his men,
Agamemnon prays to kill Hektor.

In doing so, Agamemnon re-shapes the image of Hektor, not as the focus of a
fragmented Achaians’ fear, but instead, of a newly unified (with the exception of
Achilles) Achaian aggression. When Agamemnon finishes his prayer, the
narrative comments that Zeus will not bring the prayer to pass (008’ dpa mw ot
¢nexpaiove Kpoviwv, 2.419), but it leaves exactly what will not come to pass
ambiguously open; another half-clue for the audience to follow. Will Hektor live?
Or will Agamemnon simply not be the one to kill him? Either way, the seed has
been sown: in the eyes of the Achaians, Hektor is both future menace and future
victim. And, much like Achilles’ threat of Hektor, Agamemnon’s prayer here
suggests a past. Hektor must be well-established as an enemy in the minds of the
Achaians for Agamemnon to make this prayer.

This puts the conflict between Achilles and Agamemnon, and the smaller
tensions between the rest of the Achaians, temporarily on hold. The resolution of
the Achaians to stay and fight together (with the exception of Achilles) suggests
another possible break for the performer, who can stop between the extended
similes that describe the Achaian army. The first simile describes the gleaming
bronze of the marching troops as a forest fire on the mountain (2.455-9); the
second the gathering troops along the plains of Skamandros as flocks of swans
in their thousands like leaves and flowers (2.459-68); finally, the third names the
Achaians as swarms of insects at 2.469-73, now advancing against Troy. A break
between these last two similes would come after about thirty-five minutes of
performance time, and the option would leave the audience with a wonderfully
vivid image of the Achaians, for the first time, on the attack.

Catalogue: 2.474-785

With the Achaians and Troy named in the third simile, it stands as a perfect
opportunity for a performer to bring an audience back into the action, after a
possible short break. Before we get to actually meet Hektor, and after painting the
vivid image of the Achaians on the move, the narrator calls on the Muses to help
him recite the catalogue of ships. The catalogue serves as an extended introduction
and re-introduction of many of the Iliad’s main characters." This performance
would last around a half hour: plenty of time to build up anticipation for an

audience’s first experience of the Trojans and Achaians in battle.”® But a long
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time, too, in which we might lose track of Hektor altogether. In fact, the catalogue
only mentions one Achaian to even fall at the hands of a Trojan: Protesilaos,
2.699-703, and gives us no name for the Dardanian who cut him down.'

But the catalogue does remember Achilles when the narrative lists Nireus as
the second most beautiful man at Troy, after Achilles (2.671f.). The catalogue also
includes Achilles himself and recaps that he sits apart because he grieves for
Briseis. Here the narrator deepens his character with further backstory, filling in
that Achilles took Briseis at Lyrnessos; at the same time, the narrator prepares
the audience for his eventual return to battle (2.688-94). The narrator ends the
catalogue by bringing in Achilles yet again when he asks the Muses for help to
remember the horses who fought at Troy:'” here the narrator reminds us that
Achilles” horses, like Achilles himself, are sitting this one out (2.769-73). The
catalogue ends with another vivid simile, as the remaining Achaians march
across the plain like thunder (2.780-5).

Here, too, we might imagine the performer taking a break, if he wanted to end
on the strong clifthanger of the charging Achaians: ‘So the earth groaned beneath
their feet as they charged, as they sped fast across the plain’ (g dpa T@v vnd
nooot péya otevayieto yaia/ épxopévwy- pdha 8 @xa Siémpnocov medioto.
2.784f.) But it would be hard to sit through the catalogue without some pay-off.
The audience wants to finally see the Trojans, and Hektor: everything in the last

hour of performance time has them ready for a fight.'®

Reveal: 2.786-810

The beat switches as the narrator changes audience alignment from the Achaian
charge to Iris, Zeus's messenger, making her way to the Trojans. This transition
matters, as the narrative did not show the audience the message from Zeus, or
Zeus’s instructions to Iris, before Iris’s appearance, as they might expect with
a message (cf. Zeus and the Dream, 2.5-34) - this omission means that the
audience is not sure whom her message is for or what it will contain. Still, the two
beats work perfectly together, as Iris brings the ‘message’ of the last beat’s actions
(the Achaians are on the move) to the Trojans in front of Troy.

In this beat, the narrative finally shows Hektor, when his name has only twice
been said in over a hundred minutes of performance time, not including breaks.
Iris approaches the Trojans before the gates of Priam’s palace (2.788), disguised
as Priam’s son Polites (2.791). When Iris speaks, she aims her address at Priam

(@ yépov at 2.796), warning him that the vast army of the Achaians are on the
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move (2.797-801 recaps 2.780-5): this recap would allow a break after the
catalogue at 2.785. Then ‘Polites’ addresses Hektor directly (“Extop, 2.802). No
narrative or character introduction has told the audience that Hektor is part of
the Trojan assembly, nor where he is, nor how he looks, nor even that ‘Polites’
addresses him. So the vocative might shock an audience: man-slaughtering
Hektor (1.242), whose tunic Agamemnon wants to cleave through with his
bronze (2.416-8), is right beside them in the audience, when the performer as
Iris as Polites calls him out by name."

‘Polites’ orders Hektor that he ‘most of all’ command the leaders of the Trojans
and their various allies to get into order ("Extop oot 8¢ pahiot émréNhopat,
2.802). So ‘Polites’ re-enforces Hektor’s role as field commander of the Trojans.
Hektor does not respond, but ‘recognizes the goddesss command and
immediately dissolves the assembly’ ("Ektwp &8 o0 Tt Oedg €mog fyvoinoev,/ alya
& &\’ dyopryy, 2.8071.).

Trojan catalogue: 2.811-3.14

Once the Trojans get into their ranks, the narrative voice catalogues them and
their allies. The narrator starts with Hektor, and repeats Hektor’s name and role,
adding for the first time new character attributes, and the fact that he is Priam’s

son:

Tpwot pev Nyepoveve péyag kopvbaiohog Extwp
ITprapidng: dpa 1@ ye moAd mheloTol Kal &ploTot
Aaot BwprjocovTo pepadTeg yxeinoL
Great, shining-helmed Hektor ruled the Trojans,
the son of Priam, and with him the most and the best men by far,
eager to fight with the spear.
2.816-8

Can you see Hektor? For the first time, the narrator gives physical clues to his
appearance, using neutral to positive adjectives/epithets to describe Hektor,
focusing on his great size and his shiny helmet.?* Hektor cuts an imposing figure,
and in this anticipation of battle, he is neither the aggressor nor the victim that
Achilles and Agamemnon, respectively, painted him as.

But where this introduction appears in the order of this beat sequence
increases audience anxiety around Hektor. First, there is the prayer/threat of
Agamemnon against Hektor (2.412-8), followed by a very long list of Achaian
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warriors (2.494-759), only one of whom has died at the hands of the Trojans
(2.699-703); and within this catalogue, several references to Achilles, who will
soon return (2.671f., 2.688-94, 2.769-73). Similes that describe the vastness of
the Achaian force trigger the catalogue and bring it to a close, creating and
reiterating an impression of its size as it approaches (2.780-5).*' Iris’s warning to
Priam about just how many the Achaians are only aggravates our concern (again
described with a simile, 2.800f.). Then Iris introduces Hektor. The ‘Trojan
catalogue’ that follows does not mention Hektor again, but contributes to a
growing sense of dread. The list is notably shorter than that of the Achaians (the
Achaian catalogue is around twenty minutes long, 2.494-759; the Trojan
catalogue is only about seven minutes long, 2.786-877), almost proving in the
time it has taken to hear the lists that the Trojans are vastly outnumbered. More,
the narrator includes information about who will die in the Trojan catalogue,?
providing ‘red-shirts’ alongside the main characters before battle even begins.”
After Hektor, the catalogue names Aineias, and then on to Adrestos and Amphios,
who went to war despite their father’s prophetic protests (2.832f.), since the ‘dark
spirits of death led them’ Then after several other Trojan allies, the narrator
comes to Chromis and Ennomos the bird-seer (2.858), who will be killed by
Achilles in the river (2.860f. looks forward to Achilles’ slaughtering Trojans and
Trojan allies in Book 21), and Nastes will suffer a similar fate (2.872-5).* The
catalogue ends on Sarpedon and Glaukos, the leaders of Lykia (2.876f.). So the
narrative directly foreshadows the deaths of several minor characters in a
catalogue that also contains Hektor and Sarpedon, two major characters that the
audience might know from tradition will also die. All of these ordered details

construct a sense of the danger that Hektor faces in the epic to come.

Enter Paris: 3.15-37

Just as with the end of the Achaian catalogue, the end of the Trojan catalogue
leaves the coming battle dangling. More, the narrative omits Paris from the
Trojan catalogue, so those in the audience familiar with tradition will still be
waiting for his appearance. Paris is, after all, supposed to be the antagonist in
the Trojan War.*® I do not think that a performer would stop between these two
scenes, as the narrator zooms out from Sarpedon to show both armies coming
against one another, before quickly zooming back in on Paris. Much like the
reveal of Hektor, Paris’s sudden appearance - godlike, wearing a leopard hide,

carrying a bow, a sword and two javelins (3.16-20) — provides the pay-off for the
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audience’s anticipation for him, and for combat. The audience has now been
waiting around a half hour for battle, since the Achaians resolved to again march
against Troy (2.432); much longer than that for mention of Paris, as he has yet to
appear at all in the Iliad. But Paris’s introduction also subverts expectations that
the narrative has built around Hektor. The narrative has taken the time to
construct Hektor as someone to fear and fear for in his role as the leader of the
Trojans. Paris appears from nowhere, and, later, disappears almost as fast in his
Aphrodite-drawn mist (3.380-2).

Hektor and Paris: 3.38-75

The confrontation between Paris and Menelaos finally provides Hektor with a
speaking role, and his interactions in Book 3 begin to bring his character
into sharper focus. In this episode, the Achaians and the Trojans interact for
the first time, the narrative heads to Troy for the first time, and, most importantly
for our discussion, the characters of several of the Trojan characters deepen
significantly.

Nearly as soon as Paris has jumped out of the frontlines to challenge the
Achaians, he jumps back into the group of his companions, terrified of Menelaos
(3.30-7). Hektor sees Paris’ retreat (i8wv, 3.38), and the narrative follows his gaze
in order to switch alignments to Hektor, who now speaks for the first time.
Hektor’s rebuke for his brother re-introduces Paris, while recapping what has
just happened in Paris’s failed confrontation with Menelaos. At the same time,
Hektor’s exchange with Paris serves as a ‘character moment’ that gives us insight
into Hektor beyond his role as leader of the Trojans,” furthering audience
recognition and alignment. The exchange provides crucial backstory to any
audience members who might not know what is going on or who these characters
are, while reinforcing information for those who do. Hektor starts by
characterizing his brother: since the narrative has just introduced Paris in the
prior beat, Hektor’s characterization leaves a strong mark. Hektor addresses his
brother as Abomapt (‘Bad-Paris!} 3.39): of course this paints Paris in a bad light,
but it also suggests a closeness between the brothers, as Hektor not only calls him
by a different name (his “Trojan’ name) than the narrator (cf. 3.16, 3.27, 3.30,
3.37),but he calls him a nickname that no one else in the epic will ever call him.?®
The narrative called Paris ‘godlike, but Hektor counters this with ‘pretty boy’
(eldog dprote, lit. ‘best-looking, 3.39);* before also calling him ‘girl-crazy’
(yovaupaveg, 3.39); and ‘cheater’ (fqmepomevta).® So Hektor challenges the
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narrative’s introduction of Paris (Beoedr|g, 3.16) as a kind of iceberg
characterization that sees only the surface but does not understand what lies
beneath. This is certainly his concern about what the Achaians might think of his
brother, as they might assume that his good looks correlate to Paris’s being a
brave warrior (3.43-5). Hektor’s insults give the audience access to his own
values, which he opposes to Paris’s values: through this access, the narrative
starts to build audience allegiance around both characters. Hektor’s contempt for
Paris goes so far that he wishes that his brother had died long ago, before he got
married (ai0’ d@eleg dyovog T Euevat dyapog T amohéoBa, 3.40), before he ever
met Helen and brought her across the sea. Here Hektor refers to the backstory of
Paris’s bringing Helen to Troy (so far only recapped during the catalogue, at
2.588-90). Hektor gives this backstory a further nod by bringing up Menelaos as
Helen’s husband at 3.52f. Hektor then continues adding character attributes to
his brother: Paris plays the lyre, he has the gifts of Aphrodite, he has pretty hair,
he’s beautiful (3.54f.). With each of these character traits, Hektor gives us further
access to his judgements about his brother. Finally, Hektor claims that the Trojans
should have stoned him for what he did (3.56f.), calling the Trojans ‘cowards’: so
he places himself at odds with the rest of the community. Hektor fills in quite a
lot of character information in this short rebuke for his brother. With these
reproaches, the narrative allows access to Hektor that an audience can use to
build allegiance with his character, deciding whether or not they agree with him
and what he has to say.

Paris’s response does much of the same, giving us his view on Hektor while
fleshing out their relationship dynamic and providing Paris’s views on his own
character attributes. He starts out, ‘Hektor, you've told me off right — not more
than what’s right’ ("Extop énel pe xat’ aloav éveikeoag ovd vmep aioav, 3.59).
Paris builds the illusion of their shared backstory with this phrase, as he suggests
that he has gotten used to Hektor’s criticisms and now he knows how to handle
them. Then Paris quickly pivots to compliment his brother in a slightly cheeky
way to allay the tension between them, reinforcing the image that the Achaians
have painted of Hektor as the chief military presence on the Trojan side
(cf. 1.242, 2.416f.).*' First he claims that Hektor’s ‘heart is always tireless, like an
axe’ (aiel Tot kpadin MéAeKVG OG E0TLY dTelpng, 3.60). Paris follows this extended
simile by describing Hektor’s ‘mind’ (v6og, 3.63) as ‘fearless’ (&dtappnrog, 3.63),
and this might also be a sarcastic rebuttal to Hektor’s rebuke, where Hektor
claimed of Paris as having neither force nor courage in his thoughts (¢idog &,
AN 0Ok €0t Bin @peciv 008 Tig dAkN, 3.45). Paris finally commands Hektor not
to dismiss the gods’ gifts, but to go and sit the armies down, with a casual ‘but



Enter Hektor 35

now, if you want me to fight ... (vOv adt’ &l @’ ¢0éheig molepilery, 3.67) that
shows Paris’s lackadaisical attitude as he suggests that Hektor set up a single
combat between himself and Menelaos (3.67-75). Paris sets the rules of the fight
as ‘winner-take-all’ so that Menelaos’s win would mean a victory for the Achaians,
and Paris’s win would mean the Trojans could live on in peace. Even if we do not
know how Troy falls, the story structure has set up Achilles’ conflict with
Agamemnon as the primary conflict, and already hinted at Achilles’ return to
battle: these earlier episodes would make any audience expect that peace now is
a false possibility, but it peaks interest to see how it will show itself to be false.*”
Paris’s evaluations of Hektor also create a new layer of character information for
the audience to process, against which they can now judge his subsequent
actions.

The narrative gives access to Hektor as Paris’s plan makes him happy (3.76):
this, too, contributes to audience allegiance to his character. At the same time,
Paris’s plan for a single combat sets the agenda for the next several beats, laying
out how it will come about and building anticipation for what will happen when
Paris and Menelaos finally face off against one another.

Setting terms: 3.76-120

The narrative switches beats by remaining attached to Hektor as he goes between
the armies to set up the single combat between Paris and Menelaos. As Hektor
walks out, the Achaians try to hit him with their weapons (3.79-81), reminding
us of his inverse role as ‘Achaian enemy’; but as Agamemnon stops them, naming
Hektor with the more neutral epithet, ‘shiny-helmed’ (kopvBaiolog Extwp, 3.83;
cf. 2.861),* that role subsides slightly.

Hektor calls out to both armies and repeats Pariss terms for single combat
(3.88-91 recaps 3.68-70), which allows the audience to compare Hektor’s own
response to the proposal to that of the Achaians. The Greeks stay silent (3.95), but
Menelaos responds (3.97-110). He acknowledges that he has played a role
in everyone’s suffering, pointing to the backstory he shares with the Greeks, and
then he hopes for a peace that can last between the sides once one of them
has died (3.98-102). Finally, Menelaos agrees to the truce on the condition
that Priam should be the one to take the oath, since his sons are ‘arrogant’ and
‘untrustworthy’ (émel oi maideg vmepeiokot kai dmiotoy, 3.106). So as Hektor and
Paris characterized each other in the last beat, in very different ways, now Menelaos

adds attributes to them both, creating ambiguity in their characterizations. Are the
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brothers really more alike than they seem? Is this is just an outsider’s tendency to
lump his enemies together? These questions call audience allegiances into
question. In response to Menelaos’s speech, the narrator tells us that the men on
both sides are happy (3.111): this access to Menelaos’s internal audience further
shapes our anticipation, because whether we find our allegiance more with Paris
or with Menelaos, their audience makes us more invested in a truce that we know
cannot last. The beat ends on Hektor and Agamemnon sending to Troy and their
camp, respectively, for the things needed for the oath (3.116-20), again looking
forward to the beats to come as these ‘missions’ come to fruition.

Troy-time: 3.121-260

Summoning Priam gives the narrative a chance to change scenes, but it contravenes
a conventional scene switch. Rather than following the heralds sent into Troy to
fetch him, the narrative switches audience alignment to Iris, the gods messenger
(and now, for the second time, a scene-changing device) and follows her, disguised
as Helen’s sister-in-law Laodike, to Helens bedroom (3.121-4). This is a startling
juxtaposition of space,jumping quite literally from the battlefield to the bedroom.**
This switch to Helen also allows for two important recaps. First, the robe Helen
weaves sums up the whole of the Trojan conflict (3.125-8), and so introduces her
character explicitly through her role in that conflict, which adds her shared
backstory to those of Paris and Menelaos that previous beats pointed to (cf. 3.46-
53,3.99%,, etc.). Then Iris’s speech recaps the last beat, and the agreement reached
between Menelaos and Hektor (3.130-7 recaps 3.86-110): this allows for Helen’s
response to Paris’s proposal in addition to those we have seen of Hektor, Menelaos,
and the Trojan and Achaian people. Helen longs for her former husband (3.139f.)
and this access to her emotion creates character alignment with her, just as the
narrative keeps the audience attached to her as she goes to the walls of Troy.

On the wall, the narrative switches the audience’s alignment again, to the
Trojan elders, whom the narrative introduces (3.146-9). These men see Helen
approaching, and they, too, repeat her role in starting the war (3.146-9). Helen
herself re-introduces the main Achaian characters, reiterating their names and
roles in her exchange with Priam (Agamemnon, Odysseus, Aias, Idomeneus,
3.167-242). This short scene in Troy can bring any audience member up to
speed, and can reinforce again (twenty minutes after the catalogues in terms of
performance) the epic’s main characters and their roles and relationships as the

narrative moves forward.
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This beat also elaborates on the exchange between Hektor and Paris, shedding
new light on what we have just seen of Hektor’s character through other character
perspectives. The Trojan elders at the gate echo Hektor’s frustration with the Trojans
for not making Paris’s death happen (3.56f.), as they say ‘there can be no anger at the
Trojans and the well-greaved Achaians for suffering long pain for the sake of this
woman’ (o0 vépeog Tpdag kot ebkvipdag Axaods/ Tofid” apei yvvaiki ToAdy
Xpovov dAyea maoyewy, 3.156f.). That the Trojans mention their ‘anger’ means that
they have it, even if Helen’s appearance assuages it. This confirms both Hektor’s
frustration with Paris and his frustration with the Trojans for not having punished
Paris, but adds a new, complicating, dimension that Hektor had not focused on:
Helen. The Trojan elders’ view of Helen excuses their frustrations with the war.
Helen herself also ‘answers’ Hektor’s rebuke for Paris when she echoes Hektor’s wish
that Paris had died before marrying Helen, wishing that she had wanted to die
when she left her first husband, and her people to come to Troy with Paris (3.173-6;
cf. 3.40-2). So the viewpoints of the Trojan elders and Helen herself better situate
Hektor’s rebuke for Paris, confirming his frustrations while also showing us that the
situation is slightly more emotionally complicated than Hektor had suggested.

At the same time, Priam’s backstory of the embassy of Menelaos and Odysseus
to his home creates a shared history between these characters, giving them each
individually more depth, particularly in Priam’s extensive descriptions of both
men (3.205-24). The scene ends when Helen sees all of the Achaians she once
knew except for her two brothers, whom she imagines might not have come to
Troy, or might not have come to the battlefield, too ashamed to fight because of
her (3.234-42). The narrator then comments that her brothers are dead, opening
a gap between her knowledge and the audience’s that creates a sense of pathos for
Helen moving forward, and anticipation for when she might find out.*® This
exemplifies the use of ‘melodramatic’ tension between narrator and character
knowledge to generate pathos. More, it adds the real threat of death to the
following scenes, where we rejoin the Trojans and Achaians on the battlefield,
with Paris and Menelaos preparing to do battle.

Now the beat switches to find the heralds again, moving through Troy and
gathering things for the oath, which creates the illusion of continuity from their
being dispatched (3.245-8; cf. 3.116f.). Before the heralds’ encounter with Priam,
the narrative has made time for the audience to build allegiance with the old
man, and with Helen. The heralds recap the agreement between Hektor and
Menelaos once again (3.256-8 recaps 3.73-5), giving us yet character response
to the event, exploiting the narrative’s melodramatic alignment structure. Priam

shudders as they describe the truce (piynoev, 3.259),% and with this access to his
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response, the emotional stakes of the single combat increase, even if the audience

‘knows’ that neither Menelaos nor Paris can die yet, not in this story.

Trusted oaths (untrustworthy sons): 3.261-302

The narrative keeps the audience attached to the heralds when they bring
Priam to the battlefield (3.261-6), as Menelaos had asked (3.105-10).
Agamemnon himself lays out the oath, which repeats the terms of the single
combat that Paris and Hektor had suggested (3.276-87 recaps 3.69-75 and 3.88-
94). Agamemnon then builds further anticipation for the duel’s outcome, pushing
past the simple ‘winner takes all’ scenario suggested in the earlier beats’ ‘terms,
and imagining instead a scenario where ‘Priam and the children of Priam’ refuse
to give Helen back even if Menelaos does win (ITpiapog IIptapotd te maideg,
3.288, cf. 3.106): if this happens, Agamemnon swears, he will stay and fight until
the bitter end (3.288-91). So Agamemnon opens up a new possible series of
outcomes for the single combat, one that will in fact happen: Paris will lose, the
Trojans will not return Helen, Agamemnon will sack Troy. And in linking Priam
with both his sons, Agamemnon obliquely implicates Hektor in that outcome.
As the narrator switches alignment away from Agamemnon, that outcome
comes into sharper focus in ‘any man’s’ prayer to Zeus on the oath:” ‘whoever
violates these oaths first, let their brains pour to the ground like this wine, theirs
and their children’s, and let their wives be raped by others” (6nnotepot mpotepol
onep Spkia unvetay/ ®8¢ 0@’ Eyképalog xapddis péot wg e olvog/ avt®v Kai
Tekéwy, dhoxot 8° dAAowot Sapelev. 3.299-301). This creates consequences for
actions that have not yet happened, but that will happen. A traditional audience
who knows how the story ends will see this as an explanation for all that comes
after,but then the narrative confuses expectations slightly. When the oath concludes,
the narrator simply says, ‘they spoke, and the son of Kronos would not make these

things happen for them’ (¢ €pav, 008" dpa T oy énekpaiave Kpoviwy, 3.302).

Duel: 3.303-448

Once the oath is sworn, the narrative switches alignment to Priam. Just as he
shuddered when he first heard of the combat (3.259), now he leaves the battlefield
because he ‘cannot bear to see with his eyes his dear son fighting against war-

loving Menelaos” (¢nel o0 mw TAfoop’ év d@BaApoioy opdodal/ papvapevov
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@ilov viov dpnigidw Meveldw, 3.306f.). That Priam cannot watch the fight
builds anticipation for it all the more, and creates concern for Paris in the fight
that might not exist otherwise for the audience, based on what they have seen
and heard of him so far.

Hektor and Odysseus measure out the combat area and draw lots to determine
who has the first spear-cast (3.314-25). The narrative explicitly says that Hektor
shakes out Paris’s lot, Tooking backwards’ (&y 0powv, 3.325), seemingly painting
Hektor as trustworthy, despite the concerns of Agamemnon and Menelaos. The
arming sequences follow and spend eight lines detailing Pariss armour (3.330-8),
but only a single line saying that Menelaos ‘also armed’ (3.339).® This greater
narrative investment in Paris just before the battle corresponds to the greater
number of beats associated with Paris that have occurred so far in this episode: the
conversation between Hektor and Paris, the time spent in Troy, and Priam’s
emotional responses to the duel. Throughout, the narrative has kept the audience
more aligned with the Trojan side. But Menelaos prays before his spear-cast, his
prayer to Zeus areminder that Paris has done him wrong and broken the conventions
of guest-friendship (3.351-4). With this build-up, the narrative masterfully creates a
scenario where an audience member can invest allegiance in either side: with Paris,
because the audience ‘knows’ him better, or with Menelaos, because he is in the right.

Paris fights badly; Aphrodite rescues him, commands Helen to sleep with him,
and leaves Paris and Helen together to have sex (3.346-447). As Helen comes into
their bedroom, she tells Paris that he should challenge Menelaos again (3.432f.);
Paris’s response cavalierly admits defeat at Menelaos’s hands with Athena’s help
(vOv pgv yap Mevélaog éviknoev ovv ABrvn), 3.439), but he makes no mention of
returning Helen because he has lost (3.438-46). Melodrama comes into play again,
as Paris wilfully ignores the significance of this single combat with Menelaos,
claiming that he might win against him another time (ketvov §* adtig éyw, 3.440).
He forgets the oath. He forgets that, if he has lost, and he does not return Helen, he
will be an oath-breaker. Audience allegiance to him here depends on audience
attention and commitment to the world: do they remember the consequences of
the oath? Do they judge Paris according to that oath? Does this beat confirm
Hektor’s earlier assertions about Paris (3.39-57)? Or Menelaos’s (3.106)?

Missing in action: 3.448-61

The scene suddenly changes from Paris’s bedroom (literally his bed) to Menelaos

searching for Paris on the battlefield on the same line (3.448; cf. 3.121), creating
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a sharp juxtaposition between the two men and the two spaces that they
simultaneously occupy.*” Then the narrative switches audience alignment to the
Trojans, who could not give Paris up, explaining that they would not have hidden
him out of friendship, because they hated him like black death (o0 pév yap
QUOTNTL Y’ €xevBavov el 11 iSotto/ loov ydp ot maoty dnnxBeto knpi pekaivn,
3.453f.). This calls back to Hektor’s rebuke at the beginning of the episode that
suggested the Trojans should have long ago stoned Paris for his crimes (3.56f.).
The episode ends with Agamemnon declaring victory for Menelaos, demanding
the return of Helen (3.457-60), which recaps again the terms of the oath the
previous scenes established (3.276-91). This resolves the ‘problem’ of this
possible episode as it provides an outcome in the confrontation between Paris
and Menelaos. But it also looks forwards, building the expectation that the oath’s
terms will be respected: even if any audience member will guess that peace will
not happen (based on tradition or the fact that the story has only been going for
about two and half hours), the ambiguity of what will happen next demands
further audience engagement.

This ‘episode; then, stretching, as it might, from Iris’s first trip to the Trojan
assembly as ‘Polites, all the way through to leaving these Trojans searching for
Paris on the battlefield, builds allegiance with the Trojans (2.786-3.461). But, at
the same time, a complex series of interactions challenges those allegiances.
Does an audience support Hektor, because he is right, compared to Paris? Or do
they support the Achaians against them both?

Gods: 4.1-72

Just as Agamemnons declaring victory for Menelaos resolved the last ‘episode]
the beginning of Book 4 provides enough diegetic retelling of the major events
in the last ‘episode’ to make the division between Books 3 and 4 a plausible
performance break.” Book 4 starts with an abrupt scene switch from the Trojan
battlefield to the gods on Olympos. Here the narrative aligns the audience with
Zeus, giving us access to his motivations, as he wants to goad Hera. His taunting
speech to her recaps significant events of the last ‘episode, including Aphrodite’s
saving Paris (4.10-12 recaps 3.380-2), and Menelaos’s victory (4.13; recaps
3.457). Zeus then asks the other gods whether or not they should start the war
up again or allow the return of Helen and the salvation of Troy (4.14-9): this sets
up two possibilities for how the narrative will play out, and even a traditional

audience’s knowing that the truce must break would raise curiosity as to how.
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The exchange that follows lets Zeus elaborate on Heras and his own histories
with and subsequent feelings for the Trojans (4.31-49). These backstories create
a sense of depth in the characters: Zeus’s feelings are based on the fact that he has
a past where the Trojans always honoured him (4.48f.). Zeus vividly describes
Hera’s hate (4.30-6), but does not explain it: a traditional audience would
know that her hatred remains from the Judgement of Paris,*’ but others
would be left to wonder about her motives, and that ambiguity would create
further engagement. Despite his own feelings towards the Trojans, Zeus gives in
to Hera, who directs him to send Athena to the army to ensure that the Trojans
break their oaths first (4.64-7); Zeus repeats these orders to Athena just a
moment later (4.25-72). This phrasing recalls the terms for ‘the first to break
the oaths’at 3.298-301, pointing towards the long-term consequences that might
be in store for the Trojans, while Athena’s ‘mission’ itself sets the agenda for the

following beat.

Broken oaths: 4.73-220

The audience stays attached to Athena as she moves from the gods’ council to
Pandaros, whom she, disguised as Laodokos, convinces to let loose an arrow
against Menelaos. She implies that Paris would be happy to see Menelaos’s corpse
(4.93-103), and this is convincing because of the shared history of the two men
that the narrative has now shown some glimpses of (cf. 3.67-75). The narrative
stretches out Pandaros’s taking up the bow and finally making his shot, taking
almost two full minutes to describe the process, building suspense by seeming to
slow down time (4.105-26).*> As the arrow is in the air, the narrative switches
alignment to Menelaos through its apostrophe:* the narrator tells Menelaos
what happens to the arrow as Athena brushes it aside (4.127-9).* Just as with
Pandaros’s shooting the arrow, Menelaoss wound attracts several lines of
narrative investment. First, the narrator describes the arrow strike itself
(4.134-40), before moving onto the wound through an extended simile and
another apostrophe to Menelaos (4.141-7).

Then the narrative switches theaudience’s alignment suddenly to Agamemnon,
who shudders when he sees Menelaos’s wound (piynoev, 4.149f; cf. Priam’s
‘shudder’ at 3.259). Agamemnons response to Menelaoss wound allows for
another recap of the previous ‘episodes’ events, through from quite a different
perspective than that of the gods, and in obviously different circumstances.

Agamemnon mentions the oaths sworn (4.157 recaps 3.264-301); the single
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combat (4.156 recaps 4.340-80); the details of the oath (4.158f recaps 4.268-96);
and finally the penalty for breaking the oath. When the oath was sworn, they
prayed: ‘Let their brains pour out on the ground like this wine, and that of their
sons, and let their wives be raped by others’ (08¢ 0@’ ¢éyképalog xapddig péot wg
68¢ oivog/ adT®V Kkai Tekéwy, dhoxot 8" dAlotot dapelev. 3.300£.)* Now, with the
truce broken, Agamemnon says: “The Olympian ... will make it happen, and
they’ll pay a great price, with their own heads, and with their women, and with
their children’ (¢k e kai Oy¢ Tehel, oUV Te peydAw dmétioav/ oLV o@fjoy
ke@alfjot yovaudi te kai tekéeaowy, 4.161f.) So it follows that Agamemnon then
predicts the fall of Troy (4.164-8), even if he goes on to fret that he might fail in
this Trojan expedition, should Menelaos die (4.169-82). This whole beat
seemingly has nothing to do with Hektor: he has been absent from the narrative
for over twenty minutes of performance time (since 3.325), and he is nowhere to
be seen now. However, Agamemnon’s speech raises the ante for the Trojan side as
a whole, because the Trojan women and children (including Hektor’s wife and
child) will be destroyed as a matter of divine justice. Menelaos is quick to assure
Agamemnon that the wound is not fatal, and soon Machaon the healer makes
his way onto the battlefield to help Menelaos (4.183-219).

Ready to rumble: 4.220-421

While Menelaos is being tended to, the narrator switches our alignment to the
advancing Trojans (4.220-2): we have not seen anything of the Trojans as a
whole since they were all searching for Paris on the battlefield around twenty
minutes earlier, not counting any break in the performance (3.451-4). This
Trojan attack coming so close after Agamemnon’s damning them as oath-
breakers gives no clue to their reaction to Pandaros’s shooting Menelaos. So the
narrator keeps its audience aligned with the Achaians as they continue to recap
and reinforce the Trojans’ position as oath-breakers and they prepare for battle.

The Achaians arm and Agamemnon jumps into action (4.222-5). To the men
he finds eager, Agamemnon recaps again the Trojans’ broken oaths and their

consequences:

‘Father Zeus will be no help to liars: these men were the first to break the oaths
and the vultures will feast on their delicate skin and we'll lead their dear wives
and innocent children away in our ships when we've sacked the city’ (o0 yap émi

yevdéool matnp Zebg €00eT’ dpwyoc,/ AN’ ol mep mpdTepol Vmep Spkia
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SnAfoavto/ TV fjtot adT@V Tépeva xpoa yomeg EdovTat,/ fielg adt’ dAdXovg Te
¢ilag kal vima tékva/ GEopev év vijeoowy, énny mrohieBpov Elwpev. 4.235-9).

To the men who are hanging back, Agamemnon asks if they are waiting for the
Trojans to come close to their ships, and so suggests the first possibility that the
Trojans might reach the Achaian ships (4.247-9). Agamemnon then goes from
commander to commander, so that the narrative introduces the primary Achaians
once again: Idomeneus (4.257-64), the Aiantes (4.273-91), Nestor (with Pelagon,
Alastor, Chromios, and Haimon, 4.293-325), Menestheus (4.327f.), Odysseus
(4.329-63), and finally, Diomedes and Sthenelos (4.365-422). Their introduction
being last points towards Diomedes’ central role in the battle to come.

This exchange between Agamemnon and Idomeneus recaps that the Trojans
have broken their oaths (4.269f.), and that they will have death and sorrow for
being the first to break the oaths (4.270f.; 4.271 = 4.236 = 4.72 = 4.67). Each of the
exchanges between Agamemnon and the other leaders also works to establish or
reinforce the world’s values with which the audience can judge the epic’s characters
in the battle context: they give us a framework for our allegiance moving forward.
At the same time, we can assume that these Achaian leaders will be playing key
roles in the battle to come, creating anticipation for each of their fates before the
battle begins. Agamemnon’s exchanges also work to build backstories and to
deepen these characters and their relationships. So looking backwards through the
past few ‘episodes, those that Books 1 and most of 2 encompass focused on the
Achaians, while those in the end of Book 2 and most of Book 3 focused on the
Trojans; now the Achaians are re-introduced here. These necessary episodes have
built up audience allegiances with a range of Trojan and Achaian characters, so
that the audience is emotionally invested in the battle when it finally comes. This is
why the Iliad starts in medium res, rather than in the middle of battle.

Now the audience knows many of the main warriors involved, and many of
their values, as they watch the battle unfold. Audience members will have found
allegiance with heroes on both sides, and the battle itself provides a context that
continues to add narrative layers to these characters that will affect those
allegiances. This kind of diverse character investment is common to serial
narratives. In Game of Thrones’ ‘Battle of the Blackwater’ (Season 2, Episode 9),
the whole episode focuses on Stannis Baratheon’s attack on Kings Landing.
Because of the multiplicity of characters and perspectives that the show has built
up to this point, an audience can have a variety of conflicted allegiances during
the battle. The audience might hate Joffrey Lannister, but root for his uncle,

Tyrion; might have ambivalence towards Cersei Lannister, but worry for the
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women in the citadel and what will happen should the city fall; might not like
Stannis Baratheon, but might think he has a legitimate claim on the crown;
might root for Stannis’s honest and low-born ‘Onion Knight, Davos Seaworth,
regardless of how they think of Stannis himself. These multiple investments keep
the audience engaged in every beat, in the interconnected fates of the many

characters as the battle progresses.

Battle: 4.422-543

The scene changes as the narrative gives us a description of the two armies
coming against one another: the Achaians like silent, beating waves (4.422-32),
the Trojans like sheep waiting to be milked, bleating for their lambs (4.433-6).
This parenting simile for the Trojans raises an ominous feeling, after the
sequential warnings about the consequences of their oath-breaking for their
children.* Then the narrative zooms out and shows Ares driving on the Trojans,
Athena driving on the Achaians (4.439), and Terror and Fear and Hate driving
on them all (4.440-5).

From the general description of the fray, the narrative zooms back in on
individual combat encounters. Now, many of the Achaians whom the narrative
has already introduced get their first kills, while others appear for the first time.
The narrator brings in Antilochos in his first appearance,” as he kills Echepolos
(4.457-62). The Trojan Agenor kills Elephenor (4.463-70) and both the Trojans
and the Achaians fight over the body; Telamonian Aias kills Simoeisios (4.473-
89); Priam’s son Antiphos tries to get Aias with his spear, but hits Odysseus’s
companion Leukos instead (4.489-93); Odysseus responds with anger to
Leukos’s death, and kills Priam’s bastard son Demoko6n (4.494-504).*® With this
last kill, the advantage shifts towards the Achaians. Now the audience gets a
fleeting glimpse of Hektor for the first time in nearly forty-five minutes of
performance time: ‘then the vanguard retreated, and shining Hektor’ (xdpnoav
&’ V16 te mpopayot kai gaidipoc Ektwp, 4.505). The narrative names Hektor and
reinforces his role as the Trojan battlefield leader, but now, he is leading his men
in the wrong direction.

The narrative switches the audience’s alignment to Apollo, who exhorts the
fleeing Trojans (4.507-13). Apollo announces to them that Achilles is missing
from the battlefield (4.512f.), recalling Achilles’ withdrawal after his quarrel with
Agamemnon from the epic’s first episode. Then Athena stirs up the Achaians

(4.514-6). When battle starts again, the narrative continues to switch audience
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alignment back and forth between the Achaians and the Trojans: Diores dies at
the hands of Thoas (4.517-26), who in turn dies at the hands of Peiros (4.527-35),
and finally, ‘on that day, many of the Trojans and the Achaians lay stretched out in
the dust beside one another’ (toAot yap Tpwwv kot Axaud®v fuatt Keivw/ mpnvéeg
v kovinot map’ aAAlotot tétavto. 4.5431.). This line consciously acknowledges
the audience’s diverse allegiances: whoever’s side you are on, your side has lost
someone, is losing someone. While a performer certainly might end his ‘episode’

here, on this image, there is no resolution, no real break in the battle.

Overhaul: 5.1-453

The narrative hones in on Diomedes in the battle at the beginning of Book 5, as
Athena spurs him into battle” Diomedes exchange with Sthenelos and
Agamemnon lasted around four minutes (4.365-418), and would have taken
place less than ten minutes ago if the action of Books 4 and 5 is continuous. This
was the first time that the audience saw Diomedes speak, and yet here, under
Athena’s influence, he undergoes what Mittell calls a ‘character overhaul’™
Diomedes’ overhaul in his aristeia, or time of battlefield excellence, will affect both
audience and other characters’ recognition of the hero in the scenes to come. This
significantly expands audience understanding for the possibilities of character
in this storyworld (Hektor himself will undergo a similar transformation). At
the same time, it creates a new dynamism between character and context, between
the warrior and battle, as we see how battle can change our heroes.

After Diomedes’ aristeia begins, he is not the first to get a kill on the battlefield.
Instead, a series of Achaians have successful kills first: Agamemnon kills Odios
(5.38-42); Idomeneus Kkills Phaistos (5.53-7); Menelaos kills Skamandrios
(5.49-58); Meriones kills Phereklos, the builder of Paris’s ships (5.59-68); Meges
kills Pedaios (5.69-75); Eurypylos kills Hypsenor (5.76-83). This string of
‘recognizable’ heroes sets up a clear contrast with Diomedes, about whom the
narrator tells the audience: ‘But you wouldn’t have even known who Tydeus’s son
was fighting for — the Trojans or the Achaians’ (TuSeidnv & ok &v yvoing
notépolot petein/ ng petd Tpweootv opAéor fj pet’ Axatoig, 5.85f.). The narrator
challenges the audience to re-recognise Diomedes under Athenas divine
influence.

The next beat follows Pandaros’s gaze,” as he watches Diomedes, aims his
arrow, hits him and boasts (5.95-105). But Sthenelos pulls the arrow out and
Athena heals Diomedes (5.106-22) before sending him back into battle with the
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ability to recognise gods and three times more rage than he had before
(5.123-43). So the narrative reinforces Diomedes’ character overhaul, giving him
even more supernatural powers. With his new rage, Diomedes kills eight men in
quick succession (5.144-65), and the beat switches again, this time following
Aineias’s gaze, who watches Diomedes from across the battlefield.

This beat switch could indicate a break in performance, as Aineias’s failure to
recognise Diomedes presents ample opportunity for the narrative and other
characters to recap his name and role. The fact that Aineias approaches Pandaros
further suggests that a performer might take a break here, as the re-introduction
of Pandaros will also allow for continuity from the previous ‘episode, and for
Pandaros’s diegetic retelling of his shooting Menelaos.

Aineias approaches Pandaros to ask where his arrows and his fame have gone,
repeating Pandaros’s name and role (5.171-3), before asking if the archer can
take a shot at ‘whoever this is, ruling it and doing lots of bad things to the Trojans’
(66 16 60¢ Kpatéel kai O kaka oA Eopye/ Tpdag, 5.175). So after Diomedes’
character overhaul, Aineias also has trouble recognizing him. Aineias’s exchange
with Pandaros then allows Pandaros to re-identify Diomedes, give a recap of
recent events, give his own backstory, and look forward to what will happen next.
Pandaros identifies the ‘unknown’ warrior as Diomedes based on his physical
characteristics (5.180-3) and he recaps his shooting Diomedes just a few minutes
earlier (5.184-91 recaps 5.96-106): Pandaros then goes further back, recapping
his shot at Menelaos (5.206-8 recaps 4.105-40), some forty-five minutes earlier
in performance time. Finally Pandaros talks about his departure from home, his
desire to win glory for Hektor (5.211), and his self-curse that someone should kill
him should he not break his bow if he wins home and sees his wife again (5.212-
7). This reinforces Pandaros’s role in the battle, reiterates Hektor as the Trojan
leader (worth winning glory for), and finally, causes the audience to wonder as to
whether or not Pandaros will make it home to his wife.” The audience’s knowledge
of the consequences for breaking the oath that Pandaros has broken places him
on a precarious edge (3.298-301; cf. 4.157-68; 4.266-71).

Diomedes brutally kills Pandaros just a few moments after his homecoming
fantasy, at 5.290. The narrative has built to this over several episodes, starting
with the catalogues; first we meet the Achaians, then the Trojans, with the
embedded violent threat to the Trojan wives and children in the oath sworn for
single combat; then the Trojans breaking the oath, and the first battle deaths.
Now the narrative shows a recognizable Trojan, Pandaros, who broke the oath,
suffer a death that could be the result of his oath-breaking, and we know that his
death will have a knock-on effect with his wife at home (cf. 5.212-7).
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Aineias jumps into action to protect the fallen Pandaros, but Diomedes
throws a rock at him, shatters his hip, and he has to be rescued by Aphrodite
(5.312-8); Diomedes stabs Aphrodite herself (5.334-51), and then tries again for
Aineias just a short time later, and finally confronts Apollo himself before
stopping (5.433-43), while Aineias lands in Pergamum, replaced on the battlefield
with a phantom (5.444-53). This prompts Apollo to ask Ares for help in fighting
Diomedes (5.454-9), which in turn prompts Ares to disguise himself as Akamas
to exhort the Trojans (5.461-70).

Returns: 5.454-532

This sequence of events brings Hektor back into the narrative. First Ares/Akamas
urges the Trojans to fight because ‘a man is down whom we honoured the same
as brilliant Hektor — Aineias, son of big-hearted Anchises’ (kettaL avip 6v icov
étiopev Extopt Siw/ Alveiag viog peyainropog Ayxioao, 5.4671.), recapping and
reframing Aineias’s injury (5.305-10). This rhetoric works to stir up the men
(5.470), while it reinforces Hektor’s role again at the top of the Trojan hierarchy
despite his absence from battle. Sarpedon responds by ‘really insulting brilliant
Hektor’ (pala veikeoev ‘Extopa Siov, 5.471): this line conjures Hektor for the
audience before Sarpedon addresses him in the next line.

Sarpedons insult uses backstory to give us new information about Hektor,
Sarpedon, and their relationship. But first, he asks where Hektor’s erstwhile menos
(battle-fury) has gone ("Extop mfj O] Tot uévog oixetau 6 mpiv €xeokeg; 5.472), and
his brothers and brothers-in-law that he had boasted he could defend the city with,
alone - Sarpedon cannot see them (5.473-6). Sarpedon implies his own past
experience with Hektor, saying that Hektor always used to have menos. But the
narrative goes beyond just giving more character information through a subjectively
framed backstory. In the X-Files (FOX, 1993-2002), David Duchovny, who played
one of the two leads, Fox Mulder, left the show for most of its eighth and ninth
seasons. In the series finale, Mulder re-appears, and Scully, his partner, simply asks
him, ‘God, where have you been? Where have you been hiding? While the Iliad’s
poet did not have to worry about an embodied actor wanting to leave the show, he
uses a similar narrative ‘wink’ at the audience to re-introduce a major character that
has been missing from the narrative. Hektor’s menos — Hektor himself, has been
missing from the battlefield for over forty-five minutes. And Sarpedon’s reference to
Hektor’s missing ‘brothers and brothers-in-law’ draws attention to Paris’s persistent

absence since 3.380-2, well over an hour ago. The rest of Sarpedon’s speech gives us
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more character information, as he draws a contrast between his own responsibilities
on the battlefield, as an ally from far-off Lykia, and those of Hektor, reiterating their
respective roles. Just as Pandaros did (5.212f.), Sarpedon invites further audience
allegiance as he elaborates his role to Hektor as a father and husband, saying that ‘he
has left behind his beloved wife and young son there’ (§v0’ &\oxov te giknv Edmov
Kai vijrov viov, 5.480). Sarpedon then draws attention to Hektor’s failure in his role,
while Hektor is defending his own home, ‘he doesn’t even order the other men to
stay and defend their wives' (dtap ovd dM\otot kehevelg/ Aaoiotv pevépey Kai
apovépevan dpeoot, 5.485f.). The concern for women and children has come onto
the battlefield in dribs and drabs over the last few beats;> now Sarpedon projects a
motivation onto Hektor that he should have, indirectly accusing him of failing his
wife and child, behind the walls of Troy. Sarpedon ends with a warning about the
fall of Troy, admonishing the Trojans not to fall prey to their enemies and let their
city be sacked (5.491f.). This scene, coming close on the heels of Pandaros’s death,
and Aineias’s near-death, focuses the threat of death of ‘major’ characters closer to
Hektor, and with it the consequences of such death: the vulnerability of women and
children, the fall of Troy. The insult ‘bites’ into Hektor’s heart (8dxe 8¢ @pévag

“Extopt uobog, 5.493), but he does not respond, except for jumping into battle to stir
up his troops (5.494-6). And then, once again, he disappears.

Aineias conveniently returns after a very short zoom-out that takes in both
armies (5.497-505), Apollo returning him from Pergamum. Aineias’s friends
rejoice, but do not have time to ask him where he has been (5.512-6): this is
another narrative wink, because the audience knows where he has been (5.445f.).
In the X-Files scene above, Scully finally asks Mulder what he was doing and
where he was. He says ‘T can't tell you, Scully. She, frustrated, responds, ‘Mulder,
that doesn’t make any sense’ Mulder reassures her, ‘You've got to trust me, Scully.
I know things. It’s better you don’t’ The whole scene makes fun of the plot device
of Mulder’s disappearance and reappearance, much as the Iliad’s narrative self-
consciously draws attention to its own plot device of bringing Aineias back here.
At the same time, Aineias’s return reinforces the previous beat’s discussion of
consequences of battlefield absence by showing its obverse: the joy felt when a
leader comes back to battle, unharmed. Aineias’s return also comes nearly as soon
as Hektor has entered battle: this confuses audience expectations as to who the
narrative will align the audience with more in the battle scenes to come. This
confusion, in turn, builds anticipation to see what will happen next.

As Hektor once again steps aside, it is worth thinking about how the narrator
works to compare his times of battlefield absence against those of the other

heroes. The narrative switches our alignment back to the Achaian side, and now
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re-introduces the Aiantes and Odysseus alongside Diomedes (5.519), seemingly
balancing out the trio of primary Trojans and allies (Aineias, Sarpedon and Hektor)
that the previous beats established as heading into battle. Agamemnon is here, too,
stirring up the troops with an exhortation that focuses on cooperation as a means
of survival (5.529-32). The narrator purposefully brings these characters back in
after long absences to expand the battle away from its previous central focus of
Diomedes (and, to a lesser extent, Aineias): this contextualizes Hektor’s own absence
from the battlefield while Aineias was the primary Trojan fighter, as the Aiantes,
Odysseus,and Menelaos were all absent during Diomedes’ aristeia. But the narrative
only asks us to consider Hektor’s absence as part of our allegiance to a character,and
he is the only one of these characters to receive a rebuke upon his return.

Battle: 5.533-89

Now battle begins again, as the narrator rapidly switches alignment between the
two sides. After Agamemnon’s exhortation, he throws his spear and kills Deiko6n,
a companion of Aineias (5.533-6). Aineias does not respond to this death, but
the narrative does switch the audience’s alignment to Aineias in the next beat,
and this juxtaposition makes it seem as though Aineias’s kills of Orsilochos and
Krethon (5.541-9) respond to Deikoon’s death.> Their deaths give the narrator
a chance to repeat the important past information that these two men sailed to
Ilion to win honour for Agamemnon and Menelaos (5.550-3), referencing the
beginning of the war and its cause.

The next beat then appropriately switches audience alignment to Menelaos,
who pities the two fallen sons of Diokles (5.561-5).>> Ares drives him into battle,
thinking that Aineias might beat him down (5.562-4). Then the narrator aligns
the audience with Antilochos, who sees what Menelaos is doing and runs to
Menelaos’s aid against Aineias (5.565-70), just as Menelaos and Aineias square
off to face one another (5.568f.).® Aineias takes off upon seeing their double
team, while Menelaos and Antilochos rescue the dead bodies (presumably of the
sons of Diokles), and then kill Pylaimenes and Mydon, respectively (5.573-89).

Overhaul: 5.590-627

Now, as he sees Menelaos and Antilochos from across the battlefield, Hektor

finally returns, almost ten minutes after Sarpedon’s rebuke (5.472-92), and just
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after Aineias has failed against them. Ares and Enyo accompany Hektor as he
ranges through his ranks (5.590-5): this approximates Diomedes’ own character
overhaul from earlier in the episode, and it cause similar problems of recognition,
for both the audience and for the other characters. We have not yet seen Hektor
fight, so we could not see a change in Hektor’s fighting if we tried. But Diomedes
can. And, we might remember, the overhauled Diomedes can recognize the gods
(5.127f.). So when Diomedes sees Hektor, he yells out to his men: ‘Friends, we
used to wonder at the kind of spearman Hektor was — a brave warrior — but now
one of the gods defends him from ruin - Ares is with him, looking like a mortal’
(& pilot ofov 81 Bavpdlopev Extopa Stov/ aixpuntiv t° épevat kai Oapoaréov
noAepothv/ T® 8’ aiel mapa ig ye Bewv, 6 Aotyov duvvel/ kol vov ol mapa
Kevog Apng Ppot®d dvdpi €okwe, 5.601-5). Diomedes draws on his own past
experience of Hektor as a great warrior to insist that Hektor is even better now.
This confirms the implied-past Hektor that we have heard about before but
never experienced for ourselves: the man-slaughterer (1.242), the one with great
battle-fury (menos, cf. 5.472). Now, on top of this, Ares helps Hektor, and for the
first time, Hektor kills — Anchialos and Menesthes (5.608-10). But the narrative
quickly swerves away from Hektor again, following a gaze from the fallen
Anchialos and Menesthes back to its subject, Aias, who kills Amphios out of pity

for the two fallen men but is soon driven backwards again (5.610-26).

Sarpedon: 5.628-78

With Hektor once again pushed aside, the narrative jumps to Tlepolemos,
Herakles’ son, as he faces off against Sarpedon (5.628f.). Tlepolemos taunts
Sarpedon, questioning their shared Zeus ancestry, before telling the story of
Herakles, ‘who sacked the city of Troy and widowed its streets’ (TAiov ¢§ahamate
TOAW, XNpwoe &’ ayvidg, 5.642). This reference to a past sack of Troy suggests the
possibility of the future sack - particularly in its use of the verb ‘widowed’
playing on Sarpedon’s accusing Hektor of failing to defend the Trojan wives
(5.486). Tlepolemos then seemingly refers to Aias’s kills in the previous beat,
when he tells Sarpedon that he is a coward, and people are dying (oot 8¢ kakog
pév Bupog, dnogdivvBovot 8¢ Aaoi, 5.643). Tlepolemos and Sarpedon finally
throw their spears; Sarpedon kills Tlepolemos; Tlepolemos strikes Sarpedon
through the thigh with his spear (5.655-62). Both men are dragged out of the
fighting by their men, Sarpedon still with the spear through his thigh (5.663-9).
Sarpedon falling means that another one of the Trojan-allied leaders will have to
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come back into the foreground, building anticipation for Hektor to once again
emerge.

But the narrative aligns the audience with the Achaians first. Like Aias, the
narrator named Odysseus among the Achaians at 5.519, and now, seeing
Tlepolemos fall, Odysseus considers whether or not he should go after Sarpedon.
But Athena pushes him against the other Lykians, and he kills seven in quick
succession: Koiranos, Chromios, Alastor, Halios, Alkandros, Prytanis and
Noemon (5.677-9). This is the first time in the epic that someone kills people in
a list:* it serves as a condensed burst of battlefield excellence (Diomedes’ eight
kills took from 5.144-65). And Odysseus would have killed even more, the
narrator tells us, if it were not for Hektor.*®

Hektor: 5.679-710

The contrafactual that re-introduces Hektor gives the audience a greater
allegiance with Hektor, knowing that Odysseus would have killed more if not for
hisintervention. As Hektor sees Odysseus, the narrator focuses on his appearance,
as he ‘strides out, mentioning his shining helmet twice in two lines:** he is first
‘great, shiny-helmed Hektor” (péyag xopvBaiolog Extwp, 5.680), then ‘he goes
out through the frontlines, in his shining bronze helmet” (7] 8¢ dx mpopdywv
kekopLOpévog aifomt xahk®, 5.681). Then in one line, the narrative shows us the
emotional responses to Hektor from both sides: ‘He bore terror to the Danaans,
but Sarpedon, the son of Zeus, rejoiced at him advancing’ (8eipa @épwv Aavaoiot
xapn &’ dpa oi mpootovty Zapmndwv Alog vidg, 5.682f.). These successive views
give the audience a three-dimensional look at Hektor, where he becomes the
focal point for the Iliad’s imagination. The diversity of these views allows
different possibilities for audience allegiance: Hektor as a shining hero, a
terrifying enemy, a saviour, or all three at once.

Sarpedon’s delighted gaze segues into his imploring Hektor to stop and help
him, as he still cannot stand (5.5.684-8), creating continuity from Sarpedon’s last
appearance the beat before last (5.663-7). Sarpedon’s speech again mentions his
wife and child, whom he will not be able to delight through a safe homecoming
should he die at Troy (ed@pavéety dhoxov te QiAny kai vijmov vidv, 5.688): once
again, the mention of home invites the audience to wonder whether or not
Sarpedon will make it back there, building anticipation for his death that the
traditional audience might already know will happen. In this, the narrative also

gives us access to Sarpedon’s motivations, relaying his desire to make it home,
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because of his roles as father and husband (cf. 5.480), not insignificantly roles
that Hektor also occupies.®® And the narrative gives us some access to Hektor’s
motivations too, describing him, as he just rushes past Sarpedon, ‘striving to
push back and kill the Argives’ (5.689f.).

This proves a complicated answer to Sarpedon’s earlier rebuke to Hektor. Now
Hektor fights hard, but so hard that he leaves a man down on the battlefield, the
same thing that Ares/Akamas rebuked the Trojans for when Aineias was fallen
on the field (5.464-9). But then Sarpedon’s companions immediately drag him
out of the mélée (5.692-8), releasing Hektor from having to save him. This
creates ambiguities in how we judge Hektor in this scene: does Sarpedon’s safety
excuse Hektor’s neglect of him on the field? Does Hektor’s offensive action
against the Achaians outweigh his present defensive obligation to his ally
Sarpedon? Hektor’s silence does not help the audience in constructing their
allegiance. He has not spoken in nearly two hours of performance time, without
considering breaks (3.94). We see Hektor, we hear what others think of him and
ask of him, but we do not hear him.

The beat changes audience alignment from Sarpedon’s recovery to the Argives,
who still do not retreat, though they move slowly backwards because of Ares and
Hektor (5.699-702). A performer might take a break here before the narrator
asks who Hektor kills, as he implicitly recaps the previous beat with the repetition
of Hektor’s and Ares’ names (and Hektor’s being the son of Priam, 5.704) and
their onslaught against the Achaians. That the narrator has to ask for the number
of Hektor’s and Ares’ seven kills (5.677-9) makes their kills here seem greater
than Odysseus’ seven kills less than two minutes earlier (5.6747-9). This might
be a conscious moment of juxtaposition, bigging up Hektor (backed, as he is, by
Ares) to contrast with Odysseus. But this difference would matter less after a
break, where an extended narrative introduction to Hektor’s rampage would
help resituate the audience.

Silent type: 5.711-909

Whether or not there is a break before Hektor’s and Ares’ kill list, the narrative
switches away from Hektor again almost immediately as it shifts scenes to the
gods (5.711). Hera and Athena see Ares helping Hektor and decide to intervene
(5.711-8); but this decision only mentions Ares and not Hektor (5.717). The rest
of the book starts a new beat sequence that follows the gods’ story arcs, straight

into the middle of the clashing story arcs of the Trojan and Achaian heroes. In
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this sequence, Hera and Athena arm (5.719-52), ask Zeus for permission to
enter the fray (5.753-67), and a disguised Hera exhorts the Achaians (5.784-93,
which recaps Achilles’ absence at 5.788), while Athena helps Diomedes wound
Ares, before all the gods return to Mt. Olympos. Athena’s direct help of Diomedes
echoes the beginning of the Book, which may or may not have been performed
as a continuous action (5.793-867 calls back to 5.1-8; 5.121-32).5! So Book 5
ends and the narrative re-joins the battle without the gods in the first line of
Book 6. As we have received Book 5, it stands as the longest book in the Iliad,
at over nine hundred lines, or almost seventy minutes in performance length.
There are few indications within its battle sequence of a preferred break in its
action. If we view the book as a performance episode,* the episode’s central
problem simply moves the plot sideways, as Athena, with Hera’s support, supports
Diomedes in pushing all the gods who are allied with the Trojans — Aphrodite,
Apollo, and Ares - off the battlefield. These events matter in terms of elaborating
character relationships, backstories, and shared experiences, but they do little to
advance the epic’s plot.

Throughout the battle, the narrative foregrounds Diomedes and several other
main Achaians, including Agamemnon, the Aiantes, Menelaos, Antilochos, and
Odysseus, while it also pushes Aineias and Sarpedon, and Hektor to a lesser
extent, forward from the Trojan side. These investments in supporting characters
allow for diverse audience allegiances, while they delay and continue to build
anticipation for the inevitable confrontation between Achilles and Hektor that
the first book establishes.

Hektor has appeared in about a minute of the last seventy-five minutes of
action and has not spoken in over two hours of performance time, eschewing
the early books’ expectation that suggested Hektor would be the main Trojan on
the battlefield. In terms of characterization, Hektor remains elusive. He exists
silently, like a black hole at the intersection of several gazes. In this battle
sequence, Sarpedon has said that Hektor has not backed up his boasts, and does
not defend his people (5.471-92); Diomedes has, in the past, with the other
Achaians, been amazed by Hektor as a warrior, but only fears him now because
Ares backs him (5.596-606); the narrator sees him so bright and shiny in his
helmet (5.680f.); the Danaans are terrified of him (5.682); Sarpedon is glad to see
him but is ignored (5.682-91); the narrator must to ask how many Hektor killed
(5.702-10); finally Hektor disappears when Diomedes and Athena drive Ares
out of the battle (5.8501T.).

In Hektor’s absences, the narrator has developed, through his other characters,

a theme that will be very significant to Hektor moving forward: the connection
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between warriors under threat on the battlefield and the consequences for their
families and friends.®® This is the case of Pandaros, who obliquely wonders if he
will see his wife and home again (5.211-6), but then is brutally killed (5.290-6);
Sarpedon who has left his wife and child behind to fight for Hektor (5.480);
Aineias, whose return delights his friends (5.514-6); Sarpedon, who worries his
death at Troy will not let him delight his wife and child (5.684-8). All of these
moments form important internal narrative schemata that look past the warrior
himself on the battlefield, into the social network that he is embedded in, with all
the emotional consequences that that network implies.®*

Achaians kill: 6.1-36

The narrator cuts from Zeus and Ares at the end of Book 5 to the battlefield at
the beginning of Book 6 with an explicit reference to the Trojans and the
Achaians now being left alone to their fighting (oiw0n, 6.1). This detail signals a
shift away from the battle sequence of the gods fighting at the end of Book 5,
which centred on divine intervention on the battlefield. While the sequences in
Book 5 pushed Hektor to the sidelines for most of its action, Book 6 will
foreground Hektor in over a half hour of performance time, over sixty per cent
of its lines if it does constitute an episode. But, as in the first scenes of Book 5, the
first scenes of Book 6 check in with many of the main Achaian characters.

First the narrator re-establishes the scenic space, shifting away from
Mt. Olympos from the end of Book 5: now, as before, the Achaians and the
Trojans are fighting in the space between the Xanthos and Simoeis (6.4; cf.
5.774).% Then we get a quick burst of battle that perfectly exploits the Iliad’s
melodramatic alignment structure, in a beat sequence that catches up with many
of the primary Achaian warriors for the first time since before the gods entered
the fight, over twenty minutes ago, but that also throws some new faces into the
mix. The work of the previous episodes have built up audience allegiance with
some of these characters, and those characters become anchors on the Achaian
side as we meet new characters, some of whom will become major players, some
of whom will not. Game of Thrones uses a similar strategy to introduce new
characters: think of the many characters thrown into the Battle of Hardhome.
Many of these characters will never be seen again, but consider the giant, who
appears throughout the battle with previously established characters like Jon
Snow or Eddison Tollett, and then becomes a recurring character on the Wall.%

We might similarly think of Alicia Florrick’s chaotic first day in bond court on
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The Good Wife, which introduces her to a slew of new characters, but only Lucca
Quinn goes on to become a major character.”” In this battle, first Telamonian
Aias kills Akamas (6.5-11; cf. 5.617); Diomedes kills Axylos and Kalesios (6.12—
9); Euryalos appears for the first time since the catalogue and kills Opheltios,
Dresos, Aisepos, and Pedasos (6.20-8; cf. 2.565); Polypoites, too, pops up for his
first time since the catalogue and kills Astyalos (6.29; cf. 2.740); Odysseus kills
Pidytes (6.30; cf. 5.679); Teukros shows up for the first time and kills Aretaon
(6.31); Antilochos kills Ableros (6.32f; cf. 5.589); Agamemnon kills Elatos (6.33;
cf. 5.537); Leitos appears for the first time since the catalogue and kills Phylakos
(6.35; cf. 2.494); Eurypylos kills Melanthios (6.36; cf. 5.79). Whether the narrator
is introducing or re-introducing a key Achaian player here, the quick montage of
kills clearly establishes that the Achaians are dominating on the battlefield: ten

Achaians kill fourteen Trojans in less than three minutes.

Even the unborn: 6.37-72

But Menelaos interrupts their killing spree when he makes to capture Adrestos
alive (6.37-51), only to be chided by Agamemnon, who tells him to remember
the Trojans’ crimes (6.55-60). As far as the Trojans go, Agamemnon says that ‘not
one of them will escape sudden destruction and our hands, not even the young
boy that the mother still carries in her stomach, not even he will escape, but all
of them together of Troy will be wiped out, uncared for, extinguished’ (t@v pr| Tig
rekUyol aimbv OheBpov/ xelpdg B° fuetépag, und’ Ov tva yaotépt prtnp/
KoDpov &ovta @épot, und’ 8¢ @uyol, AAN’ dua mdvteg/ Thiov éEamoloiat’
axndeotot kai dpavtot, 6.57-60). With these terrible words, Agamemnon elicits
layers of audience memory: traditional memory for Paris’s abduction of Helen;
the prayers over the oath that the oath-breaker’s brains and sons’ brains will pour
out like wine, their women to be raped by others (3.300f.); Pandaros breaking the
oath and shooting Menelaos (4.124-40); Agamemnon’s own previous declaration
that Troy will fall (4.163-8). At the same time, it reminds us of the vulnerability
of the Trojan women and children that Sarpedon pointed to in his rebuke for
Hektor (5.485f.). So this short scene between Agamemnon, Menelaos, and
Adrestos reinforces information from several earlier scenes, as does its brutal
end, where Menelaos pushes the suppliant Adrestos away from him, Agamemnon
stabs him with his spear (6.61-4),and, in a genius moment of ambiguity, Atreides’
pulls it out once again (6.64): this ‘son of Atreus’ might well refer to either

Agamemnon or Menelaos.
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Nestor follows with an exhortation that clearly pushes forward this agenda
of total war (6.67-71), as he urges his men not to bother with the spoils, saying
instead, ‘let’s kill men’ (&v8pag kteivwyey, 6.70).

Mission: 6.73-118

The beat switches through a contrafactual to the terrified Trojans who would
have retreated into Troy, had not Helenos approached Aineias and Hektor
(6.73-6). The narrator introduces Helenos here for the first time in the epic,
using his patronymic as Priam’s son to relate him to Hektor, by now so familiar
to the audience as Priam’s son (ITptapidng, cf. 5.684). This scene’s position places
it as a clear response to the Achaian violence of the previous beats, including the
threat of violence to the Trojan women and children.® Helenos’s speech also
functions in several ways in terms of the beat structure of serial narrative.

First, Helenos’s speech re-introduces Aineias and Hektor, reasserting their
roles and names (6.77-9). Aineias was last seen at 5.572 (a half hour ago, without
break time) and Hektor at 5.710 (twenty minutes ago, without break time).
Helenos’s grouping them together now also recalls that these two were central
characters in the previous ‘episode’: so it makes sense that Helenos addresses
Aineias first, because he has been absent longer, but also because he served a
more central role in the battle sequences leading up to the present scene.

After re-establishing Aineias and Hektor, Helenos then gives them each
‘missions, which creates audience anticipation for the next several beats. First, he
warns the leaders to put their men in order, to prevent them from running home
and falling into the arms of their women (6.80-2). This might call back to Paris,
who escaped to the arms of his woman all the way back at 3.382, around two
hours ago.®® Then, Helenos says that while they hold the line, Hektor will go back
to Troy and ask the Trojan women to pray to Athena to have pity on the city and
protect its women and children (6.86-95). Here Helenos links the actions on the
battlefield and the direct consequences for those off of it to the current state of
battle, playing on the trope that has developed in previous scenes. In his address
to Hektor, Helenos also refers to their shared mother (6.87),so further embedding
himself as a new character into the existing character network and emphasizing
the proximity of his relationship to Hektor as full brothers.

Helenos’s mission for Hektor also plays on the narrative’s melodramatic
alignment structure, playing on the gaps in knowledge that exist between the

audience and certain characters. The audience will know that Athena has been
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very actively helping the Trojans through the whole last battle sequence. This
irony only grows as Helenos suggests that Athena’s pity, ‘on the city, and the
Trojan women, and their young children’ (ai x’ é\eron/ dotd te kai Tpwwv
dAoxovg kal vimia Tékva, 6.94), might motivate her to check Diomedes (®¢ kev
Tuvd¢og viov anooyn Thiov ipiig, 6.95). Of course, the audience knows that it was
Athena who drove Diomedes through most of the last episode. So this recaps
Diomedes’ dominance in the previous episode, while creating considerable irony
as Helenos’s speech lays out the actions for the next few beats in Hektor’s ‘mission’

Helenos also says that the Trojans now fear Diomedes even more than they
‘feared Achilles ... whom they say was born from a goddess’ (008" AxtAfja 108’
@S¢ y* €8eidipev Spxapov avdpav,/ dv mép @aot Oedc éEéppevar, 6.991.). This
mention of Achilles builds backstory (the Trojans have encountered Achilles
in the past, and thought him the strongest warrior), speaks to Achilles’ current
absence (obliquely recapping Achilles’ withdrawal from Book 1), and implicitly
anticipates Achilles’ eventual return. This last element becomes all the more
important in that Helenos mentions Achilles to Hektor, again subtly building
further anticipation for an eventual confrontation between the two men
(cf. 1.240-4).

Helenos ends by saying that Diomedes has gone too mad, and that no one can
match his battle-fury (&AN" 60e Ainv/ paivetal, ovdé Tig ol dbvatar pévog
icogapilewy, 6.100f.). Diomedes was present in this episode’s opening scenes and
killed two men, but Helenos’s assessment of him here recalls Diomedes’ aristeia
in the previous episode. Ending on such an emphatic danger in Diomedes gives
Hektor’s ‘mission’ to Troy more emotional urgency, and aids in audience
alignment and allegiance with him for that mission.

The narrator keeps the audience attached to Hektor as he does what Helenos
has asked, getting the troops in order, so that he ‘wakes the dreadful battle din’in
the Trojans (£yeipe 8¢ pOAomtv aivny, 6.105). In response, the Achaians run away,
stopping from their slaughter, ‘thinking some immortal had come down from
the starry heaven and defended the Trojans, they had twisted round so’ (¢av 8¢
v’ dBavatwv ¢§ odpavod dotepoevrog/ Tpwoiv dlegnoovta kateABépey, wg
éNéAxBev, 6.108f.). For a moment, the narrative elevates Hektor to a god, at least
in the eyes of the Achaians. Here, the narrator plays on the established trope,
where disguised gods rallied the Trojans (Iris as Polites at 2.790-806 and Ares as
Akamas at 5.464-9); but also, again, implicitly links Hektor’s battle success with
the gods, as it was in his last battlefield appearance (5.703-20).

Then Hektor exhorts his men before running back to Troy, shaking two spears

as he ranges their ranks (6.101-5). For the most part, Hektor repeats the
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instructions that Helenos gave him (6.113-5; cf. 6.86-95). But he changes one
key thing: rather than say that he will tell his mother to assemble the old women
(6.87) to make the prayer to Athena, Hektor tells his men that he ‘will tell the
elders and our wives’ to make the prayer (einw BovAevtfjot kai fpetépng dAdyolot,
6.114). This speech allows the audience a moment of access to Hektor. Perhaps
Hektor’s thoughts turn to his own wife here, aware of the consequences for her
that the previous scenes and episodes have laid out should he die on the
battlefield; this certainly places his wife in the narrative frame for the audience.

This beat ends with Hektor running back to Troy, while the narrator uses his
epithet kopvBaiolog (‘shiny-helmed’), he focuses most on his shield, which hits
Hektor’s ankles and his neck as he runs back to Troy (6.117-9); these external
markers reinforcing his role as Troy’s defender.

Face-off: 6.119-236

The beat that follows cuts away from Hektor and brings Diomedes back into
action (fulfilling the audience expectation that Helenos established with his
focus on Diomedes at 6.96-101), coming up against Glaukos.” This beat extends
the audience’s break from battle, and even affords them a glimpse at peace, as
Diomedes and Glaukos discover that they are ancestral guest-friends. On the
other hand, the scene ends with Diomedes declaring that there are plenty of
Trojans for him to kill, creating anticipation for further carnage for the Trojans,
while Glaukos may only kill ‘if he is able’ (v ke §bvnat, 6.229). Just as their
armour exchange is near-comically uneven,” the encounter between Glaukos
and Diomedes suggests peace, but reinforces an inequality between the sides
that does not bode well for the Trojans and their allies. This beat sequence gives
the narrative a chance to stretch, engaging with traditional material in a way that
might appeal to certain audience members. At the same time, it adds further
depth to Diomedes’ character and establishes Glaukos as a recurring character,

while its length builds greater anticipation for Hektor’s time in Troy.”?

Troy-time: 6.237-85

The beat switches away from the battlefield to Hektor’s arrival at Troy, on his
‘mission’ to get the Trojan women to pray to Athena. This marks the beginning

of one of the epic’s longest ‘character-centric’ beat sequences. Apart from two
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short beats, when the narrative is in Troy, it keeps the audience attached to
Hektor.” This attachment - this time spent with him - provides ample
opportunity for the audience to hone their allegiance to him, as his spoken
exchanges with many other characters finally allow audience a broader access to
his feelings and motivations that they can evaluate. In short, the amount and
type of time spent with him compels us to feel something about his character,
and maybe even feel something for his character.

Hektor’s first encounter in Troy is with the Trojan women, who ask after their
men (6.239f.); this follows ominously close on Diomedes’ claim that there are
plenty of Trojans to kill (6.227f.), while also looking forward to Hektor’s
encounter with his own wife.”* Hektor tells the women to pray to the gods ‘in
turn’ (¢&eing, 6.241). This small word implies time taken with each woman, a
carefulness and attentiveness on the part of Hektor. But the comment that there
would be sorrow for many (roAAfjot 8¢ knd¢’ épfinto, 6.421), slightly ambiguous
as to whether it comes from Hektor or the narrator, also speaks to the futility of
the women’s prayers, and gives further confirmation that this mission to the gods
might be for naught.

Mission continued (Hekabe): 6.242-85

The narrative keeps the audience attached to Hektor as it follows him through
Priam’s palace,” past the bedrooms of Priam’s sons and daughters, sons-in-law
and daughters-in-law, embedding him in a social domestic space that further
defines his character through these relationships. Here, the narrative introduces
Hektor’s mother (6.251) and his sister Laodike (6.251). Hekabe, still unnamed,
speaks to Hektor: her speech reasserts his relation as her child téxvov, 6.254).
She asks him why he has left the battlefield, thinking that the Achaians might
have worn him out (6.255f; teipovot at 6.255) and suggesting that he has
returned to Troy to give prayers to Zeus (6.256-60); finally, she offers him wine
to restore his battle-fury (6.258-62; pévog at 6.251).° Hektor corrects her on
nearly all these points, but she is not far off: the Trojans have been tired out;
Helenos said that the Trojans were ‘tired out’ (tetpdpevoi, 6.85) when he gave his
orders to Hektor on the battlefield. Hekabe’s assumption that Hektor has come
back to pray is also close to the truth; Hektor has come back to ask the women to
pray. Hekabe’s assumptions come into tension with what we know of Hektor’s
mission. They also create a realistic sense of relationship between the two, as

Hekabe projects motivations on Hektor based on her past experiences of her
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son, giving the audience a sense of a shared backstory between them. She knows
that he can be worn out, but she also knows that he has the good sense to pray to
Zeus when he has been worn out, and that he has great menos (uévog péya,
6.261; cf. Sarpedon of Hektor at 5.472), and defends his neighbours (auovwv
oolotv €101, 6.262). The strength of her character-based assumptions allows us
to see Hektor, in his character and in his role, through Hekabe’s eyes.

Hektor’s response (his first spoken response in the epic) reiterates Hekabe's
relationship to him, as he addresses her as lady mother’ (motvia pfjtep, 6.264). He
turns down her offer of wine, thinking it might diminish, rather than increase, his
battle-fury and his courage (6.264f.).”” And he denies any prayer to Zeus, as he is
still spattered in battle-filth (6.265-8): here, he gives us some clue of his appearance,
with its implications that he has been killing men (cf. 5.703-10). He reinforces this
impression of his piety, especially towards Zeus (cf. 6.257f.; 4.44-9). Then Hektor
recaps Helenos’s orders to Hekabe (6.269-80 recaps 6.87-97). But Hektor then
moves the plot forward in an unexpected direction by proposing an additional
mission; to go find Paris and see if will listen to him and return to battle (6.280-5).
The narrative has made no mention of Paris since 3.448, over two hours ago
without any performance breaks, and we have no idea how Hektor might have
guessed that Paris is back in Troy. But somehow this feels like a completely natural
plot progression because of how strongly Hektor’s and Paris’s relationship was
drawn in their encounter several episodes ago. Here again, Hektor expresses his
frustration with his brother: T1l go look for Paris, so I can call him, if he’ll listen to
what I say’ (¢yw 8¢ ITapwv petedevoopal d@pa kakéoow/al k™ €0¢Ano’ eimdvtog
axovépev, 6.280f.). Hektor’s conditional suggests he fully expects Paris not to
listen to him; this again gives the illusion of a shared past between them that
Hektor bases his expectations on, while it also plays on the audience’s narrative
memory of the tension between the brothers that they have already seen.

Mission impossible: 6.286-311

In the next beat, the narrator attaches to Hekabe and Laodike on their mission to
get the woven cloth for an offering and to lay it at Athena’s feet and pray, following
Helenos’s and Hektor’s orders (cf. 6.86-98; 6.286-310). But the narrative lends
two ominous details to their mission that point to its impossibility in succeeding,
playing on those ironies that previous beats have brought in as to why it might
fail (cf. 6.241). The first is implicit, when the narrative mentions that Paris

brought the cloth that Hekabe chooses as an offering on his same trip when he
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brought Helen to Troy (6.290-2): so Hekabe’s offering to Athena is linked to
Paris’s original crimes, not just of taking Helen, but, obliquely, of slighting Athena
in the Judgement. The narrator then explicitly says that the offerings fail, as he
describes Athena ‘turning her head away’ (avéveve 6¢ ITaAlag ABnvn, 6.311),
refusing the Trojan women’s prayer to have pity on them, and their city, and their
young children (6.309f.).

Mission (Paris and Helen): 6.312-68

The next beat jumps back to Hektor, fulfilling the audience’s expectation to see
him on his self-prescribed mission to find Paris (6.313; cf. 6.280-5). As with
Hektor’s initial entrance into the city, the narrative gives us a clear setting for
Hektor to move through, along with the backstory of Paris’s well-built home,
near Priam’s palace and Hektors own home (6.314-7). Hektor already
emphasized that he is covered in battle-filth (6.268) — here the narrative gives us
a visual re-introduction of Hektor that focuses on his spear, eleven cubits long,
gold-tipped and gleaming (6.318-20). This sets up a strong contrast with Paris,
whom we find with Helen, readying his bow:”® it also paints him as a warrior out
of place, which this beat and the next will reinforce. Hektor speaks first to his
brother, addressing him with another vocative: the affectionate, frustrated,
‘strange one’ (Satuove, 6.326; cf. 2.190).”° Then Hektor assumes Paris’s motivation
for leaving the battlefield, chiding him for his ‘anger’ (xoAov 16v8’, 6.326).% Like
the exchange between Hekabe and Hektor, this projection of motivations gives
the relationship, and the characters in it, more depth, hinting at a shared past
being drawn on for guessing the other’s emotions. The Iliad’s melodramatic
alignment structure comes into play again here: the audience knows Paris left
the battlefield in an Aphrodite cloud-teleportation move (3.375-82), where he
ended up in his bedroom, having sex with Helen (3.447f.); but Hektor does not
know this. Hektor does know that Achilles has withdrawn from the fighting
because of his anger (x6Aov): Apollo tells the Trojans this at 4.512f. So perhaps
Hektor has drawn this parallel. Or perhaps Paris is prone to having angry fits.
The ambiguity of Hektor’s assumption forces the audience to engage, to access
their own memories, to try to piece together who knows what, and why, in
recalibrating their allegiance to either or both characters.

Hektor goes on to vaguely recap the battle sequences from beginning of Book
6 and much of Book 5 under the Achaian onslaught, simply saying the people are
dying, giving us a glimpse of the carnage still happening on the battlefield while
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the audience is attached to Hektor inside Troy’s walls (6.327f.). In giving a cause
for the men dying and fighting, Hektor also reasserts Paris’s role in starting the
conflict (6.327-9; cf. 3.46-51; 3.99f.). Finally, he says that Paris himself would
have fought with a man who avoided his war duties (6.329f.): this also adds
depth to their relationship and to their characters, suggesting that in Hektor’s
past experience, Paris has shown himself to be a capable military commander,
and that they share this value of punishing deserters.® Hektor is not necessarily
a ‘reliable’ narrator, but he has hardly been praising of his brother so far (cf. 3.39-
57),s0 an audience might accept this piece of information about Paris’s character.
Hektor ends his speech asking Paris to get up and save the city from burning
(6.331): it is the first time Hektor imagines the end of Troy, but it is hopeful, and
invests quite a lot of faith in Paris as a possible saviour for the city.

Paris responds with the same line he responded to Hektor with before:
‘Hektor, you've told me off right - not more than whats right’ ("Extop émei pe
kat aioav éveikeoag ovd Umép aioav, 6.333 = 3.59), again suggesting a
relationship that has a past beyond the epic itself, where Paris is used to Hektor
telling him off. Then Paris, like Hektor with Hekabe before him, moves to correct
the other’s assumptions, claiming that it was not anger that drove him off the
battlefield, but ‘grief” (éixei, 6.366).* Here, too, the Iliad’s melodramatic alignment
structure plays with audience knowledge of previous events in contrast to that of
its characters. The audience knows that Paris was not grieving when he arrived
back in his bedroom with Helen. But they do not know what he has been doing
since then, so Paris’s declaration (as much as Hektor’s finding him ‘readying his
bow’) creates the illusion of continuity between his last appearance and now, a
lived experience that the audience just has not directly seen. In this illusion, the
narrative forces us to question what he has actually been feeling (and performance
could play on this ambiguity), and this level of engagement would create
allegiance, negative or not, to his character. Then Paris again excuses himself of
any wrongdoing towards the Trojans, while, casual as ever, he says his wife says
(and he thinks, too) it might be best to get back to battle (6.337-9). ‘Victory,
you know, can go both ways’ (6.339; cf. 3.439f). Here, again, Paris’s lack of
consideration for the oaths sworn might unsettle the attentive audience. Paris
ends his response with the same kind of casual options that he did in his last
exchange with Hektor: ‘now wait for me . .. or go’ (6.340f; cf. ‘now if you want me
to fight’ at 3.67). The exchange once again deepens both characters, particularly
Paris, through these subtle strategies of constructing their shared pasts that their
present dialogue draws on. Hektor’s ‘mission’ to find his brother resolves, but we

see as the beat switches, that Hektor quickly gives himself a new mission.
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The beat changes as Helen addresses Hektor and she immediately defines his
relationship with her as she calls him ‘my brother-in-law’ (8aep épeio, 6.344).
Helen wishes she had died, ‘before these things happened’ (ndpog tade €pya
yevéoBat, 6.348): this tips to the traditional audience, who would need no filling-
in as to what ‘things’ (¢pya) she refers to; this also responds to Hektor’s own
reference to the start of the Trojan War at 6.328f. Then she insults Paris, whose
heart is ‘not steadfast’, ‘but; she says, I think he will pay’ (t@ xai putv énavprioecBat
0iw, 6.353): her use of the future creates anticipation (will he pay in this story?)
but it would also resonate with traditional audience members who know Paris’s
fate.® Then she asks Hektor to sit, and recaps his social role, as the one ‘whom the
war-work falls on most’ (6.355, cf. Helenos at 6.77). Last, she once again reiterates
that it is for her and Paris that this war rages, reinforcing Hektor’s view at 6.327-
9, and she says that songs will be sung of them (6.356-8) — a wonderful meta-
poetic moment.* This, too, is a moment where Helen winks at the audience, an
audience that must realize in that moment that they are listening (right now) to
one of those songs sung about Paris and Helen. These meta-poetic moments
happen all the time in serial television, often to the delight of the viewer.*®

The narrative repeats Hektor’s name and epithets ‘great’ and ‘shiny-helmed’
(néyag kopvBaiolog “Extwp, 6.359), which, like with Hekabe (6.263), reasserts
Hektor’s battlefield image in this domestic space before he responds (cf. 2.816,
3.324,5.680). He calls Helen by name, and, rather than give her role, simply says
that she ‘loves’ him. But he refuses to sit down, saying that his heart is already
ordering him to go back to the battlefield and fight for his men who long for him
in his absence (6.361f.). Hektor knows he is out of place, knows he has to get
back. He enlists Helen as a last aid to complete his self-imposed ‘mission” of
bringing Paris back, asking her to rouse him (6.363f.). But now he gives himself
yet another new mission, to see his family again, since he is not sure whether he
will make it back this way again, or if the Achaians will kill him (6.365-8). So this
new mission looks forward to Hektor’s encounter with his family in the next
beat, but also to the farther-off possibility of his death: the juxtaposition is
intentionally and successfully pathetic.®® Hektor pushes aside Helen and Paris

for his men, and for his own family.

Mission (Andromache): 6.369-502

The narrative keeps the audience attached to Hektor as he goes and looks for his

family. It is not just the previous beat, where Hektor set out his new mission,
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which has built up our anticipation for his encounter with Andromache. The last
episodes have seen a slew of hints at the connection between warriors on the
battlefield and their wives and children at home. Hektor has, right now, an
opportunity to see his family again, an opportunity that Pandaros did not have:
that we might still wonder if Sarpedon will have (he will not). If the audience
already knows that he is going to die, it makes every moment of this encounter
particularly meaningful. And for all these reasons, the narrative builds to it a
little longer, milks the anticipation of the moment for all that it is worth.?” The
narrator attaches to Hektor so that the audience is with him when he does not
find Andromache, and shares in that experience with him. Then the narrator
plays up the Iliad’s melodramatic alignment structure, and gives the audience
extra knowledge that it does not share with Hektor, that Andromache stands on
the ramparts, tearfully lamenting (mVpyw é@eotrikel yoowod te popopévn Te,
6.373),% an important image for both the next beats and for future episodes. In
terms of structure, the narrative portrays two parallel actions, as with a split
screen, or a cut, that makes them both extremely significant: Andromache
watching the battlefield, lamenting the fates of the Trojans; Hektor at home,
looking for his wife.* Like Hektor’s speech to Paris, where he said that men
fighting around the city and the wall were dying (Aaot pév @BwvvBovot mept
oMy aimd Te Telyog/ papvapevol 6.327f.), Andromache’s action draws the
audience’s attention to the parts of the storyworld that the narrator does not
show us. Andromache’s being on the walls makes her an internal audience for
actions the audience has not seen, and cannot see, because they are with Hektor,
so it is another way in which the narrative creates the illusion of continuity in its
different storylines. The audience do know that the Trojans were on their back
foot when it attached to Hektor as he came to Troy (cf. 6.73-101): the maid that
Hektor asks about Andromache’s whereabouts tells us that she went to the wall
because she had heard the Trojans are losing (6.386f.). Hektor is not the only
thing that connects the battlefield to Troy.

When Hektor hears Andromache is at the wall, he turns back the way he
came, and the narrative is startlingly unclear whether or not he is still looking for
Andromache: he heads for the gates, from where he is just about to go back into
the fray (tfj dp” €uerle Siefipevou mediov 8¢, 6.393). The narrative keeps the
audience attached to him, causing them to think, for a moment, that he might
miss her.

But there she is — she is coming, running to her husband (6.394). The beat
takes time to clearly introduce Andromache first through Hektor: his richly-
dowered wife (4Aoxog moAvdwpog, 6.394), then her name, Andromache, then
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she is the daughter of great-hearted Eétion (6.395). Hektor’s name, too, repeats,
when the narrative again restates their relationship, when it finishes introducing
Eétion:‘his daughter belonged to bronze-helmed Hektor’ ("Extopt xaAkokopvoti,
6.398).”° The narrative also re-introduces Hektor in the introduction of their
son, strongly establishing their relationship: Skamandrios is the boy’s proper
name, but others call him Astyanax, because Hektor alone guards the city (olog
yap épveto Thiov “Extwp, 6.403). This confirms audience experience of Hektor
from several previous beats: Hektor with his large shield, running towards Troy
(6.116-8); Hekabe seeing Hektor as defending his neighbours (6.261); Hektor
himself saying that his heart compelled him to get back to the battlefield (6.361f.).
But also further back, to Sarpedon’s accusation, only about an hour ago now, that
Hektor boasted he ‘alone’ could defend the city (olog, 5.474).”!

Amidst these introductions, the narrative litters the two's encounter with
gestures: a particular kind of visual vividness (enargeia) that, like some of the
most graphic wounds in the Iliad, stays in the mind long after.”? Hektor smiles at
the child (6.404); Andromache (like Hekabe before her, 6.253), takes Hektor’s
hands and cries (6.405): these kind of gestures happen throughout the scene.
Television serial narratives use similar techniques to mark out relationships,
particularly romantic relationships, as memorable. In the sixth episode of Alias’s
second season, Sydney and Vaughn, romantically interested in each other but
not yet romantically involved, have to be quarantined together. The beat before a
commercial break sees nearly thirty seconds of silence as Sydney walks over to
Vaughn, sits down, he sits next to her, puts his arm around her, and she rests his
head on his shoulder. After the break, Vaughn watches Sydney sleep, she wakes
up, smiles, he smiles back at her — another twenty seconds of silence. One of
these gestures was significant enough that Vaughn references it two seasons later,
delighting devoted audience members, when he asks Sydney to marry him:
‘Sometimes I wake up before you do,and I watch you sleep. And I'm overwhelmed,
because, youre so amazing ... For ‘shippers, those who encourage romantic
relationships between main characters in serial narratives, these kind of small
gestures mean everything.

After this strongly painted meeting between husband and wife, Andromache
speaks first. Andromache’s speech looks forwards and backwards, while
contributing significantly to our understanding of her character, of Hektor, and,
oddly, of Achilles. First, she tells Hektor that his menos will kill him and that he
is without pity in letting this happen, in letting her become a widow and his son
an orphan (6.407-9). She makes Hektor’s battle-fury an inherent trait, something
his (16 oov pévog, 6.407), not connected to past action (compared to how
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Sarpedon seemed to view Hektor’s battle-fury at 5.472). But she does suggest
that it will cause his death at the Achaians’ hands (6.409f.), echoing Hektor’s own
consideration of his possible death, just a few moments earlier (6.368). Then
Andromache gives us her backstory, which intersects with and builds on Achilles’
own past. When he sacked Thebe, Achilles killed her father and killed all her
seven brothers on the same day (6.421-4). This was not part of Achilles
description of his sacking that city to Thetis (1.366; now around four and a half
hours ago without considering breaks), but here it adds depth and credence to
this shared past between the characters. Andromache also creates a picture of
Achilles as a fair warrior: he burned Eétion in his armour and buried him, out of
respect (6.417-9), and he ransomed her mother (6.425-8). This is the second
time in this episode that a character makes mention of Achilles in a speech to
Hektor (6.99f,; twenty minutes ago), as though these characters remind Hektor
(and, in turn, the audience) that Achilles is waiting.

Andromache then shifts to the more recent past when she asks Hektor to
defend Troy from the spot near the fig tree where she has seen the greatest
Achaian warriors rushing the wall, listing the Aiantes, Idomeneus, the Atreidai,
Diomedes (6.430-7). This new information invites the audience to try to
remember any of these attacks, though they have not happened within the
narrative time: they give depth to this war, and Andromache’s experience of it,
and her knowledge of their Achaian enemies. At the same time, her request
necessarily builds anticipation for what Hektor will say in response: the audience
knows that he claimed with Helen that he wanted to get back to his men
(6. 361f.); tradition dictates that he must die, out there, on the battlefield.

Hektor (again here great, shiny-helmed, 6.440) responds to her, that all these
things matter to him, too (6.441). But he must fight; his sense of shame is too
great not to (6.441-6): Hektor’s response gives the audience access to his
motivations and how he understands himself within his social system that
invites audience allegiance. But as soon as he has said this, Hektor, too, looks
forward, in a way that confirms all of Andromache’s worst fears. Hektor says that
he knows that Troy will fall, ominously repeating Agamemnon’s own words after
the oath was broken, Menelaos shot (6.447-9=4.163-5, about two hours ago),
suggesting that Hektor, too, recognizes that the Trojans have broken their oaths.
This is a melodramatic ploy that surprises, this shared knowledge between the
audience and two such disparate people, Agamemnon and Hektor. This kind of
shared knowledge, whether or not it directly speaks to the broken oaths,
comments on the world beyond the individual character, on a fixed set of rules

that affects everyone within the world no matter the side they are on. It is like
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when in The Wire, over and over again, in the mouths of cops and teachers and
drug dealers you get ‘the game is rigged” or in Game of Thrones, when from
Missandei and Arya you get ‘valar morghulis’ (‘all men must die’).

Hektor then moves beyond this prediction and creates a hierarchy of whom
he cares about most based on that prediction: Trojans, Priam, Hekabe, brothers,
Andromache (6.450-4).°* Andromache is first. He sees his own death, and
through that death, framed by that death, he sees the tears of Andromache, he
sees each future grief inflicted upon her by some Achaian. He sees her. All those
warnings in previous episodes about the rapes of women, the death of children,
the far-off wives who will not greet their husbands returning from war;* all
these add up to this moment, create this moment, but are left as shadows by
the strength of Hektor’s image of the enslaved Andromache (6.454-63).”¢ All he
can do is say that he hopes he is dead when it happens (6.464f.), and of course,
he will be. He must be. With this speech, the Iliad finally gives us real access to
Hektor, and we judge him for it. Feel what you may about this speech, but you
feel something. You will care, in one way or another, about what will happen to
Hektor.

Then the narrator gives us another series of vivid gestures that leave the
family portrait lingering in our mind long after. Hektor reaches out for his son,
who is terrified of his father in his helmet: the helmet that has identified him so
often so far in the narrative, and that also reminds the audience of his battlefield
gore-spattered appearance (6.466; cf. 6.266-8). Both parents laugh and Hektor
takes oft his helmet, quite literally giving the audience access to another side of
him, before grabbing up his son in his arms and praying to Zeus (6.471-81). His
prayer hopes for better things for his son, that he should grow up strong, rule
Ilion well, and be better than his father; that he should kill his enemy, bring home
the gory spoils, delight his mother (6.476-81). The prayer provides another raft
of values that the audience can judge Hektor by (and can judge others against):
but perhaps the greatest point of his prayer is that his son survive. That is what
killing your enemy and bringing home spoils to a delighted mother means: it
means that his enemy has not killed him. It means that his mother has not been
taken captive. And as much as this prayer feels more optimistic than his response
to Andromache (she remains free in this version), in both, Hektor sees a future
where he is no more.

It feels as though Andromache responds to Hektor’s future absence when she
cries as Hektor hands her son back to her (6.482-4).°” Hektor does not let her
tears go unnoticed: he sees (vorjoag, 6.484) and touches her cheek, and tries to

reassure her. These tender gestures and even the fact of Hektor’s continuing
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conversation (he talks to her longer than he has spoken to anyone) confirm his
own statements about this relationship being his most valued. His speech
acknowledges his death, which both of them have been speaking about: he tries
to reassure her, that he will only die when it is fated and that everyone must die
anyway (6.487-9). Hektor tells Andromache to go home, do her work. He will go
to the battlefield, do his (6.490-3). The ‘problem’ of Hektor seeing her one last
time because he might die, which he proposed at 6.364-8, resolves. Life goes on,
as it must, until it does not. Hektor puts his helmet back on (6.494f.). Now all that
remains is the other part of his last ‘mission’ that he expressed to Helen (6.361f.):
he must return to his men.

The narrator leaves Hektor, for the first time since the women went to the
temple (6.312, over ten minutes ago), and the audience attaches instead to
Andromache, who keeps looking backwards at Hektor as she returns to his
home, the home of ‘man-slaughtering’ Hektor (6.498). Like Andromache’s
lamenting on the wall when the narrator first showed her (6.372f.), when she
gets home the women raise the lament for Hektor while he is still alive (6.500-2).
The narrator identifies him as a killer; the women lament him for being killed.
These two are linked, and in switching alignment to Andromache and the
household women, the narrative invites the audience to join in the lament for a
man it has been following around, meeting the ones who love him. This invitation
presents quite a powerful possibility for a break, with two of Hektor’s three
missions ‘accomplished;, leaving the audience to linger on the doomed, fragile
beauty of Hektor’s family.
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Jason Mittell’s Complex TV has a chapter on Beginnings, and a chapter on Ends.
Nothing on middles. Middles are difficult. How do serial narratives keep
audiences engaged, once they have established a world? By the time that Paris
finds Hektor at the gates of Troy and the two rush back onto the battlefield
(6.502-7.7),an audience would have sat through nearly five hours of performance,
with several possible breaks. For Hektor, it marks a new chapter, because the
audience returns to the battlefield with several new perspectives on him as a
character. Now the audience knows first-hand why Hektor fights and what the
stakes are when he fights. These many scenes of alignment with Hektor will have
created some sense of allegiance with him as he runs back out onto the field.

When the narrative leaves Troy behind in this beat sequence, it also leaves
behind all the characters therein: the audience is left now to wonder about the
‘continuing’ storylines of Hekabe, of Helen, of Andromache, just as much as it
must remember that Achilles still sits apart by his ships or Aias still fights in the
field. The narrative has taken enough time to draw these absent characters so
that the audience now anticipates their eventual returns to the story; but as the
serial narrative continues, it will continue to use its narrator and its other
characters to remind the audience of them in their absence.

At the same time, the narrative has also established the world enough so that
the audience feels familiar with it, able to recognize patterns that start to emerge.
By now, an audience will have seen all of the Iliad’s ‘type-scenes,' and their ability
to recognize these patterns (and their disruptions) will be a source of pleasure
moving forward. Other serial narratives also engage in these ‘callbacks, which
can range from a repeated line to an entire scenario that emulates or reflects an

earlier one.

In the final season of Lost, characters continually find themselves in situations
that mirror earlier events in the series, from as far back as the first season. Called
“callbacks” by fans, these series-long echoes, often quite faint, reward committed
viewers as insiders.’

69
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Five years into Lost is hardly the same as five hours into the Iliad, but the Iliad’s
demands of attention are greater as its memory cues are constrained in the
words of a single, embodied performer rather than in the intensely visual and
aural medium of television.? Callbacks are different than simple recaps, because
they re-cast past information in surprising new ways for the audience who can
appreciate their repeated pattern. The Iliad has already used callbacks, like in
Hektor’s repetition of Agamemnons fall of Troy (6.447-9 = 4.163-5); callbacks
of both language and scene will become more prominent as the epic moves
forward.

Once the serial has established its world and its characters, it cannot move
forward foo quickly. So the narrative also introduces new physical spaces and
new characters, or foregrounds established characters for the first time and
expands its world laterally so that the impact of forward-leaning events can be
diffused across an even wider network of personal responses and diegetic
retellings. Hektor, too, will continue to be refracted through an ever-expanding
array of interlocutors.

Maybe next time: 6.503-7.16

Moving away from Andromache, the next beat cuts to Paris. The narrative
follows him from his home down through the streets of the city, like a pony
prancing in the sunlight (6.506-13), armour glinting like the sun (6.513). This
sudden shift could be good place for a performance break, but whether or not
the performer would stop here, Paris’s eagerness and his clean, golden armour
juxtapose starkly with the previous beat’s lamentations raised over Hektor, still
spattered in battle-filth (cf. 6.268), painting a full-circle of the battle cycle in just
a few minutes’ time. But it is more specific than that: the fact that it is Hektor’s
‘funeral’ that immediately precedes Paris’s battle excitement implicitly links the
two, reinforcing Helen’s statement, that on Hektor the war-work falls the most,
for the sake of her and Paris (6.355f.).

Paris comes upon Hektor, ‘who was about to turn away from the place he spoke
to his wife’ (0T &p’ Euelde/ otpéyead ék xwpng 80t 1§ ddple yvvauxi, 6.515f.).
This recaps the last beat, again allowing for the performer to break, but it also
paints a poignant picture of Hektor, stood still, staring after Andromache. These
Paris-beats frame both sides of Hektor’s encounter with Andromache; fitting
since he is the cause of their tragedy. In this beat, inverting audience expectation

from the last two encounters between them we have seen (cf. 3.38-75;
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6.325-41), Paris talks to Hektor first, which keeps the audience more firmly
aligned with Paris. Paris makes fun of his brother, jokingly asking if he has come
too late, when he knows that he has not, because Hektor still stands here (6.517-
19). Hektor responds and says that no one could fault Paris; he can fight just fine,
he just holds back. But still, it hurts Hektor when he hears the taunts of the
Trojans, who fight because of him (6.523-5). Again, this picture of Paris builds
on the brothers’ shared past experience that the audience has no other access to
(cf. 6.3291.), a past where Paris has been a fine warrior. Hektor ends his speech
with a hope, a prayer; ‘but let’s go — someday we'll make all this right with the
immortal gods in heaven, if Zeus ever lets us ... (&AN’ Topev- t& §° OmioOev
dpeoodped’, of k¢ mobL Zevg/ dwn €émovpaviolot Oeoig aietyevétnol, 6.526-8).
Hektor still blames Paris, but he sees the good in him, too. And even though we
just heard Hektor say that he knew Troy would fall (6.447-9, five minutes ago),
here he reassures his brother with a vision of the future where they survive,
‘when we kick the Achaians with their nice greaves out of Troy (¢x Tpoing
ghaoavtag Ebkvhdag Axatovg, 6.529). Is Hektor more comfortable with
Andromache, that he tells her the truth? Does he care more about her? Or is he
trying to protect Paris’s feelings of guilt, or inspire Paris back into battle? Does
Hektor change his tone slightly with Paris because they are alone? Does his
encounter with Andromache leave him more sentimental? These questions are
important, because just as the audience ‘knows’ Hektor now - they have seen
him across many encounters, seen him say what he thinks to a variety of people
- they must now accommodate all these encounters in a way that makes sense.
Hektor is a surface with many angles: the audience must try to guess the shape
of its whole. The messiness of Hektor saying one thing one moment and
seemingly something else entirely the next adds a realistic complexity to his
character and his relationships that ask an audience to engage with them and to
try to understand them.*

Hektor and Paris then return to battle much to the joy of their troops, with an
extended simile that describes the Trojan troops’ joy at their appearance like
sailors exulting in a long-waited for fresh wind (7.4-7). This simile confirms
Hektor’s statement that his men long for him when he is away from battle (6.362),
and gives further justification to his speech to Andromache, that he must return
to his men (6.440-6).

But in grouping Hektor and Paris together when describing the Trojans’
happy response (apg@dtepot pépacay, 7.3; 1o Tpweoow éeAdopévolot @avitny,
7.7), the narrative resets much of what it has established before. The Trojans’

relief here directly contradicts, or perhaps, effaces, how they hated Paris when he
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disappeared from his single combat with Menelaos (3.454), and no one mentions
Paris’s prior absence from the battlefield or the broken oaths. This lack of
emotional continuity feels like a rupture, but necessarily resets the plot so that it
can move forward.®

As though justifying his men’s joy at his return to battle, Paris and Hektor
both have successful kills when they return to battle: Paris kills Menesthios and
Hektor kills Eioneus (7.8-12). But then Glaukos appears for the first time since
the catalogue (6.119; cf. 2.876) with his kill following Hektor’s, and getting four
lines for his kill compared to Hektor’s two (7.13-16).

Callback: 7.17-91

After this series of kills for the Trojan side, the narrative switches the audience’s
alignment to Athena, who sees them killing the Argives, and then attaches to her
as she heads to Troy (7.17-20). Then the narrative cuts and attaches to Apollo
(7.21), who leaves his perch in Pergamum to meet Athena, which creates
continuity with where the narrative left him in the ‘episode’ before last (5.460).
Apollo asks Athena if she intends to give the Danaans the victory, significantly
recapping that Athena has no pity for the Trojans (7.27; cf. 6.311). But for now,
Apollo wants to put aside war and hatred (7.29f.), since, as he assures Athena, the
Achaians and Trojans will fight again (7.30), and Troy will someday fall (7.30-2).
Athena agrees, and so this proposal creates audience anticipation, not just for the
single combat between Hektor and an as-yet-unnamed Achaian, but also for
when both sides will fight again, and when Troy will fall. At the same time, this
proposal calls back to Paris’s proposal for single combat in Book 3 (3.67-75),
which also saw a temporary truce during a single combat.

The alignment shifts from the gods when Helenos (unusually) overhears their
conversation, and approaches Hektor with the idea.® Here, Helenos repeats
Hektor’s role as Priam’s son and then adds that he is ‘the equal of Zeus in cleverness’
(Au piTy dtadavte, 7.47). Helenos urges Hektor to call for single combat, relaying
the gods’ idea (7.49-51 recaps 7.38-40). Helenos also assures Hektor that he has
heard from the gods that ‘it is not yet your fate to die, or to meet your destiny’ (o0
Yap T ot poipa Bavelv kai motpov émoneiv. 7.52). If it is true, this assurance
matters as the narrative has mentioned Hektor’s death five times in the last fifteen
minutes of performance time (Hektor, 6.366f; Andromache, 6.407; Hektor,
6.462-5; Hektor, 6.486-8; the narrator of the house mourning, 6.500-2).” But the
audience has also heard the gods’ dialogue (7.22-43), and they did not mention



Killing Time 73

Hektor’s survival. This ambiguity adds tension to the coming duel, because the
audience does not yet know that Hektor will certainly live, particularly since they
do not yet know which Achaian he will face.®

The set-up for the duel involves a fair bit of revising the past, just as with the
Trojan response to Paris’s return to the battlefield. As Hektor comes forward, he
blames Zeus for not allowing the truce between the Achaians and Trojans to
stand (7.69-72 recaps 4.1-147). Hektor’s recap does align with the narrator’s
superior knowledge that Zeus would not let the oaths stand (3.332). But Hektor’s
recap also significantly omits any Trojan guilt, Pandaros’s arrow and even Book
3’s duel between Paris and Menelaos. In doing this, Hektor resets the action, and
moves forward by swearing a new oath (more of an affirmed promise, since no
one ever responds to it or swears with him) where he details out what should be
done with his body should he die, and what he will do with the body of his
opponent (7.77-91).° Just a few lines after Helenos has assured us that Hektor
will not die in this fight, Hektor himself re-introduces the idea of his death, and
more, a concern with his corpse, and the roles of the Trojans and the Trojan
women in the event of his death (7.79f.). This looks forward to Hektor’s eventual
death and picks up on his household’s lamentations for him in Troy (6.497-502),
but the stakes are higher now, because now he is once more on the battlefield,
once more entering combat. Hektor finishes his speech with his opponent’s death
and memorial, and he dedicates more lines to that death (eleven to four), which
speaks to his confidence moving forward (7.81-91)."°

Achaians: 7.92-213

In the next beat, the narrative switches to Menelaos, who is the first of a series of
Achaians to respond to Hektor’s single combat proposal. Menelaos takes up
Hektor’s challenge, shaming the other Achaians (7.96-102). The narrator first
intervenes in Menelaos going ahead with his challenge, with an apostrophe and
a contrafactual (‘Hektor would have killed you, Menelaos!” 7.104f.). So the
narrator reinforces his special relationship with Menelaos," while also reiterating
that Menelaos must and will survive this conflict (cf. 4.169-82; 5.564-70; 5.714—
18). At the same time, it reflects on Hektor, and suggests that he was right to
emphasise the death of his then-anonymous rival.'?

Agamemnon’s response to Menelaos confirms the narrative’s assessment
further when he stops Menelaos from fighting, warning him that ‘even Achilles

... shudders to meet this man’ (kal §” Aythedg TovTw ye péxn évi kudiaveipy/
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€ppty” avtifolfjoal, 7.113). Both these evaluations of Hektor are based on past
experiences of him as a warrior that the audience does not share, though we have
just seen him kill two men. But would Achilles actually be afraid of Hektor?
Helenos suggested that all the Trojans feared Achilles (6.99-101). But Achilles
certainly respected Hektor enough to use him in his threat against Agamemnon
(1.241-3). Here, Agamemnon adds about Hektor that ‘even though (Hektor)’s
fearless and can’t get enough of battle .. . he’ll gladly stop if he escapes the hateful
fighting and bitter combat’ (el mep ddemg T’ €oTi kal &l pobov €01’ dxdpnToOg. ../
ai ke guynot/ dnjiov €k ToAépoto kal aiviig dniotAtog, 7.117-19). Where Hektor
saw only two outcomes to his proposed single combat, Agamemnon adds here
another: that Hektor might quit fighting if it means getting to live. Now, looking
forward, there are three possible outcomes for an audience to guess at in a duel
that has not yet even set its second contestant (and those guesses would be
different according to audience knowledge of tradition).

Nestor stands up next, to heap more shame on the cowardly Achaians, telling
them of his single combat victory against Ereuthalion, which, if only he were
younger, he would repeat now against Hektor (7.124-60). The old man’s
‘mythological paradigm’ works," and no less than nine men ‘were willing to
stand up against Hektor’ (7.169): this re-introduces Achaian heroes that have
been absent from the narrative for around an hour of performance time. When
Nestor suggests that they shake out lots (7.170-4), he builds anticipation for the
next beat; he also looks forward to the emotional outcome of the fight when he
says that whoever draws the lot to fight will gladden the Achaians, and his own
heart, to come off the battlefield again whole (7.172-4). This builds anticipation
for the audience that Aias might survive the contest.

Next the Achaians pray for Aias, Diomedes or Agamemnon, in that order, to
draw the lot (7.1791.), implicitly suggesting that these three are the best Achaian
warriors. This does not quite gel with the narrative so far (Odysseus has had
more kills than Aias or Agamemnon)," and so implies extra-narrative past
performance (or traditional popularity) that the Achaians are judging these
three with. Finally, Aias draws the lot, and the audience gets access to his happy
response, since he thinks he can beat Hektor (Sokéw viknoépev “Extopa Siov,
7.192). Here he emphasizes his war-knowledge and his upbringing (especially
i0pein at 7.198; tpagpépev at 7.199), instantly creating a past for himself that gives
depth to his character and builds further audience alignment with him moving
into the combat. Then Hektor tells his men to pray to Zeus, and they pray that if
Zeus loves Hektor, he should let each man have equal strength and equal honour

(el 8¢ kai“Extopa mep @iAéelg kai kndeat avtod,/ lonv dugotépotot Piny kai
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k000g 6macoov. 7.203-5): this reinforces Agamemnon’s idea that there might be
a draw in the single combat (7.116-19).

After Hektor’s time in Troy, the audience is more invested in him, and so more
invested in the outcome of his duel. Through this series of Achaian responses to
Hektor’s challenge, the narrative exercises a push-pull over how an audience
should rate Hektor as a fighter. First there is no Achaian brave enough to take
him on (7.91f.); then Menelaos would lose against him (7.94-119); even Achilles
would be scared of him (7.113£.); Nestor’s too old to try (7.132-60); finally, nine
stand up to challenge him (7.161-9), with Aias happy to be the one to take
Hektor on (7.187-99). The previous beats also signal a shift from Hektor’s
proposed mortal combat to the Achaian men praying to Zeus for a draw (7.200-
5). This complex dance leaves the audience guessing as to what will happen
between Hektor and Aias (more of an unknown quantity in this narrative so far),

even while these beats point towards the match’s outcome.

Fight/Night: 7.214-312

The next beat sequence shows the actual duel. As Aias approaches in his armour,
the narrative uses a quick series of emotional responses to direct the audience’s
allegiance and deepen existing character roles and relationships. First the
Achaians are happy to see Aias walking into the fight (7.214). Then the Trojans
are trembling and terrified to see Aias (7.214-5): a marked difference from their
relief seeing Hektor and Paris re-enter battle just a couple of scenes ago (7.4-7).
Finally the narrative turns to Hektor himself, whose knees shake, whose heart
pounds, who would run away if only he had not called for this damn duel
(7.216-18): along with this amazing moment of access, the narrative attaches the
audience to Hektor as he stands his ground against the oncoming Aias. The
narrative fixes Hektor, frozen in fear, in the centre of its frame as Aias approaches
him with his shield, like a wall’ (Alag 8° ¢yyvBev RABe pépwv adkog fite TopyoV,
7.219).»

The two men have an exchange before the fight itself begins. Aias, now
established by the narrative as the aggressor, speaks first. He starts by looking
forward when he tells Hektor that Hektor will know what sort of men the best
Danaans are (gioeat, 7.226). But then he adds the caveat of ‘even after Achilles’
(7.228) and recaps the fact that Achilles is out of the action because of his anger
at Agamemnon (7.229f.): this is the first time that Achilles’ anger has been
recapped since 4.512-4, over two hours ago in terms of performance time, and
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more with breaks. Then Aias recaps the previous beat, as he boasts that here
(implicitly not there by the ships with Achilles), ‘there are a lot of us who'll take
you on’ (fjpeig 8 eipév toiot ol &v 0éBev avtidoaipev/ kai moAéeg, 7.2301f.),
reminding us that there were no fewer than nine men who (eventually) wanted
to face Hektor (this also recaps the Greeks outnumbering the Trojans in the
catalogue, 2.123-8).

With these recaps out of the way, Hektor’s speech focuses more on his own
character, playing off of Aias’s earlier speech at 7.191-9. Hektor’s speech is all
confidence and adds contrasting access to what the narrative provided before
when Hektor was afraid before the battle (7.216-18). Now, Hektor tells Aias off
for trying him out like some ‘boy or woman who doesn’t know the war-work’
(7.235£.). Then he asserts that he knows his war-work,'® knows how to fight, kill,
move, use his shield, run in with the horses, dance the metres of the war-god
(7.237-41). Of course, Hektor must know all these things: he is a warrior with a
fearful reputation who has survived nine years of the Trojan War. But there are
disparities here that the audience is left to contend with, and again, this requires
a high level of engagement with Hektor’s character. Is Hektor still afraid of Aias
now (cf. 7.216-18)? Maybe he is not: all of us have experienced a pre-event
anxiety that disappears once the event starts, whether it be competing in sports,
or taking an exam, or giving a presentation. But if he is still afraid, is he disguising
his fear? The performance of this scene could drastically alter our understanding
of Hektor’s character: whether the performer has fear in his voice when he says
these things, or foolish boastfulness, or steely confidence would completely
change the dynamics of the exchange, with each possibility posing its own sets of
ambiguities for the audience to tackle as the fight begins. His final statement
pushes audience curiosity further, in its awkward declaration of bravery: ‘But I
don’t want to hit such a man as you are, watching you in an ambush, but upfront,
if I can’ (&N o0 yap o” £0éAw Paléewy ToloDToV E6vTa/ AaBpr omimevoag, AAN
Appadov, ai ke Toxwyt, 7.243f.) Does this imply that in other circumstances, or
with a different person, Hektor would sit in ambush to kill his opponent?

The combat beat sequence continues to build suspense as it goes between the
warriors from Hektor’s first spear-throw. With each battle beat, it is clear that Aias
has the advantage, but between beats, the narrative re-establishes parity between
the two men. First Hektor’s spear only goes through six of the eight layers of
Aias’s shield (7.245-8); but Aias’s goes right the way through Hektor’s, and
through his corselet, and even through his tunic (7.248-53): Hektor ducks and
just avoids dark death (6 &~ ékAivOn kai dAevato kijpa péAatvay, 7.254). But then
they are both like flesh-eating lions (7.256), they are both like wild boars (7.257).
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Next, Hektor stabs his spear again into Aias’s shield, but once again cannot
penetrate it (7.257-9); but Aias’s spear goes straight through Hektor’s shield
(cf. 7.251), this time drawing blood from Hektor’s neck (7.260-2). Hektor keeps
going, throwing a large rock that clashes against Aias’s shield (7.264-7); but Aias
gets a bigger rock and throws, knocking Hektor flat on his back so that Apollo
must set him upright (7.268-72). Each time, Aias has a clear edge over Hektor.
But once again, the narrative pulls back from calling advantage Aias, saying ‘now
they would have kept stabbing with their swords, fighting hand to hand’ (xai v0
ke On Elpéeoo’ avtooyxedov ovtdlovto, 7.273), suggesting that both men would
have kept going, without any indication of an advantage between them when the
heralds intervene because of the encroaching darkness (7.274-82).

The intervention stops the fight. The heralds assign the same parity that the
narrative has here and there been asserting: Zeus loves both men (7.280),
fulfilling the Achaians’ prayer about Zeus loving Hektor (7.201-5). Better, the
heralds play now on the audience’s shared experience, imposing a shared
evaluation on the fight that they have just witnessed: ‘Both men are fighters. We
have all seen that now? (dpew 8’ aixuntd- t6 ye Or) kal idpev dnavreg, 7.281) We
have seen Hektor struggling; have the characters seen something else?

Aias lets Hektor decide whether or not to call the fight (7.284-6), with the
reminder that it was Hektor who first called for the fight, now about fifteen
minutes ago (7.67-91). Hektor agrees to call the fight in a long speech that looks
forward to both sides’ positive response to seeing their heroes come out of a fight
alive, spending slightly more time on his own return (happy Achaians at 7.294f.;
happy Trojans and Trojan women at 7.296-8). This picks up on the predicted
possibility of a draw from earlier (7.204f.),"” but it is also a callback to the
previous happy return of a warrior in danger that the narrative showed with
Aineias (5.514-16). The narrative also unevenly treats Hektor’s return against
Aias’s, spending five lines on Hektor’s return, with just one line on Aias’s return
before and after (7.306-12)."® This disparity more accurately reflects the danger
to both men in the battle itself, where Hektor was in more danger throughout, so
his escape is more remarkable. Hektor also had no second; Aias had eight others
who would take his place should he have fallen in his combat against Hektor. But
more, from the time in Troy with Hektor, the narrative has built more audience
allegiance for Hektor than it has for Aias.

Just as the duel in Book 3 had to end with both Menelaos and Paris still alive
in order for the narrative to progress, so does this duel.”” So rather than having
an outcome that explicitly advances the plot, the duel focuses intensely on the

emotional outcomes for the narrative’s characters. As the battle sequences from
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Books 4 and 5 begin to demonstrate the threats that face warriors on the
battlefield, and begin to introduce the ramifications of a warrior’s death for those
at home, the sequences in Book 6 showed us an extended example of the
emotional stakes of a warrior’s death involved for those at home, and for Hektor’s
death in particular. This latest sequence brings those two concepts back together,
showing us both the delight of the Trojan men in seeing their military leaders
return to the field, but also the delight of both sides (and, more particularly, the
Trojan side) at having their men return safe and sound from mortal combat.
While the duel feels as though it has not moved the narrative forward at all, it has
done a great deal in terms of furthering our emotional investment in the
narrative’s characters, and those character arcs — particularly Hektor’s — and their
ambiguities keep the audience engaged while the plot meanders forward through
these middle books.

Wall alignment: 7.313-44

While the single combat resolves, the issue of Apollo saying that the Trojans and
the Achaians will fight again remains dangling (7.30), and the ‘episode’ only looks
backwards briefly to the duel before setting the problem that will dominate the
next beat sequence. The narrative keeps the audience attached to Aias as he
makes his way back to the Achaian camp, and when the Achaians make sacrifices
and feast, Agamemnon honours Aias by giving him the best cut of meat,
implicitly acknowledging his victory in the duel (7.321f; cf. 7.312). Then Nestor
suggests that they gather and burn their dead (7.326-35) and build ramparts
over the burial mound (7.336-43). The first part of Nestor’s orders will see the
action through to the end of the book; the second suggestion will start a new
story arc that will dominate the best part of the next several hours.

The Achaian wall then expands the idea of story arcs being closely bound up
in a single character, to include a focal point around which other characters can
meet.”” This makes sense as the narrative moves into an extended period of
battle, where the narrative will necessarily ask us to track multiple characters on
either side of the fight. In Jason Mittell’s discussion of character in television
serial, he says about The Wire:

...a scene might attach to one of dozens of characters whom the narrative
differentiates and recognises. . . This vast breadth of attachment locates Baltimore
itself as an immersive place functioning as the core aligned character, with its

various inhabitants providing access to the city’s interior subjectivity . . .*!
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While I would not go so far as to say that I think the Achaian wall has its own
interiority, it will become a touch-point for a multiplicity of characters over the
next several episodes, redefining many of their roles in direct relationship to
itself.” Aias will become the wall’s main defender; Sarpedon and Hektor its main
attackers; and action will now move back and forth around the wall to catch up

with its primary characters.

Troy-time: 7.345-80

The scene switches from the Achaians to Troy, where Antenor addresses the
Trojan assembly before Priam’s palace (7.345-58). The narrator omits Hektor
from the assembly, possibly because it would ruin the emotional impact of
his last trip to Troy if now he returns there with another opportunity to hang
out with Andromache.”® Antenor tells the assembly that they should return
Helen, since the Trojans fight on as oath-breakers (7.345-53). So Antenor
significantly recaps Pandaros’s divinely-inspired actions in Book 4 that made
the Trojans into oath-breakers (4.124-40), and takes more responsibility than
Hektor’s call for single combat earlier in this episode had (7.69f.). Paris refuses
to hand over Helen, but says that he will give back her possessions (7.362-4).
Priam agrees that this shall be their offer, and adds that they will ask for
permission to gather and bury their dead (7.366-78), looking forward to the
next beats.

Death all round: 7.381-8.51

The narrative switches beats and follows Idaios the herald with his message to
the Achaian side (7.381-97), where he is sure to qualify Paris’s refusal to return
Helen as against the Trojan wishes (7.390, 7.393). After a moment of silence,
Diomedes steps forward to respond to the herald (7.399-402). The answer is no.
No to taking back the possessions, no to taking back Helen, no to all of it. (7.400f.)
‘It's known even to a fool that a verdict of death has fixed itself on the Trojans’
(7.402) This statement follows on Antenor’s admission that the Trojans are oath-
breakers and Paris’s insistence that they remain oath-breakers in the previous
beat (7.350-4; 7.357-64): Diomedes winks to the audience in saying that the
consequences of both of these facts for the Trojan are already ‘known’ (yvwtov,

7.401). This obviously appeals to the audience, who will all know that Troy falls,
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but still, it raises questions as to how the narrative will get to that fall, or if it will
get to that fall at all.

In the beat sequence, the Trojans gather their bodies and firewood (7.417),
and then the Achaians gather their bodies and firewood (7.420).2* The sun starts
to come up as the Trojans gather their dead (7.421), trying to recognize each
man (7.423f.), weeping tears (7.424f.), but hushed by Priam, they burn the bodies
(7.427-9). The Achaians do the same during the dawn,? building the wall over
the burial mound that Nestor suggested (7.433-41; cf. 7.336-43). The beat
switches by following the gaze of Poseidon, who sees the Achaians building the
wall and complains to Zeus that the Achaians should have sacrificed first (7.446-
53). So Zeus tells Poseidon to break the wall after the Achaians leave Troy
(7.459-63). This gives a nod to tradition even beyond the fall of Troy.® Finally,
evening falls on the Achaians, done with their work, feasting, and the Trojans in
their city doing the same (7.464-77). But Zeus turns the Trojans green with fear,
so that their cups spill, and they all must make an offering to Zeus (7.479-82).

For all its trickery in making the oaths sworn in Book 3 and broken in Book
4 disappear from the foreground through the duel in Book 7, the narrative then
brings them back and shows their consequences. Antenor knows the Trojans are
oath-breakers and ought to give up; Diomedes says it is already too late for the
Trojans no matter what they do. Hektor’s absence through these exchanges might
point to his helplessness to change this; just as the burial of the corpses after
shows his helplessness in having changed anything for those who have fallen,
and looks forward to the fates of many more Trojans and Achaians yet to come.
The sequences in Book 6 increased the stakes for Hektor and allowed him to
express his values in the face of those stakes; those in Book 7 allow him to show
us how his values stand up to stakes that keep increasing. But the narrative, with
the mentions of the oath and oath-breaking, the impossibility of Helen’s return,
and even the building and foreshadowed destruction of the Achaian wall, forces
us to take a historical perspective from which we can see that Hektor, for all our
care — even, perhaps, for all of Zeus’s care - cannot win.

With the dawn, the beat changes scenes to Olympos, where Zeus forbids
further divine intervention in the war and threatens the other gods to keep out
before he heads off alone to watch the battle from Mount Ida (8.1-52). So the
battle starts up again, just as Apollo said that it would (7.29-32), ending the
‘problemy’ of putting fighting aside for a while and suggesting a possible episode
break between the books.” But in setting the rules for the coming combat, and
in setting down Zeus on Mount Ida as a spectator, the narrative builds anticipation

for the coming battle, and the role that Zeus will play in it.*®
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Battle: 8.52-197

Now that the narrative has spent time establishing audience allegiance with
Hektor in the scene in Troy, and in his single combat with Aias, Hektor takes on
a greater role in this battle sequence. The battlefield, with the wall at its centre,
becomes the focal point where the story arcs of Hektor, the lead Achaians, and the
gods (particularly Zeus) converge, with the narrative rapidly switching audience
alignment between them. These rapid alignment switches give the audience
diverse opportunities to either change allegiance in accordance with narrative
change, or to root for ‘favourite’ characters throughout. Battle shows how
characters on either side cope with their allies, their enemies, and with the gods,
revealing new character elements with each new interaction or response. This
will be increasingly true for Hektor as he takes on a more major role in battle.
The narrative begins to bounce the audience’s allegiance back and forth
between the Achaians and the Trojans before battle even begins. First, the
narrative shows the Achaians, putting on their armour (8.53f.); then it switches to
the Trojans (8.55-7). The narrative’s description of the Trojans provides more
information about them, building alignment through both attachment and
access, in a way that also recaps crucial information. First, there are fewer Trojans
than there are Achaians (8.56 recaps 2.122-32). Next, the narrative gives the
audience access as it describes the Trojans’ motivation of fighting under necessity’s
yoke, to defend their wives and children (8.57). This builds on earlier scenes,
including those in Book 6 that emphasize the need to defend the Trojan women
and children from their fates (cf. 6.77-101). This narrative description of Trojan
motivation invites allegiance to the Trojans, especially as the narrative here omits
access to the Achaians, who are fighting to right the wrong of Helen’s abduction,
or because of the broken oaths. The next beat sees the fighting start, but the scene
quickly switches alignment to Zeus, who balances his scales of death and the
Achaians’ death-day sinks (8.70-7), which looks forward to their failure in the
battle.”” These three beats create conflicting allegiances moving into the battle,
expertly creating first the Trojans, and then the Achaians as underdogs. (Of
course,audience allegiances will depend on cultural attitudes towards underdogs.)
As Zeus launches a thunderbolt to signal this Achaian death-day, the narrative
allows access to the Achaians’ fear (8.77) as they flee, while it also names
Idomeneus, Agamemnon, the Aiantes and Odysseus (8.78-98), foregrounding
their characters after their minor roles through previous sequences.” Only
Nestor remains on the battlefield, his horse struck by one of Paris’s arrows:*' in
calling Paris ‘Helen’s husband, with her nice hair’ (8.80), the narrative recalls not
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just Paris’s abduction of Helen, but also his refusal to return her at 7.355, since he
is still her husband. While Nestor tries to cut his chariot free from the dead horse,
Hektor charges towards him (8.88-90).

The narrative uses its contrafactual knowledge to say that Nestor would have
died there if Diomedes had not come to save him (8.90f.),* building audience
anticipation for how the ‘saving’ will unfold. Diomedes asks Odysseus to help
him save Nestor, but Odysseus ignores him, making the scene more pathetic
(8.91-8). This pathos, emphasized by the fact that Diomedes is ‘alone’ as he
reaches Nestor, sets up a surprise when Diomedes encourages Nestor to come
with him, in his chariot, to take on Hektor. So the beat looks forward to a
confrontation with Hektor. And Diomedes is confident about that confrontation,
as he refers to his Trojan horses that he took from Aineias (8.105-11), after
beating Aineias in battle (5.319-27). In recapping a key element of his aristeia
(just under two hours ago in performance time without break), Diomedes
suggests that he is about to be excellent once again in this battle, further building
audience anticipation for his confrontation with Hektor.

Aligning the audience first with Nestor and Diomedes this way, Hektor
implicitly becomes their antagonist in this beat; first when we see him charging
across the lines towards the stranded Nestor (8.88-90), then here again as
Nestor and Diomedes draw close to him (8.116-19). But the narrative deftly
switches sides when Diomedes hits Hektor’s charioteer Eniopeus with a spear,
and aligns the audience with Hektor, as it gives them access to the grief
that closes overs Hektor’s heart ("Extopa & aivov &xog mikace @pévag
fvioxoto, 8.124). The narrative keeps the audience attached to Hektor as he leaves
Eniopeus lying on the battlefield, and goes in search of another charioteer,
quickly enlisting Archeptolemos (8.124-26). Here the narrative employs yet
another contrafactual,”® saying that the fighting would have continued if Zeus
had not seen them and sent a lightning bolt flying down right in front of
Diomedes (8.131-6): this implies that the intervention is to save Hektor as Zeus
tries to stop Diomedes.

The thunderbolt provides an opportunity to exploit the melodramatic
alignment structure that this beat sequence has set up, as the beat switches to
Nestor who then interprets and responds to it. Nestor reads the thunderbolt and
tells Diomedes that they should relent, asking if he recognizes that Zeus’s courage
is no longer with him (8.139f.), as Zeus is now giving glory ‘to this man, Hektor
(tovtw, 8.141), elaborating on the previous beat. Diomedes says that he agrees,
but he also fears that Hektor will tell the Trojans that Diomedes ran away from

him (8.147-9). Diomedes employs a common habit of Hektor’s - imagining



Killing Time 83

what someone else might say in a future scenario® - in thinking Hektor might
openly mock him to the Trojans: whether this is based on Diomedes’ past
experience of Hektor or on how Hektor fits into the normal expectations of the
Iliad’s storyworld (or both), it speaks to a familiarity with Hektor which adds
further depth to his character. Nestor’s response does the same. Reassuring
Diomedes, Nestor insists that the Trojans would not believe Hektor if he called
Diomedes a coward, and nor will their wives, many of whom have lost their
husbands to Diomedes on the battlefield (8.153-6). Here, Nestor refers to past
actions that might include Diomedes’ ‘overhaul aristeia of Book 5, with its many
kills, and the Trojan wives’ grief that was necessarily going to follow (6.237-41),
but that also might refer to Diomedes’ fighting history at Troy, extending past the
bounds of the Iliad. So their exchange deepens both Nestor and Diomedes, while
they also intensely imagine Hektor in his social contexts,* further reinforcing
his social roles and character as well. With these firm re-introductions, Nestor
and Diomedes charge into battle.

The next beat switches audience alignment back to the Trojans and Hektor.
Hektor calls out to Diomedes, recapping Diomedes’ own lineage and role
(8.160f.): these strong character re-introductions must certainly allow for the
performer to have taken a break between Books 7 and 8, before this battle
sequence. But with or without a break, they build increasing audience recognition,
alignment, and allegiance with the characters before they start into battle. Hektor
says that Diomedes has been honoured most of all before, but then he tells
Diomedes that the Achaians will now dishonour him (vdv 8¢ ¢’ dtiprioovot,
8.163) and calls him ‘like a woman’ (yvvaukog &p° dvti tétvéo, 8.163) and a
‘plaything’ (yAfvn, 8.164). In a way, Hektor’s insults fulfil Diomedes’ fear of
Hektor’s insults from the last beat (8.147-9), and confirm Diomedes’ idea of
Hektor’s character as a ‘boaster’’® Hektor then tells Diomedes that he will not
sack the city with Hektor giving way, and that he will not carry away their women
in the ships (8.164-6). Hektor’s saying here that he will not allow the Trojan
women to be taken away picks up on his earlier imagination, of Andromache
working the loom and carrying the water of another man after his death (ovd¢
yuvaikag/ d&eig €v vijeoot, 8.1558,; cf. 6.454-65). Hektor ends his speech with the
simple future: ‘before then, I'll give you your fortune’ (ntépog tot daipova dwow,
8.166). This creates further audience anticipation for a fight between the two
opposing heroes (cf. 6.73-82), and raises the question (especially for a non-
traditional audience) as to whether Hektor can see his boasts through.

But the beat switches alignment back to Diomedes and provides the audience

access to him as hesitates three times to keep attacking, with Zeus answering his
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thoughts, again, with thunderbolts (8.167-71; cf. 8.133-62).” Then the beat
switches again to Hektor, exhorting his men. Now Hektor interprets the
thunderbolts to his men, as he provides access to something he ‘knows’
(ytyvwokw, 8.175): that Zeus has nodded and granted him the glory (8.175f.).
This raises ambiguity, as the audience must decide if this is part of Zeus’s fulfilling
his promise to Thetis (1.523-30), or following up on the verdict of the scales
(8.68-77), or if Hektor’s interpretation is right at all. Then Hektor recaps that the
Achaians have built the wall (8.177-9 recaps 7.436-41), and he says he will beat
the wall, set fire to the Achaian ships, and cut the Achaians down (8.180-3). Here
the wall’s story arc emerges, as taking it down becomes the first of the two
missions that Hektor (again) lays out for himself, which will create audience
anticipation for the next several episodes’ action.

Hektor then talks to his horses; he gives their shared backstory when he
reminds the horses that Andromache took good care of them (8.187-90).% This
brings back audience investment in Hektor as Andromache’s husband, and
might bring to mind their encounter in Book 6. But then Hektor creates
anticipation for future beats when he gives himself another mission, additional
to (and possibly contrary to) burning the ships (8.180-3):* to capture Nestor’s
shield and Diomedes’ corselet, with the aim of sending the Achaians back out of
Troy.* Hektor’s focus on Nestor and Diomedes naturally continues on the
primary contest between the three men over the last several beats, while looking
forward to a potential outcome of that contest. At the same time, Hektor adds
character depth and brings in Andromache (and her father, slain king of a sacked
city), adding further weight to his character’s past and to the future outcome of
his fight with Nestor and Diomedes.

Hera/Zeus: 8.198-252

The beat switches audience alignment to Hera, who responds with anger at
Hektor’s boast and tries to convince Poseidon to enter into battle with her to save
the dying Achaians (8.198-207). Poseidon turns her down (8.198-211), implicitly
giving Zeus’s earlier threats against divine intervention as a reason (8.7-27). The
narrative increases the sense of threat to the Achaians as it cuts from the divine
exchange back to the Achaians,* penned in between the ditch and the ships, and
then, zooming in again, to Hektor: ‘He pinned them in like fast Ares would,
Priam’s Hektor, since Zeus gave him the glory. (eiket 6¢ Bo® dtdlavtog Apnji/

“Extwp IIplapidng, 8te ol Zevg kddog €0wke, 8.215f.) So the narrative confirms
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that Zeus grants the glory to Hektor, confirming Nestor’s (8.141) and Hektor’s
(8.175f.) earlier interpretations of Zeus’s thunderbolts saying just that.

The narrative goes so far as to say that Hektor might have set the Achaian
ships on fire right there and then had not Hera intervened, using the contrafactual
to cut back to the goddess, now encouraging Agamemnon (8.217-19).*2 Through
these rapid cuts between characters, the narrative gives the impression of action
without showing us much action at all, as it jumps between the arcs of Diomedes,
Nestor, Hektor, Hera, Zeus, and now, Agamemnon. So at Hera’s bid, Agamemnon
exhorts the Achaians who ran away a few minutes ago (8.78f; 8.97f.).
Agamemnons exhortation from the centre hopes to reach to the far camps of
Aias or to those of Achilles (8.223-5) — no mention is made of Achilles’ anger, or
any special circumstances keeping him out of the fight. But Agamemnon does
use the past to characterize Hektor, saying that when they were all at Lemnos,
they each could have taken a hundred or two hundred Trojans (cf. Nestor 2.122-
32), but now none of them can take on one Hektor, who will soon set fire to the
ships (8.229-35; cf. 7.113f.). Both this look backwards to when the Achaians
were dominant, and this look forwards to Hektor burning their ships, imply
Achilles” absence as a pivot point. This builds further anticipation for the ships
being set on fire and recalls Hektor’s boast from a previous beat that he would do
just that (8.180-3). Agamemnon then prays to Zeus, who takes pity on him,
giving the Danaans new strength (8.236-52). The narrative provides an emotional
justification for that change, giving the audience access to Zeus in his pity
(8.245f.).

Battle: 8.253-334

As the battle continues, patterns emerge that keep the narrative dynamic, but
only slowly moving forward; repetitions become rife.** The Trojans will get the
upper hand; the Achaians will get the upper hand; the gods will influence which
is which. Some characters will die, but they are not important characters.* They
are red-shirts, designed to keep the stakes high around our primary characters,
without the threat of losing anyone too primary this early in the epic. So once
again, the narrative aligns the audience with the Achaians as they turn back into
battle,encouraged by Zeus’s sign (8.251f.). Diomedes leads them, but the narrative
creates another mini-catalogue of Achaians that follow him: the Atreidai, the
Aiantes, Idomeneus, Meriones, Eurypylos, and Teukros (8.253-67).* Amidst
these reintroductions, the narrative follows Teukros in particular, who has hardly
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appeared in the narrative so far (cf. 6.31). Teukros shoots his arrows and then
retreats back behind the shield of his half-brother Aias (8.267-72), killing a series
of men. Agamemnon praises him and says that he will reward the archer should
he ever take Troy (8.286-91). But Teukros’s response dismisses that prize, as he
expresses his frustration at trying to hit Hektor this whole time. He has killed
eight men, but he ‘can’t hit this raging dog’ (todtov §* 00 SVvapat fakée kdva
Avoontiipa, 8.299).* The narrative aligns the audience with Teukros, and Hektor
seems far away. In fact, neither Agamemnon nor Teukros name Hektor. The
audience must guess that this ‘raging dog’ is Hektor, and then must re-integrate
this new aspect of Hektor’s character into their impression of him.

Only the narrative names Hektor, as Teukros tries again to hit him with his
arrow, twice (8.300f. = 8.309f.). The first miss hits Gorgythion, another son of
Priam (so even more of a red-shirt stand-in for Hektor),*” whose head goes limp
to one side like a poppy’s head falling over in the rain, when he dies (8.306).
These extensive similes for the deaths of red-shirts make them real, make death
seem that much closer to the characters that the audience has actually had time
to invest in as their vivid visuality make them particularly impactful and
memorable for the audience.*® The second time Teukros tries to shoot Hektor, he
hits Hektor’s new charioteer, Archeptolemos (8.312), who, the audience might
recall, became Hektor’s charioteer after Diomedes killed Eniopeus (8.119-29).
Once again the dreadful grief covers Hektor for his charioteer (8.124 = 8.316),
but again he does not stop, rushing to find a replacement, this time Kebriones
(8.318). Hektor himself jumps down from the chariot, grabs a huge rock and
charges at Teukros, striking him so that his arm goes dead, he drops his bow, and
his companions must carry him off the battlefield (8.328-34). This whole
sequence of events perfectly demonstrates how the narrative holds Hektor in
suspense. First, two red-shirts die in proximity to Hektor as Teukros strains to
hit Hektor. Hektor strikes back and stops Teukros from shooting any more of his
men, but does not kill him. The narrative keeps moving forward, but little

changes: both Teukros and Hektor survive.

Overhaul-ish: 8.335-437

Teukros’s men carry him out of the action (8.332-4), and the beat switches to
Zeus, who once again intervenes and rouses the Trojans battle-fury (uévog,
8.335): does this count as an overhaul? Is battle-fury excited? Or incited?*’ The

earlier Teukros scene started to hint at an issue of recognizing Hektor, who raged



Killing Time 87

‘like a mad dog’ (8.299). Now Hektor rages in the vanguard, exulting in his
strength ("Extwp &8 év mpwrtotot kie 00évei PAepeaivoy, 8.337), like a hunting
dog snapping at a lion or a wild boar (8.338-42). He chases after the Achaians,
‘always killing the man trailing behind’ (aigv dnokteivwv TOVv dmiotatov, 8.342):
Hektor’s killing is a continuing, repeated action, and its lack of detailed
description sparks the imagination. In response, the Achaians flee, afraid’ (ot 8¢
@éPovto, 8.342). They regroup beside the ships, praying to the gods and standing
fast there (8.343-7). Then the narrative cuts back to Hektor, who now has the
eyes of the Gorgon or mortal-plaguing Ares (8.348f.), as he pins the Achaians
against the ships: this, too, suggests an overhaul. While the silent Hektor rages
and looks like a Gorgon, the narrative challenges the audience’s character
recognition, alignment, and allegiance with his character.

Hera ‘recognizes’ Hektor, calling him by name, reiterating his role as Priam’s

son, but her evaluation of him asks for audience engagement:

of kev O kakov oftov dvanAnoavteg Shwvtat
av8pog £vog purhj, 6 8¢ paivetal o0KET” AVEKTOG
“Extwp Iplapidng, kot 81 kakd moAa €opye.
‘Must they then accomplish this evil fate and be destroyed,
At the blow of one man, who rages, and can no longer be endured,
Hektor the son of Priam, and he has done all these bad things’
Hera to Athena, 8.354-56

Can the audience recognize the Hektor that Athena describes? ‘Raging’ (8.355),
like Teukros’s raging dog? (8.299).Is he the same Hektor as before? The narrative
says that Hektor kills, but does not give the names of his victims, does not spend
the time on his kills: there is one line of his carnage (8.342). Just a couple of beats
earlier, Teukros kills enough men that the narrator must ask who he killed and
name them all (8.273-6). But even if the narrative has not shown Hektor’s kills
in detail, Hera’s speech diegetically enhances Hektor’s current successes. Her
saying that Hektor has done ‘many bad things’ is a callback to Aineias’s attempt
to recognize Diomedes during his aristeia (5.175). Through Hera, Hektor seems
more than he is, for a moment.

As Athena responds to Hera, she recalibrates the narrative’s recognition of
Hektor, recapping knowledge about him that most audiences will already know:
‘And even this man will lose his battle-fury and his life, dying at the hands of the
Argives in his own land’ (kai Ainv 00t6¢ ye pévog Bupodv t° dAéoete/ xepoiv OTT
Apyeiwv @Bipevog év matpidt yain. 8.358). Athena reasserts Hektor’s mortality,
and looks forward once more to Hektor’s death: he is no Gorgon, he is not Ares
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(cf. 8.348f.). He is the man whose wife told him that his battle-fury would kill
him when the Achaians cut him down (cf. Andromache, 6.407-10). Athena
explains Hektor’s current strength with another recap, that Zeus only helps him
out of obligation to Thetis (8.370-3 recaps 1.523-30). Athena then looks forward
to a battlefield confrontation with Hektor, wondering as she readies to arm
herself if Hektor will be happy to see her, or if some Trojan will be made a feast
for the birds and the dogs (8.376-80). Her death threat explicitly eschews Hektor
himself, aimed instead at ‘the Trojans’: he cannot die yet. The beat switches again
as Zeus sees his daughter arming, and intervenes, reinforcing his earlier rules
about non-intervention (8.7-27), and cutting off at the knees any threat Athena
might have had for Hektor (8.397-437).

Hera/Zeus: 8.438-84

The scene follows Zeus back to Mount Olympos (8.438-43), where all the gods
gather. Zeus recaps the previous beat by saying that Athena and Hera would have
been sorry if he had struck their car down (8.447-56 recaps 8.409-24). In
response, Hera asks that she be allowed at least to advise the Argives in order to
protect them (8.466-8). Zeus refuses and threatens that tomorrow will be even
worse for her beloved Achaians (8.470-2). This looks forward to future episodes,
as Zeus creates a series of signpost events for Hera (and the audience) to follow:

oV yap mpiy Tohépov dnomavoetat 6Ppipog Extwp
niptv pBart apd vadgL todwkea IInAgiwva,
Auatt T@ 817 dv ol pgv &mi mpvuvnot pdywvral
oteivel év aivotdty mept Iatpokioto Bavdvrog:
g yap B¢cpatov ot
‘Strong Hektor won't stop fighting until
swift-footed Peleus’s son gets up, by the ships,
on that day when they fight around their ships’ prows,
in dire straits over Patroklos’s death.
So that’s the prophecy’
Zeus to Hera, 8.473-7

Zeus’s speech gives the strongest direction so far of where the story is going,
conflating prophecy and prolepsis, or flash-forward.”! Zeus, too, teases a point of
no return in looking forward to these deaths, explicitly for the first time within
the Iliad. And in marking out ‘tomorrow’ as an even worse day for the Achaians

(8.470-2), along with these prophecies, Zeus raises questions for the audience to
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engage with, ‘will Patroklos die tomorrow’? This would be quite a place to take a
performance break, a proverbial ‘mic drop’ that resolves the problem of Hera’s
interference (for now) that has dominated much of the previous beat sequences,
and that builds intense anticipation for what will happen next to get us to
Patroklos’s death.

Die another day: 8.485-9.88

As the next beat leaves the gods, the sun sets, and the narrative gives access both
to the Trojan sadness at day’s end as well as the Achaians’ relief (8.485-8). Hektor
calls an assembly, and the description of the place as littered with corpses creates
a sharp reminder of the day’s carnage (8.489-91). Here the narrative takes time
to re-introduce Hektor according to recognizable features after the now-finished
‘overhaul’: Zeus loves him (8.493; cf. 7.280) and he has his eleven-cubit spear
(8.494f.=6.3191.). Hektor’s speech recaps that nightfall has stopped their advance
(8.499f. recapping 8.432-7) as he sets the Trojans on ‘missions’ to make a feast
(8.504), and to take up their night watches, some here on the field (8.507-9), the
old men and boys on the wall (8.517-19), the women in their homes (8.520-2).
Hektor suggests that the women’s night fires can guard against a night-time
sneak attack in the city (8.522): this might delight the traditional audience,
familiar with the story of the Trojan horse.” Then Hektor prays to Zeus that the
Trojans can drive out the Achaians (8.526-8). Finally, Hektor reinforces
Diomedes as the premier warrior on the battlefield, when he says that in the
morning he will take him on and kill him (8.532-8). It has been around a half
hour since Diomedes rescued Nestor and thought of attacking Hektor three
times back at 8.169-72, with one other reminder of his pre-eminence since
(8.254-7). Hektor’s emphasis on ‘tomorrow’ as he imagines taking on Diomedes
(8.535,8.538,8.341) builds strongly on Zeus’s prophecy (8.470) to create audience
anticipation for what will happen next.

The next beat shows the Trojans completing the ‘missions’ that Hektor laid out
for them in the previous beat. But as the Trojans make their sacrifices, the gods
reject them from their hate for Troy (8.548-52). The narrative identified Hektor
through Zeus’s love for him just a few minutes earlier (8.493), but now (8.548-
52), it shows again how the gods hate Troy (cf. 4.31-6; 6.311). These conflicting
emotions between the gods, which wreaked so much havoc in the last battle
sequence, create continuing ambiguity as the narrative moves forward. So the

audience wants to see, ‘what will happen tomorrow?’
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The day’s end, the recap ‘so the Trojans had watches’ (¢ ot pév Tp@eg puiaxag
€xov, 9.1), and the alignment switch to the Achaians suggest that a performer
could take a break between books, but certainly does not have to. This next beat
sequence takes place almost entirely among the Achaians, and, despite Hektor’s
impact on the battle in the previous sequence, the Achaians do not mention him
now. Except for Achilles. And the fact that only Achilles mentions Hektor
throughout the embassy scene, imagining past and future confrontations with
Hektor, begins to prepare the audience for that final confrontation, set up as it
has been by Zeus (8.473-7).

Full of sorrow, Agamemnon addresses the Achaian assembly. Here he picks
up on the divine ambiguity that so defined the action of the previous ‘episode;,
saying that Zeus has lied when he said that Agamemnon would sack Ilion, but
acts like he wanted them all to leave Troy (9.18-25). Diomedes then chastises
Agamemnon for wanting to leave, claiming that he and Sthenelos alone would
stay and sack the city (9.30-49). Nestor makes peace between them, and recaps
the significant fact of the Trojans’ guard fires and their proximity to the ships
(9.76f. recaps 8.553-65). As the assembly breaks up, the narrative, too, recaps
important spatial information, as the Achaian heroes (named as Thrasymedes,
Askalaphos, Ialmenos, Meriones, Aphareus, Deipyros, Lykomedes) set their
garrisons ‘between the ditch and the wall’ (péoov tapov kai teixeog, 9.87;
cf. 7.435-41), reiterating the landmarks that will gain further prominence in
future battle sequences. A performer might break here, too, as opposed to the
book break, as this settles the Achaians in for the night.

Embassy: 9.89-713

The next beat follows Agamemnon and the other leaders to his tent, where he
feeds them. Here, Nestor brings up the quarrel that Agamemnon had with
Achilles in the first episode (9.106-11 recaps 1.120-305), suggesting that they
might try to make amends with him (9.111-3). This sets up the ‘mission’ for the
next beats, and defines the problem of this possible episode. Agamemnon sends
an embassy to Achilles, where Odysseus, Aias, and Phoinix head to Achilles’ tent
with Agamemnon’s offer of restitution. The narrative shows us Achilles for the
first time now since we left him by his ships, almost six hours ago in performance
time, more with breaks (1.492; cf. 2.685-8). Odysseus makes the proposal, which
Achilles refuses: Odysseus explicitly mentions that Achilles might win great
glory in killing Hektor as a reason that he should return (9.300-7), even if he
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does not accept Agamemnon’s gifts. And even though Achilles has been absent,
Achilles recaps Hektor’s success in the recent battle. Achilles knows that there
has been a threat of fire to the ships (9.347; cf. 8.229) and he knows that the
Achaians have built a ditch (9.349f. recaps 7.435-41). Achilles also knows that
the Achaian efforts to hold Hektor back have not been entirely successful
(9.351f.). Then Achilles recounts his own successes in fighting Hektor - these
happened before the narrative of the Iliad began, giving depth to the enemies’
relationship, and creating further audience anticipation for their future
confrontation. When Achilles was fighting, he says, Hektor never came out
beyond the Skaian gates and the oak tree (9.354; cf. Agamemnon at 8.229-35)
and there was this one time when they came face-to-face and Hektor barely
escaped with his life (9.355). So Achilles implies that he is the only one who can
actually stop Hektor (cf. 1.241-4), but also says that he does not want to fight
him now (9.356-63). This short passage confirms, from another perspective,
Zeus’s prophecy that Hektor will rage until Achilles returns to battle (8.473-6).

Achilles” speech also recaps the rupture between Agamemnon and himself
once again before he rejects all of Agamemnon’s proffered gifts, asking how
material possessions can compare to the value of his life (9.400-18). Finally, he
says that the Achaians should count on something other than him to rescue their
ships (9.423). Phoinix’s response also recaps and anticipates the risk of fire to the
ships (9.436; cf. 9.347, 8.229) before he his own long history and the story of
Meleagros. But Phoinix, like Odysseus, cannot convince Achilles. Finally Aias
speaks, saying that Achilles does not remember the affection of his friends
(9.6301.); but this ‘memory’ cannot compete, Achilles says, with his memory of
what happened with Agamemnon (9.646f.).” Here, the audience might naturally
find more allegiance with Achilles, since they share the memory of his quarrel
with Agamemnon, more than any memory of relationships that he had with the
Achaians before that incident, before the Iliad began.

Achilles then says that he will not return to battle until Hektor comes all the
way to the ships of the Myrmidons, killing Achaians, setting fire to their ships
(9.650-4), again recapping Zeus’s prophecy (8.473-6). And Achilles boasts that
he will be the one to hold Hektor back, eager as he is for battle (9.654f.), backing
up his boast of nearly killing Hektor in the past in his earlier speech (9.354f.).
Achilles’ speeches, like Zeus’s prophecy in the prior book, draw an event roadmap
that the audience now anticipates;* this builds further on the Iliad’s melodramatic
alignment structure in drawing our attention to gaps of knowledge. Achilles
might know that he will be the one to stop Hektor, but he makes no mention of
Patroklos’s death (cf. Zeus at 8.475-7). This gap in the knowledge between Zeus,
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the narrator, and the audience increases emotional investment and anticipation
of the events to come. Achilles’ omission invites the audience to consider where
Patroklos’s death will fit into that map. In the next scene, Patroklos is present as
he orders a bed made up for Phoinix and then heads to sleep himself, in Achilles’
tent, with a woman whom Achilles gifted to him (9.658-68). Achilles’ ignorance
of Patroklos’s death is so followed by an emphatic scene of the intimacy between
Achilles and Patroklos.

The embassy ‘episode’ deepens characters through backstory and conversation,
and reasserts Achilles as a main character after an absence of many episodes.
Achilles’ reintroduction also drastically builds anticipation for his eventual
return to battle and his final confrontation with Hektor. But it does not move the
plot forward in itself.

Spy vs Spy: 10.1-579

With the embassy problem ‘resolved’ in Achilles’ refusal to return, and the
beginning of Book 10 recapping key bits of information from Book 8 and 9, a
performer could definitely take a break between Books 9 and 10.> With Book 9’s
mission, the embassy, failing, the battle results from the sequences in Book 8
stand unchanged, and the constant references to the corpses on the ground
throughout Book 10 literally set its actions in that battle’s aftermath (cf. 8.489-
91).> More, it means that the Achaians still feel beat, and so consider leaving
Troy altogether (in yet another Agamemnon-sponsored appeal to abandon the
war), before setting a different mission to find out whether or not the Trojans
will remain camped out on the plain or if they will return to the city now that
they are winning (10.204-10). The narrative similarly shows the Trojans
wondering if the Achaians will leave, now that they have been ‘beaten down
beneath (the Trojans’) hands, as Hektor says (fidn xeipeoow 0@’ fjpetépnot
Sapévteg, 10.310). So the thrust of the ‘episode’is in these night missions, this spy
versus spy.”’

In the first beats of this sequence, the sleepless Agamemnon gazes out at the
many Trojan fires (10.11-3), recapping the narrative’s long description of the
fires from 8.553-63.%® Menelaos cannot sleep, either, and the narrative reminds
us again here that he worries over the Argives who came on this expedition for
his sake (10.26-8). When the two men meet each other, Menelaos asks
Agamemnon if he is putting on his armour in order to set a mission for one of

the Achaians to go spy on the Trojans, which plants the seeds for the mission that
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Agamemnon will in fact set (10.37-41). Agamemnon’s response to Menelaos
recaps much of Book 8, including where the narrative left Hektor. First,
Agamemnon tells us that Zeus’s mind changed; now he pays more attention to
Hektor’s offerings’ (émel Awog étpameto @pniv./ Extopéols dpa parlov émi péva
01X’ iepoiowy, 10.45f.). Then he goes on to describe Hektor himself:

oD yap mw idouny, ovd’ EkAvov avdroavtog
4v8p’ €va to00dde péppep’ ém’ fjuatt pnticacBa,
800’ "Extwp Eppeke Al gilog viag Axadv
abtwg, obte Bedg vVidg gidog obte Beoio.
€pya 8’ Epel’ doa i peAnoépev Apyeiotot
OnBd te kai SoArx6v. TOoA yap kakd pnoat’ Axalovg.
‘Tve never seen, never even heard someone talk about
one man planning so many atrocities on one day —
as many as Hektor, “loved by Zeus”, has done against the Achaians’ sons,
just like that, even though he’s not the son of a goddess, or a god.
He’s done such things . .. I think they’ll weigh on the Argives
for a long, long time. So violent are the things he’s planned against the
Achajans’
Agamemnon to Menelaos, 10.47-50

Agamemnon’s view of Hektor recalls Hera’s assessment from the last battle, when
she said Hektor ‘had done many bad things’ (xai 81 kakd mToANd €opye, 8.356).
He paints the battle sequence in Book 8 as the worst in Achaian history
and elevates Hektor as the most fearful warrior that the world has ever seen.
This compels any audience to weigh Agamemnon’s experience of Book 8’s
battle sequences against their own. There is also a hint of the metapoetic in
Agamemnons notion that Hektor’s deeds will weigh on the Achaians for a
long time to come, not just this hour or so of performance time since they
happened. Agamemnon is, after all, still voicing this pain here in the twenty-first
century.

In the next beat, Agamemnon heads to the tent of Nestor, where, after hearing
Agamemnon’s concerns, Nestor tries to comfort him. Nestor’s reassurance also

focuses on Hektor, like Agamemnon’s speech from the previous scene:*

o? Onv Extopt médvta vonpata pntieta Zedg
éxTehéel, 6oa oL vuv EéATteTat: AANG pLv oiw
kndeot poxOnoewy kai mAeioow, el kev AxtAedg

&K YOAov dpyah£éolo HeTaaTpéyr @ilov fitop.
‘Come on, the master-planner Zeus won't let Hektor
do everything he hopes to do ... But I think
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he’ll have even worse things to worry about, if Achilles
ever turns his heart away from his savage anger’

Nestor to Agamemnon, 10.104-7

Nestor’s response to Agamemnon recaps the possibility of Achilles” return and
his eventual confrontation with Hektor, further building up audience anticipation
of those events (cf. 2.694, 8.473-6; 9.650-5). But Nestor also draws attention to
Zeus’s split allegiances within the narrative, which, in some way, mirror the
audience’s own: we know that Zeus is helping Hektor now (cf. 8.161, 8.175f.), but
we also know (as Nestor suggests), that Zeus will not help Hektor forever
(cf. 8.473-6).

In the next beat, Nestor arms and joins Agamemnon and Menelaos, followed
by Odysseus and Diomedes and the men make their way to a spot that mirrors
the place where Hektor held his assembly, where the ground was clear of corpses
(10.199-201 recaps 8.489-91), again recalling the day’s battle. Nestor finally
states the mission, to find out if the Trojans will go back in the city or stay out on
the field (10.208-10 recaps 10.40f.), recapping again that the Trojans ‘beat the
Achaians’ in the day’s battle (10.210 recaps 8.344).

The assembly chooses Diomedes and Odysseus for the night scouting mission,
and the next scene shows the men arming for their scouting mission, and an
exchange with Athena, that includes both a night-time bird-sign and a prayer
(10.218-98). The narrative then paints an ominous tone as it sets the scene they
make their way through, again, the aftermath of Book 8’s battle sequences: ‘the
black night and the gore, and the corpses, and the armour, and the black blood’
(St viokTo pEdavav/ L @ovov, &v vékvag, 8td T Evtea kai pédav aipa, 10.2971.).
This line significantly precedes the narrative’s reintroduction of Hektor in the
next beat, linking the idea of mortal threat to Hektor.

In the next beat the narrative aligns the audience with Hektor, in the middle
of his Trojan assembly.®® Hektor has also called a midnight counsel, and the
audience must assume, based solely on their experience of the previous beat
sequence, that the Trojans, too, want to send out a scouting mission when we
hear his first line: ‘Who'll promise to do this thing for me, for a great reward?’ (tig
KéV pol T08e €pyov Dooxouevog tehéoete/ dwpw Em ueydAw, 10.303f.) Hektor
finally explains the mission at the end of his speech (10.307-12). Hektor’s
mission also responds to the battle in Book 8, as he needs a spy to discover if the
Achaians will finally leave or if they will keep fighting now that they have been
beaten ‘beneath our hands’? (fidn yxelpeoowv 0@’ fuetépnot dapévreg, 10.310;
cf. 10.210, 8.344).
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The narrative takes time to introduce Dolon, a new character (10.314-18), as
he comes forward and agrees to Hektor’s mission. A new character volunteering
for a mission is a red-shirt move: if we have never seen him before and he is
going to do something dangerous, he is probably going to die, especially as we
already know that the other side is sending Odysseus and Diomedes, two well-
established characters. Dolon asks Hektor to swear on his sceptre that he will
give Achilles’ horses to him should he complete the task (10.319-27). Dolon asks
Hektor for something that he does not have, but the connection between Hektor
and Achilles’ horses is a detail significant to future episodes. Dolon assumes that
the Achajans will be gathered at Agamemnon’s ship, pondering their retreat
(10.326t.): the audience knows that he is wrong, as they were, in fact, outside the
ditch, getting a spy mission ready (10.194-202), but earlier in this same evening,
the Achaians were pondering their retreat (9.26-8).

Hektor accepts Dolon’s proposal and swears to it (10.328-31), but as he
cannot actually swear to give something that he does not have, the narrative
comments on Hektor’s assent to the oath: ‘So he spoke, and swore a foresworn
oath, and urged (Dolon) on’ (g @ato kai p’ émiopkov dnwpooe, Tov § 0pdBuvey,
10.332).°' It is difficult to say whether or not the narrative tries to affect allegiance
here, if this is a judgement on Hektor as an oath-taker, or if it is instead on the
impossibility of the oath sworn ever being fulfilled. If it is the former, it plays on
Book 3 and Book 7 in Hektor’s relationships to oaths, and his status as an oath-
breaker, through his association first with Paris and then with Pandaros
(cf. 3.106; 7.69-72). If it is the latter, then this narrative comment elicits an
audience curiosity as to whether the impossibility of the sworn oath comes from
the fact that Hektor does not have the horses to give, or the fact that Dolon will
not live to complete his mission. This small narrative intervention opens up a
bundle of potential,asking us to look both backwards and forwards in considering
our interpretation of the scene, and of Hektor himself. Is this Hektor the same
man that the Achaians have made him out to be? The previous beats in the
Achaian camp do more in the construction of Hektor than this one scene where
Hektor himself appears. Is this the Hektor that we have seen before? Nearly as
quickly as he appears, he disappears again. And before Dolon even makes it out
of camp, the narrator tells us ‘he wasn’t going to return from the ships to bring
back some story for Hektor’ (008’ dp’ €uelhev/ éNBav €k vindv ay Extopt uobov
amnoioerv. 10.336f.).% Dolon’s red-shirt status is sealed.

The narrator keeps the audience attached to Dolon as he leaves camp, but
switches almost immediately, mid-line, to Odysseus spotting him (10.339).%

Here, the Iliad again exploits its melodramatic alignment structure. Dolon hears
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someone coming after him, but, in another tragic moment of his ignorance
compared to knowledge that the audience and the narrator have, he thinks
Hektor has sent someone out after him (10.356). When Diomedes and Odysseus
capture Dolon, just a short time later, they ask him if it was Hektor who sent him
out to spy on them (10.388), which both recaps the previous scene and perhaps
reinforces Hektor’s role as the mastermind that Agamemnon made him out to be
(10.49£.). Dolon claims that ‘Hektor led my mind aside with many delusions’
(moAAfjoiv 1 dtnot mapék voov fiyayevExtwp, 10.390). Dolon’s claim invites the
audience to judge Hektor again, playing on the ambiguity over Hektor’s oath in
the previous scene: did Hektor do something wrong in promising Achilles’
horses to Dolon? Did he actually lead Dolon’s mind astray? The two Achaians
ask Dolon where Hektor is now (10.406-8), and finally get to their mission,
asking whether or not the Trojans are debating staying near the ships or returning
to the city (10.409-11; cf. 10.208-10). Dolon immediately tells them where
Hektor is (10.414-16), but does not answer whether or not the Trojans will
return to Troy, instead recapping once again the fires (10.418-22 recaps 8.8.517-
22, 8.553-63). Then Diomedes and Odysseus ask about the Trojans’ sleeping
arrangements, and Dolon tells them, introducing Rhesus, who is a Thracian king
and another red-shirt (10.423-45).

Diomedes mercilessly kills Dolon, throwing his supplication, his cooperation
and their promises of safety, all down to the ground with Dolon’s tumbling, still-
speaking head (10.457). The Thracians suffer a similarly brutal fate, slashed
through in their sleep by the Achaian pair, twelve in all, predictably including
Rhesus, their leader (10.469-97). As Diomedes and Odysseus flee the scene, they
reach the space ‘where they killed Hektor’s scout’ (66t oxomov “‘Extopog €ktav,
10.526). This last mention of Hektor omits Dolon’s name altogether, as he
becomes a mere extension of Hektor. Hektor’s many mentions in these beats,
between Diomedes, Odysseus, and Dolon, and coming out of the carnage of the
Thracian massacre, make him a centre around which death dances. The first part
of the episode, with Agamemnon’s extreme characterization of Hektor as the
most heinous hero alive sets this up. But once again, the narrative shows us little
of Hektor himself. He is constantly refracted through the eyes of others.

In the end, both missions fail, in that no one has more knowledge about what
will happen next. But the episode has succeeded in giving the Achaians more
depth, and in creating Hektor as more of an enemy. Diomedes and Odysseus
wash off their battle-filth, take baths, sit down to eat, and make their offerings to
Athena (10.572-9). And with the long, anxious night finally over, a new day
begins.
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All day permanent red: 11.1-162

As dawn breaks after the night of spying missions and slaughtered Thracians, the
narrative plunges us back into full-out battle once again. As none of the night’s
events moved the narrative forward, the narrator does not need to recap any of
them here, except that the wall and ditch remain focal points for the action.®* The
night’s embassy to Achilles and the night raids have taken up an hour and a half
of performance time, plus a possible break between those episodes. But now we
embark on the longest battle in the epic, and it will last, literally, for hours, over
many ‘episodes’ The day’s battle, stretching from this dawn to the night that sets
in the middle of Book 18 (over six and a half hours of performance time without
breaks), is the tomorrow’ that Zeus predicted would be an even worse day for the
Achaians (8.470-2).

The Iliad carefully breaks up this large chunk of battle, to continue to build up
to major events. Here is where the Iliad’s huge cast of characters helps create
continuous dynamism in a plot that has only one major problem resolution in
the next several hours: Hektor’s breaking through the Achaian ramparts at the
end of the battle sequence in Book 12.°° With visits to the periphery of battle, like
when Meriones has to go and find a new spear in Book 11, or when Patroklos
helps the wounded Eurypylosin Books 11 and 15, or visits to the gods, particularly
in the extended scene of Hera’s seduction of Zeus in Book 14, the narrative keeps
audience engagement primarily through character interaction and deepening.
In Book 8’s battle sequence there was a clear pattern of Achaian success, divine
intervention, Trojan success, divine intervention, with the main characters of
Diomedes, Nestor, Teukros, and Agamemnon on the Achaian side, and Hektor
and his red-shirt charioteers on the Trojan side. But that battle-day lasted just
over a half hour of performance time. Even the longer battle that stretches across
Books 4, 5, and 6 and 7 only lasts around two hours, and it, too, has extensive
breaks with the theomachia (the battle between the gods, 5.711-909) and Hektor’s
visit to Troy (6.237-7.3). With the battle to come being so much more extensive,
the narrative must engage more diverse strategies and a much broader range of
characters that each have distinct arcs that the narrative follows through the
fight.

As dawn breaks, Hate stirs up the Achaians, significantly from Odysseus’s
ship, the centre of the Achaians’ ships-line that stretches from Aias’s at one end
to Achilles’ at another (11.4-14); like the earlier reference to this layout, no
mention is made of Achilles’ absence from the fighting (cf. 8.223-5). While this
recaps the layout of the Achaian camp, the reiteration of the ditch (11.49; cf. 9.87,
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7.435-41) and the Trojans on the other side, ‘on the ground rising from the plain’
(11.56; cf. 10.160) contributes to our understanding the space within which the
following battle will occur.®® Agamemnon is the first Achaian to arm, in an
elaborate scene that takes up twenty-seven lines (11.17-44).5 The narrative
aligns the audience with Agamemnon, giving them plenty of time to spend with
him with the length and vividness of this description, which is full of colour and
life (cobalt snakes, Gorgon head, etc.). Hera and Athena are also on his side
(11.451£.).%% As with the last battle, the narrative then moves across the ditch to the
Trojan side, marking them as antagonists. Here, a Trojan micro-catalogue marks
out which characters will be important in the coming fight:* Hektor, Poulydamas,
Aineias, Antenor, Polybos, Agenor, Akamas (11.57-60). This is the first
appearance of Poulydamas, who will play a significant role in the next several
hours of action. After this catalogue, the narrative returns to Hektor: his shield
shines like a star as he moves from the vanguard to the rear flank, back and forth
(11.61-6). This focus on Hektor seemingly sets him up as the primary antagonist
against Agamemnon’s protagonist in the battle to come.”

In the next beat, the narrative zooms out to show the whole field (11.67-73),”
before following the gaze of Hate (11.73-5) to shift to the gods, all of whom are
mad at Zeus for helping the Trojans (11.75-9); this creates continuity for Zeus
from his role in Book 8. The narrator aligns with Zeus, through his not caring
about the other gods as he settles in to watch the fight (11.79-83). For the whole
morning, men die (11.84-91), until the Danaans, Agamemnon first, finally break
through (11.91), with Hektor, Agamemnon’s expected antagonist, nowhere to be
seen (cf. 11.56-66).

In the next beats, Agamemnon has a killing spree that provides many glimpses
of character background stories and recaps of past scenes. First Agamemnon
kills Priam’s sons Isos and Antiphos, whom Achilles had before captured and
ransomed (11.101-12). This makes a clear contrast between the absent Achilles
and Agamemnon, and between the narrative time and the time that came before
the Iliad. Next he kills Antimachos’s sons Peisandros and Hippolochos, who had
taken Paris’s bribe to oppose returning Helen (11.121-5). This also refers to
Paris’s initial crime, which precedes the epic, while elaborating on the Trojan
assembly that decided against returning Helen (7.345-80). Their supplication
reveals their lineage to Agamemnon, who gives further backstory, saying that
their father Antimachos had plotted to kill Menelaos (11.138-42). These
‘memories’ give the audience access to Agamemnon, and perhaps justify
Agamemnon killing them both (11.143-7): the scene certainly opens
Agamemnon up for the audience to consider their allegiance to him.
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Mid-line, the beat shifts to show all the Achaians running after the Trojans,
before coming back to Agamemnon cutting men down (11.149-54). Then the
narrative switches attachment through a simile.”” The simile begins in such a way
that the narrative still seems to follow Agamemnon, comparing him to a forest
fire; but it soon changes, so that the comparison is actually between the brush
uprooted by the forest fire and the heads of Trojans (11.155-9). In response to
these uprooted heads, the narrative switches to the horses driving now-empty
chariots, longing for their missing charioteers, who lie dead to the delight of
vultures rather than their wives (11.59-63). This shift creates allegiance with the
Trojans as much as with Agamemnon, and once again draws the audience’s
attention to the real stakes of the battlefield, and the emotional consequences
that these deaths hold.

Hektor rising: 11.163-368

In the next beat sequence, Agamemnon continues his rampage, and Zeus must
rescue Hektor, dragging him out of the carnage (11.163-5).” Zeus’s rare
battlefield intervention here establishes his special relationship with Hektor that
in turn invites audience allegiance; at the same time, this move fits with Zeus’s
earlier prediction of Hektor’s glory (cf.8.470-7).In Hektor’s absence, Agamemnon
kills a series of Trojan heroes (11.175-82). When Agamemnon nearly reaches
the very walls of Troy, Zeus intervenes again (11.181-4), giving Iris a message to
take down and repeat to Hektor: he must stay out of the fighting until Agamemnon
leaves, but then Zeus will grant him the glory for the rest of the day (11.186-94).
The beat juxtaposition between Agamemnon’s direct threat to the city in one
beat (especially 11.175-82), and Zeus’s call to Hektor in the next (11.182-94),
again links the fates of Hektor and Troy, characterizing Hektor as Troy’s defender,
but just as vulnerable as Priam’s city. But at the same time, Zeus’s message
removes Hektor from the battlefield for the next beat sequence, and so defies any
expectation of a confrontation between Hektor and Agamemnon that the
previous beats created.”

Then Iris descends from Ida and repeats this message to Hektor.” Like
Helenos before her, Iris calls Hektor ‘equal of counsel’ to Zeuss (Au pftwv
dtalavte, 11.200=7.47), here as a possible riff on Agamemnon’s characterization
of Hektor at 10.48 (unticacBat). This character attribute for Hektor will show
itself to be problematic as the narrative continues. Iris tells Hektor to urge the

rest of his men on in the fight, but stay out of battle himself until Agamemnon
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leaves the field wounded, pointing to an event in a future beat (11.206f.). This
might be a narrative callback to Book 6, where Hektor exhorts his men to keep
fighting as he goes on his mission to Troy (6.87-115), which denied an anticipated
confrontation between an Achaian (there Diomedes) and Hektor.

Iris then says that Zeus will grant Hektor the glory until he reaches the ships,
until sundown (11.207-9). So once again the Iliad exploits its melodramatic
alignment structure. Now Hektor has information that the gods and the narrator
and the audience already have: that this day will be bad for the Achaians (8.470-
3) and that Hektor will reach the ships (8.475). But Zeus’s message only partially
relays the future he revealed in Book 8, as the message here says nothing about
the death of Patroklos (cf. 8.476), nothing about Achilles return (cf. 2.694; 8.474;
9.650-5). These gaps in Hektor’s knowledge will influence his decisions over the
next episodes, and the difference between our knowledge and his knowledge will
create him as a more pathetic character. Hektor obeys Iris and jumps out of his
chariot and runs along the ranks, stirring on his men (11.210-3).

The next beat switches audience alignment back to Agamemnon, giving him
another few minutes of glory as he kills Iphidamas, only to be wounded by Koo6n,
Iphidamas’s brother, before he kills Koon, too (11.216-63). After this death, his
wound hurts enough to drive him off the battlefield, making room for Hektor
(11.267-79), tulfilling Iris’s prediction that Agamemnon would leave the field,
wounded (11.206f.). In the next beat, Hektor sees Agamemnon leaving and calls
out to his troops, recapping that Zeus has granted (him) great glory’ (¢uoi
8¢ péy’ edyog £8wke, 11.288 recaps 11.206-9, 11.192-5), finally fulfilling the
expectation that Hektor will dominate on the battlefield. After stirring up his
men, Hektor jumps into battle like a huntsman (the Trojans his hounds, 11.291-
5) and like a squall on the wide sea (11.296-8). The narrator asks not just who
was the first one that Hektor killed, but also who the last was, implying a longer
list to come than what we saw with Agamemnon in the last beats (11.299). But
this is a ploy; the narrator does not spend nearly as much time on Hektor’s kills
as he had on Agamemnon’s in the previous scenes (11.91-159; 11.172-80).
Instead, they are a virtuosic list for the narrator, as Hektor takes out ten named
men in three lines. Again, the narrator compares Hektor to a whirlwind on the
sea, striking the heads of men like so many waves (11.305-10).

The next beat emerges through a pivotal contrafactual,” which says that the
Achaians might have fallen into their ships, if Odysseus had not cried out to
Diomedes (11.310-19).”7 This contrafactual stands out because Zeus has
prophesied that Hektor will reach the ships (8.475) and Hektor does now have
the glory (11.200-9), so the narrator explicitly tells his audience ‘not yet.”® More,
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switching alignments away from Hektor once again upsets audience expectations
of Hektor enacting his Zeus-given glory.” Seeing Hektor, Odysseus shouts out to
Diomedes first, in a callback to the warriors’ night-raid pairing in the sequences
in Book 10. He tells Diomedes that there will be shame if Hektor takes their ships
(11.313-5);% Diomedes answers that he will help him fight, but tells him, ‘our
pleasure won't last long, since cloud-gatherer Zeus wants to give power to the
Trojans, instead of us’ (&AA& pivovBa/ Nuéwv Eooetan Rd0G, £mel vepenyepéta
Zebg/ Tpwoiv 81 Podetar Sodvar kpdtog né mep My, 11.317-19). Diomedes’
speech here is a callback to his perceptions of divine intervention in earlier battle
scenes (cf. 5.601-6), as well as Nestor’s speech to him in the last long battle
sequence, when Zeus there, too, was giving the glory to Hektor (8.139-44).

The narrative keeps the audience attached to Diomedes and Odysseus as they
rush into battle, with Diomedes instantly killing Thymbraios (11.320), while
Odysseus kills Molion (11.322). Then the two charge, ‘so the Achaians had a
welcome breather after theyd fled from brilliant Hektor’ (adtap Axatoi/
domaoing gevyovreg dvénveov ‘Extopa Siov. 11.326f.). This provides another
recap of Hektor’s dominance, with the audience now aligned with the Achaians.
The narrator keeps the audience attached to the pair as Diomedes kills the sons
of Merops and Odysseus kills Hyperiochos and Hippodamas (11.328-35).

The scene changes again to Zeus on Mount Ida, who, watching the battle, ‘now
lays the fight out equally; so they killed each other’ (¢vBd o@wv katd ioa paxnv
¢tavvooe Kpoviwv/ ¢§7I18ng kabop@v- toi 8° dAAnlovg évdpilov. 11.336f.). The
narrative updates us with new information, but Hektor does not get the memo
that Zeus, for now, is no longer entirely honouring the glory that he promised at
11.200-9. This small piece of information serves as an explanation for Odysseus’s
and Diomedes’ success, but it also creates another gap between what we know
and what Hektor knows, and that gap builds anticipation for how Hektor’s
ignorance will affect him. Cutting back to the battle, Diomedes kills Agastrophos
(11.338-42).

The beat switches again as Hektor sees this kill from across the battlefield, and
charges Diomedes and Odysseus (11.343f.). The narrative instantly switches
audience alignment back to Diomedes and Odysseus, giving access to Diomedes
as he shivers, seeing Hektor, and calls on Odysseus that they should stand their
ground, as ‘this pain — mighty Hektor — whirls towards us’ (viv Or) t68e mijpa
kvAivSetat 6Ppipog Extwp, 11.347). Then Diomedes throws his spear, and hits
Hektor’s helmet, which we learn was given to him by Apollo (11.349-53). Now
the narrative attaches the audience to Hektor as he runs into the crowd of his

people, takes a knee, and almost loses consciousness (11.354-6), as ‘black night
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covered his two eyes’ (apgi 6¢ §ooe kehavi vOE ékdhvyey, 11.356). This formula
ambiguously implies death or near-death, driving home that this was a close
one.® While Diomedes goes to retrieve his spear, Hektor recovers and manages
to get back on his chariot and manoeuver it out of the fray again (11.356-60):
this rapid alignment switch between both men keeps the audience’s interest
piqued in both.*> Here, again, the narrator says that Hektor ‘dodged dark death’
(&\evato kipa pélavay, 11.360). Hektor’s near death shows the direct results
of Zeus’s intervention from the previous beat (11.336f.). Diomedes shouts
out after Hektor and reinforces this: ‘now you escaped death again’ (¢§ ad vov
€puyeg Bdvarov, 11.362), which also calls back to Zeus saving Hektor against
Agamemnon (11.163-5). Then Diomedes claims that Apollo saved Hektor and
that next time they fight, he will win (11.361-7). Diomedes’ accusation does not
reflect what happened: Apollo did not save Hektor, but the spear did bounce oft
of a helmet that we have now learned came from Apollo (11.353). This slight
discrepancy asks if Diomedes too quickly dismisses Hektor, or if Hektor has too
much of a reputation of being rescued by Apollo. Whatever the audience decides
in determining their allegiance, Diomedes has cut short the glory that Zeus just
promised Hektor ten minutes ago (11.200-9) and finally set into action just a
few minutes ago (11.284f.), disappointing the audience’s expectation that this

would be Hektor’s time to shine.®

Injuries: 11.369-488

But it was also Diomedes who said that his and Odysseus’s pleasure would be
short-lived (11.315f.). As Diomedes starts stripping the body of Agastrophos
(11.369 recaps his kill at 11.338), the narrative switches attachment to Paris,
following his gaze that watches Diomedes. He shoots Diomedes in the foot,
immediately wishing aloud that he had hit a more vital part of the Achaian hero
(11.369-83). Diomedes responds to Paris with a series of insults that reinforce
Hektor’s own from many hours ago (11.385-90; cf. 3.39-57). But Diomedes
leaves the battlefield just the same (11.399f.), so that Odysseus ponders taking on
the Trojans by himself. He claims to be alone ‘since Kronoss son forced the
others Danaans to flee’ (Todg §° &AAovg Aavaovg £poPnoe Kpoviwy, 11.406); this
recaps Hektor’s chasing the Achaians three scenes ago, from 11.291-311 while
opening up possibilities for what will happen next.

The Trojans descend on Odysseus before he can decide (11.411), but he kills
Deiopites, Tho6n, Ennomos, Chersidamas, Charops in quick order (11.420-7),
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and finally Sokos, who wounds Odysseus. Athena stops the wound from being
mortal (11.437f.), but the audience’s attachment switches briefly to the Trojans
who surge against him when they see that he is injured (11.459f.), before cutting
back to Odysseus crying to his companions (11.461). Menelaos and Aias come
to his aid and Menelaos leads Odysseus off the battlefield (11.463-88). This
series of beats began with Agamemnon leaving the field, injured (11.264-74),
then Hektor leaving the battlefield, injured (11.354-6), then Diomedes leaving
the field, injured (11.396-400), and finally, here, Odysseus leaves (11.463-88).
This narrative pattern keeps the audience more closely aligned with the Achaians
so far, on this, Hektor’s ‘glory day’ But in placing Hektor’s injury in with these
others, it demands less judgement for it, in terms of audience allegiance: this
battle results in injuries for many, and many of these heroes, unlike Hektor, will

not come back into the fray.

Hektor returns: 11.489-594

With Menelaos leading Odysseus to safety (11.463-88), the beat switches to Aias,
and he, too, kills a number of men: Dorkylos (Priam’s illegitimate son), Pandokos,
Lysandros, Pyrasos, Pylartes (11.489-96). But using its melodramatic alignment
structure, the narrative tells us that Hektor had not heard about these deaths,
because he is fighting on the left flank (11.497-9),* near Nestor and Idomeneus
(11.501), wasting phalanxes of young men (véwv §” dAdnale palayyag, 11.503).
When the narrative last left Hektor, he was running away, having barely recovered
from Diomedes’ spear to his helmet (11.359f.). That was just over ten minutes
ago, and by finding Hektor somewhere else on the battlefield now, the narrative
creates the illusion of a continuous Hektor who ran away only to resume fighting
while our gaze has been on these Achaians. Even with Hektor’s hard fighting, the
narrative says that the Achaians only falter because of Paris’s striking the healer
Machaon (11.504-7):% Idomeneus asks Nestor to get Machaon off the battlefield
in response (11.510-15), in yet another injury-based exit.

The scene shifts again, following the gaze of the Trojan Kebriones, Hektor’s
charioteer, who spots Aias across the battlefield and tells Hektor that they should
head towards the middle flank (11.521-42). This remarkable technique almost
immediately reunites the two nuclei of action that the narrator had divided just
a few minutes before when it cut to Hektor on the left flank (11.497-502),
suggesting a confrontation between Aias and Hektor. Kebriones purposefully

recognizes Aias when he talks to Hektor (0 8¢ pv &yvwv, 11.526), marking him
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out because of the huge shield that he wears across his shoulder (11.527). The
two men turn their chariot towards them, with a particularly vivid depiction of
the chariot cutting through the field of fallen men (11.531-6) before cutting
back to Hektor himself. As in his last attack, here the narrator shies away from
giving us details of Hektor’s kills, giving us instead a summary of carnage
(11.537-41).% In contrast, the narrator tells us specifically that Hektor ‘avoided
fighting Telamonian Aias’ (Afavtog 8" d\éewve pdynv Tedapwviadao, 11.542),
going on to explain that Zeus feels shame for Hektor, ‘for fighting a better man’
(apeivovt ewti péyotro, 11.543). This line is contentious, and without it,*” the
beat raises questions about Hektor’s apparent intentions, which the narrative
gives us access to through the verb, ‘to avoid’ (dAeeivw); calling back to Iris’s
order for Hektor to ‘hold back’ from the battle with Agamemnon (11.200-9).
Whether or not the line is there, the audience must fill in the gaps of why Hektor
avoids Aias: the line’s presence is simply a more explicit reminder that Hektor
almost lost to Aias in their single combat (7.214-312). Zeus’s action also shows
his interest in Hektor again here, reinforcing the ‘special relationship’ between
the two that we have seen before (cf. 11.163f,; 11.182-209).

The next beat switches audience alignment to Aias, where Zeus’s intervention
strikes fear into him (11.543). The narrative describes Aias first as a fenced-in
lion, then as a stubborn ass who finally withdraws, and then provides further
access to Aias as he remembers his courage and surges ahead and continues to
fight the Trojan onslaught (11.544-73). Audience alignment then follows the
gaze of Eurypylos, who sees the struggling Aias and comes in to help (11.575-8),
immediately killing Apisaon (11.579). But the narrative switches the audience’s
alignment again with Paris’s gaze, as he sees Eurypylos and intervenes in his
stripping Apisaon’s armour, hitting him in the thigh with an arrow so that he
retreats and exhorts the Achaians to protect Aias (11.585-90). The Achaians
follow the wounded Eurypylos and take their stand with Aias (11.591-4).

Mission, Achilles: 11.595-848

The narrator cuts away from the battlefield to Nestor’s chariot, carrying Nestor
and Machaon back to the Achaian camp (11.595-7 continues from 11.516-20).
This scene break would give a performer a chance to take a break if they needed
to, as the change of location and characters in the next scenes will provide ample
recaps of the last battle sequences.®® From Nestor’s chariot, the narrative switches

audience alignment again to Achilles, appearing for the first time in about ninety
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minutes (since 9.665), who sees the chariot approaching the Achaian camp
(11.599). Achilles suggests to Patroklos that now might be the time the Achaians
finally beg him to come back to battle (11.607-69 recaps 1.239-41). Then he asks
Patroklos to go to Nestor and see if it is, indeed, Machaon whom the old man has
brought off the field, injured (11.607-14 recaps 11.595-7). Achilles elaborates
that ‘Machaon’is injured (11.613-15 recaps 11.505-20), and that he is Asklepios’s
son as he sets this mission for Patroklos. Patroklos sets out immediately, and the
audience can now expect to catch up with him soon.

The next beat switches back to the chariot, as Nestor and Machaon arrive and
settle into Nestors tent, drinking wine served by Hekamede (11.618-42).
Patroklos appears in their doorway (11.643), fulfilling our expectation that he
would appear (11.616f.). The men try to get Patroklos to sit down, but he refuses,
as he says, because he recognizes Machaon (&AA& kai adTOG/ yryvawokw, 6pdw 8¢
Maydova mowéva Adadv, 12.6501.), fulfilling Achilles’ mission set in the last beat
(11.607-14). Patroklos ends by intimating that Achilles will get angry with him
if he should dawdle (11.652f.).

This mention of Achilles prompts Nestor to ask why Achilles would care
about one wounded Achaian when he knows nothing about what has been
happening on the field (11.656-9). Here, the narrative again exploits its
melodramatic alignment structure, where gaps between characters’ knowledge
allow for different character reactions to the same events. Nestor recaps the
Achaians wounded in the previous ‘episode’ Diomedes, shot by an arrow (11.659
recaps 11.369-78); Odysseus, hit by a pike (11.660 recaps 11.435-8); Agamemnon
by a spear (11.660 recaps 11.251-3); Eurypylos by an arrow (11.661 recaps
11.585-90); Machaon too (11.662 recaps 11.506f.). As Nestor recounts these
injuries to Patroklos, he re-frames them as the result of Achilles’ continuing
anger with Agamemnon. He pathetically asks if Achilles will delay his return to
battle until after their ships have burnt (cf. Agamemnon 8.229-35), until ‘we are
all killed, one after another’ (avtoi te kTetviped’ émoxepw, 11.667). Then Nestor
launches into a long story, about his past victory against Thryoessa with his
Pylians, which has only one moral: that great fighting garners great glory, but
great glory should be shared (11.760f.).% Nestor’s lesson for Achilles is that his
current trajectory will see him alone in his valour, and perhaps one day weeping
when he has lost his men (11.762). Here Nestor foreshadows Achilles’ future
grief, and creates more ominous tension as he goes into the backstory of his
recruiting Patroklos and Achilles into the war effort. Nestor’s recount of
Patroklos’s father, Menoitioss advice to Patroklos before the war becomes

particularly significant, as Menoitios tells his son that he is older, but weaker
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than Achilles, so must be a counsellor to Achilles (11.785-8).”° Nestor uses this
advice to set the mission for Patroklos to try to persuade Achilles to return, and
if not, to enter the battle himself in Achilles’ armour (11.795-800). So Nestor
replaces Achilles’ mission for Patroklos with this new mission.”’ Nestor’s whole
speech significantly sets up the possibility not just for Achilles’ weeping someday
for having lost his friends, but also for the weaker Patroklos’s entry into battle.”>
These possibilities take on a very different shade when any audience knows that
Zeus has already prophesied Patroklos’s death (8.473-6).

The narrative provides access to Patroklos as Nestor’s speech stirs his heart
and he runs back to Achilles (11.804); the narrative keeps the audience attached
to him as he goes. On his way, near Odysseus’s ship (in a callback to Hate’s crying
from Odysseus’s ship at 11.5), the wounded Eurypylos meets him (11.809-12
recaps his wound from 11.579-94). Seeing Eurypylos, the narrator provides
the audience access to Patroklos’s pity, as he asks whether or not the Achaians
can hold Hektor off now (11.820). Eurypylos’ response recaps again that many
of them have been forced to retreat from battle with wounds (11.824-6),
including the healer Machaon (11.833f.), which justifies his asking Patroklos to
help with his wound (11.827-31). This recap challenges the audience’s own
experience of the battle, where, while many Achaians have been wounded, Aias
still holds the line (11.564-74). Patroklos’s response recaps the previous beat by
saying that he is on a mission from Nestor to Achilles (11.838f.), but that he will
help Eurypylos, which he does (11.841-8). So both Achilles’ and Nestor’s
‘missions’ for Patroklos are left dangling as the narrative returns to the battlefield,
though these beats have accomplished new character depths, particularly for
Nestor and Patroklos.

Wall alignment: 12.1-39

The performer can take a break after Book 11, as Book 12 starts with a summary
of Patroklos’ helping Eurypylos (12.1f.), before it switches back to the battle
around the Achaian battlements (12.3-9). The narrator recaps that the wall was
built against the gods’ wishes and will not last long (12.6-9 recaps the exchange
between Poseidon and Zeus back at 7.445-63). Most television programmes
introduce new episodes in a ‘previously on ... montage of clips from past
episodes: even though these recaps remind the viewer of past information, they
can serve as spoilers in directing the viewer towards past scenes that point

towards what will happen in the coming episode.”” The narrative reminds us of
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the wall’s history here to show that it will play an important role in the scenes to

follow,* running parallel with the story arcs of Hektor and Achilles:

Sppa pev Extwp {wog Env kai urve’ AxiAedg
kai ITptapoto dvaktog dnopOnrog molig Emhey,
To@pa 8¢ kal péya Telxog Axau@v Eumedov fev.
So long as Hektor was alive, and Achilles raged,
and Priam’s city was still un-sacked,
that’s how long the Achaians’ great wall stood strong.
12.10-12

Around the wall, the narrator links Hektor’s death, the end of Achilles’ rage, and
the fall of Troy.”” No one has mentioned Hektor’s death since Athena at 8.358f,,
around three hours ago; now the narrator explicitly places his audience in the
time where Hektor still lives.”® There is a whole long future that exists in this past,
extending far beyond the death of Hektor, and the best Trojans, and many good
Achaians, and the fall of Troy, until that day when Apollo and Poseidon destroy
the wall (12.12-35).”” The scene changes through the contrast, between that
future-past day of the wall’s destruction and now (t61e §°, 12.35) when the battle
still rages around the wall, the Achaians pinned by Zeus against their ships,
terrified of Hektor (12.35-9). Then the narrative changes audience alignment to
Hektor.

Hektor, whirlwind: 12.40-83

The narrative describes Hektor fighting like a whirlwind as he had before (adtap
6y’ wg 10 mpoobev éudpvato ioog aéAAn, 12.40) creating continuity with where
Hektor was before the long interlude in Nestor’s tent or the possible performance
break (or both) where he did, indeed, fight like a whirlwind (11.296-8; 11.305-8,
around forty-five minutes ago without break time). The narrative follows up
with an extended simile that describes him as a wild boar or a lion,” surrounded
by a hunter and a pack of dogs, who turns in ‘the strength of his fury’ (c09¢vei
BAepeaivwy, 12.42): this formula has only been used of Hektor (cf. 8.337; 9.237),
so this simile emphatically draws the audience back into Hektor’s character.
More, this lion is one ‘whose own courage kills him’ (12.41-6; &ynvopin 8¢ uv
#xta, 12.46). The animal within the simile dies while Hektor lives, so that the
simile subtly picks up on the previous beat’s tension between the time when
Hektor is alive, and when he will die (12.10). Calling back further, the image of
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the lion whose courage kills him hits remarkably close to Andromache’s warning
to Hektor, that his battle-fury will kill him (¢8icet oe 10 cOv pévog, 6.407),
doubling down to build further audience anticipation for Hektor’s future death.”
After this simile, Hektor tries to get his troops to cross the Achaian ditch, which
sets up the ‘problem’ for this episode (12.49-59).

Poulydamas has only appeared once before, in the last episode’s Trojan
catalogue for this battle (11.57-60) and there is little introduction of him with
respect to his role or his relationship to Hektor here. His long speech, then, serves
as his introduction, as he advises Hektor to continue the attack on foot, since the
ditch is too difficult for the horses (12.60-79).'” Poulydamas’s speech contains a
weird hypothetical within it that works independently of whether or not the
Trojans attack on foot. He says that if Zeus is on their side, then great (12.67-9),
and he hopes that the Achaians die here far from Argos (12.69f.); but if the
Achaians gain the advantage back, then, he says (with no mention of horses) that
none of the Trojans will make it back to the city (12.73f.). Poulydamas’s speech
leaves this possibility open regardless of their current strategy, and that possibility
builds audience investment in considering the outcome of this ‘mission’.

The narrative then aligns the audience with Hektor, giving us access to his
liking Poulydamas’s plan (12.80) as he jumps down from his chariot. The other
Trojans jump from their chariots too, when they see him, implicitly reinforcing
his place as their leader: his action, not Poulydamas’s plan, sets them into motion
(12.82f.). They leave their horses by the ditch and get into battle formations, with
the new mission of crossing the ditch and attacking the Achaian battlements.

Mission crew:; 12.84-109

The scene that follows gives a new catalogue of the Trojans rushing into battle,
reintroducing main characters whom we have not seen for a while and
introducing new characters, all of whom will play roles in the coming Trojan
attack on the wall (replacing the catalogue at 11.57-60).1*

Hektor and Poulydamas lead the first group, and of course we have just seen
both of them, but the narrative gives the added information that they command
the best men, the most men, the men who really want to destroy the wall
(népacav 8¢ paliota/ teiyog pniapevol, 12.89f.). Kebriones, Hektor’s last
charioteer (12.91 creates continuity from 11.521-42), goes with them. Paris leads
the next group (last seen wounding Machaon at 11.505-7), with newcomer

Alkatho6s and Agenor (Antenor’s son last seen at 11.59). Then Helenos, who has
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been absent since he advised Hektor to call a single combat all the way back at
7.44. With him, newcomer Deiphobos, another of Priam’s sons, and Asios, the
leader of Arisbe, in his first appearance since the first catalogue at 2.837f. Then
Aineias (briefly glimpsed at 11.58 and 6.75-7, but not active since Book 5), with
two more of Antenor’s sons, Archelochos, whom we have also not seen since the
first Trojan catalogue (12.100 = 2.823), and Akamas, who has made brief
appearances at 6.18 and 11.88. Sarpedon (last seen at 5.692) and Glaukos (last
seen at 7.13) lead the last group, with another newcomer, Asteropaios. That
comes to fifteen characters, of which three are completely new, and two have not
been seen since the catalogue, which was over seven hours ago. Even many of the
main characters reintroduced here, including Aineias, Sarpedon, and Glaukos,
have been all but missing for between three and a half and five hours. But the
narrative needs them for this mission, and needs these characters with so many
of the primary Achaian characters out with wounds, to expand its narrative
laterally. Now this battle sequence reshapes the Iliad’s melodramatic alignment
structure with this new constellation of characters poised, as they are, around the
Achaian wall.

Wall fight!: 12.110-94

The scene changes through the narrator’s judgement of Asios who does not
follow Poulydamas’s commands and who will consequently die at Idomeneus’s
hands, signposting a future event that will not actually happen for some time
(12.110-16; the death itself comes at 13.386-93).!> As Asios charges his horses
towards the gates, the audience’s alignment switches to the Lapithai, who guard
the gate (12.127). Just as with the Trojan crew, the Achaians that the narrative
sets against them have not appeared in a while: Polypoites since 6.29, Leonteus
since the catalogue (2.745).

Through the following scenes, these now-established characters from both
sides act around the wall. The first fight between the Lapithai and Asios’s men
ends in Asios breaking through the gate (12.145-50), only to be bombarded with
missiles and stones (12.151-61). Asios prays to Zeus for help (12.161-72), but
the narrator says that Zeus does not listen because he wants to give glory to
Hektor (12.173f.) and this audience access to Zeus should remind them that
Zeus granted the glory to Hektor in the previous battle sequence (11.186-209).

Taking advantage of the melodramatic alignment structure now based around

the Achaian wall, the narrator zooms out and says, weakly, that ‘others fought
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fights around other gates’ (dAAot & dug’ dAAnoL paxnv €udyovto mOANOLY,
12.175), before saying how difficult it is for him to recount all the fights along the
wall (12.176-7).' This gives the impression of a vast battle that we only catch
glimpses of going on all around, adding depth to our experience of the characters
that we are aligned with (we can compare this strategy to that used in Game of
Thrones’ ‘Hardhome’ battle sequence, as we saw in the Introduction). The
narrative gives the audience access, too, saying that the Argives keep fighting
since they must defend their ships (12.1178f.), while the gods who support them
feel dejected watching them on their back feet (12.179f.).

The scene switches back to the Lapithai, and the narrator identifies Polypoites
as Perithoos’s son before he kills Damasos and Pylon and Ormenos (12.182-7),
and Leonteus as Ares’ son before he kills Hippomachos, Antiphates, Menon,
Orestes, and Iamenos (12.188-94). The narrator has never before mentioned
Hippomachos, Antiphates, or Menon: they are anonymous and expendable.
Menon and Orestes, though, we might remember as Asios’s men from 12.139. All
of these lost stand in contrast to Polypoites and Leonteus, whom the narrator has
now spent two full beats with, with repeated introductions through their lineage:
the narrative expects us now to at least recognize them. We leave them stripping
the armour from their kills (12.195).

Hektor/Wall: 12.195-289

The narrative uses a ‘meanwhile’ device to switch beats from the Lapithai back
to Poulydamas and Hektor with their troops (reintroducing them, 12.197f. =
12.891f.), still standing at the edge of the ditch trying to figure out how to cross
(69p’ ... TO@p, 12.195f.). The narrator left them less than ten minutes of
performance time ago at full charge towards the Danaans (12.106£.), but now they
stand on the edge of the ditch, still (¢1t) pondering how to cross it (12.198f.)."**
While they stand, a bird-sign: an eagle carries a snake that bites back and
forces the eagle to drop it and fly off (12.200-7). The narrator provides the
audience access to the Trojans as they shiver in fear at the sight,'® which sets up
the bad news that Poulydamas immediately gives Hektor: the Trojans will break
through the Achaian wall, but they will not all make it back to Troy alive (12.223-
7). With this prophecy, Poulydamas gives legitimacy to the potential scenario
that he already suggested at 12.71-4, where the Trojans will have a hard time
making it back to Troy alive once the Achaians turn them back from the ships.

But unlike some of the previous predictions/prophecies from past episodes that
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mention danger for the Trojans near the ships (Zeus at 8.473-6; Achilles at
9.651-5), Poulydamas addresses this to Hektor, giving him that information to
act on as he urges him not to attack the Achaian ships (12.216).

So Hektor has, it seemns, a choice,and knowledge to act on. But dramatic tension
arises as Hektor tries to fit this new knowledge in with what he already knows.
Hektor angrily suggests that Poulydamas has asked him ‘to forget thundering
Zeus’s advice’ (12.235f.). Hektor claims he will take Zeus’s will over any bird-sign.
This argument engages shared memory: the audience was ‘there; after all, when
Zeus (through Iris) made his battlefield glory promise to Hektor (11.200-9). But
the audience still knows things that Hektor does not: that Achilles will check
Hektor at the ships (Zeus at 8.473-6; Achilles at 9.651-5); that Hektor will die
(Athena at 8.358f.). These contradictions create ambiguity around Hektor that
affects how people judge his decision to fight on despite the bird-sign. But that
ambiguity also forces strong character engagement: allegiance for or against.'®

The rest of Hektor’s speech raises similar issues of ambiguity and judgement.
Here he famously says that the best bird-sign is to defend your country (12.242).
Then he imagines that ‘even if” (el mep yap t°, 12.244) all the other men died by
the Argive ships, Poulydamas would be fine because he is such a coward (12.244-
7). This image confirms the previous beat’s possibility of heavy Trojan losses by
the ships (12.72-4), and, in an ‘Easter egg’ (a detail that only certain fans would
latch onto), points towards Poulydamas’s survival, at least in the Iliad."” Hektor
also provides the audience access to his values, as he places bravery and
willingness to fight above survival, and he reinforces this value with a death
threat for any man who runs away.'”® The narrative then shows him leading on
the Trojans without any comment, leaving the audience to make their own
judgements on Hektor.

The beat switches audience alignment to Zeus, who follows above the Trojans
with a windstorm (12.252-4) that beguiles the Achaians while giving the Trojans,
and Hektor, the glory (12.254f.). This beat strongly confirms Hektor’s reasoning
in the last, giving further information for audience allegiance to him. Here, Zeus
does still give him the glory that he granted back at 11.200-9, and indeed, the
Trojans are ‘convinced by these signs’ (tepdecol memotfoteg, 12.256), pushing
aside the previous beat’s bird-sign. The Trojans work on tearing down the wall
(12.257-62), reinforcing the sequence’s mission, but the Achaians do not give
way (12.262-4).

As the Trojans try to tear down the wall, the narrative switches audience
alignment back to the Aiantes, who exhort the Achaians to hold their ground
and even to think ahead to taking the city (12.265-76). Once the narrative has
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given the audience access to this Achaian perspective on the Trojan attack on
their wall, it once again zooms out to show the mélée as a whole, carefully keeping
the audience perched between sides around the wall. In a callback to the first
beats of the wall fight, the narrative compares the stones thrown by both sides to
Zeuss snowstorms (12.278-89; cf. 12.156f.). So the whole wall thundered
(12.289).

Wall fight!: 12.290-431

The narrator switches beats with a contrafactual,'® saying that Hektor and the
Trojans would not have broken in the gates if it had not been for Zeus driving
Sarpedon, his son, against the Argives (12.290-3).""° The phrasing reveals that
the Trojans will break down the gates, building audience anticipation for that
event. At the same time, the narrative now aligns the audience with Sarpedon as
a protagonist of the next beat, reintroducing his relationship to Zeus (about
fifteen minutes after the narrative named him, Glaukos, and Asteropaios as the
leaders of the last Trojan battalion, 12.101-4). The narrative attaches the audience
to Sarpedon throughout this beat, first describing him in detail as he prepares to
attack the wall (12.298-308), then providing the audience access to his character
and Glaukos’s in their famous exchange about their roles and motivations in
fighting. Their exchange insists that they must fight because of their roles as
leaders, and because they must die anyway, they might as well die for glory
(12.310-28). With this access, the narrative invites audience allegiance with both
Lykian lords before they rush into battle (12.330).

The scene switches audience alignment as the Lykian lords charge, following
the gaze of Menestheus and giving the audience access to him as he shivers when
he sees them coming (12.331f). The narrative creates alignment through
reintroduction, access,and attachment to Menestheus. The narrative reintroduces
Menestheus here as the son of Peteos: this is his first appearance since 4.327
(around six and a half hours ago without breaks). He looks everywhere along the
wall for help, until he finally sees the Aiantes on the wall (12.335). Here, the
narrative constructs the illusion of continuity in its disparate character story arcs
as it left the Aiantes exhorting their troops at 12.269-76, a few minutes ago,
before Menestheus now finds them still on the wall. Menestheus sends a runner
to them on a mini-mission, asking that at least Telamonian Aias and Teukros
come to help him against the Lykian lords (12.342-50). The narrative keeps our
alignment with the runner into the next beat, as he runs along the wall to find
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them (mapa teiyog, 12.352). So the wall continues to play as the spatial
convergence point for these multiple storylines. The runner Thodtes conveys
(and recaps) Menestheuss message (12.354-63 recaps 12.343-50), and
Telamonian Aias agrees to help him (12.364-9), creating audience anticipation
for his confrontation with Sarpedon and Glaukos and his return to this point on
the wall, as he leaves Oilean Aias and Lykomedes.

Now the narrative keeps the audience attached to Telamonian Aias, along
with Teukros, while he reiterates their relationship as half-brothers and adds
Pandion to their mission to help Menestheus (12.370-2).!"! They make their way
back across the battlefield ‘inside the wall’ (teixeog évtog idvteg, 12.374) back to
Menestheus (12.373), completing the mini-mission set two beats earlier (12.342-
50). Here, Aias kills Epikles, a red-shirt that the narrative introduces only to
show his death, introducing him as ‘Sarpedon’s companion’ (12.379). His death
so raises the stakes for Sarpedon himself, and creates further audience
anticipation for Aias confronting Sarpedon. Teukros then strikes Glaukos,
bringing our main Lykians back into the action after the mini-mission to retrieve
Aias and Teukros (Glaukos was last seen at 12.329). Teukros hits Glaukos with
an arrow as he runs on the wall (¢necovpevov Pade teiyeog dynAoio, 12.388),
forcing him to secretly retreat from shame (12.387-90). So the narrative almost
instantaneously switches audience alignment from Teukros to Glaukos, and
then on to Sarpedon, giving the audience access to his sadness when he sees his
companion leave the field. But Sarpedon keeps fighting (12.392f.), and he kills
Alkmaon (in a one-time appearance, 12.394f.), before wrenching down part of
the wall with his hands (12.397-9), fulfilling some of the ‘mission’set at 12.61-80
for the Trojans to cross the ditch and attack the Achaian wall.

The narrative switches audience alignment to Aias and Teukros, who then
both try to hit Sarpedon, but Zeus protects him from harm, so that he is simply
driven back slightly (12.400-7). Sarpedon exhorts the other Lykians (12.408-
12), and the wall fight continues, between Sarpedon and his Lykians and the
Danaans on the other side (12.414-31).

Hektor/Wall: 12.432-71

The narrative emphasizes the deadlock between the sides along the wall through
a simile, comparing them to the evenly balanced wool of a widow with her scales,
trying to make a living for her children (12.432-5). It is perhaps no accident that
this is the image that brings Hektor back into the action, tying him to widowhood
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as Andromache herself had (cf. 6.408f.). So the battle stays in balance until Zeus
lets Hektor have the greater glory to be the first to break through the wall (12.437;
cf. 11.300, 12.174, 12.255).""2 Hektor turns to his Trojans and urges them to break
the wall (12.439-41), before charging and throwing a massive stone against the
doors (12.445-57): the narrative goes to great lengths in describing both the
rock and the doors before the break occurs. The gates give way and Hektor
attacks, his face like fast night; his armour all ablaze; his two spears in hand; his
eyes flashing like fire (12.463-6). No one could have stood up to him, except for
the gods (12.465f.). The narrative pays a huge amount of attention to visual
details throughout this passage, making it particularly memorable:'”* this is
especially true of its depiction of Hektor. I have no idea what fast night looks like,
but Hektor sounds terrifying here.!"* And the narrative gives access to the
audience to confirm this, as the Achaians are (appropriately) terrified, scattering
towards their ships in Hektor’s wake, as the Trojan side pours over the wall or
through the gates (12.469-71).""* For Hektor, this feels like a character overhaul,
but the narrative will not reveal the details of individual character responses to
this ‘Hektor’ until the next beat.

Hektor’s breaking through the Achaian gates resolves the problem posed at
the beginning of the beat sequence, suggesting a point at which the performer
might take a break, and pointing to the possibility of most of Book 12 standing
as an episode. The glory that Zeus promised Hektor in the previous ‘episode’
(11.200-9) finally comes to fruition through this action. The vivid description of
Hektor as he succeeds leaves the action in a memorable clifthanger,"'¢ with
Poulydamas’s warnings and the bird-sign left dangling for what will happen to
the Trojans after they have broken through the Achaian battlements. This will be
dealt with in the next episodes, while the plot points from Zeuss prophecy
(8.473-7), including Patrokloss death and Achilles’ return and confrontation
with Hektor, still lurk in the more distant future.

Zeus/Poseidon: 13.1-129

Book 13 uses a summary to switch scenes,'”

again pointing to a possible
performance break between the books as the narrator attaches the audience to
Zeus, first driving Hektor and the Trojans against the ships, and then leaving to
look over northern lands (13.1-6). Even with Zeus, the narrative exploits its
melodramatic alignment structure, as Zeus now does not pay attention to the

Trojans because he does not think that any of the gods would intervene (13.7-9).
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But Poseidon is paying attention (13.10), which creates a gap in what the two
gods will know through the next episode(s). The narrative aligns the audience
with Poseidon, attaching to him as he watches the Trojans beating the Achaians,
giving access as he gets angry at Zeus about it: the narrative keeps the audience
aligned with Poseidon as he heads down to his house in the ocean and gears up
and grabs his chariot and rides to the beach at Troy (13.11-31),"'® even showing
him parking his horses (13.32-8). All this attention establishes Poseidon as a
primary character in this‘episode;and shows again how the narrative foregrounds
less significant characters in its middle episodes to laterally expand its drama
while keeping the plot where it needs to be.'"

The narrative briefly switches audience alignment to Hektor and the Trojans,
all together like ‘fire’ or a ‘stormcloud’ (pAoyl; BuéAAy, 13.39), as they hope to
seize the ships of the Achaians and kill all their best men around them (13.41f.).
But then the audience aligns again with Poseidon, as he disguises himself as
Kalchas to exhort the Aiantes. Poseidon’s speech recaps the end of the last
episode, saying that the Trojans have ‘come over the wall' (uéya teixog
omepkatéPnoay, 13.50 recaps 12.462-71). Then ‘Kalchas’ tells them that the
Achaians will be able to hold all the Trojans, except for Hektor. To explain,
Kalchas/Poseidon describes Hektor as overhauled; he is a ‘madman, like fire’ (6
Aoowdng gloyi eikehog, 13.53). This repeats the narrative description of the
Trojans like ‘fire’ (13.39; cf. 12.466), and the reference to Hektor as mad recalls
Teukros’s seeing Hektor as a ‘raging dog’ in yesterday’s battle (8.299). Then
Poseidon says that Hektor claims to be the mighty son of Zeus (6¢ Atdg ebxet’
¢ploBevéog ndic elval, 13.54), which recalls Hektor’s close connection with Zeus
in these last books, but with also confuses Hektor’s identity and plays into his
character overhaul. Hektor himself has made no such claim, as far as the audience
knows: do they believe this disguised Poseidon? Or is this just rhetoric to stir the
spirits of the troops? Or, perhaps, Hektor has boasted to be the son of Zeus,
somewhere in the in-betweens, when the narrator was not with him. Again, this
ambiguity asks the audience to engage in Hektor’s character. Finally, Poseidon
tells the Aiantes that they can drive Hektor back from the fast-running ships,
even if the Olympian (Zeus) himself rouses him (ei kai prv OAdpmog avtodg
¢yeipet, 13.571.). Poseidon’s ‘if” here adds some troublesome ambiguity to Zeus’s
support for Hektor. The audience knows that Zeus supports Hektor, from his
promise back at 11.186-209; but they also now know that Zeus has left Troy
(13.1-9). This leaves the possible extent of his support now up in the air, and
builds tension with the audience. When Poseidon finishes speaking, he imbues
both Aiantes with strong battle-fury, hitting them with his staft (13.59f.).'%
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Poseidon leaves them, and Oilean Aias recognizes that a god has just spoken
to them (13.65-75). Telamonian Aias agrees, and claims that he can feel his
strength rising, presumably from this divine encounter (13.77-9). He reasserts
Hektor’s identity as Priam’s son and wants to take on Hektor (adding a refutation
to Poseidon’s claim that Hektor was the ‘son of Zeus, A10¢ . . . tdic, at 13.54), even
though he is insatiably eager to fight (pevowvibw 6¢ kai olog/ “Extopt ITprapidn
dpotov pepadtt pdyeoBat, 13.79f). This humanizes Hektor once more and

returns him from his ‘overhaul’ to the realm of the recognizable.

Mission crew: 13.83-129

The next beat resumes the audience’s alignment with Poseidon as he goes from
man to man along the ranks (13.83-93). This ‘mini-catalogue’ recalls for the
audience which Achaians are still on the field after the wounded withdrawals of
Book 11. As with the Trojan ‘mission crew’ assembled before their charge on the
Achaian wall in the last ‘episode’ (12.88-104), many of the Achaians here have
not been seen for many hours of performance time, and are reintroduced now to
play parts in the battle to come. These include Teukros (last seen at 12.400),
Leitos (last seen at 6.35), Peneleos (last seen in the catalogue at 2.494), Deipyros
(last seen at 9.83), Thoas (last seen at 7.168), Meriones (last seen at 10.270), and
Antilochos (not seen since 6.32). Poseidon’s exhortation to the Achaians that
follows also includes important recaps, both to a past that exists before the Iliad’s
narrative time began, as well as to previous events within the epic. Poseidon
contrasts the current situation of the Trojans fighting near the ships with a past
when the Trojans were always like frightened deer to the Achaians and did not
want to face the Achaians’ battle-fury and their hands (13.101-6; cf. 9.353f.).
Then Poseidon explains the difference between these times as the fault of
Agamemnon and his quarrel with Achilles (13.111-3), recapping the events of
Book 1 while judging that Agamemnon in particular is to blame. Poseidon ends
his rousing speech with a warning to the men. I include all these lines here,
because they use the recap of the last battle sequence around the wall to build

audience expectation for what is to come:

@ mémoveg Taxa O TL KakOV TTotoeTe pelfov
Tfi0¢ uebnpocvvn: AAN’ €v @peoi B¢00e €kaotog
aid® Kol vépeowy- 81y yap péya velkog Spwpev.
“Extwp Of mapd vivot Porv dyabog moAepilet
KapTepos, Eppnev 8¢ molag Kai pakpov dxfa.
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‘Friends, soon you're going to make something worse happen
with your carelessness. Each of you, think about
shame and retribution. Cause a big fight has begun.
Now Hektor, with his good war-cry, makes war by our ships,
and he’s strong - he broke through the gates and their big lock’
Poseidon, 13.120-4

Following Poseidon’s exhortation, the Achaians stand against the Trojans and

brilliant Hektor (Tp@dg te kai"Extopa Stov Euuvov, 13.129) in a dense line.'*!

Hektor again: 13.130-205

After all this time spent aligned with Poseidon and the Achaians, the narrative
finally switches the audience’s alignment to the Trojans and Hektor, attaching to
them as they attack. The narrator describes Hektor through a long simile of a
rock wrenched from a cliff-face, violently rolling forward until it comes to a stop,
just as he himself does when he comes up against the Achaian vanguard (13.136-
46):'* quite a different image from Hektor as a whirlwind, as the force acting,
rather than acted upon (cf. 12.40; 11.296-8; 11.305-8). There, Hektor rallies the
troops, shouting that he will break through the Achaian line, if the best of the
gods, Hera’s thundering husband, actually drives him on (&i £tedv pe/ dpoe Oedv
wplotog, épiydovmog moowg Hpng 13.155). Hektor’s conditional ‘if” picks up on
the contextual shift that has happened since Hektor last spoke of Zeus’s support
(Zeus is not watching now), and reflects the ‘if” of Poseidon’s exhortation at 13.57.
When Hektor responded to Poulydamas before storming the Achaian battlements,
he was so sure of Zeus’s support that he was willing to ignore bird-signs (12.231-
50). Now, even if Hektor is only being rhetorical, his language suggests the
possibility that Zeus may not be supporting him, which would resonate with the
audience that knows that Zeus is no longer paying attention to the fight, and so
cannot intervene on Hektor’s behalf (13.1-9). Responding to Hektor’s exhortation,
Deiphobos strides out to fight, and Meriones takes a shot at him, piercing his
shield but missing him (13.156-62). Both men retreat: Deiphobos out of fear,
Meriones to get a new spear (13.156-68). Meriones’ mission sets up a dangling
storyline that builds audience anticipation to see him again in the next few beats.

Then Teukros kills Imbrios, whom the narrative introduces with a long
backstory so that the audience might feel a little for him, when Teukros stabs
him through the head with his spear (13.170-82). The information that the
narrative provides about Imbrios, especially that he was married to one of
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Priam’s daughters and was honoured as one of Priam’s own children, necessarily
relates him to Hektor, emotionally anchoring him to someone the audience is
already invested in. More, the narrative juxtaposes his death and Hektor’s
intervention in the next beat: this juxtaposition replaces the often-used trope of
following an emotional response back to a death’s witness. So rather than see
Hektor react to Imbrios’s death and attack Teukros, the narrative just puts those
two things back-to-back, leaving a gap where we can project our own
understanding of their connection.

Hektor tries to hit Teukros with his spear, but misses and hits Amphimachos
instead, who appears here for the first time since the catalogue only to die
(13.183-7; ct. 2.870f.). As Hektor tries to strip his armour, Aias attacks, driving
his spear against Hektor’s shield so he drives him back, and the Achaians are able
torescue both corpses (13.185-94). Stichios and Menestheus take Amphimachos’s
body back to the Achaians (13.195f.), while the Aiantes strip Imbrios’s corpse
(13.197-202). Oilean Aias, furious over Amphimachos’s death, hacks off Imbrios’s
head and throws it like a ball until it lands in the dust at Hektor’s feet (13.202-5).
The action stands out in its being the only time a hero in the Iliad ever throws a
dismembered body part at another hero, and in the vividness of its short
descriptive simile of the decapitated head ‘spinning like a ball' (cpatpndov
eMEapevog, 13.204).'2 Whether the narrative wants to keep a distance from
Hektor to draw him as more of an enemy for the moment, or to allow the
audience pity for him, either way, the narrative does not allow the audience
access to Hektor’s response to this head landing at his feet. In fact, beyond
omitting Hektor’s response, the narrator leaves Hektor full-stop for the next half
hour of performance time. Removing Hektor, even in his role as the primary
antagonist, for several scenes in this ‘episode’ allows the narrative to prolong
audience anticipation for seeing him in direct confrontation and to foreground
other characters, giving the audience new choices of whom to emotionally invest
in through the battle beats to come.

Idomeneus/Meriones: 13.206-333

The next beat emphasizes audience distance from Hektor when it switches
alignment to give us access, instead, to Poseidon, who, like Oilean Aias, also
grieves angrily over the dead Amphimachos (13.206-9; cf. 13.202f.). Turning the
audience away from Hektor and the Aiantes, the narrative now takes a break

from battle. In a series of beats that focus on dialogue exchanges, the narrative
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reasserts character values in the storyworld in order to build emotional
investment and ethical perspective on the battle to follow.

These dialogue beats include exchanges at the edge of battle between Poseidon
(disguised as Thoas) and Idomeneus (13.210-39), and between Idomeneus and his
companion Meriones (13.246-329). First Poseidon (as Thoas) runs into Idlomeneus
(13.210-30), the Cretan lord who did appear once in the previous episode (12.117)
but will now take on a more major role in the coming beats. Idomeneus’s speech
here focuses on not hanging back from the fight, even if Zeus supports the other
side (13.224-30). After Idomeneus has armed himself in his shelter (13.239-44),
he runs into Meriones as he makes his way back to battle. Again, the narrative
masterfully suggests continuity in character story arcs, picking up the dangling
storyline of Meriones leaving the battlefield at 13.164-8 to get a new spear from
the camp. This, too, is the Iliad’s melodramatic alignment structure in action, as the
audience knows why Meriones left the battle when Idomeneus asks him (13.249-
53),and so gets pleasure when they hear Meriones recap his spear breaking in his
clash with Deiphobos (13.255-8 recaps 13.159-62). But in this short speech,
Meriones also asks Idomeneus if he can get one of Idomeneus’s spears, since his
own tent is far away, which the audience would not have necessarily anticipated;
this surprise, too, gives pleasure. Their exchange continues with a focus on
Meriones’ bravery, which Idomeneus’s response places within a broader discussion
of courage. Brave men do not go pale with fear (13.279-86). Meriones, as a brave
man, will die with a spear in his front, because he will not run away (13.288-91).
Finally, Idomeneus tells Meriones to take a spear from his tent (13.294), and the
two men move to return to battle. Through this long exchange, the narrative builds
not just alignment with these two characters, but allegiance, as the audience knows
their values, how they think of themselves and how they think about fighting
before they return to it. These character allegiances then re-ground the audience in
the storyworld’s values as the narrative moves back into battle.

The narrative uses their return to map out the battlefield, which has changed
since fighting now takes place near the Achaian ships instead of around the wall
as in the previous episodes. Meriones asks Idomeneus if they should enter at the
right, left, or centre of battle, and Idomeneus recaps in his response that Teukros
and the Aiantes fight in the centre, and they can hold Hektor (13.306-27; cf. 13.50,
13.101). Idomeneus describes Hektor in ways similar to Poseidon did, saying that
he is ‘strong’ (kaptepodg, 13.316; cf. 13.124), and to Aias, repeating that Hektor is
‘really eager to fight' (udAa mep pepadtt payeoOar, 13.317; cf. 13.80). But
Idomeneus claims that unless Zeus himself sets fire to the ships, Hektor will not

succeed: this seems to acknowledge Zeus’s support of Hektor (cf. 13.52-4), at the
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same time that it plays on audience knowledge that Zeus’s support for Hektor will
only go so far (cf. 11.186-209). Here, Idomeneus is sure that Aias can take Hektor,
supporting Aias’s earlier confidence (cf. 13.79f.), going so far as to say that Aias
could stand his ground against any mortal, even Achilles (13.321-4). This recalls
Achilles’ absence from the fighting, and re-establishes Aias’s status as ‘best’ in that
absence, as well as recalling Aias’s superiority over Hektor from previous beats (cf.
7.244-322; 11.538-43). With Idomeneus’s reasoning, Meriones and Idomeneus
decide to re-enter the fray on the left flank (13.326-9). The beat switches alignment
to show the men on the left flank swarming Idomeneus and his henchmen as they
return to battle (13.330-3; cf. 7.1-7), reinforcing the audience’s own allegiance
with the Cretan lords. Now Idomeneus is also ‘like a flame’ (pAoyt eikelov, 13.330,
cf. Hektor 13.53), as he becomes central to this next beat sequence.

Zeus/Poseidon: 13.334-60

The narrative zooms out’ from the left flank to show the audience the chaos of
battle all around these main characters (13.334-44),** and then to explain that
battle through the competing wills of ‘two sons of Kronos’: Zeus and Poseidon.
The narrative recaps Zeus’s complicated motivations as wanting victory for the
Trojans and for Hektor and glorifying fast-footed Achilles, but not wanting to
completely destroy the Achaians, but only to honour Thetis and her son (13.347-
50 recaps 1.517-27). Then the narrative recaps Poseidon’s coming out of the
water, his bitterness against Zeus, his pity for the Argives (13.351-3 recaps
13.15f.), and his going around all the time in disguise (13.355-7; cf. 13.45,
13.216). The narrative provides new information about why Poseidon disguises
himself, explaining it as a response to the fact that Zeus is elder and knows more
than Poseidon (13.354f.). The narrative only implies Zeuss ignorance of the
current state of battle through its twice-describing Poseidon’s actions as ‘in
secret’ (\aBpn, 13.352, 13.358). This short narrative beat explains the present
battle within the longer story arcs of the gods: it only lasts about a minute before

the narrator returns to Idomeneus.

Idomeneus/Meriones: 13.361-580

The narrator describes Idomeneus as ‘half-grey’ (pecaimoiiog, 13.361) as he calls

on the Danaans, charges against the Trojans, and kills Othryoneus (13.363). At
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his death, the narrative gives the audience Othryoneus’s backstory, that he had
promised Priam to fight well in exchange for one of his daughters (13.363-9).
Idomeneus knows this story too, because he sarcastically mocks Othryoneus as
he drags his corpse off the battlefield, saying that he will marry him off to one of
Agamemnons daughters in Argos (13.374-82). With Idomeneus dragging
Othryoneus’s corpse, Asios reappears after fifty minutes of performance time
(last seen at 12.172). Asios tries to strike Idomeneus, but Idomeneus drives his
spear right through his head while Antilochos kills Asios’s charioteer (13.384-
99). The narrative gives very little information about Asios here, and makes no
comment that his death was predicted as a comment on his decision to refuse
Poulydamas’s orders and abandon his chariot way back at 12.113-5. But those
who have been paying attention would get certain pleasure from the resolution
of this dangling storyline from a previous ‘episode.

As the battle continues, the narrative constantly switches the audience’s
alignment between sides, following the direction of gazes and emotional responses
to battlefield deaths. First Deiphobos grieves when he sees Asios fall and rushes at
Idomeneus (13.402-9), but overshoots, hitting Hypsenor instead (13.410-2),
which he accepts as a consolation prize in his vaunt over the body (13.413-16).
Then the Achaians grieve at Deiphobos’s vaunt, especially Antilochos, who
protects Hypsenor’s corpse as Mekisteus and Alastor rescue the body (13.417-
23). When the narrative switches alignment back to Idomeneus, it pushes
Alkathoos into his path, with a long reintroduction as Anchises’ son-in-law and
Hippodameia’s wife, after he was only first introduced in the Trojan ‘mission crew,
at 12.93. Here Poseidon puts the whammy on the man so that he cannot move
and Idomeneus stabs him with a spear through the heart (13.434-44). Idomeneus
vaunts over the corpse, and Deiphobos responds by thinking to go and fetch
Aineias to help him (13.455-9). Deiphobos finds Aineias on the edge of the battle,
standing in anger against Priam (13.459f.).!* Aineias, too, has not appeared since
the Trojan mission crew against the wall was assembled (12.99): the previous beat
prepares for his return, in its careful placement of Alkathods into Aineias’s family
structure, and it is this connection that Deiphobos uses to convince the man,
angry over Hypsenor’s death (13.468), to help him.

Aineias charges Idomeneus, and Idomeneus calls on his companions to help
him against his charge: Askalaphos, Aphareus, Deipyros (all last seen at 9.82f.),
with Meriones and Antilochos (13.469-79). As Idomeneus calls out to them, he
picks up on why the narrator introduced him as going grey when he returned to
the fray (13.361), as now Idomeneus claims that Aineias is beating him because

he is a younger man (13.481-6). As all these Achaians assemble, the narrative
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switches audience alignment back to Aineias, who himself calls several of
his companions to help, including Deiphobos, Paris, and Agenor (13.490).
This creates continuity with the battle sequence in Book 12, as an attentive
audience would remember that the fallen Alkathods commanded a battalion
along with Paris and Agenor, back at 12.93, the last time either of them were
seen. Now they rush in to help Aineias fight over Alkathods’s corpse (13.491-8).
Of all the men fighting, the narrative tells us, Aineias and Idomeneus are the best
(13.499f.). Aineias throws his spear, misses and hits the ground; Idomeneus
throws and hits Oinomaos, eviscerating him (13.502-8). Missiles drive
Idomeneus out of the battle before he can strip the body, with Deiphobos trying
again for him, with another miss as he kills Askalaphos (13.510-20). The
narrative takes a moment away from the battle to exploit its melodramatic
alignment structure, as Ares remains unaware when his son Askalaphos falls
(13.521-5). Then the narrative switches audience alignment back to Deiphobos,
who strips Askalaphoss helmet, but Meriones quickly intervenes and stabs
Deiphobos in the arm before ducking back into the crowd (13.526-32). So the
narrative reintroduces Polites as Deiphobos’s brother, in his first appearance
since the catalogue at 2.791, as he rushes in to rescue Deiphobos and carry him
off the battlefield (13.533-9).

Now the narrative switches audience alignment back to Aineias, who strikes
Aphareus (13.541). Then there is a true cut to Antilochos,'* who kills Thoon and
tries to strip his armour (13.545-50); the Trojans attack Antilochos and Poseidon
must protect him (13.551-5). Asios’s son Adamas recognizes that Poseidon
protects Antilochos and goes to retreat, but Meriones hits him in the guts with
his thrown spear (13.560-75). The narrative cuts again, appropriately to Helenos
(not seen since the Trojan mission crew with Deiphobos and Asios at 12.94) who
kills Deipyros (13.576-80). Throughout this latest fight scene, the narrative
switches audience alignment so fast it is hard to maintain any one alignment, or
to only hold one allegiance. But in this flurry of cuts and alignment switches, the
narrative deftly continues to build audience allegiance to certain characters,
through the emotional impacts of their deaths within carefully constructed
social networks.'” The narrative especially rewards attentive audience members
who remember the connections between characters, both in terms of their
relationships to one another and through their positions on the battlefield. Even
the time spent investing in building an allegiance with Idomeneus and Meriones
becomes undermined in the speed of this battle; but the values established in
that earlier scene between the two are what the audience can use to judge the

actions of all these many characters in the heat of battle.
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Menelaos: 13.581-673

Idomeneus and Meriones have both faded out of the action again, and suddenly
in the fray, in response to the death of Deipyros, Menelaos appears for the first
time since he helped Odysseus off the battlefield back at 11.487 (around a
hundred and ten minutes ago in performance time, without breaks). But the
narrative brought Paris back into the mélée at 13.491-8, and with the Aiantes
and Teukros presumably still in the centre flank (cf. 13.306-27), and the rest of
the principal Achaians wounded, it seems appropriate that Menelaos reappears
now. Menelaos manages to wound Helenos in the hand, sending him back into
the crowd (13.581-97). Then Peisandros (who also has not appeared since
11.143) comes against Menelaos, and quickly dies (13.601-19).

During this beat, the narrator addresses Menelaos directly in an apostrophe,
continuing his special alignment with him (oot Mevéhae, 13.603)."*® This matters
as Menelaos vaunts over the corpse, because his speech fosters allegiance, and
this allegiance, in turn, will brings the audience to question their relationship to
Hektor. In his long vaunt, Menelaos recaps the Trojan theft of Helen as a crime
against guest-friendship (13.626f.), specifically invoking Zeus Xenios, the god
who protects guest-friendship, as the one who will completely sack their city one
day (13.625). This is the first reminder for a long time that the Trojans are in the
wrong, and the fact that it comes from Menelaos, the man wronged, means
something, especially when the narrator has taken the pains to single him out by
addressing him directly. Menelaos also characterizes the Trojans beyond
breaking the rules of guest-friendship. He calls them arrogant and insatiable
when it comes to war (13.61), full of insolence and shamefulness (13.622),
violent (13.633). Their battle-fury is reckless (13.634) and he repeats that they
can never get enough of war (13.635). Finally, he lists all the lovely things men
can find satisfaction in: sleeping and sex and sweet song and blameless dance
(13.636f.) — but the Trojans only want war. This long speech, much like the earlier
exchange between Idomeneus and Meriones (13.248-94), details Menelaos’s
values and creates allegiance with Menelaos that might question or call into
conflict any of the audience’s standing allegiances with the Trojans. These values
can also be applied to Hektor in particular. Other characters in this episode have
focused on Hektor’s eagerness to fight (Aias at 13.80; Idomeneus at 13.317):
where is the line between being eager to fight,and never being able to get enough
of fighting? Andromache has said that Hektor’s battle-fury will kill him (6.407)
- is it reckless? Were Poseidon’s views of Hektor as a raging mad man correct
(13.53)? Were Teukros’s (8.299)?
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As Menelaos finishes his speech and turns again to stripping the body,
Harpalion comes at him, only to die when hit by Meriones’ arrow (13.643-55).
The narrative introduces Harpalion as the son of the Paphlagonian king
Pylaimenes (who died at 5.576)." But now, Menelaos kills Harpalion, and his
father reappears to carry the corpse off the battlefield, without a death-price
(13.643-59). Now Paris appears in sorrow for the fallen Harpalion, because,
significantly, Harpalion was Paris’s guest-friend (§€ivog, 13.662). Here, just less
than three minutes after Menelaos’s damning vaunt about the Trojan violation
against Zeus Xenios, Paris’s guest-friendship governs his emotional response:
these successive beats necessarily engage audience allegiance. Does this redeem
Paris? Is there a conscious effort on the part of the narrator to reform the view of
Paris, in contrast to what Menelaos has just said? Is this hypocrisy? The narrative-
built allegiance with Menelaos forces an allegiance with Paris, whatever the
audience thinks about him. In his grief-rage, Paris kills Euchenor (13.660-72).
This description of Paris’s success in battle, followed by the vivid summary that
‘they fought like fiery fire’ (g of p&v papvavto dépag mupog aibopévolo, 13.673),
finally leads the narrative back to Hektor.

Hektor/Panic: 13.674-837

After close to thirty-five minutes spent with Idomeneus and Meriones and the
ensuing fight around them on the left flank, the narrative returns to Hektor. Even
though the previous beat ends with Paris making a kill, the narrator switches
audience alignment to Hektor, telling us that he does not know his men are
dying on the left flank."*® This transition tricks us slightly, reframing the recent
scenes emphatically to increase the pathos that Hektor will have to respond to.
This again engages the melodramatic alignment structure where Hektor will
learn what other characters (and the audience) already know. The juxtaposition
between Paris’s success and Hektor’s ignorance of the state of the rest of his
troops also finds a clear repetition a couple of scenes later, when Hektor finds
Paris on the battlefield.

The narrative finds Hektor still holding the line where he first broke through
the gates, recapping the main action of the battle sequence in Book 12 (13.679f.
recaps 12.462-71)."*! The narrative elaborates that the point in the wall where
Hektor broke through was the lowest point (does this tarnish Hektor’s success
slightly?), and nearest the ships of Aias and Protesilaos (13.682-5). In re-
establishing this space, the narrative also provides a mini-catalogue that lists the
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peoples fighting in it:"*? the Boiotians, the Ionians, the Lokrians, the Phthians, and
the Epeians all try to hold back Hektor, who is once again like a flame (@Aoyt
elkehov, 13.688; cf. 13.53), but they cannot. The Athenians are also there, with
Menestheus, Pheidas, Stichios, and Bias, and the Epeian leaders were Meges,
Amphion, and Drakos, while the Phthians were led by Medon and Podarkes
(13.689-93). These men are those who fight with the Aiantes against Hektor, with
the Lokrians as bowmen and slingers in the rearguard (13.685-722). Against all
these men, the Trojans forget their lust for war (13.721f.); a contrast with Menelaos’s
assertion that the Trojans were insatiable when it came to war at 13.635.

The narrative keeps the audience’s alignment with the Trojans with a
contrafactual that the Trojans would have run from the Achaian ships and shelters
back to Troy, if Poulydamas had not spoken to Hektor, starting a new beat
(13.723-5)." Poulydamas reintroduces himself, Hektor, and their relationship in
his speech (he was last seen over seventy minutes ago, at 12.250). Poulydamas’s
speech raises several ambiguities around Hektor’s character that will compel the
audience to again re-think its allegiance with his character.

First Poulydamas says that Hektor is ‘impossible’ and will not listen (13.726);
this recalls and judges Hektor’s refusal to recognize Poulydamas’s bird-sign
interpretation from the previous episode, though there Hektor escaped comment
(12.230-50). Then Poulydamas suggests that Hektor ‘wants to be better in counsel
than others’ (kai BovAfj €6éheiq meptidpevar GAAwv, 13.728), problematizing
Hektor’s epithet of ‘equal in counsel to Zeus’s’ (At pfjtev dtdhavte, 11.200 = 7.47).
This forms part of Poulydamas’s accusation that Hektor does not understand
how the gods give certain gifts to certain people (13.729-34), akin to Paris’s
admonition to Hektor not to mock the gods’ gifts (3.63-6). Then Poulydamas
appraises the direness of the present situation (13.735-9) and advises Hektor to
pull back to a rally point (13.740-4). From there, Poulydamas again puts forward
two possibilities: the gods will let them fall on the Achaian ships or let them
escape from the ships unharmed (13.742-4; cf. 12.67-74). The narrative allows
audience access to Poulydamas when he explains that his advice comes out of his
fear of an Achaian reprisal against yesterday’s Trojan successes (13.744f.): this
recalls the Trojan advance from ‘yesterday’s’ battle scenes in Book 8, but comes
into conflict with audience knowledge. Zeus, after all, said that this day was to be
the worst for the Achaians (8.470-3), and promised Hektor the glory today
(11.200-9). So an audience member would be challenged to remember what
happened ‘yesterday’ and whether or not Poulydamas is right in claiming what he
does here. Poulydamas then explains his look towards the past with the ominous

thought of Achilles’ future return: ‘since a man who can’t get enough of war stays
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back by the ships, and I don’t think he’ll stay out of the fight much longer’ (émel
AP VLGV avip Atog TOAEpOLO/ ipvel, OV OVKETL Ty XV pHaxng oxroecdat oiw.
13.746f.). This builds on earlier predictions of Achilles’ return, like the narrator’s
at 2.694 and Zeus’s prophecy at 8.473-7, and once again stokes audience
anticipation for Achilles to come back into action (and all that that entails).

Hektor is convinced. He jumps off his chariot and tells Poulydamas to hang
back and call the troops to the rallying point, while he goes to meet the attack
and order the men back (13.750-3). Hektor’s enthusiasm to meet the attack here
reinforces his earlier claim to Andromache that he has learned to always fight in
the frontlines (6.445), even when the audience has seen that to not always be the
case in today’s battle (Zeus’s intervention from 11.162-285; 11.359f.). Once he
finishes his speech, Hektor runs ‘like a snowy mountain’ as he orders each man
to make his way back to Poulydamas’s rally point (13.754-7). The startling image
of Hektor moving back into the battle as a snowy mountain picks up on earlier
narrative comparisons of Hektor to whirlwinds and squalls (cf. 11.296-8;
11.305-10; 12.40). The idea of a moving mountain under its snowstorm feels
much like a giant wave in a storm descending — both suggest mass and movement,
rushing sound and blinding chaos - and in stormy seas, a high wave with its
white-cap looks a lot like a snowy mountain bearing down on you."**

Hektor’s mission to rally the vanguard allows him to discover that many of
the men he seeks are no longer fighting. Once again the Iliad’s melodramatic
alignment structure creates opportunities for recap through diegetic retellings
and character deepening through character responses to those retellings. Hektor
cannot find Deiphobos, Helenos, Adamas, and Asios (13.758-61), and the
narrative emphasizes the gap between his knowledge and audience experience
as it reminds us that many of those men are dead by the Achaian ships while
others have retreated with wounds to Troy (13.762-4).

Hektor finds Paris (13.766), whom the narrative left behind on the left flank
after he killed Euchenor (13.660-72), just over ten minutes ago in the
performance. Now Hektor finds Paris encouraging his troops to keep up the
fight (13.766), creating continuity on either side of its cut to the centre flank in
its portrait of Paris fighting hard. But Hektor rebukes Paris just the same, just as
he had in Book 3 after fleeing Menelaos (13.768f. = 3.38f.). The rest of his
reproach is more contextually appropriate, as Hektor asks his brother where all
the Trojans have gone, listing them in the same order as the narrative had
described in the previous beat (13.771-3, cf. 13.758-61): Deiphobos (wounded
at 13.528-39), Helenos (wounded at 15.582-97), Adamas (killed, 13.560-9),
Asios (killed, 13.384-93), with the addition of Othryoneus (13.772; he was killed
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at 13.363-82). The mention of these men engages audience memory and
challenges the audience as to whether they remember what has happened to the
Trojans in this past battle sequence. Hektor ends on a note of sheer panic: ‘now
all high Ilion will end, from its top down — now your sheer destruction’ (vov
WAeto aoa kat’ dxpng/ " TAog aimtewviy: vov tot 0@g aintdg GAebpog. 13.772-5).
This plays on Hektor’s prior prediction of Troy’s fall at 6.447-65, and links his
and Paris’s fate with that destruction.

Paris calmly defends his actions against Hektor’s rebuke (13.775-7): he jokes
that his mother did not raise him to be altogether cowardly (13.777) and catches
Hektor up on the fact that he has been fighting bravely all this time (vwAepéws,
13.780). Paris then recaps what has happened to the men Hektor asked for: they
are all dead, all but Deiphobos and Helenos, who have escaped with wounds
(13.780-3). Finally, Paris tells Hektor to lead, and he and the remaining men will
follow. So Hektor’s mission from the previous beat (13.758-64) finds its
resolution as the survivors on the left flank join those others who have gathered
at the rally point (13.788f.).

The narrative keeps the audience attached to the brothers as they return to the
Trojans (13.789). The narrative mentions Kebriones and Poulydamas first, as
they are the most recognizable, before a slew of ‘new’ Trojans to fill in now that
so many Trojan heroes have been wounded or killed (13.790-4)."** Hektor leads
them, the narrative reiterates, comparing him to Ares, describing the shield he
carries and the helmet he wears (13.802-5). He charges everywhere, testing the
Achaian lines, but never breaking through (13.806f.).

The narrative switches alignment to Aias, who steps forward to challenge
Hektor. Aias tells Hektor that only Zeus beats the Achaians, and that Troy will fall
long before the Trojans ever take the Achaian ships - soon the Trojans will be
praying to Zeus as they run for their lives (13.810-20). The audience knows that
Zeus will turn the Trojans back once Achilles rejoins the fight (8.470-6); Achilles
himself has claimed that he will meet Hektor near his own ship, once Hektor has
brought fire to their camp (9.650-5). In case the audience does not remember
these instances, or has no knowledge of tradition, the narrator gives a new sign
that Aias’s threats might come to pass, following his speech with a bird-sign that
seems to confirm his predictions, as it makes the Achaians brave (13.821-3).

Then the narrative switches audience alignment to Hektor, who responds to
Aias’s flyting speech. In Hektor’s response, he expresses the strange wish/threat,
that if only it were as likely for him to be called a son of Zeus and Hera as it were
that today will bring evil to all the Argives (13.825-8)."* This echoes Poseidon’s
claim at the beginning of this ‘episode’ when he said that ‘Hektor claims to be a
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son of Zeus’s (13.53f.).""” The audience might guess that Hektor’s surety comes
from his faith in Zeus’s promise (11.200-9). He goes on to say that Aias will die,
and that the birds and dogs will feast on his fat and flesh (13.829-3); any
traditional audience will know that this will not happen. The sides are now
seemingly evenly matched, crying out as they come together once more in battle
(13.832-7). Despite Hektor’s victory at the wall (12.453-71), these last battle
sequences in Book 13 have quite literally held him in place; fixed at the point
where he broke through the Achaian battlements for much of the narrative, and
discovering his men wounded or dead when he leaves that point. Still, the other
characters have heaped interpretation on his character throughout the episode,
calling him a mad man, thinking Aias can take him, thinking he is always eager
for war but that he will be held. Hektor himself speaks little, in his counter-
orders to Poulydamas as he goes to rally the left flank and in his wrongly-placed
rebuke for Paris where he sees the fall of all of Troy. The audience is once again
left to try to fit all these small, ill-fitting pieces together.

Achaians assemble (injury edition): 14.1-152

The scene switches when Nestor, drinking in the Achaian camp, hears the outcry
from the clashing armies (14.1). As Book 13 would take just over an hour to
perform, and since there are recaps throughout Book 14 of the previous ‘episode;,
a performer could easily take a break in his performance here before the action
cuts to Nestor. The beat sequences in Book 13 deepened many characters,
including the Aiantes, Idomeneus, Meriones, Deiphobos, Helenos, and Hektor
and Paris, but the plot has hardly advanced at all: the ‘episode’ begins and ends
with Hektor just inside the Achaian wall and Aias checking him there. Tradition
dictates that Aias cannot die in battle;'*® the needs of the story dictate that Hektor
cannot die yet, so within this scenario, the narrator must sustain the stalemate,
while keeping the audience engaged. Just as in the last episode, the narrative
achieves this in part by moving from character to character, from location to
location on the battlefield. Now the narrative expands this geography to include
the Achaian camp (full of injured major characters) and the divine spheres.
These scenes, away from the main battle, allow for diegetic retellings of the
previous ‘episode’s’ battlefield actions, while adding further depth to these
characters and continuing to build anticipation for future events.

These techniques start with our move off of the battlefield back to the tent of
Nestor, which the narrative left at least an hour and forty minutes ago (11.802).



Killing Time 129

The beat gives character continuity to Nestor’s storyline, as it recaps that last
scene in the tent, both in the narrative detail of finding Nestor still drinking wine
(14.1), and in his speech. Here, Nestor reintroduces Machaon and Hekamede by
name, and mentions again the wine, re-drawing the scene the narrator left
behind (14.3-8 recaps 11.617-803). As Nestor leaves his tent, he sees the
Achaians running, chased by the Trojans, and he sees that the Achaian wall has
failed, recapping the end of battle sequence around the wall rather than the most
recent sequence (14.13-15 recaps 12.462-71 not 13.833-7). This raises an issue

139 15 this scene with Nestor concurrent with the end of

of continuity and timing:
Book 12?2 Or do the Trojans take the advantage while the narrator has shifted
alignment to Nestor? Either way, while the last battle sequence ended on an
apparent stalemate, seeing the Achaians on their back feet gives reason for Nestor
to either return to battle or to seek out the other Achaians in the camp now
(14.20-6).

The narrative attaches to Nestor as he decides to go after Agamemnon and
here the narrative reintroduces the wounded Achaians (14.27-9), all absent since
Book 11: Diomedes (11.396-400), Odysseus (11.463-88), and Agamemnon
(11.264-74). Agamemnon asks Nestor why he has left the battle, before he says
that he fears Hektor’s threats coming true (14.44). Agamemnon specifically
claims that Hektor made threats to the assembled Trojans against him (po,
14.44-7). This challenges audience memory. Did Agamemnon hear Hektor’s
great shout to the Trojans that he would jump the Achaian wall and set fire to the
ships (8.173-83)? Has Hektor ever made a threat against Agamemnon specifically,
the way that Agamemnon has made threats specifically against Hektor (2.412-
18)? Is everything that Hektor has threatened coming to pass, as Agamemnon
says (14.48)? Agamemnon finally worries the Achaians will no longer fight for
him, if they are angered like Achilles, once again making reference to the events
of Book 1 (14.49-51).

Nestor’s response recaps that the wall has failed, and says once again that the
fight has turned against the Achaians (14.52-63 recaps 14.13-15; cf. 12.462-71).
Agamemnon attributes the Trojans’ current success to Zeus and suggests once
more that they should leave Troy (14.74-81; cf. 2.139-41, 9.26-8). Again, we see
the Iliad’s melodramatic alignment structure in play, as Agamemnon’s knowledge
is only partially true. Zeus does support Hektor (11.186-209); but only insofar as
keeping his promise to Thetis (13.347-50). Odysseus and Diomedes speak out
against this plan, and the narrator cleverly uses this dialogue of long speeches to
re-orient its audience to these characters after over two hours of performance
without them: Diomedes left the battlefield at 11.400; Odysseus at 11.488.
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Diomedes suggests that they return to battle even wounded as they are, and the
men agree (14.110-34). Poseidon, too, re-emerges here as an Achaian ally.
The narrative reintroduces Poseidon as ‘not having a blind-watch} a callback to the
beginning of Book 13, and a reminder to the audience that Zeus, in contrast, is not
watching now (008" dhaookomu|v eixe, 14.135; cf. 13.10). Poseidon also again
disguises himself as an old man (cf. 13.355-7, 13.45, 13.216). He tells Agamemnon
that Achilles must be happy with how things are going, but curses him (14.139-42)
before reassuring Agamemnon that he will see the Trojans running away over
the plain (14.144-6), creating audience expectation for a future Trojan rout.'*
Poseidon follows this speech with a huge battle-cry that throws strength into every
Achaian’s heart to keep fighting (14.147-52). So the scene ends with one problem
posed and resolved: the Achaians are on their back feet, and now the injured

Achaian leaders will return to the fight as their reinforcements.

Hera: 14.153-360

The narrative switches audience alignment to Hera in the next beat, giving the
audience access to her happiness when she sees Poseidon on the battlefield
(14.153-6). This points back to Poseidon’s involvement through these last battle
sequences as well as to Zeus’s earlier proclamation banning the gods’interventions
in the war (8.1-27). She then looks to Zeus, sitting on the peaks of Mount Ida (cf.
13.1-9), whom she thinks ‘hateful’ (otvyepdg, 14.158). Along with these
emotional responses, the narrator also provides access to her plot to keep Zeus
unaware of Poseidon’s interventions in the war: she will seduce Zeus, so that he
will sleep (14.159-360). This access creates audience anticipation for the next
beat sequence, which follows Hera as she executes this plot to keep Zeus’s
assistance to the Trojans in check a while longer.

The beats that make up the seduction sequence echo beats from previous
episodes: Hera ‘arms’ herself to prepare to seduce Zeus (14.166-223; cf. 11.17-
44);*! an oath is taken between Hera and Sleep (14.270-9; cf. 3.375-94); Zeus
even manages a catalogue, of his old lovers (14.317-27; cf. 2.487-760). All of
these scenes are callbacks that can give the audience pleasure, as they recognize
them in new contexts, remembering their standard narrative uses within the
context of the Iliad while delighting in the narrator’s change of direction here.'*
Serial television often engages in this strategy, relying on recontextualizing
schema in its ‘callbacks’ to the delight of long-term audience members;'** these

can also be ‘ironic echoes’ or ‘internal homages.'** Breaking Bad (AMC, 2008-
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13) particularly engaged in this strategy, in part to emphasize the extraordinary
shift in Walter White’s character over the course of the series.'*

While Heras mission includes these kinds of callbacks, her sub-plot also
moves the main plot forward, as Zeus’s falling asleep means that Poseidon is
freer to help the Achaians even more. The sequence ends by following Sleep
back to the battlefield to urge Poseidon on in his aiding the Achaians (14.352-
60), bringing back Poseidon’s central role in the battle sequences of Book 13.1*¢
And as Poseidon exhorts the Achaians, he brings our attention once more to
Hektor.

Hektor/Aias: 14.361-439

There has been about a half hour of performance time (and a likely break) since
Hektor was last seen in action (13.834), and over twenty minutes since last
anyone mentioned him (Agamemnon, back at 14.44). These long absences
of Hektor’s fit into the Iliad’s serial narrative strategy of keeping audience
investments diffuse across many characters while building up to the main events
that the epic has pointed to: Patroklos’s death, Achilles’ return to battle, and
Hektor’s death. So the narrative always holds Hektor at arm’s length away from
us, then brings him close for just moments, and then pushes him back away, until
his death-day comes. Otherwise, this would not be an epic, it would be a tragedy.
The Iliad is no tragedy.'*

After this absence, Poseidon’s exhortation reintroduces Hektor with his name
and his role as Priam’s son (14.364f.). He repeats Hektor’s goal to take the ships
while Achilles remains off the battlefield (14.365-7; cf. 8.173-83). But Poseidon
says the Achaians can manage without Achilles and that he does not think
Hektor will be able to stand up against them for long, even though he is very
eager (14.368-75). Idomeneus said something similar about Hektor in the last
episode, confident enough to leave the Aiantes to fight Hektor (13.315-27; pdha
Tiep pepa@ta at 14.375 = 13.317). Poseidon’s speech sets up the possibility of
Hektor’s failure against the Achaians in the next battle sequence.

As the audience’s alignment switches to the Achaians, the narrator reiterates
that the wounded Diomedes, Odysseus, and Agamemnon are now marshalling
their men; this re-naming encourages investment in the Achaian heroes as they
move into battle (14.379f.). The narrative then switches sides so that the audience
aligns with Hektor ordering the Trojans (14.388); then the narrative zooms out

to show both Poseidon and Hektor as ‘helpers’ to their sides (dpnywv, 14.391).
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This sets up a strange parallel considering that Poseidon is a god, Hektor just a
mortal."*® So the fight seems set, between Diomedes, Odysseus, Agamemnon,
and Poseidon on one side, and Hektor on the other.

Suddenly, the narrative reintroduces Aias into the fray (last seen at 13.824,
around a half hour ago without breaks), starting a new line with his name as the
indirect object as Hektor makes his spear-cast against him (14.402-5). While the
past several scenes have been carefully building up to a new battle sequence,
and a showdown between the returning Achaians or Poseidon and Hektor, this
picks up instead on the dangling end of Book 13, and provides the combat
between Aias and Hektor here that their speech exchange suggested last ‘episode’
(13.810-32).

The narrative follows Hektor’s thrown spear as it strikes at Aias’s chest but
does not pierce the skin, protected as it is by two broad straps (14.402-6). Hektor,
discouraged, goes to run back to his companions to avoid death (14.406-8), but
Aias strikes him with a stone (14.409-20). The narrative describes the stone as
one of those ‘holders of the ships’ (¢xpata vnav, 14.410), a reminder of how close
this fighting is to the Achaian ships, but also a telling note about the size of the
stone. The blow downs Hektor, like an oak struck by Zeus’s lightning (14.414-
17)," perhaps an oblique reference to Zeuss now-lacking support. But the
narrator lists a mini-catalogue of the Trojans who rush to his aid (Aineias,
Poulydamas, Agenor, Sarpedon, and Glaukos, 14.424-6), many of whom we have
not seen since a previous ‘episode’ The narrator introduced only Hektor of all the
Trojans before the fight; now it foregrounds these other fighters in anticipation
of this injury keeping Hektor off the field.

The men all protect Hektor on the battlefield — not just those named, but
every one of his men (14.427). This extraordinary response in Hektor’s vulnerable
moment builds further allegiance to Hektor, because these men have such care
for him. Hektor’s men work to get him off the field, bundling him into a chariot
and taking him to rest beside the river Xanthos. There, Hektor’s eyes clear for a
moment, but he vomits up a blood clot, and the darkness mists once more over
his eyes,”" his strength still spent (14.433-9). This emphasis on the seriousness
of the wound not only builds up pathos for Hektor, but it also gives the narrator
sufficient justification to remove Hektor from the battlefield for a substantial
amount of time, prolonging our anticipation for his eventual confrontations
with Patroklos and Achilles (predicted at 8.470-5). The Achaians see Hektor’s
withdrawal and rally (14.440f.).">' So the argument of Hektor’s success or failure
implicit in Poseidon’s earlier speech resolves (14.374f.), as Hektor cannot hold
the line.
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Battle: 14.440-507

The Argives regain their lust for battle and the battle sequence begins, where the
narrative rapidly switches audience alignment between sides, following a
perception/emotion response to a death or a vaunt over a death that prompts a
retaliatory strike that often misses its original target.'”* Oilean Aias kills Satnios
(14.443-8), and Poulydamas kills Prothoénor and vaunts (14.449-57); the
Argives are sad at his vaunting (14.458), especially Telamonian Aias, who aims at
Poulydamas but hits Archelochos (14.459-69); Aias vaunts (14.469-74; the
Trojans feel sorrow at his vaunting (14.475), Akamas stabs Promachos (14.476f.),
vaunts; the Argives grieve over his vaunting (14.486), Peneleos charges Akamas
but kills Ilioneus and vaunts (14.489-500).'** Finally, the narrative zooms out to
show all men trying to escape death (ékaotog 6mn @Uyot aindv SAebpov, 14.507).
This scene, with its flurry of back and forth between the Achaians and the Trojans
- five deaths in less than five minutes — serves Hektor well as an emphasis on the

vacuum that his absence creates on the battlefield.

When Zeus wakes: 14.508-15.86

When the narrative pauses to ask the Muses to tell him whom the Achaians killed
with Poseidon’s help (14.508-10), this signals a shift in the pattern: no more back
and forth, no more ‘every man wanted to escape’ Now the narrator strongly aligns
the audience with the Achaian side. And now the deaths come even faster:
Telamonian Aias kills Hyrtios (14.511f.); Antilochos kills Phalkes and Mermeros
(14.513); Meriones, Morys and Hippotion (14.513); Teukros, Periphetes and
Prothoon (14.515); Menelaos, Hyperenor (14.516-19). And Oilean Aias killed the
most (mAeiotoug & Alag eflev ‘Oilijog, 14.520), since he was fast going after the
men that Zeus terrified (14.520-2). That comes to eight named deaths in eleven
lines, under one minute of performance time. The whole battle sequence is terribly
familiar in its components, but the narrative condenses it this time round, to avoid
too much repetition.”** The last great battle sequence from Book 13 took close to
twenty-five minutes of performance time (13.330-673); this one takes just six.
This kill list ends with the narrator aligning the audience with Oilean Aias,
who kills the most men, ‘since there was no one like him, with his feet, to chase
after/ running men, when Zeus urged them to flight' (o0 yd&p of tig 6poiog
¢monécBou moaoiv flev/ av8pdv Tpeoodviwy, Ote Te Zedg €v @oPov Spon,

14.521f.). This mention of Zeus invites audience engagement, asking if they
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remember that Zeus was sleeping last time we saw him (14.359, just over ten
minutes ago), all part of Hera’s plan. The mention does, also, though, anticipate
his waking from his slumber, and his future involvement in the battle:'*> he will,
in fact, wake up in the very next beat.'*

The transition from Book 14 to Book 15 presents some ambiguity as to
whether or not it would allow for a performance break, as the action is continuous
and the narrative does not mention the fleeing Trojans by name on either side of
any possible break.'”” It is more likely that a break could come just before the last
list of Achaian kills, with the invocation of the Muses (14.508): this would assert
Achaian dominance in the wake of Zeuss non-intervention, and would so
present the problem developed in the last beat sequence for Zeus’s waking up to
respond to. Likewise, Zeus’s waking up and his subsequent intervention provide
ample opportunities for recapping the events of the previous ‘episode’. Zeus’s
returned attention to the Trojan conflict will also finally push the plot forward
after the narrative has maintained a wonderfully character-rich ‘stalemate’ for
close to two hours of performance time.

So now the Trojans make it back over the Achaian ditch (unnamed, so in
continuous action, fleeing from Oilean Aias at 14.521f.), but ‘many’ were beaten
down at the hands of the Danaans (15.1-4); this fulfils Poulydamas’s implied
warning from before the Trojan attack on the wall and his bird-sign interpretation
(12.70-4; 12.216-27). As they pull up their chariots on the other side of the ditch,
terrified, Zeus wakes up. The narrator aligns the audience with Zeus as his
perceptions recap the end of the last‘episode’: he sees the Achaians driving forward
with Poseidon, sees the Trojans running away (ide, 15.6-8). And then, he sees
Hektor lying on the plain, surrounded by his companions ("Extopa §” év mediw
10¢ keipevoy, auet 8 étaipot/ €laf’, 15.9f; cf. 14.424-39). The fact that Hektor’s
companions remain around him as he lies injured adds to Zeus’s pity response,
which the narrative provides access to (tov 8¢ i8wv €éAénoe, 15.12). Again, Hektor
is refracted through the characters around him and their care for him demands
that the audience question their own allegiance to the fallen man (cf. 14.424-32).

The narrator then gives the audience access to Zeus’s pity for Hektor, which is
matched by his anger for Hera: he recaps her deception that allowed Hektor to
suffer this way (15.14f. and 15.31-3 recaps 14.161-353) before violently
threatening her and reminding her of past punishments (15.16-30). If Zeus’s
pity invites an audience to question their own feelings for Hektor, so does this
anger: it constructs Hektor as someone who should be not just protected, but
avenged. Hera swears that she has not been helping Poseidon against Hektor and

the Trojans (15.36-46). Hera’s oath asks audience members to try to remember
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what really happened in the previous ‘episode’ while Sleep does tell Poseidon
about their plot (14.353-60), and Poseidon does help the Achaians all the more
for it (14.361f.), there is no direct evidence that Hera ordered Sleep to urge
Poseidon on."*® So Hera swears true and even offers to tell Poseidon to get in line
(15.45f.). This offer wins Zeus over (15.49-2).

Zeus’s response to Hera once again maps out future narrative events,' this
time with much more detail than in Book 8, now over five hours ago in
performance time (8.473-6). If Hera has told the truth, Zeus says, then she
should go and order Iris to tell Poseidon to stop his help for the Achaians (15.49-
62) and tell Apollo to help Hektor with his injury (15.59-62). This mission builds
audience anticipation for events in the next beats. But Zeus also uses this speech
to elaborate on his earlier prophecy as he lays out events still to come in the epic:
Hektor, with Apollos help, will drive the Trojans up to the ships of Achilles
(15.59-64), then Patroklos will kill many (15.66), including Sarpedon (15.67),'°
until Hektor kills Patroklos (15.65), and then, angry over Patroklos, Achilles will
kill Hektor (15.68).'5' Then the battle will always head away from the ships until
Troy itself falls (15.69-71). With this foretold, Zeus ends his speech reiterating
that he will keep all the gods away from helping the Achaians, until he fulfils his
promise to Thetis (15.73-5 recaps 1.518-30). This beat predicting Hektor’s death,
following immediately the beat where Zeus sees and pities the wounded Hektor,

compounds any audience allegiance for the Trojan hero.

Other gods: 15.87-149

The audience remains attached to Hera as she return to Olympos with her
mission to find Apollo and Iris. Here again, the epic’s melodramatic alignment
structure comes into play, in the gap between what she knows, what the audience
knows, and what the other gods know. After she complains to Themis about Zeus
sending evils against all the gods (15.104-9), Hera announces the death of Ares’
son Askalaphos (15.110-2). This terrifically manipulative move by Hera recaps
Deiphobos killing Askalaphos (13.516-20), where the narrator had emphasized
Ares’ ignorance of his son’s death (13.521-5). That was almost seventy minutes
ago of performance time (without breaks). Ares naturally wants to return to the
battlefield to avenge his son (15.115-18), and nearly does, but Athena prevents
him (15.119-42). Athena reassures him with the terrible truth: some other man,
better than Askalaphos, has died since his death, or will soon die (15.139f.). It’s
hard to save the race of men, and their offspring’ (&pyaAéov 8¢/ mavtwv
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avBpwmwv pdabat yevenv te Tokov Te. 15.140f.). So Ares’ action goes nowhere,
but the beat importantly shows the investment of the gods in individual heroes
on the battlefield, building on earlier beats that showed Zeus’s strong feelings for
the wounded Hektor (15.12f.), and his foretelling the death of his own son
Sarpedon (15.67). It also shows the limits of that investment, playing on the
previous scene’s truth that as much as Zeus might feel for his son, or for Hektor,
he will still watch them die to fulfil his promise to another god (15.49-77). After
this exchange, Hera completes the mission that Zeus set for her, pulling Iris and
Apollo aside to send them to find Zeus on Mount Ida, resolving one ‘mission’
while putting another in motion (15.143-9).

Apollo/Hektor: 15.150-270

The narrative aligns the audience with Iris and Apollo as they go to Mount Ida to
find Zeus, but each then gets their own beat sequence in which Zeus gives them
their orders and they carry them out: Zeus is happy to see them because they
obeyed his wife, recapping two scenes prior (15.155f.). First, Zeus sends Iris to
stop Poseidon from helping the Achaians, which he reluctantly agrees to do on
the condition that Troy still fall (15.157-217). After this, Zeus orders Apollo to
support Hektor against the Achaians.'s This recaps and further elaborates what
we have seen in the previous scenes, as Zeus tells Apollo to take care of Hektor
and give him battle-fury, at least until the Achaians run away to their ships
(15.231-3). Then Zeus will decide what to do next, and give new orders (15.234f.).
This looks forward to a resurgent Hektor, but leaves some ambiguity as to how
long his resurgence will last: when will the Trojans finally reach the ships? Zeus
does not tell Apollo that Hektor will die. Does Apollo know?

The narrative keeps the audience attached to Apollo as he goes down to
Hektor. The narrative has kept audience alignment with the gods through these
last several beats: Hektor has only been spoken of as a pawn in their plans. But
now the narrative attaches the audience to Hektor once again (15.239-42). The
scene paints a perfect picture of continuity since the narrator left the wounded
Hektor: now he sits, ‘no longer’lying down (008’ &tt, 15.240; cf. 14.436-9). While
the audience has been elsewhere, Hektor has begun to recover. Apollo asks him
why he sits apart from the others (15.243-5), providing Hektor with opportunity
to recap his injury from Book 14 in his own terms. Like Achilles’ recap to Thetis
in Book 1, Hektor’s recap here might contain a bit of metapoetic humour, as he

recognizes Apollo as a god, and asks him ‘don’t you know?’ (ovk dieig, 15.248).
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The god should know; the audience certainly does. Then Hektor recaps Aias
hitting him with the stone by the ships (15.248-50 recapping 14.409-20). But the
narrator gives the audience access to Hektor here, too, as he tells Apollo that he
thought that today he was joining the halls of the dead (15.251f.). That Hektor
himself thought that he would die confirms the narrative’s description of the
gravity of his injuries (14.411-39),and in coming into line with what a seemingly
reliable narrator has said, Hektor shows himself a realist. But at the same time,
the narrative uses that terrible gap between what Hektor knows and what the
audience knows: everyone has heard Zeus predict Hektor’s death (15.68), so to
see Hektor, so relieved to have come so close to death and to have escaped,
creates a dreadful irony.'®* That irony only continues as Apollo reveals himself to
Hektor as ‘such a helper sent from Zeus on Mount Ida to stand by and defend’
Hektor (toidv tot dooontijpa Kpoviwv/ ¢§ "Idng mpoénke mapeotapevat kol
apovewy, 15.254f., 15.254-7 recaps 15.221-35);'%* Apollo cannot, and will not,
protect Hektor forever. But for now, Apollo looks to the next beat, and tells
Hektor to drive the horses against the Achaian ships and that he will smooth the
way (15.258-61). So Hektor returns to battle, full of great battle-fury from
Apollo, prancing like a stallion the same way that Paris did making his way back
to battle through the streets of Troy (15.263-8 = 6.506-11).

Battle again: 15.271-389

Just as with Hektor, the narrative creates the illusion of continuity for the Achaian
troops, as ‘up until then they were always in a crowd stabbing the Trojans
(15.277f.), but when they see Hektor, they become terrified (15.279f.). As the
battle begins, the narrative uses the techniques now expected in a battle sequence,
and any recognition of these patterns on the audience’s part can provide some
pleasure. The narrative identifies and attaches the audience to multiple active
characters within the battle as it rapidly switches audience alignment between
the two sides.

Audience alignment starts with Thoas, who recaps Hektor’s injury again
(15.286-9 recapping 14.409-39): much like Hektor himself, Thoas says that he
thought Aias had killed Hektor (15.286-9; cf. 15.251f.). Thoas recognizes that the
gods have restored Hektor but, like others before him, feels sure that the Achaians
can rally and keep Hektor oft the ships (15.295-9; cf. Idomeneus at 13.315-20,
Aias at 14.374-7). Again the narrative uses the gap between Thoas’s knowledge
and audience knowledge to stoke interest, as Zeus has said that Hektor will reach



138 Experiencing Hektor

the ships (8.473-6,15.231-3). This ambiguity keeps the audience engaged around
the issue of what exactly will happen when Hektor arrives at the ships.

The narrator lists another mini-catalogue to signal to the audience which
main Achaian characters will feature in this battle sequence: Aias, Idomeneus,
Teukros, Meriones, Meges (15.301-3). These are the men who will face Hektor
and the Trojans (15.304). The narrative then switches audience alignment to
Hektor and Apollo with the aegis (15.306-11), before switching back to the
Achaians (15.312), and then the battle begins (15.313-19). Only Apollo, staring
into the eyes of the Achaians, jolts the narrative out of balance, swinging it in the
Trojans’ favour (15.320-7). The narrative gives a catalogue of Trojan kills; starting
with Hektor first, who kills Stichios and Arkesilaos; then Aineias kills Medon
and Iasos; then Poulydamas, Mekisteus; Polites, Echios; Agenor, Klonios; Paris
comes last, killing Deichos as he runs away (15.331-42). These deaths come
faster than ever: eight deaths in less than a minute. The narrator knows that by
now, his audience recognizes these patterns, and he is careful not to weary them.

As the Trojans strip bodies, the Achaians run across the ditch (15.343-5).Ina
callback to an earlier battle sequence, Hektor tells the Trojans to leave the bodies
be as they run for the ships (15.347; cf. Nestor at 6.67-71), and then he threatens
death for any man who flees, and that he will leave that man’s body to the dogs
(15.348-51, cf. Agamemnon at 2.391-3). A traditional audience, or an audience
that would at least be familiar with the treatment that Hektor’s own corpse will
receive from Achilles, will sense this narrative irony around Hektor and the
treatment of corpses.'®®

Hektor’s exhortation works, and the next beat keeps the audience attached to
the Trojans as they successfully overrun the Achaian battlements again with the
help of Apollo (15.352-66).1 The narrator especially aligns the audience with
Apollo, saying his name twice in this short passage (15.355, 15.360), before
addressing him directly (15.365), bringing us closer to Apollo.'” The next beat
sees the audience’s alignment switch to the Achaians and Nestor, who prays to
Zeus to save the Achaians from the Trojan advance (15.370-6), and Zeus
thunders, ‘hearing Nestor’s prayer’ (15.378). The Trojans hear it too, and both
sides fight all the harder for it (15.379-89).

Patroklos: 15.390-405

In this chaos, the narrator cuts back to Patroklos, who has been treating

Eurypylos in his tent while the Trojans have been overrunning the Achaians
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(15.390-4). This recaps where the narrator last left Patroklos, back at 11.847,
about two and a half hours ago, and creates a strong sense of Patroklos’s
character continuity for the audience. The space that Patroklos is in, the fact
that he is with Eurypylos, and that he is still applying medicines to the other
man’s wounds all provide memory cues for the audience. But when Patroklos
realizes that the Trojans are near the ships, he tells Eurypylos he must leave him
behind to find Achilles and persuade him to return to the fight (15.399-404),
reasserting and resuming his previously side-tracked mission that Nestor sent
him on before he encountered Eurypylos (11.791-3; 15.403f.=11.792f.). That
mission gains new meaning so soon after Zeus’s prediction of Patroklos’s death
(15.65), especially if the audience remembers that Nestor also suggested
Patroklos himself enter battle (11.795-802). Now, wheels are in motion to start
hitting those signposts of future events that have been laid out in previous

episodes.

Hektor/Aias: 15.406-591

With Patroklos running back to Achilles, the narrator switches scenes back to
the battlefield, where he once again begins to rapidly change audience alignment
between sides and characters. The narrator tells us again that other groups are
fighting elsewhere, giving the impression of a vast battle that he can only show
us one small part of (15.414 = 12.175). The first characters that the narrative
zooms in on are Hektor and Aias, still in stalemate: Aias cannot drive Hektor
off his ship, with Apollo helping him, but Hektor cannot take the ship either
(15.414-9). Aias strikes Kaletor with his spear (15.419-21). The narrative
switches audience alignment to Hektor, who sees Kaletor fall, and the narrator
says that Hektor and Kaletor are cousins: this builds audience anticipation for
Hektor to respond and builds greater emotional impact for that response
(15.422-4). Hektor rallies his men to stand their ground and to protect Kaletor’s
fallen body (15.425-8).

As Hektor finishes his speech, the scene switches audience alignment again,
following his spear-cast at Aias, which misses, but strikes Lykophron instead. The
narrative gives the audience access to Aias as he shudders at the sight of
Lykophron falling, and turns to Teukros. Aias’s speech explains his grief response
- Lykophron was his companion - and recaps Hektor’s killing him, while
implicitly urging Teukros to try to strike Hektor (15.437-41 recaps 15.433f.). So
the structure of this scene is quite similar to the last in that a man falls, a relation
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sees and responds by exhorting another.'*® But they are done quite differently,
with Hektor’s response both more private (he does not reveal his relationship to
Kaletor) and public (he exhorts all of the men) than Aias’s response.

The next beat sequence shows the impact and irony of Zeuss helping
Hektor now that he is back in the action. First the narrative shows Teukros
hitting the Trojan Kleitos, Poulydamas’s companion, and Poulydamas must then
save his horses (15.445-52). Then Teukros tries for Hektor with his bow. In a
contrafactual, the narrator says that without Zeus’s ‘guarding Hektor, Teukros
would have hit him and ended the fighting by the Achaian ships (15.459-62);
then the narrative shows Zeus breaking the bow (15.463-5); finally, Teukros
himself blames a god for the bow’s breaking, when he complains to Aias (15.466-
70). Aias confirms that a god has broken Teukros’s bow, and tells him to get his
spear and shield and keep fighting (15.471-7). So Teukros goes to get a spear
(15.478-83).

Hektor sees Teukros’s bow and arrow fail (15.484f.) and draws attention
to Zeus’s help against Teukros, and support for the Trojans in his exhortation
to his men (15.486-93). This strong emphasis on Zeus’s intervention creates
irony in the gap between the audience’s knowledge and Hektors, as the
audience knows that Zeus’s help will end in Hektors death (15.63-8). This
makes the rest of Hektor’s speech especially painful as he talks of battle death to

his men:'®

4G paxeo®’ émi viuoty dodléec. Og 8¢ kev Duéwy
BAnpevog g tumeig Bdvartov kal TOTHOV émiony
Tefvatw- oD ol delkeg ApvVouEVY Tiepl TATPNG
TeBvdpev- AN dhoxog Te 06N Kal maideg dmicow,
Kai oikog Kai KAfpog Ak patog, e kev Axatol
olxwvTtaL oV viuot @ilny &g matpida yaiav.
‘So let’s fight together round the ships and any one of us who
finds death and destiny through some throw or strike,
let him die because it’s fitting for one defending his fatherland
to die. But after, your wife and your children
and your house and your land will stay untouched, if the
Achaians leave with their ships for their fatherland’
Hektor to Trojans, 15.494-9

In justifying the deaths of his own men in Troy’s defence, Hektor unwittingly
justifies his own impending death. More, the audience knows that none of these
men’s deaths will save their wives, or their children, or their city. Troy will burn

to the ground. Hektor himself predicted the fall of Troy, and the capture of their
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wives (6.446-65): this makes his speech all the more painful to hear now. Hektor’s
rhetoric here is the highest that we have seen, painting a struggle that goes
beyond any of their individual lives on the battlefield, as anyone’s death might
mean that their families, their community can continue. Hektor’s speech raises
the stakes and plays with irony in ways that creates more audience anticipation
as the battle continues. The narrative reinforces these higher stakes when it
switches the audience’s alignment to show Aias’s exhortation to the Achaians.'”
Aias is more direct: he tells his men that they must choose to either live or die
because if their ships fall to Hektor no one will escape alive (15.502-13). In both
men’s exhortations, just as in Zeus’s plan, just as in the narrative as a whole now,
death looms in the foreground.

The action in the next scene reinforces the stakes on both sides as it flips back
and forth between them. Hektor and Aias are respectively first of their sides to
get their men (15.515-7). Poulydamas kills Otos, Meges’ companion (15.518f.);
in response, Meges kills Kroismos (15.520-3), and Dolops and Menelaos kill
Meges (15.524-43). Hektor responds by shaming Melanippos for letting the
Achaians strip Dolops’s body (15.545-58). Here Hektor changes the choice that
he put before the Trojans just a few minutes earlier, from ‘die and save your city’
to: ‘either we'll kill them or they’ll sack Troy from the top down and kill its
citizens’ (mpiv y’ j¢ kataxtapev f¢ kat’ dxpne/ Thov aimewvijv éléety ktdobat Te
mohitag. 15.5571.)."! This echoes Hektor’s panic in the battle sequence in Book
13, where he told Paris that all of Troy will be destroyed from the top down (kat’
dxpng/ Tawov aimewviyv 13.772f. = 15.5571.); but the context here shows Hektor’s
determination, and the narrative confirms that ‘he led them’ (15.560). Hektor’s
‘kill or be killed’ also picks up on Aias’s own exhortation just a few minutes
earlier (15.502-13).

So now once again the narrative switches the audience’s alignment to Aias,
who shames his men and urges them to cooperate in battle so that more of them
might live (15.561-4): a constructive suggestion that looks back to Hektor’s first
speech (the many before the one). As the Achaians pull together, Zeus sends
the Trojans against them again (15.567). But seeming to heed Aias’s advice,
Menelaos urges Antilochos to rush forward to attack the Trojans (15.568-71);
Antilochos runs and kills Melanippos, rushing against him to strip his armour.
Here the narrator addresses Melanippos’s corpse (¢mt oot MeAdvuinme, 15.582)
as Antilochos charges the body to strip it (15.582-4)."> The narrator tells
Melanippos that Hektor has not forgotten him, and Hektor rushes in, sending
Antilochos flying back to his companions (15.585-91). This is a marvellous
manoeuvre of attachment, as the narrator very closely aligns the audience with
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the fallen Melanippos through this sequence, to construct the feeling of Hektor
saving the day that much more strongly.

Overhaul: 15.592-746

As the Trojans and Hektor race after the fleeing Achaians, fulfilling Zeus’s plan
(15.92f), the narrative switches audience alignment to Zeus, who keeps rousing
great battle-fury in the Trojans, while bewildering the Achaians and stealing their
glory (15.594f.). The narrative provides the audience access to Zeus that recaps
his intentions: he wants to honour Hektor until he sets a ship on fire, so Zeus can
fulfil his promise to Thetis, but then he will drive the Trojans back and give the
Achaians the glory (15.596-602 recaps 15.59-77; cf. 1.523-7). So Zeus drives on
Hektor, who changes under Zeus’s influence. The audience has seen Hektor very
eager to fight on his own (15.604; cf. 13.317, 14.375). But now, with Zeus driving
him, Hektor rages, his mouth starts to foam, his eyes flash and his helmet thunders
with his raging (15.605-9). The narrative overhauls Hektor with these intense
external, visual markers.'””> As Hektor becomes something different before our
eyes, the narrator says that Zeus honours Hektor alone because he will soon die
(nevovBddiog, 15.612),'7* emphasizing the special relationship between Zeus and
Hektor that prior beat sequences set up (cf. 11.163f., 11.185-94, 15.4-12). At the
same time, the narrator shows the audience the terrible irony of Hektor’s last
successes. The narrator here elaborates on prior knowledge that Hektor will die
at the Achaians’ hands (8.358f.), specifically Achilles’ (15.68), and now adds
Athena as Hektor’s killer, too (15.613f.).

Through the next beat sequence, the narrative continues the back-and-forth
between Hektor and Aias: even in his fullest glory, Hektor cannot completely
beat back the great Achaian defender. And just as the narrator has raised
the stakes through these two characters’ speeches - both men adamantly
exhorting their men that the war’s outcome depends on this day’s fighting -
the narrative uses densely layered techniques to heighten the tension. Here,
as Hektor rushes against the Achaian ships, the narrator describes him with a
rapid series of extended similes. First, the Achaians are like towering cliffs
holding up against the raging seas and wind (15.617-21); then Hektor is lit all
round with fire (15.623); he is like a squall blowing against a ship at sea (15.623-
8; cf. 11.296-8,11.305-10, 12.40); finally, he is like a ravenous lion among a herd
of oxen (15.630-6, cf. 15.592). But after all this, Hektor kills only one man:
Periphetes, who trips and falls before him because Hektor gets the greater glory
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(15.645-52)." The Achaians cannot help Periphetes because they are terrified of
Hektor (adtoi yap paAa deidioav’Extopa Siov, 15.652).

The narrative keeps the audience aligned with the Argives as they retreat back
to their shelters. Here, Nestor supplicates each man, with a poignant appeal for
men to remember their families and their property (15.661-6); this is a callback
to Hektor’s own appeal to his men, whose city is under siege (15.496-9). But
Nestor’s speech has its own irony as his men’s families and property are not
under siege, but absent (o0 mapedvtwy, 15.665). Seemingly in response to
Nestor’s appeal, Athena pushes the darkness from the men’ eyes, and they point
out Hektor, with his great war-cry (15.671f.; cf. 13.123) and his companions, re-
establishing recognition for his character.

After this recognition, the narrative aligns the audience with Aias as he strides
forward with a huge pike, significantly twice as long as Hektor’s already twice-
described long spear (15.678; cf. 6.319, 8.494). So Aias rallies the Achaians to the
ships’ defence, while Hektor keeps attacking like an eagle into a flock of birds
(15.690-2), pushed always by Zeuss large hand (15.694f). Zeus’s direct
intervention here once again reinforces his close connection with Hektor
through this last battle sequence, supporting him though he is soon to die
(15.612; cf. 11.163-5, 15.59-68).

The narrator makes a rare aside as it zooms out from the action, using a
second person verb, ‘you would think/say’” (¢aing, 15.697),"”¢ when describing
the tirelessness of the men facing oft against each other in battle, inviting the
audience to think of themselves as narrators in imagining these men, for a brief
moment (15.697f.). Then the narrator gives the audience access into the
motivations of both sides, recapping information from past scenes and building
anticipation: the Achaians think they cannot escape from this terror, but must
die (15.6991.); the Trojans hope to set fire to the ships and to kill the Achaian
heroes (15.701f.). These stacked techniques for creating vividness and connection
to the audience through apostrophe and access to the mind-states of those
characters on the battlefield perfectly sets up the climax of the battle sequence,
as in the very next line, Hektor grabs hold of the prow of a sea-faring ship
(15.704). The ship is not just any ship, but that of Protesilaos, the cleverly named
first Achaian to die on the shore of Troy (2.695-709), bringing a whole traditional
history into this important moment."”

As the scene unfolds, the narrator uses temporal adverbs (‘not yet) to force us
to think of the stalemate that has held the centre of the battle for so long,
primarily around Aias and Hektor, but hosting a whole slew of secondary
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characters;'”® it has been around two and a half hours of performance time
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(without breaks) since Hektor first broke through the gates of the Achaian
ramparts back at 12.465f. Throughout this battle sequence, the narrative has
consistently succeeded in raising the stakes for both sides, focusing the concerns
of each side through Hektor and Aias, respectively. And while it has been several
hours since Zeus first granted Hektor the glory (in the scenes between 11.186-
290, close to four hours ago), the narrative has masterfully suspended Zeus’s

fulfilment of that promise.

Stuck in the middle with you

In these middle books, many things happen, but few things change. Through
these middle books, and long battle sequences, the Iliad’s melodramatic
alignment structure allows the narrative to stretch in almost every direction but
forwards. From one point of view, nothing at all has happened in these last seven
or more hours of performance time. They started with a draw between Hektor
and Aias; they end the same way. They start with the Trojans fighting nearer the
ships than ever before; they end the same way. A wall is built, and breached.
Achilles remains, as ever, apart. But the world and all its characters have become
so much the richer for this time spent in it, and with them.

Hektor remains through these books much more at the forefront of battle
than he was before his trip to Troy, but he still weaves in and out of the narrative:
there is true narrative strategy in building investment in him before unleashing
him on the battlefield. Once Hektor is on the field, the narrative provides many
new perspectives on the Trojan hero, from companions (like Poulydamas),
enemies (like Aias or Idomeneus) and from the gods themselves (like Poseidon).
Yet at the intersection of all these perspectives, Hektor remains elusive: the
narrator constantly plays with his recognition, alignment, and allegiance that the
epic’s early books worked so hard to construct. The narrator overhauls Hektor
many times, portrays him as a mad man (13.53), a rabid dog (8.299), Gorgon-
eyed (8.348f.), a slatherer (15.605-9), a night-faced force like fire (12.463-6). But
through these sequences the audience also sees shows his vulnerabilities and his
concerns: he is injured so badly that he nearly dies (14.409-39), and on different
occasions the audience can see how much his men and his people care for him,
and what his men and city, in turn, mean to him.

This ‘middle’ also provides its audience with a map towards Hektor’s death. Of
course the traditional audience will have already known that Hektor dies, and a

practised audience might have guessed it from his time in Troy in Book 6. But
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through these middle books, from Zeus’s first prophecy that Achilles will check
Hektor when he reaches the ships (8.470-83) to the narrator’s note that Hektor’s
death-day fast approaches (15.612), now there can be no doubt that Hektor will
die. And while that fact does not change Hektor, for those who know that Hektor
will die, whether it be the narrator, Zeus, or the audience, it changes us, in how
we think of Hektor. Everything now that he says or does will be judged, at least
in part, against the knowledge that he will soon die. It becomes, for better or

worse, a part of him.
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The transition between Book 15 and Book 16 might not qualify for most as the
beginning of the end of the Iliad,' but it is the beginning of the end for Hektor.
The first books of the Iliad build the storyworld and introduce most of its many
characters. The middle books point towards major events, while keeping the
narrative in balance. In exploiting and expanding its melodramatic alignment
structure, the narrative spends this time deepening familiar characters and
introducing new ones, building audience alignment and allegiance with many
of them. These final books finally let the major events pointed to in earlier
episodes happen to those characters whom the narrative has built audience
allegiance with; this allegiance means that those events will have emotional
consequences for the audience. Hektor has now reached the ships (15.704-46).
Patroklos has run to fetch Achilles to battle (15.390-405). The wheels are in
motion, rolling towards events that have already been spelled out. Sarpedon
will die (15.66f.). Patroklos will die (15.65). Achilles will return to battle, and
he will kill Hektor (15.68).

These ‘ends’ affect how an audience builds allegiance with any given character,
but they do nothing to dampen the curiosity of how the narrative will arrive
at them.? If anything, knowing an ending builds more intense engagement and
curiosity than not knowing. Many serial narratives rely on this fact, and will give
an ‘end’ first, in order to set the challenge to its audience of picking up puzzle
pieces along the way that might lead to that end. Consider the opening beat of
Hannibal’s second season. The show is based on Thomas Harris’s novels, which
have also received multiple film adaptations, so, like the Iliad, it also has a
‘traditional’ audience. That audience for Hannibal knows that eventually, its
protagonist Hannibal Lecter will be caught out as the cannibal serial killer that
he is and imprisoned. The series’ second season plays on this traditional
knowledge and opens with a brutal fight scene between Hannibal Lecter and
FBI Agent Jack Crawford: then a title card sets the next scene at ‘twelve weeks
earlier’and shows Hannibal and Jack sitting down for a nice dinner. Any audience
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member, then, watches the next twelve hours or so of the story trying to figure
out how Jack and Hannibal end up where they do; the traditional audience will
be waiting to see if this scene leads to Hannibal’s arrest. Everyone wants to know
how Hannibal will finally be caught out. Complaining about the use of this
television narrative strategy (termed here an ‘in media res opening’), critic Todd

VanDerWerff pointed to Hannibal as a clear exception:

There are very rare occasions (like on the second-season premiere of Hannibal)
where the audience will say “Ooooh! I can’t wait to get to that!”.. It works
because it teases a point of no return, a moment that the story cannot turn
back from.?

So similarly the audience of the Iliad now lies in wait, waiting to see how and

when Sarpedon and Patroklos and Hektor and (maybe even) Achilles will die.

Achilles/Patroklos: 16.1-100

Book 16 marks the start of a new beat sequence, and possibly a full ‘episode]
that contains the epic’s first major deaths: Sarpedon and Patroklos. The beginning
of the book recaps more events from previous episodes than usual, marking
it out as an ‘episode’ of particular significance, and one that could work in a
stand-alone performance.* In the first beat, Achilles and Patroklos have an
exchange where Achilles finally agrees to Patroklos joining the battle. Their
exchange begins with Achilles comparing the approaching Patroklos to a little
girl crying after her mother:® with this simile, Achilles re-establishes the intimacy
between the two men, whom we have not actually seen together in almost three
and a half hours of performance time, without breaks (since 11.604-16). Achilles
then asks Patroklos what is wrong, asking after the Achaians. In answering
Achilles’ question as to why he is so grieved, Patroklos recaps the list of the
Achaian wounded (16.25-7), when he tells Achilles about the wounded
Diomedes (11.399f), Odysseus (11.487f.), Agamemnon (11.282f.),and Eurypylos
(11.805-12). The fact that Patroklos ignores these mens more recent rally
(14.103-34) might speak to the fact that he did not witness it, creating more
character continuity as he was in Eurypylos’s tent during that sequence. More,
Patroklos’s assertion that all these Achaians are still injured makes his speech
more pathetic and the need more urgent. Patroklos ends his speech by repeating
Nestor’s mission to either get Achilles to return, or, if Achilles hangs back
for some reason, to go himself into battle (16.36-43 = 11.793-800). Repeating
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Nestor’s idea that Achilles might hang back because of something Thetis told
him creates an opportunity for more audience access to Achilles, as he will
respond directly to this, and give his own reasons. But before the narrative
even gets to Achilles’ response, it comments that Patroklos, in asking to be sent
into battle, is asking for his own death (16.46f.). This comment builds further
audience tension around Patroklos’s already-laid-out death (15.65-7), but can
also establish that anticipation for any audience members who have just joined
the story.®

Achilles denies hanging back out of something Thetis has said, recapping
instead his conflict with Agamemnon (16.56-9). In these few minutes of
performance time, the narrator has nearly completely brought any audience
member up to speed with respect to the Achaians, especially the major characters.
Achilles then adds to the foreshadowing of his own return (cf. 2.694; 8.474-6;
15.64-8), in recapping his past assertion that his anger towards Agamemnon
would end when the fire reaches his ships; that assertion took place over five
hours ago in performance time, without breaks (16.61, cf. 9.649-55). Then
Achilles turns to the present, ‘but now’ (viov 8¢, 16.73), where Diomedes and
Agamemnon no longer fight by the ships, but Achilles hears Hektor calling to
the Trojans all around him (16.74-9). This recaps Hektor’s role as the Trojan
leader, as the Trojans fight now around the Achaian ships (cf. 15.742-6).
Finally, Achilles looks towards the future, warning Patroklos off of trying to
take Troy on his own, ‘lest one of the everlasting gods stamps you down from
Olympos™ (un 115 &n’ OvAbdumoo Oewv aietyeverawv/ éuPnn, 16.93f) and
specifically mentioning Apollo as a Trojan ally (16.94f.; cf. 15.221-36), which
builds audience anticipation for the possibility of Apollo’s role in Patroklos’s
coming death. Achilles ends on his odd prayer that everyone else, both Trojans
and Argives, be destroyed, so that he and Patroklos alone might take the city
(16.97-100): the intimacy of this image, of the two men alone in a ruined world,
leaves us with a lingering sense of the intense emotions that Achilles has for his

companion.

Hektor: 16.101-23

After these recaps, character re-introductions, and glances forward, the narrative
cuts back to the battle itself, which we left at the end of Book 15, with Aias
defending the ships against Hektor. The audience aligns with Aias, who still
holds the line at the ships, but just barely; a detailed description of his physical
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state builds audience allegiance with him, as he struggles but will not yield
(16.102-11). The narrator takes a moment to ask the Muses’ help in relaying
how the Trojans finally break through and set fire to the ships (16.112f.): Hektor
hacks at Aias’s spear with his sword, cutting off its head (16.114-18). As the
narrative gives the audience access to Aias through his fear response, his
recognition of Zeus’s support for Hektor recaps that support (16.118-21; cf.
15.694f.). This recognition forces Aias to retreat, and the ships catch fire
(16.122f.).

Achilles/Patroklos: 16.124-256

The narrative then switches scenes back to Achilles, following his gaze as he sees
the ships catch fire and urges Patroklos into battle as he himself goes to gather
the men (16.124-9).” The previous beat and this perception of those events
detail the real present danger to the ships that gives urgency to Patroklos’s entry
into the battle. Aias’s giving way against Hektor in the previous beat (16.122) also
makes room for Patroklos to come in as the new primary Achaian antagonist to
the Trojan Hektor.

Patroklos’s arming sequence follows (16.130-9), and as in other arming
scenes, the narrative extensively aligns the audience with Patroklos before he
goes to battle.® Then the narrative disrupts the typical arming scene through its
comment that Patroklos cannot take Achilles’ spear (16.140-4), emphasizing
his being weaker than Achilles (recapping 11.786).° Finally, Automedon as his
charioteer readies the very immortal horses of Achilles himself (16.144-54): all
of these elements build audience anticipation to guess what role they will play in
the coming battle.

The next beat aligns the audience with Achilles again as he gets the ranks of
the Myrmidons in order, and the narrative presents yet another mini-catalogue
before battle, introducing Menesthios, Eudoros, Peisandros, Phoinix, and
Alkimedon (16.173-97). As Achilles exhorts the leaders before they head into
battle, he fills in a gap in audience knowledge, mentioning that his men were
unhappy with him for staying out of the fight (16.200-9), creating the illusion of
continuity in Achilles’ story arc and deepening his character, even when he has
spent so much time absent from the narrative.

As Patroklos and Automedon take their place at the front of the Myrmidon
force, the audience remains attached to Achilles as he returns to his tent to pray

to Zeus (16.233-48). With Achilles’ prayer, the narrative provides the audience
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access into what he wants, which deepens his character, reflects on other
characters and creates audience anticipation for possible future events. Achilles
hopes that Hektor finds out what kind of a fighter Patroklos is (6¢pa kai “Extwp/
gloetatl i pa kal olog émiotntal mohepilewv/ Nuétepog Bepanwy, 16.242-4). This
reasserts Hektor’s central role while it also emphasizes the close ties between
Achilles and ‘his helper’'® especially as Achilles refers to Patroklos’s past successes
as being accompanied by his own (16.244f.). This also raises questions about
how well Patroklos will be able to do in the coming battle on his own. Achilles
anticipates the confrontation between Hektor and Patroklos that Zeus has laid
out (15.64-7),so that his anticipation mirrors the audience’s, while his investment
in the outcome of their fight shapes the audience’s moving forward. Achilles’
prayer continues, hoping that Patroklos will beat the Trojans back and then
safely return in all his armour (16.246-9). When Achilles has finished praying,
the narrator tells us that Zeus will let Patroklos drive the Trojans back from the
ships, but will not allow his safe return (16.250-2). This is the second time in
the last fifteen minutes that the narrative has explicitly told the audience that
Patroklos is going to die (16.46f.). This narrative comment, coming right on the
heels of Achilles’ concern for his friend, tightens up the audience’s emotional

engagement, caught now again in the extra knowledge that Patroklos must die.

Battle: 16.257-357

The fighting begins in the next scene, with the Myrmidons charging in like angry
wasps protecting their homes (16.257-65; cf. 12.167-72): the imagery recalls
Nestor’s own pleas with the Achaians to think of their families in defending the
ships in the previous episode (15.661-6)." This again paints the Achaians as
defenders with something to defend,'? and might affect the audience’s allegiance
with them as the fight begins. Patroklos exhorts the men to bring Achilles honour
and make Agamemnon realize his madness through fighting well (16.269-74),
recapping yet again, from another point of view, the quarrel from the epic’s first
‘episode’ while providing motivation for the men to fight.

The narrative switches audience alignment to the Trojans, who see Patroklos
and the Myrmidons enter battle, and, with Patroklos in Achilles’ armour, think
that Achilles has given up his anger and returned to battle (16.278-83). But the
narrative quickly re-establishes audience recognition for Patroklos, aligning the
audience with him and naming him, as he casts the first spear in this new battle

sequence (16.284f.). He strikes Pyraichmenes, significantly next to Protesilaos’s
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ship (16.286-91), which the attentive listener will remember is the ship that
Hektor grabbed at the end of the last ‘episode’ (15.704f.), giving a sense of
continuous place on the battlefield and creating further anticipation for
Patroklos’s coming confrontation with Hektor. With this kill, Patroklos effectively
puts out the fire, and encourages the Danaans to strike back against the Trojans
from the ships (16.293-302).

The narrative switches audience alignment again to the Trojans, who do not
flee, but who do give way from the ships (16.305). After zooming out for a
moment (16.306), the narrative dives into another dense battle sequence that
sees fourteen men die in forty-four lines, building into some of the most
gruesome deaths yet,”* back-to-back-to-back, as the audience continuously
switches alignments between sides and characters. First the narrator zooms in
on Patroklos, who kills Areilykos (16.307-11), and Menelaos kills Thoas
(16.311f.). Both these slayed men’s names have only been associated with the
Achaian side in the past: Thoas as an Aitolian leader (2.638, 4.527, 15.281, etc.),
Areilykos as the father of Prothoénor, killed by Poulydamas (14.449-52).* These
inconsistencies momentarily throw the audience off guard, forcing them to ask
if they remember anything about these men (and not giving any personal details
besides their deaths).”” But then the narrative almost immediately recovers its
sense of continuity, because ‘next’ to Menelaos in the narrative is Meges, who
kills Amphiklos (16.311-16). The last time the narrator left Menelaos, around
forty minutes ago, he was with Meges, the two of them working together to kill
Dolops and strip his corpse (15.539-44). Again, the narrative creates the illusion
of continuity from the last ‘episode’ to this, with these two men still fighting near
one another.! Next, Antilochos kills Atymnios (16.317-19), whose brother
Maris tries to kill Antilochos (16.319-21), but is killed by Thrasymedes, who
tears the man’s arm clean off with his spear (16.321-5). The narrative takes a
moment with these two dead brothers, who were introduced only to die: they
were Sarpedon’s friends (16.326-9), and their death obliquely reintroduces his
character here, with these men serving as early red-shirts that raise the stakes for
death near him.” Then Oilean Aias kills Kleoboulos, another man introduced
just to die: Aias grabs him and hacks at his neck so that his sword ‘smokes with
blood’ (néav & vmeBepudvOn Eipog aipaty, 16.333), a vivid image that the next
beat bests. Peneleos and Lykon charge each other with their swords, having
missed each other with their spears, and Peneleos slices Lykon across the neck
under the ear, so that only a flap of skin still holds his slumped head on (16.339-
41)."® Finally, Meriones kills Akamas as he tries to get on his chariot, while
Idomeneus stabs Erymas through the mouth (16.342-50). As with Meges and
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Menelaos, the last time we saw Meriones and Idomeneus, a pair already bound
to one another through their relationship and their Cretan roles (cf. 2.650f.),
they were fighting together (15.301f.). So the narrative again gives the audience
a sense of continuity, as it continues their intertwined arcs, and reinforces their
relationship here. Idomeneus’s blow shatters Erymas’s bones, shakes the teeth out
of his head, fills his eyes up with blood, and finally, the man dies, spewing blood
from his nose (16.345-50). This level of brutality is not new, but the density of it
is.In any serial narrative, repetition of type scenes also usually means escalation,"
particularly as it moves towards major events. Think of Daredevil (Netflix,
2015-): in the first season, there is a famous three-minute continuous fight
sequence that follows Daredevil against six or seven attackers down a hallway;*
in the second season, another continuous fight sequence, this one five minutes,
follows Daredevil down a hallway, several flights of stairs, and another hallway,
as he takes on a biker gang of around fifteen guys.?' Repetition is not enough in
the aesthetics of violence. The narrative zooms back out, aligning the audience
with the Danaans as they fall upon the Trojans like wolves upon lambs (16.351-
7; cf. 16.156-63).

Aias/Hektor: 16.358-418

Now the narrative cuts back to Aias, whom the narrative last showed giving way,
letting the ships catch fire as he recognized Zeus’s role in Hektor’s success against
him (16.114-23; yv® at 6.119). But when the audience aligns with Aias again, he
is ‘always’ trying to hit Hektor (ai¢v, 16.355), slightly effacing Aias’s giving way, to
suggest that their fighting has been continuous. The fight between Aias and
Hektor has been going on for around fifty minutes of performance time (since
15.414), even longer if we consider a break between Books 15 and 16. The
narrative switches audience alignment back to Hektor, who now is on the
defensive, using his shield to avoid Aias’s many casts, because he knows how to
fight (16.359-61); this recaps and confirms Hektor’s own claim of knowing how
to fight, back in his single combat with Aias, over seven hours ago (7.234-43).%
And now, Hektor recognizes that the tide has turned against him (yivwoxke,
16.362), but he defends his men anyway (16.363 cf. Aias at 16.119-21). This
audience alignment with Hektor, the access to his knowing that he is losing and
keeping on anyway, creates further audience allegiance with the Trojan hero.
But then the narrative immediately calls whatever allegiance has been built

into question, because after a simile describing the rising of the Trojans’ terrified
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shouts like a thunderhead, the Trojans run, and Hektor runs, too, and ‘leaves his
men behind’ (Aeine 8¢ Aaov/ Tpwikov, 16.368f.).2 The narrative makes little
effort to explain this sudden shift, which has profound implications for audience
allegiance to Hektor’s character as he abandons his men to die, quite graphically,
in the ditch (16.367-79). In terms of narrative, Hektor’s removal here from the
battlefield allows for Patroklos’s ascendancy and for other Trojans to come to the
foreground against him, including Sarpedon. But for me, it still leaves a sinking
feeling, a gnawing that Hektor should not have run away, especially not with Aias
holding out so well in contrast. Hektor’s flight disrupts the anticipated
confrontation between Hektor and Patroklos that so many previous beats
suggested, giving just a brief, teasing, glimpse of that fight, as Patroklos tries to
hit Hektor, and Hektor escapes (16.380-3).

The narrative then switches audience alignment to Patroklos as he breaks
through the front lines (mpwtag énékepoe ealayyag, 16.394) and then kills no
fewer than twelve men in just under two minutes of performance time (16.399-
418). Through these scenes, the narrative presents a seemingly unstoppable
Patroklos - but is it enough to make an audience forgive Hektor for running
away? In a review of the Game of Thrones episode ‘Hardhome,** Verge critic
Emily Yoshida, writing about a White Walker (zombie) massacre that one of the
show’s protagonists Jon Snow escapes from, says: 