Between Lions and Men:
Images of the Hero in the /liad

Michael Clarke

this 1s because they correspond formally to one of the sim-

plest types of comparison found in poetry of the modern
European tradition. As a rule our own culture encourages us
only to contrast the human world with that of animals, so that
an 1mage drawing them together seems trivial: we know we are
dealing in tropes when Shakespeare calls the Black Prince a
“lion’s whelp” or when Byron says that “the Assyrian came
down like the wolf on the fold.” As such things are not taken as
expressions of deep ideas, the habit of analogy makes it easy to
assume that the beast-similes of the I/iad are likewise an external
ornament rather than a serious part of Homer’s evocation of
the heroic age. In the past this prejudice led even to the strange
belief that they are designed to relieve the monotony of
repeated battles;2 and although more recent years have seen
many fruitful studies of the similes’ réle in amplifying the
narrative,? there is room for further inquiry into their deeper

IF THE BEAST-SIMILES of the Iliad appear easy to understand,

! Shakespeare, Henry V 1.2.109; Byron, “The Destruction of Sennacherib”
(1815) 1.

2 See e.g. C. M. Bowra in A. J. B. Wace and F. H. Stubbings, edd., A
Companion to Homer (London 1963) 70; G. P. Shipp, “General Remarks on
Similes,” in his Studies in the Language of Homer (Cambridge 1972) 208-22,
esp. 212 on “Homer’s love of pictorial effect, of the picturesque scene”; ¢f. W.
C. Scortt, The Oral Nature of the Homeric Simile (= Mnemosyne Suppl. 28
[Leiden 1974: hereafter ‘Scott’]) 4-7, 31ff.

3 For thorough treatments of beast-similes with regard primarily to their
form and decorative function, see esp. H. FRANKEL, Die homerischen
Gleichnisse (Gottingen 1921: hereafter ‘Frinkel’) 71-86; C. MouLTON, Similes
in the Homeric Poems (=Hypomnemata 49 [Gottingen 1979: ‘Moulton’]) esp.
1391f; Scott 58-62; S. LoNsDALE, Lion, Hunting and Herding Similes in the
Iliad (Stuttgart 1990: ‘Lonsdale’) passim.
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meaning in relation to the central themes of the epic.* My aim
here is to work from a single example to suggest that the
symbolism of aggressive wild animals is much more than a
matter of style, and that they play a major part in Homer’s
portrayal of the ethical and psychological problems of heroism.
The argument will mostly concern lions, the subject of the
most prominent similes in the group, but it will also draw on
similes of leopards, wolves, and boars. Although these latter
species—especially wolves—have different associations in other
areas of Greek lore, in the similes they are portrayed in such
similar ways that it makes sense to take them together with
lions as a group with a single poetic rdle.5

Similes in Co-ordinated Systems

In past generations of scholarship much effort was spent on
trying to understand similes by isolating the precise point of
comparison (Vergleichspunkt, tertium comparationis) at the

* For the approach to similes taken in this paper ¢f. esp. M. Coffey, “The
Function of the Homeric Simile,” AJP 78 (1957) 113-32; M. W. Edwards,
Homer, Poet of the lliad (Baltimore 1977) 102-10; and on beast-similes in
particular note the structuralist approach by A. Schnapp-Gourbeillon, Lions,
héros, masques: les représentations de lanimal chez Homére (Paris 1981). Of
great interest also is G. P. Rose’s study of a kindred but distinct theme in the
Odyssey: “Odysseus’ Barking Heart,” TAPA 109 (1979) 215-30.

5 Obviously there are important differences in real life between these species
and their different kinds of enmity with men, but in Homeric practice there is
no discernible contrast in the way they are described and the qualities they
embody. Two or more species are often co-ordinated as the subject of a single
simile, so that the emphasis seems to be on the strength, courage, and
aggression that all of them share (lion and boar: 5.782{=7.256f, 11.292-95,
12.41f; lion, boar, and leopard: 17.20-23; wolf, leopard, and jackal: 13.103). As
wolves hunt in packs, they alone prompt similes for large groups of warriors
(4.471f; 13.101-06; 16.156-66, 352-57), just as a pack of jackals (Odeg) is
contrasted with a solitary lion (11.473-84). Otherwise, however, Homeric
wolves are described in terms of the same qualities as the other predatory
beasts. Elsewhere in Greek lore the wolf can function as a symbol of the
alienation of a young hero from society in something like a rite of passage into
manhood, but I can find no sign of this association in the Homeric similes.
On wolf and outlaw see most recently C. Sourvinou-Inwood, ‘Reading’
Greek Culture (Oxford 1991) 244-84, on the story of Lycophron at Herod-
otus 3.50-53; also J. Bremmer, “Heroes, Rituals and the Trojan War,”
StStorRelig 2 (1978) 5-38.
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centre of each.¢ Still very useful is G. P. Shipp’s classification
(supra n.2) into three types of simile: simple or undeveloped
images, those that are an extended parallel to the scene in the
narrative, and those that that are extended independently or in
contrast to it. As different beast-similes can easily be found that
belong to all three types, however, it will be better to begin by
treating every simile alike as an organic growth that can develop
in varying directions from a more basic association of ideas.”
Whether the simile is a long and detailed scene or a single
glancing comparison such as Afwv d, the primary subject of
this study should not be the mechanics of the comparison but
the symbolic or aesthetic consonance that causes this particular
image to be drawn in at this moment in the path of the story.
From this angle we can begin by assigning beast-similes to one
of two distinct varieties o% Homeric simile-making. At one
extreme lic similes that emerge from their contexts in unique
and unexpected ways, setting the scene of the narrative in sharp
relief: as when a warrior jumping between the prows of ships 1s
compared to an acrobat leaping from horse to horse (15.679-
86), or blood dripping from a wound is compared to purple dye
when a woman stains a piece of ivory (4.141-47), or a god
demolishes a stockade like a child knocking down a sandcastle
(15.361-66). The effect—what we might cal? the virtuosity—lies
in the slenderness of the link between the simile image and the
thing to which it is compared, which deepens the contrast
between the world of the narrative and that of familiar or non-
heroic life.® Quite different, and requiring a different kind of
reading, are groups of similes that repeat similar images under
different forms, ringing the changes on a single abiding
association of ideas. The effect is most obvious when a long
stretch of the narrative is punctuated by a succession of themau-
cally linked similes: here, as C. Moulton has shown,® the
cumulative effect can be to draw together the depictions in nar-
rative and similes in a way that transcends the formal points of

¢ The most supple of the early approaches is that of Frinkel 4 and passim,
contenting himself with the distinction between Wiestiick and Sostiick.

7 Cf. Frinkel 106; Scott 7.

8 See D. H. Porter, “Violent Juxtaposition in the Similes of the [liad,” CJ 68
(1972) 11-21; Moulton esp. 51, 86f; for a comparative approach to this aspect of
the poetics of simile-making, see S. Wofford, The Choice of Achilles (Palo
Alto 1992) Ch. 1.

% See esp. 18—49, making the point that “the simile itself assumes the func-
tion of auxesis” (32, of 2.479).
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comparison in their individual images.'® When we move to a
broader level of analysis, it is worth asking whether a still
deeper and more traditional association of ideas may be ex-
pressed when a system of kindred similes is scattered across the
entire epic. On this level what we face is not simply an example
of Homer’s art but part of the overall view of man and the
world that informs his storytelling. On the strengh of their
numbers alone, the beast-similes make an excellent candidate
for such a system: so many are they, and so varied in the links
that they forge, that their combined effect may be not only to
amplify the narrative but even to assimilate aspects of the
appearance and personality of the warrior to those of the
animal.1!

Let me cite onc example to illustrate the implications of this
distinction between an isolated simile and one that belongs in a
system. Three times during the battle over the dead Patroclus
an Achaean warrior is compared to an animal: first Menelaus
stands over him like a cow protecting her calf (17.3-6), later the
same hero is like a lion standing over a cow that it has killed
(17.61-69), and again Ajax defends the corpse like a lioness
guarding her cubs (17.132-37). The first is one of those that
work by deft comparison and overall contrast: there is an exact
parallel between the two examples of protection of the
powerless by the strong, but Menclaus is diametrically different
from a cow in every other way. In the latter two examples,
however, the potential for meaning runs far decper, because the
image of the lion can resonate with countless other beast-
similes articulated in other contexts. It may be helpful to
express the contrast in the vocabulary that has been applied in
Silk’s study of associative imagery.'? Silk distinguishes the image
in the narrative (the tenor) from the extranecous image in ti
simile (the webicle), relating both to the neutral ground of
shared meaning uniting them. When Homer strikingly and
unexpectedly compares Menelaus to a cow, the neutral ground

1° For sequences of lion-similes studied in this light sce Moulton 76-86, 96—
99; Lonsdale 49-70; Schnapp-Gourbeillon (supra n.4) 95-131; ¢f. Scott 56f.

1 Cf. W. Schadewaldt, Von Homers Welt und Werk? (Stuttgart 1951) 144-
51; B. Snell, The Discovery of the Mind (Oxford 1948) 202: “The animals in
Homer are not only symbols, but the particular embodiments of universal
vital forces.” For a working-out of the same hunch (as it seems to be) in
structuralist terms see Schnapp-Gourbeillon (supra n.4) 1-27.

12 M. Silk, Interaction in Poetic Imagery (Cambridge 1974) 3-26, adopting
the terms of I. A. Richards, The Philosophy of Rhetoric (Oxford 1936).
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is narrowed down to the ideas of helplessness and protection,
and the effect is perhaps nothing more than a startling moment
of vivid focalisation; but every time the image of a lion is
deployed, the neutral ground is not merely the ostensible point
of comparison but the full range of potential points of contact
between the images of beast and warrior. In effect, the context
from which the simile takes its meaning is not only its im-
mediate environment in the poem, but the whole field of
association between lions and men throughout the Iiad—or,
indeed, in the wider tradition of martial epic that lies behind it.

By the same token, such a simile must be read in a different
way from one appearing in a story where the themes of the
battlefield do not belong—as in the Odyssey, for example,
when Odysseus is startingly compared to a hungry lion when
he emerges naked to con?ront Nausicaa (Od. 6.130-36). There
the juxtaposition of man and beast seems to have a dislocating
or even comic effect.'? In the I/iad, on the contrary, as different
realisations of the same comparison can be seen as assimilated
into a single system, they can be taken together as expressing a
fundamental correspondence between the identities of warriors
and beasts. This means that we should ask not only how they
arise from the narrative but also how they reflect back upon it
and deepen its significance in ways that cannot be done in the
plainer language of straightforward description. Our approach,
then, will be to regard these similes not as isolated creations but
as instances of a single item, or group of items, in Homer’s
symbolic repertoire.

Before going any further, however, it must be said that there
is a danger in treating a set of related images as a co-ordinated
whole. To take a famous example, Whitman!* showed that
throughout the Iliad war and the warrior are associated with fire
on many different levels of figured language and narrative, of
which similes are only the most explicit. Warriors struggle like
blazing fire, 8épnag mupdg aibopévoro (11.596=13.673=18.1;
similar%y 17.366); a hero in full career is compared to a forest fire
(11.155-59); Hector surges into the fray like a flame, @Aroyi

13 Compare the even more startling simile where Penelope, turning in
thought from one desperate prospect to another, is compared to a lion looking
for a way to escape from a massed party of hunters (Od. 4.787-94); see further
W. T. Magrath, “The Progression of the Lion-Simile in the Odyssey,” CJ 77
(1981-82) 205-12.

" C, WurrMaN, Homer and the Heroic Tradition (Cambridge [Mass.] 1958:
hereafter “Whitman’) 128-53.
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gixelog ‘Hoaiotoro (17.88); a tongue of flame rises from
Achilles’ head when he stands on the trench defying the
Trojans (18.205-14); it is a sign of dangerous fury when eyes or
even armour flash like fire (e.g. 1.104, 19.16f)); and in an
extended simile describing Hector in batt]e, raging fire and the
presence of Ares are still more closely linked (15.605-08):

u y %

pouvsto & mg Apng éyxeonalog 7l OAodv Thp
ovpeST poiviytat, Baesng év tapq;sow ukr\g,
agAoioog 8¢ mepl ctopa ywvsto 0 8¢ ol booe
Aapréctnv Bhoovpfiiow Ui’ dppvow.... 1

Clearly it makes good sense to stress the single association of
ideas that underlies these scattered examples, and to use it as

art of an analysis of what both war and fire mean in the poetic
fandscape,l‘ but at the same time the analysis can become vague
or whimsical if it is pushed too far.!” It is not hard to find images
relating to fire that do not seem to partake of this connexion at
all—as, for example, when Rumour personified is said to
“burn” ("Ooca dedneL, 2.93);'® and by the same token it is not
guaranteed that all the warlike associations of fire must be
present in the same way every time that the two are associated
explicitly.

In short, there is no universal meaning in the symbol, no
simple equation beween Homeric war and Homeric fire, and
we would go astray if we read one or other mention of fire in
the light of other passages with which it has no real link.
Nonetheless it remains clear that some symbolic unity does
underlie the first set of passages we cited, and that we can gain a
real insight into this unity by comparing its scattered manifes-
tations. The lesson is that what we have seen is not part of a
fixed vocabulary of signs with accepted and unambiguous
values: instead, 1t is a potential association whose every mani-
festation makes sense only on its own terms, by suggestion and
not by statement. The symbol cannot be defined in straight-

15 “He raged, like when spear-brandishing Ares or destroying fire rages in
the hills, in the glades of a deep wood, and froth appeared around his mouth,
and his eyes blazed under his shaggy eyebrows.”

16 Cf. M. N. Nagler’s highly abstract theory of the “preverbal Gestalt” in
his Spontaneity and Tradition: A Study in the Oral Art of Homer (Berkeley
1974) 64-130; W. G. Thalmann, Conventions of Form and Thought in Early
Greek Epic Poetry (Baltimore 1984) esp. 75ff, 113-56.

17 This danger is suggested by Whitman 153; see also Silk (s#pra n.12) 63-70.

18 Cited by Whitman (336 n.4) as a problematic exception.
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forward terms, and in our own analysis a meaning that is
discernible in one passage must not be forced willy-nilly onto
others: so that in the present discussion the cumulative eéect of
the system of beast-similes must be balanced against the organic
independence of every member of it. This means that the best
way to proceed will be to pinpoint our investigation on a single
simile by trying to evoke its full depth of meaning in the light of
others in the system. After doing this we will finally be able to
explore how the symbolism deployed in that simile plays a vital
part in Homer’s portrayal of a single character, namely Achilles.

Achilles’ Rhetorical Simile: “Between Lions and Men”

The simile on which we will rest our argument is one that
Achilles himself expresses at a high point in the episode of his
final duel with Hector. The narrative has hitherto been
especially rich in similes of birds and beasts, crystallising images
both of Achilles” glamour and his lust for vengeance, but at this
point it is not in the narrative proper but in the hero’s words
that the beasts appear. Hector, turning at least to face his foe,
has asked for an agreement that the victor in the combat will
give back the body of the slain to his family for burial. Such an
arrangement is elsewhere (7.76-91) treated as customary before
single combat, but Achilles now refuses (22.261-66):

"Extop, pi| pot, &Aoot suvnuocivag dydpeve -

&G ovk EoTt Xsouot Kol cwﬁpaow opKla MOTA,

oddE Adxot 1e kol &pveg opdppova Bupdy Exovoy,

aAld xoxd gpovéovot Swaupnepig aArAAowoy,

©¢ oOX Eot’ Eut xal oe @rAnpeval, ovdE T vAiv

Spxwx Focovrat.... 19
Achilles equates his implacable hostility towards Hector with
two paradigms of enmity that immediately recall beast- simi]es
of the kind seen throughout the Iliad. Here in the hero’s high
rhetoric the parallel is extended almost to the level of a parab %
and its emphatic and negative structure is peculiar: where a
similar comparison in the narrative might serve only to

19 “Hector, you wretch, do not speak to me of compacts: just as there are no
oaths to be trusted between lions and men, nor do wolves and sheep have like-
thinking minds, but always have hostile intent against each other—even so
there can be no friendly treatment between me and you, and we will make no
oaths.”
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juxtapose the images of beasts and humans with each other,
here Achilles pushes the association to mark out three examples
of the absurd or the impossible. The anaphora with &¢ suggests
that the beasts’ antagonism is being brought into especially close
parallel with his and Hector’s situation, with an exact cor-
respondence between the three pairs of opponents: lions and
men, wolves and sheep, Achilles and Hector. This encourages
us to read the simile with the view that the lion and the wolf
correspond to Achilles and the man and the sheep to Hector.?°
Crucially, this means that the point of comparison is pinned on
psychology and social mores as well as action: wolves and lions
do not feel affection or make contracts in the way that normal
people do, and this is the relationship in which Achilles stands
to the man at this feet.

The speech can be compared with others where a warrior
cuts short an idle conversation before a fight and uses a simile
to express his impatience. In the heat of battle Meriones wants
to borrow a spear from Idomeneus, and when the two start to
brag Idomeneus breaks off impatiently, “Let us no longer stand
around talking like fools” (vnmotiow &g, 13.292); similarly, during
Aeneas’ aristeia he and Achilles boast of their ancestry and
prowess, and Aeneas ends in the same way, “Let us not ramble
on like fools” (again vnritior, 20.244), comparing their exchange
to an idle women’s squabble (20.251-55) and urging that t%e
fight begin; and Hector addresses Achilles in the same vein as
they boast before their first abortive duel (20.431-37). But
Achilles” image of beasts and men cuts deeper than any of these
others. If he had said only (for example) that Hector was as
terrified of him as a hind would be of a lion, then the implica-
tions of the simile would be less striking: the contrast between
predator and prey is a standard one in specches, where a
warrior compares those he fights, or those he sees, to brave or
cowardly beasts (e.g. 11.383, 13.101-06, 17.20-23). In Achilles’
case, however, the refusal is made in terms of his own per-
sonality rather than the fixed codes of warrior society. His
words do not merely characterize the immediate situation or
the addressee: instead, they present the speaker in a startlingly
new aspect.

As such the simile is peculiarly characteristic of Achilles, who
of all characters in the I/iad is the one who deploys language in

20 Cf. Eust. Il 1269a: 8pa dg peyaroppdvag tavtdv "Axidiedg eixdler bg
Adovta mpdg &vBpa xai d¢g Adxov mpdg dpvor.
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the most figured and creative way. He is the spcaker par
excellence as well as the greatest fighter (n00wv 1e pntipa ...
npnktiipd te €pyov, 9.443). Here, extending a traditional ima

to reveal something about his own personality and his amtuf
to human relatlons%nps, he is using rhetoric in his characteristic
fashion, making heightened language the servant of heightened
self-awareness and self-exposition.?! As a rule other characters
do not use similes about their own feelings, but Achilles does so
repeatedly. In his great speech of self-pity to the Embassy,
Achilles likens himself fighting and suffering for Agamemnon
to a mother bird suffering in the search for titbits for her chicks
(9.323-27; see Moulton 100f). As he j joins in his mother’s lament
over his own approaching death, he cries out equally vividly
against strife and against the bitter rage (x6Aog) that “rises up in
the breasts of men like smoke, sweeter than dripping honey”
(18.107-11). Fighting Scamander he fears that he will be killed
not by Hector—a death worthy of himself—nor by Paris, as his
mother had foretold, but drowned like a wretched swineherd
swept away by a river in spate (21.273-83). If the beast-simile
belongs with this introspective group, we have added reason to
expect that it may be markedly significant as an indication of
Achilles’ state of mind, and as such that it may be bringing out
the most profound depth of meaning associated with the
imagery of beasts. To understand him fully, then, we must first
set his words against the full range of p0551ble associations
exhibited in beast-similes throughout the fliad, returning finally
to consider the place of this image in his progress from the
beginning of the Wrath to the killing of Hector and its after-
math.

The Life of Beasts and Warriors

First, we must do away with any assumption that men and
beasts belong in different departments of creation, or that a
resemblance between the two must be vague and superﬁcnal
The association between them begins with physical appearance:
in particular the demeanour of the warrior recalls that of the
beast, as for example Ajax “gazing like a beast” (rantfivag ...

2 R, P. Martin, The Language of Heroes (Ithaca 1989) 146-230, esp. 225ff; ].
Griffin, “Homeric Words and Speakers,” JF{1S 106 (1986) 50-57; P. Friedrich
and ]. Redfield, “Speech as a Personality Symbol: The Case of Achilles,”
Langnage 54 (1978) 263-88, esp. 277ff.



146 BETWEEN LIONS AND MEN

Onpi dotkag, 11.546-57), as he proudly withdraws from the fray,
and the lion’s eyes are blazing (YAavkibav, 20.172), like those of
a fell warrior. Menelaus looks or turns in different directions
like a lion (svrponaMCouevog ¢ te Alg MUyévelog, 17.109). But
for our purposes it is more significant that Homer’s beasts have
the same emotional and cognitive apparatus as men.”? The beasts
have xpadin, ﬁtop, Bvpdc, and gpéveg, and they carry on their
psychologlcal life just as men would do. The lion’s heart or
mind “bears itself wth strength” (Bvpdg évi otnBeoot nepi oBével
BAepeaiver, 17.22)2% and a lion can be ordered to an act of
bravery by its heart (xéreton ¢ & Bupdg ayfvewp, 12.300). The
range of emotions given to them and to animals in general is
wide, however unsophisticated: courage, rejoicing, desire,
fear.2* The beast has a mind full of dominating force (Kpa‘cep-
dgpwv, 10.184); it goes into combat thinking proud thoughts
(néyo ¢@povéwv, 11.325, 16.824), or with dire or destructive
thoughts (6Aodgpwv, 15.630, 17.21); like the warrior it is proud
or manly in spirit (dyfivopt Guu(m 24.42);%> and conversely an
especially formidable hero such as Heracles or Achilles has a
lion’s heart (Buuoleovm 5.639, 7.228).

The implication is that for Homer the mental and emotional
state of the fighting animal can be assimilated to that of the
fighting man more closely than would ever be possible in a
culture like our own. A particularly revealing simile describes
Menelaus’ lust for battle before his duel with Paris (3.23-28):

cog Te lecov gxapn ueyalml émi ocopa‘u KVPOAG,
eupcov i Ehagov KEPOLOV i dyplov iy
newdwv: péda yop te katecbiel, el mep Gv odTOV

22 For full lists see Lonsdale 33-38, 42-46, and the tables at 133ff; also H.
Rahn, “Das Tier in der homerischen Dichtung,” Studium Generale 20 (1967)
97-105.

3 BAepeaiveo must be translated vaguely, as here, because neither context
nor etymology allows us to pin down its meaning. What matters in the
present discussion is that the verb is used exclusively of beasts (see also 12.42,
17.135) and of warriors in battle (8.337, 9.237; extended to Hephaestus
engaging in the fray, 20.36).

2¢ For negative emotlons as the pivot of beast-similes note esp. Ajax with-
drawmg from battle, “grieving in heart” (retinpévog Arop) like a lion with
tetmdt Qupan (11.555f); similarly Menelaus withdraws from Patroclus’ corpse
like a lion whose “heart coagulates as frost” (frop moyxvodray, 17.109-13; of.
Hes, Op. 360); and Antilochus fears (tpéoe) like a predatory animal driven
away from a farmstead (15.585-90).

25 On the meaning of &yfivop see n.43 infra.
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cevwvtal Toxéeg 1e woveg Balepol v ailnol-
&c éxapn Mevéhaog "AdegavBpov Beoaidéia
dpBoipoic ibdv.... 26

Here the innermost similarity between man and beast is the
emotion named by xaipopat, and hence it amounts to what
Homer calls yépun,? the exultation of the rush to combat or of
battle. In this way the lion stands for the warrior’s most violent
and warlike mood—in other words, for his state of mind when
he behaves in the way that defines him as a hero.

This leads us to another, more subtle aspect of the link
between beasts and warriors. This is the quality of &Ax1,
fearlessness coupled with physical strength, which 1s the kernel
of battle-virtue. It is &Ax7 that makes one a true man, as in the
repeated exhortation to hard-pressed comrades: dvépeg £ote,
¢irot, pviicocBe 8¢ Bohpidog dAxfic.2® In the same way it is the
source of the beast’s relentless aggression: so that when a
fighter is compared to a beast the turning-point can be that each
is GAki memodg (“trusting in valour™ see 5.299, 13.471, 17.61,
17.728).? Crucially, &Ax1 is the quality that makes man or beast
willing to risk death in battle. For example, when Agenor’s
heart, his ftop &Axuov (21. 571f), prompts him to pit himself
aiamst Achilles in defiance of the odds, his state of mind is

likened to that of a leopard confronting an armed huntsman
(21.576-80):

el mep yap ¢Bdpevog pv f odtdont NE BéAniow,
aAAG e kol mepl Soupl memappévr 0VK AroATYEL
arxfig, mplv v’ nE EvpPAnpevon NE dopfvar-

26 “As when a lion rejoices after coming upon a great carcass, when it has
found a horned deer or a wild goat, and it is ravenous; and the lion devours it
greatly even if nimble dogs and flourishing young men try to drive it off: so
Menelaus rejoiced when with his eyes he saw godlike Paris.”

27 Note also the fighting lion who attacks with ydpun (16.823) in a simile
describing Hector as he attacks Patroclus, compare a description of warriors
rejoicing in high fury (13.82): ydpunt mBécuvor, v aewv Bedg Eufaie Bupdt.
It does not affect our discussion that the noun can also reter to the event of
battle rather than to a psychological state. On yépun see J. Latacz, Zum
Wortfeld ‘Freude’ in der Sprache Homers (Heidelberg 1966) 30-38.

28 “Be men, my friends, and call to mind your surging valour™: 6.112=8.174=
11.287=15.487, 734=16.270=17.185.

2 Other references for the dAxf or dAxyov ftop of beasts: 4.253; 16.157, 753;
17.111, 281; 20.169.
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& 'Avtivopog vidg dryarwo® §log "Ayfvop,

0¥k £0edev gevyew, Tpiv mepioont’ 'AxiAfos.... 0
Man and beast are alike in deciding to court death in the
exercise of valour. In the same way, when Sarpedon’s Quudg
orders him to advance across the stockade in peril of his life, he
is compared to a lion whose Bvpdg orders it to risk death in
quest of food in the sheepfolds (12.299-308). Here it is
especially significant that he explains his act on the grounds that
there is no escape from death, so that it must be better to seek
l%lory than to shrink from the fray (12.322-28). The beast-simile

ecomes a symbol of the psychological trait on which the

tragedy of the Iliad hinges: the heroic temperament and the
pursuit of glory lead inevitably towards death. From here our
argument can begin to take a more definite shape: and we must
explore this theme further before we can pin down the form it
takes in the rhetorical simile with which we began, where
Achilles dares to identify his own state with that ofga lion or a
wolf.

Underlying dAx is pévog, the force of personality that makes
the hero fight in defiance of the odds.?! It is the source of his
virtue, but 1t is also dangerous, and this inherent ambiguity is a
deep-seated theme in the epic.® pévog can drive the warrior to
such an extreme of passion that it shades into pavia, un-
controlled frenzy:3* the etymological closeness between the

3 =Even if the huntsman is first to strike or thrust at the leopard, although
it be transfixed by a spear it does not abandon its valour, before it either joins
combat with him or is overcome itself: just so wonderful Antenor’s son, bright
Agenor, refused to flee before pitting himself against Achilles.” On this simile
see Lonsdale 36ff.

3 In what follows I assume that the meaning of the verb pépova, with the
participle pepadg, is co-ordinated with that of the noun pévog

32 On the antiquity of pévog as defining a theme in the prehistory of Greek
epic, see R. Schmitt, Dichtung und Dichtersprache in indogermanischer Zeit
(Wiesbaden 1967) 103-22, with extensive Vedic parallels.

3 paivopon is built on the zero-grade of the root *men-, as *mn-i-o/e >
poiv-: see P. Chantraine, Dictionnaire étymologigune de la langue grecque
(Paris 1960-80) s.v.; H. Frisk, Griechisches etymologisches Worterbuch (Heid-
elberg 1960-70) s.v. Semantically, the crux is that cognates in other languages
refer simply to thought in the broadest sense (e.g. Latin mens), but in
Homeric Greek the family represented by pévog, pépova, and paivopar
clusters around aggressive or furious mental activity in different degrees.

It could be argued, of course, that the etymological link between pévogand
poivopar is irrelevant to the Homeric realities. The best answer to this is that
Helenus the prophet acknowledges the connexion in meaning explicitly when
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two words underlies a thematic connexion that reappears in the
disasters that face those who push their battle-fury too
far—notably Diomedes, Patroclus, and Hector, as well as
Achilles.® In this context it is especially ominous that the beast
is an eater of raw flesh, dpog@dyog, something that civilised
Homeric man must not be.3® At the beginning of the Doloneia,
an episode where Diomedes and Odysseus will behave with
unusual brutality, there is a strange simile in which the blood-
thirsty savagery of lions spills over into the narrative scene
(10.2975):

Bav p lpEV (3% 1€ Afovte 80(» dx vmcm pﬁlawav
ap govov, Gv vékvag, di1d v’ fviea kol pélav aipe.3®

Pursuing this image, is there something bestial or inhuman
about a slaughtermg warrior whose hands and feet are bloody as
a lion, aipoatdelg ég tig 1e AMéwv (17.541f)? Simply to assert that
mlght be to go beyond what Homer actually says. Evidence in a
broadly similar direction, however, can be adduced from
another passage, where a lion-simile is deployed negatively to
symbolise overweening arrogance. Like Achilles’ simile, it

pears in the rhetoric of an emphatic speech. In the battle over
]Ee dead Patroclus, the young Euphorbus orders Menelaus to
fall back before him, and the older man mocks this rash
insolence:

Zed natsp, 0V HEV KOAOV uneprov evyetaocBor
ob1’ 0dv TapdGAtog docov pévog obte Adoviog

he describes Diomedes’ dangerous extreme of passion in his onslaught on the
Trojans:
... QAR 88¢ Ainv
paiveton, o0dE tig ol dovaran pévog loogapiley

(6.100f, cited by Chantraine s.v.)

3 This is not the place to discuss the fascinating possibility that pfivig, the
name of the vengeful anger at the centre of the //iad, may belong both
thematically and etymologlcally to the pévog family. See most recently L. C.

Muellner, “Etymologie et sémantique de MHNIZ, ” in F. Létoublon, ed., La
langue et les textes en Gréce ancien (Paris 1992) 122-35.

35 See 5.782, 7.256, 11.479, 15.592, 16.156f; similarly in the Odyssey Poly-
phemus is like a lion when he devours Odysseus’ men (9.292f).

36 “They stepped out to go like a pair of lions through the black night,
through the slaughter, through the corpses, through the weaponry and black
blood.”
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obte GVOG Kimpov GAedppovoc, ov 1€ péyiotog
Bnpog &vi omesoot nepl oBével B)\,E}J.ECLLVEL
docov M&vBov vieg ¢bppericn gpovéovov.y”

Menelaus suggests that there is something sinister or even
hubristic in being like a lion or a boar: the beasts are symbols of
the excess of pévog that characterises the young and the
reckless. Here we can begin to isolate the essential ambiguity of
the wild animal’s personaity he has the strength and power that
characterise the hero, but he lacks the circumspection and re-
straint that should make a mortal man aware of his limitations.

This suggests that wide thematic resonances may be brought
into play i all the many places where we find a beast-simile
applied to a warrior who has taken on extraordinary pévoc.38
Where this marks a change in his mood that will eventually lead
to folly, it must be worth asking whether the image of the lion,
boar, or wolf indicates that he is imperilling himself through
excessive violence. For example, a strkagi;y extended lion-
simile marks the moment when Athene gives Diomedes the
rush of supernatural pévog (5. 121-32) that will eventually lead
him to overstep the mark by pitting himself against the gods,
and the fury itself is the pivot (5.136-43):

5n tme pwv ’Cplg 'toooov skav p.avog, mg 1e Afovia,
ov pa 1€ nmpnv &ypdr én’ elpomdroig dleoot
xpm)om psv 1" ovAfg unapa?»pevov o0d¢ Sapaoom
¢ pepaig Tpoeoot piym kpotepodg Atopndng.?

Here, however, we face the problem of the inherent ambiguity
of symbols that we touched on earlier: nothing in the way this
simile is expressed suggests that the lion-like quality of his pévog
is precisely what will lead to the excessive aggression of his
assault on Aphrodite and Ares. Similarly Agamemnon’s aristeia
in Book 11 is an episode full of unusually extreme violence, but
among the five lion-similes that punctuate it (11.113-21, 1291,

37 “Father Zeus, it is disgraceful to boast excessively. Not even the leopard or
the lion or the dire-minded boar, whose heart in its breast bears itself with
most strength of all—not even they have as much fury as is in the minds of
the sons of Panthus with their fine ash spears.”

3% See 5.136-43, 161-64; 5.299-302; 10.482-88; 13.198-202; 15.275-78 (with
262), 592-95, 630-36 (with 603-10; see n.54 infra); 18.161-64 with 155f.

3 “Then three times as much fury seized him: like a lion which a shepherd
attacks in the field among the woolly-fleeced sheep, after it has leapt over the
enclosing wall, but he cannot overcome it ... with just such fury did
conquering Diomedes surge among the Trojans.”
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172-78, 238ff, 292-95) there is only one (11.238ff) that mentions
the beast’s pévog at all, and nothing in the similes or the
narrative proper suggests hubris or inhumanity in the king’s
demeanour. In themselves, these examples allow us only to
infer that the image of the beast encapsulates the same
ambiguity as does the word pévog, ranging from heroic violence
to something we can almost call madness.

There are two crucial similes, however, which identify the
beast’s mental state with the self-destructive recklessness of a
warrior who has gone beyond the bounds of mortal self-
restraint. The first comes at the climactic moment when
Hector is about to break through the Achaean stockade and
lead his men to burn the ships.* He is in full career, fighting like
a storm (Budpvato icog déAANL, 12.40), as he urges %ns horses
across and bids his men follow (12.41-46):

DTS

&')g 8’ 8t v év 1e xOveoaor kai dvdpdot Onpevtiiion
xomptog e Mov orpacpemu oeavsl Blspsawwv
o1 8¢ e m)p'mﬁov ccpeag o010V GPTOVAVTES
Gvtiov Totavral kol dxovtifovor Bapeidg

alypig £x xepdv: 100 8’ ob note kudadAyov xiip
topPel 008E goPeiton, aymvopin 8¢ pv Exta....

The crossing of the trench will eventually lead to Patroclus’
foray to drive the Trojans back, and his death will make it
inevitable that Hector will be killed in turn by Achilles. Later,
after he has crossed the trench, Hector glories in his brief
success without realising that according to Zcus” plan he will
eventually be discomfited: Zeus gives him his hour of glory
because he is short-lived (pivovBadiog) and Athene is already
preparing his destruction (15.605-14). In this light the moment
of the crossing can be seen as the fatal mistake that brings about
Hector’s ruin.*? The narrative moment and the image in the
simile mirror each other exactly, both physically and psycho-
logically. Hector goes up and down the Trojan ranks, just as the
beast moves up and down along the press of men; they are

% Note the perceptive reading of this simile by Moulton 47 n.54.

41 “Like when a boar or a lion turns back and forth in the midst of hounds
and huntsmen, bearing itself with strength, and they stand against it in wall-
like array, supporting each other; and they thrust out thronging spears from
their hands; and its glorious heart does not fear or feel terror, and its own
heroism kills it.... ”

42 See J. M. RepFIELD, Nature and Culture in the lliad (Chicago 1975: here-
after ‘Redfield’) 143-53.
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terrified by his mood; and Hector is being led into mortal
danger by his overweening confidence, just as the boar or lion’s
fury will destroy it when it hurls itself at the armed huntsmen.

The key words linking the two scenes are dynvopin 8¢ piv #xta
it is because the beast is excessnvely proud or heroic (&yfivap)
that its ferocity will lead to its death.®’ The psychological point,

and even the form of words that expresses it, correspond
exactly to Andromache’s earlier warning to her husband at their
parting: dapdvie, pBioeL oe 10 ooV pévog (6.407: “your own fury
will destroy you”).

A parallel simile appears when Patroclus’ success against the
Trojans has brought him into similar folly, so that he has
forgotten Achilles” warning that he must not push the fight too
far or try to storm Troy alone, lest he usurp the other’s g%ory or
arouse divine anger (16.87-96). He has now killed Hector’s
charioteer, with overweening taunts, and he is about to face
Hector over the corpse (16.751-54):

mg elnov éni Keﬁptovm fipot BePriket

olpa leov*:og Fyov, oc_, 1€ otaBpodg xepatlov
sﬁlmo npdg otifog, £n 8¢ piv dAecev a?ucn,
& émi KePprovm, Matpdriees, GAoo pepomc, 4

Patroclus® valour has led him to face an enemy beyond the
measure of his strength, just as the courage that makes the lion
brave enough to risk death is here what brings about his ruin
(&0 8¢ pwv dAeoev dAxn). The fatal flaw in beast or hero is that
his defining strength, passion, and courage is something that
threatens to destroy him. In short, these similes sum up the link
between glory and death.

# Whatever the original etymological basis of ayfvwp, in Homeric usage it
seems to be treated as if it were the intensive aya- prefixed to the stem seen
in fivopén (“manhood” or “manly courage”): see Chantraine (supra n.33) s.v.).
Literally, then, to be ayhvep is to abound in that quality, potentially to the

oint of excess. This is well illustrated when Diomedes expresses the idea that
Achilles’ pride and anger are implacable: he is “especially dviiveop” and has
been now “driven to greater &ymvopin” (9.699f).

# “So saying he stepped over the warrior Cebriones, with the bearing of a
lion, which has been wounded in the breast while ravaging the farmsteads,
and its own valour destroys it: so, Patroclus, did you leap onto Cebriones in

fury.”
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Achilles’ Fury and Self-Destruction

With this in mind we return to our starting-point, the simile
where Achilles equates himself with a lion or a wolf, implacably
cut off from Hector as the beast is cut off from men or sheep.
By now it will be clear that in this image Achilles is associating
himself not merely with strength and courage but also with a
state of extreme mental ferocity that implies a tendency
towards self-destruction. So far we have seen this theme either
suggested or made explicit in the poet’s voice or in the way
Homer’s characters describe each other: what makes Achilles’
simile uniquely ominous is that he is describing himself through
an image with such dark associations. In effect he is glorying in
an extreme of hermsm—usvog. aAxf, dynvopin—that ap-
proaches the suicidal. A patriotic hero mlght accept death as the
necessary price of saving his country—“it is no shame for him
to die dc&ndmg his country, for his wife and children are
saved, and his home and farm unharmed,” as Hector declares
(15.497tf)—but Achilles embraces death in his lion-like mood
with no object beyond the sating of his own passion. To
understand the full significance of this, we must see it as part of
the inner transformation that he has undergone in the course of
the Wrath,*> as he moves towards the inexorable prospect of his
own death.*

In the course of the Wrath Achilles has become ever more
deeply isolated. In the quarrel with Agamemnon we saw him in
pride and anger; in his speeches to tie Embassy we saw this
mood developed into pity for himself and his mortal soul, yuxf
(9.3211, 4088 now with the death of Patroclus his pride
demands that Hector should die and his fate, equally, demands
that his own death will follow, as his mother reveals to him:
avtika y&p tou Emerto ped’ “Extopa modtpog £tolpoc (18.96:
“Death is ready for you, immediately after Hector”). In the

5 This is not the place to enlarge on the problems of the “bamartia of
Achilles” and his supposed ‘purigcation" in the later books: see esp. O.
Taplin, Homeric Soundings (Oxford 1990) 194-201; Redfield 203-23; C. Segal,
The Theme of the Mutilation of the Corpse in the lliad (=Mnemosyne Suppl.
17 [Leiden 1971]) 9-17; Whitman 181-220.

% The clearest synoptic statement of the early part of this causal chain is by
Zeus to Hera, 15.53-77, echoed in the poet’s voice at 15.592-614. On the
prophecies that punctuate it see M. W. Edwards in The lliad: A Commentary
V (Cambridge 1991) ad 17.404-11 and 18.85f, with further references. On the
general theme of heroes facing their own deaths see R. Renehan, “The
Heldentod in Homer: One Heroic Ideal,” CP 82 (1987) 99-116.
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earlier episodes Achilles had already known that he would die at
Troy,*” but only since the death of Patroclus has he seen the
inevitable link between the three deaths;*8 so it is that in
mourning Patroclus he laments his own end,*’ and in seeking
Hector’s death he also hastens his own.*® Not only is he brave
enought to suffer death, he accepts it gladly in return for the
satisfaction of his own anger: avtixa teOvainv, énei ovx Gp’
Eueddov Etaipoy xtewopévol énapdvor (18.98f: “Let me die at
once, since I could not defend my friend when he was killed”).
This embracing of death is the key to his alienation from human
society througiout his onslaught on the Trojans. He makes this
link himself when Lycaon begs to be ransomed: he refuses to
spare him not merely as part of his vengeance for Patroclus but

also because his own approaching end makes life meaningless
(21.106-13):

GAALd, (pilog, Bave xoi v tin 67Loq)1'>psm oiﬁm)g,
xdrBave kol Hatpoxkog, 8 mep ofo moAAOV dpeivav.
ovK opaom; otog kol &y kokdg e péyog TE;

natpog &’ elp ayaeoxo Bea 8¢ pe yewcx'co pmnp,
a?«.l £m to kal €potl Gavatog Kou poipa kparoin.
Eooetan fj i 850»11 fi pécov fpap,

onndte Tig kal épelo “Apmt £k Bopdv EAntat,

7 & ye Sovpi Bakav A and vevpiigly dlotdt.>!?

It is this certain prospect of death that makes Achilles wild
(néA’ éppepade, 20.468) and cuts him off from the kind of men
that make truces and civilised pacts. His present pévog is bound

¥ uvovBadiog is the key word: 1.352 (Achilles to Thetis), 414-18 (Thetis to
Achilles). On this theme and Achilles’ choice of a glorious life and an early
death see esp. Schadewaldt (supra n.11) 234-67.

8 Homer is ambiguous on the prediction of Patroclus’ death: ¢f. 16.50-54,
249f; 17.401-11; and 19.328-33, where Achilles implies he had no knowledge
of Patroclus’ coming disaster, with 18.8-14, where he says that Thetis had told
him that “the best of the Myrmidons” would die before him.

4 19.315-37; ¢f. Thetis’ lamentation in anticipation of his death (18.54-64)
with 18.440f.

50 Dialogue of Thetis and Achilles (18.52-137; ¢f. his reaction to the proph-
ecy of the horse Xanthus (19.404-23).

51 “Die, my friend, you also: why do you wail so? Patroclus also died, who
was a much better man than you. Do you not see how tall and handsome I
am? I am the son of a noble father, and the mother who bore me is a goddess,
but death and conquering Fate stand over both you and me. There will be a
dawn or an evening or a noonday, when someone will take the breath of life
from me in battle, striking me with a spear or with an arrow from a
bowstring.”
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up with the x6Ao¢ that caused the Wrath, and the proud iso-
lation of his withdrawal has given place to a still more proud
rejection of the restraint that tempers violence in battle.

In this way Achilles is separated from other men by the
qualities that we have already seen linking heroes and beasts
throughout the poem. In his rhetorical simile he expresses the
darkest implications of his isolation: by counting himself among
lions and wolves he announces that he is abandoning human
values and human society and choosing death in preference to
life. Ultimately, the image of the beast expresses the fact that
those two decisions imply each other. In this way the simile

lumbs the depths of the state of mind to which he has been led
Ey the extreme of passionate heroism that characterises him: so
that he explores the poetic, ‘Homeric’ meaning of the symbol
on a level of rhetorical skill that no other character in the poem
achieves.

Our simile can be further characterised as the high-point in a
sequence of beast-similes punctuating Achilles’ movement
towards Hector’s death and his own. The first of the series is
especially striking because the immediate point of comparison
is psychologically precise, but in a more intimate way than in
any of the similes we observed earlier. Achilles begins his

lament over Patroclus like a lion grieving the loss of 1ts cubs
(18.318-22):

nokve pého oTevaywv o Te Alg NUYEvelog,

L P& 8’ HLrd oxdpvoug ElognBoAog Giprdomt dvhp

VAng éx mukvfigr 0 8¢ 1 fyyvuton Votepog EADGY,

noAAG 8é 17 dryxe’ EnfiABe pet’ avépog Tyvi’ Epevvdv,

et molev éEedpor- pada yap dpptg xdrog aipel.??
Here the correspondence turns on y6log, the destructive
emotion that turned the Wrath to disaster. When Achilles
revealed himself to the Embassy, he spoke of the xélog that
had swollen in his breast (9.6461); when he refused to help the
Achaeans in their need, his followers railed against him that his
mother had reared him on y6lo¢ instead o% milk (16.203; cf.
16.30f); now he tells his mother that he loathes it (18.107-11),
but it deepens in him as his battle-fury gathers. The mood that
now holds him is bitterness transformed into violent aggres-

52 % .. moaning constantly like a well-maned lion, whose cubs have been

snatched by a deerhunter from a dense wood: and the lion grieves as it goes
behind, and it passes on through many valleys searching after the man’s
tracks, in the hope of discovering him, for very bitter anger holds it.”
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sion. The clearest sign of this ominous move comes when
Thetis brings his armour, and he alone among the Myrmidons is
seized not with awe but with bitterness and pleasure together:
a0Tap AxLM»sug/ g €18, mg nv uoAAov £dv x6Aog, év 8¢ ol
Sooe/ dewvov Lrod B?\e(pap(ov o¢ £l oéhog 2Eeqdavlev (19.15ff:
“But when Achilles saw, still greater rage entered him, and his
eyes shone out terribly under his eyebrows like a blazing fire”).
Thc passion that now seems lion-like is what has forbidden him
to “conquer his mighty spirit” (dépocov Gupdv péyav, 9.496)
either in sulking or now in his final, fatal career. In this first
simile of the sequence Achilles’ movement towards unbridled
violence is expressed through an image that links the lion to the
emotion that has carried him from the beginning of the Wrath.

The prospect of the lion’s self-destruction comes more ex-
licitly to the fore in the next simile in the sequence, when Achil-
les’ onslaught begins and he faces Aeneas. Here the co-ordin-
ated description of appearance and emotion is finely detailed
(20.164-75):

Hnle’fﬁng 8’ ttépwbev évaviiov dpto Aéwv g,
ow‘mc_,, ov 1€ xal c'ivSpeg dmom(iuevou HEHGOGLY
(xypouavm GG 8npog 0 3¢ mpdrtov piv atilwv
Epyeton, ahd’ Ote kév TG apmeomv aLCnu)v

80\)pl Bakm eal'q e Xavav, TIEpl. T’ Qppdg oSovrag
ywvemu év 8¢ 1£ 01 Kpa&m oTével GAkyLov \Top,
ovphL 8¢ mhevpdy te kol ioyia apeotépwbev
pootietal, €& 8 adtdv énotpiverl poyécacbot,
yAaoxidov 8’ 10bg eépeton péver, v Tiva méevm
avdpdv, f| avtdg eBieton mpdtmL év opidot,

¢ A ARy” dtpuve pévog kol Bupog aynvep

dvtiov éADépuevar peyadfropog Aiveino,>?

At every point the description of the lion corresponds to
something in our image of the hero at his most fey and
dangerous: mouth yawning to cry out, foaming jaws, blazing

53 “Achilles surged against him from the other side like a lion, a marauder,
whom men are rushing forward to kill, the whole community gathered
together: the lion goes in first unheedmg but then one of the battle-swift
youths strikes it with a spear, and its crouches gaping-jawed, and froth
appears around its fangs, and its proud spirit groans in its heart, and it lashes
its ribs and flanks on both sides with its tail, and urges itself on to fight, and
with blazing eyes it is hurled forward by its fury, either to kill one of the men
or to be destroyed itself in the front of the throng: just so did Achilles’ fury
and his proud heart urge him on to go against great-hearted Aeneas.”
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eyes.”* Here the risk of self-destruction is expressed as an even
balance of possibilities, as in some of the less highly-charged
similes that we have examined from elsewhere, but the pros-
pect is given still darker significance by its place in Achilles’ fatal
progress. The closer the thematic correspondences, the deeper
the resonances of the simile will be; here, consequently, the
psychological as well as visual assimilation of hero to beast is at
its most evocative.

The next stage of the sequence is our rhetorical image of
Achilles standing over Hector like a lion or a wolf and refusin
to make pacts. At this point he is about to fulfil a decision o%
momentous import: not only to kill Hector but also to defile
his corpse and to slaughter Trojan captives over Patroclus’
body (see 18.334-37; Segal [supra n.45] 33-47). In the past he
had been prepared to return prisoners for ransom (11.104ff,
21.34-48), and once at the very start of the Wrath we even hear
him described as pebfipav (“gentle”) and without x6rog (2.241),
just as when he killed Eétion in the sack of Thebe he honoured
him after death out of a sense of respect (ceBdocato yop 16 ve
Bnudt, 6.417). Now, however, he refuses to curb the urge to
violence, and in this sense above all his mood is @udg
(“savage”). A little later Hector, now on his knees, renews his
plea that his body be returned for burial, and Achilles replies
with the same wildness as before (22.345-47):

U7 HE, KOOV, youvdv youvaleo unde toxiov:
al y&p mwg adtév pe pévog xai Bupog avein
’ 1, T w
Gp’ arotapvépevov kpéa Edpevar, ol fopyog.®

Achilles’ rhetoric expresses in human terms what he had
impied in the simile of his previous speech:3¢ he stands outside
the pale of human behaviour, and he has become like the beast
that battens on the flesh of its victims.5”

54 Cf. Hector’s berserk fury (15.605-14), which we have already cited in a
different context (supra 142). Lonsdale (68f) points out the close correspon-
dence between the description of Hector in this passage and that of wild
beasts in similes like the one cited here.

55 “You dog, do not beg me by my knees or my parents: [ wish my fury
and my proud spirit would let me cut off your flesh and eat it raw, for what
you have done.”

% Cf. K. Stanley, The Shield of Homer (Princeton 1993) 217f.

57 The threat to eat human flesh is voiced elsewhere by others, but in
contexts where it looks like mere hyperbole: as when Zeus mocks Hera’s
hatred of the Trojans (4.30-36), or when Hecuba vents her impotent hatred of
Achilles (24.209-16).
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Inhumanity offends the gods, and when it comes to their
notice we see the implications of the lion-pattern at its most
dangerous. Achilles is letting the dead Hector rot, and Apollo
complains to Zeus through a closely detailed simile that again
equates Achilles with a marauding lion (24.39-45):

AL’ Shodn 'AyARi, Beol, BodAecDd’ énapnyery,

&1 o1’ &p e @péveg eloiv Evaioyor obte vompua
auntov évi othlecot, AMav 8’ &g &ypia oldev,
0¢ t’ émel ap peydAnt te Bim kol ayvopt Bopdn
eikog elo’ énl pijdo Bpotdv, Tva Saita AdPmicwy,
¢ "AytAeDg Eheov piv andrecev, 008E ol aidog
yiyveron.>®

Both man and beast are savage, they yield to their swelling
passion and reject aiddg, the law of communal restraint.
“Yielding to the Qvpdc,” as the lion does here, is exactly what
Phoenix warned Achilles against in vain (9.597-601). Similarly, it
was because of his proud spirit (@ynvopin) that Achilles refused
to accept Agamemnon’s offer from the Embassy (see 9.699f),
just as now he is behaving like a lion whose Bupdg ayfivap turns
him away from pity. According to Apollo his savagery brings
defilement on him: xwenv y&p O yoiov deixiler peveaivov
(24.54: “In his fury he is doing outrage to dumb earth”). By
mistreating one who cannot defend himself, Achilles has defied
the laws of human nature and the order of things.> This is the
act of one with frenzied thoughts (¢peoi pavopévmiowy, 24.135).
These thoughts appear to have passed when Achilles receives
Priam into his tent, but they show themselves again when
Priam tries to hurry him towards handing over the body. His
rage overcomes him once more, he threatens to break Zeus’
command and kill the suppliant visitor, and as he does so the
image of the lion flashes out again (24.568-72):

8 “Gods, you are willing to help ferocious Achilles, whose mind is not held
in reasonable measure, nor are his intentions held curbed in his breast: he has
savagery in his thoughts, like a lion who yields to his great violence and his

roud heart, and goes against the flocks of mortals to seize his prey: just so
has Achilles abandoned pity, and there is no restraint in him.”

59 This line is difficult, as it is ambiguous whether yaio/Taia refers to the
dead Hector or the divine earth, who could be seen as guardian of the 0éug
violated by Achilles. The former interpretation is strongly suggested by the use
of the verb dewiler (cf. esp. 22,256, 404; 24.22); and see further C. Macleod,
Homer: lliad Book 24 (Cambridge 1982) ad loc.
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“... T® VOV pun por paArov Ev dhyeot Bupdv dpivmg,
1N o€, Yépov, 008’ adtov évi kKhwinow édocw

xa‘t 'ucémv nep £ovia, Au‘)g S’ dkitmpm EQETHGG.”
g Epart’, £dewoev 8° 0 yspmv kol éneibero pobon,
HnletSng 8’ olkoio Afwv (g dhto Bdpale. s

The two words Aéwv ¢ remind us, as nothing else could do so
succinctly, that Achilles’ anger has been cloaked but not
conquered. ¢

It is in the light of Apollo’s judgment that we can sum up our
reading of the simile in which Achilles identifies his state of
mind with that of a beast. Read through the deeper associations
of the beasts in Homer’s symbolic language, to be like a lion in
the most profound sense is to defy Zeus and sanity and to
welcome the death that such defiance can bring. When Achilles
likens himself to a lion, he is revelling not only in being a hero
but in being a madman. In that extraordinary speech the
symbolic vocabulary of the simile tradition enables him to
express an idea that could not otherwise have been put into
words without straining the resources of poctic language or
making the hero hlmselfgseem grotesque.
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6 ... Do not torment my heart any more in its grief, old man, lest I cease

to restrain myself from you, suppliant though you are, and break Zeus’
commands’. So he spoke; and the old man feared and obeyed his words; and
Achilles sprang out of the door like a lion.”

¢ Cf. N. Richardson’s perceptive comment on this passage: The Iliad: A
Commentary VI (Cambridge 1993) ad 24.552-95.



