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PREFACE

This volume is addressed mainly to advanced undergraduates and gradu-
ate students but is also meant for scholars and even for specialists in
Homeric epic. It aims to help readers at all levels to enjoy and understand
Homeric poetry. I have profited from the work of previous editors of Book
1, of other single books, and of the Iliad as a whole. The commentaries
by J. Latacz et al., W. Leaf, M. S. Mirto, and M. M. Willcock, in particular,
have often influenced my understanding of the text even when they are
not explicitly cited.

I first studied the Iliad and the Odyssey at Columbia University in gradu-
ate courses taught by Charles Kahn and Howard Porter, who sparked
my scholarly interest in Homeric epic. I also was fortunate to study “the
Homeric language” with Bruno Snell, when he was Sather Professor at the
University of California, Berkeley. Later I benefited from the friendship
and scholarly example of Ioannis Kakridis of the Aristotle University of
Thessaloniki, with whom I worked closely at one point and who encour-
aged my work on Homeric epic.

In composing this commentary, I have accumulated debts to many col-
leagues and friends, which it is a pleasure to acknowledge. First, I thank
Maria Serena Mirto, Sheila Murnaghan, Alex Purves, and Matthew Ward
for detailed, constructive comments on drafts of the entire commentary
and introduction; they have saved me from numerous errors, suggested
fruitful lines of interpretation, and improved my work in style and sub-
stance. I also am grateful to Nancy Felson, John Kirsch, Christina Kraus,
Rachel Lesser, Sarah Nooter, Laura Slatkin, and Anna Uhlig, whose criti-
cism of parts of the introduction and commentary led me to rethink and
clarify my interpretations and presentation. For advice on specific points,
bibliographical guidance, assistance in obtaining relevant publications,
or sharing their own work (sometimes in advance of publication), I thank
William Beck, Angus Bowie, Victor Caston, David Elmer, Christopher
Faraone, Richard Janko, Ahuvia Kahane, Joshua Katz, Katherine Callen
King, the late Francois Lissarrague, Donald Mastronarde, Franco
Montanari, Sarah Morris, Thomas Nelson, Marden Nichols, Corinne
Pache, Wolfgang Polleichtner, Philemon Probert, Lauri Reitzammer,
Francesca Schironi, Stephen Scully, Alan Shapiro, Lydia Spielberg, and
Brent Vine.

At an early stage of my work, I profited from opportunities to test por-
tions of the text and commentary in workshops with colleagues and stu-
dents at Northwestern University, the University of Chicago, the University
of Verona, and the University of Wisconsin—-Madison. Later I benefited

ix



X PREFACE

from similar workshops at Boston University, Harvard University, UCLA,
and Yale University and from a session with Mario Tel6 and his Iliad class
at the University of California, Berkeley. I am also grateful to the students
with whom I read Book 1 over the years for their stimulating questions
and interpretations.

I thank the libraries and librarians at the University of California,
Davis, the University of California, Berkeley, and the Institute of Classical
Studies, London, especially Robin Gustafson and Adam Siegel (Davis)
and Susan Willetts (London) for helping me obtain materials when the
libraries were closed during the COVID-19 pandemic. Thanks too to
Emma Remsberg, who helped to check references, and Zoé Stachel, who
drafted the Subject Index.

I also would like to thank the editors at Cambridge University Press
from whose kindness and professionalism I have benefited. Michael
Sharp offered encouragement and practical advice when the COVID-19
pandemic delayed the production of this book, and Bethany Johnson
then organized and managed all stages of its design and production. I
am especially grateful to Malcolm Todd for his expert copy-editing, which
improved my writing by making it more accurate, clear, and consistent.

Most of all, I am grateful to Richard Hunter and the late Neil
Hopkinson, Greek Editors of the Cambridge Greek and Latin Classics, for
detailed comments on multiple drafts of the text and commentary, and to
Richard Hunter for comments and suggestions that improved the intro-
duction. It was a privilege and pleasure to benefit from their scholarship
and editorial experience. I probably should have heeded their criticism
and followed their advice and the suggestions of other colleagues even
more often than I did; I alone am responsible for any remaining errors
and faults of style and substance. I regret that Neil Hopkinson did not
live to see this volume come to fruition. His death was a great loss to con-
tributors to the Greek and Latin Classics series and to students of classical
literature generally.

I dedicate this volume to Nancy Felson, with whom I have enjoyed dis-
cussing Homeric epic for nearly sixty years and counting.



QUOTATIONS, CITATIONS, AND
ABBREVIATIONS

I cite or quote from Book 1 of the Iliad by line numbers, from other books
of the Iliad and Odyssey by book and line numbers, and from other works
of Greek literature by author, title, and line numbers.

Abbreviations of the names of ancient authors and works generally fol-
low OCD or LSJ. In referring to early Greek epic, I abbreviate as follows:
Homer, Il. (Iliad) and Od. (Odyssey); Hesiod, Theog. (Theogony) and WD
(Works and Days); HHAphr (Homeric Hymn to Aphrodite), HHAp (Homeric
Hymn to Apollo), HHDem (Homeric Hymn to Demeter), and HHHerm (Homeric
Hymn to Hermes).

Xi
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INTRODUCTION

1 CONTEXTS

1.1 The Poetic Context

The Iliad is the earliest surviving work of Greek literature. It is, however,
not an early work but a final product of a poetic tradition that may have
been a thousand years old, when the poem was composed in more or less
its present form, probably in the late eighth century BcE.' This poetic
tradition was originally oral; there was no established, written text. A
poet-singer (&o186s) would create a new epic song (&oi81) each time he
sang, accompanying himself on the lyre and simultaneously composing
and performing a mythological narrative about well-known characters
and events in the meter, language, and style used by all poet-singers and
familiar to their audiences.” Members of these audiences could recognize,
interpret, and evaluate a poet’s conformity to, or deviation from, metrical,
linguistic, and stylistic norms and his fulfillment or disappointment of
narrative, thematic, and ethical expectations.

The medium of traditional oral poetry was decisively and permanently
altered by the introduction of a modified version (or versions) of the
Phoenician alphabetinto Greece in the late ninth or early eighth century.?
It is reasonable to suppose that toward the end of the eighth century, at
least one poet-singer trained in the oral poetic tradition composed a ver-
sion of the Iliad in writing or dictated it to a scribe or amanuensis, taking
advantage of the new medium to create a longer, more complex poem,
richer in characterization and dramatic action, than would have been pre-
viously possible. It is unclear how, and how often, such a transition from

! Henceforth, all dates are BCE, unless otherwise noted.

* The poetsingers and their audiences would not necessarily have considered
the narratives mythological, as opposed to real, in the way modern readers do.
Though set in a long past heroic age, these poems were considered to describe
characters who lived and events that transpired in the same historical continuum
in which the poets and audiences themselves lived.

8 Powell 1991, 1997: 3. Inscriptions in Greek dating from the final decades of
the eighth century are known from widely separated sites on the Greek mainland
and in Euboia, Asia Minor, and Italy (Janko 2015).

4 Wade-Gery 1952: 38—41 suggested that the alphabet was introduced into
Greece specifically to create the Homeric epics; cf. Powell 1997: 29—g2. Unlikely as
this may seem, the suggestion calls attention to the importance of literacy for cre-
ating the /liad. Janko 1992: 37-8 and 1998, following Lord 1960: 149 [= grd ed.,
201Q: 159] and Skafte Jensen 1980, thinks of the [liad as an “oral-dictated text.”
Friedrich 2019: 167-244 argues for a “post-oral Homer” who became literate



2 INTRODUCTION

oral poetry to a written text took place. The Iliad as we have it is “likely
to be the result of extremely complicated processes involving both orality
and writing which we can no longer reconstruct,” but which led to the
existence of a fixed text in the late eighth century.®

Once a fixed text (or texts) came into existence, it is unlikely that the
poem as we know it continued to be recomposed and transmitted orally
for more than a short time. In an oral poetic tradition each composition
in performance, even by a poet who believes he is singing the same poem
he sang previously, yields a new and different work; within a few genera-
tions a creation as long as the Iliad would have been so altered as to be no
longer the same.” Once writing was in play, the traditional language and
form would have become relatively fixed, and from that point on rhap-
sodes (paywdoi, usually understood as ‘stitchers of song’, from p&mrrew +
&&1, but also suggesting ‘with staffs for (performing) song’, from p&pdos
+ od7), would have begun to perform fixed, written texts.® By the fifth

in the course of his career. Colakovi¢ 2006 and 2019, basing his discussions on
detailed comparative studies of the Iliad and Odyssey and multiple south Slavic
epics (especially the long poems of Avdo Mededovi¢), concludes that, whether
the Iliad and the Odyssey were oral, written, or dictated compositions, they should
be understood as “post-traditional” epics by a poet who creatively adapted and
combined traditional oral poems into longer, more complex, and “truer” works.
See Danek 2012.

5 (Cassio 2002: 114, citing Haslam 1997: 87.

5 Some scholars place the fixation of the text in the seventh century, either
because examples of some kinds of artwork mentioned in the poem, e.g. the gor-
gon device on Agamemnon’s shield (11.46-7), are attested for the first time only
in the seventh century (West 1995: 210 = 2011: 196); or on the hypothesis that
certain passages in the lliad presuppose precisely dated events in the seventh cen-
tury, e.g. 9.381—4, which supposedly would not have been written prior to the fall
of Egyptian Thebes in 663 (Burkert 1976: 19 n. 42), and 7.442-64 and 12.17-33,
both supposedly inspired by the destruction of Babylon in 689 (West 1995: 211—
17 = 2011: 197-206). Others prefer a sixth-century date, usually in connection
with the so-called “Pisistratean recension” at Athens, where the tyrant Peisistratos
and his sons, who ruled the city between ¢. 560 and ¢ 510, are said to have made
performance of the Homeric epics from beginning to end over several days, by
rhapsodes performing in a kind of relay, a regular feature of the city’s Panathenaic
Festival. See [Plato] Hipparchos 228b6—c1, Cic. De Or. §.197, Diog. Laert. 1.57, with
Skafte Jensen 1980: 207—26, 2011, Andersen 2011: 668-9. The wording, however,
of these ancient sources, actually suggests that a fixed, written “text of the Iliad
more or less as we know it antedated the incorporation of the poems into the
Pisistratean Panathenaia” (Cairns 2001: 3—4). A few scholars posit written tran-
scriptions of oral performances from the late sixth through the fourth century,
with full “crystallization” of the standard text only in the Hellenistic era (e.g. Nagy
1996: 107-10, 2000: 4-5, 2019: 83—7; Dué 2019: 11-12, 43).

7 A. Parry 1966: 189; cf. Haslam 1997: 8o-1.

8 In sixth- and fifth-century written sources and on vases, rhapsodes carry a staff,
while singers usually play the lyre (Graziosi 2002: 223). For possible uses of the
staff in performance, see Kretler 2020: 20-33, 50-1, 335-41.
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century, rhapsodes were “essentially non-creative reciters of fixed texts,”
in contrast to creative poet-singers, but such a hard and fast distinction
need not go back to the era when the text was first fixed in writing.?
Hesiod says that the Muses “gave me a okfiwrtpov” (i.e. a ‘staff’, not a lyre)
and “breathed a divine | voice into me, so I should glorify the things that
will be and the things that were before” (Hes. Theog. 20-31), perhaps sug-
gesting that they intended him to perform as a rhapsode. On the other
hand, he also says that he and Homer “sang in Delos for the first time
as ‘bards’ (&oidoi), | stitching together a song (p&yavtes &oid1y) in new
hymns” (fr. 357.1—2 MW = fr. 29%7.1-2 Most).

The best known rhapsodes were the Homeridai (‘Ounpidan, ‘Descendants
of Homer’) on Chios, an island in the region where Homeric epic is likely
to have developed and one of seven communities that claimed to be
Homer’s birthplace (cf. HHAp 172-9). These Homeridai seem to have
been a professional guild of performers who, at least initially, not only
claimed familial descent from Homer but were said to have composed
and interpolated lines into his poems, which implies that they possessed
written texts of them.'® Other rhapsodes may have differed from the
“descendants of Homer” in not being so strongly associated with one loca-
tion. Plato represents the rhapsode Ion, in the dialogue of the same name,
as an itinerant (icwv) performer (for profit) of selections from Homer,
sometimes in civic competitions and sometimes in private exhibitions."'

The poetic tradition of which the Iliad is a final product also gave rise
to other epic poems composed at about the same time or slightly later
(¢. 700-650) in the same meter, language, and style; these include the
Odyssey, Hesiod’s Theogony and Works and Days, and the Homeric Hymns to
Aphrodite, Apollo, and Demeter, though the Hymn to Aphrodite may well
be as early as the [liad.'"* The poems in the post-Homeric, so-called Epic
Cycle also stemmed from this tradition, among them three epics, surviv-
ing in only a few fragments, on the story of Oedipus and the wars waged
by his sons and grandsons, culminating in the sack of Thebes. The Epic
Cycle also included six poems having to do with the Trojan War: Kypria,
on the origin and first nine years of the war; Aithiopis, on the death of

9 West 2011c¢: 745.

'* See X Pind. Nem. 2.1, with Graziosi 2002: 212-17; Harpokration Lex. s.v.
Ounpidat.

'" For discussion of rhapsodes and rhapsodic performance, see West 2010,
Gonzalez 2013, Ready and Tsagalis (eds.) 2018.

"2 These approximate dates are close to the range of possible dates in the rel-
ative chronology of early Greek epic suggested by Janko 1982: 231. On the date
of HHAphr, see Janko 2012: 21, Schein 2016: 77-8. The Homeric Hymn to Hermes
may be as late as the mid-late fifth century (Thomas 2020: 1-29).
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Achilles and the competition for his armor between Telamonian Ajax and
Odysseus; Ilias Mikra (Little Iliad), on the story of the war from Odysseus
being awarded the arms of Achilles to the fall of Troy; Iliou Persis (Sack of
Troy), on the story of the wooden horse and the fall of Troy, apparently
overlapping with the Little Iliad; Nostoi (Returns Home), about the post-
war homecomings and failures to return home of various Greek heroes;
Telegony, continuing the story of Odysseus from the point at which the
Odyssey ends until his death at the hands of his son, Telegonos, and the
marriages between Telegonos and Penelope and Telemachos and Circe.

These Cyclic epics were almost certainly composed as written texts in
the seventh and sixth centuries, but like the liad and the Odyssey they
were based on older oral mythological and poetic traditions. Along with
the two Homeric epics, they told the story of the Trojan War from begin-
ning to end. The Cyclic epics are known only from brief quotations and
references in later authors and from plot summaries in the Chrestomatheia
(Summary of Useful Knowledge) by the second-century CE grammarian
Proklos,'® which are quoted in the Venetus A manuscript of the Iliad (for
all poems but the Kypria), in a dozen other Iliad manuscripts (for the
Kypria), and in the Bibliotheca by the ninth-century cE scholar Photios
(318b—22a).'

1.2 The Historical Context

The heroic age represented in Homeric epic corresponds in historical
terms to the late Bronze Age (c. 1400-1200), the era of the final stages
of the Mycenaean civilization on the Greek mainland. The approximate
end of this era, ¢. 1200, is close in time to 1184, the date accepted by
later Greek chronographers for the fall of Troy. It also coincides with the
date of destruction, ¢. 120-1190/80, of one of the cities whose remains
have been found by archaeologists in superimposed layers at the histor-
ical site of Troy, near the Hellespont in northwestern Turkey. Many of
these cities, however, were destroyed by earthquake or fire or possibly as
the result of war, and there are different interpretations of which layer(s)
might align with the Troy of epic.'s

'3 The grammarian Proklos is not to be confused with the fifth-century ct phil-
osopher of the same name.

4 For texts of the fragments, summaries, and ancient references to the Cyclic
epics, see Davies 1988: 27-76 (with translation and discussion in Davies 1989);
Bernabé 1996: 36—105; West 2003: 64—171 (with translation). On the Epic Cycle
generally, see Severyns 1928, Burgess 2001, 2011, Fantuzzi and Tsagalis (eds.)
2015.

!5 See Sherratt 2010: 3—5, Cline 2014: 85—102, Rose 2014: 8-43.
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In looking back to this era, the /liad does not try to depict with historical
accuracy the social and political institutions of late Bronze Age society as
they can be reconstructed on the basis of the Linear B tablets from Knossos
and Chania on Crete, and Pylos, Mycenae, Tiryns, Thebes, and other sites
on the Greek mainland.'® Nor does the poem refer to the Hittites, whose
empire dominated much of western Asia Minor in the last half of the sec-
ond millennium, even though archaeological and documentary evidence
shows that the Hittites were in diplomatic, mercantile, and military con-
tact with both the Greeks (Ahhiyawa) and the Trojans ( Wilusiya) and that
for some time Troy ( Wilusa) may have been a Hittite ally or subject state.'?
The Iliad, however, does appear to have been influenced by, or at least
shares motifs, themes, and values with, Hittite and other Mesopotamian
literary texts. These may have been transmitted at the Chalkidian settle-
ment at Al Mina in present-day Syria, at other eighth-century sites on the
coast of Asia Minor, and /or in Cyprus, locations where archaeological
discoveries have shown that Greeks and Mesopotamians were in cultural
and commercial contact.'®

The best known of these literary texts is the Epic of Gilgamesh, originally
a Sumerian poem probably as old as the third millennium and extant
in Akkadian, Babylonian, and other Mesopotamian versions dating from
¢. 1750 to ¢. 5KO.'9 Gilgamesh shares a number of motifs with the Iliad,
including its conception of mortality as the defining feature of human
existence; its interest in human heroism in a cosmos whose history, rule,
and ordering by immortal gods were told in other epics and taken for
granted; its part-divine, part-human main hero (Gilgamesh/Achilles),
who experiences profound grief when his desire for glory leads to the
death of his beloved warrior-companion (Enkidu/Patroklos), and this
grief in turn leads the hero to a new understanding of the human condi-
tion. Gilgamesh learns what the Iliad also shows: that for human beings,
however great, the memory of their heroic deeds is the only immortality
possible. Both epics engage their readers not only by their main narrative
but through speeches and extended similes, especially lion similes; they
feature similar themes, such as male friendship and the intervention of

' See Bennet 1997.

'7 See Watkins 1984, Manning 1992: 137-8, Sherratt 2010: 10-11, 14-17,
Beckman, Bryce, and Cline 2011, Cline 2014: 54-68, Bachvarova 2016, Bowie
201Q: 21-30.

'8 See Webster 1958: 27-63, Heubeck 1979: 84-6, Powell 1997: 21, Morris

1997 545-
'9 For an accessible and authoritative translation and introduction, see George

1999-
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immortal gods (whose motivation sometimes seems all-too-human) in the
lives of mortals.=°

The Iliad is superficially true to its late Bronze Age setting by describ-
ing arms and armor as (with few exceptions) made of bronze rather
than iron and by excluding any reference to alphabetic writing, but it
represents the social institutions and values of the heroic age from a
contemporary, eighth-century perspective. For instance, Troy is called a
polis (‘city-state’), which in the eighth century denoted the main kind of
self-governing, Greek social and political community.*’ While transmit-
ting institutions and values associated with the kings, heroes, and heroic
warfare of traditional poetry and mythology, the [liad invites eighth-
century (and later) audiences to respond critically to its representation
of the heroic past in light of their own institutions and values.**

There are other signs of the poem’s eighth-century date. For exam-
ple, there are structural analogies between the Iliad and eighth-century
geometric painted pottery, and the poem’s language fits with what is
known of the Greek language in that period.** In addition, the wide
geographical range of Greek communities which the Iliad represents as
having banded together to fight the Trojans, like its artificial mixture of
spoken dialects from throughout the Greek world, is an eighth-century,
“Panhellenic” phenomenon, like the founding of the Olympic games
(traditionally in 776), the increasing prominence of oracular centers
like Delphi and Dodona, the colonization in the Black Sea region, Sicily,
and Italy, sometimes by city-states acting cooperatively, the spread of the
Greek alphabet, the rise of literacy, and the apparently widespread circu-
lation of Greek epic.*t This circulation can be seen in the oldest surviving
material evidence of the epic tradition, three lines of verse incised on a

2 See Haubold 2002, 2014: 20-5, 39—-49, 71—2, and Rutherford 2019: 2516,
each with further bibliography. For a thoroughgoing argument that the /liad explic-
itly alludes to and engages with Gilgamesh, see Currie 2012: 543-80, 2016: 173-200,
215-17; Clarke 20109, with the sympathetic critique in Forte 2021.

*' See Snodgrass 1971: 421, 435, 1980: 15-84; cf. Raaflaub 1997, Morris 1997,
Grethlein 2010.

** Wofford 1992 argues that the poem, like later epics, transmits traditional
institutions and values mainly in its narrative and calls them into question or cri-
tiques them mainly by its figurative language, especially its similes.

23 Partly on the basis of similarities between the Iliad and eighth-century
Geometric art, Schadewaldt 1965: 956 argues that the poem dates from the sec-
ond half of the eighth century, and Schein 1984: 30-3, 1997: 348 from the final
quarter. Janko’s detailed, statistical analysis of developments in Homeric language
and style suggests a date of ¢. 755/50-725 (Janko 1982: 231).

*4 On these “Panhellenic” phenomena, see Rohde 1925: 1.25-7, Nagy 1999: 7,
citing Snodgrass 1971: 352, 376, 416-17, 421, 431.
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clay drinking cup (kotyle), probably made ¢. 730 on Rhodes in the eastern
Aegean Sea but discovered in a tomb at Pithekoussai, on the island of
Ischia in the Bay of Naples, a discovery suggesting the widespread diffu-
sion of both the alphabet and epic poetry.*

This inscription, one word of which is uncertain, is written in the
Chalkidian alphabet and consists of an iambic trimeter followed by two
metrically correct epic hexameters: “<I am> [or <‘this was’> or <‘there
was’>] the cup of Nestor, good to drink from; | but whoever drinks from
this cup, immediately desire | will seize him for beautifully crowned
Aphrodite.”®® These lines are the earliest surviving example of a kind
of inscription, often suggesting the context of a symposium, in which
an object names its owner.*” They call to mind the description in /L
11.632—7 of a “very beautiful cup” belonging to Nestor, fashioned with
golden studs, four “ears” for handles, two golden doves on either side,
and a double base, a cup which only Nestor could lift when it was full.
This Iliadic cup, however, is a large, artistically wrought krater used for
mixing wine with water, a valuable object, in contrast to the drinking cup
from Pithekoussai, which is made of the most ordinary material. The
inscription on the kotyle may allude directly and humorously to this Iliadic
passage, but given the probable dates of the cup and of the epic, it more
likely alludes to a description of a cup traditionally associated with Nestor
in the oral poetic tradition, on which the Iliad too draws in the passage
in Book 11.%®

25 See Cassio 2002: 105—6. Pithekoussai was the earliest Greek settlement in the
west, jointly founded earlier in the eighth century by Chalkis and Eretria, the two
main cities on the island of Euboia. See Strabo 5.4.9.

26 The Chalkidian alphabet, apparently based on a Phoenician alphabet
imported from Asia Minor, may have been the earliest Greek alphabet. For
the importance of Chalkis and Euboia generally in the eighth-century “rise” of
Homeric epic, see Schadewaldt 1965: 956, 107-15, M. West 1988, Powell 1997:
20-3, 30—1, and especially Lane Fox 2008.

27 Danek 1994/ 5: 42—4, Pavese 19g06.

#8 Such a cup might have been mentioned in a scene known from Proklos’ sum-
mary of the Cyclic Kypria, in which Nestor entertains Menelaos, after Paris’ abduc-
tion of Helen; see Currie 2015: 288. The Kypriais later than the Iliad (above, 3—4)
but is based on traditional mythology with which Homer and the eighth-century
maker and owner of the cup found in Pithekoussai presumably were familiar. See
Kullmann 1960: 257, Danek 1994/5: 32-8. The metrical form of the inscription
is appropriate to its humor: the mock-heroic epic Margites, attributed to Homer
(Arist. Poetics 1448b28-32; cf. Callim. fr. 397 Pfeiffer, Zeno in Dio. Chrys. 53.4),
was composed in the same “mixed” meter. For surviving fragments of Margites,
see West 1992: 2.69—77, 2003: 246-51. For a range of interpretations of the
inscription, see Schadewaldt 1965: 413-16, Heubeck 1974: 222—7, Hansen 1976,
Watkins 1976, Powell 1991: 163-7, 208, S. West 1994, Faraone 1996, Pavese 1996.
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The long-past heroic age in which the Iliad is set can be identified with
the era of the “better and more just, | divine race (y#vos) of manly heroes,
who are called | demi-gods (fjpifeor)” (Hesiod WD 158-60). According to
Hesiod’s myth of the five ages of human existence (WD 109—-201), the
demi-gods lived between the era of the bronze race and the iron age in
which “we” now live. These demi-gods fought and died at Thebes and Troy,
and Zeus granted them a posthumous existence as “fortunate heroes”
(8AB1o1 fipwes) in the Isles of the Blessed (&v poxdpwv viicoior) at the end of
the earth (WD 161-73). The lliad refers once to its warriors as “the race
of men who are demi-gods” (12.29 fuBéwv yévos dvdpidv) and emphasizes
the divine parentage of Achilles, Aineias, Sarpedon, and other heroes.
Its original audiences were undoubtedly familiar with traditional concep-
tions of a heroic afterlife;*® nevertheless, it programmatically avoids any
reference to posthumous immortality, in accordance with its emphasis on
mortality as the defining feature of the human condition.

Similarly, the Iliad nowhere refers explicitly to any “hero cult,” although
such cults were common from the Bronze Age through the archaic and
classical periods and would certainly have been familiar to eighth-century
audiences. In hero cults, mortals who had been great and powerful in their
lifetimes were considered to live still and be powerful in the earth after
death; they were worshipped at their burial places as “heroes” and protected
the local social group, whose interests they represented and who offered
tribute in the form of sacrifices and celebration in song. In the Iliad, one
passage that may have suggested hero cult is the description of the burial of
Sarpedon, whose “brothers and kinsmen will solemnly bury him | with tomb
and stele, for this is the special honor of the dead” (16.456-7 = 674-5).%°
Normally in the poem, the mortality of its warrior heroes is absolute, and
this mortality is what motivates them to fight and die in the effort to win
tangible and intangible honor (tipn) and glory (kAéos) (12.510-28).3!

29 E.g. life on the “Elysian plain” where Menelaos will go to live “the life that is
casiest for mortals” (Od. 4.561-9), i.e. a life like a god’s, because he is Helen’s hus-
band and Zeus’s son-in-law; or life on the White Island, where Achilles is brought
by his mother in the Cyclic Aithiopis, after she has snatched him from his funeral
pyre (Argumentum 20—-1 in Bernabé 1996 = 27-8 in Davies 1988).

3 At 7.85, Hektor anticipates that the Greeks “will solemnly bury” his hypothet-
ical opponent’s corpse in a tomb beside the Hellespont, which will be visible in the
future to those sailing by, reminding them that it was Hektor who killed him, and
“my glory will never perish.” Hektor, however, is concerned with the survival of his
own reputation, not with his victim’s cult status. (Nagy 1983: 204-5 with n. 51).
The men of Hesiod’s silver race survive death as “blessed mortals below the earth,”
i.e. as cult heroes receiving honor and worship at the sites of their graves (WD
140—2). On hero cult generally, see Antonaccio 1995, Mirto 2012: 7-8, 116-25.

8t See Schein 1984: 70-6, Clarke 2004.
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2 THE STRUCTURE OF THE ILIAD

The Iliad is organized according to two complementary, mutually reinfor-
cing artistic principles, one related to its traditional narrative and mytho-
logical content, the other to its symmetrical form and to eighth-century
aesthetic norms.

The narrative moves linearly toward the death of Achilles and the fall of
Troy, both of which, as Homer’s audiences knew, will follow shortly after
the burial of Hektor with which the Iliad concludes, and both of which are
anticipated with increasing frequency in the course of the poem.3* In the
mortal world of the Iliad, the movement toward death is a one-way move-
ment, an overriding reality that lends the poem much of its power as a rep-
resentation of the human condition. Nevertheless, as Aristotle observed,
unlike other epic poets who told in chronological order everything that
was supposed to have happened in the course of the events they described,
Homer organized the Iliad and Odyssey thematically, rather than chrono-
logically, each around a single subject — the wrath of Achilles and its con-
sequences and the man Odysseus and his return home — and gave them
an organic unity in which, in the case of the Iliad, the death of Achilles
and fall of Troy have no place.3? Even so, most events in the poem are
told in the order in which they occur; there is nothing like the extraor-
dinarily complex narrative form of the Odyssey, with its multiple plots, its
movement back and forth in time, its numerous internal narrators and
narrative perspectives, and its constant change of locale.3t

The poem’s symmetrical or geometrical structure is one of “balance,
responsion, contrast, and repetition, in an orderly syntax”;35 this structure
is, in a sense, independent of the plot, and it can be seen, for example,
in the frequently observed correspondence between the first three books
of the poem and the last three. In Book 1 Agamemnon rejects the ran-
som brought by Chryses and refuses to release his daughter; in Book 24
Achilles accepts the ransom brought by Priam for his son’s corpse. In each
case Apollo is instrumental in setting the action in motion: at 1.43—-52 he
responds to Chryses’ prayer by sending a plague against the Greek army;
at 24.33-54 he begins the discussion among the gods that leads to Zeus’s
decision to have Achilles accept Priam’s ransom and release Hektor’s
body. Furthermore, the scene on Olympos near the beginning of Book

32 For the death of Achilles, see e.g. 1.352, 417, 505; 9.411, 410-16; 18.95, 98;
19.416-17; 22.359 (Griffin 1980: 163 n. 39). For the fall of Troy, see e.g. 4.163-5
=6.447-9; 15.70-1; 22.50—71, 410-11; 24.727-30.

33 Arist. Poetics 25.1459a30-b16; cf. 8.1451a22—9.

34 Slatkin 1996: 223—4 = 2011: 139—40. % Whitman 1958: 101.



10 INTRODUCTION

24 corresponds to the scene at the end of Book 1: each book includes a
conversation between Zeus and Thetis, in which they discuss Achilles, and
an intervention by Hera, whose wishes are overridden by Zeus.s®

Even the pattern of days in the two books is almost exactly the same: in
Book 1, the day of Chryses’ coming to the Greek camp is followed by nine
days of plague, one day in which Agamemnon takes Briseis from Achilles
and the Greeks appease Apollo, and an eleven-day break until the gods
return from the land of the Aithiopes, after which Thetis goes to Olympos
on the twelfth day to supplicate Zeus; in Book 24, after Achilles mistreats
Hektor’s corpse for eleven days while the gods are divided about what to
do, Zeus sends Iris to Priam on the twelfth day; the king goes to Achilles’
shelter, ransoms Hektor, and returns to Troy with the corpse. Then come
nine days in which the Trojans mourn Hektor and gather wood to burn
his body, its cremation on the tenth day and burial on the eleventh, with
the prospect of resumed fighting after that. The correspondence-in-re-
verse between the two books, though not exact (Book 1 covers twenty-two
days and Book 24 covers twenty-four days of the fifty-one during which
the Iliad, as a whole, takes place), effectively frames the poem’s dramatic
action.?7

Books 2 and 23 and g and 22 correspond in less detailed but equally
significant ways. Books 2 and 2g describe the assembled Greek army:
the catalogue of ships and men in Book 2 introduces its leaders, the
funeral games in Book 23 are a kind of farewell to them. The catalogue
and the recollections by Odysseus (2.299-329) and Nestor (2.350-6) of
the omens at Aulis and Kalchas’ prophecies evoke the beginning of the
war, while some of the successes and failures of particular heroes in the
funeral games foreshadow their known mythological destinies following
the war. Books g and 22 are clearly parallel to one another because of the
duels between Paris and Menelaos and Hektor and Achilles. The former
duel, the first single combat in the poem, is appropriate to and evokes the
beginning of the war, while the latter duel, the poem’s final single com-
bat, resolves the war, because the death of Hektor is in effect the death
of Troy (22.408-11). The scene in Book g in which Helen points out

36 On correspondences between Books 1 and 24, see 13n.

37 The five days between Book 1 and Book 24 include day 23 of the poem,
the first day of fighting (Books 2—7); day 24, the second day of fighting (Book
8, with the events of that night described in Books g—10); day 25, the third day
of fighting (Books 11-18); day 26, the fourth day of fighting, including the kill-
ing of Hektor and mutilation of his corpse, followed by the events of that night,
including Achilles’ dream-vision of Patroklos (Books 19-29.225); day 27, the day
of Patroklos’ funeral and funeral games, followed by Achilles’ sleepless night and
further mutilation of the corpse (Book 28-24.21).
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the prominent Greek heroes to Priam as if for the first time (3.161-242)
makes more sense at the beginning of the war than in the tenth year, as
does the symbolic reenactment of Trojan responsibility for the war, when
Pandaros breaks the truce by shooting at Menelaos (cf. 4.66-7 = 71-2);
Priam’s vision of the sack of the city and of his horrific savaging by his own
dogs (22.38-76) anticipates the end.

The polar or reverse symmetry evident in Books 1—g and 22—4 is anal-
ogous to the symmetrical geometric designs on Greek painted pottery of
the eighth century.s® It suggests that the balance and symmetry evident
in the poem are not unique but exemplify a contemporary feeling for
form characteristic of the age, as well as the “ring composition” that is a
feature of oral story-telling generally and is found in many of the poem’s
speeches.3? The opening of the Iliad, like that of a speech or narrative sub-
unit, would have created an expectation in the minds of a contemporary
audience that its conclusion would have satisfied. The overall effect of this
formal, geometrical symmetry is to impart to the liad a sense of comple-
tion and fulfillment, even though, in linear terms, the narrative does not
proceed as far as the death of Achilles and the fall of Troy.*

3 BOOK 1 IN THE I/LIAD

In antiquity, Book 1 was a staple in the schools,*' and therefore it would
have been the most familiar and most widely studied part of the poem. It
offers a coherent and aesthetically satisfying narrative in its own right, and
introduces characters, conflicts, and themes which are developed in the

3% See Sheppard 1922, Myres 1932, Whitman 1958: 87-101, 249-84, Schein
1984: 30—4, 1997: 348, Stanley 1993, Snodgrass 1998: 16-66.

39 On “ring composition,” see below, 5.3.3; 250—74n.

4> The twofold structure of the Iliad, both linear and symmetrically balanced,
has a notable analogue in the structure of the tabula Capitolina (Capitoline tablet),
the largest and most detailed of the miniature sculptural representations of the
poem known collectively as the Tabulae Iliacae (Iliadic Tablets, ¢. 15 BCE). On the
tabula Capitolina, individual books of the poem are depicted in linear, horizontal
bands, with one book in each band on the left side of a centrally located image
of the Sack of Troy corresponding to one book on the right side. In the topmost
band, Book 1 balances and corresponds to Book 24, insofar as Chryses’ petitioning
of Agamemnon for Chryseis’ release corresponds to Priam’s supplicating Achilles
for the release of Hektor. At the same time Books 1-12 can be read in linear order
going down the left side of the tabula, and books 13-24 in linear order moving
up the right side. A viewer is thus invited to read the images both horizontally, in
terms of the structural parallels between Books 1 and 24, and vertically, in terms of
the linear development of the plot. See Squire 2011: 166-71.

4 Hunter and Russell 2011: 107, citing Morgan 1998: g0 and Cribiore 2001:

194-5-
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rest of the epic. By the end of the Book, the Iliad has begun to challenge
audiences or readers, already familiar with the traditional mythology of
the Trojan War, to appreciate and interpret the poem’s distinctive appro-
priation and adaptation of this mythology.

3.1 The Plan of Zeus

The proem (lines 1-7) states the main theme of the [liad, the pfjvis
(‘wrath’) of Achilles and its consequences, and it associates these conse-
quences with the plan of Zeus: 5 Aios 8’ éredeieto Poun (‘and the plan of
Zeus was (being) fulfilled’). This plan can be understood in several ways:
(1) within the Iliad itself, Zeus’s plan is to keep his promise to Thetis to
honor Achilles by making the Trojans temporarily victorious, enabling
them to kill many by the Greek ships, and forcing Agamemnon to real-
ize his madness, &rn, in having failed to honor the best of the Achaians
(407-12, 498-530); (2) many in Homer’s earliest audiences and among
the poem’s first readers might well have associated the words “and the
plan of Zeus was (being) fulfilled” with his plan to relieve Earth’s popu-
lation burden by means of the Trojan War — a plan that would have been
familiar from traditional mythology and epic poetry and is known today
from a fragment of the post-Homeric Cyclic epic, Kypria:

ZeUs ...

kougican &vBpdTwy TauPwTopa oUvleTo yaiav,

prricoas ToAépou peydAny épv Thiakoio, 5
Bppa kevawoeley BoavdTwt P&pos. of 8’ &vi Tpoim

o

fipwes kTelvovTo, Aids & éTedeleTo Pouln.

Zeus ...

resolved to relieve all-nurturing Earth of [the weight]

of men,

having fanned the great conflict of the Trojan War, 5
so that he might empty [her] burden by death. And the

heroes

kept being killed at Troy, and the plan of Zeus was being
fulfilled.

(Kypria fr. 1.-7)4*

(3) The fulfillment of Zeus’s plan might also include the destruction of
Troy. At 15.69—77 he prophesies the sack of the city to Hera, linking its

42 Quoted in a D scholion to line 5 and a scholion to Eur. Or. 1641.
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destruction with his promise to Thetis but also satisfying Hera’s unrelent-
ing hatred of Troy and the Trojans.?* Perhaps “the plan of Zeus” is best
understood as several complementary plans with overlapping goals.t One
need not exclude the others, even though the plan to honor Achilles by
making the Trojans temporarily triumphant would necessarily delay the
plan to sack the city.#5

3.2 Achilles

Achilles is the central figure in Book 1 and in the Iliad, even though he is
present in only twelve of the twenty-four books: 1, g, 11 (a brief appear-
ance, 11.599-616), and 16-24.4° He is preeminent in beauty, strength,
and swiftness, has the best horses and armor, and fights and kills more
brilliantly and more effectively than any other warrior in the poem. He
has a way of using language that, in its deployment of traditional formulas
and expansive expression of thoughts and feelings, is richer, more com-
plex, and closer to the language and style of the poem’s narrator than is
the language of any other character.t” He also speaks far more often and
at greater length than any other character: eighty-seven speeches total-
ling 1,281 lines.*® In Book 1, where Achilles speaks 162 of the §44 lines
of direct discourse, his speeches are marked by characteristic features of
his distinctive rhetoric and style, as he becomes more emotional: long
sentences which repeatedly seem to pause and restart (e.g. 239—44; cf.
9.379-87, 22.945—54), runs of several lines marked by enjambement and
strong internal sense breaks (e.g. 294-9; cf. 9.336—43), impatient rhe-
torical questions (e.g. 1501, 9.337—41), the concentrated repetition of
negatives (e.g. 159-5), the aggressive use of the second person singular

43 See Pagliaro 1963: 19 ~ Redfield 1979: 107; cf. Rousseau 2001: 138, 146-7,
Scodel 2017.

41 See Murnaghan 1997, Danek 2001.

45 Clay 1989: 16670, 1991 and Rousseau 2001, following Kullmann 1955:
167-92 = 1992: 11-37, argue that Zeus also plans to put an end to the age of
half-divine heroes (fjuifeo1), the offspring of immortal fathers and mortal mothers,
but the evidence for this in the poem is less cogent than for the other three inter-
pretations of Zeus’s plan. See Thalmann 1991: 146, Faulkner 2008a: 16, 2008b:
3-18, de Roguin 2007: 192.

46 See Whitman 1958: 181-220; Schadewaldt 1965: 234-67 (= Wright and
Jones 1997: 143-69); Schein 1984: 89-167; King 1987: 1—49; Zanker 1994.

47 Martin 1989: 146-230, esp. 225-g0. Cf. Griffin 1986, Friedrich and Redfield
1978, Clarke 1995: 143-5.

# Contrast Agamemnon (46 speeches, 724 lines), Nestor (g2 speeches, 685
lines), Hektor (49 speeches, 677 lines), and Zeus (38 speeches, 489 lines). See
Johnston 2010.
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(e.g. 158-63, 167, 170), unusual diction and striking imagery (e.g. 155—
7, 294-"7), and powerful, climactic metaphors (e.g. 169-71, 243, 303; cf.
16.97-100).49

3.2.1 Mortality

Achilles is the mortal hero par excellence in a poem about mortal heroism.
The Iliad suppresses elements in the mythological tradition that present
him as superhuman, such as the stories of his near-invulnerability (see Ap.
Rhod. Arg. 4.869—72) and of his posthumous immortality on the White
Island, as told in the Aithiopis.’* Though Achilles resembles other Iliadic
heroes in his mortality, he surpasses them in his understanding of it: all the
poem’s warriors expect to die in battle (see 14.85—7), but Achilles knows
from his mother, the goddess Thetis, that he is “short-lived” and “most
swiftly-doomed beyond others” (352, 416, 417, 5o5; cf. 18.95-6) — that
he will die at Troy and not return home (9.412-16). His foreknowledge
of his destiny becomes more specific and more detailed in the course of
the poem, especially in the final seven books.5'

Despite his mortality, Achilles has a special relationship to the divine.
This is clear from the beginning of the poem, which announces as its
theme the ufjvis (‘rage’) of Achilles, son of Peleus, and its destructive con-
sequences. In early Greek epic, ufjvis is a special kind of sacral, vengeful
anger (see 1n.) thatis normally felt by gods, not mortals.?* It usually arises
in response to a transgression of cosmic order, and it implies the power
to unleash destructive physical violence, with drastic consequences for
the whole divine and/or human community.5® In the [liad, the ufivis of
Achilles is directed first against Agamemnon, with deadly results for the
whole Greek army, then (after the death of Patroklos) against Hektor and
the Trojans, with even more disastrous results.5t

49 Achilles often strains or disrupts Iliadic patterns of traditional referentiality
(see below, 5.3.1). See Kelly 2007: 67 n. g, 159.

5 On Achilles’ near-invulnerability, see Burgess 2009: 9g—19, Hunter 2015: 202
on Ap. Rhod. Arg. 4.869—79. On his posthumous immortality, see above, 1.2.

5t See Griffin 1980: 163 n. g9.

52 E.g., 75 (Apollo), Od. 5.146 (Zeus), HHDem g50 (Demeter), HHAphr 290
(Zeus and other gods). See 1n.

53 Watkins 1977, Muellner 19g6: 8, 129.

3+ The ancient title of Book 19 is ufndos &mwéppnois (‘the renunciation of the
wrath’; cf. 19.34-5, 74-5); the word pfivis is not used of Achilles in Books 20-24,
and Achilles’ anger at Hektor stems from personal affection for the slain Patroklos,
not from an insult to his own honor, as in Book 1. Therefore it might be better to
distinguish between a “wrath theme” in Books 1-19 and a “vengeance theme” in
Books 20-24 (Edwards 1991: 234), rather than to think of the wrath as redirected.
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Achilles’ pfjvis reflects the special nature of the relationship between
Zeus and Thetis (see below, 3.3; 396—406n.). In a traditional story, known
from Pind. Isthm. 8.26a—g7 and Aesch. PV755—70, Zeus wished to “marry”
Thetis but, at the prompting of Themis, forced her to marry the mortal
Peleus (18.85, 428-34), lest, as prophesied, she give birth to a son might-
ier than his father who would overthrow Zeus, as Zeus had overthrown
Kronos and Kronos Ouranos. Here, as elsewhere, the Iliad assumes that its
audience shared with the narrator a familiarity with traditional mythology,
as seen in the poems of Homer and Hesiod, the Homeric Hymns, and the
fragments of other archaic epics. In other words, the liad has “the reso-
nance of epic” and the ability to evoke a “cosmic history” known to archaic
poets and audiences alike.5s It transfers Thetis’ ufjvis at being forced to
marry Peleus and give birth to a mortal son, which could have led her to
inflict destruction on a cosmic scale, to that mortal son, Achilles; it tells
the story of his pfjvis and its destructive consequences, in accordance with
the poem’s overall emphasis on mortality. The plot of the poem charts
Achilles’ trajectory from an initial focus on his immortal mother and the
advantages she brings to a final focus on his father and his parity with
other mortals.

Achilles has other associations with the theme of destruction. His name
might derive from &yos (‘grief’) + Aads (‘host of fighting men’) and may
suggest the kind of destruction that causes grief to an army.* In any case,
destruction and grief result from Achilles’ withdrawal from battle, after
Agamemnon dishonors him by appropriating Briseis, Achilles’ special
“prize of honor” (y¢pas), in violation of social norms and values that pre-
scribe such a prize as a reward for heroism (see e.g. 12.410-28), and no
one in the Greek army stops Agamemnon from doing so.

The characterization of Achilles in Book 1 and throughout the Iliad
reflects his emotional turmoil and the changes in his goals and values. He
feels and expresses both ufivis and giAéTns (‘friendship’, ‘social solidarity’),
with one feeling prevailing over the other at particular points in the narra-
tive.57 Achilles is forceful and effective in his relations with other heroes,
especially Agamemnon, but he appeals to his mother for support and
assistance at moments of helplessness. His distinctive brilliance in battle
makes him “the best of the Achaians” (1.244, 412), and he speaks with

55 See Graziosi and Haubold 2005; cf. Slatkin 1991, esp. gg—105.

56 Palmer 1963: 78-9; Nagy 1976: 209-37, 1999: 69-83. For critiques of this
etymology, see Nikolaev 2007, Mirto 2011: 287—9 n. 15. For the ancient etymolog-
ical association of Achilles with &xos, see 2 II. 1.1 A AT (“because he brings &xos ...
to the Trojans”), EtymMagn 181.25—7.

57 Schein 1984: 98-9, 115, 148-9.
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unique vividness and force, but he is often frustrated and dwells more on
what he cannot do than on what he has done or can do. Achilles’ unique
knowledge that he is destined to die at Troy brings no concomitant sat-
isfaction; when he suffers public dishonor at the hands of Agamemnon
in Book 1 and the even more painful death of Patroklos in Book 16, he
resents not only his mistreatment and loss but the fruitlessness of his
short-lived mortality (§52—4, 9.316-17, 18.98-104).

3.2.2 Honor

In Book 1, the value Achilles places on honor as the motivation and reward
for heroic action leads him to break spontaneously and angrily from his
society. In the course of the poem, however, Achilles’ sense of this institu-
tion and value changes radically, as he thinks through the implications of
his withdrawal and his outlook evolves. At 1.158-g, when he questions the
justification for the war, he points out that he and the other Greeks “follow
along with” Agamemnon to “try to win honor for you ... and Menelaos.”
At 9.397-8, however, in response to Agamemnon’s offer of gifts, including
one of his daughters to marry and an additional seven women captured
in Lesbos, excelling in crafts, “who surpassed the tribes of women ... in
beauty” (9.270-2), if Achilles returns to the fighting, Achilles asks rhetori-
cally, “Why should the Argives be fighting with the Trojans?” His answer, in
the form of another question, “Isn’t it because of fair-haired Helen?,” first
makes Agamemnon’s taking of Briseis equivalent to the Trojans’ taking
of Helen, then replaces the logic of equivalent and substitutable honor
that is the basis of Agamemnon’s offer with considerations based on per-
sonal feelings. In this way he problematizes the concepts of “value” and
“equivalent value” in the poem’s normative system of exchange.”® When
Agamemnon offers to honor Achilles with gifts, provided he returns to
the fighting, Achilles refuses to do so until Agamemnon “pays back all my
heartrending injury” (9.387). This is an impossible demand: although
one person can pay another back for heart-rending injury, actually to undo
a heartrending injury that has been done is impossible. The only form
of compensation that Agamemnon can offer is one that Achilles can no
longer accept, and “the only form of compensation Achilles can dream of
accepting is a form that Agamemnon is logically incapable of offering.”>
Achilles remains fixed in his intransigent rage at Agamemnon through
Book 17. When he learns of the death of Patroklos at the beginning of

8 See Felson and Slatkin 2004: 95—6; cf. Fantuzzi 2012: 113,
59 Reeve 1973: 195.
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Book 18, the rage is transformed into a desire for vengeance on Hektor
and the Trojans (above, n. 54), although Achilles knows this will lead
to his own death (18.98, 115-21). Even after killing Hektor, Achilles
remains focused solely on vengeance and destruction, until his meeting
with Priam restores, as it were, the more social self from which he had
been dislocated by his conflict with Agamemnon in Book 1. There is, how-
ever, no indication that this restoration includes a return to the concep-
tion of honor as a significant motive and reward for action. As early in the
poem as Book g, Achilles’ rage has less to do with Agamemnon’s assault
on his honor than with his own disillusion regarding the very premises of
heroism. In a world where, as he sees it, the coward and the brave man
are honored equally (9.g319), there is no longer a reason to fight and die.
On the contrary, no honor or glory is worth a human life — his life — as he
tells Odysseus, Phoinix, and Ajax when he rejects Agamemnon’s offer of
gifts (9.401—9). Achilles’ solidarity with Priam in Book 24 does nothing
to change this insight.

Before Achilles withdraws from the fighting in Book 1 and asks Zeus
to destroy many Greeks by their ships (408-12), his motivation is mainly
social: he calls the army to an assembly to learn why Apollo is inflicting the
plague and what they can do to stop it; he associates himself with the army
repeatedly, speaking in the first person plural (59, 62, 67, 121-9, 158). Yet
his feelings of social solidarity give way to his fury at Agamemnon for threat-
ening to take away Briseis and then actually doing so; from this point on, his
ufivis dominates his gidéTns until Patroklos is killed. He greets Agamemnon’s
ambassadors as “dear friends (iAo &v8pes)... | who are dearest (giATaTor)
of the Achaians to me even when I am angry” (9.197-8), but by the end of
their exchange he can express only his feeling of social isolation, his sense
that Agamemnon treats him not as a member of the Greek community but
as a “dishonored vagabond” (9.648 = 16.59 &ripnTov petavdoTny).

This sense of isolation is intensified when Achilles rejoins the fighting
after the death of Patroklos, in order to take vengeance on Hektor. He
becomes an elemental force of destruction, superhuman in his power, sub-
human in his denial of any social and ethical bond with others, conscious
only of shared mortality as a basis for human solidarity (21.106-18).%
Only in Book 24, when Priam comes to the Greek camp to ransom his
son’s corpse, and Achilles sees someone even worse off than he himself
is, can he find a way out of his isolation, alienation, and destructiveness.
He accepts the old king’s sympathy for the plight of Peleus growing old
without #Zis son, offers him the pity and support that he cannot provide

o See Owen 1946: 209, Whitman 1958: 207, Schein 1984: 144—9
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for his own father, and consoles Priam for “the way the gods have spun
for wretched mortals | to live in sorrow, while they themselves are free
from cares” (24.525-6). As the two show the kind of concern for one
another that might be expected of a father and his son, Achilles regains
the humanity which he had lost in his conflict with Agamemnon. Under
the shadow of his own imminent death and of the destruction of Troy,
Achilles realizes that he and Priam have more in common as sufferers
and mourners than what separates them as enemies. He agrees to return
Hektor’s corpse, enabling the Trojan community to mourn and bury him.
In this way he expresses his restored capacity for ¢irdtngs as well as ufjvig
and his newfound understanding that his own sorrows and those of Priam
are inherent in human existence."

3.3 Other Characters

One striking feature of the Iliad is the consistency with which most of its
characters are represented throughout the poem. The main elements of
the individual characterizations were undoubtedly traditional: just as early
audiences and readers would have been familiar with the mythology of
the Trojan War, so they would have had a good sense from earlier poetry
of how each character would typically speak and behave.

Agamemnon, for example, is consistently vain and selfish as he swings
back and forth between arrogant overconfidence and counterproductive
weakness. In Book 1 he is a bully, who uses his royal power against those
weaker than himself, and crass in the way he speaks to Chryses and in his
public assertion that he prefers Chryseis to his wife Klutaimestra. To some
extent Agamemnon is the victim of the impossible demands of the heroic
system, in which he is elevated above other men who are constitution-
ally competitive and whose sense of themselves, like his own, is entirely
bound up with external marks of honor and how they are seen by oth-
ers. Nevertheless, Agamemnon is a leader without capacity for leadership,
who lacks resolution and good judgment and always makes the wrong
decision. His paradoxical combination in Book 1 of defensiveness and
offensiveness in relation to Achilles shows his weakness. In Books 2, g, and
14, when he is ready to abandon the war and leave for home, Odysseus,
Nestor, and Diomedes save him from himself, but in Book 1 Nestor’s
intervention (254-84) cannot prevent the damage Agamemnon does to
the army, when he alienates Achilles.®

51 Owen 1946: 246—7.
%2 The characterization of Agamemnon is well adapted to the dramatic action
and values of the [liad, but it is almost certainly traditional. See Porter 2019: 1—-22,

179-99-
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Aged Nestor is a kind of high priest of heroism, a link to earlier gener-
ations of heroes. Always garrulous, he speaks more lines than any charac-
ter in the Iliad except Achilles and Agamemnon.® In Book 1, despite his
rhetorical ability,’ he cannot persuade either Agamemnon or Achilles to
acknowledge the value of the other (275-84), owing to the depth of their
mutual hostility, but elsewhere in the poem he often brings out the best
in his interlocutors, who treat him with generosity and respect (e.g. 9.79,
115; 10.164-7, 25.618-23).

Thetis is characterized by a combination of former cosmic power, a
sense of having been dishonored by Zeus, who forced her to marry a mor-
tal and give birth to a mortal son (18.429—41), and sorrow at her inability
to help this son, when he too is dishonored and unhappy in his alien-
ated heroism (18.52-64, 441-3).% Thetis’ emotional vulnerability seems
almost human, as if she had been “humanized” by being forced into the
bed of a mortal man against her will (18.432—4) and by her “bitterness
at having given birth to the best” of human heroes (18.54).% Yet even
more than human mothers, such as Andromache or Hekabe, who fear
and grieve for their sons’ inevitable deaths, Thetis, as an immortal, feels
the added pain that comes from certain knowledge of Achilles’ imminent
doom. Whenever she thinks of him or comes to him, as in Books 1, 18,
and 24, she “bring[s] with her the thought of his approaching death.”%?

Briseis, like Chryseis, does not say a word in Book 1, but unlike
Chryseis, she expresses herself when, in the narrator’s words, she goes
with the heralds “unwilling” (948), as they lead her from Achilles’ shelter
to Agamemnon’s.®® Chryseis disappears from the poem entirely, after she
is returned to her father (440-7), but Achilles refers to Briseis emotion-
ally at 9.342-3, when he says that he “made her his own from the heart”
(Byc> Thv | &k Bupol gireov). In her lament for Patroklos at 19.284-300, she
recalls how Achilles killed her husband and three brothers and sacked
her city, but also how Patroklos would not let her weep and used to say
that he would make her Achilles” wife (19.291—9g). These two passages
provide a poignant sense of Briseis’ feelings (and those of Achilles) and
a striking insight into the realities of war for the poem’s women captives.
Her final appearance in the poem and that of Achilles is at 24.675-6,
when they sleep together in the innermost part of his shelter.

55 See above, 3.2 n. 48. b4 See 248-9gn.

5 On Thetis’ former cosmic power, see Slatkin 19g1: 72, 83, 103; on her sense
of being dishonored, see Hutcheson 2018: 188-go.

56 Bespaloff 2005: 51—2. See g57n.

57 Owen 1946: 11. % See 348n.
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4 THE GODS IN THE ILIAD
4.1 The Olympian Gods

Book 1, like the rest of the Iliad, takes place on two mutually implicated
planes: the divine and the human.® Homer’s Olympian gods, though
anthropomorphic, are unaging, immortal, and far superior to mortals in
knowledge and power; everything they possess — clothing, armor, horses —
is correspondingly better. Ichor, not blood, flows in their veins, and they
eat ambrosia and drink nectar, which seem etymologically to mean ‘not
mortal’ and ‘overcoming death’, respectively.” Yet notwithstanding these
differences, the gods resemble humans because they are not transcend-
ently eternal, but come into being, exist in time and nature,” and share a
lineage with mortals who are their offspring and descendants.”

Physically and psychologically the Olympians are modeled on mortals,
and their extended family is a patriarchy with a social organization resem-
bling those of the Greeks and Trojans. Since, however, they are “blessed”
(néxapes) in their freedom from the decline and darkness in which
everything human must end, the gods bring the human condition in the
poem into sharper focus as bounded and ephemeral. The gods have the
same appetites and desires as do mortals, including the desire for “honor”
(see e.g. 15.185—9). On the other hand, since they are “unaging and immor-
tal,” they risk nothing essential, so the honor they care about winning and
losing is not truly significant, in contrast to human heroes who seek to make
their lives meaningful by fighting for honor and glory until they are finally
killed. The gods are, as it were, “immune from the real tests of character,
which in the Iliad are normally conducted in the face of death.”??

As well as “having their homes on Olympos” (e.g. 18 'OAUpTIx Scopat’
#xovtes) and being “the blessed gods who exist forever” (24.99 pdxopes feot
aitv 2dvTes), the gods in the lliad are “the ones who live easily” (6.138 peia
{wovTes). The distinction between living easily and living with pain and toil
helps to define the difference between divinity and humanity. In Homer,
pela (‘easily’) and related words denoting ‘easy’ or ‘easily’ are typically
used of the gods (e.g. peia ud\’ &g Te Beds, ‘easily, like a god’, of Aphrodite

59 See Mirto 1997: 779; Finkelberg 1998: 131-3.

7° See 529n., 597-8n.

7t The gods not only exist in nature but are, in a sense, its constituent elements:
Hephaistos, for example, is fire, Poseidon the sea, Aphrodite sex, and Ares war.

72 Cf. Pind. Nem. 6.1—4: “There is one race of men, one of gods; we both draw
breath from a single | mother; yet an entirely different power | separates (us): the
one (race) is nothing, but (for the other race) the bronze heaven remains | an
always unshaken abode.”

73 Mark Griffith, personal communication. Cf. Bespaloff 2005: 65-6.
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at .382 and of Apollo at 20.444) and only rarely of mortals, unless those
mortals are being assisted or inspired by gods or are temporarily function-
ing with the power of gods (e.g. 4.390, 5.808, 12.447-5%).

Numerous details in the /liad clarify what it means to be human by a con-
trast with divinity: for instance, the sublime passage in which Poseidon’s
horses skim his chariot lightly over the waves, and the bronze axle
beneath the chariot is not even wet (13.29-30), recalls the description at
11.591-7 of Hektor’s horses bearing his chariot through the Trojan and
Greek armies, “trampling corpses and shields; the axle beneath | was all
spattered with blood, and the rims around the chariot, | which were being
struck with drops thrown from the horses’ hooves | and the wheels.”7+
There is a series of such defining contrasts between men and gods in
Book 1. For example, after the Greeks appease Apollo’s wrath (75 pfijvw
Amé6MNwvos) by returning Chryseis to her father, offering a hecatomb to
the god (447—71), and celebrating him in song that he hears and enjoys
(4772—4), they return to the Greek camp the following morning, where
Achilles is still raging furiously at Agamemnon (488 pnvie). Later in the
book, when Zeus and Hera quarrel over Zeus’s decision to destroy many
by the Greek ships in order to honor Achilles (1.539-67), Hephaistos
comments that it will be “destructive and no longer to be endured, | if
you two quarrel in this way over mortals” (579—4), and puts an end to the
quarrel by serving nectar to all the gods as an expression (or assertion) of
their immortality.’> Then they feast all day, enjoy a musical performance
by the Muses and Apollo (603—4), and at sundown go home to sleep, while
Zeus goes to bed with Hera. This divine reconciliation stands in obvious
contrast to the unresolved conflict between Achilles and Agamemnon on
the human level, which continues with such fatal consequences.

4.2 Gods and Humans

In the Iliad, most of what is positive in human life and in the world
comes from the Olympian gods, who are at once the sources and sym-
bols of beauty, strength, and ability, success, honor, and glory.” Different
gods preside over different activities and skills, and when an individual

74+ Cf. Achilles’ horses at 20.498-502. At 10.492—3, Odysseus thinks that the
horses of the Thracian king Rhesos, newly come to the war, “might be afraid | as
they step on the corpses, for they were still unused to them.”

75 See 597-8n.

76 The gods are not, however, responsible for human cultural institutions such
as funerals (except perhaps in the case of Sarpedon), nor for human social senti-
ments such as the empathy between Achilles and Priam in Book 24.
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performs a specific activity or exercises a specific skill well, he or she can
be said to be aided by, or to have received a gift from, the particular god in
charge of that activity or skill. Yet not all the gods’ gifts are of equal impor-
tance. Paris tells Hektor not to reproach him for the gifts of Aphrodite,
since “the glorious gifts of the gods are not to be rejected” (3.64-5), but
in the Iliad, an epic about heroic warfare, the “gifts of Aphrodite” are
more trivial, of less weight, than those of Athene; they not only cannot
prevent Troy’s eventual, inevitable fall but are, in a sense, the reason why
Troy falls. When a god is said to have given a skill, or an implement with
which to exercise that skill, to a human, as when Apollo is said to have
given Pandaros (2.827) and Teukros (15.441) their bows, the reference
on each occasion is not to a specific event but to the exceptional ability of
each as an archer.

Because the narrator is telling a story about heroes, he tends to mention
gods as physically present and active mainly at times of heightened action
or perception, when he describes their physical effect on the person or
persons they influence. For example, at 15.66-80, the two Ajaxes feel that
their hands, knees, and feet are filled with pévos as a result of Poseidon’s
exhortation and his touching them with his oxfjrtpov, and they are more
eager for battle.”? Sometimes a god endows a human being with an idea
or with triumphant power, as when Hera puts into Achilles’ ppéves the idea
of calling an assembly (55), or when Athene guides Diomedes’ spear into
Pandaros’ face (5.290-1) or Ares’ belly (5.856-7). In the lliad a god can
be manifest in any kind of outstanding success, or indeed on any occasion
on which a person seems to be or to do something more (or something
less) than would normally be expected.” On such an occasion, divinity in
effect consists in exceptional human achievement or failure. When the
narrator says that a god is responsible for a striking human action, mod-
ern readers often understand the god as intending or causing that action.
Actually, however, the striking action would have indicated only retrospec-
tively to the narrator and his audience that a god must have been present
and responsible, even though the narrator may mention the god before
the action occurs.

That the gods intervene in human actions or motivate human behavior
does not mean that humans are not morally responsible agents. Often
a given action or decision is said to be motivated both by a god and by

77 Similarly, on a non-human level, at 17.451-8 Zeus breathes pévos into the
horses of Achilles, who have been standing motionless, mourning the dead
Patroklos, and they shake the dust from their manes and bear their chariot lightly
through the field.

7 Dodds 1951: 13.
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the human in question. Scholars speak of “double determination,”” or
invoke the Freudian concept of “overdetermination,” to explain such
passages as .702-3, where Diomedes says that Achilles will rejoin the
fighting “whenever the time comes | that the heart in his chest urges him
to and a god drives him.”® The intervention of Athene, when Achilles
ponders whether to put an end to his conflict with Agamemnon by kill-
ing him, is an excellent example of how gods in the [liad are involved
in extraordinary human actions and decisions. While Achilles is in the
process of drawing his sword, Athene, sent by Hera, takes hold of his hair
from behind (194-5) in order to stop him. Her epiphany is a spectacular
example of “double determination,” because she leaves it up to Achilles
to decide whether or not to obey Hera and herself by staying his hand and
sparing Agamemnon. In urging him to revile the king with words (211)
instead of killing him, Athene in effect helps to trigger the next stages of
the quarrel — the heightened insults and threats on both sides, Achilles’
definitive withdrawal from the fighting, and Agamemnon’s sending his
heralds to take Briseis. The behavior of the gods and humans here and
throughout Book 1 illustrates the “remarkable paradox that nearly every
important event in the Iliad is the doing of a god, and that one can give
a clear account of the poem’s entire action with no reference to the gods
at all.”®

Both the characters in the poem and its audiences become aware of
the gods mainly when they intervene in human affairs, but the gods’
most characteristic position vis-a-vis mortals is that of spectators.®* They
are said to “look on” or “watch over” the doings of mortals, sometimes
with but usually without moral approval or disapproval. They are a special
kind of audience, because their interventions often help to arrange the
actions which they view. For example, at 7.59-61 Apollo and Athene, in
the form of vultures, sit on an oak tree “delighting in the men” (&vdpdot
Tepmdpevor), as they wait for Hektor to challenge a champion of the Greeks
to a duel, which the two gods themselves have decided will take place
(7.33—4%). The gods enjoy watching mortals struggle and suffer, just as

79 E.g. Lesky 1961. For a critique of Lesky’s approach and conclusions, which
does not completely invalidate them, see Cairns 2001: 14-20, who argues that
Lesky takes into account only “the subjectivity of individuals and the language in
which it is expressed,” rather than how the poem’s “concepts of selfhood, person-
ality, and responsibility are embedded in real social relationships and institutions”
(p- 14), and that he “takes too little account of the rhetorical strategies used by the
characters themselves to describe human-—divine interaction” (p. 16).

8¢ Dodds 1951: 7, 13. 8 Janko 1992: 4.

82 See Griffin 1980: 179-204, Myers 2019: 37, 18-19, 70-1.
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the aristocratic mortals on whom they are modeled enjoy watching, for
example, the athletic competitions in the funeral games of Patroklos in
Book 24.% The narrator himself in effect makes this comparison, when
he describes Hektor fleeing before Achilles and Achilles pursuing him
around the walls of Troy:

05 & 8T’ &eBhogdpor Trepl TEppaTa pdvuxes ot

piupa péda Tpwx&o1, TO 8¢ péya keiTar &ebAov,

i Tpimos ng yuvt), &vdpods kataTeBundTos,

s T Tpis TTpi&poto TOAW TépL dwnnTn 165
kapToAipolol Tédeoot feol & & TévTeS Op&dVTO.

As when prize-winning, solid-footed horses run very lightly
around the turns, and there is a great prize waiting,
awoman or a tripod, when a man has died,
so the two circled three times around the city of Priam 165
on swift feet, and all the gods were looking on.

(22.162-6)

Of course, what is mere spectacle to the gods, and often the subject of their
quarreling, is of ultimate importance to humans. At the beginning of Book
13, Zeus “let [the Greeks and Trojans] have toil and misery [on the plain of
Troy] | unceasingly, but he himself turned his shining eyes in the opposite
direction, | looking far off toward the land of the Thracians” (1g.1-3). For
Zeus and other divine spectators of human events, it is easy to turn away
when they lose interest. For Hektor, or Priam watching from the walls, or
Achilles gazing from the Greek camp, it is impossible. The object of the
gods’ amusement is a matter of life or death to the poem’s mortals.®

Homer’s Olympian gods are presented in a double perspective: they
are frivolous and their existence is lacking in seriousness, when compared
to human strivings for heroic achievement and fulfillment; yet humans
are feeble and their existence limited, in contrast to the gods’ cosmic
power and physical perfection (except for the lameness of Hephaistos).
The poem never lets its listeners and readers forget either perspective,
and Homer was responsible for the religious view, characteristic through-
out the archaic and classical periods, that emphasized human ignorance
and powerlessness in the face of a higher cosmic order dominated by
Zeus, even while it made human beings the subjects and objects of the
most significant action, suffering, and speculation.

83 Griffin 1980: 193, Redfield 1994: 158-.
84 Griffin 1980: 101, 180.
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5 METER, LANGUAGE, AND STYLE

The meter, language, and style of the Iliad are inseparable. There is, how-
ever, a sense in which the meter is primary, insofar as it provides a con-
stant, if flexible, framework to which the language and style must adapt,
even though semantics and grammar play just as important a role as meter
in the constructions, phrase-patterns, and “formulas” of the Homeric
language. For expository purposes, the following discussion focuses on
meter, language, and style in turn, but it is in combination that these
basic elements of Homeric poetry jointly invite aesthetic and interpretive
responses from audiences and readers.

5.1 Meter
5.1.1 Heavy and Light Syllables

All Greek meters are based on the patterned alternation of “heavy” (-)
and “light” (v) syllables, often but less accurately called “long” and “short”
syllables. The terms “long” and “short” properly refer to vowels;* when
applied to syllables, they obscure the distinction between vowel length
and syllabic quantity.® If a syllable contains a long vowel or a diphthong,
itis heavy; if a syllable contains a short vowel, its quantity is determined by
how it ends — by whether it is “open” or “closed.” A syllable is open if its
short vowel is followed by one or no consonant, because a single conso-
nant is considered to belong to the next syllable; a syllable is closed when
its short vowel is followed by two or more successive consonants, the first
of which is considered to belong to the same syllable as the vowel and the
other(s) to the next syllable. It does not matter in either case whether the
consonant(s) following the light vowel belong to the same or the subse-
quent word. Double consonants, as in &\Mos or Tp&oow, count as two suc-
cessive consonants; so do the “single symbol consonant groups” { (= ¢8), §
(= ko), and y (= mo).» The aspirate (rough breathing) does not count as
a consonant, but often indicates the loss of ¢ (the digamma, see 5.2.2) or
o at the beginning of a word.

In Greek meter generally, when two successive consonants are a plosive
(r, T, % 9,8, X B, 8, y) followed by a liquid (A, p) or a nasal (y, v), they may

8 nand o are long, € and o are short; «, 1, and v may be long or short, and the
length of one of these vowels in a particular word is typically indicated in standard
lexicons by a macron over a long vowel (&, 1, G) and a breve or no sign at all over a
short vowel (&, 1, U or o, 1, u). A vowel with a circumflex accent is always long, as is
a vowel resulting from the contraction of two vowels.

86 See Allen 1973: 46-62, 1984: 104—5; West 1987: 13.

87 Allen 1984: 59.
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be divided between the first and second of two successive syllables (like
any other group of two or more consonants), so that the first syllable is
closed and therefore heavy; or both consonants may belong to the second
syllable, so that the first syllable is open and may therefore be light. In
Homer, a syllable with a short vowel followed by a plosive plus a liquid or
nasal is almost always heavy and only rarely light, mainly at the beginning
of, or preceding, a word or proper name that otherwise would not fit
metrically into the hexameter (e.g. 2.820 Agpoditn, where A is light before
-pp-; 201 Emed TwTePdevTd TpoonUda, where the final syllable of wrepdevta
preceding -wp- [plosive + liquid] is light, in contrast to the heavy final
syllable of #mea preceding -mt-) .5

5.1.2 The Dactylic Hexameter

The Iliad, like all early Greek epic, is composed in dactylic hexameter,
which is also the meter of didactic poetry and used in oracles and early
verse inscriptions.® The individual hexameter or line (oTixos) is the main
metrical unit, and each line has from 12 to 17 syllables arranged in the
following pattern of heavy and light syllables:

— v v — v v — v v — v v — v v _—

The first, third, fifth, seventh, ninth, and eleventh elements of the hexam-
eter are always heavy, and the other elements consist either of two light syl-
lables or one heavy syllable, except for the final syllable in the line which
may be heavy or light but always counts as heavy.? This volume refers to
“positions” in the hexameter, numbering them from 1 to 12, and, when
there is v~ rather than —, numbering the light syllables 1.5, 2; 3.5, 4; 5.5,
6; etc.:9"

1152 9 %54 5 556 7 758 9 9510 11 12

- v U - U U = U v = v v = v v ==

Thus, in the first line of the Iliad, pfiviv &e18e, 8e&, TInAniddew AxiAfios, there
is word-end at positions 1.5, 3.5, 5, 9, and 12.

8 See West 1982: 18-19, 1987: 16—-17; Allen 1984: 108.

% The dactylic hexameter remained the standard meter of Greek and Latin
epic and didactic verse through late antiquity.

9° In standard metrical terminology, every hexameter is a “period”: its final syl-
lable is always heavy, even when it would normally be light (brevis in longo), and it
can be a vowel or diphthong, even when the following line begins with a vowel or
diphthong (hiatus).

9' See O’Neill 1942: 113, Porter 1951: 16, Russo 196: 238 n. 16.



5 METER, LANGUAGE, AND STYLE 27

Traditionally, the dactylic hexameter, as its name suggests, was analyzed
as consisting of six (&) measures (pétpa), usually called “feet.” Each of
these feet consisted of a dactyl (- v) or aspondee (——), with contraction
of v vinto — permitted in the first five feet and the substitution of a single
syllable, heavy or light, for the final v v in the sixth foot at the end of the
line.”* This analysis, however, does no more than describe the physical
sounds of the syllables. It does not take into account either the organi-
zation of these sounds into semantic units of linguistic expression, i.e.
the meaning of the words, or the placement of these units within the
line, even though “metrics is the study of the realization of form in lan-
guage, not in meaningless noise.”® Nor does it illuminate the “pattern[s]
of expectancy present in the mind of the listener or reader.”

From a semantic viewpoint, the hexameter is better thought of as con-
sisting of four metrical sequences of syllables called cola (from k&Mov,
‘limb’). The final word in each colon normally ends at a position in the
line where word-end is especially frequent. Such a position is called a cae-
sura, and in a typical hexameter, the four cola are demarcated by three
caesuras (conventionally labeled A, B, and C) and by word-end at the end
of the line. A colon is often a distinct unit of meaning — a word, word-
group, or phrase — so a “colometric” analysis of a line is frequently also
a semantic analysis, unlike an analysis in terms of dactylic or spondaic
feet.9 It builds on audience expectations of where these units of meaning
will end — expectations which ancient audiences developed by repeatedly
hearing epic performed and by performing it themselves, but which mod-
ern readers can develop only by statistical analysis of the frequency of
word-end and caesuras at various positions in the line.

The main (or B) caesura comes at position 5 or 5.5 (in traditional
metrical terminology, after the first or second syllable of the third foot)
in 98.5 percent of the lines in the Iliad and g9 percent of those in the
Odyssey; the B' caesura at position 5.5 is more common than the B* cae-
sura at position 5 by a ratio of approximately 4:3. The few lines with no
B caesura invariably have word-end at position 7 and often have a tripar-
tite rather than quadripartite colometric structure, e.g. 1.218 85 ke 8eois
| ¢mimeifnTon, | péda T’ #Auov adtol. The A caesura occurs in about go

92 Contraction of v v into — at position 10 is relatively rare, occurring in only
5 percent of Homeric hexameters; the percentage is even lower in Book 1 of the
lliad: 3.4 percent (21 examples in 611 lines).

93 Porter 1951: 7-8. More generally, see Jakobson 1960 [1933].

94 Porter 1951: 8.

9 O’Neill 1942: 105-14 calls the patterned alternation of 12-17 heavy and
light syllables and their analysis into “feet” the “outer metric” of the line, and the
fourfold colometric structure its “inner metric.”
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percent of the lines in the two poems at position 2 or position g (in tradi-
tional terminology, at the end of the first foot or after the first syllable of
the second foot); the A' caesura at position g is more common than the
A? caesura at position 2 by a ratio of approximately 2:1.9°

The C caesura is more problematic. According to one analysis, the C'
caesura comes at position 7 (in traditional terminology, after the first syl-
lable of the fourth foot), where words end in ¢. go percent of all Homeric
hexameters, and the C? caesura at position 8 (in traditional terms, after
the fourth foot, at the so-called bucolic diaeresis), where there is word-
end c¢. 60 percent of the time.?” Since, however, about ;0 percent of the
words ending at position 7 consist of only two or three syllables, which
seem too few to constitute a separate colon, a different analysis places the
C' caesura at position 8 and the C* caesura at position g (in traditional
terminology, after the first syllable of the fifth foot), even though word-
end at position g is found in fewer than 20 percent of all hexameters.?®

These two analyses of the Homeric hexameter can be represented as
follows: either

11.52 § %54 5 556 7 758 9 9510 11 12
e B BV ISR VR B IV
Az A1 B2 B1 C1 Cz

or

11.52 § 354 5 556 7 758 9 9510 11 12
e B 2 B I VRV

Az An Bz B1 C1 C2

Many scholars prefer the first analysis and reject the second, because
word-end at position 8 is far less frequent than word-end at position 7,
and the percentage of word-end at position g is so low. The present com-
mentary, however, reflects the second analysis.

While the caesurae are important in any interpretation of the hexam-
eter, the sequences of heavy and light syllables within particular cola are
even more important, because poets sought, or at least preferred, to situ-
ate specific metrical “word-types” or “word-shapes” at particular locations
in the line.? For example, they placed words with the shape v ——at the end

9% Frankel 1960 speaks of A caesuras also at positions 1 and 1.5, but word-end
at these positions is so infrequent, in comparison to word-end at positions 2 and g,
that his terminology is misleading.

97 Frankel 1960: 104-6, 111, 120.

9% Porter 1951: 13—14, with Tables vb and xxb, pp. 55 and 61.

9% O’Neill 1942, West 1982: 7. For extremely detailed and nuanced information
about the localization of metrical word-types in the Greek hexameter, see Hagel 2004.
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of the line, and words with the shape = —v either at the end of the line or at
the B' caesura; similarly they placed words shaped 2 — v v to end at position
8, words shaped — v v at positions 8 and 10, and words with the shape — = —
at either position g or, in the few lines lacking a B caesura, at position 7
(e.g. 1. 3.71 = Od. 18.46 6TwmdTepos 8¢ ke vikfont kpeloowy Te yévnTal).

The fourfold colometric structure of the hexameter is a framework
in which numerous scholarly observations can be understood. These
observations, often misleadingly called “laws,” are actually descriptions
of norms in the Homeric hexameter, of tendencies to avoid word-end
at one or another position in the line or to seek particular sequences of
heavy and light syllables in particular cola.'* Within the fourfold struc-
ture, one can see reasons for these tendencies and normative sequences:
for example, the relative infrequency of words ending at position 4, espe-
cially polysyllabic words ending in a heavy syllable, must have something
to do with not weakening the force of the B caesura, and the avoidance of
polysyllabic words ending in a heavy syllable at position 8 and especially
at position 10 helps to avoid disrupting the ending of the line by a prema-
ture final cadence. This is also true of “Hermann’s Bridge,” the avoidance
of polysyllabic words ending at position 7.5 which also would interfere
with the final cadence.*’

Most Homeric scholars accept the analysis of the line into four cola
divided by three caesurae.'** They would agree, for example, that if the
word-order in the opening line of the Odyssey were changed from

115 2 3354 555 67758 995101112

— v v - v v = u vU— v v - v U - =

&vdpa por | Fvvemre, Motoa, | ToAUTpoTOY, | &5 péAa TTOAAG

Az B! (0%

o Cf. de Groot 1985: 97: “in aestheticis ... man es mit Tendenzen, nicht mit
Gesetzen zu tun hat.” In some cases, though, “tendencies” in the Homeric hex-
ameter became “laws” in Hellenistic and later Greek epic; see O’Neill 1942, West
1982: 152—7. For example, Apollonios of Rhodes has only two lines without a B
caesura, 1.176 and 2.387, both involving proper names; there are no such lines in
Callimachus or Euphorion and only three in Theocritus (West 1982: 153).

't There are twenty or twenty-one violations of Hermann’s Bridge in the
15,699 lines of the /l. (none in Book 1) and twenty-four violations in the 12,110
lines of the Od. (Schein 2016: 114-15; see Ward 2021); there are no violations
in Apollonios of Rhodes, Callimachus, or Euphorion, only three in Theocritus
(18.15, in a proper name, and 8.10 and 24.102, involving enclitics), and only two
in Aratos (Phaen. 186, in a proper name, and 9og, where the violation is perhaps
mitigated by elision). See West 1982: 155.

°2 Frankel’s analysis, in particular, has been productively discussed and
expanded by Foley 1991: 68-84, Michelazzo 1996, and Rossi 1996 [1965]. The
fourfold structure, however, is denied by Kirk 1976 and Beekes 1972, for whom
the C caesura is not a reality; see Ingalls 1970, Janko 1982: §6—7.
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to

1 152 3 354 5556 775 8 9951011 12

— U U — U U— v v — v U — v v — =

&v8pa TOAUTPOTOV EvveTre poUod pot, | 85 udAa oA

C]

the patterned alternation of heavy and light syllables would be preserved,
and it still would be possible to analyze the line as consisting of six feet,
but the line would no longer be a Homeric hexameter: it would lack both
the B caesura at position 5 or 5.5 and the A caesura at position 2 or g, and
therefore it would not have the normal first and second cola that help to
give the Homeric hexameter its distinctive identity.'* Similarly, 7I. 1.2,

1 1523 4 555 6 7 8 9101051112

oUNopévny, f| pupi’ | Axouols | dAye’ #Onkev,
A B c

could be transformed into

11529 4 55.56 77.58 99.5101112
otdopévny, [ T SAysa pupia | Bfikev Ayouois,
Al (0}

but no such line exists, lacking both a B caesura and word-end at posi-
tion 7.4

5.1.9 Prosodic Freedom

Homeric epic has exceptional flexibility and prosodic freedom. This flex-
ibility and freedom would have enabled skillful poets to conform to or
vary the normative structure of the hexameter as they composed and per-
formed at appropriate speed within its metrical constraints, while deploy-
ing the exceptionally wide variety of forms and diction in the Homeric
language. They could, for example, use older or younger diction, dialect
variants, and authentic or artificial forms, sometimes created by analogy,
as well as multiple versions of many words with long or short vowels, single
or double consonants, or added or omitted syllables. For example, words
and proper names spelled with either single or double consonants, so that

o3 Porter 1951: 13. ¢ Friankel 1960: 123.
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they fit in a wider variety of metrical positions, include & (1)cws, 81(1)1,
AxiA(A)evs, and *O8uo (o) eds. Dialect variants and older and younger forms
can be seen in the five infinitives of the verb “to be,” each with a differ-
ent metrical shape (eiveu, &pev, Eupev, épevan, Eupevan); in the similarly varied
genitive singular forms of the personal pronouns (peu, &ued, 2uelo, &uéo,
¢uedev; oel, otlo, oto, 0ébev, Teolo; U, €lo, Eo, £8ev); in the many other variants
that would have facilitated composition in performance, e.g. fighiou and
feMoio, kuot and kUveoot, viuoi and viieoot, v and &fjv, &yopevev (always at
line end) and &yopeUeuev.'

As already mentioned in 5.1.2, ancient audiences gained a detailed
familiarity with metrical norms and with the artistry of individual poet-
singers through repeated exposure to performances of epic verse. They
developed, often unconsciously, patterns of expectancy that could be ful-
filled or disappointed in ways that are aesthetically and interpretatively sig-
nificant. Modern readers, however, do not share the linguistic and cultural
conditioning of ancient audiences and readers; we can become (more
superficially) familiar with metrical form and develop similar patterns of
expectancy only through detailed, statistical study of the text in order to
understand what is metrically typical; this understanding in turn makes it
possible to recognize and interpret phenomena which are atypical.'*

The disappointment of metrical expectations seems especially signifi-
cant when considered in light of the Russian Formalist principle of “defa-
miliarization.” Whenever an author “defamiliarizes” a linguistic, stylistic, or
metrical phenomenon, an object or manner of description, an embodied
representation, or a generic feature, and thereby renders it unexpected,
it becomes more difficult to appreciate. This “difficulty” forces a listener,
viewer, or reader to confront the phenomenon in a different way or on
a different level from what is “familiar” and expected, to linger on it and
analyze it in order to understand it. Accordingly, a defamiliarized or unex-
pected metrical element within a work of art can be given special signif-
icance. Structuralist theory speaks of “marked” and “unmarked” rather
than “familiar” and “defamiliarized,” but the interpretative significance

'°5 See Hackstein 2010: 408-12.

16 Study of the normative patterns of pitch accents in Homeric epic might
perhaps have similar interpretive utility. D’Angour 2018: 52—7, building on Hagel
1994, argues that a poet-singer “might manipulate the pitch register at the end of a
verse to emphasize, for instance, a significant word or idea.” He suggests that “fur-
ther statistical and practical examination” might discover the extent to which “the
epic singer” exploited melodic phrasing as he exploited meter “to signal moments
of special significance in his narrative, to reinforce or differentiate the syntactic
connection between successive verses, and to impart a thematic substructure of
melodic echoes to individual passages and to the overall pattern of his song” (57).
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of the “marked” is like that of the “defamiliarized”: both have to do with
the degree and kind of attention elicited from a listener, viewer, or reader
through the disappointment of conscious or unconscious expectations.

For example, when a line lacks an A, B, or C caesura, or when word-
end or a given metrical word-shape occurs at a position in the hexameter
where it is usually avoided, this anomaly calls attention to the word and
can make it emphatic. English verse might convey such emphasis by stress-
ing a syllable or several syllables; Greek poetry does so through the use of
particles or by the disappointment of metrical expectations. For instance,
in 27 f) viv 8nBUvovT’, the rare, and therefore unexpected, sequence of five
heavy syllables at the beginning of the line slows it down, imitating metri-
cally the semantic sense of dnéuvovt’ (‘delaying’, ‘lingering’); in this way it
helps to reinforce Agamemnon’s warning to Chryses in the previous line,
“let me not catch you by the ships of the Achaeans.”"°7

The displacement of a grammatical-metrical pattern from its normal
position in the line to a different location can achieve a similar emphasis.
For example, in the first two words of the Iliad, ufiviv &e18¢, an accusative
noun with the metrical shape — v at position 1.5 of the line, where words
of that shape are rare, is governed by a verb with the metrical shape v— at
position §.5, where that word-shape is similarly unusual.’*® This grammat-
ical-metrical pattern normally occurs at the end of the line (e.g. 2 &ye’
g0nkev, 40 pnpl’ #kna), not at the beginning. Its displacement is as striking
as the use of the word pfjvis, normally denoting the wrath of a divinity, to
denote the wrath of the mortal Achilles.'*®

Another important element in the metrical flexibility of Homeric verse
is enjambement (from French enjamber ‘stride over’, ‘project’, ‘encroach’,
derived from en ‘in’, ‘on’ + jambe ‘limb’). Enjambement is the running on
of the thought from one line to the next without a syntactical break strong
enough to be marked in our texts by punctuation.''* There are two kinds
of enjambement: (1) “necessary” or “essential” enjambement, when a
clause is ungrammatical or grammatically incomplete at the end of a line,
without the addition of at least one word at the beginning of the following
line (e.g. 59-60 viv dupe TEAW TAayXBévTas diw | &y dmovoothoew, 78—9 &
péya mévTwy | Apyeiwv kpatéer); (2) “progressive” enjambement, when a

°7 See 27n.

o8 Russo 1963: 241 notes that “[n]ouns of the type — v are twice as frequently
used in 5.5 and three times as frequently in g.5” as they are at position 1.5; that
“[v]erbs of type v — v are extremely rare in g.5,” and that in general “the word-type
~ — v is highly restricted to positions 5.5 and 12.” See O’Neill, 1942: 142, Table g,
and 151, Table 29; Schein 2015: g04-75.

29 See 1n. 1 For detailed discussion, see Higbie 199o.
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clause is grammatically complete at the end of a line, but an additional
word or phrase at the beginning of the following line extends or develops
its meaning (e.g. 1-2 pfjviv &eide, Bed, TTnANiddew AxiAfios | otAouévny, g—4
yuxas "Aidt mpotoey | flpwwv). In the Iliad, about 60 percent of the lines
are enjambed, with essential enjambement in 24.5 percent of these lines,
often expressing a speaker’s urgency or emotion, and progressive enjambe-
ment in 75.5 percent, adding information or emphasis and sometimes
taking the sentence in an unexpected direction. These statistics, however,
do not apply evenly throughout the poem: essential enjambement is espe-
cially frequent in highly rhetorical or emotionally intense passages, where
it is often accompanied by sentence-end or clause-end at positions within
the line, rather than at the end, where it might be expected to occur (e.g.

2347, 9.336—41, 24.10-13).

5.1.4 Scansion

In order to appreciate the metrical flexibility of the hexameter, first-time
readers of Homer usually learn to “scan” individual lines, that is, to mark
their sequences of heavy and light syllables in writing, using the symbols —
and v,""" and to identify the position of at least the main (B) caesura. As
the characteristic rhythms of the hexameter become familiar, the “scan-
sion” becomes easier, and eventually there is no need to write out the
quantities of the syllables. The positions of word-end, too, become famil-
iar and expected, and the fulfillment and disappointment of these expec-
tations make metrical interpretation possible.

Scansion necessarily involves understanding prosody, the specific ways
in which syllables are made heavy and light in conformity with the rules
set forth in 5.71.7 and with the following kinds of prosodic adjustment:'**

(1) ashortvowelinalightsyllable maysometimes be arbitrarily treated as
if it were long (metrical lengthening), making the syllable heavy and
enabling the word to fit into the hexameter (e.g. 398 &Bavdroiow,
262 &vépas).''s

"' In metrical jargon, each syllable can be said to “scan” heavy or light.

' For detailed information and examples of these and other prosodic adjust-
ments, see the relevant sections of Chantraine, GH, vol.1, West 1998-2000: 1.XxXix—
xxxvii, and Wachter 2015.

'3 In 774 &iigide, however, the unexpectedly heavy second syllable reflects the
old consonant-stem dat. sing. ending *(w)ei found in Mycenaean (West 1998—
2000: 1.xxviii, Wachter 2015: 101).
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a syllable containing a short vowel followed by a single consonant
within a word or at the beginning of the next word (most often 5, A,
U, v, or o) is sometimes heavy, often but not always because f, o, or
another consonant has been lost (e.g. 9 &8ci0ev, 397 évi pey&poiow.
For r (digamma), see below, 5.2.2);

a syllable with a short vowel followed by v, p, or ¢ at the end of a word
is sometimes heavy, even when followed by a vowel or diphthong at
the beginning of the next word (e.g. 527 008’ &teheUTnTov, & Ti Kev,
342 N y&p & y’ dhoifjiol, 549 TéTAnkas eimelv), often because a f or
other consonant has been lost before that vowel or diphthong;

a syllable with a short vowel at the end of a word, followed by a word
beginning with ox-/3x-, can be light (e.g. 5.774 18¢ Zx&uawdpos,
2.467 &v Aepddovt Zkopavdpint, Od. 5.297 Sdke 8’ EmelTa okETapUOY);
elision (‘striking out’, ‘expelling’): a short vowel in an open syllable at
the end of a word, preceding a vowel or diphthong at the beginning
of the next word, is often dropped or ignored; by convention, this is
indicated in modern texts by an apostrophe (e.g. 2 pupi’ Axaiois, g
8 ipBiuous, 39 Epat’* Edeioav). air at the end of various verb-forms can
also be elided. Final 1 in Trepi, 11, or 611 does not elide, but final 1 in
the dative, singular and plural, does so occasionally (e.g. 71 vfieoo’
flynoot’, 16.854 xepol Sapevt’ AxiAfios);

synizesis (‘sitting together’) or synecphonesis (‘sounding together’):
two or more successive syllables within a word, or at the end of one
word and the beginning of the next, are sometimes slurred together
to produce a single heavy syllable (e.g. 1 TInAni&8ew, 141 81 oUTcwos,
279 BoulMéwy, 540 81 aUTe);

crasis (‘mixing’, ‘blending’): like synizesis/ synecphonesis, except that
the blending of sounds is indicated graphically (e.g. 465 T&Mo,
2.298 xAuels);

apocope (‘cutting off or away’): loss of a vowel at the end of a word
or within a word before a consonant, sometimes with assimilation
to that consonant, is especially common with the prepositions v,
KaTd, Tap& (€.g. 149 &v, 593 k&mwmecov, 606 kakkelovtes). Apocope is
not only a phonetic process: apocopated forms are also morpholog-
ical variants in some non-Attic-Ionic dialects;

hiatus (‘gap’, ‘gaping’) occurs when a vowel at the end of a word,
preceding a vowel or diphthong at the start of the next word, is not
elided. It often results from loss of a digamma at the beginning of
the second word (e.g. 4 8¢ (F)éAcwpia, 38 Tevedoid Te (F)igr (F)&vaooeis).
Hiatus is particularly frequent at the end of the line or at a caesura;

(10) (epic) correption (‘shortening’): a long vowel or diphthong at the

end of a word, preceding a vowel or diphthong at the beginning
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of the following word, i.e. in hiatus, may be treated as if it were
short, thereby making the syllable to which it belongs light instead
of heavy (e.g. 15 xpuoéwt &v& (where -eco1, which is pronounced as
a single syllable by synizesis, is treated as light), g9 kai ¢meifeto, 118
Sppa p1 oios);

(11) diektasis (‘stretching out’, ‘expansion’): a kind of inner expansion
of a contracted form of a verb, especially one in -aw or -ow. For
example, g1 dvtidwoav results from the contraction of an original
dvTidoucav to dvTidoav, a form which could not fit into the meter
and was therefore expanded, or distended, by the insertion of o after
1and before w. The original form dvridouoav would fit metrically but
presumably was no longer readily available to a bard after the con-
traction to dvtidoav. Cf. §50 6pdwv, an expansion of 6p&dv, which was
a contraction of an original épéev.

All these kinds of prosodic adjustment increased the ability of a bard to
compose and perform metrically correct epic poetryin dactylic hexameter.

5.2 The Homeric Language
5.2.1 Literary Language and the Mixture of Dialects

The language of the Iliad (and of early Greek epic generally) is some-
times referred to as the “Homeric dialect.”''4 It is, however, not a dialect
in the usual sense of the word — not a variety of Greek ever spoken in
any particular region or by any particular social or ethnic group, like the
historical Ionic, Aeolic, Arcado-Cypriot, Doric, and Attic dialects. Rather,
it is an exceptionally rich and varied “literary dialect ... which contains
elements from different dialects and different periods, and some which
were never spoken at all but created [artificially] by the bards within the
[poetic] tradition,” in order to compose and perform epic poetry in a tra-
ditional style in dactylic hexameter."'s This literary language, sometimes
designated by the German word Kunstsprache (‘language of art’), is mainly
Ionic, but it differs from the eighth-century varieties of Ionic spoken on
many islands of the eastern Aegean sea, in many Greek communities on
the coast of Asia Minor, and on the island of Euboia, because of its archaic
or archaizing flavor and its combination with elements from other dia-
lects, especially Aeolic. Like these Ionic elements, the Aeolic forms and

"4 See Chantraine (GH), Palmer 1962, Monro 1891, Horrocks 1997, Colvin
2007: 49-5%, Hackstein 2010, Wachter 2015.
15 Colvin 2007: 49.
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diction in the Homeric language do not “correspond exactly to the usage
of any single Aeolic dialect” among those spoken in parts of Boiotia and
Thessaly and on the island of Lesbos.**®

Scholars differ on how the Aeolic and Ionic features of Homeric Greek
came to be combined. Some posit parallel Ionic and Aeolic poetic tradi-
tions going back to the late Bronze Age, with Ionic eventually becoming
dominant;''7 others think of an Ionic tradition going back to Mycenaean,
the Late Bronze Age dialect known from the Linear B tablets, which
enriched itself by adding Aeolic forms and diction as it spread through
areas in which Aeolic was spoken;''® still others support the notion of an
early phase of the epic tradition during which the language was predomi-
nantly Aeolic, before it was replaced in a later phase by Ionic in areas where
bards sang for Ionic-speaking audiences but preserved Aeolic forms when
they were metrically convenient or otherwise desirable.''9 Whatever the his-
tory of the combination of dialects, the language of the [liad is primarily
Ionic, because that was the main dialect in the area where it was composed
and performed before being written down and then transmitted in writing.

Characteristic Ionic features of the Homeric language include:

n instead of « after ¢, 1, and p;

quantitative metathesis, the exchange of quantity in adjacent or
neighboring vowels (e.g. -cw for -&o in first declension genitive
singular forms and in 193 £ws, a modernized form of fos);

uncontracted adjacent vowels (e.g. 74 kéAean, 186 oTuyén);

movable -v;

compensatory lengthening of a vowel sound, when a consonant
(often f or o) was lost (e.g. &evos < *&vfos);

lengthening of a short vowel sound into a “false” diphthong for met-
rical convenience (e.g. voloos < véoos (see DELG s.v. v600s), lveka
< gveka

infinitives of -1 verbs in -vau;

the third person plural aorist indicative suffix -cav in place of -ev;

agent nouns in -tns instead of earlier forms in -tnp and -Twp;

the particles &v, i, uév; fjv instead of ¢&v for &i + &v;

the personal pronouns fpeis, Uueis, etc.;

the conjunctions &tmws, &11;

the prepositions wpds, dié.

116 Horrocks 1997: 213. "7 Hooker 1977: 70-82, Miller 2014: 336-56.

118 Horrocks 1997: 214-17.

119 M. West 1988: 162—5 = 2011b: 55-60, Janko 1992: 15-19, Wachter 2015:
68-9.
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Characteristic Aeolic features include:

the third person plural aorist indicative suffix -¢(v) in thematic verbs
(e.g. 57 fiyepbev, 251 Tp&eev);

-o6ain the second person singular of present tense verbs;

the conjugation of certain contract verbs as if they were athematic
(-u1) verbs;

aorist plurals of -w verbs based on the singular stem (e.g. ¢nkav as
well as #0ecow);

infinitives of thematic verbs in -eyev and of athematic verbs in -peveaa,
-uev;

perfect active participles with thematic -ovt- instead of -ot- (e.g.
12.125 kekMyovTes) or with the long vowel of the nominative sin-
gular in the rest of the paradigm (e.g. 590 pepa®dT);

adjectival patronymics in -105 (e.g. 2.528 etc. TeAaucovios; 18.60, 441
TTmAfiov);

doubling of -o- in aorists with short-vowel stems (e.g. 108 étéAecoas,
24.106 k&Aeooa);

dative plurals in -ecor;

demonstrative pronouns Toi, Tad;

forms with w (e.g. mioupes, médopan) instead of T (e.g. Téooapes,
TéA\opat);

the particles ai, ke, p&v;

the personal pronouns &pues, Uppes, etc.; éuebev, oébev, €0ev;

the conjunctions &mmws, 6TT1;

the prepositions wéTi and wpdéT and prepositional prefix (&-;

ipds instead of Tonic iepds.

Some Aeolic forms provide metrically useful alternatives, e.g. 59 &upe for
fuéas, 11.476 médeoot for oo (o)i, dmrmws, &t for &mes, 611; others have
no equivalent in Ionic, e.g. 1 8& (ITonic uses 8eds for both gods and god-
desses), 469 mwepmdpora. Sometimes Aeolic and Ionic equivalents co-exist
in the same line, e.g. Od. 7.209 8aivuvtai Te Top’ &upt kabhuevor Evba ep
Nuels.

Apart from Ionic and Aeolic, the Homeric language also includes some
words drawn from Arcado-Cypriot, a dialect that was extinct in most places
by the late eighth century but is known from early inscriptions found on
Cyprus and in Arcadia in the central Peloponnese, remote places where
its use persisted longer than it did elsewhere. Arcado-Cypriot words com-
mon in Homer include cioa, dva€, altdp, épmrw, i8¢, kéAeubos, AsUoow, oios,
mdois, and oTéos. Some provide a useful metrical alternative, e.g. aico for
poipa (when the meter requires that the word begin with a vowel), i8¢ for
kai. Homeric Greek also has a sprinkling of Attic forms, but these are
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mostly a matter of superficial spelling changes made by local bards and
rhapsodes, such as the contraction of adjacent vowels in verb forms and of
the genitive plural ending -¢wv to -Gv.

The dialect mixture in Homeric Greek was not achieved simply by bards
combining elements of Tonic, Aeolic, and Arcado-Cypriot as they existed
in the eighth century. Many characteristic Aeolic and Arcado-Cypriot fea-
tures already occur or have parallels in Mycenaean and were traditional
well before the differentiation of the dialects.'** For example, the Linear
B tablets share with Homer (1) first declension genitive singulars in oo
and genitive plurals in awv, (2) second declension genitive singulars in
o0 (g) the case ending ¢1, found in Homer in the genitive of separation
and the genitive complementing proper names and in instrumental, loc-
atival, and quasi-adverbial dative constructions in the singular and plural
of all declensions, e.g. 38 ip1 &wdooeis, 3.598 & of TaA&uNPw &pTipel, §.567-8
#yxos | fiixon woAduner (see GH 1.284-41); (4) initial wr- for m- in wrdAepos,
TN, and mwToAiebpov; (5) optional use of the augment; (6) such words as
odoa, dvag, détas, Eveka, Ruap, TeUxw, and p&oyavoy.

A few features of Homeric Greek are even older than the Linear B tab-
lets and testify to a tradition of Greek dactylic hexameter poetry as early
as the first half of the second millennium. These include (1) formulaic
diction naming and describing objects that have been shown archae-
ologically to have existed prior to the time of the tablets, such as the
“shield encircling a man” (e.g. 2.389 &omidos dueiPpsTns), which seems
to have been in common use in the sixteenth and fifteenth centuries;'?!
(2) formulaic words and phrases, e.g. 16.854 = 24.6 &vdpotfita, 2.651
’EvuoiMat &vdpeipévtni, which are unmetrical in Homer but would have
been metrically correct at a time when specific phonological changes
had not yet taken place;*** (g) tmesis, the existence of a preverb (usu-
ally an adverb that would later become a preposition) and a main verb
as separate words that had not yet coalesced into a compound. The
term tmesis, from tépvw ‘cut’, reflects the view of ancient grammarians
for whom the preverb and verb were parts of a single compound verb
that had been artificially divided. In Homer, however, the preverb and
verb, which immediately precede and follow their object, often seem to

'2°. The Aeolic and Ionic features of the composite literary language were by
no means as fully developed as the Lesbian Aeolic dialect that can be seen in the
poetry of Sappho and Alkaios (late seventh—early sixth century) and the Ionic that
can be seen in Herodotos and other prose authors of the classical era.

21 For doubts, however, that the Homeric “shield encircling a man” originally
referred to any specific Mycenaean or pre-Mycenaean shield, see van Wees 199z2:
17-21, 2011: 7092.

22 See M. West 1988: 156-7, Janko 1992: 10-11, Wachter 2015: 74.
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have not yet combined into a single word, and the preverb stands on
its own as an adverb (e.g. 25 Zmi pUfov #Teldev, 142-9 &5 & éxaTdppny |
Belopev). 23

5.2.2 Evolution of the Literary Language

For as long as poetsingers composed and performed traditional poetry
orally, its language and style kept evolving; the introduction of writing in
the eighth century for the most part put an end to such evolution. After
a period of transition when oral composition-in-performance and text-
based performance co-existed, the poetry performed by rhapsodes was
based on fixed texts in a style that was basically unchanging.'** Several
important developments in the literary language, which took place only
a century or so before the advent of written texts, brought about or accel-
erated the modification of formulaic prototypes and led to the Homeric
language as we know it.'*> These changes included:

(1) the disappearance, at the beginning of a word or sometimes within
aword, of the sound indicated in English by the letter w; this sound
was signified in Greek by the letter digamma (f), which is found
in early inscriptions in several dialects. The loss of the sound and
of digamma probably took place (or began to take place) not long
before the eighth century and is responsible for many instances of
hiatus and apparent violations of metrical norms in early Greek
epic;'#0

(2) the loss of the ssound in certain circumstances at the beginning of
a word and between vowels. At the beginning of a word, *s always
became /- except in dialects where initial 4- was not preserved
(so-called “psilotic” dialects), e.g. *sex > *hex > £€. The disappearance
of ¢ between vowels (“intervocalic” o) led to hiatus and sometimes
to the eventual contraction of the two adjacent vowels (e.g. Proto-
Indo-European gen. sing. *génh -es-os > Proto-Greek *genehos [found
in Mycenaean] > Ion. y¢veos > (contracted) Att. yévous).

23 See Horrocks 1980: 5, 1981, 1997: 201-3; Haug 2002: 42—4, 2011, 2012.

24 See 1.1. 125 Hoekstra 1965.

26 Digamma would have an effect on the meter in 1,498 places in the Iliad (c.
85% of possible occurrences) and is neglected in g12 places (¢. 17% of possible
occurrences); the percentages for Book 1 are almost identical. In the Odyssey di-
gamma would have an effect in 1,391 places (¢. 82%) and is neglected in 303
places (¢. 18%). See Janko 1982: 47, Table 10; 201, Table 3. On digamma gen-
erally, see Monro 1891: 361—76, GH 1.117-57, Janko 1982: 42—7 and Index, s.v.
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(3) the change of & in the common Greek antecedent of the various
dialects to n in Ionic, including after the letters ¢, 1, and p;

(4) the increased frequency of v-movable at the end of a word, which
(a) often helped to avoid hiatus before a vowel at the start of the
following word, following loss of ¢ or o; (b) sometimes provided a
consonant following a short vowel in the syllable of one word, before
another consonant at the beginning of the following word, making
the final syllable of the first word metrically heavy;

(5) Ionic quantitative metathesis (above, 5.2.1), perhaps the most
recent linguistic change in the Homeric language.**’

In the development of the literary language, linguistic phenomena or
patterns that originated in a specific linguistic environment were often
extended by analogy outside that environment. For example, in 12.278 &oe
npddes (——| v v —), the heavy -« at the end of &oe reflects an original *sn-at
the beginning of the following word, but in 28.366 &oe vépos (—— |~ v), -¢ at
the end of ¢&oe is heavy even though végos never began with *sn-.

One kind of change in the literary language was the creation of a
new word through mishearing or misunderstanding where two adjacent
words should be divided, clearly a result of the oral/aural context in
which epic poetry was originally composed, performed, and received.
For instance, vASupos (‘soft’, ‘sweet’) occurs twelve times in the Iliad
and Odyssey as an epithet of Umvos (or “Ywvos), ten times in the formula
vnBupos (-ov) Umvos (-ov), four of them following a third person imperfect
active verb ending in -e (e.g. 2.2 &xe vfduuos Umvos, Od. 4.793, 12.911
¢mnAube vidupos Utrvos). It is likely that &xe viBupos or émfHube viBupos was
originally ¢yev fiduuos [cognate with f3Us] or émwfAuBer H8upos and that,
in one or more performances of traditional oral epic, the poet (and at
least some members of his audience) understood and pronounced the
v-movable at the end of &xev or ¢wnAuev as the first letter of the following
word. In this way the language acquired a new adjective, which came to
be used of Umvos even in the absence of an immediately preceding verb
in the imperfect.'*

That the Homeric language changed over time does not mean that
older features simply disappeared as newer features came into existence.

27 Hoekstra 1965: 31-2, Janko 1992: 18.

128 See Leumann 1950: 44-5. Cf. the possible formation of 65 émuéupeTon in
the expression eUxwAfis ¢mpéugeton (‘he finds fault in the matter of a vow’) from
eUxwAfis #m péppetan (‘he finds fault over a vow’) (Leumann 1950: g5). This kind of
word-formation is a principal theme of Leumann’s book.
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Late eighth-century poets of oral or oral-derived epic could draw on lin-
guistic features that, from a historical viewpoint, might seem either early
or late, but from their own viewpoint were equally available and equally
at home in poetry that was simultaneously both traditional and new. The
poets may well have tended to use the most recent form of a word or
phrase that kept its traditional metrical shape,'*® but throughout the Iliad
(and Odyssey) early and late linguistic elements are so thoroughly mixed
that it is impossible to show, on the basis of language alone, that certain
parts of the poem must be either older or younger than other parts. The
Homeric language can be studied diachronically up to the late eighth
century, but the language of the epics as we have them is a synchronic
phenomenon.

5.2.9 Some Morphological Features of Homeric Greek
(including differences from Attic Greek)

NouUNs

First declension

Nominative: fem. nouns in -n, except 8s&; masc. nouns in -ns or short or
long o

Genitive: masc. nouns with gen. sing. ending in -ew (e.g. 1 TInAni&dew) or
-go (e.g. 75 tkarnPerétao), plural ending in -awv (e.g. 152 aiyunTdov)
or -ewv (€.g. 279 Pouléwv)

Dative plural endings in -mis, -mio1, or -oug

Second declension

Genitive sing. in -oio or -ou (a contraction of -oo, a former ending that is
not found in the Iliad or Odyssey)
Dative plural in -o15 or -oi01

Third declension

Nouns in -eus, e.g. AxiAeUs, PacideUs: gen. sing. in -fios or -¢os, dat. sing. in
-fii, acc. sing. in -fio; nom. plur. in -fies, gen. plur. in -feov, dat. plur. in
-eJo1 or -Neool, acc. plur. in -fias.

The most common dative plural ending is Ionic -o1; Aeolic -econ is a fre-
quent variant (cf. 288-g mwévteoor & dvéooew | ol 8¢ onpaivew);

29 Janko 1992: 17.



42 INTRODUCTION

o-stems sometimes have -¢sco1, reflecting the loss of intervocalic o
(e(0)-e001). ¢mwos has all three endings in different metrical conditions
(e.g. 77 TpodPpwv Emeotv Kol Yepoiv &pngew, 304—F s T Yy dvTiBioiot
HOXECTOpEVE ETréeooty | &voThTny, Q.119 Swpoioiv T° &yavolow #meooi Te
peldxioiot).

o-stems: for yévog, see 5.2.2. Many o-stem nouns present only a few forms,
e.g. &hyos, Ayea, &Ayeot; KUBos, KUBET; uévos, UEVeos, UEVET, uévea.

p-stems: &vfip and nouns denoting relations of kinship, e.g. 8uy&tnp, pinp,
matfp, have metrically motivated variation in several forms (e.g. 5.541
Svdpas/ 262 dvépas, 19, g5 BUyoTpa/5.971, 6.192 Buyatépa); cf. 19.422
véopl pidou TaTPOS Kad pnTEPOS.

1-stems: many nouns present only a few forms, e.g. Tiois, Tiow; UBpis, UBp1os,
UBpw. mwéhis/ ToMs, however, has gen. w(t)dAos, TéAnos, ToAeos, dat.
TOAel, TOANI, TTOAEL, acc. wéMv, nom. plur. wéAnes, gen. mwoAiwy, dat.
ToAeoo1, ACC. TTOANQS, TTOALQS, TTOAELS, TTOALOS.

VERBS

(1) Augment is frequently omitted (e.g. 34 Pfi/311 £Bn, 188 9&to/33
¢pot’)

(2) Uncontracted forms are common in -ew, -ow, and -ow verbs (e.g.
186 oTuyém [subjunctive], 405 koAéouot). In primary tenses of the-
matic verbs, the second person singular middle and passive ending
was *-esai; after o dropped out (5.2.2), the ending became -ean (74
kéheat, 192 mapehevosat). In secondary tenses of thematic verbs, the
second person singular ending was *-so; after a similar loss of ¢ fol-
lowing a vowel and before o, the ending became, e.g., -ao (24.685
§Aboao) or -eo (418 Emheo).

(3) in the third person plural, -atoa1 and -oto are often found for -vra
and -vto after 1, o, or v (e.g. 239 eipvatal, 251 &pBiad’, 257 TuboiaTo).

(4) reduplicated thematic aorists, a Proto-Indo-European verbal cate-
gory, though rare in Attic (e.g. &yoyeiv, &papeiv), are common in
Homeric Greek, with ¢ as the reduplicating vowel (e.g.100 Tmemifoipev,
256 kexapolarto, 5Q1 TeTayw).

(5) in athematic verbs, the third person plural imperfect and aorist
active can end in -cav (e.g. 290 ¢8ecav) or in -av, -ev, or -uv (e.g. 91
&Pav, 279 Euviev, 4.229 £5uv). In thematic verbs, the third person plu-
ral aorist passive sometimes ends in -ev (e.g. 57 fiyepbev, 251 Tpdeev,
531 diéTpayev) rather than -coav or -noav.

(6) shortvowel subjunctives, having the thematic vowel ¢/ 0, co-exist with
subjunctives having the more common long thematic vowel n/w
(e.g. 62 épeiopev, 141 gpUooouev, 147 iAdooean as well as 139 Tkewpuan,
218 ¢mmeifnTon).
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THE MAIN PERSONAL PRONOUNS

First person singular: Nom. ¢y (v); Gen. ueu, gucio, &uéo, &ued, guébev; Dat.
¢uol, wot; Acc. &ué, ue

Second person singular: Nom. oU, TUvn; Gen. otlo, oo, oel, o¢Bev, Teoio;
Dat. ool, To1, Teiv; Acc. of, ot

Third person singular: Gen: ¢io, o, €U, £6ev; Dat. éof, of; Acc. &, &

First Person dual: Nom. and Acc. vo, véyi; Gen. and Dat. védiv

Second person dual: Nom. and Acc. ogw, opéi; Gen. and Dat. co&iv, opdw

Third person dual: Nom. and Acc. ogwe; Gen. and Dat. ogwiv

First person plural: Nom. fjueis, &upes; Gen. fluécov, Npeicov; Dat. fpiv, &upi(v),
fAipw; Acc. Apas, Nuéas, fiueas, &upe

Second person plural: Nom. Uueis, Uppes; Gen. Gpéwv, Gueiov; Dat. Guiv,
Uppi(v); Acc. Upéas, Uupe

Third person plural: Gen. opéwv, ogelwv, opdv; Dat. opioi(v), oei(v); Acc.
CQE, OPEQS, TPOS

pw is an acc. form, always enclitic, used for all genders, singular and plu-
ral, and as a reflexive.

The following pronouns are sometimes enclitic: o¢o, o€, £o, £8ev, €7, of,
g, &, opéwv, ogiol(v), ogi(v), opéas. Tor is always enclitic.

INDEFINITE AND INTERROGATIVE PRONOUNS

Indefinite: gen. sing. teo, Teu; dat. sing. Tew1
Interrogative: gen. sing. T¢o, Ted; gen. plur. Técov;

POSSESSIVE AD]ECTIVES AND PRONOUNS

First person singular épés; second person singular Téos, ods; third person
singular £6s, &5

First person dual vewitepos; second person dual cgwitepos

First person plural &ués, fuétepos; second person plural Uuds, Upétepos;
third person plural ogds, ogétepos

THE DEFINITE ARTICLE
The Attic definite article (6, ), 16) is mainly a demonstrative in Homer,
less often a relative; see g—10n. Specifically Homeric forms include:

Gen. sing. masc. and neut. toio (= ToU)

Nom. plur. masc. and fem. Toi, Tad

Gen. plur. fem. t&owv

Nom. and Acc. dual (all genders) T

Gen. and Dat. dual (all genders) Totiv

Dat. plur. masc. and neut. Toio; fem. Tfjiot, Tfjis, Toion
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5.2.4 Notes on Syntax

This section concentrates on distinctively Homeric usage.*3°

NUMBER

The dual, though regular in Mycenaean, is often represented by the plu-
ral in Homeric Greek.

Dual and plural forms of nouns, pronouns, adjectives, and verbs are often
combined (e.g. 321 T ol foav kfpuke Kal dTpnpcd BepdtrovTe, 38 T &
Ut p&pTUpOlL E0TWY).

Neuter plurals are often associated with a plural verb (e.g. 2.145 xai
omdpTa AéAuvTa, 11.643—4 oliota ... | Téooop’ EFoav).

CASES

Nominative: sometimes used as vocative in exclamations (e.g. 241 8nuoBopos
BaoireUs), and sometimes joined with a vocative (e.g. 3.276—7 ZeU
moTep T18nBey pedéwv ..., | HéMds 8 S ...);

Genitive: when governed by a noun, the genitive expresses the relation
between the two nouns; when governed by a verb, the genitive indi-
cates the domain within which an action takes place.

a) subjective genitive, when the person in the genitive is the subject
of the verbal force in the noun on which it depends (e.g. 1 ufjyw ...
TInAni&dew AxiAfios, 5 Aids ... Poulr));

b) objective genitive, when the noun in the genitive is the object of the
verbal force in the noun on which it depends (e.g. 16 xooufTope Aaéov,
240 Ay1A\fjos obn);

¢) genitive, without a preposition, indicating origin (e.g. §59 &védu mohifis
&Mos) or separation from (401 tév y’ ... UmedUooo Seouddv);

d) genitive expressing the cause(s) or reason(s) for punishment or other
actions (e.g. 65 & T’ &p & ¥’ eUxwAfis émiuéugeTan i 6 EkaTouPns);

e) genitive of comparison, sometimes found with a superlative rather
than a comparative, (e.g. 505 G@kUPOPOTATOS EAAWY).

Datrve:

a) used freely for persons affected in various ways by the action of a verb,
including dat. of interest (e.g. 3.388 & ol TaA&unew &pnpet, 4.24 “Hpm
8 ouk Exade oTfiflos xoNov); dat. of possession (e.g. 188 TInAetcont & &yos

'3 For greater detail and additional examples, see GH, vol. 2, and Wachter
2015: 109—13.
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yéver’); dat. of advantage or disadvantage (e.g. 159 Tty &pviuevol
Meveddet, §2 5 T6 of kai plylov éotan); ethical dative (e.g. 250—-1 61 &’
A8n 8Uo utv yeved ... | 2piad’);
b) used without a preposition to express
(1) the target or destination which someone or something approaches
or reaches (e.g. 51 aUTolol Bélos éyemeukis épuels, 434 ioTov &
iocTo86KM1 TTEACTaV);
(2) place where (locatival dative) (e.g. 24, 217 Buud, 189 oTnbecow);
(3) the cause or reason why something happens (e.g. 3.459 o0 uév y&p
QIAOTNTL ¥’ EkeUBavov);
(4) the manner in which something happens (e.g. 11.555 TeTINéTL
Bupen);
¢) used without a preposition to express association or accompaniment
(e.g. 260—1 kai &peioow A wep Gpiv | dvdpdow duilnoa).

Accusative: often expresses the end, goal, aim, or result of an action (e.g.
91 ioToV Eoryopévny Kad &pov Aéxos vTidwoav).
Adverbial Suffixes:'s!

a) -B1, indicating position at or in which, place where (e.g. 243 &v8ob;
9.300 &mnxBeTo kNPSBL uEAAOV);

b) -Bev, indicating place from which, sometimes with éx/2§ or &mwo
(e.g. 208 ovpavdBev, 391 khioinBev, 525 &¢ 2uébev); also used in per-
sonal pronouns épéBev, o¢Bev, £8¢év in comparisons (e.g. 114 o¥ £6¢v
¢oT1 Yepeloov);

c) -¢i1(v), ending of old (Mycenaean) instrumental or locative dative
and ablatival genitive (e.g. 38 g1, 2.794 vadew);

d) -8¢/-(e/-o¢, indicating direction towards (e.g. 221 OUAupovse, 227
Aoxovd’).

VERBS
Middle Voice

a) The middle is sometimes used instead of the active, perhaps for metri-
cal convenience (e.g. 529 pefoeton for uédel); cf. the alternatives &ico/
Stouat, Epn/ edo;

b) there are, unusually, middle forms for verbs of perception, either
because the subject is especially interested in the action or for metrical
convenience (e.g. 56, 198 op&To).

31 See Monro 1891: 93—4 (§109), GH 1.294-51.
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Tenses

Tenses regularly indicate the aspect, i.e. the nature, of the action involved,
rather than the time at which it takes place. The present and imperfect
denote continuing action still in progress (e.g. 5 Aids 8 ¢teheieTo Poudn);
the aorist denotes an action as single, momentary, and complete, without
reference to time (e.g. 40 unpi’ ¢éxna). (These norms do not apply in every
case, and it is sometimes difficult to see the difference between an imper-
fect and an aorist.) The perfect denotes an action completed in the past
and still in effect, i.e. a present state or condition reached by previous
action(s) (e.g. 37 &upiPépnras, 228 TETANKOS).

a) gnomic aorist: used for a statement (or proverb) that is true at any
moment in time and, therefore, always true; often accompanied by
“epic” te (e.g. 218 &g ke Beols dmimeifnTon, udda T° EKAuov alTol, 278-q
gmel oU ToB’ Spoins Fupope Tifis | oknmToUYos Pacidels, G Te ZeUs kTS0
Edcokev)

b) future: the future indicative is sometimes used with &v or xe(v) and
resembles the subjunctive and optative in expressing expectation, will,
or desire (e.g. 175 of k¢ pe TiufooUs1, 529 &uol 8¢ ke TaUTa peAnoeTAL)

Moods
Subjunctive (independent uses):

1) to express a speaker’s will, expectation, or assertion about the future,
sometimes with &v/xe(v) (e.g. 187 &yc 8¢ kev aUTds EAwpa, 184 &yco B¢
k’ &yw); usually with negative 1, but sometimes with od

2) prohibition or warning, with p7 (e.g. 26 uf ot ... xixeiw, 587 pn o ...
18copan)

Optative (independent use): to express potentiality with or without &v/
xe(v) (e.g. 256 Tpdes uéya kev kexopolaro Buuddt); with negative od.
Subjunctive and optative (dependent uses):

1) in purpose (final) clauses, after va, ¢&s (often with &v/ke(v)), émws,
dppa (€.g. §2 cadTepos &g Ke vénal, 139 8op’ aUTds EXTIS YEPQS)

2) in conditional clauses after &i, od, fjv, efrep, with or without &v/kev (e.g.
90 oud” Hiv Ayapépvova eltnis, $40—1 €l ToTe ... | xpeicd dueio yévnTan)

) in relative clauses, including relative purpose clauses and relative con-
ditional clauses (e.g. 218 &g ke 8eols ¢mmeibnTon, 554 T& Pp&lean, &oo’
¢B8éA1o0a)

4) in temporal clauses referring to the future, after &te, dppa, Ews, or
mpiv, without &v/xe(v) (e.g. 8o kpeicowv y&p Baoidels, &te xoeTan, 82
peTdTIoBEY Exel KOTOV, Bppa TEAéoOM)
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5) in indirect questions, sometimes implying deliberation (e.g. 189—92
peppnelev | A 8 ye ... | ToUs pév dvaoThoeiey, 6 8 ATpeidny dvapilot, | fe
XONov TTavoeley)

Infinitive:

(1) completing the force of a verb by expressing its result (e.g. 8 Tis T’
&p opwe Bedv Ep1d1 Suvenke pdyxeobar; §477 dddke & &yew, 4429 Tpd W
Frreppey ... | TodB& T ool dyépev)

(2) with force of imperative (e.g. 20 T& & &mowa déxeobo, 582 dAAK oU TéV
Yy’ ¢méecol kaBdmTeofon padakoiow)

(3) with mpiv in temporal constructions (e.g. 98 Tpiv y’ &mwd matpl pidot
Bopeval ENkw S koUpny, 9.408 = 1§.172 Tpiv éABelv uiag Ayxoaddv)

(4) used as an accusative of respect (e.g. 258 wepi pév Poudty Aavaddv, Trept
8’ ¢oTt péyeobar)

“Epic” e

“Epic” te: Te is frequently used in generalizing statements of what is usually,
typically, or proverbially true (e.g. 69 kai y&p 1" dvop ¢k Abs o, 278-9
&mrel ol o dpoing Eupope Tipfis | oknTToUy0s PaciAels, &1 Te ZeUs kUSos ESwkev).

5.3 Style
5.9.1 Formulas

The recurrence of certain words, word-groups, and phrases at the same
metrical position(s) in the line is a conspicuous feature of Homeric
poetry. Milman Parry called these recurrent elements “formulas”; in his
writings from the late 1920s and early 19go0s, he argued, first, that these
formulas were characteristic of a traditional style, and later, that this tra-
ditional formulaic style was associated with oral poetic performance and
composition and helped poetsingers to sustain the flow of metrically
correct verse. Then, between 1933 and 1935, his field-studies (with A. B.
Lord) of a still-living South Slavic oral poetic tradition in what was then
Yugoslavia seemed to confirm his argument that the Homeric epics were
composed orally.'?*

Parry defined a formula as “a group of words which is regularly
employed under the same metrical conditions to express a given essential

'3z Parry’s pathbreaking writings are collected in Parry 1971. Many of the South
Slavic texts recorded during his field studies are discussed in Lord 1960 (grd ed.
2019), who emphasized the importance of “composition in performance” (Lord
1960: 5, 13, 17 et passim). See too Lord 1991, 1995.



48 INTRODUCTION

idea.” By “essential idea” he meant “that which remains after one has
counted out everything which is purely for the sake of the style.”'$3 Parry
cites as an example of a formula and its essential idea the phrase 8e&
yhauk&is Adfvn. These words occur nineteen times in the /liad and thir-
ty-one times in the Odyssey, filling the metrical sequence v ———v v ——in
the third and fourth cola at the end of the line; the words yAaukéis Abrvn
alone occur another nine times in the /lliad and nineteen times in the
Odyssey in the same metrical position. Parry argues that Homer uses these
words to express the essential idea “Athene”; in his view neither the poet
nor his audiences would have been conscious of the separate meaning of
8e& or yAaukés. Parry similarly cites the recurrent line fuos 8 fpry¢veia
p&vn pododaxTudos ‘Hews (twice in the [liad, twenty times in the Odyssey) as
expressing the essential idea “when it was morning.”

Parry studied in detail the repeated combinations in the /liad and
Odyssey of nouns, especially proper nouns, and the epithets that modify
them, in order to elucidate how the traditional formulas worked. When,
for example, the name 'O8ucoeUs occurs in the nominative case as the
subject of a finite verb, it almost always (forty-nine out of fifty-three times
in the Iliad) is the final word of the line. In thirty-eight of these forty-nine
instances, the name is preceded by an adjective, a combination of adjec-
tives, or an adjectival appositional phrase: 8iog, ToAUuNTIS, TTOAITOPBOS, OF
ToAUTAGs Sios ‘Oduooels. In each instance the choice of adjective or adjec-
tives, according to Parry, depends not on what Odysseus is saying or doing
at that moment in the action of the poem, but rather on what sequence of
heavy and light syllables is required to complete the line with metrical cor-
rectness. 8ios ‘OduoceUs (sixty times) and éo6Ads ‘Oduooeus (three times) fill
the metrical sequence — v v — —at the end of the line; moAdunTis (thirteen
times) and mtoAiTopbfos (twice) combine with ‘O8uccels in the sequence
v v —v v —— and moAiTAas 8ios 'Obucoels (thirty-eight times) fills the
sequence v ———v v —— "3 All the phrases with these epithets, Parry argues,
express the same essential idea: Odysseus. ToAUTAas 8los ‘OduooeUs is the
only adjective—noun combination expressing this essential idea to fill its
given metrical sequence at the end of the line; in the case of woAUunTIs and
mToMTopBos, one of the adjectives is much more common than the other.
This illustrates what Parry called the “thrift” or “economy” of Homeric
formulaic poetry, “the degree in which it is free of phrases which, having
the same metrical value and expressing the same idea, could replace one
another.”*35 A clear indication of the economy of the traditional style is
the fact, determined by Parry, that of the thirty-seven characters in the

33 Parry 1971: 232. 34 Parry 1971: 277. 135 Parry 1971: 276.
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Iliad and Odyssey who have noun-epithet formulas in the nominative case
filling the metrical sequence v — — — v v — — at the end of the line, only
three have a second formula that could replace the first.'s®* Without such
economy, the formulas would have been far less useful for a performing
and composing poet, because he would repeatedly have had to take time
to decide which of several, metrically correct words or phrases to employ.

Parry emphasized that “when the element of usefulness is lacking, one
does not have a formula but a repeated phrase which has been knowingly
broughtinto the verse for some special effect.”'37 This, he argued, is a pro-
cedure of literate poets who compose their poems in writing, in contrast
to an oral, illiterate poet-singer, who follows a traditional pattern of words
and phrases and does not consciously decide to use one or another of
them. He denies himself, and the traditional style denies him, any other
way of expressing his essential idea. Because he thinks in terms of the
formulas, there is an unbroken flow of verse, and this, for Parry, demon-
strates the utility of the formulaic style. Because, according to Parry, “at no
time is [the poet-singer] seeking words for an idea which has never before
found expression, ... the question of originality in style means nothing to
him.”s

Formulas like the ones for Odysseus in the nominative case at the end
of the line exist, Parry argued, not only for most proper names and epi-
thets in the Iliad and Odyssey in their possible grammatical cases, but also
for many other words and phrases in all their forms and relationships with
one another. All these formulas are characterized by the same economy.
For example, “Homer uses for the five grammatical cases of Achilles, 46
different noun-epithet formulas representing the same number of met-
rical values.”'39 In other words, no two grammatically synonymous noun—
epithet formulas for Achilles fill the same sequence of heavy and light
syllables at the same position in the line.

As remarkable as the economy of the traditional formulaic language is
what Parry called its “extension.” Extension means that numerous gram-
matically analogous formulaic expressions occur in the same metrical con-
ditions. For example, in the /liad and Odyssey, in introductions to speeches
responding to other speeches, the words tov (t7w) & fueiper’ émearta at the
beginning of the line are followed sixty-two times by a formulaic phrase
consisting of a noun-epithet combination in the nominative case, run-
ning from the B caesura to the end of the line. Twenty-seven different
characters are found as subjects of fueiBer’ in these phrases, including,

136 Parry 1971: 277. 37 Parry 1971: 272-3.
138 Parry 1971: §24. 139 Parry 1971: 95.
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for example, Iepfivios imméTa Néotwp (eight times), Be& yAaukdmis Afnvn
(seven times), and y¢pwv Tpiapos Beoerdnis (five times). Taken together,
these sixty-two metrically identical phrases constitute a “formulaic sys-
tem.”'#° Similarly, in another formulaic system, when the line begins Ttov
(t7v) & aUte wpootarme(v), twenty-eight different characters, including
Tepippwy Tinveddeaia (nineteen times) and e yAaukdis Adryn (fourteen
times), are subjects of wpoo¢erme(v) in phrases used ninety-eight times in
the part of the line following the B caesura.'t' Parry argued that each
formula and each formulaic system “is ... made in view of other formulas
with which it is to be joined; and the formulas taken all together make
up a diction which is the material for a completely unified technique of
verse-making.”'4*

Parry made two other distinctions that are fundamental to his concep-
tion of traditional epic style: between formulaic epithets that are “particu-
larized” and those that are “ornamental,” and between “distinctive” and
“generic” epithets. While a “particularized” epithet pertains to immediate
action in the passage in which it appears, an “ornamental” epithet “has no
relation to the ideas expressed by the words of either the sentence or the
whole passage in which it occurs,”'43 that is, no relevant semantic force; in
Parry’s view it is simply a metrically useful component in the expression of
an “essential idea.” “Distinctive” epithets describe only one person, god,
or object, while “generic” epithets describe many.

Parry defined what might be called an ideal type of the Homeric for-
mula. Since the 19gos, students of the Homeric poems have questioned,
modified, and/or extended his findings and proposed different criteria
of formularity.'#t They have shown, for example, that resemblances in
sound — especially important in the context of oral composition-in-per-
formance and aural reception — are the basis of formulas involving (1)
different, but acoustically similar, grammatical forms of the same word at
the same metrical position in the line, e.g. 407, 24.465 AaBt yolvwv and
500, 557, 21.68 AdPe youvwv; (2) the same grammatical form of differ-
ent, but acoustically similar, words at the same metrical position, e.g. wiovt
Sfuwt (from dfjuos) nine times in the /liad and Odyssey and Trion (-a) &nuédn
(-6v) (from 8npos) three times in the Iliad and Odyssey;'15 or (g) metrically
identical phrases, at the same position in the line, consisting of one word
that is the same and one word that is different from, but rhythmically
and acoustically similar to, a corresponding word in the other phrases
(e.g. 35 amaveube Kicov, 48 &mdweuBe veddv, 549 &maveue Becov). Such acoustic

"4 Parry 1971: 10-11. ' Parry 1971: 12-13. 42 Parry 1971: 329.
43 Hainsworth 199g: 21. "1 See Hainsworth 1993: 1-31, Russo 1997.
145 See Nagler 1967: 276, 1974: 6.
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resemblances seem “formulaic” in ways that go beyond Parry’s conception
of a formula as expressing an essential idea.

Grammatical similarities and syntactic relationships between words or
parts of speech occurring in the same metrical positions have also been
interpreted as criteria for “formularity.” For example, the line-ending
phrases &Aye’ &bnke(v) (2), kG8os &bnke(v) (29.400, 406), kU8os &dwke(v)
(279 = 8.216 = 11.300 = 18.4506 = 19.204, 414), eUxos Edwke(v) or Edwkas
(5.285, 8.216, 11.288, 21.473), and ebxos &mnipa (15.462) exemplify a
single “structural formula” consisting of a noun in the accusative with the
metrical shape — v at position 10.5 followed by a verb, of which it is the
object, with the metrical shape v — —at position 12.

A middle-passive participle with the metrical shape — v v —at the begin-
ning of the line, often in enjambement and ending at position g, can
be seen as a single-word structural formula, e.g. 2 ollouévny, 43, 457
gUXOuEVOS, 109, 29.197 &xvUuevos, 18.211 épydpevos. So too can a line-end-
ing participle with the metrical shape — v v — — at position 12, e.g. Od.
1.408, 2.30 épyopévolo, Il 2.88 épyouevdwv, 196, 209, 586 kndoutvn Te (Trep),
241, 588 &xviuevds Tep, 4.291, 19.816 mepbouévn te. Whether structural
formulas should be thought of as “abstract linguistic structures or matri-
ces from which new epic formulas are generated,” they suggest realities
that go beyond identical diction and essential ideas.'*® M. N. Nagler has
even defined the formula not in terms of any actual words and phrases
that occur in Homeric epic, but as a “central Gestalt” existing “on a pre-
verbal level in the poet’s mind”; each phrase that actually does occur in
the texts, filling a given metrical sequence at a particular position, is an
“allomorph” of this central Gestalt, “which is the real mental template
underlying the production of all such phrases.”"7

The Homeric language and its formulaic style developed over centuries.
Parry was aware of this, but in his exposition of formulas and formulaic
composition he tended to treat formulas synchronically, as constants. This
approach does not do justice to the ways in which formulas changed over
time, as poet-singers incorporated elements of contemporary language
when and where they could and discarded older elements. For example,
poets modified “formulaic prototypes” in accordance with such develop-
ments as the disappearance of digamma, the increased presence of v-mov-
able, and Ionic quantitative metathesis. They also introduced innovations
in the declension and conjugation of formulas as they used them at dif-
ferent places in the line. Other linguistic, prosodic, and stylistic changes

146 Russo 1997: 245-6; cf. Russo 1963, 1966.
147 Nagler 1967: 281; cf. Nagler 1974: 13-19.



52 INTRODUCTION

arose from formulas that were split by the introduction of an additional
word or words.'4®

Parry’s criterion for formularity, that the same words must always occur
in the same metrical conditions, does not do justice to the flexibility of for-
mulas and their varying positions in the line. It seems more productive to
think of a shared expectation by poet-singers and their audiences that cer-
tain words belonged together — were, so to speak, bound to one another —
a conception which left room both for Parry’s identically worded formulas
in the same metrical position and for changes of word order within a line
or extending over two lines, e.g. xeipas &&mwtous > &&mwTous Xelpas, degiov
Spov > duov | 8e61v; for the use of different case-forms and/or synonyms,
e.g. oTpis &poupa/ TaTpida yaiav/ wdTpidos ains/matpidi yaini; and for the
addition of nouns, adjectives, or adverbs to existing formulas in order to
make new ones, e.g. (pévov kal) kijpa péAavaw, kakd pnoato (épya), (uéya)
kU8os &poi(T)0.'49

There is no reason to think that because both prototypical and mod-
ified formulas and formulaic phrases are metrically useful to oral poets
for versification, they therefore do not (and cannot) also have meanings.
Especially in an oral culture, the mnemonic techniques in play, when a
creative oral poet generates epic poetry for an audience experienced in
its reception and interpretation, do not require that what is metrical be
merely metrical. For example, the narrative, thematic, or stylistic context
in which a formulaic epithet or phrase occurs can contribute to its mean-
ing, often activating its latent semantic force. In particular, the ways in
which formulaic epithets and phrases are “focalized” — the viewpoints and
values they imply, when used by the narrator or his characters — can con-
tribute to their immediate and potential meanings.'5°

A good example is 12 Bods &l vijas Ayxcudv (‘to the swift ships of the
Achaians’). In older commentaries, the adjective 8o6s, here and in other
places where it is used of the Greek ships, is said to be without mean-
ing, because the ships are drawn up on the shore and stationary rather
than in motion. According to Parry, in all passages in which a form of
6on modifies a form of vnUs, the epithet is purely ornamental and without
semantic force; it does not describe a particular ship or ships as “swift” but
more generally signifies “fine ship(s),” the only kind of ship known in epic
poetry and in the heroic age it depicts.'s' In 12, however, despite Parry’s
assertion, the context invites an interpretation of the epithet as semanti-
cally relevant. 8ods is focalized by Chryses, who has just been mentioned in

148 Hoekstra 1965. 149 See Hainsworth 1968, 1993.
52 De Jong 2004, Schein 2020 (with references to earlier scholarship).
51 Parry 1971: 127-8.
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the previous line. From his viewpoint, as he approaches the Greek camp
to ransom his daughter, the ships are “swift” because he sees them in his
mind’s eye as swiftly carrying away his daughter, whenever the Achaians
return home, and he knows there will be nothing he can do to prevent
this, unless he can have her ransomed now. In other words, the ships’
swiftness is potential, though the thought of their swiftness is present in the
mind of Chryses as he approaches.'5*

Narrative, thematic, or stylistic contexts are not the only contexts that
can contribute to the meaning of a formulaic epithet or phrase. So too
does its “traditional referentiality,” the way in which each occurrence in a
particular passage assumes or refers to all its previous occurrences in the
poetic tradition, to which an individual occurrence is related metonym-
ically as pars pro toto, a “part for the whole.”'s3 Every use of an epithet or
phrase evokes “a meaning contextually effective upon each reiteration,”
with which a poet-singer and members of his audience had a shared famil-
iarity, and which he could assume they would bring to bear on interpret-
ing the epithet or phrase.'5t Traditional referentiality is a matter not only
of traditional diction and formulaic usage, but of how a particular motif,
typical scene, or element of the plot evokes and should be interpreted in
light of'its earlier occurrences in the poetic tradition.'5

5.4.2 The Narrative

The omniscient narrator of the [liad is by no means objective. The way
he tells the story, adapting traditional narrative motifs to the poem’s dis-
tinctive themes and values, and the speeches he gives his characters allow
him not only to represent but to evaluate and even to call into question
traditional institutions and values and the characters’ motives, points of
view, and (limited) understanding of their circumstances. Sometimes
the narrator may appear to be describing an action objectively, but he
is actually “focalizing” it — describing it from the viewpoint of one of the
characters, as in the example of 12 8o émi vijas Axcudv discussed in 5.3.71.
The word &mepeior” (‘boundless’) in 14 is similarly focalized by Chryses:
he has brought what seems to him a “boundless ransom.” It is a sign of the
semantic relevance of the two formulas, 8o&s i viias Axoadv and &mrepeior’
&mowa, that the narrator uses them six times elsewhere in the poem,
and characters use them seven times, in contexts of bringing or sending

152 Cf. Ward 2019: 33—4 on 26 xoiAmow ... wop& vnuot.

53 On traditional referentiality, see Foley 1991: 6-7, Edwards 1997: 275-0,
Danek 2002, Kelly 2007: 5—14, Currie 2016: 4—9.

154 Ward 2019: 25. 155 Danek 2002: 5-7.
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captured Trojan booty, including prisoners, to the Greek ships, or of the
possible ransoming of such prisoners.'s® Occasionally the narrator seems
to express a moral judgment of a character’s words or actions, but it is
sometimes difficult to decide whether that judgment should be under-
stood as the narrator’s own or as focalized by another character (e.g. 25
Kakeds &oiet).

One characteristic feature of the poem’s narrative is the extended
simile.'57 Often three or more lines in length, extended similes clarify a
scene or action by comparing it to a scene or action that would have been
familiar to the poet and his audience from their own experience. This
contemporaneity helps to explain why the language of the similes, like
that of the speeches, is less traditional and formulaic than the language of
the rest of the narrative.'s® The similes can call attention to the distance
and difference between the “now” in which the poem is performed or
read and the heroic past, as a way of meditating on time or of offering the
remembrance that is epic’s compensation for time’s passing.

There are c. 200 long similes in the Iliad, as opposed to c. 40 in the
Odyssey. Most occur in scenes of battle and provide a temporary pause in
the narrative and relief from the fighting. Some move from the battlefield
to the realm of nature, though that nature is frequently marked by vio-
lence, as when a predatory animal attacks a victim or a storm or wild fire
rages; others describe or evoke peaceful human activities such as herd-
ing, agriculture, or domestic chores, though some involve hunting and
other forms of “aggression,” such as the felling of trees. Typically, there
is a pause in the action of the poem as the narrator begins the simile,
(re)adjusting his relationship with the audience in much the same way as
when he slows down the action to introduce a speech or to say that one
has ended.

There are no long similes in Book 1, but two short ones strikingly com-
pare a divine epiphany to a familiar natural phenomenon: Apollo “came
like night” (47 #ie vuxTi 2oikeds) to wreak deadly vengeance on the Greek
army in response to Chryses’ prayer, and Thetis “rose up like mist (or
‘cloud’) from the white-foaming sea” (59 &védu ToMifis GAds AUT dpixAn),
when she heard Achilles’ weeping. Unlike short similes in the battle nar-
rative, which typically compare a warrior to a fierce animal, a god (e.g.
5.438 etc. Baipovt ioos), or a force of nature (e.g. 11.595, 13.673 Sépas
Tupds aiffopévolo), the two short similes in Book 1 are connected to the

156 See goo—1n., 421—2n., Schein 2020: 27-8.

157 See Frankel 1921, Moulton 1977, Edwards 1987: 102-10, 2011, Martin
1997, Minchin 2017.

5% See Shipp 1972: 7—201.
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nature of the divinity involved; they suggest something uncanny about
the epiphanies, despite the everyday familiarity of nightfall and of the sea
breaking on the shore.

5.9.3 The Speeches

About 5o percent of the Iliad is voiced by the omniscient narrator and 50
percent by its characters, but narrator-speech and character-speech are
not evenly distributed. Book 1, for example, has g77 lines of character
speech (62%), 144 of which are spoken by Achilles; Book 6 has 65%, and
Book 9, 84%. It is no accident that the parts of the Iliad with the most
direct speech tend to be those which are the most dramatic and emo-
tionally engaging. Such emotional engagement is one main reason why
Socrates in Plato’s Republic rejects Homeric epic as unsuitable for citizens
of the ideal polis he is constructing (Rep. 3.398a1-b4).'5?

The speeches in the Iliad are marked by so-called “late features” that
belong to the stage of development of the Greek language at the time
that the poem as we know it was fixed in writing.'* These features include
modifications of traditional formulas, a lower density of formulaic usage,
and a higher concentration of non-formulaic expressions and unusual
diction than in the narrative passages, suggesting the possibility of literate
rather than oral composition.'®!

Each speech is usually framed by an introductory statement on the part
of the narrator that someone spoke, often in response to a speech by
another character, and by a closing statement on the part of the narrator
or other indication in the text that the speech has ended. Usually, the
speech introduction fills a whole line, but it can sometimes consist of a
half line, one and a half lines, or even two lines, signaling that the speech
in its dramatic setting will be especially significant. Sometimes the intro-
duction characterizes the speaker and anticipates the tone and content of
the speech (e.g. 105, 148, 223—4). The closing comment can be shorter
than awhole line (e.g. 33, 68) and is often combined with an introduction

159 At Rep. 3.992d5—0, Plato’s Socrates criticizes Homer both for what he him-
self says (as narrator) and for what his characters say. Aristotle, by contrast, finds
Homer “especially praiseworthy” (moM& &Sios émranveiobon) for making his charac-
ters speak, unlike other epic poets who “compete (in their own voice) throughout
and imitate (only) alittle and in few words” (81" &Aou &ywvilovTar, pipuoivTtar 8¢ dAy«
kai dMydis, Poetics 24.1460a5-11; cf. 4.1448bg4-5).

1% Janko 1982: 81, 190—1; Finkelberg 2012: 78-94.

161 On the diction, see Griffin 1986; on the lower density of traditional formu-
las, Hainsworth 1968: 112; on a higher concentration of non-formulaic expres-
sions, Russo 1976: 44—5.
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to a speech that follows (e.g. 84 Tov & &mwopelpodpevos Tpooepn TOESas wKUS
AxiMevs, ‘thus swift-footed Achilles, responding, spoke to him’).

The framing of speeches exemplifies a basic technique of poetic organ-
ization in the Iliad, and in early Greek literature generally, known as “ring
composition.”'®* In ring composition, either a topic mentioned at the
beginning of a speech or narrative passage is repeated, sometimes verba-
tim and sometimes in more or less similar language, at the end, so that
the speech or narrative passage is framed and set off as a discrete poetic
unit; or a series of topics mentioned in the first half of a speech (or of
a digressive passage within a speech), such as Nestor’s recollections of
his youth at 259-74 and 7.129-60, recurs in reverse order in the second
half.'% There can even be ring-compositional correspondence between
two speeches: for example, Achilles’ speech at 24.599-620 is “a mirror
image” of Priam’s speech at 24.518-51 “in its content, overall structure,
[and] many details.”*% Ring composition in speeches is analogous to the
polar or reverse symmetry evident in the parallels and correspondences
between Books 1 and 24, 2 and 23, and g and 22.

Most speeches in Homer are of recognizable, conventional kinds
(“speech genres”). They are poetically stylized performances by charac-
ters in the poems that correspond to actual kinds of speech performed
by individuals (or choruses ) in specific social or ritual circumstances or
on particular occasions in the society to which Homer and his audiences
belonged.'% These kinds of speech include “prayer, lament, supplication,
commanding, insulting [or abusing], and narrating from memory.”*®
Sometimes they are signaled by particular words, e.g. 43 eixdpevos, §51
fpfoato (prayer), 502 Mocouévn (supplication), 211 &mweow utv Sveidioov,
229 3TopTNPOls ETéeooly, 2.221—2 velkeieoke ... | Aéy' dveibea (insults, abuse);
sometimes the narrator names a variety or genre of lyric poetry, e.g. 473
Tanfiova (paian, celebration of Apollo), 6.499 yéov (lamentation for the
dead), 24.721-2 Bprwv ... ¢8pneov (dirge). In real life, these lyric genres
were marked by their own diction, meter, style, and gestures, but epic,
as a kind of super-genre, freely incorporates and adapts the language,
gestures, conventions, and occasions of other speech genres and literary
genres to its own style for its own poetic purposes.'®?

162

Van Otterlo 1944, 1948; Lohmann 1970: 5-8. 193 See 259—74n.

194 Nagler 1974: 191. For a detailed demonstration of the extent and impor-
tance of ring composition within and between speeches in the /liad, see Lohmann
1970, 1988.

15 On “heroic genres of speaking,” see Martin 1989: 43—88; on “speech presen-
tation in the lliad,” see Beck 2012: 155-86.

196 Martin 1989: 44. 197 See 472—4n.
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5.9.4 Mythological Allusion

The narrator of the /liad sometimes interrupts the forward movement of
the story by alluding, or making a character allude, directly or indirectly
to mythological characters or events that play no part in the poem’s dra-
matic action but give the poem’s own characters and events heightened
thematic resonance, inviting audiences or readers to interpret them in a
broader perspective.'®® Allusions, like other digressions, are sometimes
considered merely a matter of bardic technique or the product of an
unconscious, “Homeric” impulse to describe fully any person or object
mentioned in the course of the narrative.'® Others interpret them as
rhetorically motivated, ad hoc inventions by the speaker or the narrator,
intended to enhance dramatic tension and urgency,'” or to strengthen
the speaker’s effort to persuade his or her addressee(s) to undertake a
certain course of action.'” Experienced audiences or readers, however,
would have recognized how a given allusion in the /liad enriches or com-
ments on the poem’s distinctive narrative, themes, and values. There are
several such allusions in Book 1, including Agamemnon’s indirect refer-
ence to the sacrifice of Iphigeneia, when he calls Kalchas a “prophet of
evils” who never says anything good about him but always prophesies evils
(105-8);'7* Nestor’s account of how he fought alongside heroes of an ear-
lier generation, which is intended to persuade Achilles and Agamemnon
to heed his advice (254—79); Achilles’ reminder to Thetis of how she
once saved Zeus when Athene, Hera, and Poseidon wished to overthrow
him, which should serve as the basis on which to supplicate Zeus to honor
her son (396—406); and Hephaistos’ recollection of Zeus’s violence,
when he (Hephaistos) tried to save Hera from physical abuse, and Zeus
hurled him from heaven to earth — an event Hephaistos recalls as part
of his effort to persuade Hera to speak mildly to Zeus and to appease
him (577-94). The allusions to previous divine conflicts, in particular,
provide a background in light of which to interpret the current human
conflict between Agamemnon and Achilles, which is made to resonate
and “reverberate” with a range of literally cosmic events that enhance its
significance.'7s

198 For a useful catalogue of such allusions, see Ochler 1925.

169 See e.g. Auerbach 1953: 1-6 on the digression at Od. 19.392-466, in which
the narrator describes Odysseus’ scar and how he got it. For criticism of Auerbach’s
discussion, see Kohnken 1976; Lynn-George 1988: 2-g7; Slatkin 1991: 107-8,
113—-17; Purves 2012.

17° Austin 1966. 170 See Willcock 1964, 1977; Braswell 1971.

72 See Nelson 2022. '73 Slatkin 1991: 108, citing Lang 1983.
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5.9.5 Parataxis

Parataxis (‘arranging side by side’) is the syntactical coordination of two
independent clauses, even when one of them is logically or in some other
way subordinate to the other, and a conjunction or participial phrase
might be expected to indicate such subordination.'7* Parataxis is com-
mon in Homeric epic, when two clauses are joined by a coordinating con-
junction such as ko, Te, 8¢, #, dAA&, or duTdp (e.g. 78-9 85 péya VTRV |
Apyeiwv kpaTéel kai ol Teifovtan Ayanol, 162 &1 Fm TOAN Eudynoa, Sécov B¢
pot uies Axouddv). Sometimes a paratactic construction can be particularly
emphatic, as when two clauses or phrases are juxtaposed without any con-
nective binding them together (“asyndeton”), e.g. §22-9 &pxecfov Khoinv
TINAniddew AxiAfios | xe1pds EAGVT &yéuey Bpiomida kadhirépniov; 5.167—9 B
& uev &v Te poxMy ..., | TTdwdapov dvTtifeov S1fipevos ... | edpe Aukdovos uidv,
where the asyndeton gives special force to Aineias’ discovery of Pandaros,
the son of Lykaon, for whom he is searching (GH 2.351).

6 THE TRANSMISSION OF THE TEXT
6.1 Manuscripts, Scholia, Papyri

The text of the Iliad is based on fewer than twenty manuscripts dating
from the ninth to the twelfth century cE, supplemented by over 1,500
papyrus fragments from the third century BCE to the seventh century
CE;'7 by marginal or interlinear annotations known as scholia (sing. scho-
lion) in some manuscripts;'7® by quotations from the poem in the works of
ancient and medieval authors, especially in the massive commentary by the
twelfth-century scholar Eustathios;'”7 and by several ancient and medieval
lexicons.'”™ The oldest complete text of the poem, the late tenth-century
“Venetus A” manuscript in the Biblioteca Marciana in Venice (Venetus
Marcianus 454 [= 882]), includes summaries of the poems of the epic
Cycle (except the Kypria) and abundant scholia derived from the work of
the leading Homeric scholars active in Alexandria during the Hellenistic
era, including Zenodotos of Ephesos, Aristophanes of Byzantium, and

74 See, e.g., 208, 250, 281, with Smyth §§2168-72.

75 See S. West 1988; Janko 1992: 20-97; Haslam 1997, 2011; West 2001:
3-157.

175 See Schironi 201g. 77 See Van der Valk 1971-87.

'78 See Dickey 2007: 18-28.
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especially Aristarchos of Samothrace, who is mentioned in the scholia
more than 1,000 times.'79

The scholia in Venetus A and other manuscripts are of two kinds, often
called scholia minora and scholia maiora. The scholia minora are usually quite
elementary: they often consist of lexicographical or mythological notes,
the latter apparently based on the first-century ct work by the so-called
Mythographus Homericus, no longer extant, and they reflect how the Iliad
was taught in schools. Scholia minora are also found in some papyri, in
the margins of some medieval manuscripts of the Iliad (the so-called D
scholia), and independently in other manuscripts.”® One ninth-century
manuscript (Z in West’s edition), surviving in two parts in libraries in
Rome and Madrid, consists entirely of D scholia, which are especially
numerous for 1-171; it is probably the earliest medieval witness to the
text of the poem.'®!

The scholia maiora are of two main kinds: (1) fairly technical notes
on orthography (including spelling, accents, breathings, and punctua-
tion), grammar, style, the authenticity of particular lines, and the poem’s
mythological and cultural background; (2) “exegetical” notes on plot,
characterization, and the artistic value of Homeric poetry.*®* The tech-
nical scholia, found mainly in the Venetus A, derive from the so-called
Viermdnnerkommentar (‘Four-men Commentary’), abbreviated VMK, a
work of the fifth or sixth century ct based on earlier works by Aristonikos
(first century BCE), Didymos (first century BCE), Herodianos (second
century ¢E), and Nikanor (second century CE), which in turn were based
on the opinions of Aristarchos and other scholars of the third to the first
century and sometimes preserve their language. The original sources of
the exegetical comments are usually uncertain. The scholia maiora are con-
ventionally referred to, as in the present commentary, by > followed by a
line number and by the letters designating the manuscript or manuscripts
in which the scholia are preserved, i.e. A (the Venetus A), b (including
MSS B, G, E, and F), and T (sharing many scholia with b and some with
A). Sometimes several scholia, designated ‘a’, ‘0’, etc., comment on the
same line.'®3

179 On Aristarchos, see Schironi 2018. For a “multitext” edition of the Venetus
A, see Dué¢ and Ebbott (eds.) 2019, with introduction in Dué and Ebbott 2014.

% For the D scholia, so-called because they were once incorrectly thought to
derive from the scholar Didymos (first century BCE), see van Thiel 2014.

81 West 1998-2000: 1.xi. The Roman part of Z was published independently in
1851 as the “Anecdotum Romanum” (Osann 1851).

82 See Richardson 1980, Nunlist 2009, Haubold et al. 2021.

183 See West 1998-2000: 1.xiv. For the text of the scholia maiora (with many
intentional omissions and truncations, e.g. of D scholia), see Erbse.
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6.2 The Proem

A D scholion in manuscript Z reports that Nikanor and Krates mentioned
a one-line proem,

MouUoas &eidw kal ATToMwva kKAuTSTOSOV,

that took the place of 1—7 “in the seemingly old Iliad,” an edition or
perhaps an old copy supposed to have been owned by the bibliophile
Apellikon.'® Krates, however, lived a century before Apellikon, who died
in 84 BCE, and could not have referred to him; “Nikanor and Krates”
may mean “Nikanor, who mentions Krates as his source.”*® The same D
scholion also reports that Aristoxenos (born ¢. §70) said that “according
to some (Twas)” the “old Iliad” had a three-line proem in place of 1-9:

¢omeTe vV poi, MoUoar, ‘OAUpTia Scopat’ Exoucal,
8Toos 81 pfjvis Te xONos 8 EAe TInAsicova
AnTols T’ &yAaodv uidy' 6 y&p PaciAfii xohwbels ...
(fr. g1a Wehrli; cf. Erbse g).

These two shorter proems are bland and perfunctory and lack the
distinctive richness and artistry with which the traditional proem intro-
duces the main theme of the poem and the dramatic action. The one-line
proem seems more appropriate to a hymn to the Muses and Apollo than
to the Iliad; its long o (&) in &eidw is characteristic of explicitly hymnal
poetry.'®® The three-line proem, though its opening line is found four
times in the Iliad (2.484, 11.218, 14.508, 16.112), is inappropriate to
the beginning of the poem: it links pfjuis and xAos, obscuring what is spe-
cial about Achilles’ pfivis (see 1n.), and it treats the mortal Achilles and
immortal Apollo similarly as objects rather than subjects and agents of
wrath.'®7

184 Osann 1851: 5, Erbse 3. 185 West 2001: 73.

186 Katz 2013a (cf. 2013b: 98; 2018: 61—3) argues that the sound heard in &
is an acoustic representation of the idea of the sacred in several cultures, and is
therefore generically appropriate to archaic Greek hymnal poetry. Faraone 2015
~ Faraone 2021: 55-87 suggests that the Chryses episode may have originated as
a hymn to Apollo.

187 Kirk 1985: 52. For speculation on the possible relevance of both alternative
proems to the pre-history of the Iliad as we know it, see Nagy 2010: 109-19.



6 THE TRANSMISSION OF THE TEXT 61

6.3 Book Divisions and Titles

The division of the Iliad and Odysseyinto their canonical twenty-four books
and the use of the twenty-four letters of the Ionic alphabet to “number”
these books go back to the Alexandrian grammarians, but the division of
each epic into twenty-four narrative units could be much older and may
even date from their creation in more or less their present form in the late
eighth or early seventh century. The titles of the books, which indicate
major dramatic events or episodes within them, are known from refer-
ences in classical authors, in the scholia, and in Eustathios’ commentary.
They are the means by which ancient readers referred to various parts
of the Homeric epics, before the alphabetical system of “numbering”
became standard, e.g. Hdt. 2.116.5 &v Aoufdeos &pioteint, Thucyd. 1.10.4
&v veew kaTahdywt.'® The titles were sometimes used in combination with
the alphabetical “numbers”: for instance: Eustathios (7.2-3) gives the
title (¢mypagn) of Thuddos "Adga as Aoipods kai Mijvig, though modern editors
usually write Aowds and Mfjvis as two separate titles and sometimes refer
Nowds to lines 1—52 and Mfjvis to lines 53—492 or to the rest of the book.
Occasionally there is an imperfect fit between the titles and the contents
of the canonical twenty-four books. For example, Hdt. 2.116.3 quotes
four lines as év Aioundeos dpioTein, the traditional designation of Iliad 5,
but in our text these lines are 6.289—gg.'%

188 For other examples, see Aelian VH 13.14.
% On the division into books, see S. West 1967: 18-25, Taplin 1992: 285-93,
Skafte Jensen et al. 1999, Heiden 2008: 15-16, 38 n. 2, 56-65, M. West 201 1a.



A NOTE ON THE TEXT AND APPARATUS
CRITICUS

My text and apparatus criticus are based entirely on information found
in standard editions of the Iliad, especially M. L. West’s Teubner edition
(vol. 1, Stuttgart and Leipzig 1998). I have kept the apparatus criticus
extremely short and simple: «, B, and y refer to readings found in one or
more manuscripts, including papyri; p refers to a reading found only in
one or more papyri; X refers to a reading expressed or implied by one or
more scholia. West’s edition should be consulted for information about
the sources of specific readings.

ABBREVIATIONS OF THE NAMES OF ANCIENT
AND MEDIEVAL SCHOLARS, OTHER AUTHORS,
AND CITY EDITIONS MENTIONED IN THE
APPARATUS CRITICUS

Antim Antimachos

ApD Apollonios Dyskolos

Ap Rhod Apollonios Rhodios

ApS Apollonios Sophista

Ar Aristarchos

Ar Byz Aristophanes of Byzantion
Arn Aristonikos

D Chr Dion Chrysostomos

D Hal Dionysios Halicarnassensis
Did Didymos

D Sid Dionysios Sidonios

EtG Etymologicum Genuinum
Eust Eustathios

Hdn Herodianos

Hsch Hesychios

Ixion Demetrios Ixion

Nik Nikanor

Paus Pausanias

Porph Porphyrios

Plut Plutarch

Ptol Ptolemaios Ascalonita
Rhi Rhianos
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Sosig
Tyr
Zen

Cret

Cypr
Massal

A NOTE ON THE TEXT AND APPARATUS CRITICUS

Sosigenes
Tyrannio
Zenodotos

Cretensis
Cypria
Massaliotica
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COMMENTARY

1-7: THE PROEM

The proem introduces the distinctive theme of the /i, the wrath of
Achilles, then progressively adds to its audience’s understanding of the
consequences of this wrath. The proem also indicates that the narrative
will take place on two mutually implicated planes, the divine and the
human (Mirto 1997: 779; Finkelberg 1998: 131—3). For ancient variants
of 1-7, see Introd., 60.

1 pfjviv signals immediately that the poem will be emotional and psycho-
logical, not merely an account of the fighting and other events of the
war. pfivis denotes a special kind of sacral, vengeful, destructive anger in
response to a fundamental violation of social or cosmic order (Watkins
1977, Redfield 1979: 97, Muellner 1996: 1—-g1). In most early Greek epic
poetry, ufivis is used only of divine wrath. In the /L, however, both the
narrator and various characters use pfjvis and its cognates of Achilles’ rage
against Agamemnon (e.g. pfivis 9.517, 19.95; unuibuds 16.62, 282; unviw
422, 488). Achilles, however, never calls his own emotional state ufjvis but
speaks of his yohos (e.g. 9.646, 18.111), a kind of explosive anger that he
feels with special intensity (cf. 81—2n., Walsh 2005: 109). Two other char-
acters in the poem are said by the narrator “to feel pfjvis,” Agamemnon
against Achilles (247 ¢ufvie) and Aineias against Priam (15.460 ¢munvie),
but the noun pfjvis is used of neither. The force of ufjuv is enhanced by
its placement at position 1.5 of the hexameter, where word-end is rare,
and by the unusual colometry of the first half of the line, one of only 10
percent of Homeric hexameters without word-end at position 2 or g, the
A caesura, and with word-end at positions 1.5 and/or 3.5, where it is gen-
erally avoided (Introd., g2). Similar diction and colometry occur in the
opening line of the fragmentary Thebais, "Apyos 8eide, 8e&, and may have
been normal in the first line of an archaic epic proem (cf. Katz 2018:
55—0). At the level of formulaic style, the combination pfjuv &eide stands
out and might even seem misplaced: its grammatical-metrical pattern, an
acc. noun of type — followed by a verb of type v—x, is more common at
the end of the line, e.g. 2 &Aye’ €6nkev, 40 pnpi’ £kna, than at the beginning
(Russo 1963: 241). &eide: the narrator tells a goddess, who must be the
Muse, to sing the poem that he is composing. Elsewhere in Homeric epic
the Muse or Muses are invoked to “say” or “tell” rather than to “sing,” e.g.
2.484 tomeTe vOv poi, Moloai, Od. 1.1 &vdpa pot Evvetre, Moloa, 1.10 8UyoTep
Aids, eime kad fipiv, where the datives imply, “tell me so that I am able to
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sing ...” (see Finkelberg 1998: 122 with n. 44); cf. 2.761, 11.218, 14.508,
16.112. Here the absence of pot is striking. Other archaic hexameter
poems, including Hesiod’s Theog. and WD, typically begin with a mention
of the Muse(s) and a form of &eidew. 8z&: the Muse. As the daughter of
Memory (Mvnuoouvn), she enables the narrator to perform and compose
by “remembering” for him, i.e. by “calling to mind” or “reminding” him
(mpvnokew, uipvhokopar) of characters and stories he wishes to sing about
and the traditional language and style in which to do so (Detienne 19g6:
20—52). Be& is the only first-declension feminine noun in Homeric epic
ending in -& rather than -n, except for a few names, e.g. Navoikéa, Péa
(with synizesis, 15.187). For the possibility that the long alpha in 8e& may
be related to the long alpha in &ei®w in archaic hymnal poetry (Introd.,
60), see Katz 2013b. TInAni&dew AxiAfios, with synizesis of € and w and
hiatus between the two words (Introd., g4), occurs 6x in the 7. at the end
of the line. TTnAni&8ew is genitive of the first-declension masculine nomina-
tive TTnAni&dns. The older form of the genitive was TTnAni&dao (cf. 16.686),
but at a relatively late stage of the oral poetic tradition, -Go became -ew
by Ionic quantitative metathesis (Introd., 36), and this provided a use-
ful metrical option. *TInAni&da’ AyiAfios would scan here but is not found
anywhere in MSS of Homeric epic (Parry 1930: 136 = 1971: g15). The
patronymic alludes unmistakably to the story of how the Nereid Thetis
was compelled to marry the mortal Peleus and to become the mother of
a mortal son, Achilles (cf. g52—4 with n.; 18.85, 429—41), drawing atten-
tion to Achilles as a special kind of hero with a link to the divine through
his mother and as the mortal hero par excellence in an epic whose central
theme is mortal heroism.

The marriage of Peleus and Thetis is also alluded to, when Thetis is said
to dwell with Peleus (16.222-3, 574; 18.59-60, 332; see 396n.). Hera
mentions the wedding feast, attended by all the gods, only at 24.62-3,
just as the narrator mentions the “judgment of Paris” only at 24.25-30,
but both are assumed throughout the poem (see 399—400n.). The con-
nection between the wedding and the birth of Achilles is made explicit
on an Attic black-figure dinos (‘mixing bowl’) by the painter Sophilos (c.
580, London BM 1971.1101.1; BAPD g50099), which shows Peleus wel-
coming the wedding guests, including Eileithuia, the goddess of child-
birth. The allusion to the birth of Achilles is less explicit on the larger and
artistically more ambitious “Francois Vase,” an Attic black-figure volute
krater (‘mixing vessel’) by the painter Kleitias and the potter Ergotimos
(¢. 570), which features, on one side, the wedding of Peleus and Thetis
on the largest of its six horizontal bands, with episodes from the life of
Achilles on the other five (Florence, Museo Archeologico Etrusco 4209,
BAPD 300000).
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2 oUlopévny ... EBnkev: ovlouévny, a metrically lengthened form of
dMSpevos, aorist middle—passive participle of &AAupi, is an example of “pro-
gressive” enjambement, in which the runover word is not essential for
completing the grammar or syntax of the preceding line (Introd., §2-3).
Enjambement of a middle—passive participle with the word-shape — v v —,
ending at position g, is a common feature of the formulaic style, e.g. 13
Auobpevos, 21 &louevol, 109 &yxvuuevos. Elsewhere in the /I and usually in
the Od., dAépevos/ ovAduevos describes persons; here it personifies Achilles’
destructive and self-destructive wrath, and this personification is devel-
oped in 2—p, where ), referring back to pfjuw ... otAouévny, is the subject of
three active verbs in three successive clauses. Typically, the giver of &\yea
is a god or gods (12x in the /I and Od.); twice the giver is a curse origi-
nating with mortals and made effective by the Erinyes (‘Furies’), who are
mentioned at Od. 11.280 and implicit at Od. 19.330. In effect, Achilles’
pfivis functions as a kind of divine curse (Redfield 1979: 101). pupi’:
when the accent is on the penultimate syllable, pupios means ‘infinite’,
‘countless’; when it is on the antepenultimate syllable, pupior means ‘ten
thousand’ (e.g. Hes. fr. 278.10). Axauois: Ayouol, Apyeiol (e.g. 382),
and Acvaol (e.g. 87) are the names regularly used to denote the Greeks
throughout the Ii. pupi’ ... &Aye: the agreement of a two-syllable
adjective at position 5.5, the B' caesura, with a two-syllable noun at posi-
tion 10.5 is very rare and weakens the effect of the caesura.

3—4 ToAA&s ... kUveootv: TToAAGs, emphatically positioned at the begin-
ning of line g, helps to convey the power of the pfjuis and signals the mag-
nitude of the events about to be narrated; cf. Od. 1.1—-2 &5 pdAa TOAK
| A&y xON, §—4 TOMAGY & dvBpaTey 18ev doTea Kol voov Fyvw, | oMK &
8y’ &v movTwr Tébev Ehyex ... ipfipous, ‘strong’, ‘mighty’, cannot be
cognate with 1s, i1, ipios because, unlike these words, it never had an ini-
tial digamma (cf. DELG, LfgrE, both s.v. is). Elsewhere in the /I and Od.,
iptpos describes only live human beings, animals, or parts of their bodies;
ipBiuous wuyds is almost an oxymoron, because in Homer the yuyt after
death is merely an immaterial and strengthless shadow of a living per-
son. Possibly, however, ipipous is an example of enallage, a transferred
epithet, with “many mighty lives of fighting men” signifying “many lives
of mighty fighting men.” Here ipfipos is a two-termination adjective; at
5.415, 19.116, Od. 11.287, 15.364, etc. there is a separate, feminine end-
ing, when the word refers to a particular woman who is a wife, daughter,
or queen. Generally speaking, at least some adjectives originally had only
two endings (masculine—feminine and neuter), and separate feminine
forms of these adjectives developed only later. See Wackernagel 1928:
2.49-50 (Engl. transl.: 460-3); Schwyzer 2.34. wuxas: wuyn, which
etymologically means ‘wind-breath’ (DELG s.v.), denotes ‘the breath of
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life’ and is mentioned in Homer when it leaves the body at the point of
death (e.g. 16.856 = 22.962), when there is a risk or threat of death (e.g.
9.321-2, 408—09; cf. Od. 2.297, 3.74 = 9.255), or when a character faints
or is knocked out (e.g. 5.696, Od. 24.548). At 23.65, 100 and in the Od.,
wuxt also denotes the unsubstantial, ghost-like image of a formerly living
person on its way to or in the Land of the Dead.

The ancient variant kepoAds is unlikely to be right: it would destroy the
effective contrast between adtous, ‘them(selves)’, i.e. their dead bodies,
and yuyds, their ‘lives’. Yet like yuyai, kepodai (or synonymous xépnva)
are sometimes said to descend or be hurled to Hades at the moment of
death, e.g. 11.54—5 olvek’ EueAke | ToM&s ipBipous kepodds "Aid1 Tpoidupel,
Hes. fr.. 204.118-19 ... ] oAA&s Aid kepodds &md Yahkov iy [e1]v | &v]Spddv
fpwwy év dnioTfTt TeodvTwv. See Clarke 1999: 73—7. "Ais1: Homer does
not use “Aidns, etc., only the unaspirated forms of the name, which, except
perhaps at 23.244, always refers to the god, never the place. fpwwv: in
Homer, fipws always means ‘fighting man’, ‘warrior’, never a cult hero or
a hero in any other sense of the word. Here fipawv gains emphasis by its
separation from g moMA&s ... yuxds (hyperbaton) and its enjambement fol-
lowed by a strong sense-break. aUToUs: aUTés can serve both as a third
person pronoun and as an intensifier, ‘themselves’. Here “themselves” are
the dead bodies on which the pronoun focuses attention (Bonifazi 2012:
141-3), in contrast to the departed yux&s. The conception of the body as
the “self” reflects Homer’s much greater concern with what happens to
bodies than with what happens to yuyad. é\ewpra: acc. plural of éAcpiov,
a metrically motivated variant of &éAwp.

4-5 kuveoow ... w&ouw: the first occurrence of a major theme of the /1.,
the threat to deny a dead warrior burial and to expose his corpse to be
eaten by dogs and/or birds. No corpse is in fact said to be eaten in this
way, but the threats become increasingly frequent in the course of the
poem, as the warriors become increasingly savage (Segal 1971, Redfield
1994: 168-200). The only body actually consumed in the /I is that of
Asteropaios, “about whom the eels and fishes busy themselves, | tearing
and munching on the fat of his kidneys” (21.203—4); cf. 21.122—7, Segal
1971: 30-2. kuveoow: Aeolic dative plural. TeUxe: unaugmented
imperfect of TeUxw, which usually means ‘make’, ‘construct’, ‘fabri-
cate’, but here signifies ‘make or cause one thing to be another’; cf. Od.
18.190—1 3ppot piv ooV | &yvwoTov TeUeley. oiwvoioci T¢ Tr&0o1: accord-
ing to Aristarchos (X 4 @A), Zenodotos rejected lines 4—5. He is, however,
also said, by the late second—early third-century Athenaios (Deipnosophistae
epit. 1.12e—f), to have written doita instead of w&o1 in line 5, not know-
ing that Homer uses 8ais only of food eaten by humans. Aristarchos too
rejected daita for that reason, but in 24.49 a lion is said to attack the
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flocks of mortals va oita Adpmow. All the MSS have w&on in line 5, and
there is no mention of doita in the scholia, but many scholars consider
8aita the true reading, because several passages in Attic tragedy seem
to echo it: Aesch. Supp. 800—1 xuciv 8 #mead’ EAwpa k&mixwpios | dpviot
Seimvov, Soph. Ant. 29—40 &&v 8’ &xAauTov, &Tagov, oiwvols yAukuv | fnocaupdy
gloopdol Tpds x&pw Popds, Eur. Hece. 1077 kuoiv Te gowiav Sait’, lon 504-6
TTavols ... Boivav fnpoi Te gowiaw | Saita. These passages, however, show
only that in fifth-century Athens the reading (or one reading) in line 5
may well have been 8oita, which perhaps seemed more vivid and colorful
than w&ot. This is not a sufficient reason to prefer 8aita against the unan-
imity of the MSS.

5 A16s & étedsieTo Pouln: the imperfect suggests that “the plan of Zeus
was being accomplished” at the same time as the actions conveyed by the
aorist verbs in lines 2—g and the imperfect telye in line 4; that the pfjvis
of Achilles and the pouAn of Zeus are simultaneous; and perhaps that the
effects of the pfjvis are part of Zeus’s plan. The events described by the
aorists are presented by the narrator as objective realities that took place
in the past, while TeUye and étedeieto seem to involve the audience in ongo-
ing, open-ended actions that would have been familiar from traditional
mythology and epic (Danek 2001: 174-5). Boudq, ‘plan’, also suggests
‘will’ and ‘resolution’. This combination of meanings recurs, with vary-
ing emphases, whenever the Boul) or Boulai of Zeus are mentioned, e.g.
12.23806, 241; 13.524; 20.15, 20; Od. 8.82.

The precise content of Zeus’s plan has been debated since antiquity.
Most scholars, beginning with Aristophanes of Byzantium and Aristarchos,
equate it with his promise to Thetis to make the Trojans victorious until
the Greeks honor Achilles, whom Agamemnon had dishonored by taking
away his y¢pas, Briseis; see 407-12, 498-530. Some ancient and modern
scholars consider that Zeus’s plan in the /I. is the same as his plan in the
Cyclic epic Kypria, where Aids 8 étedeieto Bouln (fr. 1.7) refers to his deci-
sion, out of pity for the overburdened earth, to reduce its population by
means of the Trojan War (Kypria fr. 1.3—7, quoted in a D scholion to line
5 and a scholion to Eur. Or. 1641); see Kullmann 1955 = 1992: 11-35,
Introd., 12. These two interpretations are not mutually exclusive, nor
do they rule out a third interpretation, that the plan has as its goal the
destruction of Troy. At 15.69-77, Zeus prophesies the sack of the city to
Hera, linking its destruction with his promise to Thetis but also satisfying
Hera’s own unrelenting hatred of Troy and the Trojans (4.24-67); see
Pagliaro 1963: 19 ~ Redfield 1979: 107, Clay 1991: 42, Rousseau 2001:
138, 146—7. Perhaps Zeus’s “plan” is best understood as the result of sev-
eral plans with overlapping goals. See Murnaghan 1997, Danek 2001;
Introd., 13.
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6 £ oU &7 continues the sense from the previous line: ‘the plan of Zeus
was being accomplished, | (beginning) from precisely (81) when the two
(men), having quarreled, stood apart’. Some ancient and modern scholars
connect & oU & with 1 &ide: ‘sing the wrath ... from precisely when ...°,
adducing as parallels Od. 1.10 T&v &uobev ye, Bed, BUyatep Aids, eitrt kod fuiv
(‘from some place [sc. in the story], goddess, daughter of Zeus, speak to us
t0o’) and Od. 8.499—500 godve & do1d7y, | #vbev EAaov ... But the distance of 6 2§
o0 &7 from 1 &e18e makes it unlikely, if not impossible, that they go together,
as does the use of temporal ¢ o0 rather than a spatial word like &uofev
or #vfev. T& mpedTa: singular and plural neuter accusatives of words
expressing manner, size, quantity, time, and succession are frequently used
adverbially, e.g. g5 oM, 78, 103, 454 péya, 276 TPdTA, 364 Bapy, 414 civ
(GH 2.44-5, Smyth §§1606-11). SixoTNTNY épicavTe: SiooThTny is third
person dual intransitive second aorist of Sifornw; cf. 327 P&y, 328 ikéabny,
332 oTNTMY. épioavTe is masculine nominative dual aorist active participle of
¢pilw. These dual forms place their two subjects, Agamemnon and Achilles,
on an equal footing, but line 7 and the scene of the first assembly show how
fundamentally dissimilar they are (Purves 2019: 122-3).

7 ATpseidng ... Ax1AAeus: ATpeidng could refer to either Agamemnon or
Menelaos, but &vog &vdpév immediately dispels the ambiguity. This pat-
ronymic is made emphatic by its conspicuous position in enjambement
at the beginning of line 7, with word-end at position §.5; it suggests that
Agamemnon owes his primacy to his father Atreus (cf. 2.100-8, 204-5).
dvag &vdpdv indicates Agamemnon’s political authority (cf. 281) and his
ability to control sacrificial ritual and, therefore, relations with divin-
ity (Hitch 2009: 162-3, 176-80). The phrase gains emphasis from its
placement in the second colon of the line, at the B' caesura; all other (c.
fifty) occurrences of this formulaic phrase in Homer and Hesiod come
in the third colon, followed by Ayouépvwv at the end of the line. In the
11, the names of major heroes typically occupy this marked position, but
when Agamemnon shares the line with Achilles, &va§ &vdpdv Ayauépveov
is displaced by &ios AyiMets (Kahane 1994: 119-20). Sios AxiAAeUs:
Achilles is described not by a patronymic, as in line 1, but by the epi-
thet &los (‘bright’, ‘brilliant’), which associates him with Zeus, god of the
bright sky (DELG, LfgrE, both s.v. &los), and implies that he does not need
Agamemnon and his sacrificial authority.

8—12 Atpeidng: TRANSITIONAL PASSAGE

This transitional passage leads rapidly from the proem to the actual
events of the poem and provides the immediate background against
which they unfold. The narrative moves briefly into the future (Apollo’s
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anger at Agamemnon, which will help to shape the anger of Achilles,
and the deadly plague), then returns, through Agamemnon’s rejection
of Chryses, to the priest’s coming to the ships and the main action of the
poem; see Kahane 2022. 8 181 picks up 6 ¢picavte, 8 opwe looks back to
the duals in line 6, and g AnToUs kai Aos uids picks up the divine interven-
tions in human existence signaled in 1 &8¢, 8e&, and 5 Aids ... Boul.

8 Tis ... péxeofon ‘who, then, of the gods threw them together in strife,
to fight?’, probably a direct question addressed by the poem’s narrator
to the Muse, understood from 1 8e&, rather than a rhetorical question
addressed to his audience, as at Od. 10.578—4, or “a question from the
mind of a listener” inspired by 6 ¢picavte (de Jong 2004: g1). Cf. 2.761

Tis ... &pioTos Env, where, however, the Muse is explicitly mentioned,
and the indirect questions in 2.484-7, 11.218-20, 14.508-10, 16.112—
13. 8zidv: partitive genitive with is. &p: a shortened, metrically

motivated form of the inferential particle &pa, formed by cutting off the
final syllable (apocope, cf. 142—4n.), presumably as pa is formed by cut-
ting off the first syllable; all three forms are common after an interroga-
tive word. Connective Te following the interrogative often precedes &p(x)
and makes the question more lively (K-G 2.240) or more emphatic
(Ruijgh 1971: 80p), especially at the beginning of a speech or a unit of
narrative (GP 533); cf. 3.226 Tis T’ &p 88” &Mos ... ; 18.188 s T &p fw
MET& uddAov ... ; &pa helps to create a sense of presence and engagement
for both listeners and readers; in performance it would have helped
to create a feeling of shared reality between the poet and his audience
(Bakker 1993: 16), especially at moments of significant action; see g60
with n., 430 with n., 569. Here and elsewhere, some editors follow the
second-century cE grammarian Herodian (2.22 Lentz) and one MS
(Venetus A) in reading enclitic tap instead of T’ &p; see 2 65 a A. Watkins
1995: 150-1 and Katz 200%7: 66—72 draw on parallels in Luvian to support
the existence of tap in Greek; see Lfgrl s.v. Tap, West 1998—2000: 1.XXiX,
Pulleyn 2000: 123. o@uwe is third person accusative dual. Zenodotos’
opd&i, second person accusative dual, would inappropriately make the
narrator address his question to Achilles and Agamemnon. péxeoBan
is infinitive expressing result, with a suggestion of purpose (GMT §775,
Smyth §1473a, GH 2.302-9).

9—-10 6 ... Aaoi: the definite article is still a demonstrative pronoun in
Homer. Here 6 ‘this one’ is “anaphoric,” referring back to viés. Homeric
8, f1, 76 can also serve as a relative pronoun, and in this capacity is always

accented. BaciAfii: Agamemnon. There is only one &vag &vdpév in
the Greek camp, but there are many Baoirfies; cf. 9.59, 10.195 (Taplin
1992: 47-9). voUoov: the Ionic form of véoov, the ‘plague’ whose

effects are described in fo-2. v otpatév: like xard, dva with
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accusative can indicate extension or movement through, throughout,
along, or among; cf. 53, 229, 3.449 &’ Suitov é¢poita (GH 2.91). Line 10
is marked by an unusual rhythm that reflects and reinforces the unusual
nature of the plague inflicted by Apollo: (1) &vé&, scanned v — at position
3, the A' caesura, goes so closely with oTpatov at position 4 that it weak-
ens the force of that caesura; (2) usually when a word ends at position
1.5, as does voloov, the following word or word-group continues to the B
caesura, but here oTtpatév at position 4 weakens the effect of the B' cae-
sura following cpoe at position 5.5 (Introd., 29). kaxnfy, predicative
adjective made emphatic by its distance from voUoov and its placement
before a strong sense break, further weakens the force of the B' caesura
and helps to produce a tripartite rhetorical structure, vooov &vé oTpatédv
| Hpoe kakfy | dAékovTo 8¢ Acoi, that is in tension with the line’s four-colon
metrical form. kaxnyv is focalized both by Apollo, from whose viewpoint
the plague is objectively “destructive” for the Greeks, and by the army
(and perhaps the narrator), in whose subjective judgment the plague is
“evil,” even though xaxés in Homer rarely has a moral meaning. Cf. 25
kakéds with 25n., 97 dekéa Aorydv with g7n. SAékovTo at position 9.5 is
the only example of the third person plural imperfect indicative passive
of d\éxw in surviving early Greek epic; this suggests how extraordinary
the plague and the deaths it causes are. The imperfect, used of continu-
ous action, ‘kept on dying’, stands in effective contrast to the aorist dpoe
denoting a single action, ‘set (the plague) going’. Acoi: in the /1., Aads
in the singular or plural can denote the subjects or “people” of a particu-
lar leader, and both singular and plural regularly refer to a whole army
or its constituent warriors or fighting units. See Haubold 2000: 14-100.
11-12 Tov XpUonyv ... &pntiipa | ATpeidng: as a demonstrative pronoun
(see g—10n.), Tév should mean ‘that one’ or ‘that (famous) man’, even
though Chryses has not yet been mentioned by name or title. He may,
however, have been well known in mythological and poetic tradition as
priest of Apollo and/or father of Chryseis, or else the narrator uses Tov
to give the impression that he is. XpUonv and &pntfipa are in apposition to
Tév: ‘that (famous) man, Chryses, the priest’; cf. 340 ToU BaciAfios &mnveos
with §39—4on. ATipaoev (——v v), aorist of dTiudlw (contrast g4 Aripnc’
[- — -] from &mipdw), reflects both Chryses’ and the army’s point of view,
as well as that of the narrator; cf. 12n. &pnthpa: an &pntnp performs
the action of the verb &p&opau, ‘pray to’, ‘invoke’, ‘call upon a god or gods
for vengeance’, in particular upon the Furies; see 9.454 moM& katnpéTo,
oTuyepds 8 EmekékAet "Epwis, Od. 2.195 otuyepds dpnoet’ Epwis. Cf. 9.560 &¢
&péwv and the personification of the Furies as the Apad at Aesch. Fum. 417.
The choice of &pntnp rather than another word for ‘priest’ is appropriate,
since Chryses will soon call upon Apollo for vengeance on Agamemnon
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and the Greek army (g37—42; see Graf 2009: 22). dpnrfjpa gains force from
its rhetorically climactic placement at the end of the line and from the
first occurrence in the poem of a heavy syllable instead of two light syl-
lables at position 10. ATpsidns: the subject of Atiuaocer would be clear
in context (cf. g paciAfii xoAwbeis), but the run-over patronymic, followed
by a strong sense-break, emphatically places the blame on Agamemnon
(Bakker 1990: 13, Edwards 1966: 135).

12—42: CHRYSES AND AGAMEMNON

12—21 The narrative moves rapidly, omitting many details: Chryses brings
a “boundless ransom” to free his daughter, but the narrator does not
say of what the ransom consists, the priest’s means of transporting it, or
his helpers and attendants. (Contrast 24.144-467%, when Priam goes to
ransom Hektor’s corpse.) Similarly, there is no mention of an assembly
being summoned, only the detail that Chryses “entreated (AicoeTo) all the
Greeks” (15). His speech is brief and to the point: a wish for Greek success
in the war and a request that they accept the ransom, free his daughter,
and respect Apollo; he does not attempt to touch Agamemnon’s knees
and chin, as might be expected of a suppliant (see 407n.); contrast Thetis
at 50o-1. The scene is illustrated on an Apulian volute-krater (Louvre K
1, LIMC 1.265, s.v. Agamemnon, no. 44) by the Painter of Athens 1714
(c. 360—350), which differs in details from the Iliadic narrative. Chryses
kneels before a seated Agamemnon, with his right hand on Agamemnon’s
left knee and his open left hand, palm up, extended toward the king,
while Agamemnon, who holds a okfimrtpov in his left hand, appears to
reject Chryses’ entreaty with his right hand, palm down.

12 6: Chryses. Bods ... Axoidv: the formulaic epithet 8ods, when
used with forms of vnis to describe the Greek ships, is often considered
merely “ornamental” and without semantic force, because the ships are
stationary on the shore, not in motion (e.g. Parry 1971: 23, 133). Here,
however, the narrative context evokes the literal meaning of the epithet:
Bods is focalized by Chryses, who has just been mentioned in the previous
line; from his viewpoint the Greek ships, which will eventually carry his
daughter away as a captive, are potentially all too “swift” (Schein 2020:
2/7-8, Introd., 52-3). For the association of 6o&s ... Axaudv with the dis-
position of captured booty, see goo—1n.; cf. 26n. on koiAmow ... vnuot,
Introd., 53—4.

13 Aucopevos ... &mrova: an example of the rhetorical figure known as
hysteron-proteron, which reverses the temporal order in which events or
actions occur and often indicates that a later action is more important than
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an earlier one (Smyth §3030). “To ransom his daughter” comes before
“bringing a boundless ransom,” because Chryses views it as more impor-
tant, even though bringing the ransom must precede the ransoming. Cf.
251 Tpdgev NS’ EyévovTo, 24.200 €l ... o’ aipfioel kai éodyeTan dpBoAucion;
see 251n., GH 2.351-2, 357-8, Battezzato 2008: 13-24. Aucdpuevos,
‘to have [her] ransomed for himself’, causative future middle participle
of purpose after a verb of motion. The person who offers a ransom does
so in the middle voice, the person who accepts it in the active. Chryses’
offer to ransom his daughter, which Agamemnon rejects, is balanced
in Book 24 by Priam’s offer to ransom his son, which Achilles accepts.
On the structural and thematic corresponsion between Books 1 and 24
and the symmetry of the poem, see Whitman 1958: 257-60, Macleod
1982: g2—5, Schein 1984: 19, Richardson 1993g: 5—7, Létoublon 2011:

308. 8UyaTpa: a “syncopated” form of Buyatépa. Chryseis is unnamed
until line 111, when Agamemnon names her disrespectfully; see 110-
12n. &mowa denotes a payment by one who has suffered a loss to the

person who inflicted it, in order to secure the return of what was lost.
&mowa differs from town, which denotes repayment, compensation, or
satisfaction for a loss, exacted by the one who suffered it from the one
who inflicted it or from his family or friends (Wilson 2002: 16, 8g—qo).
This is the first sounding of two themes that will be important in Book
1 and in the poem as a whole: (1) the status of women as objects of eco-
nomic and sexual value, who are exchanged by men for the men’s own
purposes; (2) the question of value more generally, of how to measure
worth. See Introd., 16.

14 otéppat’: strands of wool attached to the top of, or wound around,
the staff carried by the priest. In the classical period, when the staff was
normally a branch of laurel or olive, the strands would mark Chryses
as a ritual suppliant; cf. Aesch. Supp. 21—2 ouv 10i08’ ikeTdV Eyyelp1Biols
| 2prooTémToior KA&Sotow, Soph. OT g iktnpiols KA&Soiow #geoTeppévor. It
would, however, be rash to project classical usage backward to Homer.
Chryses does not explicitly refer to himself as a suppliant, he does not
make the gestures associated with suppliancy (see 407n.), and the word
oTéppa(Ta) does not occur in connection with priestly supplication else-
where in Homer (or in later Greek literature). On the other hand, he is
said by the narrator to “entreat” (15 Mooetan) the Achaians and the sons
of Atreus, which is the same verb Achilles uses when he tells Thetis to
“supplicate Zeus” (394 Ala Aioon) and which introduces her formal suppli-
cation (502 Mooopévn); see 15—16n. For what it is worth, Plato’s Socrates
refers to Chryses as a “suppliant” (ikétns) at Rep. 3.993dg, and = 18-19 b
speaks of his ikéteia. Chryses may perhaps be considered a “figurative,”
not a “complete,” suppliant, since he does not make physical contact with
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Agamemnon by touching his knees, hands, or beard and does not abase
or humiliate himself like Thetis at 500—2 or Priam at 24.477-9 (Gould
2001: 24—7, Mirto 1997: 802, Naiden 2006: 50-1). éxnPodou belongs
to a family of formulaic epithets for Apollo in Book 1 with different met-
rical values but the same meaning, ‘he who shoots (or ‘strikes’) from
afar’ (from B&Mw + £kds), or possibly ‘he who shoots (or ‘strikes’) at will’
(from B&Mw + Exawv) (DELG s.v. g&knpohos); cf. 21, 438 éknBétov (-w1), 75
EkoTnReAETOO, 147, 474, 479, txdepyov, §70 txatnPdlrou, 385 txd&tolo. For
similar language used of Apollo’s bow and suggesting his power to strike
individuals or whole peoples from afar (or at will) with disease or death,
see 37 &pyupdTtog (with g7n.), 4.101, 119 xAutotééwi. Apollo’s deadli-
ness can also be heard in his name, which sounds as if it were related to
&méMupt. For etymological play on AmwéAhwv and &méAAup, see Archil. fr.
26.5-0, Aesch. Ag. 1080-6, Eur. Phaethon fr. 781.11-19 Kannicht, Plato
Crat. 404d8-e3g, 405e4. Apollo is frequently represented with the bow in
figurative art; see LIMC 2.1: 184, 2.2: plates 18a—81. AmoAwvos: the
first syllable is heavy for metrical reasons (cf. 21, 6, 370) but light in 43
AttéNwy (cf. 64, 72, 86).

15 Xpucéwt ... okArTpwi: Chryses’ holding the otéuuar’ of Apollo on a
golden oxfirtpov implies that he comes to ask for his daughter’s release
not only as her father but in the god’s name. A oxfirtpov is a staff carried
by an individual on a formal or ceremonial occasion, representing (or
endowing him with) political, judicial, or priestly power and authority to
speak publicly. It is often associated with the royal power of a king to
deliver judgments (237-9, 279, 18.505—6), take an oath (7.412, 10.321;
cf. 2g34—9 with n.), or issue a command (14.92—4). At 18.503-6, in the
description of the shield of Achilles, heralds place oxfiwrtpa in the hands
of the old men who rise in turn to judge a quarrel (cf. 2.567-8, Od. 2.97—
8); at 7.274-8, as Ajax and Hektor are dueling, the Greek and Trojan her-
alds interpose their oxfirtpa and use words to stop the fighting (Easterling
1989: 103-7). xpuciwi: -ewi must be pronounced together as one
sound (synizesis; cf. 1 TInAni&dew, Introd., §4) and counted as a light syl-
lable before the first o of &v& (epic correption; cf. 30 oikewi, év, Introd.,
34-5). For the “golden scepter,” see 246n.

15-16 kai ... Aadv: most speech-introductions consist of a single line;
here, the atypical, one-and-a-half-line introduction reflects Chryses’
uncertainty as to whom he should beseech, the “two sons of Atreus” or
“all the Achaians”; cf. 17 “you sons of Atreus and other ... Achaians.”
He does not realize that his daughter is Agamemnon’s particular prize,
until Agamemnon responds to his entreaty (24-32). The audience,
however, familiar with traditional poetry and myth, would have known
this. AicoeTo: AMiooouar has a range of meanings — ‘beg’, ‘pray’, ‘entreat’,
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‘supplicate’ — depending on the context and the actions or gestures that
accompany the word, whether it is used by the poem’s narrator (as here)
or by one character who asks something of another character with the
power to grant his request (Clark 2017: 10-11). In Homer, AMooouau is
used mainly when mortals pray to, beseech, or supplicate other mortals,
or gods beseech other gods (e.g. 283, 394, 502); it is less common when
mortals pray to gods (e.g. 9.501, Od. 14.406).

17 eukvauides ‘well-greaved’. Since “greaves” are shin-guards that pro-
tect the xvnun, the part of the leg between the knee and the ankle, against
spears, arrows, and rocks, Chryses is addressing the Greeks as warriors.
This form of address is in striking contrast to 18 "OAUpia Scopat’ ExovTes,
one of four formulaic phrases that describe the tranquil, easy existence of
the gods, who “have their homes on Olympos,” “live easily” (pela {wovTes),
are “blessed and exist forever” (udkopes Beol aitv 2évtes), and are “ageless
and immortal” (&yfpw (-wv) T’ &BavdTw (-nv) Te). See Introd., 4.1.

18-19 Upiv ... ikéofar: Chryses begins by trying to win his audience’s
good will. 8eoi must be scanned as a monosyllable by synizesis; cf. Od.
14.251 Beoioiv Te peew.

20 Taida gains emphasis by its position at the beginning of the line
and as the surprising first word of the 8¢ clause, where a dative might
have been expected in antithesis to 18 Guiv uév. T& § &mrowa ‘but those
things, the ransom’, see g—10n., 11n. 8éxeofou: infinitive for impera-
tive; cf. 29 &yépev with n., GH 2.916-17.

21 &loépevor: Chryses speaks of respecting Apollo, but he is also asking
the Greeks to respect himself as Apollo’s priest and as a father. He does
not refer to Zeus, the god of suppliants (cf. 24.569-70, Od. g.270-1,
16.421-3), but Zeus is “present” as the father of Apollo (Ai6s uidv éxnpdAov
AToMwve; cf. g AnToUs kai Ads uids). éxknPolov may imply a threat; see
14n.

22—5 #v8 &\Ao1 pév ... ETeAhev: £v8’ Aot uév looks forward to an antithet-
ical 8¢ clause, but AN’ oUk introduces a much stronger antithesis than &¢
or oud¢ would have done: “then all the others responded with approval
to respect the priest and accept the ransom,” but Agamemnon “wrongly
(kaxéds) rejected Chryses and placed a powerful command upon (him).”
For the linguistically and socially “exceptional” force of &mweugpfiunoav,
see Elmer 2013: go-1, 72—4. The word, however, is appropriate in its
quasi-ritual context (Godde 2011: 29-30).

23 «idsicBor ‘show respect toward’, ‘feel shame in the presence of . In
the traditional formulaic language of Homeric epic, aideiofo, aidews, and
aidoios sometimes occur along with ¢iAiv, piAdTns, and ¢idos, €.g. 10.114,
14.210, 24.111 (Schein 1986: 131—2, Cairns 1993: 89—95). aideiofor and
its cognates denote “an interior, psychological phenomenon, a state of
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awareness or consciousness,” while giAiv and its cognates refer to “an
exterior fact, a social condition” (Glotz 19o4: 138-9; cf. Benveniste 1969:
1.341 = 1975: 278), but both sets of words can be used of the same per-
sons with reference to the same type of relationship. On aideiofon and
supplication, see Gould 2001: 45—9, Cairns 1993: 113-19. 8éxBan: best
understood as present infinitive of *&éypan (= déxopan).

24 oUk ... Bupét ‘was not pleasing to Atreus’ son Agamemnon in his
heart’. Buuén is locatival dative; cf. 196, 217, GH 2.79. The subject of ouk
... fvBawve, “respecting the priest” and/or “accepting the ransom,” must be
supplied from the previous line. Agamemnon takes the army’s unanimous
acclamation, expressing its collective approval of Chryses’ words, as an
affront or threat to his own authority. He responds defensively in a speech
addressed to Chryses but also intended for the army (26—-32), a speech
which, for the first but not the last time in the poem, defies the consensus
and vainly tries to assert that authority (Barker 2009: 40-1, Elmer 20134:
30, 63—7). For the hiatus between Atpeidm and Ayauéuvov, without elision
or correption, cf. 363 véw, iva.

25 KaK®s ... éTeAAev: unexpectedly strong words, reinforced by allitera-
tion. The narrator offers both a description and a rare, and therefore pow-
erful, moral judgment (cf. Taplin 1992: 51). On the moral force of xaxés,
see X 25 bT, Plut. How to Study Poetry 19bs—c1 with Hunter and Russell’s
n. Cf. g—1on., g7n. &oisr: third person singular imperfect indicative of
dpinu (= Attic Aoler). kpaTepév ‘powerful’, but also connoting ‘exces-
sive’, ‘harsh’, ‘wounding’, ‘brutal’; see Benveniste 1969: 2.78—9 = 1973:
363—4, LfgrE s.v. étri ... éTeMev: an example of “tmesis.” See Introd.,
38-9. uUBov: for uibos denoting a strong, authoritative speech act, see
Martin 1989: 12-18.

26-32 Agamemnon’s harsh and bullying response to Chryses’ supplica-
tion disregards his status as a priest of Apollo, his old age, and his paternal
feelings. Agamemnon desires to keep his daughter as a slave and con-
cubine (cf. 29-g1n., 112-14n., 114-150.) and probably wishes to avoid
the dishonor of publicly having to surrender his special prize (y¢pas, cf.
118-20, 133—9) to the visibly feeble Chryses. Hence his displeasure with
the army’s support for the priest and the harshness with which he rejects
and threatens him.

26 pn or ... xixsiw: xiyeiw is present subjunctive of kixdvw, as if the
verb were *xiynui, from which the aorist forms of xixdvw also seem to
derive. For the first person singular hortatory subjunctive with u7 in a
negative prohibition implying a threat or warning, cf. 21.475-6 pn oeu
Vv ... &kouow | ebxouévou (GMT §257, Smyth §§1798—9). The line gains
force from the separation of the first word uf) from the final word xixeico
and from the very rare agreement of an adjective at position 5.5 (the
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B' caesura) with a noun ending at position g.5. This adjective is itself
marked in two other ways: only here in Homeric epic does the dative
plural of xoidos end in -mo1 rather than -mis, and only here and in 89 does
the dative plural occur in the first half of the line. See 8gn. yépov
is usually a respectful, sometimes a compassionate form of address (e.g.
29.618; 24.411, 546, 560), but Agamemnon uses it to introduce a speech
of hostility and crass disrespect. Cf. the hostile openings of his speeches to
Kalchas (106 p&vti kok@v) and Achilles (172 geye p&d’), and his brusque
impoliteness to Nestor (286 vol 81 Tatd ye TévTa, yépov) and the heralds
(322 ¢pxecbov xkhiginy). koidmowv: the basic meaning in the /l. of the
ship-epithet kofhos is not merely ‘hollow’” but having the potential to be
filled with material prizes of honor, won in heroic warfare, to be brought
home (Ward 2019g). Agamemnon in effect tells Chryses that his daugh-
ter is such a prize, with whom he will return home in his “hollow ships,”
enhancing his honor. For the semantic force of an apparently ornamental
ship-epithet, see 12n., 169—71n., Introd., 52-3. ¢y w, in contrast to o,
aggressively expresses Agamemnon’s sense of his own importance.

27 aUTis idvTa: a traditional line-ending formula; cf. 18.286 odtis idvras,
22.92 &ooov idvTa, 29.8 &ooov dvTes, 17.654 8&coov idvTa.

28 p1f ... Beolo ‘in case your scepter and Apollo’s staff not protect
you’. Agamemnon’s warning implies an awareness that the scepter and
staff should protect Chryses and that he dishonors him by rejecting
his appeal (Zanker 1994: 57, 75). There is no difference of meaning
between singular otéupa here and plural otépuot’ in line 14; cf. Té¢ov and
T xpatopéw is found 18x in the /I but nowhere else in Greek litera-
ture except for later, archaizing epic, e.g. Ap. Rhod. Arg. 2.218, 249, Nic.
Th. 914; see Lynn-George 1993: 203-8. p1 ... ou with the subjunctive
is used here in a purpose (“final”) clause dependent on a negative lead-
ing clause (26 uf o¢ ... kixeiw); cf. 566 pf vU To1 0¥ Xpaiopwot oot Beol gio”
& "ONUuTroo1, 15.168—5 @paléobn ... | pf u' oUdE kpoTepds Trep dhdv ETIOVTA
ToAdoon | peivar ... (GH 2.836-7). With a colon rather than a comma after
i6vTQ, p1 ... ou xpaioum would be an independent clause: “(take care) in
case the okfimtpov and oTéuua of the god may not protect you.”

29-31 X 29 A reports that Aristarchos rejected these lines on the diverse
grounds (1) that they weaken the force of Agamemnon’s threat against
Chryses, (2) that Chryses would have been pleased (fiouévice) by his
daughter “associating (sexually) with” the king (or “serving” him — the
textis uncertain), () thatitis “inappropriate” (&mwpemés) for Agamemnon
to say such things. These lines, however, contribute effectively to the char-
acterization of Agamemnon as a selfish, tactless bully.

29 TV ... émaow: the forceful asyndeton, the future indicative Ao,
and #maiow with future meaning make Agamemnon’s threat virtually a
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promise. wpiv and kai are adverbs, and kai gives special force to 29 yfipas:
‘before (that), old age itself will come upon her ...’

30 AueTépwt ... T&TpNs: Agamemnon uses successive adverbial expres-
sions of place to torment Chryses by emphasizing, from the priest’s per-
spective, the increasing distance between him and his daughter: “in our
house, in Argos, far from her native land”; see X 29 d AbT, Kakridis 1971:
131, Griffin 1980: 107. TNASG T&Tpns: this formulaic phrase is used
elsewhere in direct speech with great pathos, when Zeus pours down drops
of blood for Sarpedon, whom Patroklos is about to kill (16.459-61), and
when Achilles reflects on Patroklos’ death (18.99) or Thetis on that of
Achilles (24.85-6); see Griffin 1980: 106—10. When Achilles tells Priam,
“I remain very far from my native land (uéAa TnASt T&TENS), causing dis-
tress to you and your children” (24.540-2), he evokes his own impending
death at Troy. Here, Agamemnon’s words suggest that in the world of the
1l., awoman’s experience as a captive is a kind of death parallel to a hero’s
death on the battlefield. Cf. 6.454—65, where Hektor imagines himself
dead and Andromache a captive.

31 ioTov émrorxopévny ‘walking (back and forth) along the (large, stand-
ing) loom (following the shuttle)’, i.e. weaving. #uov Aéxos &vTidwoav
‘encountering my bed’, a euphemism for “sharing my bed,” “having sex
with me.” This is the only instance in Homer of dvtidw with the accusative
rather than the partitive genitive (cf. 66—7n.), either because the accu-
sative expresses the “goal” or “end of motion” or because it emphasizes
the bed as a whole as the place of sexual activity (GH 2.46, 49). For the
unusual form of the participle, an example of diektasis, see Introd., g5.

32 i second person singular present imperative of eiui. pn W
épitrle ‘don’t keep on irritating me’ (pres. imper.). Agamemnon responds
to Chryses’ brief entreaty as if it were a continuing provocation and rea-
son for anger. oawTEPOS ... véNat ‘so that you might go back more safe
(than you will if you keep irritating me)’. Greek uses an adjective where
English would use an adverb, ‘more safely’; cf. 77 wpdepeov. véinat is
uncontracted second person singular present subjunctive of véouar in a
purpose clause introduced by és ke. In Homer, ds &v/«e with the subjunc-
tive is much more frequent than simple ¢s (GMT §326) and sometimes
conveys a special emphasis. Here, for example, ¢s ke vénoa may imply that
“in these circumstances (i.e. if you stop irritating me), you might go back
more safe” (GH 2.210-11).

33—42 Chryses is terrified and obeys Agamemnon’s command. Alone
on the seashore, in order to strike at Agamemnon for dishonoring him by
keeping Chryseis, he asks Apollo to make the Greeks pay for his tears, even
though the army had supported her return (22-3). In this way Chryses
anticipates Achilles who, with the help of Zeus, will inflict harm on the
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whole Greek army, in order to retaliate against Agamemnon for dishonor-
ing him by taking and keeping Briseis; cf. 42n., Komninou-Kakridi 1947:
16-18, Elmer 2013: 83.

33 épat’: third person singular imperfect indicative middle of gnui, with
no discernible difference of meaning from the aoristactive g¢n. £8e10¢ev:
the first syllable is heavy because of an original digamma (¢3peicev). See
Introd., 4. 6 yépwv ‘that old man’ is more easily understood than 11
Tov Xpuony, because it refers to a character who has already been men-
tioned. Cf. g5 6 yepouds. étreifeTo: the imperfect after aorist édeioev sug-
gests that while Chryses’ fear was instantaneous, his obedience was a slow
process; see sn., GH 2.192.

34 Pfj ... 8axddoons: the seashore is commonly associated with a char-
acter’s desolation and anguish (Edwards 1987: 177, Mirto 1997: 803),
but Chryses’ silence and isolation may also suggest a ritual observance
intended to enhance the effectiveness of his prayer. Cf. Achilles at 49—
50, Telemachos at Od. 2.260-1, Pelops at Pind. Ol 1.71-3; see Tsagalis
2012: 100-2. Trap& fiva: ‘along the shore’. TroAugAoicPoio is cited
by Dionysios Thrax 12 (p. 42 Uhlig-Merx) as onomatopoeic. gAciocBos is
used of “any confused roaring noise” (LS]), such as the din of battle (e.g.
5.322, 460; 20.877) or the roaring of the sea (e.g. Aesch. PV 792 wévtou
Tepdoa gAoioPov, Soph. fr. 479.9 ehoicBou peTd koéTOV KaBnUEvors), unless
Aoiopos denotes the waves rather than the sound they make (Sturtevant
1910: 328-9). Zenodotos’ &xéwv would lose the effective contrast between
Chryses’ silence and the roaring.

35—6 ToAA& ... AnTed: the unusual two-line speech introduction antici-
pates the exceptional nature of Chryses’ prayer; cf. 229—4. TroAA& (adv.)
modifies fp&8’. Cf. 11 dpnrfipawith n., §51 TOAAY ... fipfloaTo. &rraveubse
kiwv: part of an acoustic formulaic system also including &mwaveube vedov
(48, 15.948, 17.403, 19.356) and &mdveude 8eiov (540, 8.10, 14.189) at the
same position in the verse.

37—42 Chryses first calls on Apollo, using epithets and mentioning
places associated with his cult (§7—9) in order to make his prayer effec-
tive; second, he reminds the god of what he has done for him in the past
that puts him in a position now to seek a favor in return (39-41); third,
he courteously requests the favor (41-2), and his final two words, coiot
BéAeoow, suggest how Apollo might grant it. See Pulleyn 1997: 96-116,
2000: 1§2-9.

37-8 = 451—2: Chryses formally calls on Apollo to harm the Greeks in
the same words in which he later calls on him to ward off their destruction.
Chryse, ¢. 25 miles south of Troy, is the home town of the priest and his
daughter and the site of Apollo’s temple; Killa is a town on the west coast
of the Troad; Tenedos is a small island just offshore, within sight of Troy.
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37 kAUf1: second aorist imperative of KAUw. For -1, cf. 586 tétAats (perf.
imper. of *TAdw), 6.869 8pvud (pres. imper. of pvuur), 25.585 Suvud (pres.
imper. of &upvup). &pyupoTof’: like tknpdios, etc., dpyupdTofos can con-
note the god’s deadliness; see 24.758—9 8v T’ &pyupdTofos AmdMwv | ofs
&yavoiol BEAeooly ETTOLXOUEVOS KOTATEPYTL. &upipépnras: lit. ‘you have
placed your feet around’, i.e. ‘you protect’, a metaphor from standing
astride a fallen comrade or his corpse. Cf. 5.299 ~ 17.4 &uogl & &p’ audTddn
Baive. Xpuonv, object of dugipépnxas, is accusative of Xpuom, the town, but
the same form could be accusative of XpUong, the priest, whom Apollo also
protects.

38 fabinv: (&Beos ‘very holy’ is an adjective always used of places. In
epic, (o, the Aeolic form of &, is an intensifying prefix. TeviSo1o Te

. &vé&oozs: -¢1, an archaic ending found in Linear B and doubtless in
“Mycenaean” oral poetry, is used in Homer for both singular and plural in
instrumental and locatival dative constructions and in the genitive of separa-
tion and the genitive complementing proper names (GH 1.234—40). ipu
instrumental dative of is, in effect an adverb; cf. 6.478 ip1 &véooew, 1.151,
etc. ip1 pdyeobo, 3.975 i1 kTopévolo, 19.417 gt Sapfivar. Both is and dvéoow
originally began with g, which would have avoided hiatus after TevéSoi6 e
and ip1 and produced a striking alliteration in (f)ipt (F)&véooeis. See Introd.,
39. &véooes: with the genitive, dvdoow signifies ‘rule over’ (cf. &pyw,
Boohelw, kpoTéw); with the dative, a construction more common in Homer
(e.g. 180, 291, 288), it means ‘rule among’.

39 ZuwdeU, vocative of *Xuwbels, apparently derived from ouivBog
‘mouse’, is hapax legomenon. If the Greeks associated mice with bubonic
plague (like rats, they in fact carry the bacteria which cause it), Zuv8ed
would be especially appropriate here, since Apollo is about to unleash
plague on the Greek army (48-52). According to Apion fr. 118b, quoted
by Apollonios Sophista (Erbse 20), Apollo and Dionysos were wor-
shipped at the Zuw8sia, a Rhodian festival, for destroying mice that were
defiling the crops. Some commentators consider the worship of Apollo
as Smintheus an indication that he had once been identified with the
mouse as a tribal totem, and that this totemic identity survived long after
he had become one of the Olympian gods (Leaf 1goo-2: 1.19, Willcock
1978-84: 1.187, Mirto 1997: 803). Aristarchos rejected the association of
Apollo with mice and thought that the epithet came from a town in the
Troad called Sminthe (2 39 A). In historical times there was a cult-tem-
ple of Apollo Smintheus in the western part of the Troad near the town
of Hamaxitos (Cook 1973: 292-5). For archaeological evidence that this
cult goes back to the Bronze Age, see Ozgiinel 19go-1. xopievt ...
vnév ‘a temple that would be pleasing (to you and make you gracious
to me)’. x&pis is fundamentally reciprocal: it denotes both a quality in a
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person that makes someone want to favor her/him and the favor that is
done on account of this quality, and it is often considered an ideal kind of
relationship between a human being and a god. émi ... ¥peya ‘I roofed
over’, from #mepéow; cf. 24.450-1 Epeyav | ... popov, Od. 28.192—g B&Aauov

.| ... €0 kaBUTEepBev Epewa. For the tmesis, see Introd., 38—g. “Roofing
over” a temple may involve no more than covering a sacred space or cult
image with branches and twigs. Temples are rarely mentioned in Homeric
epic: see 5.446, 6.297, 7.83, 9.404-5; cf. Od. 9.198-201 describing a nat-
urally roofed shrine.

40 kaT& ... fxna: cf. 464 kotd pfip’ éxdm with n. The burning of animal
thigh-bones wrapped in fat as an offering to a god or gods, while the meat
of the animal is consumed by members of the community of worshippers,
was a standard feature of Greek sacrificial ritual. See 447-74n. For an
aetiology of this ritual, see Hes. Theog. 595-60.

41 78’ 13¢ is an epic equivalent of the conjunction xai, sometimes used
along with kad, e.g. 334 Ads &yyehor 7d¢ kad &vdpddv. kpfnvov: second
person singular aorist imperative of kpaiaivw, a lengthened form of kpaive
‘accomplish’, “fulfill’.

42 ticaav ‘might they pay the penalty for’, ‘make payment for’. Chryses
does not specify the return of his daughter or any other material recom-
pense for himself; “pay for my tears” suggests, rather, that the wound he
suffered was primarily emotional and that he desires some sort of emo-
tional repayment. The material recompense would go to Apollo, who,
unlike Chryses, has the power to exact it and, at the same time, to restore
honor to his priest. Chryses’ emotional response is like that of Achilles in
Book g, who refuses to rejoin the fighting until Agamemnon, who had
treated him like a “dishonored vagabond” (&tiunTov petavéotny, 9.648,
cf. 16.59), “pays back all my heart-rending injury” (mpiv y’ &mwd w&oov éuot
Bopevar Bupayta AwpPny, 9.487); see Reinhardt 1961: 42—-50, Rabel 1988.
Unlike Chryses, however, and like Apollo, Achilles has the power to pun-
ish Agamemnon and look after his own honor; see Mackenzie 1978 ~
1981: 71-81. The third person plural optative in -eiav is normal in Homer;
-atev is found only at 24.38. BéAsoowv: instrumental dative. For the
death-dealing arrows of Apollo, see 48-52, 14n., 21n., Graf 2009: 14-15.

48-52: APOLLO AND THE PLAGUE

When a god leaves Olympos to intervene personally in human affairs, the
narrator normally gives a reason for the intervention, describes the god’s
preparation for the journey and the journey itself (often using a simile as
part of the description, here 47 #ie vuxTi 2o1kws), and mentions the god’s
arrival and the manner and result of the intervention. Here, however,
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the emphasis is on Apollo’s setting forth and his anger as he comes on
(44 xwouevos kfip, 46 ywopévolo), with no mention of his arrival. For the
effective repetition of sounds and synonyms in 43-52, see Griffin and
Hammond 1982.

43 @S ... ATéMwv = 457; see §7-8n. eUxopevos ‘praying’. For for-
mulas involving eUxopcn and the verb’s sacred and secular associations,
see Muellner 1976. ToU & E#KAue ... ATéAAwv picks up 97 kAT peu
&pyupoTog’. kMw, ‘hear’, can mean ‘hear favorably’, ‘be persuaded’,
‘obey’.

44 BA ... kapfivwv ‘he came down along the peaks of Olympos’. Mt.
Olympos in Thessaly is the highest mountain in Greece (9,573 feet =
2,018 meters). It has fifty-two separate “peaks,” and the Homeric gods
are imagined as dwelling on or above its summit. Elsewhere in the //. and
Od., e.g. 2.167, 4.74, Bfi ... kapfvwv occurs only when Athene or Thetis
(24.121) descends from Olympos at the command of Zeus or Hera, or
when Athene comes of her own accord (7.19); it is always followed by the
participle &ifaoa at the end of the line, suggesting the goddess’s rapid,
darting movement, and usually by explicit mention of her arrival in the
following line(s). kfjp, the contracted form of kéap ‘heart’ (not to be
confused with k7p, see 228n.), is accusative of respect with ywdpevos; cf. 58
mTédas wkus with n., 474 ¢péva ... &kovwv with n. Monosyllabic words are
rare at position 12; when they do occur, they tend to go so closely with the
word ending at position 11 that the final cadence of the line is unaffected,
€.8. 491 ¢idov kfip, 511 vepeAnyepéTa ZeUs.

45 &uenpepia Te ‘and covered on both ends’. &uenpepéa, the uncon-
tracted form of &uenpeofi, is hapax legomenon in Homer. Its final syllable
is heavy, despite the short o, apparently on the model of other -npegrs
compounds that end in a heavy final syllable at position g, when a short
vowel is followed by two consonants (e.g. 9.582 Uynpegeos BoA&poro, 12.54
gwnpegees wepl md&oav). Here, however, the word-group &uenpegéa te over-
runs the expected word-end at position g and ends in a light final syllable
at position 9.5. The rhythm of the whole line is strikingly irregular, with
word-end at positions g.5 and 9.5 and no A or C caesura.

46—7 There is no good reason to follow Zenodotos in rejecting these
lines. He was perhaps motivated by the same stylistic features that make
them poetically striking: the substantive genitive participle in line 46 and
the genitive absolute at the beginning of line 47, with emphatic adTod
looking back to 43 ®oipos AméAAwv and contrasted with diotol in the main
clause.

46 #Aaygav: onomatopoeic kA&(w is used of sharp, piercing sounds
made by animals, gods, or occasionally mortals, often in contexts of
assault or aggression, e.g. 12.125, 16.430, 17.756, 759. Here the verb is
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particularly striking, because its subject is a material object that exhibits
agency, as in some descriptions of human weapons and armor; see Purves
2015: 80—7 on 16.102-11. xwopévoto ‘of him, being angry’ (Willcock
1978-84: 1.87).

47 auTtoU xivnbévros ‘as he (sc. the god) set himself in motion’. The
intransitive aorist passive kwn@évros, with middle force, is “ingressive,”
marking the god’s “entrance into” both action and emotion; he is “moved”
(Smyth §§1924-5). oé: cf. g-10n. fjie: third person singular imper-
fect of €iw. Cf. 307, 609. VUKTI fo1kes: an ominous phrase, because in
the /l. night and darkness are regularly associated with doom and death,
e.g. 5.310 = 11.356 &uol 8¢ dooe kehoavn) vU§ EkdAuyey, 12.469 vukTi Bofil
&rédavtos describing Hektor as he breaks through the Greek wall. The
phrase recurs only at Od. 11.606, introducing the frightening descrip-
tion of the eidolon of Herakles in the Land of the Dead as an archer with
his bow drawn and an arrow on the string, “looking around terrifyingly
like one who is always about to shoot” (11.607-8). = 47 b bT notes that
“[Homer] likens fearsome things to night”; here Apollo’s resemblance to
night is especially powerful because, as his other name ®oipos suggests, he
and his power are often associated with brightness, even though his ear-
liest identification with the sun is post-Homeric (first at Eur. Phaethon fr.
781.11-19 Kannicht). Ancient audiences and readers, familiar with this
identification, might have found vukTti ¢oikas particularly disturbing and
conducive to fear and wonder (Hunter 2018: 43).

48 &ev” ‘he sat down’, perhaps in the sense, ‘he knelt’, since archers
in Greek sculpture are frequently depicted as kneeling. &lopcu is used
elsewhere of voluntary movement other than “sitting,” e.g. at 22.275
of “crouching down” in a defensive posture. &rméveude vedv: see
950, MeT& ... Enkev: tmesis (Introd., 38-9). &nkev, third person singular
aorist indicative active of inu, is a metrically motivated variant of fixe (cf.
195). i6v: the shift from 46 dioTol to 48 i6v as the word for ‘arrow’
might be a matter of stylistic variation or metrical convenience, like the
shift from 45 168’ to 49 Piofo. i6v, however, by a kind of word-play, may
suggest the word of identical sound and spelling, iés (‘venom’, ‘poison’).
This word does not occur in Homer but would be apposite here, because
Apollo is shooting plague-arrows of death into the Greek camp, even
though there is no explicit link between the “plague” and “poison.” At
Od. 1.261-2 ioUs ‘arrows’ may suggest i6s ‘poison’, when Athene/Mentes
tells Telemachos that Odysseus had once sought “a man-killing drug”
(p&ppakov &vdpogpdvov) with which “to smear his bronze arrows” (ious
xpleoBan xoAktpeas).

49 8awvn ... Khayyn: cf. 46n. Sewn, predicative adjective describing
KAayy™, gains force from its position at the beginning of the line. For the
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milder sound of a bowstring, when an arrow is shot by a human being,
see 4.125 Myée Pids. &pyupéoto Proio picks up g7 dpyupdTog’, as Apollo
grants his priest’s prayer. &pyupéoio is not ornamental, but like éxnpdéAos
and &pyupdToéos has the connotation “deadly”; cf. 24.605 ToUs pév ATréAAwY
Téguey &1’ &pyupéoto Pioio.

50 émrwixeTo: ¢moixouan is often used of attacks by gods or by heroes
aided or inspired by gods, e.g. 383, 24.759. &pyous: &pyds used of
dogs seems to mean ‘flashing-footed’ or ‘moving swiftly’ (18.283, 578;
cf. Od. 17.62 = 20.145 xUves TéBas dpyol); it can also describe animals
which, in modern color terms, are “white,” “bright,” or “glistening,” e.g.
oxen (28.90) or a goose (Od. 15.161); cf. &pyns used of lightning (e.g.
8.133; Od. 5.128, 131), a shining veil (3.419), and human fat (11.818,
21.127). Greek color terms often refer to the subjective experience of
light and dark, of brightness, richness, movement, shining, or shimmer-
ing, rather than, or as well as, to hue (Sassi 2003: 14, 2017). Cf. 350
ToNifis with n.

51 aUTE&p ETTELT’ ANSWETS O WiV TPRTOV. avTtoicu: the men themselves,
as opposed to the mules and the dogs; cf. 4 abtoUs ‘themselves’, i.e. dead
bodies as opposed to yuyai. BéAos: the syllable -os is metrically “heavy,”
although it is followed by a word beginning with a single vowel and with no
trace of initial digamma. See Introd., 34. éxetrevkés ‘sharp’, ‘pointed’,
‘piercing’ is a rare (and therefore a marked) word, used in Homer only
here and at 4.129. For the probable etymology (¢xw + *melkos ‘sharp’),
see DELG s.v.

52 B&AN’ ‘kept on shooting’ (imperfect) is emphatic both as the runo-
ver word in integral enjambement and through its etymological echo
of 51 Péhos. Though B&AN’ ends one clause and the following word adei
begins another, an audience might also have heard “the etymology for
the archer-god’s name” (&ei pdMew) suggested at Pl. Crat. 405c5—6, 40602
(Hunter and Laemmle 2020: 400). aiel ... Bapeiais there is a striking
shift in narrative pace from the detailed account of Apollo’s attack to a
general statement about its consequences. The image is of funeral pyres
kindled and continually (odel) burning in close proximity (8aueiai) on the
plain of Troy. This line gains force from (1) the unique occurrence in
early Greek epic of adei as the first word in a clause beginning at position 2
of the hexameter, (2) the only plural form of wupt in Homeric epic, and
(3) a rare instance of a noun at the B* caesura agreeing (and rhyming)
with an adjective at the end of the line. It provides a vivid and haunting
conclusion to the opening movement of Book 1 and a prelude to the
deaths that will occur throughout the /1., while suggesting that normally
corpses are given funerals and anticipating the poem’s thematic concern
about their proper treatment.
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53-305: THE GREEK ASSEMBLY AND THE QUARREL
BETWEEN ACHILLES AND AGAMEMNON

53—4 évvijpap ... AxiMeUs: in Homeric epic nine days is a conventional
length of time for an action, before it is followed by a more important
or decisive action on the tenth day; cf. the nine days of grieving for
Hektor before his burial on the tenth day (24.664-5, 784—7). Similar
formations include &fjuap, abTfiuop, Toviipop, Tooofuap. &v& oTpaTOV:
here the tension between meter and rhetoric is even greater than in
line 10, because dv& is located at position 5, the normal B® caesura, but
goes so closely with oTpatév at position 6 that the force of the caesura is
weakened, and the line seems rhetorically bisected. kfjAa Beoio: xfla
is used only of shafts shot by gods: cf. 3483, 12.280 (snowflakes as the
shafts of Zeus), Hes. Theog. 708 (Zeus’s thunder and lightning), HHAp
444- kaéooaTo ‘had (the Greek army) summoned’ (sc. by heralds),
a ‘causative middle’ indicating that the subject has something done for
himself or in his own interest through the agency of another or others
(Smyth §1725). Cf. Od. 3.137 1o 8¢ [sc. the two Atpeidou] kaheooopévw
&yopnyv és mdvtas AyaioUs. &yopnvde: this is the first of four Greek
assemblies in the poem; cf. 2.85-399, 9.9—79, and 19.40-276, as well as
the &ycv for the funeral games of Patroklos (23.257-897). The narrator
does not say where the assembly took place or what the assembled host
sat on, only that individual speakers stood up to speak and sat down when
they had finished speaking (Giordano 2010: 136). For Trojan assemblies,
see 7.345-80, 8.489-542, 18.243-513; for assemblies of the gods, always
at the beginning of a book, see 4.1-72, 8.2—40, 20.4-30. Ax1AAeUs:
when Achilles, prompted by Hera, takes the initiative to call the assem-
bly, he does so as a member of the army concerned for its well-being (cf.
59 &pue, 60 pUyouey, 62 épelopev, 67 fulv; see Mirto 1997: 8o4). On the
other hand, his intervention seems transgressive: there is no reason why
any leader cannot take the initiative to have an assembly called (see X
54 bT, Kim 2000: 72-3), but Achilles appears to usurp the authority of
Agamemnon as &va§ &vdpdv, raising the question why Agamemnon him-
self did not take the initiative.

55 T y&p ... "Hpn: the ¢pnv/gpéves are among the physical organs
located in the breast — including the 8uuds, ftop, kfip, kpadin, TpaTides,
and véos — that at various times are said to be sites of emotion, thought,
or knowledge (Clarke 1999: 61-126). The gpéves have been identified
with the lungs, the diaphragm, and the pericardium, but like these
other organs, they are better seen not as a single physical organ but as
“indefinitely corporeal” (Darcus Sullivan 1988: 7—9, 21—9). This corpo-
reality means that Hera did not inspire Achilles to call the assembly, but
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physically placed the idea of doing so into him; cf. 8.218-19 i pn ¢l ppeoi
8k’ Ayopépvovt TéTvia “Hpn | ... Bodds dTplvon Ayouous. Bz ... “Hpn: met-
rically identical to Bodmis wéTVIa “Hpn (€.8. 551, 4.50), a clear violation
of the principle of formulaic “economy” (see 551n., Beck 1986, Introd.,
48-9). Both formulas probably refer to Hera’s beauty (Pirenne-Delforge
and Pironti 2016: 24-6, 34—42), like other adjectives that describe god-
desses and women with reference to parts of the body, e.g. 36 fixopos,
98 EAikOTda, 148 KaAhirdpnio. “Hpn: Hera is the most appropriate
god to stimulate Achilles to call an assembly. She passionately hates the
Trojans and has “sweated sweat” and toiled to assemble the Greek army
(4.26-8), actions unparalleled among the gods “who live easily.” When
Zeus tells Hera that she would satisfy her anger only if she could devour
Priam and the Trojans raw, she does not disagree and even offers him
three of her own favorite cities to destroy, provided that her efforts are
rewarded by the destruction of Troy (4.51-7). Elsewhere in the poem,
Hera sends Athene to prevent Achilles from killing Agamemnon (194—
5, cf. 208-9) and to stop the army from boarding their ships and going
home (2.156-65); she helps the Greeks by disguising herself as Stentor
to arouse their strength and spirit (5.784—92), suggests battlefield tac-
tics to Agamemnon (8.218-19), and seduces Zeus so that, during his
post-coital nap, Poseidon can rally the Greek forces (14.157-387). See
Ali 2015.

56 kNdseto ... 6p&To: the imperfect forms pick up 5o émaigeto and 52
B&AN ... kalovto, suggesting that Hera was “caring” and “watching” for
some time, even though at 429—4 Thetis tells Achilles that “yesterday”
(x810%s), i.e. on the day before the assembly, all the gods had gone with
Zeus to the Aithiopes for a feast (von der Miihll 1952: 27-8, Myers 2019:
68—70; cf. 423—4n.). kndeTo: in the /I kfBouan ‘be concerned’, ‘care
for’, is often used formulaically with é\eéwo/EAeaipw ‘pity’ or as its equiva-
lent, especially in a context of death or dying, when a god pities a mortal
or mortals: cf. 2.27 (Zels) osu &veubev écov péyo knhdeTon AS’ EAeaipet, 8.950-3.
Often the pity is associated with the god’s friendship, e.g. 209 &ugw 6uds
Bupuddt prAdoucd Te kndouévn Te, 24.422—5 s Tol KNBovTan udkapes Beol ulos £fjos
| ki vékuds Tep EovTos, Emel o @idos Tepi kfipt. Cf. 24.749-K0, Kim 2000:
46-7, 52—7, 71. ép&To: the middle of 6paw (cf. 198) and other verbs
of perception in Homer has no distinguishable difference in meaning
from the active but may suggest that the subject of the verb is particularly
interested in the action.

57 émel oUv: in Homer this combination regularly introduces a subor-
dinate temporal clause and occasionally one that is causal. In all but two
cases, 3.4 and 4.244 (both in similes), émel oUv refers to something pre-
viously described or implied; like ¢>s oGv, which always follows a verb of
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explicit orimplied “seeing, hearing or ascertaining,” it “stress[es] the com-
pletion of an action,” a distinctively Homeric usage (GP417). AyepBev
= fly¢pdnoav, third person plural aorist indicative passive of &yeipw. For the
redundancy, #yepBev Sunyepées 1" dyévovto, cf. 509—10 Spp’ &v Axouoi | uiow
¢uov Tiowo1 d@éAwaiy Té € TipfL.

58 Toio1 §”: the so-called “apodotic 5¢” introduces the main clause of a
sentence, following a subordinate clause, by repeating the conjunction
that introduced the subordinate clause (here & at the beginning of line
57) and thus emphasizing the correspondence between the two clauses
(GH 2.356—7, Smyth §82857, 2837a, GP 177-9). Here tolo1 8’ picks up 57
oi 8. Cf. 137 €l 8¢ ke p1) Bwow, gy 8¢ kev aliTds EAwopa. wodas: accusa-
tive of respect with cxus, a construction common with, but not limited to,
parts of the body; cf. 114-15 oU £8¢v 201 Xepeiwv, |oU Sépas 0U8E puiy, oUT’
&p ppévas oUTe T1 épya.

59—67 On the surface, Achilles’ first words in the poem are without
blame or rancor and appear to be based on his concern as a member of
the army for its safety and success. On the other hand, it seems pointed,
even antagonistic, to call an assembly and begin by telling Agamemnon,
in the presence of the whole army, that the expedition he commands
seems doomed to failure. See 53—4n.

59-60 viv ... Uyorpev ‘I think that now, having been driven (lit. ‘made
to wander’) back, | we shall be on our way back home, if we should escape
death.” The repetition of the notion “back” in wéAwv and &y and the
implication of failure in &mo- reflect Achilles’ frustration at the possible
collapse of the Greek war effort. &M is always spatial in Homeric
epic (‘back’), never temporal (‘again’). Aristarchos (X 59 ¢ A) men-
tions “recent (scholars)” who interpret it temporally in this passage as
an allusion to the story, known from the Kypria (Argumentum, Bernabé
1996: 72—3 = Davies 1988: 32 = West 2003: 72—9) and from a fragment
of an elegy by Archilochos (P.Oxy. 4708 = fr. 177 Swift), but undoubtedly
pre-Homeric, that the Greek fleet had sailed against Troy once before
but landed by mistake at Teuthrania in Mysia, which they attacked unsuc-
cessfully. This story is not explicitly mentioned in the Il. or Od., and X 59
d A says that Homer “does not know” it. It would, however, be better to
say that he ignores it for his own poetic purposes. See Introd., 12, Currie
2015: 289-9o. éiw: the 1 is long here and at 561, but usually short,
possibly owing to correption (e.g. 558, 13.159, 29.467); this variation in
quantity makes it possible to use the word in different metrical circum-
stances. & kev ... @uyoruev ‘if (as seems unlikely) we should escape’.
el xev + optative expresses a more remote possibility than would é¢&v + sub-
junctive, and a much more remote possibility than 61 &i 87 6poU TOAeudS
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Te dopd kai Aowds Axarous, in which 81 and the future indicative following
ei strongly imply that “war and plague” really “will master the Achaeans.”

61 ¢i 87 ‘if, as is clear’; see GH 2.255 n. 1, GMT §460. Aoiuds: a rare
word used of a rare event. It occurs in Homer only here, unless Zenodotos’
reading is correct at 977, and is used similarly at Hes. WD 243 of a plague
sent by Zeus to punish a transgressor.

62-3 &AM &ye ... Aidg éoTiv: Achilles suggests that the army consult an
expert who, in a time of crisis, can interpret the purposes and actions of
a god: a seer (pdvTw), who might predict the future on the basis of bird
omens or other signs; a priest (iepfix), who is an expert in things having
to do with sacrificial ritual; or a dream-interpreter (whether of his own or
others’ dreams is not specified), “for a dream too (is) from Zeus.”

62 &AN &ye ... épeiopev: gpeiopev is a short-vowel present subjunctive, pre-
sumably from £péw, though the short o suggests that it might come from,
or was formed as if it came from, *¢pnui. In Homer the hortatory or jussive
force of the subjunctive following the interjections &\’ &ye(te), delTe, etc.
is particularly clear (GH 2.207).

63 kai yép ... éoTiv: “epic” T(e) gives this explanation the tone of a gno-
mic expression or a proverb that is generally true; cf. 81, 218.

64 &5 K’ sitro1 ‘who could say’. In a relative clause expressing purpose,
&v/xe with the optative generally emphasizes what is expected or probable
(GH 2.249). é 11 ‘in respect to what?’, ‘why?’ is adverbial accusative of
respect with ¢xwoaro. Cf. Od. 5.215 pn po1 163 xweo. The indirect question
is made more precise in line 65 by another indirect question depend-
ent on &s k’ eior: “(Who could say) whether he finds fault (¢muépgeron)
with an (unfulfilled) vow or with a hecatomb.” edxwAfis and éxaTtdéppns are
causal genitives giving possible reasons for the god’s finding fault.

65 6 ¥’ ‘that one’, i.e. Apollo, with a mild emphasis provided by y(e). A
hecatomb, literally a sacrifice of 100 oxen (from &katov + Bois), in practice
referred to the sacrifice of a large number of any kind (s) of sacrificial ani-
mals. &l Te ... & ... : a standard Homeric way of expressing alternatives
in indirect questions (cf. 2.949, 12.239—40, Od. 3.90-1); the first &l Te is
often strengthened by &pa, perhaps to mark uncertainty or in expectation
of clarification (GH: 2.340; cf. Smyth §2675 with n.1, K-G 2.299-301,
326). Most MSS read &f e ... #8¢ ... , ‘if he finds fault with a vow and a
hecatomb’. Herodian (cf. X 65 a A) similarly eliminates the expression
of alternatives by reading & Top ... 78’ ... (see 8n.), but Kalchas’ o¥te ...
oUTe ... at 93, in his response to Achilles, makes it likely that Achilles here
expresses alternatives.

66—7 oi kév ... &uivar: better understood as an independent clause
expressing a hope or a wish on the part of Achilles, whose rhetoric is
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characterized by such emotional self-interruptions (e.g. 9.376-87, 16.97—
100), than as part of the indirect question introduced by 62 épeiopev.
Cf. 2.72 &N &yet’, o kév s Bwpniopey ulas Axoaddv. kviong: partitive
genitive with dvmidoas. &pvév and oiydv are genitive of origin dependent
on kvions, which refers primarily to the fat of burnt sacrifices and the
savor of burning or roasting flesh. Tedeiwv ‘perfect’, i.e. ‘unblem-
ished’. BoUAetan: a short-vowel, present subjunctive with ai kev (GH
1.454-7). fpiv reflects (or perhaps helps to create) a sense of the
community being harmed by Apollo’s action. &Td ... &uUvor: tme-
sis; cf. 25, Introd., 38—9. Aoryds denotes comprehensive devastation or
destruction like that threatened by the plague or, later in the poem, by the
Trojans routing the Greeks (16.92) or by Achilles fighting to avenge the
death of Patroklos (cf. 21.139-5). When Achilles, Thetis, or Zeus wards
off destruction for the Greeks, the formula is Aorydv &uivan; when the river
Skamandros or Apollo tries to ward off destruction for the Trojans, the
formula is Aorydv dAdhkor (21.188, 539). For the thematic associations and
interpretive significance of Aorydv &uiven and its formulaic variants within
the 71, see Nagy 1999: 74—8. For Achilles as the only mortal in the poem
with the ability to “ward off destruction,” see Slatkin 19g1: 65, 87.

68-83 Achilles had addressed his words to Agamemnon, but Kalchas
rises at the mention of a seer or dream interpreter (62, 63), as if he were
prepared for it. Achilles probably had Kalchas in mind when he spoke,
and Kalchas’ request for Achilles’ protection makes pointed reference to
Agamemnon (78-9g).

68 9 To1 ... &vioTn: this line occurs regularly between the end of one
speech and the beginning of another, e.g. 101; 2.76; 7.354, 365. 7 To1 (=
ftor) is mildly affirmative, probably a combination of 7}, imperfect of *?ui
(‘s/he said’), and to1, which draws attention to the truth of what is being
said (GP 553—4). &p’ comes unusually late in its clause, between the
parts of a verb separated in tmesis, perhaps because the preverb in effect
begins a new clause in which &p’ is in its normal position as the second
word (Bakker 199o: 12). Zenodotos’ ¢ékaéleto would eliminate this anom-
aly; there is, however, no sign of this reading when the line occurs else-
where. Toiou: the Greek army, even though Kalchas goes on to address
only Achilles (74).

69 KéAxas ... &pioros: Kalchas, the leading seer in the Greek army,
has a longstanding relation with Agamemnon (cf. 106-8). Outside of
Book 1, he is mentioned only when Odysseus quotes his prophecy that
the Greeks would take Troy in the tenth year of the war (2.422-30), and
when Poseidon takes on his appearance and voice to rally the Greek army
(19.45—75). But Kalchas was prominent in several poems of the epic
cycle that sang of events leading up to and following the Trojan War: see
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Kypria, Argumentum $4-5, 45—6 = West 2003: 72—5 (cf. fr. 29 Bernabé = X
A 108-gb, Apollod. Epit. §.21); Sack of Ilion as reflected in Apollod. Epit.
5.23; Nostoi, Argumentum 7-9 in Bernabé 1996 = West 2003: 154-5. See
Finkelberg 2011: 203-6 = 2019: 163-6, 2015: 134—5 with nn. §g—40 =
2019: 177-8 with nn. 39—40; Danek 2015: 367-8, 375-6. Zenodotos’ read-
ing, uévTis, would emphasize Kalchas’ expertise (cf. Graziosi and Haubold
2010: g6—7 on 6.76) and assume that audiences and readers were famil-
iar with his patronymic, which occurs only here in extant archaic epic.
Thestor is also the name of a Greek warrior killed by Sarpedon (12.394)
and of a Trojan warrior killed by Patroklos (16.401-10). 0iwvoTréAwv
éx’ &pioros: this phrase is used at 6.76 of the Trojan seer Helenos, who,
however, does not interpret the flight of birds but “hears” in his 8uuds “the
will of the gods” (7.44-5, 53). éxa ‘by far’ occurs only in the phrase
8y’ &pioTos (-n, -ov).

70 Hidn: third person singular pluperfect of oida, with imperfect mean-
ing. pd T’ é6vTa = T& Te wpodvTa. Kalchas” knowledge, as seer, of past,
present, and future resembles that of the Muses, who tell T& 17 ¢évta kai
¢oooueva mpd T tovta (Hes. Theog. §8), and that of the poet whom they
inspire to glorify t& T’ éoodueva mpd T’ édvta (Hes. Theog. §2); cf. Hes. fr.
204.119 éooa T’ &y Soa T’ E]oTl, Kai owméoa pEMer Eoecbon. In practice,
the poet sings mainly of “things that were,” the prophet refers to “things
that will be,” and divinity makes known to each what he could not other-
wise know because, unlike divinity, he cannot be present everywhere and

always. Cf. II. 2.484-6 ¥omeTe vv pot, Moloa, ... | Upels yop Bead 2oTe TépeoTé
Te ToTe Te WV, | fuels 8¢ KAéos olov dxolopev oUdE T1 1dpev. See 1n., West
1966: 166.

71 kai ... giow ‘and guided the fleet of the Greeks to Ilios’. Homeric
elow is usually an adverb, ‘within’, but when it follows a noun in the accu-
sative, it serves as a preposition, ‘to’ or ‘into’; cf. 18.58-9 = 439—40, Od.
9-524- vfgoo’:s on the occasional elision of 1 in the dative plural in
Homer, which is extremely rare in Attic, see GH 1.85-6. "IA1ov: accu-
sative of "o, the name of the city previously referred to by Chryses as
“Priam’s city” (19) and also known as Tpoin. Originally *I\ios was preceded
by a digamma, Fikios, and it may be cognate with Hittite Wilus(s)a (adj.
Wilusija), which possibly was the Hittite name for Troy. See Watkins 1984:
58-62. For relevant Hittite texts (with translations), see Beckman, Bryce,
and Cline 2011.

72-3 fv ... peTéarrev: fiv is feminine accusative singular of the third per-
son possessive adjective &g/ £6s. Thv: relative pronoun, cf. g—10n. oi:
enclitic third person dative singular personal pronoun. moépe: third
person singular aorist of *mwépw. In Homer, an exceptional skill or the
exceptional implement with which that skill is practiced is often said to be
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the personal gift of a god, e.g. Pandaros’ bow (2.827), Achilles’ arms and
armor (18.89-617, 19.3—23, 20.267-8); see Willcock 1g7o0. é ‘that
man’, masculine nominative demonstrative referring to Kalchas. oPiv:
dative plural of the third person pronoun ogeis, felt here both as dative
of advantage with & gpovéwv and as indirect object of peréermev (GH
2.116). ¢U ppovéwv suggests both ‘with good sense’, as opposed to
agpovéwv (15.104), and ‘with good intention’, as opposed to kak& gpovéwy
(12.67, Od. 20.5). Cf. &yab&, eida, and dAo& ppovéwy.

74 & AxiAeU: & is found with only 11.5 percent of vocatives in the /L,
always when one mortal, or a god disguised as a mortal (e.g. 24.411, 460),
speaks to another mortal. It can be lively or familiar in tone and convey
impatience or strong emotional involvement (Scott 19o3: 192, 195-6,
GH 2.37), though here and at 442 & Xpuom seems formal and respectful;
see Macurdy 1912: 78, Dickey 1996: 200-1.

74-5 éhear ... &vaxTos: kéAean is uncontracted second person singular
present indicative of kéhouan (= kedew). Kalchas places the responsibility
for what he is about to say on Achilles. pubfoactor | pfviv: ‘speak
with authority about the wrath’, perhaps in the quasi-technical sense of a
seer predicting the future or interpreting or expounding a god’s words
or signs. Cf. Od. 2.159 and, with a god himself doing the expounding,
Il. 11.201, Od. 8.79. The enjambement is particularly emphatic: for the
first time in the poem, a verb at the end of one line has the first word
in the next line as its direct object. The clear parallel between the ufjvig
of Achilles and that of Apollo is perhaps strengthened by the use of 74
BiipiAe of Achilles and 86 &ifpirov of Apollo. Apollo’s wrath, however, will
be easily removed by the return of Chryseis to her father and the sac-
rifice of a hecatomb, while the wrath of Achilles is emotionally deep-
seated and cannot be removed even by Agamemnon’s offer in Book g
to return Briseis and repay Achilles with material possessions for the
dishonor he suffered. éxaTnpeAéTao: -co is the original ending of the
genitive singular in first-declension masculine nouns and adjectives. See
1n.; Introd., g6.

76—7 Torydp ... &pneiv: Torydp in Homer “is only used by a person
preparing to speak or act at another’s request” (GP 565) and is always
the first word of the speech, followed by g&yw(v). oUvbeo: uncon-
tracted aorist middle imperative = Attic cUvBou. In Homer cuvTifnu, like
ouvinui, can signify an attentive kind of hearing: “mark my words,” or
“hear me and do as I say” (Snell 1978: g5). kai poi dpocoov ‘and
swear to me’ is followed immediately by emphatic 7 uév (= Attic f pfyv) in
enjambement, introducing the terms of the oath. As usual, the subject
accusative in indirect discourse is not expressed when it is the same as
the subject of the leading verb. Tpoéppwyv in the nominative is always
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a predicative adjective, often best translated by an adverb; cf. g2 cacTepos
with n. #reov xai xepoiv: speech and action are more often con-
trasted than linked, e.g. 95 ) #me1 ... 9t kol Epywy; cf. 15.106 1 Ewer A Bim.

78 fl yép ... xodwoipev: T y&p regularly introduces a clause that explains
what has just been said and emphasizes its main verb. xoAéw in the active
is causal (‘make someone angry’), e.g. 18.111 ¢ épé viv éxdAwoey ...
Ayopéuvov.

78-9 85 ... Axaoi: although Kalchas does not name this person, the lan-
guage he uses is elsewhere associated with Agamemnon, e.g. 10.32-5 8
péya vty | Apyeicv fvacoe, 2.864 kai Tot TeiBwvTan Ayotoi, and Achilles
has no difficulty understanding to whom Kalchas refers (cf. go o0&’ fv
Ayopéuvova gitrms). Siopan: diw/dlopan is often used understatedly of
confident expectation, e.g. 170, 204. kai ... Axaoi is an independ-
ent, paratactic clause: “(I think that I will anger a man who ...) | and the
Achaians obey (him).” Cf. 162 8écaw 8¢ por ... with n.; Introd., 58.

80 xwoeTar: short-vowel aorist subjunctive of ywoua, after éte. Homeric
Greek often omits &v/xe in general or indefinite clauses, especially fol-
lowing ei, émei, relative pronouns or pronominal adjectives, and relative
adverbs of time, place, or manner (GMT §§468, 512, 538-9, 542; GH
2.256, 279). Cf. 81 &l ... karamwéymn, 163—4 6TWST ... ékTépowo’. Xépmiz
a metrically useful variant of yepeiovi. £ 80 b condemns Zenodotos for
rejecting this line, in which he also is reported to have read kpeioow for
kpeioowv, but 2 does not explain why he is wrong (Schironi 2018: 575 n.
150).

81-2 ¢itrep ... TeAéoom ‘if on the same day he keeps down his x6Aos — but
afterwards he suppresses his kétos until he can fulfill it’. xéAos is a vio-
lent, explosive emotion that can burst forth in a moment but can also be
controlled. kéTos, by contrast, is a long-lasting, deep-seated feeling, which
there is no way to control until the person in its grip brings it to its TéAos
(Walsh 2005: 12—14, 20-31). Te in both lines marks them as gnomic or
proverbial in tone; cf. 63n. dAA& e frequently opposes a main clause to
a subordinate clause in conditional sentences, e.g. 10.225—6 uoGvos &’ &l
Tép Te vonont, | &K Te ol Ppdoowy Te vdos, AeTwTh 8¢ Te piiTis; cf. 19.164-5,
GH 2.944. kaTaméyn, aorist subjunctive of koramwécow and hapax
legomenon in Homer, denotes a kind of controlled cooking or baking.
The simple verb wéoow ‘ripen’, ‘cook’, ‘bake’ is used with xéov at 4.519
= 9.565 to describe Achilles “cooking” or “brooding over” his anger, or
perhaps “foment[ing] it inside him and mak[ing] it moistly swollen like
ripened fruit” (Clarke 1999: 93). Cf. Achilles at 9.646, “My heart swells
(oi8&ver) with xéhos,” and 18.109-10, “[xéMos] rises (&é€eTon) much sweeter
than dripping honey | in the breasts of men.” For the omission of &v, see
8on. dgpa + subjunctive, with or without & (which would be required
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in Attic), always looks to the future, introducing either a temporal clause
(cf. 509—-10) or a purpose clause, and it is not always easy to know how it
is being used. Here, for example, there is a secondary sense of purpose
in addition to the temporal meaning (GH 2.262); cf. 529 dppa TeMéoow,
14.87 dppa ¢ibuecda ExaoTos.

83 p&oan: aorist imperative middle, lit. ‘point out to (yourself)’, i.e.
‘consider’. In Homer ¢p&lw and ¢p&lopcn never mean ‘say’. Zenodotos’
ppaoov would be aorist imperative active, a form that does not occur else-
where in early Greek epic.

85—91 Several striking features of Achilles’ diction and style in these
lines contribute to their direct, urgent tone: vocative K&xov at the end
of line 86 is one of only four vocatives in the /I. at position 12 unaccom-
panied by an epithet (cf. 2.761 MoUoq, 10.416 fipws, 15.14 "Hpn);
Te oU is found elsewhere only at 14.198 and is one of just four relative
phrases at positions g—10 in early Greek epic (cf. 22.259, Od. 9.356, HH
30.7); oupmdvTwy Aavady in enjambement at the beginning of line go,
and dependent on 115 at the beginning of line 88, is especially forceful.
The unusual coincidence of meter and meaning in line 87, with each
of the four cola filled by a single word, gives the line a heightened
solemnity.

85 Baponoas ... eitré ‘taking courage, speak as much as you like’. 8apoéw
is always intransitive, and in Homer the aorist forms often have ingres-
sive force (Smyth §1924); cf. 20.338 6apofioas 81 EmwerTa pet& TPWTOLOL
péxeoBa. pé&Aa ‘very much’, i.e. ‘as much as you like’, modifies imper-
ative eité; cf. 179 @elye péd’, el To1 Bupds EméoouTat Beotrpémriov ‘dis-
closure of divine will’ or ‘divine will as disclosed to a 8sompdtos’, whose
activity is denoted by 6sompotéw. This neuter noun, identical in sense to
Beomrpotrin, occurs elsewhere only at 6.488 (plural). -ofa: a second per-
son singular ending in indicative, subjunctive, and optative forms, e.g.
397 ¢pnoda, 554 BeAModa, 24.619 KAadoioBa.

86-7 o ... &vagaivels ‘no, by that Apollo to whom you, Kalchas, | pray
and reveal divine will to the Greeks’; cf. 72—gn. Apollo is mentioned
as Kalchas’ patron divinity, but given the god’s intervention against
Agamemnon, Achilles’ reference seems especially pointed. The relative
pronoun followed by Te can introduce a generalization or a habitual or
typical action, usually with a verb in the present or gnomic aorist, e.g.
270 &1 Te Zeus kU8os Edwkev. See 63n., GH 2.239-41, GP 521-2. Plural
BeomrpoTrias and present dvagaivels suggest that Kalchas has revealed divine
will on multiple occasions; cf. 108—9, 2.299-332.

88-90 o¥ Ti5 ... Aavadv: oU negates émoice at the end of 89; Qo ouprdvTwy
Aavav is partitive genitive with 88 Tis, the subject of ¢moioer. $uel ...
Sepropévoro: genitive absolute, ‘while I am living and having the power
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of sight upon the earth’. Cf. the common formula 6p&v g&os feAioto = ‘to
be alive’ (e.g. 18.61, 24.558) and the Attic use of pA¢ww with the same
meaning.

89 oo ... émwoioe is doubly marked and emphatic: (1) ooi, the first word
of the line, is governed by émoioel, the final word; (2) the placement of
koiAmis Tap& vnuot in the first half of the line, preceding the B caesura,
is unique in Homer. Elsewhere, except in line 26, all formulas involving
forms of koitos and vnis are found only and entirely in the second half
of the line. The distinctive location of koiAnis here and xoiAniow in line
26 suggests that Achilles, in reassuring one priest, may allude specifically
to Agamemnon’s threat against another. Certainly, Achilles’ promise to
support Kalchas even against Agamemnon (88-go) threatens to disrupt
the accumulation of material prizes of honor to be brought home that
is suggested by 26 koiAmiow ... vnuoiv (Ward 2019: §3—4). Bapeias ...
¢mroicer ‘will lay hands upon (you) that will be heavy’, i.e. ‘hands that will
be violent and hostile to you” (Chadwick 1997: 69).

90 ouptr&vtwy: a characteristically Achillean word, when he becomes
assertive or emotional; cf. 241, 22.980. oU8’ ... sirms: Achilles, who
speaks more directly and forthrightly than Kalchas, names Agamemnon
in a clause that provides the protasis of a future more vivid condition, of
which 88—-g oU ... émoioel turns out to be the apodosis. His exchange with
Kalchas may suggest pre-arranged complicity (Taplin 1992: 54-5), but
nothing in the text expressly authorizes this interpretation.

91 &g ... eivar: Achilles’ irony is not in “claims to be” (as opposed to
“really is”), since Agamemnon really is &pioTos in one sense of the word
and is treated as such by others. Rather, the irony lies in the disparity
between Agamemnon’s claim to be “best of the Achaians,” owing to his
political rank and authority (2.82), and Achilles’ more effective claim to
be “best of the Achaians,” because he is their most powerful fighter (244,
412). See Nagy 1999: 26—7. ToAAéY = oAU (adv.). Axecv, the
reading of the leading Alexandrian scholars, seems preferable, in light of
lines 244 and 412, to &vi otpatddl, the unanimous reading of the MSS. It
produces a word-shape, v — —, which is rare at position 8 and an irregular
rhythm (see g2n.), but the forms Axaois and especially Ayouév are often
found at that position, e.g. 2, 10.174, 29.792 Axaols; 71, 244 ~ 412 =
16.274, 371, 484 Axauddv.

92 xai ... &uupwv: this unusual halflline introduction to the prophet’s
authoritative explanation of Apollo’s ufjvis and how the Greeks can end it
is striking for its atypical, but thematically relevant, use of formulaic lan-
guage. This is the only occurrence in the /. and Od. of n8« at position 8,
where words of the metrical shape — — occur in only 2 percent of hexam-
eters, rather than at position 12. This placement of ni8a may be related
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to its introducing the speech of a prophet. Cf. Od. 11.99 Tpoonida p&vTis
&uupwv, where the compound of nida at position 8, with almost as rare
a word-shape, v — — (Porter 1951: 61, Table xX1x), followed by the same
line-ending formula, introduces the prophet Teiresias’ explanation to
Odysseus of how he can return home and eventually free himself from
Poseidon’s wrath (Od. 11.100-37). &uupwv: the traditional etymol-
ogy from & + pédpos suggests the basic meaning ‘blameless’, but not
necessarily in a moral sense, since the word is used of Aigisthos at Od.
1.29. Amory Parry 1979 argues that the original meaning of &uUucwv was
‘beautiful, handsome’, which developed through the sense ‘faultless’
into ‘excellent’, ‘expert’, ‘skillful’ in a functional sense. If so, Aigisthos
is &uiuwv because he does skillfully what is expected of him, avenging
his father, even though that action itself might seem blameworthy. Cf.
4-89 &uuuwv describing Pandaros, who uses his skill as an archer in a
way expected of him by shooting at Menelaos, even though breaking the
truce by doing so might seem similarly blameworthy. See Combellack
1977, 1982: §72.

93 oUT ... ékaTéupns: often in Homeric epic, a character responding
to a question first contradicts the questioner’s assumptions before giv-
ing the correct answer; cf. Od. 11.198-209 answering 171-3. This struc-
ture, found in such traditional genres as the English ballad and modern
Greek popular song, may have been a feature of “popular style” adapted
by Homeric epic from pre-Homeric songs and folk tales (Kakridis 1949:
106—26). The text is uncertain: most MSS and several papyri read ou8’ for
the second o08’, and 008’ would strengthen the second alternative. Cf. 65
with n.

94 ATipno’: from &Tipdw; see 11n.

95 008’ ... &mowa ‘nor did he release [the priest’s] daughter, and he did
not accept the ransom’. For the hysteron-proteron, see 1gn.; for the para-
taxis, see 78—gn., Introd., 58. In Homeric epic, unlike Attic prose, o0&¢ (or
und¢) can follow either a positive or a negative main clause (see 97—-gn.).

96 ToUvex’: correlative with g4 #vex’: ‘on account of the priest whom
Agamemnon dishonored, | ... , | thergfore he who shoots from afar gave
8Aysa and will still give (them)’ (94-6). Aristarchos (2 96 AbT) rejected
line g6 as “superfluous” (mwepioods), but 73’ é11 8woer is both new and sig-
nificant, since what a seer says in the future tense is likely to be true. For
aorist é3wkev with the force of the perfect, cf. 54 ¢nioev.

97—9 ou¥’ ... &varmrowov: in Homer the adverb mpiv occurs frequently in
a clause on which the conjunction wpiv + infinitive depends (GMT §657).
This double wpiv construction seems especially common in Achilles’
speeches and in speeches addressed to him or directly or indirectly con-
nected with him (Hogan 1976, Wilson 1991).
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97 8 ye refers to 96 éknPBoros. The reading of eight papyri and of the
MSS might be possible (cf. 21.548 &mews BavToio Bapeias kfipas dAdkor),
but without Aavaoiow there is no readily understood subject of g8 &d ...
Bouevan. &eikéa Aoty 6v: &eikns and its cognates can be used “objectively”
of an unseemly action that disfigures or throws a negative light on the
person who is its object, or in an “evaluative, moralizing way” to describe
an unseemly deed that “primarily disfigures the doer and not the dam-
aged one” (Danek 2014: 139). It is unclear which of these two senses is
foremost here, or if both are present. &rredosl gives Aotydv a strongly
physical connotation. Elsewhere &mw8éw is used of one fighter or army
pushing another back or driving him/it away, e.g. 13.36%, Od. 2.130.

98 éMkewmda: the only Homeric example of éaikéms used of a woman
rather than a goddess, but see Hes. frr. 43.19 xolpny ... gAikomda
kaMuapniov, 180.13. The precise meaning of éukéms is uncertain: the
most likely ancient and modern guesses have to do with the color of the
eyes (‘black’) or with their movement or animation (‘lively’, ‘flashing’,
‘darting’), rather than with their shape (‘round’, ‘curved’) — especially as
gnk- should mean ‘twisted’, which does not seem appropriate.

99 &mrpr&Tnv &véaTrowvov ‘without a price, without a ransom’. These words
appear to be adjectives agreeing with xoUpnv at the end of the preced-
ing line (cf. Od. 14.916-17), but Aristarchos understood &mpi&tny as an
adverb (2 g9 a AbT); cf. 278 &vnipinv. The asyndeton and progressive
enjambement emphasize that Agamemnon will pay for his mistake by hav-
ing to change his position publicly, return Chryseis, and lose the honor

and material benefit of the ransom Chryses had offered. &vatrolvov:
hapax legomenon in surviving Greek literature.
100 #s Xpuonv: see 97-8n. iAaco&uevor Tremrifoipey ‘after we have

propitiated him (sc. Apollo), then we might persuade him’. idaocoduevor is
aorist participle of iA&okopou, and mwemiBoiuev is first person plural optative
of a reduplicated second aorist of eifw (Introd., 42).

101—20 Agamemnon rages at Kalchas, attempts to justify his own desire
to keep his yépas, and refuses to lose face publicly by having to return her
without compensation.

102—3 flpws ... &xvUpevos: adverbial etpu modifies kpeiwv, Agamemnon’s
most frequent epithet apart from &va &vBpdv. &xviuevos gains emphasis as
the runover word in progressive enjambement, followed by a strong sense
break. See 2n.

103—4 péveos ... mipmAavt’ ‘his gpéves were filled greatly with pévos all
around, so that they became black’. uéya and &uei are adverbial, and
pgawvan is predicative adjective. Some editors read dugipédanvan under-
stood as attributive adjective (‘his black ¢péves were filled ...”). These
two lines, which describe the villainous suitor Antinoos at Od. 4.661-2,



120 COMMENTARY: 105-9

characterize Agamemnon negatively. pévos, cognate with paivouar, often
denotes an impassioned energy that takes the form of a raging desire for
battlefield combat (DELG s.v. pépova, pévos, etc., Frisk s.v. paivopar); see
Graziosi and Haubold 2010: 104 on 6.100—1 &\’ 88e Ainv | padveton, oudé
Tis ol dUvaton uévos icogapilew. For uévos signifying rage directed toward
an individual, see 207, 282. pédaivar used of an inner organ signifies
deep emotion; cf. Theogn. 1199 kpadinv émwdrage uéAovav, Aesch. Pers. 115

TalT& pol pedaryiTwy @pny dulooeTal popwi. oi: see 72-9n.
105 KéAxavta mpwTtiota: the asyndeton (Introd., 58) in the speech
introduction  reflects Agamemnon’s emotional urgency. K&K

LY

écodpevos ‘with a look threatening harm’; cf. Od. 2.152 dcoovTo & 8AeBpov.
> 105 b bT and Porph. Homeric Questions 1.15 connect 8ocouat with éooa
‘voice’, ‘divine rumor’, but Aristarchos rightly takes it as cognate with écoe
‘pair of eyes’, referring to vision; cf. &youau, dwwna (DELG, Lfgrk, both
s.v. 8ooopat, Beekes 1118). dooouan can be used figuratively of “forebod-
ing,” “having a presentiment of,” e.g. 18.224 docovTo y&p EAyea Bupia (of
horses), Od. 10.974 xax& &’ 8ooeTo Bupds. See Zanker 2019: 224—32. The
accent on ka&x’ results from elision of the accented final syllable of the
word; cf. 139 &’

106—7 pévTt Kak®v ... pavteveafar alludes to the story of Kalchas’ role
in the sacrifice of Iphigeneia, which is nowhere explicitly mentioned by
Homer but is referred to in the Kypria (Argumentum 45-9 in Bernabé
1996 = Enarratio 58 in Davies 1988); cf. Aesch. Ag. 122-57, 249; Soph. EL
566-74; Eur. IT 16—24, IA 358-60, 879, 1262. See Kullmann 1960: 198,
Taplin 1992: 86-8, Currie 2015: 291—-2, Nelson 2022. TO Kpfyuov
‘that thing, the good (one)’ = ‘that thing (which is) good’; hapax legome-
non in Homer. For the demonstrative force of the article, see g—1on., 11n.

107 aigi To1 is often found at or near the beginning of a rebuke or a
speech stating something characteristic (from the speaker’s viewpoint) of
the person being addressed, e.g. 541, 2.796, 3.60. It can occur with simi-
lar rhetorical effect later in speeches, e.g. 22.488, 24.548, and in explan-
atory rebukes, e.g. 177 = 5.891, 21.215. T& ... pavTeveohon ‘those evils
are dear to you in your mind to prophesy’. ¢iAa is predicative adjective in
agreement with nominative t& k&x’ in a personal construction followed by
a complementary infinitive; cf. 4.945 ¢iN’ dmToAéa kpea E8uevan, Od. 17.15
PIN dAnBéa pubfoaobor.

109 xai vUv signals a rhetorical shift from general considerations (106
oU T ToTE poi, 107 aiel To1, 108 olte Ti Tw) to present circumstances; cf.
4.11-12 odel ..., | xad vOv ... év Aavaoiot: i.e. in their physical presence,
publicly. Agamemnon is as incensed at Kalchas for accusing him before
the whole army, as he would be at having to surrender Chryseis publicly
without receiving a substitute yépas. See 119n.



COMMENTARY: 110-16 121

110-12 ¢ 81 ... 8é§aofar: Agamemnon echoes Kalchas” words and rhet-
oric (94—06 #vek’ ... Touvex’ ~ 110-11 £veka ... oUvex’). Aristarchos rejected
line 110, in order to make the expression more “concise” (X 110 AbT
oUvtopos), thus eliminating the verbal echo. Such concision, however, is
rarely sought by speakers in Homeric epic. By using the third person oqw
in contrast to emphatic ¢y (cf. 117 éyd, 118 épol), Agamemnon sepa-
rates himself from the army (or suggests that Kalchas has done this by
identifying him as the source of their trouble). & is ironic, casting
doubt on the truth of what follows (GP 259). XpuoniSos: objective
genitive dependent on &mrowa. Chryseis is named for the first time with a
patronymic, “daughter of XpUons,” unless Xpuonis (‘Goldie’, cf. 439) is her
actual name; cf. 184 Bpionida with 182—4n., Dué 2011.

112-14 oUxk £8elov ... Povdopar ... TrpoPéPouda ... : ‘I was unwilling ...
because I want ... for in fact I prefer ... ’; cf. 116-17 é86Aw ... BoUdou(c) ...
Agamemnon does not view women merely as objects of exchange (113-15),
but he is tactless, even shocking, in his public disrespect for his wife, and his
words resemble in tone his statement to Chryses about his daughter’s future
(29-31). oikor #xev: the essential enjambement and sentence end at
position g make these words emphatic, and Agamemnon explains them
in the following lines. ofxo1 is locatival. KAuToupnoTpns mpopipouda: the
genitive is dependent on Tpo- in mpoBoUlouar, which occurs only here in
early Greek epic. koup1ding &Adxou ‘legitimate wife’, in apposition to
KAutoaumioTpns. koupidin, lit. ‘having to do with a koUpn’, a young female,
came to mean ‘having to do with a marriageable or legitimately married
female’. As xoupidin is used of a wife, so koupidios is used of a husband (e.g.
5.414 koupidlov ... wéow) and koupidiov of a marriage bed (15.39—40 Aéxos
... | xoupidiov). Similarly, dhoxos, from o- + Adxos/Aéxos, originally meant ‘a
woman who shares the bed’ but came to denote a woman ritually legit-
imated as a wife, in contrast to a concubine or any other woman who
might share the bed (DELG s.v. AéxeTou, Aéxos, Adxos, etc.). Cf. the contrast
between &xortis and mwoAAaxis at 9.449-50 and between koupidias yuvaikag
and ToMokés at Hdt. 1.185, 5.18.2.

114-15 el ... Epya: to justify keeping Chryseis, Agamemnon mentions
qualities he values in her that would do credit to a free woman and a
wife, even though at §0—1 he had bullied and shamed Chryses by telling
him that she would be his slave and concubine. Agamemnon’s rhetoric is
determined by the occasion and by his sense of his own power over the
person to whom he speaks. ou ... pufv ‘not in her build and not in
her stature’. déuas is cognate with 8éuw ‘build’, punv with guw ‘grow’. All
four nouns in 115 are accusatives of respect; cf. 44 xwouevos kfip with 44n.

116 &\A& kai st Agamemnon shifts abruptly from his strongly expressed
wish to keep Chryseis to a willingness to surrender her, whether for the
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good of the army (as he says) or so that the narrator can develop a contrast
with Achilles. Most editors follow Herodian’s rule, cited by Apollonios
Dyskolos, Synt. 307.16, that the adverb ¢&s should be written with a circum-
flex in the phrases kai &, 008’ s, und’ &g, and k& @s. &uevov: “better”
than having her at home.

117 upevar = elvan.

118 aUTép ... éTopdoat’: a yépas is a special prize or gift of honor
awarded by the army to an individual, prior to the general distribution
of plunder (125 &¢8aotar). The traditional etymology connects yépas
with yépwv (‘honor set aside for the yépwv/yépovtes’, DELG s.v. yépas),
but this sense may be secondary to that of ‘honor awarded by the com-
munity’ (Benveniste 1969: 2.43—9 = 1973: 334—40). Cf. yepaipw ‘show
honor to’ (7.321; Od. 14.437, 441), yepopds ‘of honorable bearing’
(3.170, 211). avTép, found almost exclusively in epic and later pasto-
ral poetry, is here strongly adversative, almost = &AA&; cf. 335. More often,
aUTép answers pév and expresses a weaker contrast than 8¢ would, e.g. 51,
12%7. auTdp, especially in the final colon of the line, can mark the begin-
ning of a new stage in the narrative, sometimes involving a change of
location (e.g. 127, 348, 430). See GP 55. éToipdoat’: Agamemnon has
been speaking to Kalchas, but now addresses his imperative to the army
generally, after referring to it in 117 Acdv.

118-20 é@pa ... &AAnu: the urgency with which Agamemnon speaks is
reflected by the essential enjambement, with 118 &ppa pn looking forward
across line end to 119 £ (subjunctive = &). &yépaoTos is hapax legome-
non in Homer and may reflect the unique situation in which it is uttered.
Cf. Agamemnon’s use in Book g of language having to do with posses-
sions, property, and wealth that no other speaker in the poem uses, e.g.
0.126 = 268 &kThuwy, 9.125 = 267 &Afios, 9.151 = 299 PaBUleipov, .155 ~
207 dwTivn, 9.154 = 296 ToAUppnves, ToAuBoUTan (Griffin 1986: 51).

119 o0t {oike implies a “standard of appropriateness” based on “com-
mon opinion or social precedent” (Long 1970: 135-6); Agamemnon sup-
ports this implication with an explicit appeal to the community as a whole:
“for you all see this ...” His concern with how he and his yépags are seen,
and his insistence on keeping her or having her replaced as a visible sign
of his honor and social standing, make sense in a “face-to-face” society
like that depicted in the /7, in which most actions that lead to praise or
blame by one’s peers and determine one’s social status take place in pub-
lic view. Agamemnon, however, seems exceptionally insecure about how
he is perceived and crude in his attempts to maintain his status and exert
his authority.

120 & = 61 cf. 244. &\Am ‘in another direction’, feminine dative
singular of &\os used adverbially.
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121—9 Achilles responds to Agamemnon as if on behalf of the army:
in lines 124-8 he uses three verbs in the first person plural and promises
that “we Achaians will pay (you) back threefold and fourfold.” His lan-
guage is sometimes rude and provocative, e.g. ironic kUdiote and insulting
PIAOKTEQVAOTATE iN 122, oUk éméoike in 126 pointedly echoing Agamemnon’s
oUdt ¢owke in 119, and imperative wpdes in 127. Achilles seems reasonable
in urging Agamemnon to defer compensation for Chryseis, but he is ask-
ing a lot of the king, for whom the suspension or deferral of outward signs
of honor can feel deeply threatening and disorienting (Friedrich 2002: g,
Russell 2013: 29—4).

121 T6v (Thv) & ... AX1AAeUs occurs only here and at 18.181. Elsewhere
TOov (Thy) & &mapePdupevos Tpooten TOdas dkUs AxiMeUs introduces a
response by Achilles to the words of a previous speaker (e.g. 84, 9.307; see
Machacek 1994: 326). Trod&pkns, metrically identical and similar in
meaning to odwkng, occurs exclusively in the nominative in the line-end-
ing formula mo8&pkns Sios AxiAeUs. odwkns is found only in the oblique
cases, except at 10.416 and 18.294, and is used not only of Achilles but
also of other mortals and of horses (Dué and Ebbott 2011: g20-1).

122 ATpéidn ... prhokTeaverTate TravTwy: Achilles substitutes this line for
the common vocative expression ATpeidn kudioTe, &vag dvdpdv Aydpeuvov
(10xin the /I and Od., and spoken by Achilles at 19.146, 199, when he and
Agamemnon have formally ended their quarrel; see Whallon 1961: 105,
1969: 2—4). Cf. Achilles’ similar substitutions in 149 and 225, also in the
opening lines of speeches that mock and insult Agamemnon (Friedrich
2002: 2-6). kudioTe, superlative of kudpds, from kUdos, is ironic: here
Agamemnon clearly lacks the kU8os ‘triumphant glory’ that elsewhere
signifies his and Zeus’s power and authority. prhokTeavwTaTe: hapax
legomenon, further marked by its unusual metrical word-shape, v —v v —v v,
at position 10. Love of possessions need not, in and of itself, be a bad
thing in the world of the 77, but it is judged negatively when it is harmful
to the community. Achilles returns more bitterly to Agamemnon’s greed
at 166-8, 170-1, 229-31, as does Thersites at 2.225-34. See 118-20n.

123 yé&p: Achilles begins abruptly by explaining something not actually
expressed but on his mind, that Agamemnon’s demand for a replacement
yépas is unreasonable. Swoouot ... Axatoi: Achilles’ shift to the third
person, after his use of the first person plural at 59, 60, and 67, momen-
tarily separates him from the community that might offer Agamemnon a
replacement y¢pas, if one were available, but he immediately rejoins this
community with three first-person plural verbs in the following five lines.

124 oU8¢ Ti Trou ... ToAA&: lit. ‘we don’t at all know of things-held-in-
common (that are) laid away in abundance anywhere’. ToAA& is predica-
tive adjective. iSpev = Attic Topev.
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125 T& pév ... 888aoTau ‘(those things) which we have plundered by sack
from (Trojan) towns, those things have been divided and distributed’.
T& pev is relative, & 8¢ demonstrative. At §66—9, Achilles tells Thetis of
the sack of Thebe, from the spoils of which the Greeks chose Chryseis
for Agamemnon; at 9.328-9g Achilles says that he has sacked twenty-three
nearby mwéAeis ... &vBpowv. é€etrp&Bopev: aorist of ékmépbeo. éx- suggests
that the sack was utter and complete. 8édaoTau: perfect of Satéouan.

126 Acous ... éraysipeiv: Aaous, subject of émwayeipew, gains emphasis
from its position at the beginning of its clause and of the line. Adverbial
TaAAoya goes closely with émayeipew: both words denote “collecting” or
“gathering back,” and each is hapax legomenon in Homer, an indication
of how unusual it would be to take back someone’s allotted yépas (Elmer
2013: 70). ouk étréorke: Achilles effectively adopts Agamemnon’s o0&t
¢oike (119) for his own use. Since the “standard of appropriateness” based
on “common opinion or social precedent” (see 119n.) is not completely
stable but open to contestation, invoking such a standard can be more a
rhetorical strategy than an appeal to generally accepted practice.

127-9 &AA& ... é§adamrdfor: GAAG introduces and strengthens the second
person imperative mwpdes; cf. 259 & Tibeod’, 565 AN dxéouoa k&bnoo,
582 &AM ... xaBdmTeobon (inf. for imper.) (GP 14). oU pév viv ... Tpodes
and adtép Ayool | ... &mwoticouev are antithetical; the adtép clause also
serves as the apodosis of a future more vivid condition that is followed
by the protasis, of k¢ ot ... goAamdar. ot = mou. The suffix -61
signifies ‘place where’ (Introd., 45). 8&iou: a variant of the third
person singular subjunctive déu. méAv Tpoinv ‘the city, Troy’. This
appositional construction occurs only here and at Od. 11.510 &ugi TOAW
Tpoinv; in both cases Aristarchos preferred the adjective Tpoinv instead
of the noun Tpoinv. Elsewhere the city is called wéAis Tpwwv (e.g. 8.52 =
11.82,16.69, 20.60), TéNis Tpr&poto (-ou) (e.g. 19, 4.18), or simply Tpoin
(e.g. 20.316 = 21.375). éyTeixeov: Poseidon (21.446-7) or Poseidon
and Apollo (7.452—-5) built the walls of Troy when forced to labor for
King Laomedon, and Hektor refers to its towers as 8zoduntwv (8.519); see
Scully 1990: 51-3.

130—47 Agamemnon’s bullying, personally insulting reply to Achilles
reflects his unwillingness or inability to wait for future recompense and
turns their dispute in the assembly into a personal quarrel (Mirto 1997:
808, Giordano 2010: 150).

131-2 pf ... TapeAeUoeau: the opening of Agamemnon’s speech is marked
by short semantic units and strong intra-linear sense breaks. pun &1
oUTws ... kKAéTrTe void ‘don’t in this way ... | keep trying to deceive me’.
uf and oUTws gain rhetorical emphasis by separation from kAéwre at the
beginning of the following line. 81 and oU- must be pronounced as a
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single syllable by synizesis; cf. 340 87 aU-, Introd., g4. &yaBos Trep Ewv
‘although being good’ (sc. at fighting, not in any moral sense); écov = dv.
> 131 bT understands these words as a sarcastic response to 122 xU8i0Te.
They constitute a rhetorical unit, weakening the force of the caesura fol-
lowing &yabds ep at position 5.5. Beoeied” Ax1MAel: also sarcastic; cf.
26—-32n. Trapedevosar: uncontracted second person singular future
indicative from *mwopeletfow, serving as future of mapépyopcn and suggest-
ing both ‘outstrip’ and ‘outwit’.

133—4 A ... Sevdpevov ‘do you wish, in order that you yourself might
keep your prize, that I just sit here idly, lacking (mine)’? The purpose
clause introduced by &gpa stands between the leading verb é8éAeis and
the indirect discourse that it introduces. altép is apodotic, marking the
opposition between the subordinate clause, with aUtds as subject, and the
main clause, with &1’ as subject of fiofe; cf. §.288-90 €1 & &w ... | ... olx
E0Awow ... , | aiTdp &y ... paxfoopon (GH 2.357). For the accent on &,
see 105N. Seudpevov = Attic dedpevov. For the participle with fofa, cf.
2.187 flat’ évi uey&pois ToTISEyuevan. kéleai: see 74—FN.

1357 &AN’ & piv ... fAwpar: Agamemnon pointedly echoes Achilles’
words in 129, w&s y&p Tol dwoouot yépas ...; As often, the apodosis of
the first of two coordinated conditional sentences is not expressed, and
“so be it” is understood; in 137, a stated apodosis follows the second
protasis.

136 &poavTes ... Bupov: lit. ‘having fitted (the y¢pas) in accordance with
(my) 8uuds’, with Bupds understood both as a physical organ, to which
something can literally be made to conform, and as ‘desire’ or ‘inclina-
tion’. &poavTes: aorist participle of &papiokew. 8TTws ... foTal, ‘in
whatever way (it) will be an equivalent’, might also be understood as a
purpose construction, ‘so that it will be an equivalent’. Cf. Od. 1.57 8¢Aye,
Orws 18dxns EmAnosTat.

137—9 & 8¢ ke ... éAwv ‘but if they should not give (an equivalent), I
myself will take | either your or Ajax’s yépas, going (in person), or having
taken | Odysseus’ (yépas), I will bring (her)’. 8cwow is third person plural
aorist subjunctive. The variant 8wnow, third person singular, found in sev-
eral papyri and a D scholion, might suggest that Agamemnon is already
thinking of a refusal by one of the individuals he is about to name, or
it may have been imported from g24, an otherwise identical line, at an
early stage in the transmission of the text. In line 197, 8¢, following ¢y, is
apodotic; see 58n. ¢yw, aUtds, and ikv add emphasis to #Awpar, and yépas
is rhetorically climactic.

137 éy® ... éAwpar: the independent, “prospective” subjunctive with ke
or &v in an apodosis or main clause is usually in the first person (e.g. 184
gyw 8¢ k’ &yw) but sometimes in the third, e.g. 205 fis UmepomAinor Té&y’
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&v Trote Buudv dAéoomi. Such a subjunctive constitutes a future potential
expression nearly equivalent to the future indicative with ke or &v (GMT
§§201, 285); it emphatically expresses a speaker’s will or personal expec-
tation of what will happen in specific circumstances (GH 2.21); cf. 262n.
With 138-9 1} ... &w éAcwv, Agamemnon turns from a conditional to an
independent construction.

139 6 8¢ kev ... ikwpat: ke(v) with the future or, as here, the future perfect
in the apodosis of a future more vivid condition is rare and has the same
rhetorical force as kev + subjunctive in line 197. Cf. 529 époi 8¢ ke TadTa
peAfoeTal, 9.198 Té 8¢ ke viknoowTt ¢iAn kekAMon &xortis, GH 2.225-6.
accusative of the end of motion with ixcpon.

140 kai: adverb with odTis.

141 viv & introduces a present action in contrast to 140
peTappacopecfa. &yse ... ipUcoopev: pUooopev is short vowel aorist sub-
junctive, like 142 &yeipouev, 144 Beiopev, 144 Prioopev.

142—4 év & ... Priocopev: an ascending scale of importance — rowers,
hecatomb, and “fair-cheeked Chryseis herself.” ¢v: adverb, ‘and in
(it)’. ¢émTndés ‘in accordance with the purpose’ (sc. of rowing the
ship). és ... | Belopev: tmesis. See Introd., 38—q. &v: shortened form
of the preposition &vé, formed by cutting off the final syllable (apocope).
Cf. k&3, kéx or k& for katd, wép for Topd. &v ... phoopev: ‘Let us make
Chryseis herself ... go up (on board the ship)’.

144 €is 8¢ Ti5 ... #oTw: £l TIs ... dvijp Poulngdpos is subject, &pxds predi-
cate; ¢oTw is third person singular present imperative of eiui.

145 ... O8uoosUs: this metrically and rhetorically tripartite line, with
no B caesura and three increasingly long cola featuring nouns of the same
kind, serves as a rhetorical prelude to a climactic fourth such noun at the
beginning of the following line, which is then amplified to complete the
rest of the hexameter. This kind of sequence is a traditional feature of
folk-poetry and was adapted by the narrator of the /L for his own poetic
purposes (Kakridis 1960: 60, 99); lines 145—6 are the only example of
the sequence in the Il and Od. spoken by a character rather than by
the poem’s narrator; cf. 5.740-1, 18.486-7, 22.469—70. Tripartite lines
with cola of increasing length were a feature of Indo-European poetry
(Behaghel 1909: 139, M. West 1988: 155-6 = 2011b: 43—4).

146 éxrayAéTat’ is vocative superlative of kmaytos (‘astonishing’, ‘ter-
rible’, ‘striking with fear or wonder’), cognate with éxmAnoow, ékmAayfivan
(DELG s.v. ¢xmayos). It responds insultingly to 122 gihokTeavaTare.

147 iA&oozor: uncontracted second person singular, short vowel aorist
subjunctive of iA&okouar in a purpose clause introduced by &gpa. iep&
pé€as ‘having performed ritual sacrifice(s)’; see Cunliffe pélw (3), DELG
5. 0.

ov:
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148 Umédpa i8wv ‘looking up with an intense stare from beneath (the
eyebrows)’, i.e. ‘frowning’ or ‘scowling’. Even without i8cov, U68pa, from
U6 + the root *8pak- (cf. déprouar), signifies a look of special intensity
(Frisk s.v. 0médpa, DELG s.v. 8épxopan, LfgrE s.v. uéddpa). Usually the aorist
participle refers to an action prior in time to the main verb, but some-
times, as here, to an action that takes place at the same time; cf. 596
peildfoaoa ... ¢8égato (Smyth §1872.c.2).

149—71 Achilles responds in kind to Agamemnon’s bullying, person-
ally insulting speech. He calls into question Agamemnon’s character and
authority, the reasons for the Greek expedition against Troy and his own
participation in it, and the way in which “honor” (tT7) is dispensed and
acknowledged. Achilles’ speech has characteristic features of his rhetori-
cal style, including the concentrated repetition of negatives (153-5), the
aggressive use of the second person singular (158-63, 167, 170), and
a powerful, climactic metaphor (see 169—71n.). Though no Greek war-
rior expresses agreement with Achilles’ words here or in 225-44, except
for Thersites at 2.225—42 (1.232 = 2.242), they claim the sympathy of a
listener or reader because they are grounded in fidelity to basic social
institutions and values that Agamemnon selfishly violates (even though
Agamemnon himself might not consider his claim to a larger share of the
spoils to be such a violation).

149 &voudeinv émepéve (~ 9.972) ‘having clothed yourself in shameless-
ness’. For Achilles, Agamemnon’s shamelessness is apparent to the Greek
army, like clothing that is visible on the outside (Z 149 ), even though the
shamelessness is a sign of his inner character; see Kahane 2022: g1-2. Cf.
7.164 = 8.262 ¢mepévor &Axny, with Cairns 2016: 13-14. émepéve is vocative
of the perfect middle—passive participle of émévvup, used substantively.
Active verbs of clothing and unclothing take a double accustive of the
person and the thing (see Od. 14.341, 21.339); middle—passive forms of
the same verbs take the accusative of the thing (Smyth §§1628, 16g32; GH
2.42-3, 178-0). kepSadedppov ‘with mind greedy for gain’.

150 Tréds ... Axoadv ‘how is any of the Achaians to obey words for you
eagerly?’, i.e. ‘obey your words’. meifnTon is a third person deliberative sub-
junctive, used when a speaker, for rhetorical purposes, refers to himself as
Tis (GMT §289, GH 2.210). Here Achilles’ Tigimplies that his reluctance to
obey Agamemnon’s words is shared by the rest of the army. TTPOPPWV
is normally used of a powerful mortal who benevolently receives a guest
or stranger (e.g. 9.480) or assists someone weaker than himself (1.77),
or of a god who graciously grants a prayer (e.g. 8.175, 14.357, 24.140).
Achilles, however, with himself in mind, uses mpdgpwv of a warrior who
can act like a god and assert power over his commander by “benevolently”
and “eagerly” obeying him (Pucci 1998: 183—4). See 77n.
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151 686v: for the quasi-cognate accusative with éABéuevan (= éABeiv), cf.
Od. 3.316 = 15.19 oU 8¢ TnUoinv 686v EAbnis, 21.20 &eoiny oMY 686V HABey
"O8ucoets (Smyth §1567, GH 2.41). Achilles may refer to the journey just
mentioned in 144-7, but he also suggests more generally two kinds of
heroic enterprise: a journey-quest like that of the Argonauts and a war
against a city (which itself might involve a journey; cf. 6.2go-2).

152-5 oU ... oU ... oU ... oUd¢ ... : for the sequence of negatives, cf.
9-379-87.  mév =iy

152—3 oU y&p éyw ... aitioi eiowv: Achilles shifts from the third to the
first person, explaining the general idea of 150—-2 in personal terms; cf.

154 &uds, 161 pot, 162 o HAuBov = fAbov. aixpnTéwv: -awv is the
original, uncontracted genitive plural ending of first-declension nouns;
see 1n., Introd., §8. 8eUpo: with fjAubov. paxnoduevos: future par-

ticiple of purpose after a verb of motion. The usual future of p&youar in
Homer is payfioouar, e.g. 298, §.290. payxoUuar, normal in Attic, is rare,
whether uncontracted (344, 2.366 poxéovtan) or contracted (20.26
poeiTan). pot ‘in my eyes’, ‘as far as I am concerned’, ethical dative.

154 éuds PolUs AAacav ‘drove (away)’, i.e. ‘rustled’, my cows. For ponAaoin
as a cause of war, see 11.671-2.

155 ®8inu: Phthia in Thessaly is Achilles’ native land. PwTiaveipn,
hapax legomenon in Homer, gains strength from the asyndeton after
¢piBwAaxt. Elsewhere in early Greek epic (Hes. fr. 165.16, HHAphr 265,
HHAp 361), pewniaveipm is used only with x6cv, never with a named land.

156—7 émwel | péda ... AxNeooa: | pdAa introduces a strong assertion; cf.
169 A oAU, GP 286. oA\ is subject of an unexpressed “are,” with oUpe&
Te ... fixMeooa in explanatory apposition; cf. Od. 7.264—5 ToAM& 8’ dwoxke,
| otTov kod pébu 78U. Achilles’ distinctive language (fxnecoa is hapax legom-
enon in the I, oxidéevta occurs only here as an epithet of oUpea) evokes a
broad, natural vista, a world far from the fighting at Troy, like that evoked
by the narrator in many of the poem’s similes (Griffin 1980: 75; cf. Griffin
1986: 53—4, Finkelberg 2004: 2467 ~ 2019: 41).

158-60 &A\A& coi ... pds Tpwdwv: Achilles speaks in the first person plu-
ral as a member of, and on behalf of, the Greek army, for which «idews is a
fundamental element of social cohesiveness (see 29n.); in effect, he treats
Agamemnon as an “outsider,” which is how he later accuses Agamemnon
of treating him (9.648 = 16.59 &tiunTov peTavdotny).

158 é¢@pa ... xaipmis: the subjunctive, where the optative would be
expected in a purpose clause dependent on éomwéued’ (aorist middle of
gww), makes yaipmis especially vivid and emphatic, suggesting that the
force of the verb continues at the present time; cf. 9.99 pouledmoba, 495
AuUYNIS.
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159 Tiufy ‘honor’. Tium, cognate with Tiw, Tivew ‘pay’, has the basic mean-
ing ‘price’, ‘value’, ‘(just) payment’. Tiuf} can be used of material pos-
sessions, such as livestock, arms, armor, and women, and of intangible
qualities, such as privilege, esteem, and respect. Here it refers to mate-
rial compensation to Menelaos and Agamemnon for the loss of Helen.
“Honor” in all its forms and the values associated with it are major themes
of the poem (Introd., 16-18). kuvdTa ‘dog-eyed’ or ‘dog-faced’, voc-
ative of kuvetmns, from kuv- + &y = &yis. Dogs are considered particularly
shameless animals and associated pejoratively with females in the Greek
imaginary, e.g. 3.180 (Helen), 18.996 (Hera); figurative language asso-
ciated with dogs is prominent in a variety of abusive and scornful insults
(Faust 1970, Franco 2014). Here Achilles insults Agamemnon’s man-
hood and alludes to his brazen lack of regard and respect for his equals
and superiors (Franco 2014: 86—7).

160 Tpés Tpwwv ‘from the Trojans’, who had carried off Menelaos’
wife Helen. The phrase gains emphasis from progressive enjambement
followed by a strong sense break. T&V: neuter, ‘these things’, referring
to the actions mentioned in 158-9. oU T1 ... &Aeyilas: for the redun-
dancy of expression, see 57n. petoarpémopat is here used figuratively; for its
literal use, see 199.

161 kai 81 po1 ... &mraideis: koi 87 marks a climax, like kol &%) kad in later
authors (GP 248). poi is felt both with &paupfioeotor (cf. Od. 1.9 6 Tolow
&oeireTo véoTiwov Auop) and with &medels (cf. 181 &mweidiow 8¢ Tor, Od.
20.272 Huv XTEIANOTS). vépas ... &meades: cf. 197-8.

162 &1 #m = &9’ o1 Disyllabic prepositions that follow their objects are
accented on the penultimate syllable (anastrophe); cf. 350 61v’ £¢’. In the
same circumstances, is, ¢v, and € receive an acute accent. Socav 8¢ pot
... Axaaév: parataxis, where later Greek would have a subordinate relative
clause. Cf. 79 kal ... Axauot, Introd., 58.

163 ooi TroTe ... yépas ‘never do I have a prize equal to you’, i.e. ‘a prize
equal in value to your prize’. The present tense reflects the immediacy
with which Achilles continues to experience what he considers the unfair
distribution of prizes in the past.

163—4 6ot ... TrrohisBpov: for omwmoTe + subjunctive without &v or «e,
see 8on. Tpwwv ... TTToAicBpov: see 125N.

165 76 ... Asiov ‘this, the greater part’.

166-8 ocoi ... roAepifwv: fiv woTe ... fknTon (see 8on.) is the protasis and
ool ... ueifov the apodosis of a present general condition, which is followed
immediately by a second present general condition in which the apodosis
gy ... vijas precedes the protasis gmei ke ... ToAepicov. OOl vuu y EY QD o0u &
the contrast between the two pronouns is heightened by their placement
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at the beginning of the line and the beginning of the third colon. éTrel
ke K&pow: kekduw, found elsewhere only as a variant reading in 7.5 and
17.658, would eliminate the violation of Hermann’s Bridge by émei xe end-
ing at position 7.5 (Introd., 29). This metrical anomaly, however, occurs
19x elsewhere in the /1., 19x with an enclitic at position 7.5 (Schein 2016:
114), and it is not impossible here. x&uw, aorist subjunctive of x&uvw, is
ingressive, expressing the onset of weariness.

166 Saopos: hapax legomenon in Homer; cf. 125n. No such division of
spoils takes place in the /I, perhaps because of the point in the war at
which its events take place (the 8acuds will come when Troy is taken), but
also reflecting the poem’s concern with the disruption of the norms and
values of heroic society.

167 éAiyov Te @idov Te: Achilles transforms a formula elsewhere associ-
ated with giving rather than receiving (cf. Od. 6.208 =14.58 86015 & dAiyn
Te @iAn Te); he uses ¢idos in an affective sense, as he uses ¢pidos and eiréw
at 9.340—-3 when challenging a logic of equivalence and substitution with
one of affection — something Ajax at 9.636—9 cannot understand. Cf.
348—9 with n.

169—71 g1 ... &puéav ‘But now I will go to Phthia, for truly it is much
better | to go home in (my) curved ships, and I don’t think | that I, being
dishonored here, will draw forth wealth and riches for you.’ i, with
future force, expresses Achilles’ certainty that he will head for home, and
7 pév oAU introduces the strong assertion that it is better for him to do
so (cf. 9.359-63). He concludes with a strained, emotionally powerful
image; cf. 243 Buudv &uites, 303 oy Tor adua keEAcwoy Epwtoel Tept Soupi.
The synonyms &gevos and mAoUTov are emphatic objects of the rhetorically
climactic &guéew. ipev = idvan. vnuoi kopwvictv: Achilles” words may
reflect his view, as he speaks, of the Greek ships drawn up in a curved
line along the shore, rather than referring, as some scholars think, to
a general feature of the ships’ construction, that they are “beaked” or
“rise in a curve” at either end. In light of Achilles’ reference to depart-
ing for Phthia and refusal to enrich Agamemnon, “curved” may also sug-
gest the accumulated plunder contained in the ships with which he sees
himself returning home (cf. 12n. on 8o&s ... vijas, 26n. on xoifAmow ...
vnuoiv). The final image of drawing water from a well or wine from a mix-
ing bowl might imply removing material possessions (Briseis, for exam-
ple) from these ships. &pugsiv: no accusative subject of the infinitive
is expressed, because it is the same as that of the leading verb; cf. 77 with
76—7n. o’ iw: the elision of oot is unique in the /I. and Od., but po1 is
elided at 6.165, 10.544, 13.481, 17.100, Od. 4.567, 23.21. In Homer, the
usual second person singular enclitic pronoun is Tou. &Tipos éwv func-
tions as a subordinate clause: ‘since I am without honor’.
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172-87 Agamemnon responds to Achilles self-importantly and self-as-
sertively, using seven first-person verbs and twelve first-person pronouns
and adjectives in fifteen lines. He begins with the claim that he does not
need Achilles and that others, including Zeus, will honor him; he ends by
threatening to come in person to take away Achilles’ y¢pas, so that “you
will know | how much better ( pépTepos) I am than you, and another man
| will shrink from speaking on equal terms (with me) and opposing (me)
as an equal” (185-7).

172 T6v & ... Ayauépvwy: only here does tov & fueiPer’ Emarta dva
&vdpdv Ayauéuvewv, rather than tov 8 &mauepduevos Tpooiepn Kpeiwv
Ayopépvwv, introduce a response by Agamemnon to a preceding speech
(cf. 130, 285, 2.960, 4.188), reflecting his insistence on his special stand-
ing and unequalled authority (Machacek 1994: g25). Cf. 121n. On char-
acterization in Homeric speech introductions, see Edwards 1970, Beck
1998-9.

173—5 @elys u&A’ ... Zeus: four first-person pronouns, two followed by ye,
suggest that Agamemnon is concerned mainly with himself and his own

honor, not with the army’s welfare. @eUye u&A’: see 85n. éréoouTan
perfect middle of ¢moebw with present meaning. giver’ ... pévew: cf.
158-60. Tép’ = Tépeiol.

175 of ké pe ... Zeus: Agamemnon is less cautious than Achilles at 9.608,
who says, “I think (epovéw) that I am honored in the apportionment of
Zeus.” pnTieTa: one of a handful of first-declension masculine words,
mostly epithets of gods or heroes, ending in short o. Probably these forms
were originally vocatives (cf. 508), which came to be used as nominatives
when attached to proper nouns in line-ending formulas, e.g. 511, 560
vepeAnyepeTa Zeus, 2.996 imméTta Néotwp (GH 1.199).

1776—7 Aristarchos rejected 177 as inappropriately interpolated from
5.891, where Zeus uses the same words to Ares (X 177 a A), while a
scholiast on Dionysios Thrax 1.1 objects that Agamemnon would not
have considered it inappropriate for a military ally to enjoy conflict,
wars, and battles. Perhaps Agamemnon, in using this formulaic line,
means that these are all that Achilles cares about and that he lacks
the taste and social skills for friendly relations within his community.
See 107n. #xfiotos: a superlative formed from the noun #&x8os
rather than from the positive form of an adjective; the comparative
is &xBicov. Cf. g25 piyiov, 5.879 piyloTta from piyos, 9.642 khdioTor from
kfidos. éoo1 = ¢l

179-80 oikad ... &vacos: Agamemnon replies scornfully to 170
oikad’ ipev oUv vnuol kopwviot in language made forceful by asyndeta and
repeated sigmas. oikad’ icov is condescendingly dismissive: Achilles’ home
in Thessaly is well off the beaten track and trivial for one who dwells in
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palatial Mycenae, and to “be king among the Myrmidons,” Achilles’ peo-
ple, is a far cry from being “king of men.” Cf. Od. 2.178-9 uavteUeo coiot
Tékeoow | oikad’ icw.

180-1 ocifev & éyw ... koTiovtos answers 160 ol TI peToTpéTm oUd’
&Meyilers, as 181 &maidfiow and 182 &poupeiton pick up 161 dpaiprosofa
&meideis. Agamemnon strikes an attitude of Zeus-like majesty (cf. 8.477-8,
15.106—7~182-3), but unlike Zeus he cannot sustain it. The suffix -8ev
signifies ‘away from’. o¢8ev originally meant ‘away from you’ but came to
be used for other genitival functions and as a metrically useful equivalent
of ooU. Cf. 525 guéBev.

182—4 s #W ... kaAMirépniov: the sense is, “as Apollo takes Chryseis
away from me, I will take Briseis from you,” but Agamemnon divides the
second clause into two antithetical clauses: “I will send her (Chryseis) with
my ship and my comrades,” and “I will bring fair-cheeked Briseis ...” For
the double accusative with a verb of taking away, cf. 296—7 with 294—7n.
¢’ is emphatic by its position near the beginning of the é&s clause; for the
accent on the first syllable, see 105n. Tépyw, future indicative, and &y,
present subjunctive with ke, have similar future meanings, but the indic-
ative states objectively what Agamemnon will do, the subjunctive what he
will do because he subjectively wishes to do it, with the latter action con-
tingent on the former: “I will send her ... to Apollo, and then I will bring
Briseis (here)”; cf. 137—9 with n. Agamemnon implies that as Apollo
surpasses him in rank, so he himself surpasses Achilles. Bpionida:
first named here with a patronymic, daughter of Brises (cf. 392 = 9.142,
274 xoupnv Bpiofios), unless Bpionis is her actual name (cf. 19.261 koUpm
Bpionitdy; 499 Xpuonis). Achilles acquired Briseis after killing her father
and brothers and sacking Lyrnessos (2.69o, 19.291—4), apparently during
the same expedition on which he sacked Thebe, captured Chryseis, killed
Andromache’s father and brothers, and took her mother prisoner (see
1.366—9, 2.691, 6.414—26).

185-6 auTés ... oébev: Agamemnon enlarges on his threat to come in
person to take away the y¢pas of Achilles, Ajax, or Odysseus (137-9). See
172-87n. éooov introduces an indirect question dependent on &y
£idfjis; cf. 515—16 dpp” U €186 | Sooov ... dTipoTdTn Beds eipt.

1867 otuyim ... &vtnv: oTuyiw, from the same root as XTU¢, means
‘shiver with fear’, ‘shrink from’, then ‘hate’. Agamemnon intends to make
an example of Achilles, the only one in the army to speak out against him,
until Thersites does so at 2.225—42. In wishing, however, to prevent anyone
from “speaking on an equal basis with me” (cf. Zeus’s warning to Poseidon
in 15.167~183) and “comparing himself with me face to face,” Agamemnon
is in conflict with an established, customary right: as Diomedes tells him at
9.832—38, ATpeidn, ool TpdTa poxHioopat depadéovTl, | ) Buis doTiv, dvaE, &yopiL.
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For époiwBruevan, aorist passive infinitive with middle force, cf. Od. §.120-1
o¥ Tis ToTe pfTIV dpotwbnuevar vty | ABEA ... p&ofor: Agamemnon is
less concerned with what Achilles thinks than with his powerful and public
opposition.

188-222 Athene comes suddenly to the Greek camp, appearing to
Achilles alone as he is drawing his sword. The dialogue between the two is
framed by explicit statements that she “came | from heaven” (194-5) and
that she returned to Olympos and the other gods (221-2). Athene urges
Achilles to “obey”/“be persuaded by” Hera and herself (207, 214) not to
kill Agamemnon but instead to “revile him with words,” and she prom-
ises “three times as many glorious gifts” in the future. Achilles responds
that he must accept their command, because the gods “hear” whoever
“obeys”/“is persuaded by” them (216, 218). On the combination of
divine and human motivation, see Introd., 22-3.

188 TInAsicwvt ... yéver’: for Achilles’ patronymics, see 1n.; for Achilles
and &yos, Introd., 15.

188—9 év ... pepunprdev: Sidwdiyxa pepunpilev (or -igev) typically introduces
an indirect question, when a god or human ponders which of two alter-
natives to pursue (Arend 1933: 106-15, Fenik 1978: 69, Edwards 1980:
12-13). Achilles’ pondering, however, is atypical: (1) only here does the
ftop do the pondering, and because the ftop is frequently the site of
feelings or moods (e.g. 5.8464 dxnxeuévn gidov Atop, 8.437 eilov TeTifuevon
ftop), the mention of Achilles’ ftop contributes to his representation
as highly emotional; (2) only here does a god, undisguised and in per-
son, help a hero to reach a decision that is not necessarily to the hero’s
advantage (Purves 2019: 106). oi: cf. 72, 104. év is adverbial and
othBecotr locatival dative, though &v otfeco1 could also be understood
as a prepositional phrase: cf. 13.282 év 8¢ T¢ oi xpadin peydda oTnbecor
TaT&ooEL peppnpilev: most MSS have the aorist pepuripi€ev, but the
imperfect is more appropriate, given 193 &puoive, 194 €Aketo, and the
ongoing mental action indicated by pepunpilw and épuaivew. Cf. Od. 16.79
Bixo Bupds &vi ppeot pepunpiler, 22.999 dixa &t ppeol pepunpilev, both followed
by # ... fi(e) ... The reading pepufipi§e may have been influenced by the
aorist in 8.167, 13.455 Svdixa pepunpigev, but neither of these passages
has an imperfect corresponding to 193 &ppoive, 194 EAkeTo.

190-2 f ... évapilo1, fie ... Bupodv: the alternatives. 8 ye ‘that one’ is
not needed for the sense but sharpens the focus on Achilles as he is about
to act; 6 8¢, formally in antithesis to 191 ToUs uév, reinforces 8 ye. In direct
discourse, the optatives would be deliberative subjunctives. évapilw origi-
nally meant ‘strip a slain warrior of his armor (évapa)’ but came to mean
kill’. Tous ... &vaoTthoeiey ‘make those (in the assembly) stand up’, i.e.
“break up (the assembly).”
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192 xéMov ... Bupdév: the sequence, object-verb—verb—object, with the
two objects rhyming and the two verbs rhyming, conspicuously marks the
end of the long sentence. x6hov mavceiev ‘should put a stop to his
anger’, not ‘should cease from anger’, which would involve a middle form
of Tavw + genitive, e.g. 467 TatocavTo ToVoU.

193-5 éws ... oUpavéBev: Ews ‘while’ + imperfect dpuoive and EAketo in
the subordinate clause describes ongoing action prior to the time of the
sentence’s main verb fA8e. Achilles is drawing his sword even as he pon-
ders whether he should do so; see Arend 1989: 111, Scully 1984: 18. The
first 8¢ in 194, in the second of two subordinate clauses, is connective,
the second apodotic; see 58n. Unmetrical éws, the unanimous reading
of the MSS, is the result of Ionic quantitative metathesis of an original
fos (GH 1.11, Introd., 36). Rhapsodes may have continued to pronounce
it according to the original sequence of vowels, even when the text was
fixed in writing after the metathesis. NA8e 8 Abnvn: in Homeric epic, a
character often intervenes, or the scene changes, in the final colon of the
line, e.g. 247, 318, 348, 430; see Edwards 1966: 172-5, 1992: 44. Here,
apodotic & and oUpavdBev in progressive enjambement mark Achilles’ sur-
prise at the goddess’s sudden intervention: “and she came, Athene, | from
heaven!” The audience, or a reader, also might be surprised, expecting
that accusative &ipos at position 8 in 194 would be followed by the formu-
laic epithet &pyupdndov, as itis 11x in the /l. and Od. (Edwards 1980: 13).

194—222 Like 55-6, these lines are inconsistent with Thetis” words to
Achilles in 422—4; see 56n.

195 Tpd ... fixe: aorist of wpoinw (tmesis), signifying ‘sent forth’ in a
spatial sense (from Olympos), but perhaps also suggesting ‘sent before’ in
a temporal sense (“before Athene came”). Hera sends Athene to commu-
nicate with Achilles, as she sends Iris at 18.168. This is the first example
in the poem of Hera and Athene acting in concert; cf. 8.350—458. Their
cooperation may reflect the story of the judgment of Paris (cf. §.400—4,
5.422-3, 24.25—30); see Reinhardt 1938 = 1960: 16-36 = Wright and
Jones (eds.) 1997: 170—-91; Reinhardt 1961: 68-73.

196 (= 209) &uow ... xndopévn Te: &ugw is object of both giréouoa and
kfhdopar. See 586 with n., 7.280. The final syllable of &pew is light by cor-
reption before the first syllable of opés (= dpolws ); see Introd., g4-5.

197-8 ot} ... 6p&to: the gods in Homer are normally visible only to
those by whom they wish to be seen, but the poem makes this explicit
only here (Hainsworth 199g: 246-7). koumns: partitive genitive with
a verb of touching/taking hold of. épédTo: see 56n. A Roman mosaic
from the garden portico of the House of Apollo in Pompeii (v1, 7, 23),
and a painting (now lost) from the Temple of Apollo in Pompeii (v11, 7,
1), show Athene grasping Achilles’ hair to restrain his rage (LIMC 1, s.v.
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Achilles, no. 432 and no. 428). The scene also appears in a painting from
the tablinum of the House of the Dioscuri in Pompeii (v1, 9, 6-7; LIMC
1 s.v. Achilles, no. 429); in the miniature frieze representing the quar-
rel between Achilles and Agamemnon and six other scenes from Book 1
on the Tabula Capitolina (Introd., 11 n. 40; Squire 2011: 1§4-5); and in
the Ilias Ambrosiana, an illuminated manuscript (fifth—sixth century ck)
with fifty-eight miniatures of scenes from the entire /. accompanying sec-
tions of the text (Squire 2011: 131). See Kossatz-Deissmann 1981: 104-6.
The scene of Athene checking Achilles’ rage has also been popular with
modern painters. See, e.g., Peter Paul Rubens’ “The Wrath of Achilles,”
the third in a series of eight tapestries (with oil sketches) comprising The
Life of Achilles (¢. 1650-1635); G. B. Tiepolo’s “Minerva Prevents Achilles
from Killing Agamemnon,” one of three frescos of scenes from Book 1 in
the “Stanza dell’ Iliade” at the Villa Valmorana ai Nani, outside Vicenza
(1757); and John Flaxman’s “Minerva Repressing the Fury of Achilles,”
Plate 2 in The Iliad of Homer (1793). See OGCMA 1.9-12.

199 #yvw: Achilles immediately recognizes Athene, with whom he has a
previous relationship (cf. 202 a07’), just as Helen recognizes Aphrodite at
3.396-8 (cf. 8&upnoev here and at 3.398), and as Odysseus knows Athene
by her voice at 2.182. In Homeric epic, yryvookw ‘know’ almost always
connotes ‘know by seeing’, ‘recognize’, and is often found with a verb
of seeing or where one is implied, just as guvinu regularly signifies ‘know
by hearing’. peta 8 érp&mrer’ ‘he turned himself around (to look
behind him)’, a literal use of uetatpémopor. Contrast its figurative use at
160.

200 8:ve ... p&avlev ‘and her two eyes appeared terrible’, explaining
how Achilles recognized her. oi could refer to Achilles (‘her two eyes
appeared terrible to him’), but 104 dooe 8¢ oi Tupi AauteTdwvT EikTnY and
19.16-17 &v 8¢ oi dooe | Sewdv ... 2epdavbey suggest that the pronoun here

refers to Athene, whose eyes are blazing. p&avley = ¢pdvbnoav, a plural
verb with a dual subject; cf. 321, 338.

201 pwv: with mTpoonuda. pwvnoas: pwvt is ‘voice’ or ‘speech’, and
pwvéw means ‘speak out loud’, ‘raise one’s voice’. e TTEPOEVTAS

this frequent, much-discussed metaphor probably comes from feathered
arrows flying swiftly and easily to their targets and refers to words sounded
out loud that speed from mouth to ear. At Od. 17.57, 19.29, 21.386,
22.998 a ufos that is not spoken aloud is &mrepos ‘unwinged’. See DELG
s.v. wrepdv, Russo in Russo, Fernandez-Galiano, and Heubeck 19g2: 22—4
on Od. 17.57.

202—§ TiTrT ... 6Aéoonu: Achilles asks two questions but does not pause
for Athene to answer either of them. He presupposes that she sees the sit-
uation as he does and has come to help him, which, as 207—9 make clear,
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is not the case. Characteristically, Achilles speaks first to Athene, just as he
usually addresses human “messengers” before they can speak: e.g. 334—44
(the heralds), 9.197-8 (the ambassadors), 16.7-19 (Patroklos), 18.6-14
(Antilochos). Normallyin the /7, the intended recipient of a message speaks
only in response to the words of a divine or human messenger (Hutcheson
2018: 264). TitrT’: contraction of Ti wote ‘why ever?’ auT’ is often
used, as here, in impatient questions; cf. 20.16 Timt’ oUT’, &py1képauve, Beols
&yopnvde k&Aeooos; aiyiéyoto ... Tékos: a formula used only of Athene,
as adyloyos is used only of Zeus. In Homer, the aiyisis a weapon in the form
of a shield or shield-ornament that can inflict terror when it is displayed to
or shaken at an enemy. It belongs to Zeus but is used by Athene (2.446-7,
5.798, 21.400, Od. 22.297) and Apollo (15.229, 308, 318, 361). The ety-
mology is uncertain, but the word may be formed from «i¢ ‘goat’ (perhaps
referring originally to a goat hide) + ox¢w ‘carry’, ‘bear’. giAnAoubas:
metrical variant of perfect éMAuBas indicating a present state: “why have
you come?” = “why are you here?” Uppiv: UPpis denotes domineering
and insulting aggression, violence, or disregard of the rights and feelings
of others that causes them dishonor, as well as an attitude of entitlement
to commit such aggression, violence, or disregard. Achilles uses the word
to condemn Agamemnon personally, socially, and morally. See Cantarella
1982: 25, Fisher 1992: 151-3. ismi: second person singular aorist mid-
dle subjunctive, a contraction of 1&nau; cf. 160 petarpénm for petarpémnon.
Zenodotos’ 18mis would be active, but the middle is consistent with 198
Sp&To. ATpsidao: see 74—5n.

204 &N ... diw: Achilles, speaking as a mortal to a god, tactfully states
what he expects to happen in the future; contrast Athene’s 1o & «aoi
TeTeAeopévoy EoTan at 212 (see 211-19n.). #x ... éptw, ‘I will speak out’,
future of &eipw; cf. 233. 76 ‘this’, subject of TeAéeobau, future middle
infinitive of TeAéw with passive meaning, looks forward to 205 fis ... dAéoomu.

205 fis = ols. UtrepoTrAinio, hapax legomenon in Homer, is a strong
word, implying excessive and insulting use of power against another per-
son: cf. 15.185, 17.170 Umépomiov Eermey (=s). TéX ... 6Aéooni: for the
subjunctive with &v in an independent clause, see 1g7n., 182—4n., GH
2.211. Téxa in Homer always means ‘swiftly’, ‘soon’, never ‘perhaps’; here
it strengthens 6Aéoomi. For death as loss of upds (‘vitality’), see 8.9o, 270,
358; 10.452 with Clarke 1999: 130-5.

206 yAaukams: an epithet of Athene, probably understood by Homer’s
audiences as ‘gray-gleaming’ or ‘bright-eyed’ and possibly connected
etymologically with yAai¢ ‘owl’ + -wy, signifying ‘vision’. yAaukéis, like
podms for Hera and Zuw8eds for Apollo, could but need not indicate that
the god was originally worshipped in the form of an animal or animal
totem (see ggn.).
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207—9 AABov ... knSouévn Te: Athene employs the same language previ-
ously used by the poem’s narrator (208—9 ~ 195-6), except for the change
from yép to &¢, i.e. from logically subordinate to paratactic syntax, and for
the insertion of u’ as obj. of 208 mpo ... fixe. This language, however, and
the information it provides, have a different effect as part of Athene’s
persuasion of Achilles than they had in the narrator’s neutral account of
her words (de Jong 2004: 218). Tavoouoa: future participle of pur-
pose after a verb of motion; cf. 1§ Aucdpevos, 419 épgouca. TO 0OV Mévos
‘this, your violent passion’; see 103—4n. of ke ifno: Athene leaves it
up to Achilles whether or not to be persuaded not to kill Agamemnon.
Cf. 408n., 420n. mifnoa: uncontracted second person singular aorist
subjunctive of meifopa.

210 &N’ &ye: in effect, an interjection preceding and strengthening
imperative Afjy’. §\keo: uncontracted second person singular present
imperative; cf. 214 foxeo, meibeo.

211-13 &N’ ... 8&pa: Athene’s four uses of the future tense reflect
her divine foreknowledge. When Achilles obeys Athene and reproaches
Agamemnon abusively, his future tenses (239—44) suggest that he
speaks with a certainty like Athene’s (Elmer 2015: 167). Tpis TOOOX
may be proverbial for ‘a large amount’: cf. 5.136 Tpis Téoo0oV EAev pévos,
21.80 vv 8¢ Apny Tpis Téooa TopddY, 24.686 oelo 8¢ ke (wol kal Tpis Tdoa
Solev &rotva.

214 UPpros siveka THiode: Athene confirms Achilles’ use of the term UBpis
(see 209 with n.) to condemn Agamemnon. Deictic tfio8e suggests a ges-
ture on her part in the direction of Agamemnon. In Homer, third-de-
clension -stem nouns sometimes form the genitive singular in -i05, e.g.
pdvTios, dios, woéMos (Introd., 42). Apiv: with weibeo, referring to Hera
and Athene.

216-18 xp7n ... aUTol: despite his angry initial questions (202-5),
Achilles agrees straightforwardly to Athene’s request. xp1y introduces an
indirect statement in which the substantive participle kexoAwpévov, qual-
ified by concessive kai p&Aa mep, is subject of elpUooaofe, which in turn
has opwitepdv ye ... &mos as its object. Until the late fifth century, xpt) often
denotes a subjective “must” or “need” that is internal and psychological,
in contrast to 8¢ (found in Homer only at 9.397-8 Ti 8¢l mwolepléuevon
Tpoeoow | Apyeious;), which implies an objective, external necessity. See
Barrett 1964: 164—5 on Eur. Hipp. 41, Schein 1998: 295. cpwitepov
‘of you two’, second-person dual adjective from ogw, etc. sipUooacba:
aorist middle infinitive of ¢puw ‘support’, ‘honor’, ‘obey’ (Cunliffe
gpUw®.7(d), LS] ¢puw®1, LfgrE s.v. #pupon 1a8). Cf. 21.229-30 oU oU ye
Boulds | elpUoao Kpoviwvos. Achilles’ obedience is marked by his, in effect,
transforming the narrator’s ¢puooduevos (19o), used of “drawing” his
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sword, into the “almost identical linguistic form” of a similar-sounding
word (Lynn-George 1988: 45). kai ... kexoAwpévov ‘even though very
angry’. kai strengthens pdAa, which in turn strengthens keyoAwpévov; Buudon
is locatival dative; cf. 24 with n. Concessive mep is especially common in a
clause beginning with xai (GP 486), e.g. 577 xai aUTfil Tep voeolomn, 5.135
kal Tpiv TTep Bupdt pepoes.

218 &g ke ... a¥ToU: Achilles concludes with a conditional statement that
is, or is made to sound, proverbial by “epic” T(e) (see 63n.) and by the
“gnomic” aorist in the apodosis; T’ also marks apodotically the correspon-
sion between the two clauses of the condition (GP 534). fmmeifnTon
in the protasis overruns the B caesura, calling attention to the “proverb”
as it picks up 207 mwifno and 214 Teibeo. auToU: the genitive with ZkAvov
(cf. 877 peu, 43 ToU) gains emphasis from its position at the end of the line
and the sentence. This emphasis, and Achilles’ gnomic statement that
the gods heed those who obey them, in effect “bind” Athene to keep her
promise that he will be rewarded with “three times as many glorious gifts”
if he does not kill Agamemnon (Lardinois 1997: 229).

219—21 Achilles, obeying Athene, pushes his sword back into its scab-
bard, “revers[ing] the gesture” he had begunin 195 (cf. 216-18n.), setting
in motion his angry withdrawal from the fighting, and allowing the plot
of the Il. to move forward (Purves 2019: 106). Elsewhere, when Achilles
draws his sword to attack or kill an enemy, he is utterly unrestrained, e.g.
20.284 (Aineias), 21.116-17 (Lykaon), 173—9 (Asteropaios). See Lynn-
George 1988: 45-6, Pucci 1998: 76—7, Purves 2019: 107—q.

219 7 is the only form of Aui ‘say’ found in Homer. Cf. Attic 7y 8" ¢y, 7
& 8. oxé8e: third person singular aorist indicative active of &xw, with
ingressive force (see 47n.). By not drawing his “silver sword,” Achilles
restrains the violence and hostility implicit in xeipa Bapeiav (see 8gn.).

220 &y ... §ipos: cf. 194 with 193—5n.

220-1 oUd’ ... Afnvains: in Homeric epic &mbéw is found only with a
negative, “he/she did not disobey,” and this double negative is stronger
than the positive “he/she obeyed” would have been (see Smyth §3032).
ABnyain is a common variant of ‘Affvn. pUBw1 gains emphasis from its
position at the beginning of the line in integral enjambement.

221-2 7 ... &\Aous: see 188—222n. Beprker: pluperfect of Baivew with
imperfect force, ‘was going’. ¢s: with dmpoaTa. MET& ... &Aous: with
a verb of motion, petd + accusative can mean ‘towards’, ‘to join’, ‘to be
among’; cf. 428 uet’ &uluovas Aiomiias, 478 peTd oTpaTOV.

223—44 Achilles takes Athene at her word (211 &mweow pév Sveidioov
&5 Eoetai mep). He begins with name-calling (223—4), progresses to vio-
lent abuse of Agamemnon for cowardice and poor kingship (225-32;
cf. Diomedes at g.37—-9), then swears graphically and violently that the
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Greeks, especially Agamemnon, will miss him when he withdraws from
battle (293—44). Zenodotos rejected lines 225-939, possibly inspired by
Socrates’ criticism of them at Pl. Rep. 3.489e11-ggoaz2 as an example of
disrespect by individuals for their leaders (Pfeiffer 1968: 113). For the
epic appropriation of &veidos, a speech genre normally found in iambic
poetry, cf. the description and speech of Thersites at 2.212—-44. Two of
Achilles’ insults, 225 oivopapés and 281 dnuoBopos (both Homeric hapax
legomena), combined with Agamemnon’s sexual desire for Chryseis (g1),
place Agamemnon figuratively in the same category of men who can-
not control their appetites as the Suitors in the Od. and, as far as food
and drink are concerned, the Cyclops. Excessive consumption of food and
drink and sexual rapacity characterize tyrants throughout the archaic and
classical eras (see 2g1n.).

223—4 TInA<idns ... émwésoov: the unusual two-line speech-introduction
heralds Achilles’ unusual rant against Agamemnon. Cf. g5-6 introduc-

ing Chryses’ prayer to Apollo. é€aUmis suggests “repetition of action
in a similar manner” (Cunliffe s.v.), recalling Achilles’ earlier abuse of
Agamemnon in 149. &tapTnpois ‘malicious and harmful’; cf. Hsch. o

8021 &topT&Ton PA&TTEL, TOVEL, AuTrel, 8022 dTapTnpols PAaPepois, &Tnpois.
&roptnpds, used elsewhere in early Greek epic only of individuals (Od.
2.249, Hes. Theog. 610), slightly personifies, and thus strengthens, ¢wéecow.

225 oivoPapés ... éA&goto: an artful line comprising three increasingly
long rhetorical units, the second and third of which are chiastic, with ani-
mals in the genitive and body parts in the accusative framing the partici-
ple éxowv. oivoPapés, vocative, may suggest a reason for Agamemnon’s
irrational, self-defeating words and action or may be a generic insult (“You
speak just like a drunkard”). The poem does not represent Agamemnon
as a heavy drinker, even though he imports wine from Lemnos (7.467-
71) and Thrace (9.71-2) and serves it to the yépovtes (4.257-63). For
similar diction used of actual overindulgence in wine, leading to behavior
against one’s own interest, see Od. 9.874, 10.555, 21.304 oivopapeicov, Od.
3.139, 19.122 oivwi PefapnoTes (-NdTx). kuvos Supat’: cf. 159 kuvdTa
with n., g.180. kpadinv & éA&eoto: deer symbolize weakness, fear, and
flight; cf. 4.243, 21.29.

226-8 oUTe ... Bupdu: cf. 13.277 “men’s excellence (&petn) is especially
discerned” in an ambush; see Edwards 1985: 15—27, Dué and Ebbott
2011: §5—7, 43—9. Achilles’ accusation of cowardice is contradicted by
4.229—5, where Agamemnon is “very eager for the battle where men win
glory,” and by the description of his aristeia in 11.15-283. (At PL. Symp.
174b7-c1, however, Socrates’ comment that Homer made Agamemnon
BragepovTws &yaBov &vdpa T& Tolepikd is ironic and playful.) &ua Aaddi:
for &ua as preposition with the dative, see 348, 592. BpnxBijva, aorist
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passive with middle meaning, refers generally to arming oneself, not spe-
cifically to donning a 6cpn¢; cf. 2.11, 7.101. oUTe ... TiTANKas Bupdi
‘nor do you have courage in your heart’. The perfect often expresses a
state of mind or body, a feeling or attitude (GH 2.197). The postpone-
ment of tétAnkas until the third line of its clause is striking; its distance
from o¥te woT’ ... | 0Tt ... makes it particularly emphatic: ‘neither to arm
yourself ... | nor to go ... | do you dare ...’

228 16 ... eivan ‘but this’, i.e. joining in an ambush, ‘seems to you to
be death’. In Homer, knp is sometimes a synonym of 8&vatos and some-
times defined by it, especially in the formula «tjp/«fipe/xfipes ... BavéTolo,
e.g. 2.302, 16.687. knp (like poipa) can be described as d2om) (e.g. 15.665,
18.535), ko7 (e.g. 12.113, 16.687), or uédowa (e.g. 2.859, 3.360, 7.254)
and is vividly personified at 18.597, where she drags a corpse by his feet
through the battle, and at 23.78-9, where the yuyxn of Patroklos tells
Achilles that “the hateful x7p | opened her jaws around me.” Homeric xip/
kfipes lack the ethical function of Hesiod’s primal Kfipas ... vnAeotoivous
(Hes. Theog. 217, 220-1); see Vermeule 1979: 39—41 with 220 n. 68.

220 KAT& CTPATOV: S€€ g—101.

230 8@p’ ... dirm ‘to take away gifts (from anyone), whoever may
speak against you’. The relative indefinite pronoun &s Tis implies that
Agamemnon’s treatment of Achilles is not unique but part of a general
pattern of bad leadership. For the omission of &v/xe, see 8on. S&pa =
vépa; cf. 129, 135 ddoouot yépas.

231 8nuoPépos PaciAeus ‘king who devour (your) people’, from pippadoke
+ &fjuos (cf. Alcaeus frr. 70.7 Voigt Samrétw wéMwv, 129.29—4 Voigt d&mTel
| T&w wéAw), but also suggesting “king who devour the public goods,”
from PiBpiokw + Sfpios (cf. Hes. WD §8-q BaoiMias | Swpogpdyous, 263—4
BootMfis ... | Swpogdyot). Cf. Theogn. 1181 &npogdyov ... TUpavvov. For the
exclamatory nominative, cf. 2.48 vnmios, 5.409 oxéthios, dppiuoepyds (GH
2.30). el ... dvéooag: for the dative, see §8n., 180. oUTiSavoiow is
contemptuous (cf. 293, 11.390). Achilles’ lack of respect for Agamemnon
becomes disdain for the whole army.

232 | y&p &v ... AwPhoaio (= 2.242) ‘for (if they were not “nobod-
ies”) you would have committed outrage for the last time’. The use of
the potential optative Awpnooio + &v (= the apodosis of a future less vivid
condition), rather than the aorist indicative + &v (= the apodosis of a con-
trary-to-fact condition), suggests that Achilles momentarily imagines the
fulfillment of an action, killing Agamemnon, which otherwise might not
seem possible. See GH 2.219. Awpoaio: AwPdouar denotes outrageous
speech or action without regard for justice and dishonoring the person
against whom it is directed.
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233 &AN’ ... dpoUpai = Od. 20.229. The future often expresses the speak-
er’s intention; cf. 181 &meiMiow, 204 £k To1 ¢péw (GH 2.202). émi
‘besides’, ‘moreover’, ‘in addition to’ (adv.); cf. 8.507 émi 8¢ EUAa TTOAA
AéyeoBe, 24.98 xal 1l kTépea kTeploauey.

234—9Q vai p& T68: oKfTTTPOV ... 6 8 To1 péyas EooeTan Spkos: Achilles
holds the oxfimrTpov (see 15n.) as a speaker in the assembly; cf. 2.279, Od.
2.97-8. It is unclear whether, as 237-9 might suggest, there is a single,
“official” oxfimtpov, which a herald transfers from speaker to speaker, or
whether a herald hands each speaker his own oxfimrrpov. In either case,
descriptions of oxfimrTpa are distinctive and appropriate to each speaker.
At 2.100-9 Agamemnon’s is a family heirloom made by Hephaistos for
Zeus, given by Zeus to Hermes and by Hermes to Pelops, and handed
down from generation to generation as a mark of royalty; at 2.186, when
Odysseus uses this oxfjmtpov to prevent the army from boarding the ships,
upholding Agamemnon’s royal authority but simultaneously calling into
question his ability to exercise it (Cairns 2015: 55), the narrator calls it
Tatpoiov, &ehitov aiei. Achilles, by contrast, speaks of his own oxfirrrpov
with reference to the death of the branch from which it was made. This
fits with his immediate point — just as the oxfjwrtpov will never put forth
new growth, so Achilles will no longer help the Greek army (Grethlein
2006a: 144) — and with the focus elsewhere in the poem on his fruitless
anger (e.g. 16.60-3, 18.101-6) and impending, untimely death (e.g. 352,
9.410-16, 19.416-17, 24.540).

234~7 T6 ... phodév ‘which never will grow leaves | and shoots, since
it first left its stump in the mountains, | nor will it bloom (again); for
the bronze stripped it | of both leaves and bark’. The force of Achilles’
description depends partly on its unusual diction — Toury, &vaBnAnos,
Tepi ... EAeye, and gAodv are Homeric hapax legomena — and partly on its
atypical rhythm, with strong sense-breaks within each line and enjambe-
ments following lines 234 and 236; cf. 9.336—43. T6: the demonstra-
tive pronoun used as a relative pronoun, as often in Homer. TTEpl ..
@Ao16v: verbs of taking away normally govern two accusatives, here ¢ and
QUAAa Te kad pAotdv. Cf. 182 cos Eu’ &ganpeitan Xpuonida, 275 unTe oU TOVS ...
&Troaipso koupnv.

2387 vUv aUTe marks the transition from Achilles’ physical description of
the oxfjrtpov to hisaccount of how itis used. pw: the oxfmTTpov. vigg
Axaav: the Greek leaders and counselors, further defined by apposi-
tional 8ikaowdror, ‘those who administer judgments’, and by the explan-
atory relative clause, of Te ... eipvaton (288-9). Achilles’ account of how
a natural object takes on a new, socially constructed significance as it is
reworked and repurposed has parallels in similes comparing the death
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of a warrior to the fall of a tree, the timber of which is then transformed
into an object of beauty, utility, and social value, e.g. 4.482—7, 13.489-91,
16.482—4; see Canevaro 2018: 19o—2. Cf. Odysseus’ description at Od.
23.188-204 of the olive tree trunk that signifies the immobility of his
marriage bed and the stability of his marriage, as the oxfiwrtpov symbolizes
the 8¢uoTas (‘traditions’, ‘precedents’, and ‘accepted standards’) given by
Zeus and enforced or protected by kings (288-9; cf. 2.205-6 els BaoiAeus,
o1 8edke Kpdvou méis ... | oxkffrTpdy T° A8¢ BéuioTas, 9.97—9).

238—9 TaA&unis: moA&un originally meant the palm of the hand, then
(as here) the hand used in grasping a spear or other object, then the hand
generally, especially as used in deeds of violence. popéouct: an uncon-
tracted form of gopéw, frequentative of gépw. of T¢ ... eipuaTan ‘those
who guard | the traditions at Zeus’s behest’. “Epic” T¢ gives the relative
clause a gnomic flavor. 8éuioTas, accusative plural of 8¢ps. sipUaTan:
third person plural perfect indicative middle of ¢ptw ‘preserve’, ‘guard’
(Cunliffe ¢pUw?, LS] ¢ptw B). The verb in of te clauses is usually present or
gnomic aorist (see 86—7n.); here the perfect indicates an established state
of affairs; cf. 228 TérAnkas. In Ionic Greek, the v of the third person plural
ending -vtan or -vto sometimes drops out after 1, o, or v and is vocalized as
ac here elpuvton > eipUaran; cf. 251 épbiat’, 256 kexapolato, 257 TuboiaTo.

239 6 8¢ To1 ... épkos: Achilles returns to the ‘great oath’ (234) that he
had broken off after 294 vai p& 168¢ oxfimTpov. 8pxos here denotes the
object sworn by; cf. 15.97-8 = Od. 55.185-0 16 kaTeiBbuevov ZTuyds G8wp, &g
Te péyloTos | pros BewdToTds Te TEAEL. 6: 16 might be expected, refer-
ring back to 294 168 oxfimrTpov, but the demonstrative pronoun is often
attracted into the gender of a predicate substantive (here, épkos), when
the two are connected by an explicit, expected, or understood copulative
verb.

240—4 7 ot ... ¥Toas: Achilles’ speech culminates in a forceful
prophecy that Agamemnon will come to recognize his own responsibility
for the consequences of dishonoring Achilles. Achilles’ emphatic nam-
ing of himself in the third person (240) is further strengthened by the
affirmative particle 7 followed by three verbs in the future indicative in
four lines marked by strong internal punctuation, enjambements, and
vivid diction.

240—1 AxiMfjos moff ‘longing for Achilles’ (obj. gen.). o7 usually
springs from separation, loss, and/or memory, in contrast to #pws and
fuepos, which tend to be direct responses to sensory or mental stimula-
tion (Lesser 2022: Introduction). viag: accusative of the end of
motion; cf. 139 &v, 254 yaiav, 322 Khioiny. oupTTavTas, in progressive
enjambement followed by strong punctuation, calls attention to the effect
Agamemnon’s individual action will have on the army; see gon.
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241-3 To7e ... wiwTwot ‘then, though grief-struck, you will not be able
to help | when many (of the army), at the hands of man-slaughtering
Hektor, | fall dying’, a future more vivid condition with the apodosis
preceding the protasis. T6te and eU1’ & mark the moment envisaged by

Achilles (GH 2.258). Suvfoean: uncontracted second person singular
future indicative. xpaiopeiv: intransitive, following Suvfioean; cf. 580,
21.193. See 566-7n. U@’ ... &vdpogdbvoto: genitive of agent with intran-

sitive mimTtwot, which is equivalent to a passive. This is the first mention
in the poem of Hektor or any Trojan warrior. Achilles uses the epithet
&vdpogoévolo, rather than its metrical equivalent imwmoddpolo, to threaten
Agamemnon with the danger Hektor will pose for the Greek army, when
Achilles himself is absent from the fighting; cf. 9.951, 16.77 (focalized
by Achilles). immod&uoio, on the other hand, would suggest the special
relationship between Hektor and the Trojan people, e.g. 22.161, 24.804.
Neither Achilles nor any other Greek ever refers to Hektor as imrrod&uoro;
that is not how they see him (Brillet-Dubois 2015). BvmiokovTes
miTTwot: the present and imperfect tenses of mwimrtw are used less often,
but more vividly, than the aorist; cf. 10.200, 11.158. Present and imper-
fect forms of Bvfiokw are also infrequent (e.g. 56, 383, 24.743) and evoke
greater pity for those in the process of dying than the more common
aorist or perfect forms do for those who have died.

243 Bupov &uueas: a violent image. The 6upds is conceived of as suffi-
ciently material to be “torn,” at least figuratively. See 55n.

24487 ... ¥Tioas (~ 412, 16.274): Achilles, because of his fighting ability,
claims the same title that, as he says in an earlier oath (91), Agamemnon
claims because of his social and political rank; cf. 185—7. These twin claims
are fundamental to the conflict between the two men. 81281 (=6=
&) is especially useful metrically because & te, unlike &1, can be elided.
Here as elsewhere 6 te “gives a causal color to the relative” (GP 522), fol-
lowing the expression of a feeling or emotion; cf. 120 (with 118-20n.),
518, 9.5%4, 23.556 (GH 2.288—9).

245 Troti ... yaim: Achilles forcefully punctuates his speech with
this emotional gesture, symbolically rejecting Agamemnon as the king
to whom Zeus granted oxfimrtpdv T’ #8¢ 8éuotas and the community in
which these have meaning and value (Lynn-George 1988: 49, Easterling
1989: 113). Cf. Od. 2.80-1, where, in a different kind of scene but with
a similar burst of emotion and frustration, Telemachos ends his speech
by throwing his oxfjmrpov to the ground. ToTi ... P&Ae: tmesis; ToTi =
PSS,

246 xpuctziois ... weTrapuévov (= 11.639): ‘pierced (ornamentally) with
golden nails (or “studs”)’; cf. 11.29-30 v 8¢ of fdor | xpUotiol Téupouvov.
TeToppévov is perfect passive participle of Teipo.
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247 ATpeidng ... éufvie: iTépwbder often indicates a shift of narrative focus
or perspective (e.g. 5.668, 12.415), but here it refers to Achilles and
Agamemnon as opposed spatially, on opposite sides of the assembly. éufjvie
suggests that for Agamemnon, Achilles’ insults and defiance constitute
the same kind of fundamental violation of social and cosmic order that
Agamemnon’s taking of Briseis and personal abuse constitute for Achilles
(see 1n.).

247-52 Normally in an assembly, one speaker sits down when he fin-
ishes and the next speaker rises (e.g. 68, 101, 2.76 &véotn). When Achilles
violates this custom by flinging down the oxfjrtpov, Nestor springs up
(248 &vépouce) to prevent Agamemnon from responding in a way that
will make the situation worse.

247 Toio1: see 68n.

248-9 AduetrAs ... audn: NBuetrhs, a Homeric hapax legomenon, is used
elsewhere in early Greek epic of the Muses (Hes. Theog. 965 = 1021, HH
g2.2) and of an &o186s (HH 21.4); MiyUsis used of a Muse (Od. 24.62) and a
“clearsounding” lyre (e.g. 9.186, 18.569) and can favorably describe pub-
lic speakers (e.g. 2.246, 19.82). Nestor combines poetic and rhetorical
skill and authority. TTuAicov: Homer’s Pylos was probably located in the
southwestern Peloponnese, where archaeologists have excavated a major
Bronze Age palace with over 1,000 Linear B tablets at Epano Englianos,
¢. 9 km northeast of the Bay of Navarino, even though the Pylian towns
named in 2.591—4 do not coincide with the territory apparently con-
trolled from this palace (Eder 2011: 513). Strabo (8.3.7) mentions two
other places called Pylos further north, in Elis and Triphylia, and argues
that Nestor lived in Triphylian Pylos (cf. 8.5.14). See Kirk 1985: 214-16,
West in Heubeck, West, and Hainsworth 1988: 159. ToU ... yYAwoons
‘and from whose tongue’. As in other relative clauses, xai “emphasises ...
that the ... clause ... [adds] to the information contained in the main
clause” (GP 294-5). péhiTos yAukiwv: cf. 18.108-9, where Achilles
calls x6hos “sweeter than dripping honey.”

250—2 Td1 & ... &vaocoev: Nestor, having outlived his father’s and his
own generation, is still king in a third generation, that of his sons, two of
whom, Antilochos and Thrasymedes, are among the Greek leaders fight-
ing at Troy; cf. Od. 3.245-6 with Grethlein 2006b, Frame 2009: 10-11,
2%79. Nestor is presumably in his seventies and continues to lead his forces
in combat (2.601, 8.80-158), unlike other old men (3.146-53), but
his old age is a hindrance that prevents him from challenging Hektor
(7.123-58; cf. 8.102—3) or competing in the funeral games in honor of
Patroklos (25.615-23). pepoTTwv: a formulaic epithet of uncertain
etymology and meaning (DELG, Frisk, Lfgrk ), used only with forms of
&vBpwor and at 2.285 with BpoToiocw. épBiaf’: see 238-gn.
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251 oi ... &ua: of refers to 250 &vBpdmwy. Zenodotos’ of would refer to
250 yevead, but the focus here is on individuals, not generations. oi =
auTédl, object of the preposition &ua. Tpéev N8 éyévovTo: hysteron-pro-
teron, see 13n.; cf. Od. 4.723, 10.417, 14.201; Shakespeare, Twelfth Night
1.2.20 “where I'was bred and born.” Tp&gev = étpdenoav, aorist passive (GH
1.390).

252 fyadéini: probably formed from &ya(v) + 665 by metrical lengthen-
ing of o; cf. NuaBdels, fvepdels. Like {&beos (see g8n.), nydBeos is used only
of places. MET& ... TpIT&TOlOW ‘among men in the third generation’.

253 = 79; see 72—3n.

254—84 Nestor first describes the dire situation of the army (254-8),
then tells a characteristically lengthy autobiographical story in order to
explain why Achilles and Agamemnon should heed his advice (259-74),
and finally calls on each man to recognize the other’s value and moderate
his words and actions (275-84). Cf. Nestor’s recollections at 7.132-60,
11.670—761, 23.626—50 with Minchin 2005. Iliadic heroes typically use
the past allusively for their own rhetorical purposes, but Nestor is the only
character in the poem to use his own past as a “mythological example”
(Oehler 1925: 24, Grethlein 2006a: 49-51).

254 & Totror: in Homer this common exclamation expresses surprise,
anger, or pain. It is found only in direct discourse, always at the beginning
of a sentence and a line, and is often, as here, followed by a strong asser-
tion introduced by 7 (Kelly 2007: 220-3). By convention, w is accented
with a circumflex when it precedes an address to someone or something
and with the acute/grave when it is part of an exclamation, though the
distinction is not always easy to make (see LS] s.vv. & and &).

255—-8 7| xev ynbfiocar ... péyxeobar: a future less vivid condition, with
the apodosis (255—6) preceding the protasis (257-8). ynfnoor: -sias,
-1e(v), and -siav are the regular aorist optative endings in Homer as
in Attic, but occasionally -cus, -a1, -cuev are found. Here the choice of
ynffoor almost certainly reflects the frequent occurrence of ynéroe
(-ev) in the same metrical position (Finkelberg: 1989: 182-3 = 2019:
25-0). kexapoiaTo: third person plural optative of a reduplicated sec-
ond aorist of yaipw; cf. 100 memifoev. For the ending, see 248—gn. i
oPRIV ... papvapévoriv ‘if they should learn all these things about you two
fighting’. muvB&vouan takes the genitive of a person and the accusative of a
thing learned. Trepi in both the pév and &¢ clauses is in tmesis with éoTé:
‘you are superior’. u&yeofa is parallel to, and coordinated with, BouA7y,
accusative of respect. Cf. 15.641—2 &ueivev | TovTolas &peTds, Autv TdBas A5
péxeobar (GH 2.5083).

259—74 Nestor’s example is organized in so-called ring-compositional
form, in which narrative or rhetorical units are mentioned in a certain
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sequence, then mentioned again in reverse order (Introd., 56): (a) be
persuaded by me (259); (b) I once associated with better men than you,
and they were not indifferent to my advice (260-1); (c) the story of the
battle of the Lapiths and Centaurs (262—71); (b) they were better men
than mortals now are, and they listened to me (271-3); (a) you too
should be persuaded by me (274). Cf. 4.470—400, 5.800-13, 6.127—43,
7.120-60, 9.520-49, 24.599—-620. Ring composition may have originated
as a mnemonic technique for oral bards. See van Otterlo 1944, 1948,
Lohmann 1970: g6-102, Minchin 2011.

259 &AA& Trifec®’s cf. 127 &GM& ... wpdes with 127-gn. 8é: paratac-
tic syntax, as often in Homer, where a hypotactic yép clause might be
expected; cf. 208, 281, Introd., 58. ¢orov: the shift from plural to
dual is common in Homer; éoté¢ éusio would involve an awkward hia-
tus. éuslo: genitive of comparison with vewTépw.

260 «xai: adverbial, modifying the comparative &peioow, ‘even bet-
ter’. né Trep: ep strengthens 7é after &peioow. Cf. Od. 4.819 ToT 81 ¢y
kad udANov d8Upopat ) Tep Ekeivou. Upiv: fulv, found in some MSS and
preferred by Aristarchos, would be more inclusive but would lose the
contrast between upiv and ¢y, weakening Nestor’s point that his words
should be heeded because he, unlike Achilles and Agamemnon, associ-
ated with the “even better men” of an earlier generation.

261 xai ... &8ép1lov ‘and those men (of y’) never used to make light of
me’. &Bepilw, found only here in the /I and at Od. 8.212 and 23.174, is
always negated.

262—70 Nestor alludes to the story of the battle between the Lapiths
and the Centaurs, which broke out at the wedding of Peiritho6s, king of
the Lapiths, and Hippodameia; cf. 2.742—4, Od. 21.295-304. The Lapiths
were a Thessalian tribe; the half-human, half-horse Centaurs were associ-
ated with Mt. Pelion in the same region. Nestor’s example is thematically
relevant as a story about strife resulting from the attempted theft of a
woman; see Alden 2000: 76-82.

262 oust i8wuau: for the negative “independent” or “prospective” sub-
junctive with the force of a future indicative, following a negative verb in
the indicative, cf. Od. 6.201 oUx 58’ oUTos dvijp Biepds PpoTds, oUdE yévnTau.
In both passages, the contrasting mood, voice, and tense make the sub-
junctive emphatic; cf. 147-9n.

263—4 oiov ... TToAUgnuov: instead of oios introducing a subordinate
clause, the relative pronoun is attracted into the accusative case of its ante-
cedent Toious, with TTeipiBoov and the other names standing in apposition.

265 This line (= Ps.-Hes. Shield of Herakles 182) is missing in ten papyri
and not found in the best MSS or referred to in the scholia, although it
is quoted by Dio Chrysostom and Pausanias. It is generally considered
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an interpolation, perhaps made at Athens in the sixth or fifth century in
order to introduce the Athenian king and culture hero Theseus into the
1l., where the Athenian cohort is led by Menestheus (2.552).

266—7 k&ptioTor ... &vdpidv: Nestor’s threefold iteration of “strong-
est” is rhetorically powerful. 266 &f and 267 uév give additional force to
ké&pTioTol, which is already emphatic at the beginning of each line.

268 onpoiv dpeokwioiot ‘wild mountain beasts’, i.e. the Centaurs; cf.
2.7485. Aeolic pnpoiv = Ionic 8npoiv.

269 kai piv ... peBopideov: “xal pév ... introduces a new point, or devel-
ops and amplifies an old one” (GP §9o). Toiow is demonstrative: “those
(Lapiths with whom I associated),” referring back to 261 &w8p&ow and
anticipating 270 autol. &y is emphatic; cf. 260, 271. peBouideov, a
Homeric hapax legomenon, is the unaugmented, uncontracted first person
imperfect indicative of peBopiréco.

2/70—1 TNASBev ... éyw: Nestor magnifies his participation in the battle
by saying that he came “from far off, from a distant land,” that the heroes
whom he just mentioned had invited him, and that he fought on his own,
i.e. not as part of a contingent of Pylians. &ring: an adjective from
&mo; cf. dvrios from &vri. The only other Iliadic occurrence of & &ing
yains (8.49) also comes in an allusion to strife over a woman, Helen.

271-2 xeivoiol ... paxéorto: like the poem’s narrator (cf. 5.302—4,
12.447-9 ~ 20.285—7), Nestor implies that there has been a decline over
generations in the quality and strength of fighting men. Hesiod’s myth of
the yévn ... &vBpaomwv (WD 109—201) tells of a similar decline in quality,
from gold to iron. payéorro: third person singular present optative of
poyopual.

2793 kai pév pev ... puBwi kad pév (see 269n.) introduces the new point
that “they used to listen to my advice and obeyed my word.” BouAéwv:
in Homer, the genitive plural of first-declension o-stem nouns ends either
in Aeolic and early Greek -&wv or in -¢cov from Ionic -newv, with n shortened
(as often in Greek) before w. In these genitives, -¢wv usually (as here)
scans as a single heavy syllable by synizesis (GH 1: 68-g, 201); cf. 495
EPETUEWV. §uviev, third person plural imperfect indicative of Suvinu,
takes the partitive genitive like other verbs of hearing. Cf. 76—7n.

274 &\A& Trifeofs marks the close of the “ring” begun in 259; see 259—
740. émrei ... &uawvov: Nestor often ends speeches or rhetorical sub-
units with a generalizing or proverbial expression, e.g. 278-9, 8.143—4,
11.799, 29.915—-18. Uppes = Upels.

275—-84 Nestor concludes with balanced advice to Agamemnon (275—
6, 282—4) and Achilles (277-81): Agamemnon, though ¢¢ptepos because
he is king among more people, should not violate social convention by
taking away the yépas that the army had given to Achilles, and Achilles,
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though kopTepds and the son of a goddess, should not wish to compete
with a “sceptered king” whose honor is extraordinary and whose glory is
the gift of Zeus (280-1).

275 &yabos Trep écov probably refers to Agamemnon’s power and status
as &vag &vdpddv. At 131, however, the same phrase refers to Achilles’ quality
as a warrior; see 131-3n., 244n. &mroaipeo: uncontracted present mid-
dle imperative of dgpoipéw (from &moaupéeo by syncope); cf. 24.202 éAe(o)
(‘you were famed’) from éxAéeo. For the double accusative with a verb of
taking away, cf. 182, 296—7 with 2g4—7n.

276 #a: second person singular present imperative of édw. yépas:
predicative accusative, ‘as the sons of the Achaians gave (her) to himasa
yépas in the first place’.

2/7'7 TInA€idn, £8eA’: this reading requires that n at the end of TInAeidn and ¢
at the beginning of ¢8eA’ be scanned as one syllable by synizesis; cf. Introd.,
34. Some MSS read 8¢\°, but a form of 8¢\w, though found at HHAphr 38
and HHDem 160, would be unparalleled in the /I and Od. éprlépevon
= épilew.

278 &vmipinv: adverbial; cf. gg &mpi&Tnv.

278-9 émsl ... PacideUs: for a sceptered king, “never to have a like
portion” — i.e. a portion like that of others — means that his portion is

always exceptional. éupope: third person singular perfect indicative of
peipopan. o1 ... #8wkev: “epic” Te marks this relative clause as gnomic or
proverbial.

280-1 & 8t oU koapTepds 00l ... , | GAN 88c @épTepds E0TIV: KAPTEPSS
and ¢épTepos, at the same position in successive lines, may sound and
seem comparable, as Nestor strives to minimize the cause of conflict
between Achilles and Agamemnon by glossing over their difference in
status (though he echoes Agamemnon’s formulation in 178). kapTepds
(= xpaTepds), however, is an adjective in the positive degree, referring to
dominant physical strength, while gépTepos is a comparative form, here
referring to political rank and social status. &A\A\’ is apodotic, marking
the apparent parallel between being xaptepds and being ¢éptepos, while
introducing the main clause (GH 2.357). B 8¢ ot ... pnTNp: for the
paratactic syntax, cf. 259 with n., Introd., 58. TrAévecov = TAdoot. For
the dative with dv&oow, see 38n.

282 Trade is transitive; see 192n.

283 AxiAAfji ... xéhov: the word order makes ‘to relax your anger in
favor of Achilles’ a better translation than ‘to relax your anger at Achilles’;
AxiAAfii is dative of advantage, not disadvantage. Superficially, it might
seem appropriate for Nestor, given his balanced rhetoric in 275-81, to
address Achilles in 283, after telling Agamemnon in 282 to stop his anger.
Therefore, Clay 2014: 9g91—2 revives Voss’s conjecture, AxiMifjo for Ay M
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(“I beseech Achilles to let go (his) anger”), and interprets Nestor’s shift
to the third person as rhetorically emphatic; cf. Gundert 1974: 66. With
Ax1AAfji, however, and by continuing to speak to Agamemnon in 283,
Nestor shows that despite his initial effort to balance criticism of the two
men, he considers Agamemnon more blameworthy than Achilles; cf.
9.106-13. Porphyry’s conjecture ot at the end of 282, intended to clarify
that in 289 Nestor continues to address Agamemnon, is unnecessary and
would lose the additional touch of Nestor’s characteristic self-importance
provided by ye: “but I'm begging you ...”

284 £pxos ... ToAépoto ‘a bulwark against war’ (obj. gen.); cf. 15.646 gpxos
axovtwov. When used figuratively of a person, most notably Telamonian
Aias (e.g. 3.220, 6.5, 7.211 £pkos Ayoudv), épkos usually takes a subjective
genitive.

286—9 Agamemnon approves Nestor’s words (vai &1 ... ermes), but then
veers rhetorically with 287 &AA&, expressing his continuing resentment
and rage at Achilles, whom he does not name but describes sneeringly as
“this man.” Agamemnon’s fury shows itself in his quadruple assertion with
emphatic polyptoton (287—9 wévtwy ... T&vTwy ... TvTEoOL ... T&O1) that
Achilles “wishes to be superior to all (men), | wishes to have power over all
others, to rule all (men), | and to give orders to all (men),” i.e. to displace
Agamemnon as leader of the army.

287 Trepi ... Fppevan: tmesis; cf. 258 wepl ..., mepl 87 éoTé with 255-8n.

289 & T1v’ 0¥ meiceofon Siw ‘in respect of which things I do not think that
anyone will obey (him)’, an understatement which really means that no
one, especially Agamemnon himself, will obey Achilles.

2Q0—1 & 8 piv ... puBfhoaoBan ‘if (the) always-existing gods made him
a spearman, | do words of abuse therefore rush forward for him to speak
(them)?’ This rhetorical question, marked by a “violent and obscure meta-
phor” (Willcock 1978-84: 1.193), is the climax of Agamemnon’s highly
emotional speech; cf. 170-1 with 169-71n., 309 with n. Trpoféouaiv:
mpoBéw ‘rush forward’ is used elsewhere of impetuous warriors (22.459 =
Od. 11.515); here, however, dveidea is subject of mpoféouow (cf. = 291 b A
811 ouvhBos EauTddl Tpobéouoty T& dveidn). Normally, neuter plural nouns
take singular verbs, but there are many exceptions in Homer, especially
when the plural noun is viewed as a set of individual entities, not as a col-
lective, e.g. 2.185 kod oTépTA MAUVTAL, 15.718—14 Q&oyaa ... | ... xouddis
méoov (GH 2.17-18). For the personification, cf. Hdt. 7.160 oéveidex
KaTovTa dvBpddmwt piAéer Eavdyew Tov Bupdy (‘words of abuse descending
on a man are likely to raise (his) anger’). Some scholars take wpof¢ouow
as a by-form of mwpomiBéacwv or as its equivalent produced in the course of
oral composition in performance. Either way, this form would be unpar-
alleled (GH 1.459 n. 1, Willcock 1978-84: 1.192-3), but Agamemnon’s
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expression of anger in sarcastic word-play (¢6scav 8eoi ... poBéouow), per-
haps implying that Achilles’ impetuosity is merely verbal and not that of
a warrior, might suggest a connection with wpotinu. See Graziosi and
Haubold 2015: 19-20, who compare the word-play in 55 and 24.538 8fike
Be&/Beds, .63 Beol B¢oav, and several passages in the Od.

292 TOV ... NueifeTo: UoPARSTY ‘by way of interruption’, an adverb and
Homeric hapax legomenon, suggests that Achilles violates normal deco-
rum by interrupting Agamemnon before he finishes speaking, without
addressing him formally; cf. 19.79-80 ou5t #oiwev | UBB&AAew. This trans-
gressive behavior (cf. Achilles’ hurling his oxfiwtpov to the ground at 245)
is reflected stylistically by the unparalleled placement of fpeieTo at posi-
tion 8 of the line. Elsewhere in Homer it occurs only at position .5 in tov
(T7w) & Npeiper’ Emerta (72x) or at position 10 in AueiPeto uiBwt (5x).

293—4 N y&p xev ... girms ‘yes (reproaches do rush forward to be
spoken), for I would be called both a coward and a nobody, | if T really
(1) will yield to you in every action, whatever you say’. For Achilles, to
serve Agamemnon (who is himself dishonorable) would diminish his
own honor, making him a nobody like those among whom Agamemnon
rules (231). y&p or 7| y&p in a reply or rejoinder often signals a speak-
er’s (implied) assent to what a previous speaker has said, but here the
combination of particles introduces a clause expressing “only partial or
qualified agreement” (GP 75). The relatively weak potential optative, ev

. kaheoipny, in what seems to be the apodosis of a future less vivid con-
dition, is followed by the much more vivid future indicative Umei§opcn in
the protasis, where an optative would be normal but would not express
the intensity of Achilles’ emotion when he thinks of himself yielding to
Agamemnon.

295—6 &M\oiow ... diw ‘give these commands (of yours) to others —
don’t keep giving me | orders; for I, at least, do not think I will obey you
from now on’. y&p marks pt) ... ofjucav’ as a parenthetical amplification
of &\ owow ... ¢mTéAAeo. 295 époi ye is the first in a cluster of emphatic
first-person pronouns (296 éyw y’, 298 éyw ye, 300 poi ¢0T1, 301 épeio).
Aristarchos (2 295 a A) rejected line 296 as an interpolation, intended
to provide a verb to go with 295 pn, by someone who did not recognize
the idiom pty y&p ‘certainly not’, which is sometimes found in emphatic
denials and requires that a verb in the imperative be understood from the
context. This idiom, however, does not occur in archaic Greek poetry and
is found mostly in classical Attic prose (LS] y&p F). Line 296 is a mocking
retort to 289 w&o1 8¢ onuaivew, & Tv’ ov meloeoBon Siw. As often, Achilles
appropriates and reframes Agamemnon’s language in order to contest it,
replacing Agamemnon’s v’ (‘someone’) with emphatic coi (see Lynn-
George 1988: 81-122).
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297 &\o ... épiw: “as often, ‘T’ll tell you something else’ introduces a
clearer statement of consequences, not a new point” (Janko 1992: 376
on 16.444—9). Tou: probably the second person singular pronoun
(= oo1), indirect object of &pé¢w, rather than the particle emphasizing
&ANo. ofjiory = oods.

298-301 Xepoi pév ... dueio: xepol pév ... koUpns seems to anticipate a
8¢ clause saying, “but I will fight with you by withdrawing from combat.”
Instead, tév ... &\wv is made antithetical to koUpns, and the emphasis is
placed on Achilles’ resolve not to let Agamemnon remove any of his other
possessions against his will.

298 paxfoopai: see 152-gn. siveka koupns is used five times in the
1l. in connection with the strife between Agamemnon and Achilles over
Briseis (298, 336, 2.377, 9.637-8, 19.58), and the same or similar phras-
ing with eivex (o) occurs six times in the poem with reference to the con-
flict between the Greeks and the Trojans over Helen (2.161-2, 177-8;
3.100, 6.356, 9.3309, 19.325; cf. Od. 11.438, 17.118-19). On the struc-
tural and thematic parallel between these two conflicts “on account of” a
woman, see Suzuki 1989: 21—9, Hall quoted in Taplin 19g2: 216, Felson
and Slatkin 2004: 95.

299 Twl = TIVL. étrei W’ ... 86vTes: the shift to the plural implies that
Achilles considers the whole army complicit with Agamemnon in rob-
bing him of Briseis. As Nestor points out in 276 86cav yépas ules Axaidov,
a y¢pas is a special gift of honor from the whole army. Nestor’s statement
is meant to persuade Agamemnon not to violate social convention, but it
helps to explain why Achilles is willing to harm all the Greeks, not only
Agamemnon. See 240-3, 400—10, 509—10.

300-1 T&v & &\Awv ... éueio: Achilles is presumably thinking of the
prizes and plunder he has amassed during the war. Seven other pas-
sages with line-ending 8od&s ... Aycdv involve the bringing, sending,
or (potential) ransoming of captured plunder (12, 371, 6.52, 10.514,
12.7,17.622, 24.564). T&V: partitive genitive dependent on 1 (‘any
of these things’). &ékovTos éugio: genitive absolute; cf. 19.279 éued
&ékovtos. In Homer the adjectives &ékwv and ékav are regularly treated
as participles and used without &v, e.g. 10.872 ékov 8 fludpTove pwTdS.
¢ueio gains emphasis from its position at the end of the line and the
sentence.

302 & & &ys ..., iva ... 018 ‘come on, try for yourself, so these others
here also may know ...” Cf. 8.17-18 yvwoet’ ¢maf’, Soov eipl Bedov k&pTIoTOS
&mévTav. | €1 8 &ye Teipfhoaote, Beol, v eldete éwTes. In the phrase €1 8’ e,
always found at the beginning of the line and used with an imperative, i
is an exclamatory interjection and &ye = ‘come on now’. ufnv adds force to
meipnoar, aorist middle imperative of wepdeo. yvwwot is a metrically
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motivated, lengthened form of yvéot (= 411 yvén). For yryvdokw imply-
ing visual knowledge or recognition, see 199—200 aTika 8’ #yve | TTaAA&S’
Abnvainy with 19gn.

303 aiy& Tot ... Soupi: another “violent and obscure” image at the cli-
max of a speech; cf. 171 with 169-71n., 291 with 2go-1n. In Homer,
blood is regularly “dark” (keAcavédv) or “black” (pédav), especially when it
flows from a deadly wound, perhaps because darkness is so often associ-
ated with death, e.g. 7.329—30 Té&Vv viv aipa kehaawdv élipoov dpel Zx&uavspov
| ¢oxédoc’ 3EUs "Apns, 18.655 2k 8 odua péAaw pée. épwnosi: Agamemnon’s
blood “will withdraw,” i.e. “flow (out)” around (Achilles’) spear, as he
pulls it from his body. Cf. 15.57 1é& ke kal tooUuevd Tep Epwnocut’ &Td V&Y
‘thus you might make (him) withdraw from the ships, even though he is
eager (to burn them)’.

304-5 @s ... Axoudv: a Homeric assembly has no fixed, formal way of
ending. Usually the last speaker makes some gesture that dissolves it (e.g.
2.807-8, 19.276, Od. 2.257), but here both quarreling speakers do so by

standing up. &vothTny = &vaoTthtny by apocope of the prepositional
prefix dvé&; see 142—4n. AUoav: the shift from dual to plural is com-
mon in Homer; cf. §31-2 16 pév ... | othTny, 08¢ Ti pw Tpooephveoy oUd’

¢péovto (GH 2.26-7).

306-48: AGAMEMNON AND ACHILLES,
CHRYSEIS AND BRISEIS

306-17 At this point the narrative divides into two strands of simultane-
ous action: Achilles and his men return to their ships, while Agamemnon
dispatches Odysseus to return Chryseis to her father and orders the army
to purify themselves.

306 xMioias ‘quarters’. A kAioin is, etymologically, a place for lying down
(cf. kAvew, xAivn). The word is often translated ‘tent’ or ‘hut’ but can
denote a more substantial structure, e.g. Achilles’ khioin at 24.448-56.
Agamemnon (2.226, 9.71) and Telamonian Aias (8.224, 11.7) are said
to have multiple khoiot. éioas: this variant of ioos occurs in the /l. only
with forms of vnis, &omis, and 8als, except at 2.765, where it refers to a
pair of horses “equal” in color, age, and size. At Od. 11.337 = 18.249,
14.178, ¢gioas modifies gpévas. The precise meaning of “equal” in all these
contexts is unclear: perhaps it describes a “well-balanced” or “trim” ship
or shield, a “fairly apportioned” meal, and the mind of someone who is
“level-headed,” “mentally balanced.” In all instances, the adjective seems
laudatory.

307 fies see 47n. Mevormi&dni: the poem’s initial reference to
Patroklos, by his patronymic alone, suggests that he must have been
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familiar enough from traditional poetry and mythology for an audience
to know who “the son of Menoitios” was; see Janko 1992: §13-14.

308-11 A7psidng ... 'O8ucoeus: an abbreviated version of the typical
scene of embarkation and a ship’s departure; cf. 141—4 with 142—4n.,
478-83.

308 vija ... Trpoépuocey ‘had a swift ship dragged forth to the sea (from
the place on the shore where it had been drawn up)’. wpoépuooev is caus-
ative third person singular aorist indicative of mpoepUw; cf. 9.958 vnfioas
¢l vijas, TNy dAade TpogpUcow. &\ade: &As usually denotes the water as
seen from, and therefore close to, the shore (DELG s.v. &)s), in contrast to
8&Aaooa or moévTos; see §12—19n.

309—11 v ... ¥Kpev ... &5 ... | Pfioe ... &v& ... | eloev ... B L EP ..t
four examples of tmesis (Introd., $8—9), with the preverbs standing on

their own as adverbs. Pfioe: transitive first aorist of Paiveo. &V ...
gioev: causative first aorist of dvélopau. &pxoés: predicative nominative;
cf. 142—4 with n., 144n. TroAUunTIS ‘O8ucosys is the most common for-

mula for Odysseus in the nominative case at the end of the line (15x 11,
66x Od.). It almost always occurs in a speech introduction, suggesting that
his ufiTis ‘cunning intelligence’ is manifest in what he says and how he says
it (Bakker 2018: 162-3). pfitis is Odysseus’ most distinctive heroic quality
in the Od., but it is downplayed in the /I, except in the night-spying epi-
sode in Book 10.

312-13 oi piv ... &vwyev: after the crew “had gone on board” (aorist
participle), “they sailed” (imperfect), and at the same time Agamemnon
“ordered” (imperfect) the army to purify themselves. Uypa kélsuba:
this vivid formula, found only here in the 71, 4x in the Od., and at HHAp
458, is metrically identical to two other formulas for “sea” found at the
same position in the line: evpéa wévTov (6.291, Hes. WD 650) and &Apupov
UG8wp (0Od. 9.227, 470). Each formula expresses a distinctive idea: Uyp&
kéeuBa suggests ‘roads’ or ‘paths’ through the open water; ebpéa wévTov
signifies, at least etymologically, a ‘crossing’ or ‘bridge’ from one land
to another consisting of a broad body of open water (Benveniste 1966:
207-9; DELG s.v. wévtos); GAuupov U8wp means ‘salt water’ (or perhaps
the ‘salt water closest to the shore’; see g08n.). &vwysev: unaug-
mented third person singular imperfect of &voyw, indistinguishable in
form from the third person singular perfect (with present meaning) of
the same verb.

313-14 AcxoUs ... #pardov: purification (&moAupaiveoBor) involves wash-
ing off the Auaa, the literal dirt and figurative defilement resulting from
the plague, probably with saltwater (see Leaf 1goo-2: 1.27, Mirto 1997:
818), and throwing the dirty water into the sea, where it can no longer
contaminate. Cf. Eur. IT 1199 8&Aacoa kAUel Tévta T&vBpdTwY Kakd,
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cited by = 314 a A; Soph. Aj. 655-6 s &v A’ &yvicos éud | piiviv Boapeicw
ggaAUEwpan Beds. For the rationale of this form of purification, see Hipp. On
the Sacred Disease 4: “Some of the offscourings (kaBoapuddv = Aupdrwv) they
hide in the earth, some they throw into the sea, and some they carry off to
the mountains, where no one will touch or walk on them.”

315-17 #pdov ... kamvéd: the sacrifice, meant to free the army from
Apollo’s deadly wrath (cf. 1.75), is marked as a failure, because there is
no indication of any reaction on the part of the god. Contrast the success
of Chryses’ prayer at §7—42, which Apollo “hears” and then grants by his
intervention, and of the sacrifice described in lines 447-74, where Apollo
first “hears” Chryses’ prayer (457), then “takes pleasure in his mind lis-
tening” to the paian sung and danced by the Greek youth (472-4). See
Naiden 2014: 111-12.

315 TeAniooas ‘completed’, ‘brought to fulfillment’, referring to the
sacrificial ritual; at 66, 24.94 Teheiwv ‘perfect’, ‘unblemished’ describes
the animals sacrificed.

316 &rpuyétoio: a word of uncertain etymology and meaning, used
mainly of the sea (&As, 8aAdoon, wovtos) and at 17.425, Hes. frr. 150.35
M-W, 162.1 Most, and HHDem 67, 457 of the sky (aifnp). The most likely
sense is ‘that cannotbe dried up’, from a-privative + the verbal stem *#r(e)ug-
(‘dry’) (Vine 1998: 62—4, Beekes s.v.); ‘pure’, from o-privative + tpug
(‘lees’ or ‘dregs’ of wine), would also be possible. Alternatively, &rpUyeTtos
may derive from o-intensive + TpUlw (‘murmur’, ‘make a low sound’) and
refer to the sound of the sea breaking or, at 17.425, to the noise of battle
reaching heaven through the sky (Leukart 1986); cf. HHDem 67 (Vine
1998: 63). The traditional derivation from a-privative + Tpuydw (‘gather
or harvest grapes’), with ‘unable to be harvested’ coming to mean ‘bar-
ren’, ‘unfruitful’, is morphologically problematic, since it would be
likely to result in a form in -ntos rather than -etos (Frisk, DELG, both s.v.
&tpuyetos). Nevertheless, some of Homer’s listeners or readers may have
understood the word in this way, while others will have had no clear sense
of its meaning, only of its traditional association with the sea and the sky.

317 éhiooopévn Trepi karrvédr ‘swirling around in the smoke’. Tepi here
apparently refers to something circling around inside something else. At
22.95 ENloodpevos Tepi xefit describes a snake “coiling itself” in its hole.

318-48 Agamemnon sends his heralds to Achilles’ shelter to bring
Briseis. In an alternative version of the story, Agamemnon himself may
have taken Briseis from Achilles, as he threatens to do (137-9, 184—5; cf.
350, 507, 2.240, 9.107) and as he does on an Attic red-figured skyphos (c.
480—4/70) attributed to Makron (Louvre G146, LIMC 1 s.v. Achilleus, no.
447, and s.v. Agamemnon, no. 52; also LIMC g s.v. Briseis 1, no. 2, BAPD
204682) and perhaps on other vases. See Friis Johansen 1967: 153-60;
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Kossatz-Deissmann 1986: 157-61, Shapiro 1994: 16, Lowenstam 1997:
30—44, Dué 2002: 28-30, Hutcheson 2018: 217. The I, though it may
allude to this tradition in the language of Agamemnon’s threats, ignores
it in its own narrative. For an early fifth-century vase painting in accord-
ance with this narrative, see 337-8n.

318-19 &g ... AxiAfjiz &s oi (6 ) pév frequently introduces a clause, often
with a verb in the imperfect, that sums up one action, before a second
clause, beginning with corresponding 8¢, ou8¢, or altdp, announces a
change of scene or perspective and describes a second action. When the
verb in the second clause is also an imperfect, the two actions, though
narrated in succession, are understood to take place simultaneously or
nearly simultaneously. ¢mrnreidne’: cf. 181 &madfow.

320-44 The sending of heralds is a “typical scene,” which includes (1)
the sender’s formal address to the heralds, beginning with a vocative and
telling them where to go and what to say and do; (2) their departure, jour-
ney, arrival, and meeting with the person to whom they had been sent; (3)
their delivery of the message and their return. See Arend 1933: 54-61,
Edwards 1975: 62—7. The present passage differs from this typical scene in
several key respects: (1) Agamemnon speaks to the heralds peremptorily
and brusquely, omitting the vocative and beginning with asyndeton and
an imperative (g22; cf. 2.8, 8.399); (2) he threatens to come in person
with many men if Achilles does not surrender Briseis (324-5), but does
not tell the heralds to convey this to Achilles, and they do not do so; (3)
the heralds do not enter Achilles’ dwelling and approach him to deliver
their message; instead, they stand silent out of fear and respect, until he
courteously welcomes them as guests, invites them to “come nearer,” and
assures them that he does not blame them (334-6); (4) Achilles at once
tells Patroklos to bring out Briseis and give her to the heralds to lead
away (997-8), but then, in a speech recalling his oath in lines 294—44, he
invokes the heralds as witnesses, if ever he is needed to “ward off destruc-
tion,” that Agamemnon in his madness does not understand how the
Greeks may fight safely by the ships (338-44).

320 TaA8UBiov ... EUpupérnv: Talthybios is Agamemnon’s herald (e.g.
3.118, 4.192-3, 25.897); Eurybates is Odysseus’ (2.184; cf. 9.170), and
their close personal relationship antedates the war (Od. 19.244-8). Here,
Agamemnon treats Eurybates as his own, or he has a different herald with
the same name; perhaps there were generic or typical names for heralds
in the oral poetic tradition. Talthybios and Eurybates act jointly, and the
scene includes many dual forms.

321 éTpnpw Bep&rrovTe ‘two prompt attendants’ in a variety of tasks; e.g.
at 19.196 Agamemnon tells Talthybios to prepare a goat for sacrifice to
Zeus, and at 250 Talthybios holds the victim in position for Agamemnon
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to cut its throat, then throws it into the sea (267); at 2.183—4 Eurybates,
accompanying Odysseus, takes care of his cloak, when Odysseus throws
it off in order to run more freely. In many passages 8sp&mwv denotes one
warrior in attendance on, or serving as charioteer for, another. For the
possibility that 8epdmrewv originally denoted a “ritual substitute” for a king,
a scapegoat who died in his place, and its bearing on the relationship
between Patroklos and Achilles, see Van Brock 1959, Sinos 1980: 29—38,
Lowenstam 1981.

322 é#pxeofov: second person aorist dual imperative of Epyouan.
kAoinv: accusative of the end of motion; cf. 149 8v xev fkwpat.

323 éAovT(e): aorist dual masculine participle of aipéw, agreeing with ogéo
understood and governing the partitive genitive xeipds, the usual construc-
tion with verbs of touching; cf. 197 §awbis 8¢ kbuns &Ae TTnAgiwva. &yépev:
infinitive for imperative; cf. 20 &¢xeofai, 582 kab&mwreofor. Here, as often,
an imperative or optative precedes the infinitive, which in effect continues
or completes the command; cf. 20 Aoaite ... 8é¢xeobai, §.459 #kBoTe ...
ATOTIVEUEY.

324 ~ 137; see 137—9n.

325 é\8wv ... TAsdvecor: a change from Agamemnon’s earlier threat
(137—9, 184-6) to take Briseis himself. Cf. Nestor’s assertion (281) that
Agamemnon is powerful émei mAedvecow dvdooer. piylov: a comparative
formed directly from the root of the noun piyos ‘cold’, ‘frost’; for the
superlative, see 5.879 ptyiota and, for a similar formation, 176 &x8ioTos
from the root of x8os. From the literal meaning ‘colder’, piylov comes
to mean ‘making one shiver more’, ‘more to be feared’, ‘worse’; cf. 563,
11.405, DELG s.v. ptyos.

326 xpaTepov ... FTedde: see 25N,

327 T® ... &ékovTe ‘those two went unwilling’, suggesting that despite
their obedience to Agamemnon, they consider Achilles to be in the right.
They also may fear him, given his threat in 3o1-g, and this fear would
deepen the effect of his welcome in g34-6. B&rnv: unaugmented
third person dual intransitive second aorist of Baivw. Cf. 6 SwxothTny
with n. map& 6iv’ ‘along the shore’, where the Greek ships are set
out in rows, with Odysseus’ ship in the center and those of Achilles and
Telamonian Aias at either end (11.6—9).

328 ixkéoBnv: for &l + accusative rather than simple accusative, cf. 9.185,
652.

330 fjuevov in progressive enjambement is emphatic. When Achilles
sits, the energy and action implied by his typical epithets mé8as s,
Todwks, etc., are dormant. oud’ ... Ax1AAeus ‘nor, when he caught
sight of those two, did Achilles burst out in joy’, a statement focalized by
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the heralds themselves; cf. 9.186-8 with de Jong 2004: 107-10. Both i8cv
and oud’ ... ynfnoev are ingressive aorist; cf. 85 fapofoas with n.

331 TapPRoavTe ... PaciAfjx ‘struck with fear and showing respect for the
king’, an effective contrast in verbal aspect.

332 piv = aUToy, i.e. Achilles. Trpocepwveov: for the shift from dual to
plural, cf. 305 dvothTny, AJoav.

333 aUTdp 6 ¥yvw: these words are metrically marked and therefore
emphatic. Only 4 percent of the lines in the /. have a first colon consist-
ing of two words with the metrical shapes — v and v, ending at position
2, the A* caesura; word-end at position 4 occurs in only 2 percent of all
Homeric hexameters, and disyllabic word-end at that position in only 1
percent (Porter 1951: 52, Table 11b; 58, Table x111). Cf. 488 altap 6 pryvie,
also referring emphatically to Achilles. The tension between word-end at
the A* caesura, fulfilling metrical expectations, and the syntax in which
the demonstrative pronoun at position 2 is subject of the verb ending at
position 4, is heightened by the awkward hiatus between 6 and ¢yvw. For
similar moments of recognition marked by emphatic ¢yvw at position 4,
followed by fiow &vi ppeoiv, see 8.446, 16.5530, 22.296.

334 Aioés ... &vdpadv: an expression of respect; cf. 3§39 mpds Te ...
dvBpdTwv.

335 &ooov: comparative of &yyi; the superlative is &yyioTa. ou ...
émraiTion: émaitior is Homeric hapax legomenon, with ¢oté understood. pot
‘in my eyes’, ‘as far as I am concerned’ (ethical dative).

336 6 cp®i Trpoisr ‘who sent forth the two of you’. opdi is accusative dual
of the second person pronoun, whereas 438 ogwiv is enclitic third person
dative dual.

337 TatpoékAess: vocative of TlatpokAéns, a third-declension variant of
second-declension TT&TpokAos.

337-8 #aye ... | ... &yaw: Achilles’ command evokes the idea of
“marriage.” In Greek weddings &yw can refer to “leading” a bride from
the house of her father (or other kUpios) to that of her groom; cf. 18.491-3
with 499 &yiveov (from &ywéw, a variant of &yw), 29.512 8dke & &yew ...
yuvaika. 8idwp is the standard word for a father or other xUpios giving away
a bride to be led in marriage, e.g. 6.192 = 11.226 &i8ou &’ 8 ye BuyaTépa fiv,
19.291 &vdpa ... d1 8oy pe ToThp kad woTVIa pfTe. See Benveniste 1969:
1.240-1 = 197%: 194—5, Wickert-Micknat 1982: g4—6, Ferrari 2002: 183-6.
Vases from the archaic and classical periods frequently show the wedding
procession (Oakley and Sinos 1993: 26—34). On an early fifth-century,
red-figure cup (British Museum E 76, LIMC g s.v. Briseis 1, no. 1, BAPD
204400), the Briseis painter draws on iconography associated with mar-
riage to represent Briseis being taken from Achilles’ xAioin: her mantle



158 COMMENTARY: 338-43

is up over her head like a veil, and she is being held by her wrist, xeip émi
kapTéd, as she is led away (Shapiro 1994: 13-14). A wall painting from the
House of the Tragic Poet in Pompeii (vI, 8, 3) shows Achilles watching
Patroklos hand over Briseis to Agamemnon’s heralds (LIMC g s.v. Briseis
1, no. g). She expresses her reluctance to go with the heralds by raising
her veil to dry a tear. For the place of this painting in the pictorial pro-
gram of the house, especially the atrium, see Bergmann 1994: 232, 240-6.
There are four extant Roman mosaics showing the same episode (LIMC g
s.v. Briseis 1, no. 4, 5, 6, 7).

338 T® ... #oTwv ‘let those two themselves be witnesses’. As 39 sug-
gests, Achilles associates the heralds “with the gods and communal norms”
(Hutcheson 2018: 42). {oTwv is third person dual (and plural) imper-
ative of ipi.

339—40 Tpds ... &mnuéos: for mpos with the genitive = ‘before’, ‘in the
sight of’, see 19.188 008’ ¢miopkfiow Tpds Saipovos. After the balanced mpds
phrases in line g9, kai in 40 marks the third wpos phrase as rhetorically
climactic; ToU gives special emphasis to BaoiAfjos &mnréos: “and also before
that one, the ruthless king” (GH 2.161). For the word order, with paciAfios
&mnpéos in apposition to demonstrative o0, cf. 11 tév Xptony ... dpnriipa
with n.

340-1 & TroTe ... yévnTau: for the omission of &v/ke from the protasis of
a present general or future more vivid condition, cf. 8o &te xdoeTon with
8on., 81-2 & ... katomwéymy, 163—4 6mWST ... | ETépowo’. 81 aUTe: 81)
av- is scanned as one syllable by synizesis; cf. 151 &% oUtws, 277 TTnAeidn,
¢eN’, Introd., g4. xXpelo éugio: gueio is objective genitive after xpeiw. The
rhythm and similar vowel sounds strengthen Achilles’ reference to him-
self. &eikéa ... &uUvar: the variant &uovew is unlikely to be right: the
aorist is found in all other occurrences of this formulaic phrase.

342 Tois &Ahois is felt both as dative of possession with §41 xpeico épeio
and dative of advantage with Aoryov &udvan. It is unclear whether Achilles
includes Agamemnon among “those others” or means the whole army
as opposed to Agamemnon, whom he goes on to single out (342 & y’) as
“rag[ing] (lit. ‘rush[ing]’) in (his) destructive mind,” i.e. as mad.

343 oU8¢ T1 018t vofican: for oida (‘know how’, ‘have skill in’) + infinitive,
cf. 7.298 oid’ ... vapficon P&V, 12.292 oloba kai &AAov uibov &ueivova ToUde
vofioan. For voéw (‘see in the mind’, ‘understand’) followed by a depend-
ent clause, cf. 10.224—5 kai Te Tpd & ToU dvonoev | dmrmaws képdos # (‘and this
one sees before that one, | how there might be a profit’), 22.445-6 008’
gvonoey & pw ... |... Sépooe yAaukedis Abfvn. &ua TTPOTowW Kai dTricow
‘(to look) at the same time before and behind’, i.e. “to connect the past
with the future” (Battezzato 2019: 181), a quasi-proverbial expression
probably meaning to judge by the past and plan for the future or, more
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generally, to consider all the circumstances and probable results of an
action, as Priam (g.109-10), Poulydamas (18.250), and Halitherses (Od.
24.452) are said to do. Possibly, however, the sense is “(to look) at the
same time to the immediate future and the more distant consequences”
(Willcock 1978-84: 1.193, citing 2 343—4 A xai viv kai Uotepov). The
phrase can also be interpreted spatially: to look in front and behind, for-
wards and backwards, i.e. everywhere.

344 émrrws ... Axaioi: ‘how the army will fight safely for him (oi) by the
ships’, an indirect question dependent on vofican. The text, however, is
uncertain: the future indicative is very rare in purpose clauses (Willmott
2007: 74-5), and payéovtan is found here in only one MS of D scholia
and five (of six) papyri that include this passage. Almost all MSS have
paygowTo, but the ending in -owTo is not Homeric (Leaf 1goo-2: 1.29, GH
1.476—7, West 2001: 174), and the optative following oi8e (perf. with pres.
meaning), where the subjunctive would be expected, is unparalleled and
hard to explain, unless it “simply make[s] the clause more hypothetical
and remote” (Willcock 1978-84: 1.193). Bentley’s payeoiat’ would restore
a Homeric form (cf. 238-gn.) but not eliminate the anomalous mood.
For émmws + optative in purpose clauses generally, see Willmott 2007:
160-1. oéot: for the adjective rather than an adverb, see g2 with n.

345 @iAwi ... étaipwi: the first hint in the poem of Achilles’ and
Patroklos’ special closeness.

346-7 ik & &yays ... Sdke & &yawv: cf. 337-8n., 2g.512.

347 «UTis ‘back’, not ‘again’. TTap& vijas: see g27n.

348 7 ... xiev: Briseis’ unwillingness, made more emphatic by the
abrupt sentence-end at position 8 of the line, recalls that of the heralds at
g2%7. This unexpected window into her feelings could imply attachment
to Achilles and/or aversion from Agamemnon. f ... yuvn lit. ‘that
female ..., the woman’, but, given the marital associations of the language
in §97-8 and 3467, perhaps also suggesting “the wife.” For a substantival
article at or near the beginning of the line followed by a noun in appo-
sition at or near the end or in the following line, cf. 409 ToUs ... Axoous,
488-9 6 ... ulds. &pa Toiot ‘together with them’, i.e. with the heralds.
For &pa as preposition with the dative, cf. 226, 592; for adverbial &ua, see

343,495, 533-

348-430: ACHILLES AND THETIS

348-56 With Briseis gone, Achilles, alone on the shore, calls on his
mother as Chryses had called on Apollo (§4—42). It is unclear whether
he is merely seeking sympathy or already intends to ask her to help him
punish Agamemnon.
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348-9 avTtap AxiAAeus: for altdép in the final colon of the line, marking
a new stage in the narrative and followed by integral enjambement, see
118n.

349 SaxpUoas ‘having burst into tears’, ingressive aorist; cf. 85 8apotioas
with n., 57 8&xpu xewv, 360 8dkpu xéovtos. The tears of Achilles and other
Iliadic heroes regularly express their intense emotion, e.g. Patroklos
(11.815, 15.398), Ajax (17.648), Diomedes (23.385). Cf. £ 349 bT,
“The heroic is inclined to tears ..., and the proverb (says), ‘Brave men
are conspicuously tearful’”; see Monsacré 1984: 137—42. Here, Achilles’
tears seem to reflect his emotional longing for his mother who dwells in,
and emerges as mist from, the sea (357-9). £ETAPWY ... vOoPL Maobsis
‘having withdrawn apart from his companions’. Cf. Zeus at 11.80—1 véogpt
NooBels | TV &Mwv, Chryses at §4—5.

350 61’ ... woévTov: cf. Chryses at g4 with g4n. 6iv’ is the obj. of ¢,
and this phrase depends on 349 &leto. For the accent on &¢’, cf. 162
®1 &m with 162n. There is an effective contrast between the &As break-
ing into white foam on or near the shore, where Achilles sits, and the
calm expanse of the darker, “sparkling sea” over which he gazes (see
312-13n., £ §50 abT). Aristarchos’ &meipova (2 §50 a, b AbT) instead of
oivora would lose the contrast but perhaps heighten the emotional force
of wévtov and intensify Achilles’ sense of isolation. This reading, how-
ever, is unlikely to be correct: elsewhere in the /l. and Od., olvoa wévTov
occurs 10x at verse-end, but &meipova wévTov never occurs at this position
(though &meipova yodav is found 7x). 6powv: this form results from
the inner expansion (diektasis) of dp&v, a contraction of 6p&wv. Cf. g1
dvtidwoav, Introd., §5.

351 ToAA& ... ApfoaTo: cf. 35 TOMK ... Np&d’. xeipas 6peyvus: Achilles
stretches his arms toward the sea, toward his mother who lives there (358
= 18.36), as Priam extends his toward Hektor at 22.37. Contrast 450
xeipas &vaoycwv, when Chryses raises his arms toward heaven as he prays
to Apollo. The two formulas, occurring at line-end, are metrically identi-
cal but semantically distinct, even though = g51 bT reports dvaoywv as an
alternative reading here. Zenodotos’ &vamtds (X §51 a A), aorist partici-
ple of &vamrétopen (‘fly up’, ‘fly away’), seems to be mistakenly intended as
a form of dvametdvvup ‘spread out’, ‘unfold’, a verb found in Homer only
at 12.122 in reference to “unfolded (i.e. ‘opened’) ... doors.”

352-6 Achilles’ “prayer” might seem more a complaint than an actual
prayer, because, unlike Chryses when he calls on Apollo (37-42), Achilles
does notimmediately ask Thetis to do anything for him in return for some-
thing he has done for her (Muellner 1976: 23). These lines, however, are
actually the first part of an extended prayer, continued in Achilles’ speech
at 393—412, in which he asks his mother to supplicate Zeus on his behalf,
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reminding him of what she has done for him by saving him from a rebel-
lion by Hera, Poseidon, and Athene (596—406).

352—4 uiiTep ... #Tioev: Achilles tells Thetis that Zeus has failed to honor
him sufficiently to compensate for his brief existence; see Kim 2000:
162—3 on the correlation between Achilles’ pfjvis and the insult to his Tipn.
Achilles’ reference to his short-lived mortality also alludes to another
reason, familiar from traditional poetry and mythology, why Zeus owes a
favor to Achilles and Thetis: she was forced to marry a mortal, Peleus (cf.
18.85, 433—4), rather than Zeus, because of a prophecy that she would
give birth to a son mightier than his father; Achilles is the mortal child of
that union. See Pind. Isthm. 8.26a-37, Aesch. PV 755—70. See 1n., 393—
412n., 396—406n., Slatkin 1986: 22, 1991: 50-85.

352 piiTep: for Achilles, Thetis is ufitep or pfitep un (18.79, 19.21);
he never names her. Similarly, for her he is always and only tékvov (562
=18.79, 18.128, 19.29) or Tékvov éudv (414, 19.8, 24.128). This mode
of address among family members is typical: no son in Homeric epic
calls his mother by name, and mothers name their sons only in the most
extreme, emotional circumstances, e.g. Hekabe at Il 22.82 and 24.748,
Antikleia at Od. 11.202. ye gives emphasis to both the preceding
word é¢tekes and, as often when it follows a conjunction, to the whole
clause (GP 145). Achilles says that Zeus should have honored him, pre-
cisely because Thetis is his mother. See 3r2—4 with n., Hutcheson 2018:
181. pivuvB&diov, intensified by mep, is used here, as elsewhere in
the poem, of a warrior whose imminent death will be pitiful to his par-
ents. See 4.478 and 17.302, where the narrator describes the “lifetime”
(adicov) of the Trojan, Simoeisios, and of the Trojan ally, Hippothoos, as
pwuvBadios. Both are killed by Telamonian Aias, and the narrator com-
ments in each case that the son “did not repay his parents for rearing
him.” At 21.84, the Trojan prince Lykaon, like Achilles in the present
passage, says that his mother bore him to be uwuv8&dios (21.84~1.352),
a similarity between the two figures that Achilles seems to acknowledge,
when he addresses Lykaon as ¢iAe and consoles him for the necessity of
accepting his imminent death, as Achilles has accepted his own (21.106-
13). See Slatkin 1991: 34-5.

353—4 TN Trep ... éTioev ‘He ought to have paid me honor, Olympian
| Zeus who thunders on high; but as it is (vv 8¢) he has not honored me
even a little.” Cf. 15.610-14, where Zeus “honored and glorified Hektor
| alone among many men; for he was to be shortlived (pwvuvéddios).” For
aorist ¢nioev with the force of the perfect, cf. g6 5cokev. 8peAhev: the
imperfect or aorist of 6¢¢AAw + infinitive is the normal idiom in Homeric
Greek for “ought to do” or “ought to have done,” for saying that some-
thing should have been the case.
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355—6 N y&p ... &roupas: 1) y&p (355) emphatically introduces Achilles’
explanation of how Zeus failed him by permitting Agamemnon to
dishonor him. Then yd&p (356) introduces a clause explaining how
Agamemnon did the dishonoring. ATipnoev, from d&tipdw (cf. 11
ATipaoey from &mpdlw), is emphatic as the runover word in integral
enjambement followed by a strong sense-break at position g.5, where
word-end is relatively rare and therefore unexpected and emphatic. See
1n., Introd., g2. aUToés &roupas (= K07, 2.240) ‘having taken it away
himself’ (i.e. through his heralds) reinforces £é\cv ... yépas; cf. (without
EAov) 19.89 yépas altos &rnupwv. For the possibility that in an alternative
version of the story, Agamemnon took Briseis from Achilles in person,
see 318—48n. &troupas: aorist masculine nominative participle (origi-
nally *&moppds, with the digamma vocalized as v). Cf. 5.289, 7.239, 20.78,
22.267 Tohatpwov for *raha-ppvos (pwéds ‘ox-hide’ < ppwds); see Lejeune
1972: 181 (§188.2). &moupas is from the same verb as 6.17 &mnipa, an
aorist form with the so-called “long augment” (GH 1.479) that was inter-
preted as the contracted imperfect of the verb *&mwoupdw and gave rise
to artificial imperfect forms such as 430 &mwnupwv (third person plural),
19.89 &mnupwv (first person singular).

357-60 Thetis “hears” Achilles as Apollo “hears” Chryses (43). She rises
from the sea “like mist” to be present, as Apollo descends from Olympos
“like night” (493—7 ~ 357-60); see 43—52n.

357 ©5 ... Xfwv: &5 Epar’ euyopevos is the usual formula following a
prayer (e.g. 43, 457), but here its metrical equivalent forcefully expresses
Achilles’ emotion. ToTVIa AT MoV, the feminine equivalent of
masculine méois, denoting the husband as master of the house (DELG
s.vv. wéots, TéTVIX), is used mainly of goddesses (e.g. 551, 568 TwéTVIX “Hpn,
4.2 wé™via “HPn), and wétvia pnne mainly of human mothers, e.g. 6.264,
9.561, 13.430. Thetis is the only goddess who is called mwéTvia pfynp, a
sign, perhaps, of how she has been ‘humanized’ by her suffering as the
mother of a mortal son; see Bespaloff 2005: 51.

358 matpi yépovti: Nereus, who is not named in the /I or Od., though
Thetis and her sisters are referred to as Nnpnides (18.38, 49, 52). Cf. Hes.
Theog. 253, 240, 263, 1003, HHAp 3109.

359 &védu ‘rose up out of’, ‘emerged’, here with the genitive and at 496
with the accusative; used absolutely at Od. 5.922 = ‘rise to the surface’.
The variant &vépn is unidiomatic, signifying ‘went up (to)’, ‘ascended’,

not ‘rose up out of’; cf. 497, 611. Trolifis &Ads: genitive of origin or of
separation, the so-called ablatival genitive (GH 2.63-6); cf. 401 8eoudv,
489 VoS ... TOVTOTOPOIO. AUT SpixAn: Thetis appears as “mist” or

“cloud,” which then takes shape as Achilles’ mother, one of many sim-
iles in the poem involving atmospheric or meteorological phenomena
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(e.g. clouds, meteors, rainbows) that mark divine epiphanies (Mirto
1997: 821). At HHHerm 146—7, Hermes slips through his keyhole “like a
summer breeze, like mist,” but unlike Hermes returning home, a female
divinity emerging from the sea and encountering a hero is a widespread
folk-tale motif (Frazer 1921: 2.3483-8, Kakridis 1971: 104-7). AiT’:
AUTe, found only in Homer and later epic poets, introduces similes and
other comparisons.

360 T&po1®’ ... kabileTo suggests a special intimacy (cf. oo, Thetis—
Zeus) and is reinforced by §61 yeipi T¢ pw karépegev (cf. 24.126—7, Thetis—
Achilles; 5.971—2, Dione-Aphrodite; 6.484-5, Hektor—Andromache; Od.
4.610, Menelaos—Telemachos; 5.181, Kalypso—Odysseus; 15.288, Athene—
Odysseus). pa helps to create a sense of presence and engagement for
listeners and readers at a moment of significant action (see 8n.). Cf. 430
THY pa Bim &éxkovTtos &mnupwy, 509 kal p’ dkéouoa kabfioTo.

362-3 Tékvov ... pn kelBe = 18.79—4, also spoken by Thetis to Achilles;
see g52mn. ot ppévas: double accusative of the whole and the part, both
objects of iketo. mévBog is a settled, lasting emotion; &yos is usually an
immediate response to a physical or emotional wound.

363 2avda ... véwr = 16.19; cf. 131—2 un ... | KAéwTe véwL The asyndeton
gives added force to the imperatives; cf. g22-3 #pxeofov ... | ... &yépev
(inf. as imper.), 394 é\8olc’ ... Aoau. véw: both ‘with (your) mind’
and ‘in (your) mind’. giSopev: first-person plural short-vowel subjunc-
tive of oida (= Attic eid®duev), agreeing with dual &pew (GH 2.26, Smyth
§999). The short, non-syllabic 1 in the diphthong w1 at the end of véw1 in
effect ‘bridges’ the hiatus before iva, preventing correption; cf. m in 24
Atpeidnt Ayopépvovt. The hiatus between fva and eiSopev results from loss of
digamma at the beginning of feidouev (Introd., 94).

364 THv ... oTevéxwv = 18.78, also introducing a speech by Achilles
to Thetis; cf. 16.20 (Patroklos to Achilles). Bapy, a neuter adjective
used adverbially (cf. 6n.), suggests a deep, distressed male voice. When
the sounds of male and female lamentation are contrasted at 18.70-1,
Achilles “groans heavily” (Bapy otevayovtt) and Thetis “cries out a shrill
lament” (3¢U ... kwkUoooa); cf. Od. 8.527-84 yuv ... Aya kokUet ... | ...
Bopu 8¢ oTevayovTos [sc. ‘Oduafios]. See McClure 1999: 42-3.

365—412 In 365-92, Achilles summarizes and reframes, from his own
viewpoint and in a distinctive style (cf. §70-gn.), the events narrated in
6-349, emphasizing their human dimension — “Agamemnon’s diver-
gence” from “the proper functioning of the [Greek] community,” and
Achilles’ own anger and sorrow at being unjustly excluded from that com-
munity (Hutcheson 2018: 184). He does not mention such divine factors
as Thetis” personal grief in relation to Zeus or Athene’s visit and promise
of future rewards, if he refrains from killing Agamemnon — factors which
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would distract from his more general concern for “the human system of
justice, in which the whole community participates” (Hutcheson 2018:
185). In 393—412, however, after explaining why his trust in the institu-
tions of the community has broken down, Achilles urges Thetis to “pro-
tect your son” by asking Zeus to help the Trojans and harm the Greeks.

365 oioba Ti ... &yopsUw ‘you know! why should I tell this to you who
know all?’ or, with Ta¥ta ... wévt’ understood as object of both verbs,
‘why should I tell all this to you who know all this?’ Achilles’ emotion is
marked stylistically and metrically: oicfa is exclamatory and made more
emphatic by asyndeton, word-end at position 1.5, and a sense-pause
strong enough to be marked by heavy punctuation. i A Toi is similarly
emphatic because a word ending at position 1.5 is normally followed by
a word or phrase extending to the B caesura (Porter 1951: 12, 16, 55
with Table via). &yopeuw: deliberative subjunctive. The verb, which
usually denotes formal speech in an assembly, might seem appropriate
here, because Achilles repeats or summarizes what was said in the assem-
bly (54—305). &yopeiw, however, can also refer to words spoken in private
conversation, €.g. 2.10, 5.218. iduim: dative singular feminine parti-
ciple of oida (= Attic €iduicn). Achilles assumes that Thetis, as a god and
his mother, would have complete knowledge of his circumstances, but
gods in the /l. are not always omniscient, even regarding their own chil-
dren or special concerns: cf. Thetis at 18.62—3, Ares at 15.110-12, Hera
at 15.540-3.

366-9 Achilles begins with events that took place prior to those with
which the Il. begins but help to explain the origin of his quarrel with
Agamemnon (Taplin 1986). These events were narrated toward the end
of the Kypria (Argumentum 65-6 in Bernabé 1996: 43 = Enarratio 845 in
Davies 1988: g9).

366 icpnv woMwv: cities in Homer are “sacred” because they contain tem-
ples of the Olympian gods and are considered to be under divine protec-
tion (Scully 1990: 19—23, 137-40).

368 €U 8&ooavTo ... opiow ‘apportioned well (i.e. ‘fairly’) among them-
selves’. Achilles characterizes Agamemnon’s action as a violation of a
consensus within the Greek army, implying that the whole army disap-
proves of the taking of Briseis. 8&ooavro: unaugmented third person
plural aorist indicative of doatéopcn. When Achilles shifts from the first to
the third person, he moves from actions in which he participated to an
action for which he bears no responsibility. ogiow, like other accented
forms of ogeis, is usually reflexive, e.g.10.208, 11.413; ogiow, like other
enclitic forms of this pronoun, is “anaphoric,” referring back to persons
already mentioned, e.g. 2.93, 9.99.

369 éx ... #lov: tmesis.
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g70-9 Typically, in Homeric epic, when characters recapitulate events
already described by the narrator or report the speeches of other char-
acters, they do so in identical or similar language. Here, Achilles’ lan-
guage in g70—1 resembles the narrator’s in 12, and in §72—9 it is identical
to the narrator’s in 13-16 and 22-5; Achilles, however, omits Chryses’
words at 17-21 and Agamemnon’s at 26—32, emphasizing his own con-
flict with Agamemnon rather than that of Chryses. To the extent that
Achilles’ words are identical to those of the narrator, they appear accurate
and authoritative because they seem to confirm what the audience have
already been told. This accuracy and authoritativeness, in turn, promote
the audience’s sympathy with Achilles, when he departs from the narra-
tor’s account (de Jong 2001: 495).

370-1 igpsUs ... xaAkoxiTwvwv: the parallel placement of possessive
genitives following their nouns in these two lines, the enjambement,
the unique occurrence of fods ... vijos at the B' caesura (g71), and the
weakening of this caesura by the grammatical relationship between vfjos
and Ayxodv xaAkoxitwvwy, combine to make these lines stylistically dis-
tinctive. iepeus: the narrator describes Chryses as &pntfipa in line 11,
anticipating his calling on Apollo to punish Agamemnon and the Greeks
(see 11n.); here Achilles calls him iepetUs, with reference to his role in the
sacrifice of the hecatomb that Agamemnon said he would send to Chryses
along with his daughter (142-3). Aristotle’s assertion that Homer uses the
poetic word &pntfipa for iepéa (Poetics 21.1457bg5) ignores the different
contexts in which the words are employed. xaAkox1Twvwy ‘bronze-
shirted’ refers to a protective shirt (xitcov) made of, or reinforced with,
bronze and worn under the 8cpné (‘breast-plate’). Cf. 13.439—40 pficev &¢
ol el Y1Tédva | xdAkeov, 8s of Tpdodey &Td Xpods fipkel BAebpov.

372-5, 376—9: see 13-16, 22—-5nn.

380 xwoépevos: Achilles projects his own emotion onto Chryses; cf. 429
xwouevov. The narrator had said only that the old man obeyed Agamemnon
out of fear (g9 ¢deioev ... kai émeifeTo pUbor).

380-1 Toio ... Aev: cf. 16.94 pdha ToUs ye piAel ékdepyos ATTONAwY. Tol0
= 1oU. Achilles cannot actually know that Apollo “heard” Chryses “when
he prayed,” because he “cared for him very dearly,” but he infers it from
the god’s having sent the plague and, by a narrative technique found else-
where in the poem, is made “to know what the audience already knows”
(Taplin 1992: 150).

382 kakov Bédos: both ‘the evil shaft’ and ‘the shaft bringing evil’; cf. 10
xakny with g—10n. oi ... Aaoi: ‘they, the army’.

383 Bvijiokov émracoUTepor is characteristically Achillean in its vivid use
of the imperfect to refer to men continually dying; cf. 243 8vinoxovtes
miTTwor with 241-3n., 410 ktewopévous. For émacoUtepor used of men
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killed one after another, see 8.2%7%7 = 12.194 = 16.418. T& ... Beolo
‘these things, the god’s xfjAa’; see zon.

384—92 Achilles selectively re-orders events and downplays his co-re-
sponsibility for the conflict with Agamemnon, which he describes in only
seven lines (386-92), omitting everything said and done in 101-g25 (de
Jong 2001: 491—2). Achilles had actually recognized Apollo’s responsibil-
ity for the plague, suggested that the army ask Kalchas how best to appease
him (62—7), and promised to protect the priest against Agamemnon (85—
91), before Kalchas gave the reason for Apollo’s anger and suggested a
course of action (2—100).

384 &up = fuiv.

385 ék&rolo: Exatos, the masculine form of ‘Ex&tn, a goddess of
Anatolian origin identified with Apollo’s sister Artemis as a goddess of the
underworld, is presumably a shortened form of éxarnBoros (370, 5.444);
see DELG s.v. éxatnPolos. ékatos and éxkéepyos (147, 479) are the only two
adjectives in the family of formulaic epithets for Apollo beginning with
éx- to lack an element related to p&AAw/BéAos, but both clearly involve the
notion “working from afar” (or “at will”; see 14n.).

387 Atpsiwva: a metrically useful equivalent of Atpeidny; cf. 188 TTnAeicon
= TInAeidn1.

388 AmreiAnoev uibov: for the quasi-cognate accusative, where the object
is close to the verb in sense but not etymology, cf. 151 686v éA8éuevan with n.
Ameidnoev in essential enjambement, followed by a sense-break after pigov
strong enough to be marked in our texts by punctuation, is stylistically
anomalous and highly emphatic. Its four heavy syllables bridge the A cae-
sura, ending at position 4 where word-end is rare and the word-shape ————
unparalleled. The quantity of the final syllable depends on v-movable, a
phenomenon often suggesting the modification of a formulaic prototype,
in this case the localization of fmeiAnoe(v) (———v) at position 5.5 or 10.5;
see Hoekstra 1965: 116-23. é: masculine demonstrative with rela-
tive force, referring to Agamemnon’s uigos.

389-92 11y pév = Chryseis, 11 5¢ = Briseis. The parallelism is emphatic,
as each pronoun at the beginning of the line is followed by an expanded
description extending into the following line. Achilles sees the two
women, whose experiences are shaped by Agamemnon, in relation to one
another. tMkdTTES: see g8n. &vakTi: Apollo. véov ‘recently’,
just now” modifies Bav.

393—-412 Achilles moves from summary to seeking his mother’s “pro-
tection” (399 mepioxeo). He urges her to remind Zeus of how she saved
him at a critical moment in the past, when Hera, Poseidon, and Athene
rebelled against him (394—40%), and to ask him to help the Trojans and
harm the Greeks. Achilles does not explicitly seek Zeus’s favor in return
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for something that he himself has done for him, as the speaker of a typical
prayer might do (cf. 39—41); implicitly, however, his short-lived mortality
(cf. 352, 416-18, 50p) is a favor to Zeus, because it is the result of Thetis
being forced to marry a mortal and become the mother of a mortal child,
in order that she not bear a son who would threaten Zeus’s cosmic rule.
See g52—4n., §96—406n., Muellner 1976: 27-8, Slatkin 1991: 65—77, 102.

393 &AA& ... ffjos: introductory &AM& can strengthen a command or
exhortation to action; see 127—gn. el SUvaoai ye: €l + indicative often
signifies ‘if (as is the case)’; here, not ‘if you can’ but ‘since you can’. Cf.
61 i 87 ... Sapdn with 61n., 14.195-6 TeAéoon 8¢ pe Bupds dvwyev | el Suvapo
TeMéoon ye, where Aphrodite is confident that she can accomplish whatever
Hera desires. mrepioyeo: uncontracted second person singular aorist
imperative middle of mepiéxw ‘wrap your arms around’, ‘protect’; cf. g7
SpgipePnras with n. mepiéxw is a rare word, found elsewhere in Homer only
at Od. 9.199. éfjos: best understood as genitive of ¢is (‘good’, ‘noble’,
‘brave’); it should have a smooth breathing (*¢¢os), but presumably devel-
oped a metrically lengthened second syllable (*tfios) in bardic perfor-
mance, then a rough breathing, by analogy with £oio, genitive singular of
the third person possessive pronoun éés (GH 1.254). Zenodotos read éofo
(= Teolo) here and wherever £fios is found (15.138, 19.342, 24.422, 550);
see GH 1.274.

394 éMoio’: asyndeton makes the participle emphatic and calls atten-
tion to how unusual it would be for Thetis to go unbidden to Olympos.

3945 ¢ ToTe ... épywi: Achilles uses the language of prayer as he tells

Thetis how to supplicate Zeus; cf. 39—41, 504. dvnoas kpadinv:
dvivnu usually means ‘help’, ‘assist’, ‘benefit’ and only here signifies ‘grat-
ify’, ‘delight’.

396-406 Achilles alludes here to a traditional, poetically resonant myth,
not preserved elsewhere, in which Hera, Poseidon, and Athene attempt
to “bind” Zeus. For a god, binding is the ultimate penalty, analogous to
death for mortals (cf. 5.385-91, 15.19—20, Hes. Theog. 501—2, 521-2), but
Thetis saves Zeus by bringing Briareos/Aigaion to defend him. This story
is compatible with, or part of the same mythical complex as, the story of
the birth of Achilles (cf. 352—4n., 393—412n.; Kullmann 1956: 14, Lang
1983: 147-8, Slatkin 1991: 61—2), though some scholars consider it an ad
hoc invention on the part of the narrator, so that Achilles can claim that
Zeus owes Thetis a favor (Willcock 1964: 143—4, 1977: 43; Braswell 1971:
18-19). For divine exempla in relation to the main narrative, see Slatkin
1991: 70-7, 115—22, Introd., 57.

396 oo = cou, dependent on dxouoa. TaTPOS ... Mey&poloty ‘in (my)
father’s house’, implying that Thetis lives with Peleus (cf. 16.222-3, 574;
18.59-60, 332), even though at $48-51 Achilles calls out to her as living
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in the sea, and she is described as dwelling there with her father and sis-
ters (358; cf. 18.96-8, 24.89—4), while Peleus “lies in his halls, worn out
| by wretched old age” (18.434-5). Later writers rationalized these con-
tradictory references by inventing the story that Thetis had formerly lived
with Peleus but abandoned him some time after the birth of Achilles;
see Ar. Clouds 1067—9, X 16.222—-3 bT, 23 18.57 a, b A, 18.60 A, Gantz
1993: 230-1. peyé&poiotv: both singular and plural forms of ug¢yapov
‘great room’ can mean ‘house’, as plural forms of uéAaBpov ‘roof-beam’
can mean ‘roof” and (in post-Homeric Greek) ‘house’ or ‘palace’. Plural
forms of &dpos, ddua, and oikos can similarly refer to a “house,” perhaps
connoting its area or expanse. In the singular these words are sometimes
used of a specific part of the house, e.g. Od. 1.330, 336 = 21.250, 17.332,
19.598.

397 sUxouévns, agreeing with 396 oco, gains emphasis as the runover
word in enjambement; cf. 381 eu§apévou.

397-8 87" ipnobda ... oin ... &uivau: the subject of the infinitive in indi-
rect discourse is omitted when it is the same as the subject of the leading
verb. oin gains emphasis from its position at the beginning of 498 and calls
attention to Thetis’ power. She is one of only three divinities in the 17,
along with Zeus and Apollo, said “to ward off destruction” (Aorydv duivon)
and the only one reported to have done so in the divine sphere, as Achilles
alone does among humans (e.g. 341); see Nagy 1999: 74-8. tpnobo:
the imperfect, used of repeated action, offers a momentary glimpse of
Achilles’ childhood, when his mother would often (moAAéx1) tell him sto-
ries of herself and Zeus. kehavepéi Kpoviwvt ... &udver: for the dative
with a form of &pivew, see 67, 341—g with 342n. In the 7I. and Od., Kpoviwy
and Kpovidns without a modifier denote Zeus, never Poseidon or Hades.

399—400 The Il refers elsewhere to past conflicts among the gods,
including Zeus’s defeat and imprisonment of Kronos and the Titans
(5-898, 8.478-81): cf. 590—4; 5.983—402; 6.130-40; 15.18, 29—4; 18.395—
9. otrméTe ... &o1 ‘When other Olympians once wanted to bind Zeus
fast’. The imperfect does not imply that these other Olympians, i.e. Hera,
Poseidon, and Athene, repeatedly wanted to bind Zeus, but that Achilles
thinks of their desire and effort as one continuous action. By contrast,
the aorist infinitive {uvdficcn implies that the binding itself would have
been “once for all,” a single, complete action. The prefix {uv- strengthens
the simple verb: “bind fast” rather than “bind.” By making Achilles name
the three gods who most conspicuously support the Greeks and hate the
Trojans, the narrator adapts the traditional myth of a revolt against Zeus
to the poem’s distinctive circumstances: as Thetis saves Zeus from the
conspirators in Achilles’ story, so the intervention that Achilles desires
from Zeus would deprive the Greeks of their main divine supporters.
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Zenodotos’ reading, ®oiBos AméMwy in place of TT&AAas A81vn, would ruin
the parallel; as X 400 a A says, &goupeitat ... T6 MBavow.

401 8:z&: only here does Achilles address his mother in this way,
perhaps emphasizing her exceptional power in rescuing Zeus. See
516n. Seopav: genitive of separation; see §x9n.

402 ékaTdyxepov ... "OAuptrov: in Hes. Theog. the hundred-handers,
Briareos, Kottos, and Gyas, are monstrous offspring of Ouranos and Gaia
(149) whom Zeus first hated and bound beneath the earth (617-20),
then released and profited from as allies in the decisive battle against the
Titans (719-17), and finally settled in the underworld, outside the Titans’
prison (734-5). Briareos later became Poseidon’s son-in-law (817-19).
On the other hand, a fragment of the Titanomachia, an epic attributed
to Eumelos of Corinth that must be later than the /I. but, like the Cyclic
epics, drew on older, traditional mythology, says that in the battle with the
Titans, Aigaion fought on the side of the Titans (fr. g Davies, Bernabé,
West = = Ap. Rhod. Arg. 1.1165). pakpov ‘high’.

403—4 6v ... Alyaiwv’: Bpidpewy, with synizesis of e and w, suggests Bpiopds
‘strong’, ‘vigorous’, ‘powerful’. The force of 403 Te is unclear, but it may
signify, as in a gnomic expression, that mortals typically or habitually call
Briareos Aigaion. Elsewhere the narrator, who has access through the
Muse to divine knowledge (see = 403 bT, Fowler 1988: 98-9), mentions
three other objects for which gods and humans have different names: men
call a particular hill in the Trojan plain “Batieia,” but gods call it “Tomb
of farspringing Myrine” (2.819-14) or, as Strabo 12.8.6 says, “of Myrine
driving swift horses”; men call a particular bird “Kymindis” but gods call
it Chalkis (14.291); men call the river on the Trojan plain Skamandros,
but gods call it Xanthos (20.74). The significance of these double names
is unclear. Perhaps the gods’ language should be understood as strongly
marked but in need of an explanatory equivalent in ordinary language
(Watkins 1995: 181-3).

404 6 ... &ueivwv: these words have usually been thought to explain in
some way the etymology of the name Aigaion, but they actually explain
why Thetis called Briareos to Olympos (Slatkin 1991: 70). Achilles’
description of Briareos as “better in strength than his father” recalls the
myth of Thetis being forced to marry a human, because of the prophecy
that she would give birth to a son mightier than his father (see §52—4n.).
In this way, Achilles associates Briareos with himself, since he too, as the
mortal son of Thetis, helped to preserve Zeus’s cosmic rule. See g52—4n.,
303—412n., 396—406n.

405—6 &5 pa ... Ednoav: merely the sight of Briareos/Aigaion “exult-
ing in his triumphant glory” is enough to frighten the “blessed gods”
into ceasing from their attempt to bind Zeus, a result reinforced by the
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word-play umédeioav / oud’ &’ Ednoav. kU8el yaiwv: kT80 is a special
kind of glory, springing from and signifying especially the power of Zeus
and those to whom he grants it. yaicwv is cognate with y&vupan ‘be radiant’,
‘exult’ and yd&vos ‘brightness’, ‘sheen’. The assonance Aiyaicv’/yodwy may
suggest a connection between the hundred-hander and Zeus, whose tri-
umphant power, when he suppresses divine stasis, is elsewhere expressed
by kabéleTo kUdel yaiwv (8.51, 11.81); see Kelly 2007: 101. (The same for-
mula is humorously misused at 5.9o6 with reference to Ares sitting beside
Zeus, after he has been defeated in battle by Diomedes and healed at
Zeus’s command.)

407-12 Achilles moves abruptly from mythological allusion to urging
Thetis to beseech Zeus to help the Trojans defeat the Achaians, though
perhaps the echo of 405 kaBé¢leTo, used of Briareos, in 407 mapéleo, used
of Thetis, mitigates the abruptness.

407 T&V ... pvficaca ‘having made mention of these things’, i.e. having
reminded Zeus how Thetis rescued him. Aapé youvwv: the posture of
a suppliant involved kneeling or crouching to take hold of, or at least
touch, the knees of the person being supplicated with one hand, while
reaching toward or touching his chin and beard with the other (Gould
2001: 22-36, 51-63; Naiden 2006: 44-55). The beard, as an obvious
male secondary sexual characteristic, signified masculine power; the
knees, as the site of a vital seminal fluid, were associated with strength
and vitality. Cf. II. 9.609—10 = 10.89-qo0 is 8 «’ &UTpn | &v oThBeco1 pévmt Kot
potl pida youvar’ dpcopni, 22.487-8 dep’ &v Eywye | {wolow peTéw kai pot pita
youvat’ dpwpni. See Onians 1951: 174-99. When a woman is supplicated
in this way, e.g. Nausicaa (Od. 6.142, 149) or Arete (Od. 7.142), it implies
that she has a kind of power typically associated with men (and that the
suppliant is particularly helpless).

408 ai kév Trws BéAmow ‘in the hope that somehow he may be
willing’. #1mi ... &pfifon: tmesis.

409 Tous ‘them’, defined by appositional AxaioUs at the end of the
line. See g48n. kat& Twpupvas ‘along the sterns’ (of the Greek ships),
used by synecdoche for the ships themselves. For the spatial use of kar&
+ accusative (‘along’, ‘across’, ‘toward’, ‘among’), with or without a sense
of motion, see GH 2.114, LSJ s.v. B.2. &u@’ &Aa ‘around (the curving
shore of) the sea’. This phrase, found only here in Homeric epic, is paral-
lel to kar& wpUpvas and is probably used without geographical specificity,
not with reference to the bay between the two promontories later called
‘Potteiov and Ztyeiov, where the Greek camp was located (Monro 1884:
1.257). #\oan: aorist infinitive of eiAw, parallel to &wi ... &pfigeu.

410 ktewvopévous: the runover word is surprising and emphatic. Cf. 244
with 241-gn., 383 for Achilles’ vivid use of the present and imperfect
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to describe the Greeks being killed. éaupwvTar: aorist subjunctive of
¢maupiokopar, used ironically.

411 yvéu see gozn., GH 2.29o.

412 &rnv: &tn, cognate with &&w ‘be blind or bewildered’, ‘deceive’,
‘harm’, can denote either “ruinous mental blindness” that causes a per-
son to act irrationally in a way that is harmful and self-defeating or the
harm or ruin that results from such blindness (Cunliffe s.v. & (2), (4);
LferE s.v. &&tn 1.6). When personified as a goddess (e.g. 19.91—4, 136),
&tn is usually described as having been sent by Zeus or another god; the
afflicted person would otherwise not have acted as he or she did, but
is nevertheless not free from responsibility for the action (e.g. 2.111;
8.297; 9.18, 115-16, 504, 511-12; 19.85-138, 270—4). &rn, however, is
not objectively descriptive: it is used in the /I mainly in character speech
(177%) rather than narrator speech (gx), when a speaker represents
another individual’s actions negatively. Here Achilles attributes &tn to
Agamemnon, in order to emphasize his error and lack of self-awareness.
Agamemnon eventually comes to accept Achilles’ attribution, but even
then does not take full responsibility for his blindness (9.18 Zeus pe ...
&tmi &vednoe Popeint; cf. 19.86—9). On &, see Dodds 1951: 5-8, 17-18;
Edwards 1991: 245—7 on 19.85-138; Padel 1995: 167-84; Hershkowitz
1998: 128-g2; Cairns 2011. & 1’1 see 244n. oU8év: adverbial, with
ETi0€V.

413 ToV ... xfouox = 18.94, 428. Thetis’ tears, in sympathy with her son’s
(357), also express her own sorrow. This line is strongly marked by the
only example in Homer of fueiper’ modified by a participial phrase and
by two violations of the principle of formulaic economy (Introd., 48-9):
TOV & NuelPet’ Emerta, where Tov 8’ alte Tpootere was possible (cf. 24.668),
and the thematically relevant ©¢tis kar& 8dxpu xéouoa instead of Be& O¢Tig
&pyupdmela (cf. 18.127).

414—27 Thetis’ reply is in two parts: first, a brief expression of sorrow
for her short-lived son and herself (414-18); second, a promise that she
will go, as requested, to supplicate Zeus (419—27). In expressing her sor-
row, Thetis responds less to Achilles’ sense of alienation from his human
community and more in terms of her own grief and resentment at his
mortality and the dishonor to her that this implies (cf. 505-6, Hutcheson
2018: 188-90).

414 «iv TexoUoa ‘having given birth in a way that brings me grief’. Cf.
HHAphr 198-9 aivov ... &xos, describing Aphrodite’s pain at having given
birth to the mortal Aineias, whose name is inspired by that pain. For aivég
in other passages where a god is (over)engaged with mortality and its con-
comitant sufferings, see 5.376-80, 884—7;, HHDem 349-55 with Schein
2016: 71-5.
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415-16 oif’ 8@ehes ... Aodou: as Thetis begins to speak of Achilles’ mortal
“portion,” the meter becomes strikingly irregular, reflecting her emotion.
Line 416 consists of eight words — eleven if enclitics are counted sepa-
rately — with word-end at positions 1.5 and 4, where it is usually avoided. It
includes two words with the shape v—vv at positions 4 and 8; pdAa ending
in a heavy final syllable, producing the very rare word-shape v— at position
11 (see 416n.); and a similarly rare monosyllabic adverb at position 12.
For oife with 69éMw, expressing a wish, see 3.40, 18.86; on 69w, see
353—4n. For ficBan + predicative adjective, cf. 133—4 7 0érers ... &1 ... |
flofan Seudpevov; &S&xpuTos is a rare and striking word, found only here
in the /I and just twice in the Od., where, with a negative, it describes the
tearful eyes of Peisistratos weeping for his brother Antilochos, who died
at Troy (Od. 4.186), and the Argives weeping for Achilles at his funeral, as
the Muses sing a dirge for him (Od. 24.61). In wishing that Achilles were
&8d&kpuTos kal &mfuwy, Thetis in effect wishes that he were not human, i.e.
not the mortal offspring of her forced marriage to Peleus (see 414n.). Cf.
the dehumanizing effect of Helen’s drug at Od. 4.220-6, which prevents
a person whose mother or father dies or who sees a brother or son killed
in battle from weeping.

416 é1rei ... 8fv: aioa, a synonym of poipa, is subject of ¢oti understood,
which is in turn modified by pivuvba and ot T1 pdda &fv. The second sylla-
ble of p&Aa is heavy because of an original digamma in Sgfy.

417 viv & ‘but as it is’. Thetis uses an expression frequently used by
Achilles at key dramatic moments, €.g. $54, 9.356, 18.88, 21.103, 23.150
(Friedrich and Redfield 1978: 283).

418 #rAeo: uncontracted second person singular aorist indicative middle
of mélw. T& ‘therefore’, ‘accordingly’, ‘in these circumstances’, often
written T or té1 in MSS (GH 1.248-9, West 1998—2000: 1.xxii). ot
... Tékov ‘I bore you to an evil portion’, also suggesting “by an (i.e. ‘my’)
evil portion.”

419 épéovoa: future participle of purpose with &iy’.

420 of ke TifnTor ‘in the hope he may be persuaded’; cf. 207, 408.

421-2 &AA& ... pAvr: for dAAG + imperative, see 127—gn. ufv’ is a strong
word (see 1n.), made even stronger by separation from &\A& and place-
ment in the runover position in essential enjambement. Achilles’ godlike
fury (pfivis) depends partly on his mother telling him to exercise it, as
Athene at 211 tells him to “abuse (Agamemnon) with words.” The place-
ment of mapnipevos between the elements of the formulaic noun—epithet
combination, vnuot ... dkutdpoiot, calls attention to Achilles’ unusual inac-
tivity in contrast to the “ships that cross (the seas) swiftly.” Cf. 488—9g with n.

423—4 Zeus ... #wovTo: dining with the Aithiopes, ¢oxatol awdpév (Od.
1.23), similarly motivates the absence of the gods or a god at 2g.205-7,
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Od. 1.22—-7; see West in Heubeck, West, and Hainsworth 1988: 75 on Od.
1.22. In later authors the Aithiopes are located far to the southeast beside
the river Okeanos (Mimnermos fr. 12.9, Aesch. PV 80%7—9g, Strabo 1.2.27),
but in Homer they live in two groups at the ends of the earth where the
sun rises and sets (Od. 1.23—4). They resemble the Phaeacians, also called
¢oxator (Od. 6.205), to whom the gods appear visibly and with whom they
dine (Od. 7.201-3), as Hesiod says they formerly dined with humans (fr.
1.6—7, from Catalogue of Women); see Thalmann 1984: gg—102. Kirk 1985:
97 notes the inconsistency of 429—4 with 221-2, but does not comment
on the inconsistency with 56 and 194-214; see 56n. MeT’: see 221—
2n. &pUpovas: see g2n. Aitomrfias implies a nominative singular
AifioTreus; elsewhere the singular is Aifioy and the plural Aiiomes, perhaps
signifying “with (sun)burnt face.” x81{6s: predicative adjective agree-
ing with Zels, where English would use an adverb; cf. g2 cawTepos with
n., 472 TavnuéploL. kat& ‘with a view to’, ‘in the matter of’, ‘for’; cf.
15.447 xa8’ tmwmous, Od. 3.72 xatd mpfigw, §.106 ko Anida, 11.479 katd
XPEos. ¢mrovTo: the time of an action referred to in the imperfect is
often fixed with reference to the time of some other event, here x61os ...
¢pn. Cf. i étedeieto, 495 o AneT’.

425 ~ 24.31: the twelve days (counting inclusively) of the gods’ absence
and Achilles’ anger (see 488-93) correspond formally to the twelve days
during which the pro-Greek gods refuse to let the corpse of Hektor be
buried (24.25-30). Cf. the parallel between the nine days of plague
earlier in Book 1 (1.593) and the nine days of lamentation for Hektor
(24.664, 784). For parallels between Book 1 and Book 24 generally, see
13n. SewdekdTni: SC. NuEpML.

426 xoAkopatis 8&: ‘house with bronze floor’ (or perhaps, ‘with bronze
threshold’), a phrase used elsewhere of the palaces of Zeus (14.173,
21.438, o), Hephaistos (Od. 8.321), and Alkinoos (Od. 13.4). For
line-ending formulas consisting of adjective + monosyllabic noun, see
440.

427 kai ... éiw ‘and I think I shall persuade him’ is rhetorical under-
statement; Thetis expects her supplication of Zeus to succeed. See 204
with n., 289 with n.

428 &mepoeTo: a sigmatic or “mixed” aorist, combining a form of the
first aorist with the thematic vowel o/e. Such forms are found only in
Homeric epic and later epic (e.g. Ap. Rhod. Arg) in imitation of Homer.
In the MSS, they are usually written -cato, but the scholia and some papyri
rightly have -oeto. Several verbs with sigmatic aorist forms have two aorists,
e.g. &meProeto/ &mepn, ¢8UoeTo/Edu; some have sigmatic aorist imperatives,
e.g. &ete, Pnoco, oloete, dpoeo (GH 1.413-19, Smyth §542D). alTol:
adverbial, ‘in the same place’, ‘here’, ‘there’.
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429 £Ulwvolo yuvaikés: causal genitive dependent on xwdpevov, often
found with verbs of emotion (Smyth §14085).

430 TV ... &Upwv ‘whom they took away from (him) against his will
by violence’, a clause focalized by Achilles, from whose viewpoint Briseis
was taken by force, even though he surrendered her without resistance to
Agamemnon’s heralds. &ékovtos, with a third person pronoun (e.g.
avTo¥) understood, is probably genitive of separation with &mnupwv, a
construction common with verbs whose prepositional prefixes would gov-
ern the genitive, e.g. 5.585 &xmeoe Sippou, 20.125 OUAUpTOI0 KaTHABOPEY
(GH 2.63—4). Possibly, however, &¢kovtos is a one-word genitive absolute
or object of the verbal force in Bim (“with violence against him, being
unwilling”). &mnupwv: third person plural imperfect from the same
verb as aorist indicative &mnipa (6.17). Cf. 356 &mwoUpas with §55-6n.,
DELG s.v. &moupas, LfgrE s.v. &mnupwv B.

490-88: THE RETURN OF CHRYSEIS
AND SACRIFICE TO APOLLO

430-1 aUT&p ‘O8uooeus ... éxatéuPnv: the narrative resumes where it left
off at 12, when the ship carrying Chryseis and the hecatomb put to sea.
As often, aUtdp introduces a change of grammatical subject and change
of scene in the final colon of the line.

431-2 ikavev ... ikovTo: fkavev (—— v), with long 1 as augment, is imper-
fect active of ik&vw (v — —), denoting the final part of Odysseus’ voyage;
fkovto (v — x), with short 1, is unaugmented aorist middle of ixvéopan,
denoting the sailors’ arrival. For the less usual, augmented aorist middle
of ikvéopan, fkovto (——v) with long 1, see §.264 &AN 81e 81’ ikovTo, 4.589
Acwov 8 fkovTo.

432—9 The typical scene of a ship putting in to shore and making land-
fall is found in the /l. only here and more briefly at 484-6; for thematic
reasons, it is much more common in the Od., e.g. 3.10-12; 13.113-16;
15.495—0; 16.324-5, 351—4 (Arend 1933: 79-81).

432 ToluPevbios: uncontracted genitive describing Awévos (cf. Od.
10.125, 16.352), the harbor within which there is a place of mooring
(435 dppov) to which the crew row the ship, after lowering the sail and
mast. Aristarchos’ ¢yyUs for évtés may indicate that he mistakenly identi-
fied the harbor with the place of mooring.

433 ioTix ... oreidavTo ‘they furled the sail’, i.e. gathered it into a com-
pact roll and tied it securely to a spar or pole. For plural iotia used of the
sail of a single ship, cf. 480 = Od. 12.402. The middle form oTeidavto may
be metrically motivated; cf. Od. §.10-11 ioTix ... / oTelhav, 16.359 ioTia ...
oTéA\ovTas.
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434-5 ioTov ... kapTadipws ‘they brought the mast near to the crutch,
lowering it quickly with the forestays’. The “crutch” is a forked support
which receives and holds the mast once it is lowered. “Forestays” are ropes
that stabilize the mast and keep it from falling. Tightening them raises the
mast, loosening them lowers it. ioTodéxm and UgévTes (present participle of
Upinui) are found only here and at HHAp ro04.

435 TV ... épeTpois ‘they rowed that (ship) forward to the mooring
place with oars’. The variant wpoépuocoav ‘dragged forth’, from mpoepUc,
is based on confusion either with the sailors’ handling of the ship as they
arrive back at the Greek camp, when they do not moor it but drag it up
on the beach (485-6), or with the launching of ships elsewhere in the
poem by dragging them to the sea (308 vfja ... &\ade mpotpuooev, 9.558
¢y &\ade TTpoepUcow).

436—9 Each of these four paratactic lines begins with ¢k used as a pre-
verb in tmesis with a main verb beginning with B; together they suggest
a purposeful sequence of action, climaxing in the disembarkation of
Chryseis. (Cf. the four examples of tmesis in g309—11, including two with
¢v and one with &.) Intransitive forms of Baivew narrate the disembarkation
of the sailors (impf.) and of Chryseis (aor.), and transitive éx ... Bficav
describes the sailors moving the hecatomb from ship to shore (cf. 144
Broopev). In 436, éx ... EBotov and #dnoov are complementary: the ship,
facing out to sea, is held by heavy mooring stones, sivai, thrown out from
its bow, and by mpupvroia, ropes from the stern tied to a perforated stone
or heavy structure on shore.

437 pnypivi: the white foam or surf on the shore, at the edge of the
breakers (cf. pfyyvuur).

439 éx ... TrovTomoépoto: a striking, climactic line. The first eight syllables
are metrically heavy, including 8¢ before the combination of plosive +
liquid consonants, as is normal in Homer when a syllable with a short
vowel at the end of one word precedes a plosive + liquid at the begin-
ning of the following word, e.g. 4.66 &g ke Tpées, 4.267 s 16 Tp&d>TOV (GH
1.108). B}, framed by vnés and movrtomdpolo in grammatical agreement,
gains emphasis from its placement at position 8 of the hexameter, which
is unique in Homer.

440 éi Peopoév: here and throughout this section, the return of Chryseis
is presented as a religious ritual, including collective sacrifice, feasting,
and choreia (447—75), which restores a properly functioning community.

440-1 TV ... Tpoctamev: the two-line speech introduction marks the
special significance of Odysseus’ words. TroAUuNTIS ‘O8ucorus: see
3009—-11n.

441 TraTpi ... Tifa: by this symbolic action, Odysseus transfers posses-
sion of Chryseis and authority over her back to Chryses. Odysseus’ speech
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at 442-r delays Chryses’ formal acceptance of his daughter, which occurs
only after the narrator’s repeated description of the symbolic action in
446-7. Tife1: here and in 446, unaugmented imperfect; at 509, pres-
ent imperative.

442 & Xpuon: on & before the voc., see 74n.

443—4 o8& e ... Aavaddv: cf. Kalchas’ instructionsin g8—100. &yépev
= &yew. iepfv ... | pé§ou: see 147 with n.

444 ihaocdpeofa: short-vowel subjunctive in the purpose clause after d¢p’,
especially striking and emphatic because the optative would be expected
following the historic tense émeuyev.

445 TToOAUGTOVK ... é@fikev: TTOAUGTOVOS is used of an arrow (i6s) at 15.451
(cf. Od. 21.12, 60 oTovdevtes dioTol), and éeinu of Apollo “shooting” an
arrow (Péhos) at 51 and g82; hence the god can easily be said to have
“shot” moAUoTova ke’ by shooting arrows of plague into the Greek camp.
Elsewhere in the /l. kf8eax are “fastened” (e.g. 2.15 = 32 = 69, 6.241 knd¢’
¢pfimran/-0), “made” (13.209 knde Ereuxev), or “placed” (21.525 xkhde’
¢8nkev), always by Greeks upon Trojans, but in the absence of these verbs,
the Greeks too are said to experience kndeq, €.g. 19.501-2, 22.2/71-2.

4467 See 441n.

447-74 Animal sacrifice is referred to frequently in Homeric epic, usu-
ally by iep& pélew or iepevew, and constitutes the most complex of typical
scenes (Edwards 1987: 71, Kirk 1985: 100-1). For the numerous ele-
ments of such scenes, see Arend 1933: 64—78, Latacz et al. 2000: 151.
Each description of a sacrifice need not include all the elements, but
those mentioned in different scenes are described in nearly identical lan-
guage and in the same order (e.g. 458-61 = 2.421—4, 462-3 ~ 2.425-6,
464—9 = 2.4277-92). The fullest versions include a communal meal (e.g.
2.402-52; Od. §.5-66, 419-74; 14.414-53%). See Vermeule 1974: 95—100;
Hitch 2009: 13-17, 66—9, 104-11; Naiden 2014: 83-122.

4479 Toi ... &vélovTo: the Greeks proceed quickly, in orderly fashion:
they position the sacrificial victims next to one another around the altar
and begin the ritual by washing their hands to purify themselves; then
they take up and hold in their hands unground barleycorns (oUAoxUTas;
cf. 458, Od. 3.441 oVAai) to sprinkle on the victims, while Chryses prays to
Apollo (451-6).

447 vAaTAv: the variant iepry is probably intended to agree with 431
iepnv.

448 #G8unTov: an adjective used mainly of architectural structures such
as walls (e.g. 12.36, 137) and towers (e.g. 12.154, 16.700), once of Troy
itself (21.516), and only here of an altar, presumably located at the tem-
ple of Apollo in Chryse. ¢G8unTov (from eU + 8¢uw) suggests a product of
human labor and cultural achievement (see 127-gn.). Here the epithet is
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focalized by the Greek youth, from whose viewpoint, as they arrange the
hecatomb, the altar is “well built” in contrast to altars in the Greek camp.

449 xepviyavTo, aorist middle of the Homeric hapax legomenon
xepvimrouan, with reflexive force, derived from yépviy ‘water for washing the
hands’ (from xeip, xep- + vilw); cf. 10.577 T 8¢ Aocooauévw, 572 auTol ...
&movifovto (GH 2.178). &vélovTo: the variant reading mwpopdiovto was
carelessly imported from 458, where it is used appropriately at a later stage
in the sacrifice.

450 Toiow: dative of advantage.  peyd&d’ ‘loudly’, with eUyeto.  xeipas
&vaoywv: see §511n.

451—6 kA8 pev ... &uuvov: Chryses’ prayer corresponds to, but reverses,
his prayer of the same length at §7-42 and has some of the same typical
features. Here, however, he does not invoke Apollo as uw8e0, which was
perhaps more appropriate when asking him to cause a plague than when
asking him to end one (see ggn.), even though the god would presum-
ably have equal power to do both. This time the priest establishes his
relationship with the god by reminding him not of what he (Chryses) did
for him in the past (cf. 40-1) but of how Apollo “heard” his earlier prayer
(453—4), and he asks the god to honor him now by saving the Greek
army from “unseemly destruction,” as he honored him then by inflicting
it (455-6 ~ 41-2).

453 fuév: correlative with 455 757, &7 ot ... Té&pos ‘surely once
before’.

454 Tipnoas: unaugmented second person singular aorist indicative
active of Tiudw. Tunoas, aorist participle, is also possible, but it would sub-
ordinate the “honoring” to 459 #Auves, disrupt the antithetical (pév—5¢)
structure of the line, and is not found in any manuscript or mentioned
in the scholia. péya: adverb. iyao: uncontracted second person
singular aorist of imrouar, a verb of uncertain etymology and meaning,
traditionally glossed ‘oppress’, ‘strike’.

455 #T1 ... §ASwp: cf. 41 TOBe ... EASwp. émi- suggests ‘in addition to’ or
‘on top of ’ the favor already granted. Cf. 24 éwi with n.

457 = 43. Apollo “hears” Chryses’ prayer even before the Greeks actu-
ally complete the sacrifice. See Naiden 2013: 25-6.

458-68 describe a typical sacrifice and the ensuing meal, omitting some
details found in other descriptions (see 447-74n.); 458-061 = 2.421—4;
464—9 = 2.427-92. The Greeks first pray and throw barleycorns upon the
victims to consecrate them (458); then they pull back their heads (to slit
their throats), slaughter, and flay them (459). Next they cut out the thigh-
bones and wrap them in double folds of fat, on which they place pieces
of raw flesh (from all the limbs of the animals being sacrificed, according
to Od. 14.427-8) to burn with the fat and bones as the gods’ portion of
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the meal (460-1). Chryses burns these pieces over a split-wood fire (cf. 40
Katd ... unpi’ éxna) and pours a libation, while beside him the young men
roast the innards on five-pronged forks and taste them (462—4); then they
cut up the animals, place the pieces on spits, cook them carefully, remove
them from the fire (463—4), and consume them to their hearts’ content
(465-8). abTap émei, ‘but when’, occurs four times in twelve lines
(458, 464, 467, 469), “marking the successive stages” of the narrative (GP
55); in each instance aUtép is both adversative and progressive. For the
formulaic system in which the first two cola of the line consist either of
oaUTép el (p7) or autdp émweidn followed by an indicative verb-form with
the metrical shape = — v or — v, or of at&p ¢y followed by a subjunctive
verb-form with the shape == — v, see Parry 1930: 85-6 = 1971: 275-6.

458 eUfavTo: only Chryses “prayed aloud” (cf. 450 with n., 457), but the
plural implies that the Greeks, by participating in the sacrifice, in effect
prayed with him.

459 avipucav: aorist plural of avepiw, from &v- (apocopated form of
dva-) + FpepUow: *v-pepUod > *&ppepun > avepiw. Cf. 14.340, 17.647 eladev

(*E-opadev > *Erpadey > eladev); see Lejeune 1972: 182 (§188.9). topagav
‘slaughtered by cutting the throats’, used intransitively only here and at
2.422.

460-1 kaT& T ... TrOojoavTes ‘and they covered them (sc. the thigh
bones) with fat, | making it double-folded (above and below the bones)’.
diwtuxa ‘a double fold’, is predicative accusative of the noun *&imTug,
agreeing with xviony understood from 460 xviom (lit. ‘having made the
fat (into) a double fold’). Alternatively, dimtuya could be understood as
adverbial accusative neuter plural of the adjective dimtuyos, -ov. KOT ..t
éx&Auyav: tmesis, with kard implying that the layers of fat extended along
the bones.

464 xat& ... éwdoavTo: piip’ is neuter plural of pnpds ‘thigh’, following
460 pnpous, the normal masculine form. Here it is used for unpia, the
ritual term for the thighbones of a sacrificial victim roasted with the flesh
still attached; cf. 40, 8.240. kot& ... éxén, aorist passive of katakaiw, and
¢mdoavto, aorist middle of martéouan, express the “burning-down” and
“tasting” of the meat as completed actions, in contrast to the continuous
burning and pouring of libations described by the imperfect (462 o,
4639 Aeipe). See 465—6n.

465—6 piocTuldov ... Erapav: cutting up the meat is a continuous action
described in the imperfect, but spitting, roasting, and drawing it from the
fire are, somewhat surprisingly, represented by the aorist as separate, com-
pleted actions. #rreipav, third person aorist plural of weipw, lit. ‘drive
a pointed object through something’, ‘pierce’, refers to placing the meat
on spits.
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467 TavoavTo Tévou TeTUKOVTO TE SaiTa: the striking alliteration of w
and T marks the conclusion of the sacrifice. TeTUkovTo: reduplicated
aorist middle of TeUyc.

468 £8eusTo: deponent imperfect of 8eUw ‘be deprived of °, ‘lack’ (= Attic
¢d€iTo, from Béw); cf. 194 Seudpevov.

469 aUTép ... #vTo ‘when they had put away from themselves (their)
desire for food and drink’, i.e. when they were satisfied: the formulaic
conclusion of a meal.

470 xpntipas ‘mixing bowls’. The Greeks normally mixed wine with
water in a kpntnp/kpathp rather than drinking it neat, then drew from this
mixture when pouring it into drinking cups. They considered this proce-
dure a mark of civilization; cf. Od. 9.853-63, where the Cyclops, depicted as
asavage, drinks unmixed the wine that Maron, priest of Apollo at Ismaros,
served to Odysseus and his comrades, mixing one cup of wine with twenty
measures of water (9.208-10). Cf. Hdt. 6.84.3 “When they want to drink
a stronger wine, they say, ‘Pour it Scythian fashion’” (i.e. neat); Pl. Laws
637e1-3 “Scythians and Thracians certainly use unmixed wine.” Typically
the Greeks first poured a small amount into the cups for ritual libations,
before, like the koUpor in 470, “they filled them to the brim” (¢meotéyavTo)
to begin or resume drinking. ém&pyopat is used only of this ritual.

472 Travnuéprorn: predicative adjective; cf. 424 81065, 497 nepin.

4'72—4 MoATTTL ... &eiSovTes Tranfova ... péATrovTes: for references in the /1.
to non-epic forms of poetic performance, in addition to the wofjwv here,
see 22.391 (mafwv, ‘paian’); 24.721, 722 (8pfvos, ‘dirge’); 6.499-500,
24.723, 747, 761 (ydos, lament); 18.570 (Aivos, ‘vintage song’, with ele-
ments or connotations of lament); 18.493—5 (Uuevaios, ‘marriage song’);
18.525-6 (voufies | Tepmdpevor cUpry€l, pastoral song); 18.590—-606 (festive
song and dance). Achilles’ song at 9.186—q is clearly epic, though he is
not an &o186s; it is unclear how best to categorize the song of Apollo and
the Muses at 603—4. Epic as a “totalizing” performative genre incorpo-
rates, for its own poetic purposes, other genres of song, including lyric
genres. These include not only traditional kinds of poetry, but songs per-
formed in communal rituals of everyday life, including many voiced by
women and associated with women’s work. See Karanika 2014: 21-51,
117-92 (on the Aivos); Introd., 56.

479 vadov: adverb with &eidoves. Trarfova: here a song in honor of
Apollo, butat 22.391 one in celebration of Achilles’ triumph over Hektor.
In archaic and classical Greek culture generally, a paian was a kind of
ritual song performed (1) to ward off or protect against a natural evil (e.g.
a plague) or an evil of human origin (e.g. an invasion); or (2) to celebrate
an evil averted (e.g. by victory in battle or the ratification of peace) or a
festive occasion (e.g. a wedding). See Rutherford 2001: 3—108, Kippel
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1992. The paian was frequently associated with Apollo Paian (Apollo the
Healer) or with Apollo and Artemis, but at 5.401, 899—900, TTaunwy seems
to be a separate god from Apollo.

474 wéhtrovTes: pedmw and poAtm? can denote dancing, singing or, as
here, both together; cf. 13.637, 18.606 (605 in the traditional lineation)
= 0d. 4.17 = Od. 13.27. ppéva ... dkoUwv: the accusative of respect
is used frequently of a part of the body as the site of a feeling or action,
especially with an intransitive participle or passive verb (Monro 189g1:
131-2 (8137), GH 2.47); cf. 44 xwdpevos xfip with n., 58 mé8as wrus with n.

475—9 AMOS ... 81 TOTE ... * AMoOS ... ki TOT ... : parallel units of two
lines, in each of which Auos is correlative with 81 téTe/xai ToT’, marking
the precise moment of one action in relation to that of another. Cf. 494
kal TéTe 8.

475 waTédu: SUw originally meant ‘enter into’, ‘put on’. karadVw is reg-
ularly used intransitively of the sun “going down into” or “entering” the
ocean, i.e. “setting,” even when the ocean is not explicitly mentioned. Cf.
592, 601, 605. &t ... AABev: tmesis.

476 8 marks the beginning of the apodosis in 476, as xod does in
478. kowufoavTo ‘they lay down to sleep’.

477 fpryévaix ‘born early in the morning’ (from fip1 + ylyvopou, yev-).
pododdxTulos 'Hws: in this common formula (2x I, 22x Od.), which
describes “the appearance of sunbeams by analogy to the appearance
of fingers on the hand” (D scholion on 477, tr. W. Beck), Has is a god-
dess (cf. 11.1-2 = Od. 5.1-2), not a time of day, and the epithet works by
synecdoche. Because Sappho uses pododdxTtulos of the moon (fr. 96.8),
Bacchylides of To (19.18), and Kollouthos (fifth century c) of Helen
(Abduction of Helen 9g), some consider it a “general ornamental epithet of
women and goddesses” with “no precise meaning” (West 1978: g10-11;
Janni 2011: 193—4). In Homer, however, podod&xTulos is used only of "Heos
and only in the context of sunrise, with distinctive semantic force.

478-83 Another version of the typical scene involving a ship departing
on a voyage; cf. 308-12.

478 &véyovTo ‘put to sea’, found in Homer only here and at Od. 19.202,
is normal in later Attic prose; for katéryouat ‘put in to shore’, also normal
in Attic, see Od. 19.140 &’ dxTfis vii katnydpeda, 16.522 18&knvde kaTnyeTo
vnUs. METX OTPATOV: S€e 221—2N.

479 Toiow ... a1 = Od. 2.420, 15.292; cf. Od. 11.7, 12.149. Toiow is dative
of advantage. ikpevov oUpov ‘favorable wind’. The formation, etymol-
ogy, and precise sense of ikpevov are uncertain; probably it is cognate with
ik, ikéoBau, ikvéopon and signifies ‘with which one advances well or arrives’
(DELG s.v. ikpevos, Beekes 584). oUpos alone also would imply “favorable,”
since, unlike &vepos, it usually denotes a “wind in the sails” (see 480-1).
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480 ioTév oThoavT’: an etymological figure, since a ship’s mast is made
to “stand” in order to spread the sail. Cf. ioTés ‘(standing) loom’ or ‘that
which is woven on a (standing) loom’.

481 #v ... Trpfioev: aorist indicative of éumphiBw ‘blow into’, ‘puff out’, a
verb more often denoting “fill with fire,” “burn,” e.g. 2.415, 9.242.

481-2 &ugi ... iovons ‘and on both sides the shimmering | wave clashed
loudly around the front end of the ship’s keel, as the ship was going’.
&pel and peydd’ are adverbs; otelpm is locatival dative. vnos iodons probably
depends on oteipm but could be genitive absolute.

483 1y ... kéAeubov ‘and she (sc. the ship) ran over the waves, making
a road’. xot& kUpa is felt with both #6esv and Siamwpfiocouca kéAeuBov. For
singular kUua used collectively of “waves” or the “swelling surface” of the
sea, see 4.422, 14.16.

4846 alTép émrei ... T&vuooav: an abbreviated version of the typical
scene of bringing a ship in to land; cf. 432—9 with n.

484 el ... ikovTo ... oTpatév ‘When they had arrived over against the
army’, i.e. opposite its location on the shore, a rare nautical idiom also used
for Odysseus as a swimmer at Od. 5.441 ToTouoio KaT& oToua KoAAPSO1o
| & véwv. Cf. Thucyd. 2.30.2 keiton 8 ) KepoAnvia kot Axopvoviaw ko
Neukd&da. Most MSS read petd instead of katd, perhaps influenced by 478
UET OTPaATOV.

485 péAavay: for the variant reading, cf. Od. 4.577 viias pév TéumpwTov,
4.780 vija pév odv TéumpwTov, both of ships being launched. The plus-verse
found in one papyrus suggests confusion at this point in the text.

4856 viia piv ... | Oyol ... , 0o 8 EppaTa: one might have expected pév
and 5(¢) to mark an antithesis between vfia and €ppoato or UyoU and UTé.
Instead, there are less logical contrasts between the ship and the position
of the props that support it, and between the dragging of the ship and the
positioning of the props, actions to which rhyming ¢pucoav and t&vuooav
draw attention. of ye and 487 aUtoi, referring to the sailors, serve as rhe-
torical foil to 6 and Sioyevi|s ... AxiAAels in 488-9.

487 éokiSvavTo = Attic Zokeddvuvto. Elsewhere, a line specifying that
men “scattered” to their dwellings occurs after an assembly or other scene
of collective activity, indicating a pause in the action in anticipation of a
new beginning, e.g. 19.277, 23.9, 24.2. KaT ... véas Te: for the “dis-
tributive” force of karg, see 229; cf. 10 &v& orparédv with g—10n.

488-92: ACHILLES” ANGER AND INACTIVITY

488-92 cover the twelve days, counting inclusively, that pass between
Thetis’ departure from Achilles (428-30) and the gods’ projected return
from the Aithiopes; see 425n. During this time, Achilles continues to rage
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as his mother commanded (422 pfv’), avoiding both the assembly and
the fighting for which he longs (490-2).

488-9 alTép ... AxiMeUs: the contrast between Achilles sitting passively
and the ships that “cross (the seas) swiftly” is heightened by mé8as wxug
Ay1MeUs, which conspicuously calls attention to Achilles’ dislocation from
his usual, active self. See 421—2 with n. For substantival ¢ defined by appo-
sitional vids, see §48n.

489 d10yevis TInAfjos vids ‘son of Peleus, sprung from the gods’ (or pos-
sibly, ‘sprung from Zeus’) is a unique expression with special thematic
relevance, coming between Achilles’ indirect allusion to his having saved
Zeus by being born mortal (see 404n.) and Thetis’ supplication of Zeus
to honor her “most short-lived” son (500-10, esp. 505—7). S1oyevns is used
of Achilles only here; TTnAfios uids is found elsewhere only in the vocative
at16.21 = 19.216.

490—2 oUte ToT’ ... TTOAepdv Te: repeated oUte ToT’ eis/¢s and the
sequence of frequentatives (mwwAéokeTo ... @Bwibeoke ... ToBéeoke) sug-
gest not only the passing of time but Achilles’ characteristically obsessive
behavior; cf. 24.15-17 dnodoxeTo ... TavéokeTo ... taokev. For the “assem-
bly where men win glory” and “war” as the two arenas par excellence of
heroic achievement, cf. Phoenix’ claim to have taught Achilles to be “a
speaker of words and a doer of deeds” (9.4438). kudidveipa is used else-
where only of uéyn (e.g. 4.225, 6.124); to describe the assembly positively,
Achilles draws on a word normally used of battle.

492 Troficoxe: the only iterative form of woféw in early Greek epic and
the only example of Achilles longing for an action rather than a person,
which slightly personifies &ty and wtéAepov: see 240-1n., Austin 2021:
21. Achilles “kept longing” for “war and the battle cry,” because that is
where he defines himself as “best of the Achaians”; cf. 18.105-6 Tolos v
olos o¥ Tis Ayoudy YaAkoxiTwvwy | &V TToAépwt &yopfit 8¢ T" dpeivovés eiot kad
&\ot. In effect, he longs for the heroic self from which he is now alien-
ated and for Briseis, who is both a y¢pas honoring that heroic self and
the woman he “made his own from the heart, although she was a spear-
captive” (9.349). See Muellner 1996: 137-8, Austin 2015: 149, Lesser
2022: ch. 2.

493-533: THETIS AND ZEUS

On the twelfth day, counting inclusively, after the gods return home,
Thetis goes to Olympos to supplicate Zeus on Achilles’ behalf. This is
the first appearance of Zeus as a participant in the dramatic action; he is
represented both as the august and all-powerful “father” and ruler (495,
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498-9, 503, 515, 528-30) and as worried that granting Thetis’ request
will bring him into conflict with Hera (518-21).

493—4 &AN’ &t &7 ... xai TOTE 8: 87 emphasizes te (‘precisely when’);
kai T6Te 87 (‘even then’) lays stress on the virtual simultaneity of the &te

and Ttote clauses (cf. 24.31-2). #x Tolo ‘since that (time)’ refers back
to Thetis’ conversation with Achilles. Cf. 9.106 ¢¢ &1 ToU &te, 15.69 éx
ToU. ioav: third person plural imperfect indicative of eiu, a variant
of Hicav.

495 Zsus 8 fpxe: Npxe is probably used absolutely and intransitively, but
it would be easy to supply an object; cf. 3.420 fpxe 8¢ daipwv. The para-
taxis, following enjambed and emphatic wévtes &ua, calls attention to Zeus
as the gods’ leader and ruler. ipeTpéwv: EgeTpn (from gginu) is a strong
word for the command of a human being to a god; elsewhere in early
Greek epic, except at Hes. WD 298, épeTur is used only of an injunction
laid by one god on another of inferior rank or on a mortal. -¢cov scans as a
single heavy syllable by synizesis; cf. 2779 pouAéwov with n.

496 U ‘her own’. The sense break after enjambed modds €ol
and the hiatus between £o0 and &\’ enhance the effect of the A’ cae-
sura. &veduoeTo: for the form, see 428n. kUpa: the accusative case
presumably denotes the space over which the action of dvedUoeto extends.
Contrast §59 &védu oNifis &GAds with n.

497 fepin: predicative adjective agreeing with the subject of &vépn (cf.
424 x61l6s with n.), cognate with the adverb 7py; cf. 477 fpryéveia with n.

498-9 ~ 5.753—4. As often, Zeus is positioned apart from the other
Olympians, e.g. 11.80-1, 14.157-8, 15.151-3; cf. 540, 8.10 &mwdveube Becov.

498 sUpvoma: probably ‘far-thundering’, i.e. “whose thunder is heard
far and wide” (from eUpU + péy ‘voice’), rather than ‘far-seeing’ (from evpu
+ the root ém- ‘see’); cf. Pind. Pyth. 6.23—4 Kpovidav | Boploma oTepomdv
KepauvedY Te TPUTaviv. Accusative evpvota, regularly found in the line-end-
ing formula evpvoma Zfjv (8.206, 14.265, 24.351), implies nominative
*eUploy, but evpvoma itself is sometimes treated as a nominative (e.g.
5.265, 8.442 epUota Zels) or vocative (16.241 elploma Zed) on the model
of formulas like 175, 508 untieta Zevs (Zeb); 511, 517, 560 vegpeAnyepéta
ZeUs. See 1750.

499 TroAudsip&dos ‘with many ridges’ (from mwoAUs + deipds), but also sug-
gesting “with many gorges” (from moAUs + 8eipn)), with reference to the
valleys between Olympos’ numerous peaks (see 44n.).

500-1 These two lines describing Thetis’ suppliant posture precede
the formal speech-introduction in 502, which culminates in a full expres-
sion of Zeus’s august status, Aia Kpovicova vakTa. Tmapor®’ ... xabileTo:
cf. 360 with n. A&Pe: A&Pe youvwv (cf. 557, 21.68)/ AaPt youvwy
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(cf. 407, 24.465) is a single formula in terms of rhythm and sound,
whatever difference the pitch accent may have made in the two forms of
AapBave (unaugmented third person singular aorist A&pe, second person
singular aorist imperative Aap¢). Cf. Od. 24.5109, 522 olya p&d’ aumeTaicov
Trpoiel SoMixdokiov Eyxos: in the first of these lines, wpoiel is second person
singular imperative, when Athene tells Laertes, “Throw your far-shadow-
ing spear”; in the second, it is third person singular imperfect, when the
narrator says, Laertes “threw [his] far-shadowing spear” (Purves 2019:
101). This “acoustic” formula differs from, e.g., miov1 8npwt (gx in the I
and Od.) / wion (-a) dnuéd (-6v) (gxin the I and Od.), where two different
words, dfjuos and 8nuds, are identical in rhythm and sound (see Nagler
1967: 276 ~ 1974: 6).

502 Aix ... &vakTta: these are the narrator’s words, but they are focal-
ized by Thetis, for whom “Zeus, son of Kronos, king” recalls Zeus’s rise to
cosmic supremacy by overpowering his father and her own forced mar-
riage to Peleus, so that no son would supplant Zeus in the same way (see
352—4n.). When, however, the narrator refers to “Zeus, son of Kronos”
at 539, in the introduction to Hera’s speech, the words are focalized by
Hera, who considers that she speaks as an equal to her brother/husband.
On focalization and the contextual meaning of formulas, see 12n.

503—10 Thetis, supplicating Zeus on Achilles’ behalf, draws on Achilles’
own language (e.g. 355—6, 394-5, 406—12) as she adapts the typical form
of prayer by a mortal for divine help (see §7—42n.).

503 ZeU mérep: Thetis invokes Zeus by his patriarchal power. Cf. 544
TaThe dvdpddv Te Beddv Te with n.

503—4 & ToTe ... #pywi: despite the conditional form of the sentence,
aorist indicative dvnoa makes the protasis more a statement of fact (“if, as
is the case, I helped you ...” ) than a conditional clause (Willmott 2007:
42); the aorist imperatives kpfinvov (from xpaaive, see 41n.) and Tiuncov
in the apodosis emphasize the actuality of the reciprocity that Thetis seeks
from Zeus.

505 Tiunodv pot vidv: it is extremely rare for a polysyllabic word to end
in a heavy syllable at position 4 (see Porter 1951: 58, Table x111b), so
Tiunodv por is marked and emphatic; the hiatus between the diphthongs
por and vi- gives the ethical dative additional emphasis: “honor my son for
me.” (The apparently similar hiatus in §9 Zuw8e0, i wote is not as striking,
because word-end at position 2, the A* caesura, is normal.)

505-6 dkupopwTaTos ... #rAet’: the superlative dxupopwTaTos is hapax
legomenon; cf. 516 &riporérn with 511-16n. The superlative, where English
would use a comparative or have “all” instead of “others,” is idiomatic: cf.
6.295 velatos &Mwy, 29.592 TovUoTaTos ... &AAwv (GH 2.60). Achilles is
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actually no more short-lived than many other warriors in the /7, and he
is not the only Greek warrior at Troy who knows he is going to die there;
cf. Euchenor, &5 p’ &0 €idcos kfjp’ dAof &l vnods éBowev (19.665). Euchenor,
though, is not described as @xupopawTtaros, because the 11 is not his poem.
The 1. is, however, in important ways the poem of Achilles and Thetis, who
is shown lamenting her son’s brief existence as if he were dead (18.54-60),
and it includes frequent and increasingly specific references to Achilles’
imminent death, e.g. 352, 416, 505; 9.410-16; 18.95; 19.417; 21.110,
277-8; 22.950; 23.244-8 (Griffin 1980: 163). #mrAe’, aorist middle
of méAw, implies that Achilles “came into existence as,” or “turned out to
be,” most short-lived, even though Thetis, a goddess, gave birth to him.

506—7 &tép piv ... &moupas: while Achilles’ main concern is being dis-
honored by Agamemnon, Thetis’ is the honor due to him (and herself)
from Zeus; cf. 244, 352—4, 355-6, 412, 508, 510, 516. M = ooV, 1.€.
Achilles. &Troupas: see §55—6n.

508 &\A& oU TrEp ... Ticov: for &M& ou strengthening an imperative, cf.
127-9n. mep both limits and intensifies oU.

509-10 T6@p« ... Tipfjt ‘and for so long confer triumphant power upon
the Trojans, until the Achaians | honor my son and make him rich with
compensation’, i.e. with honor in a tangible sense; cf. 159 Tiunw &pvipevor.
Tiew and Ty are cognates but are unrelated etymologically to tive and Tiots,
with which they are, however, sometimes associated poetically (DELG s.vv.
Tivew, Tiw). Téppa and dppa are correlative, but here the clause with tégpa is
unusually forceful, because it precedes the clause with 8gpa, which it usu-
ally follows (GH 2.262 n. 2). S@éAAw takes a personal object (¢) only
here. Tiowow ... Tipfji: for the redundancy, cf. 57 fiyepbev ounyepees T’
gyévovTo.

511-16 &g @&To ... 8o sl several rare or unique features of diction
and style mark this key momentin the poem: (1) elsewhere in the 77, when
there is no verbal response to a speech, &g ... ol 1 Tpocéen is followed
by an action taken by its addressee (e.g. 5.689; cf. Od. 20.183) or, more
often, by the speech or action of another character (4.401-10, 6.342-58,
8.484-8,21.478-88). Only here does a second speech by the same speaker
follow a long silence, though there are silences after fourteen other pas-
sages following é&s @&to without tov (1) 8’ o¥ T1 Tpooéen; see Graziosi
and Haubold 2010: 174 on 6.342. (2) This is the only example in the /7,
out of thirteen occurrences, of d7v at position 4 of the hexameter; only
two of its twenty-seven occurrences in the Od. are found at this position
(Od. 2.36, 23.93), both as here followed by fioTo; in Od. 25.99 &vew occurs
in the same position as 512 &kéwv, a word of similar word-shape, sound,
and meaning. (g) 512-1g s ... &s ... (‘as ... so ... ’) is an abbreviated
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version of a sequence often found in extended similes that compare the
actions of two different subjects (e.g. 2.326-8, 459-64; 7.4-7; 12.167-72;
22.199-201); here, however, the verbs following s and ¢s have the same
subject, so that instead of comparison there is intensification and contrast
(see 512—-139n.). (4) The superlative &ripotétn (516) is found only here
in Homer, as Thetis uses the same kind of special diction to describe her
dishonor and suffering at the hands of Zeus (cf. 18.429-34) as she uses to
describe Achilles’ brief existence and dishonor at the hands of Zeus and
Agamemnon (see 505 okupopwTatos with 5o5—6n., Slatkin 19g1: 36-8).

511 ThHv ... Zeus: for the rare lack of reaction to a suppliant by the
character supplicated, cf. Od. 7.153—4, where Arete does not respond to
Odysseus’ entreaty. vepeAnyepéta (47x in early Greek epic) is by far
the most frequent of Zeus’s epithets having to do with meteorological or
atmospheric conditions.

512 fioro: third person imperfect of fuca.

512-13 @S ... &S ... éurepuuia: lit. ‘in what way Thetis took hold of (his)
knees, | in that way she held on, having grown into (them)’; s is relative,
&g demonstrative (see 511-16n.). éumeguuia is perfect participle of ¢ugpuw
‘grow into’, used figuratively of “clinging closely to”; cf. 6.259 = 406 &v 1’
&pa of @U (tmesis), Od. 12.438 Té1 TpooUs exéuny, 19.416 pAtnpe ... unTPdS
TepipUo’ "O8uoii.

513 SeuTepov almis: cf. wéAw alTis (2.276, 5.257, 29.229), &y & alTis
(8.335, 15.364).

514 vnuepTés: neuter of vnpeptrs (from privative vn + &uapTédvw), used
adverbially with Umréoyeo kai kat&veuoov. For the formation, cf. vnens (from
vn + #Aeos), vivepos (from vn + &vepos), vnmevdns (from vn + wévBos). MEv
&7: pév makes vnueptés more emphatic, and 81 strengthens pév. Cf. g.509
XP1 pév 81 TOV ubbov &mieyiws &moermeiv (GP §92).

514-15 UTréoxeo ... &méarm’: &mwoéerm’ ‘say no’, ‘refuse’, imperative of
&metmov, is opposed to Uméoxeo kal kardveuosov. Zeus’s “nod” will irrevoca-
bly confirm the promise indicated by Uméoxeo; cf. 524-7, 558. Ancient,
like modern, Greeks moved the head down and forward to express agree-
ment or assent (2.350, 4.267), up and back to express disagreement or
rejection; cf. 6.311 &véveue, 16.250, 252 &véveuoe.

515 H ... £i8&: a harsh line with six examples of hiatus (between ) and
&tro-, &mo- and -eimre, el and o¥, To1 and #m1, de- and -os, U and £id&); the
second, fifth, and sixth of these reflect the disappearance of digamma,
and the third results from correption (Introd., $4-5). é1rei ... Sfos: lit.
‘for there is no fear upon you’. to1 is probably the second person pronoun
with ¢m (= ¢meomw) rather than the particle emphasizing ot ... ¢m. Either
way the clause is a parenthetic reminder that Zeus can do as he wishes,
without fear of consequences. £18&: subjunctive of oida.
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516 8ooov ... 865 eip: an indirect question dependent on 515 id&;
cf. 1856 dpp’ 2U £idfjis | dooov épTepds elut oébev. peTd T&ov ‘among
all (the gods)’. Homeric Greek can use the form 8eds for female as
well as male gods (e.g. 4.58 éyc 8eds ein (Hera), 5.931 &vodkis énv Beds
(Aphrodite), 8.7 e 8eds) and regularly uses 8eof for mixed groups of
male and female divinities. 8¢&, however, is more usual than 8:65 when
referring to an already named goddess, a goddess with whom the speaker
has an established relationship (e.g. 1, 216, 5.815, Od. 13.312), a goddess
with special power (e.g. 401), or a goddess as distinguished from a mortal
woman or a male god.

517 dx8foas: oxBéw denotes a feeling of being “moved” or “troubled”
that falls well short of the kinds of dangerous, destructive anger expressed
by xoAéw, koTéw, and pnyiw. It occurs in speech-introductions when the
person about to speak feels that a situation or suggested course of action is
inappropriate to the preservation or projection of his power or self-image
(Kelly 2007: 224). In the Il., 6x8foas formulas usually introduce speeches
by Achilles or Zeus, creating a link between these two characters (Scully
1984) and perhaps suggesting that Achilles’ “authority is in some ways
analogous to that of Zeus” (Kelly 2007: 225). péy’: adverb (see 6n.).

518-27 Zeus tells Thetis that she will cause enmity between himself and
Hera (518-21), then dismisses her “in case Hera may notice something,”
but promises to do as she asked (522-7).

518 Aoiyia #py’: an exclamation strengthened by affirmative | and made
more emphatic by &; cf. 2.272 7 87 pupi’ ‘O8uccels éoBA& Eopyev, 14.53 1
&1 TalTd Y’ éTolua TeTeUxoTan. For humans, Aoryds involves total devastation
or destruction sent by gods (cf. 67, 97); for gods, Aotyia épya are merely a
matter of bickering over humans that disturbs their tranquility (cf. 573-6).

518-19 8 T¢ ... "Hpm ‘in that you will lead me to quarrel with Hera’. With
Bekker’s division of &te, the reading of the MSS, into the relative & and
the particle ¢, the subordinate clause has causal as well as temporal force;
cf. 244 with n., GH 2.289. éxBoSoTtrfjoan: aorist infinitive of éyxBodoécw,
a verb found only here in Homer. Cf. &x8o8omds ‘hostile’, ‘hateful’, e.g.
Soph. Aj. 928-91 Tol& pot ... &veoTévales ... éxBodoT’ Atpeidons, Phil. 1197
oTUYVOY TE QAT éxBodoTrdv.

519 87 &v W’ ... émécoorv: in Homer &1’ &v + subjunctive in the protasis
of a temporal condition need not mark a statement as general, unlike
&tav in Attic Greek, and &v or kev can sometimes give special emphasis to
a particular future action. Cf. 567, 4.164 = 6.448 ¢ooeTon Auap &1’ &v ot
Ao Thios ipt) (GP 2.258).

520 kai aUTws ‘even as it is’.

520-1 aigi ... vexkei: aiel modifies vekei, which gains strength as the
runover word in essential enjambement and the final word in its clause
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and is also felt with gno1 ... &pfyew. For odel in similar complaints by Zeus
about Hera, see 541, 8.408. Zeus may have in mind the kind of opposi-
tion Hera offers within the poem to his favoring Hektor and the Trojans
(e.g. 4.40-3, 24.65-8) or to some event(s) in traditional epic with which
an audience might be familiar, e.g. Zeus’s plan to relieve the Trojans by
separating Achilles from the Greek alliance, which is mentioned in the
final sentence of Proklos’ summary of the Kypria (Bernabé 1996: 43, West
2004: 80—1); see Currie 2015: 294—5. For aiei used, as here, of a past event
outside the poem’s narrative frame, cf. 107 odel Tor T& k&K’ éoTi @ida ppect
pavTeveoBal.

521 kai Te: kol + generalizing ‘epic’ te marks a rhetorical climax; cf.
9-158-9 Aidns Tor dueihiyos 78’ &BdpaoTos' | Touveka kad Te BpoToiot Beddv
#xO10Tos &mdvTav, 19.85—6 ToM&KL 81 pot ToUTov Axaiol uibov oy, | ko Té
ue veikeieokov. See Ruijgh 1971: 774.

523 meAnosTor: the only instance of the future middle of péAer in surviv-
ing early Greek epic, perhaps differentiating Zeus from other users of
uéAw and emphasizing his participation, as ruler of the cosmos, in the
impersonal verbal action. Ke: see 139n. dppa TeAéoow: temporal
clause, with a secondary suggestion of purpose (see 81—2n.). The aorist
suggests that Zeus expects the “fulfillment” of his promise to be complete
once and for all. For the Aids BouAry and Zeus as director of the plot of the
1L, see 5n., 528n., Introd., 12-13.

524 & & &ys: see go2n. Sppa TreTroifmis: purpose clause with a per-
fect active subjunctive.

525 ToUTo: i.e. “nodding with the head,” referring to the main idea in

the previous line. ¢uédev: cf. 180 oéBev with 180—1n.
525—7 Zeus’s description of his “nod,” with its four first-person verbs
and adjectives in three lines, following 529 éuoi ... TeAéoow, reflects his

sense of how great a personal favor he is granting Thetis and indirectly
acknowledges how much he owes her.

525—6 ToUTo ... péyioTov | Tikpwp ‘this (is) the greatest sign’. ‘Sign’
is the original meaning of téxpwp (see DELG, Frisk both s.v. Téxpap),
which elsewhere signifies ‘end’, ‘limit’, ‘goal’ (= mépas, according to
the old saying cited at Arist. Rhet. 1.1357bg—10). Zeus’s rhetoric gains
strength from the placement of Téxpwp as the runover word in essential
enjambement.

526—7 ol ... katavevow: lit. ‘for mine cannot be taken back, nor (is
it) deceitful, | nor (is it) unaccomplished, whatever I may nod assent
to with my head’. ¢uév does not refer to any particular noun but is itself
substantival and defined by & i ... kaTavetow. Zeus’s unusual diction
magnifies the effect of his “nod”: mwalhv&ypetov (from mwaAw + &ypéw)
and &mwotnAév are Homeric hapax legomena (though &mathhios describes
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lying tales at Od. 14.127, 157, 288); &reAetnTov occurs elsewhere only at
4-175. kaTaveuow: first person singular aorist subjunctive.

528-31 This sublime passage inspired poets, visual artists, and phil-
osophers throughout antiquity and was discussed in connection with
Homer’s anthropomorphic representation of divinity. ~ 530 & T reports
that it was the model for Euphranor’s portrait of Zeus in his painting of
the twelve gods in the Stoa (of Zeus Eleutherios) in Athens, and it was
said to have inspired Pheidias’ celebrated chryselephantine statue of Zeus
at Olympia (e.g. Strabo 8.5.50, Plut. Aem. Paull. 28.2); see Lapatin 2001:
79-85. Dio Chrysostom 12.25—6 says that with this statue Pheidias tried
to rival Homer’s representation of Zeus (and of divinity generally). At
12.55-83 Dio contrasts it favorably with representations by Homer and
other poets and makes Pheidias defend, from a broadly Stoic viewpoint,
his own projection of “rational intelligence” (12.59 voUv xai ppévnow). See
Russell 1992: 15-16, 181—9; Hunter 2018: 60—4, 79-91.

These Pheidian qualities can be seen in the monumental painting by
J-A.-D. Ingres, Jupiter and Thetis (1811, now in the Musée Granet, Aix-en-
Provence), which represents the scene of supplication. Jupiter (i.e. Zeus)
sits high on a throne, facing the viewer frontally, bare chested while a robe
covers his left shoulder and the lower part of his body; he holds a scepter
in his right hand, and an eagle sits to his left, as he projects his majesty
and authority. Thetis, however, seated low to his right (the viewer’s left),
calls this authority into question by her eroticized gestures of supplication
(see 407n.): nude from the waist up as her robe seems about to slip from
the right side of her body, she looks up at Jupiter’s face passionately as
she reaches horizontally across him, resting her right hand caressingly on
his left knee and at the same time raising her left arm to touch his beard
affectionately with her hand. The image recalls the erotically charged
(but unconsummated) relationship between the two, which led to her
being forced to marry Peleus and bear the mortal son, Achilles, for whom
she is now pleading. See 1n., §52—4n., 393—412n., §96—406n.).

528 = 17.209, where Zeus confirms Hektor’s temporarily triumphant
power on the battlefield. In both instances, he nods assent to a significant
turn in the poem’s plot. f: see 219n. Kuavéniow: kudveos, from
kUavos ‘dark blue enamel’, often seems to mean ‘black’ and describes
locks of hair (22.402) and a beard (Od. 16.176), as well as Zeus’s eye-
brows. é¢mri ... veUor ‘he nodded assent with his eyebrows’, perhaps
referring to how the eyebrows appear to be lowered over the eyes when the
head is inclined forward and down, though X 528 ¢bT considers that “eye-
brows” is a synecdoche for the whole head. Elsewhere Zeus nods assent
with his head (15.75 gué ¢méveuoa k&pnT1), and Zeus and Poseidon do so
with their “immortal eyelids” (Pind. Isthm. 8.45a—45b &mi yAepdpors | velioaw
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&Bavdrolow). dvavelw ‘nod in rejection or denial’ involves a conspicuous
raising of the eyebrows, as the head moves up and back. Cf. 514-15n.

529 &uppédorar: duPpdotos (adj.) is based on &uPpoTtos ‘immortal’ (from
privative o- + Bpotéds ‘mortal’ < Indo-European *my-t6- root mer-‘die’, ‘dis-
appear’), a word used mainly of the gods, their possessions, and their
gifts. &uPpooios is much less common in Homer than &b&vatos; it can
describe anything sweet-smelling or fragrant that belongs to the gods, e.g.
their hair, clothing, or sandals or the oil with which they anoint them-
selves, and it expresses their immortality. The noun &ppposin, derived
from &pPpdoios, denotes the cosmetic with which divinities cleanse their
skin (14.170) or preserve it from decay (16.670, 19.38-9), as well as the
substance they consume as food (Od. 5.93, 199), in contrast to the nec-
tar they drink (see 597-8n.). See DELG s.v. ppotés, LfgrL, s.vv. &uBpdoios,
&uppoTos. émeppwoavTo: cf. 29.967 xaiton & ppwovto, describing
horses’ manes streaming in the wind. (¢mi)pwopot could be related to péw
‘flow” or pawvvum ‘have or show strength’ (Frisk, DELG, both s.v. paopon)
and may have been understood differently by different listeners or readers.

530 kpaTos: genitive singular of x&pn ‘head’. péyav ... 'OAupTrov ‘he
caused Olympos to tremble, although (itis so) massive’. After the majestic
description of Zeus’s nod in the previous two and a half lines, followed
by heavy punctuation at the B' caesura in 530, a mere three words in the
second half of the line convey its awesome effect. = 530 ¢ AbT observes
that “by the speed of the syllables,” i.e. the three light syllables with ¢ in
enéMigev, “(Homer) describes the trembling of the mountain and shows
the speed of its movement.” Hera’s more restrained shaking with anger at
8.199 has a similar effect, but she does not “ma[k]e tall Olympos tremble”
by an action explicitly intended to confirm a decision and demonstrate
cosmic supremacy (Hunter 2018: 57). Zeus’s power may be gauged by
the description of Olympos as 8eév £8os dopaés oiei (‘the seat of the gods,
unshakeable always’) at Od. 6.42, especially if this description is tradi-
tional and formulaic.

531 Tw ... Siftpayev ‘the two ... were separated’. T ... BouleUoavTe
links Thetis and Zeus grammatically in their planning and seems to
justify Hera’s accusation in 540-9. The same words are used of Athene
and Odysseus at Od. 15.439. SitTpayev = dieTudynoav, third person
plural aorist indicative passive of datpnyw (from &i& + Tpnyw, cognate
with Téuvw); cf. 7.902 &v piddTnT SiéTuaryev. For the dual subject of a plural
verb, cf. 19.47 opd pév Te cacoeTe Aadv Axouddy, 16.997 T 8 alTis §ipéeoot
oUVESpauOY.

531-3 1 Miv ... Tpds Sdpa ‘then she | leapt from shining Olympos into
the deep sea, | and Zeus toward his house’, an extreme example of the
figure of speech known as zeugma (“yoke”), in which “two connected
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substantives are used jointly with the same verb (or adjective) though this
is strictly appropriate to only one of them” (Smyth §3048). Cf. 12.319-20
5ouci Te Tiova pijda | olvéy T’ EcuTov peAindéa. eig &Aa &ATo: Thetis’ sud-
den leap into the sea, without replying to Zeus’s words, is strongly marked
by these runover words in integral enjambement and by the harsh hiatus,
without a rhetorical pause, between &\a at the A* caesura and &\to at posi-
tion 3.5, where word-end is generally avoided.

533-611: THE GODS ON OLYMPOS

After Zeus returns home, the scene of the gods assembled in his house
has three main parts: the increasingly hostile dialogue between Zeus and
Hera, leading to his threat to use physical force against her if she does not
keep silent (536-70); the intervention of Hephaistos to reestablish peace
between his parents and harmony among the immortals (571-600); and
the gods’ feasting to the music of Apollo and the Muses, followed by
their return to their Hephaistos-built homes to go to bed for the night
(6bo1-11).

533 &véorav: third person plural intransitive second aorist of &vioTnu.

534 opoU TaTtpds ‘their father’, not in a literal sense but in light of his
unmatched power and status; cf. 509 wéTep, 544 TaTHP AVEPOY TE Beddv
TE. ool: genitive of the third person plural possessive pronoun cgds.

534—5 ouUdt ... peivan étrepydpevov: similar formulaic phrases are used
elsewhere of “remaining” or “not remaining,” i.e. fleeing, as a powerful
warrior approaches on the battlefield (8.536, 12.136, 13.472, 15.406,
22.252). Here oudt ... ¢mepyduevov gains emphasis from integral enjambe-
ment and makes Zeus resemble such a warrior, placing the other gods in
the position of enemies to be physically dominated and reminding listen-
ers and readers that Zeus’s position as “father” depends on the threat of
force (see 566—7, 580-1, 8.7—27, 15.104—12). Cf. the entrance of Apollo
into the house of Zeus at HHAp 2—-19, where the assembled gods trem-
ble and leap from their seats, though Zeus himself apparently remains
seated. ¢otav: = 535 a bT prefers f\8ov to ¢oTav, because of its clearer
contrast with peiven earlier in the line and because it expresses greater
honor for Zeus. The Olympians, however, rise less to honor Zeus than
out of fear and respect, and ¢oTov after 539 dvéotav reflects these motives.
Furthermore, ¢pyouan is used with singular forms of &vtios 12x in Homer
but not with plural forms, while &vtior is found with 11.216 oTté&v and
12.44 ioTavTal.

536—70 This is Hera’s first appearance as a speaking character, after
intervening from a distance at 55 and 195—6. Her angry accusation that
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Zeus never consults her about his plans and her (justified) suspicion that
he met with Thetis behind her back, promising to honor Achilles by kill-
ing many Greeks, are met by his insistence on making decisions on his
own, command that she sit down and keep quiet, and threat to lay hands
on her if she does not obey. This inaugurates a pattern seen elsewhere
in the poem: Hera’s opposition to, or resentment of, Zeus’s plans leads
him to threaten her physically, develop those plans in greater detail, and
prophesy what will happen: her defiance at 8.198-207 and g50-95 leads
to his threats at 8.400-8 and prophecy at 473-83; her seduction of Zeus
in Book 14 leads to his threats at 15.16-35 and prophecy at 61—77; her
opposition to the burial of Hektor’s corpse at 24.56-63 is followed imme-
diately by his decision to have Thetis tell Achilles to release it to Priam
(24.74-6). See Pironti 2017.

536 s 6 piv ... oUSE ... : see §18-19n.

536-8 oUdt piw ... yépovTos: idoloa governs piw; oUdé ... fyvoinoev intro-
duces indirect discourse beginning with 8T and extending through the
end of 538. No reason is given why Hera should have immediately known
that Zeus had been devising plans with Thetis. Listeners or readers famil-
iar with traditional mythology and poetry might well have assumed that
her suspicion was grounded in a grudge against Thetis for having for-
merly been the object of Zeus’s sexual desire (Mirto 1997: 828) and/
or for having rescued Zeus when she, Poseidon, and Athene conspired
against him (see 396-406 with n.).

536—7 oU8¢ ... Ayvoinoev: an example of the figure of speech called lito-
tes, a kind of ironic understatement in which “affirmation is expressed by
the negative of the contrary” (Smyth §g3022). “She did not fail to know”
is stronger than “she knew” would have been. oi: dative with ouv- in
oupppdooato; cf. 540 To1, K57 ool ye with Top- in TapéleTo. Boul&s:
quasi-cognate accusative after cupppdooaro.

538 = 556; cf. Od. 24.92. Elsewhere &pyupdmela, best understood as
“with white, shining feet” (LfgrF), is found only at the end of the line in
the formula (8e&) O¢émis &pyupdmelo; it is one of many adjectives referring
to female beauty in terms of parts of the body (see 55n.).

539 aUTika ... rpoonuda: the speech introduction, with asyndeton (cf.
105) and emphatic placement of a¥tika at the beginning of the line
(cf. 18.98 avtika TeBvainv), emphasizes Hera’s urgency and intensity, as
does her omission of a full vocative address and her insulting Soloufita
in the first line of her speech (540), in striking contrast to Thetis at 509
(Zeb waTep) and 508 (OAUumie pnTieTar Zel). kepTopiolor ‘heart-cut-
ting’, from xéop + Tépvw (DELG s.v. Téuvw), is found almost exclusively in
speech-introductions, where it agrees with éméeoow expressed or under-
stood. It describes a kind of speech that aims to embarrass or humiliate
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the addressee, leaving him or her confused, indecisive, unable to man-
age conflicting feelings, and not knowing how to respond (Clarke 2001:
335). Aia Kpoviwva: see ro2n.

540 8:idv: partitive genitive with Tis; cf. 8 Tis ... 8eédv, 547-8 0¥ Ti5 ...
| oUre Beédv ... oUT” dvBprmeov. aU: this is not the first time Hera has
confronted Zeus in this way (cf. 541, 8.408 «oiel). SolopfiTa, voc. of
SoounTns (from 86Aos + piiTis), is Homeric hapax legomenon, but SoAdpnTis
is used in the Od. of Aigisthos (1.300; 3.198, 250, 308; 4.525) and
Klutaimestra (11.422). For Hera, Zeus’s meeting with Thetis constitutes
cunning treachery on a par with theirs.

541-2 «icl To1 @ilov éoTiv ... Sikaléuev: aiel Tol pidov éoTiv ... is correl-
ative with 542-9 o08¢ Ti e por ... TéTAnkas. Hera makes her accusation
first positively, then negatively. adel To1: see 107n. éuel is depend-
ent on the preposition véogw, and &mwé goes with ¢évra in a kind of tme-
sis. Some editors read &movéog, understood as a preposition governing
¢uel, or &mo véogw, with éuel understood as object of &mo and véogw as an
adverb modifying 2évre; cf. 562-9 &mwd Bupol | ... Eoeou ¢ovta refers
back to dative to1 but agrees with oe understood as subject of the infini-
tive Sikaléuev. kputrtéSiax: adverb with gpovéovta, also agreeing with oe
understood.

542-3 oudt Ti Trw pot ... vofilomis ‘you have never yet with kindly inten-
tion brought yourself to say any word to me which you have in mind’,
i.e. “any word to me (as opposed to Thetis) of what you are plan-
ning.” TpoPpwv: see 76—7n. simreiv #mros: a rhetorically emphatic
etymological figure, in which words with the same stem belong to differ-
ent parts of speech.

544 TaThp ... 8V Te: the narrator, introducing a speech in which Zeus
asserts that he will think as he wishes, “apart from the gods,” describes him
in terms of his supreme patriarchal power.

545-6 p1 ... ¢idfoav: Zeus commands Hera emphatically, replying to
her final point first. The poet makes him use pi6ous for &mos or émea, both
because these words are metrically unsuitable as the final word in 545 and
because puBous, like 542 Sikaléuev, implies making decisions and giving
commands; cf. 565 épédr & émmeifeo puber, Martin 1989: 57-8. eidfoeiv:
future infinitive of oida (= Attic gloecton).

546 xahetroi: Zeus speaks condescendingly, refusing to take Hera’s com-
plaint seriously and implying that his decisions are either too “difficult”
for her (as a mere female) to understand or too “hard” for her to accept,
so that there is no point in telling her about them or consulting her.

547-8 8v piv ... &vBpwmwv: following the relative clause, there is a slight
anacolouthon: ‘whatever (word) is reasonable for you to hear, no one,
neither of gods nor of men, will know this sooner (than you)’. fraiTa
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‘in that case’, ‘then’, can be used in connection with something contem-
plated; cf. 24.296-8 &i 8¢ To1 0¥ Swoet £ov dyyehov ... Zes, | olk &v Fywyé o
Frerta ... keholuny | vijas & Apyeicv iévo. gloeton: cf. 546 €idnoew with
545-6n.

549-50 &v &8¢ ... peT&MAa: a relative clause serving as protasis of a pres-
ent general condition, with present imperatives in the apodosis. Zeus
generalizes from specific, isolated incidents, making it seem that Hera
constantly challenges his decisions. éywv is grammatically unneces-
sary but nicely expresses Zeus’s self-importance; o makes his imperatives
more pointed. &réveude Bedv: see 498—gn. é8éAewpr: in Homer, -
is found, probably for metrical convenience, in several subjunctive forms,
e.g. 5.279 TUxwul, 18.69 18ww, 24.717 &ydyww (GH 1.461-2); the sub-
junctive is normal in a present general condition, rather than the optative
found here in all MSS, hence Aristarchos’ ¢8éAcwpu. #xaoTa i in apposi-
tion to TadTta: ‘these things, each (of them)’.

551 Poddtis woéTvie “Hpn: this formula, metrically identical to 8e
Asukoevos “Hpn in violation of the principle of formulaic economy (see
550, Introd., 48-9), is typically found in contexts of conflict or enmity with
Zeus or in other passages involving opposition or conflict (Beck 1986).

552—9 Hera first replies to Zeus by telling him that until now she has
not questioned him and that he always makes plans as he wishes, without
interference (552—4). Then she expresses her fear that Thetis came as
a suppliant and that Zeus promised to honor Achilles by killing many
Greeks (see 559n.).

552 aivoTaTe ... farmres: in the /1, this line always introduces a remon-
strative speech by Hera to Zeus, e.g. 4.25, 8.462, 16.440. Here oivétare
is both sarcastic and disrespectful. Troiov ... fe1mres: an exclamation in
the form of a rhetorical question. Hera clearly does not expect an answer,
since she continues speaking.

553 xai Ainv: cf. 520 xai alTws. Ainv ‘very much’ often, as here, implies
‘too much’. mépos ‘before’ with a verb in the present tense is found
mainly in speeches; it refers adverbially to a present state of affairs con-
tinuing up to the time of the speech, here in opposition to 555 viv 8. Cf.
4.264 olos Tépos elyea lva, 28.474 Ti T&pos AaPpevean;

554 £Uknhos: a doublet of &knhos (‘as you will’, i.e. ‘at your ease’, ‘unop-
posed (by me)’), from éxcav + the suffix -ndos. The lack of digamma in
eUknhos suggests that there is no historical connection between the two
words. Rather, eUknAos is probably based on a folk etymology involving
the adverb e and perhaps influenced by xnAéw (‘charm’, ‘enchant’); see
DELG s.v. knhos. For the digamma in *pexwv, *pékndos, see GH 1.129—
30. T&: demonstrative antecedent to dooa (= &Twva). #8éAnicfa: in
epic, a relative conditional protasis with the subjunctive often omits &v/«xe
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(GMT§8538, 539; GH 2.246—70), as does a protasis in general conditions
beginning with i; see 8on. -ofa: see 8xn.

555 Seidoika ... u7 ot apeitrn: in Homer, the aorist subjunctive with pn
occasionally signifies a fear that something may turn out to have already
happened. Cf. 10.98—9 p) Tol pév ... | konowvTa, &Tép pUAaKs & TéyxU
A&BoovTan, 10.538 Beldoika ... pfy T1 w&Bwow. Attic uses the indicative (GMT
8§93, GH 2.299). moapsimov usually suggests persuasion accomplished
verbally by rational appeal or wise counsel, but Hera (556—7) imagines
Thetis as having used persuasive speech along with the physical gestures
associated with supplication (see 407n.).

558-9 o’ diw KaTavelool ... &s ... [Tiposls, dAéoes 8t ... : o is subject of
kataveUoal in indirect discourse, and kotaveUoor introduces a subordinate
¢s clause best understood as an additional indirect statement expressing
Zeus’s purpose; the unusual future indicatives convey Hera’s objective,
emphatic certainty that Zeus really will act as he promised with his “nod.”
The text, however, is problematic: first, nowhere else does katavetw intro-
duce a subordinate clause or an indirect statement; at 10.399, 13.468-0,
and Od. 4.6—7 it is followed by a complementary future infinitive; sec-
ond, only one MS (before correction) and one papyrus have the future
forms, and all the others have subjunctives, Tiufijons, dAéoms 8¢ ... ; cf.
2.9—4. These subjunctives, where optatives might be expected after the
aorist xataveUoar, would also be unusual but could be understood as viv-
idly expressing Hera’s subjective sense of Zeus’s will or desire. For similar
textual uncertainty, see 17.144 ¢p&leo viv, &g ke TOMY kol &oTU cawonis,
where some manuscripts, papyri, and editors read cawoeis (Willmott
2007: 75-0).

559 SAéosis ... Axov ‘you will destroy many at the ships of the
Achaeans’, but also suggesting “you will destroy many of the Achaeans
at the ships.” The former translation is in accordance with the familiar
line-ending formula i vnuoiv Axaiév, and “many” would include Trojans
as well as Greeks; the latter translation, which involves understanding
Axouidv as dependent on moléas, with no reference to the Trojans, might
seem more relevant at this point in the narrative, given Hera’s concern for
the Greek army and hatred of the Trojans (56, cf. 4.94-6 ) and Achilles’
wish that Zeus “pen in the Achaeans along the sterns (of their ships) and
around (the curving shore of) the sea | as they are being killed” (409-10,
cf. 5og-10).

5617 Zeus concludes by mocking Hera’s suspicion that he has made
plans with Thetis and emphasizing her helplessness to oppose him.

561 Sarpovin: Soapovin/Saipdvie occurs only as the first word in the first
line of a remonstrative speech. It implies that the addressee is acting so
strangely and unreasonably that she or he must be under the influence
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of a daiuwv, but “does not ascribe any particular quality” or attitude to the
person addressed; instead “it puts the speaker in a certain relation to the
hearer, adding warmth” (Macleod 1982: 104-5 on 24.194). When used
by a mortal husband to his wife, Soapovin can express affection (e.g. 6.407,
486), puzzlement (e.g. 6.521), or both (e.g. Od. 23.166, 174, 264), but
here Zeus speaks with hostility. aiel ... dizar ‘you're always thinking’
sarcastically picks up 558 &iw and serves as rhetorical foil to 562 Tpfigou 8’
gutrns oU T1 Suvfioean. The contrast between Hera’s thinking and her ina-
bility to act effectively is enhanced by the identical metrical word-shape,
location in the line, and rhyming of étecn and Suvfioean. AHfe: a metri-
cally convenient alternative to Aav8dve.

562-3 &N’ ... fozou: lit. ‘but you will be (even) more away from my
heart’, i.e. more disliked by me. u&\ov gains force as the runover word
in essential enjambement, ending at position 1.5 where word-end is rela-
tively uncommon.

563 16 ... forou: cf. Agamemnon’s similar words about Achilles at g25.
Zeus and Agamemnon are represented as bullies who have their way by
threat of physical force. Each is faced with the difficulty of maintaining
supremacy while acknowledging the claims of powerful subordinates
through the distribution of honors (cf. Hes. Theog. 883—r). On Olympos
the hierarchy is never really in doubt, but it is among mortals: Achilles
would not agree that he is “subordinate,” and he could really have killed
Agamemnon.

564 € ... eivoa: lit. ‘if this is so, it is likely that it is dear to me’. Indicative
¢otiv suggests that “this” actually “is so,” and uéAAer with the present or
aorist infinitive implies a kind of necessity: “if this is so, that must be how I
like it”; cf. 21.89 uéAw Tou dmrexBéofon Ail atpi, Od. 4.577-8 3A& vu uéAAw
| d8avdTous dhiTéobon (GH 2.307-8).

566—7 un vU To1 ... 'OAUpTTwL: Xpanouelv is usually intransitive and means
‘be of use’; cf. 28 N vU To1 0¥ yxpaioum okfiTTpov kal oTéupa Beolo with 28n.,
242, 589. Here, however, xpaiouwow is transitive, signifying ‘be of use
against’, and has (ue) &ooov i6v8’ as its direct object; cf. 7.143—4 88’ &p’ ov
Kopuvn of dAebpov | xpaioue o1dnpein. For dooov 16v8” (cf. 27n.) in a hostile
sense, see 22.92 &M’ & ye uipy’ AyiMfia ... &ooov i6vta. Zeus implies that he
is physically more powerful than all the other gods combined, which he
states explicitly at 8.18-27, 450-1, 15.21—4, and which Athene acknowl-
edges in 8.82 £U vu kad fpels 1Buev & Tor oBévos oUk émeTov. For Zeus’s previ-
ous use of physical force against Hera, see 587—-9, 15.18-21.

567 8Tt kév To1 ... é@eiw: on &te kev (like 81 &v) + subjunctive in the
protasis of a temporal condition, see 519n. &étrTous Xeipas: a unique
occurrence at this metrical position, with the adjective preceding the
noun, and therefore emphatic. Elsewhere in early Greek epic, the formula
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is xeipas &&mrtous, which occurs only at the end of the line. &amros may
have been understood as formed from &- + &rropon (‘untouchable’), but it
probably derives from &- + *fémwros (‘unspeakable’); = 567 0 Areports that
Aristophanes of Byzantium read &mrous. Cf. 8.209 &mroetés describing
Hera as “speaking recklessly” or “speaking the unspeakable” (DELG, LfgrE
both s.v.). For Zeus’s invincible hands, see 8.450.

568 #8e10ev: see ggn.

569 p’: see 8n., gb6on. émyvéuyaoa ‘having bent (back)’, i.e. ‘hav-
ing restrained’, is a strongly physical word; cf. 21.177-8 #fehe fupcd | &€on
gmryvaupas dépu peidvov Aiakidao. It can be used figuratively of “bending”
or “influencing” the mind (véov) of another (9.514) or “converting” it
to one’s own view (2.14, g1, 68). Here it suggests Hera’s intense effort
to force her own “dear heart” to bow to Zeus’s command. The adjective
pidos is frequently used of parts of the body, both internal (e.g. 491 «fip,
3.31 NTop; 4.313, K.155 Bupds) and external (e.g. 4.913 otnbecor; 7.130
Xelpas, 271 youva(Ta); 19.85 yuia; 19.209 Acpdv), with varying degrees
of affective and possessive force; see Benveniste 1969: 2.349-53 = 1973:
285-8. kfjp: a contraction of xéap, not related to xnp.

570 &xnoav ... oUpaviwves: the contrast between dyfnoov ‘were trou-
bled’ (see 517 dx8noas with n.) and 8eoi olpaviwves ‘the heavenly gods’ or,
possibly, ‘the gods, offspring of Ouranos’ (reading OUpaviwves, a patro-
nymic), is almost oxymoronic; cf. 15.101 8x8noav, when the gods assem-
bled in Zeus’s house are similarly “troubled” by Hera’s verbal attack on
him (15.97-9). &v& Sdpa: cf. 10 dva otparév with g—10n.

571-600 Hephaistos appears for the first time in the poem, intervening
with a long speech (573-83, 586—94) that is interrupted briefly by his
leaping up to give his mother a cup of nectar (584-5). First, he deplores
the conflict between Hera and Zeus “for the sake of mortals” as “destruc-
tive” (Aoiyix €pya) and “no longer to be endured,” because it disturbs
the gods’ feasting; then he appeals to his mother to speak mildly to Zeus
(573-83): he does not want to see her “struck” and will be unable to pro-
tect her, as he was previously unable, when Zeus literally threw him “from
the divine threshold” all the way to earth (586—94). Finally, after Hera
accepts the proffered cup, Hephaistos pours nectar for all the gods, who
laugh as they see him limping awkwardly through the house (595-600).

571-2 Toio1 ... "Hpmu: the rare two-line speech introduction calls atten-
tion to Hephaistos’ unexpected intervention and to the importance of
whathe isabout to say. kAuTtoTtéxvns: a distinctive epithet of Hephaistos,
found elsewhere only when he uses or is about to use his distinctive artistry
(18.143, 391, Od. 8.286) or when he is credited (along with Athene) with
giving men civilized ¢pya (HH 20.5). fipa: accusative singular of fp
‘help’, ‘favor’, ‘loyal service’ (cf. épinpes éTadpor), always object of (&l ... )
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pépw. fip originally had an initial f and is cognate with Lat. uerus, Ger. wahr
(DELG s.v. fipa, Janko 19g2: 165 on 14.130-2). Aristarchos read #minpo,
neuter plural of the adjective éminpos, rather than émwi fpa. Cf. Soph. OT
1094 o ¢minpa gépovta, Ap. Rhod. Arg. 4.975 &¢p’ emwinpa gépwpan. fHpa
came to be used as a preposition with the genitive, similar in meaning to
x&pw (‘for the sake of’) and &veka (‘on account of’); see Bacchyl. 11.21
Npa TTavviko{o) TéAas, Callim. fr. 291.2 fpa prAofeving.

573-83 Hephaistos is concerned with what will happen if his mother
does not restrain herself and give way graciously to Zeus. He uses ¢ooeton
three times in eleven lines, as well as four subjunctives that look to the
future (576 vikdn, 579 vewkeimo, Tapdgni, 580 é8éAmow), focusing first on
the noise (575 xoAwiév) with which Hera and Zeus disturb the gods’ fes-
tive existence, then on the danger that Zeus will use physical force, and he
urges his mother to seek Zeus’s favor by “soft words” (582-3).

573 7 ... &vektd: ‘these things will be destructive, and (they will be) no
longer to be endured’. Aoiyix épya is not an exclamation, as in 518, but
predicate nominative agreeing with t&8’. oud¢ introduces a new clause,
unlike the variant otkét’ (cf. 8.955, 10.118 =11.610).

574 oew: second person dual pronoun, subject of ¢pmdaivetov and
gAaveTov. gveka BvnTddv: the phrase is made emphatic by the tension
between the unique placement of gveka (v v —) at position 5, the B* cae-
sura, and its grammatical connection with vntév at position 7, as well as
by the unparalleled word order. Elsewhere in Homer this phrase occurs
only as Ppotév éveka in the third colon of the line (8.428; 21.380, 463),
also in expressions of the unseemliness or pointlessness of one god fight-
ing another for the sake of mortals.

575 év ... élavveTov: lit. ‘and (if) you two drive on (i.e. “set in motion”)
among the gods a din like that made by a jackdaw’. For other figura-
tive uses of #\atvw, see Pind. Nem. 3.74—5 #Adn 8¢ xod Téooapas &peTds | &
Broatos aiwv; Aesch. Ag. 699—701 Thiwt 8 xfidos dp- | Bavupov Tedeooippwy
| pAivis Adaoev (with Fraenkel 1950: 2.334-5, Medda 2017: 2.403); Eur.
Supp. 95=6 # Te y&p yepaopiwv | doowv Ehavvous’ oikTpdy & yodow Sdkpu
(with Collard 1975: 2.138). For koAwidy, cf. 2.212 O¢poitns 8" &1 podvos
AUETPOETINS EKOAWIAL.

575-6 0U8¢ T1 ... vik& = Od. 18.403—4, where Eurymachos throws a foot-
stool at the beggar (Odysseus) but misses him and hits the wine-pourer
(396—7), giving rise to a “din” (402 xé\adov) as the Suitors “quarrel over
beggars” (403). Sotés ... Ados ‘pleasure of a good feast’; cf. Od.
17.446 Saatds dvinv. fBos is cognate with fidopan, H18Us, fidovn; for the rough
breathing in these words, all originally preceded by f, but the smooth
breathing in f8os, where initial  is possible but uncertain, cf. fuap / fluépn
(GH 1.151, 184; DELG s.v. fiSopa1, 118Us, etc.). $rel ... vikdr (= Od.
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18.404): temporal protasis of a future more vivid condition without &v/
ke (see 8on., 5541n.); the apodosis is oU8¢ 11 ... Aidos. T& Xepeiova ‘those
things, the worse ones’. See Steiner 2010: 216 on Od. 18.403—4.

577 Top&enui ‘urge’, ‘advise’, only here in the active. Elsewhere the
middle signifies ‘persuade’, ‘deceive’, ‘trick’. Kai aUTT1 TTep vosouomt
‘even though she recognizes (it) herself’. Hephaistos’ shift to the third
person, as he speaks to the other gods, not only reflects his concern for
Hera but engages the whole Olympian community. For concessive ep,
cf. 131 &yaBds mep Emv, 217 kad udAa Tep Bupddt kexoAwpévor with 216-18n.

578-9 8gpa ... TTaThp: negative purpose clause in which veikeimor gains
emphasis as the runover word in enjambement, ending at position 3.5
where word-end is usually avoided.

580-1 & Tep ... péipTatéds éotiv: following the conditional protasis e
Tep ... otugeAi¢on, Hephaistos breaks off for rhetorical effect, suppressing
the apodosis (“he will have his way” or “there is nothing we can do”); then
he proceeds to explain (y&p) the suppressed apodosis: “for this one (sc.
the Olympian) is much too strong.” Cf. 145—7 with n. &oTepoTINTNS:
a distinctive epithet of Zeus, from &oteporn + the suffix -tng expressing
agency (Chantraine 1933: 314).

582 &AA& ... padaxoioiv: &AAG strengthens kafdmreofoi, infinitive for
imperative; see 127-9n. ou: Hephaistos makes Hera responsible for
Zeus’s violence.

583 TAaos (= Attic TAews) has long o here, as at Hes. WD g40 and HHDem
204, but short a at 9.639, 19.178 (possibly by correption). 1 in fAaos is
always long, but short (probably for metrical convenience) in some forms
of iAdokopat, €.g. 100 iAacodpevol, 147 iAdooeal, 2.550 iAdovTan.

584—5 The narrator draws on elements of the typical scene in which
one character first offers a cup of wine and a verbal greeting to another,
then a prayer or good wishes (Edwards 1975: 55). Sétrag duikuTreA oV
‘a goblet with two handles’, according to Aristarchos (see EtymMagn go.40
=L-L 1188; cf. Od. 22.9-10 &Aeicov ... &upwTov), rather than ‘a double
goblet’ with cups on either side of a central partition, to which Arist. HA
9.624a7-9 compares the cellular structure of a beehive; see Hsch. a 4045,
DGE and LSJ s.v. &pgikUmeMov, DELG s.v. xUmeMov, with Hainsworth in
Heubeck, West, and Hainsworth 1988 on Od. 8.89, Bowie 2013 on Od.
13.57. Ti81: unaugmented imperfect of Tibnw; see 441n.

586 TéTAabr: second person singular perfect imperative of *TA&w. For
81, cf. g7 xAU6 with n. kndopévn Trep, the first of three instances of
concessive Tep in three consecutive lines, corresponds rhetorically to 588
&yvupevos ep in the same metrical position. For intransitive kfdopon used
as if it were transitive in conjunction with transitive ¢iAéw, cf.196 = 209,
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587 év dpBadpoiotv ‘with my eyes’, an instrumental use of év to reinforce
a dative of means (Smyth §1511), a use which becomes common in later
Greek. Cf. 18.185 Tpiv y’ 2ut 8elp’ EAoloav év dpBoAuoiow 18no1, Od. 8.459
Bapalev &' 'OBucfia év dpBatpoiow dpddoa.

588 Bewvopivny is particularly emphatic as the runover word in enjambe-
ment, like ypououeiv in the following line.

589 &pyadios ... &vtipipsofen ‘for the Olympian is hard to set one-
self against’. For &pyoéos ‘painful’, ‘hard (to endure)’, ‘difficult’ (from
*&Myahéos by liquid dissimilation, *A ... A > p ... A), see Chantraine 1933:
259-5, DELG s.v. &\yos. The personal construction (&pyoiéos in the nom-
inative + complementary infinitive) is found only here and at Od. 4.597
dpyodéos yap T  éoTi Beds BpoTddn &wdpl Sopfivan; the impersonal construc-
tion (&pyoAéov + complementary infinitive or accusative + infinitive) is far
more common.

590—4 Hephaistos’ account of his ejection from Olympos and fall to
earth contradicts his statement in 18.395—7 that he “fell far by the will
of my dog-faced mother, who wanted | to hide me because I was lame”;
at HHAp 316-21, Hera tells basically that same story. The two versions of
Hephaistos’ fall are best seen as reflections of a traditional myth, perhaps
originally having to do with lame men as smiths or craftsmen, on which
the narrator makes Hephaistos draw in different contexts for different
purposes (Detienne and Vernant 1978: 269-75, Lang 1983: 163—4),
rather than ad hoc inventions on the part of Hephaistos (Reinhardt 1961:
102-6, Braswell 1971: 19—21, Willcock 1978-84: 2.268). For another
allusion to past violence among the Olympians, presenting similar inter-
pretive problems, see §96—-406 with 396—406n., Introd., 57. At Pl. Rep.
2.978dg—7, Socrates rejects the story of Hephaistos being hurled from
heaven by Zeus as unsuitable for the young.

590—1 81 ... Bsomeciolo explains 589 &pyadéos ... dvTipépesBau. 590 pe
... pepadTa is direct object of piye in the following line. HEMAOTA: Mas-
culine accusative participle of the archaic perfect péuova, cognate with
pévos, found in Homer and archaic lyric poetry, and signifying ‘intend
to’, ‘have a (raging) desire to’, and especially ‘be filled with courage or

passion to fight in combat’ (DELG s.v. pépgova, pévos, etc.). Tro86s: par-
titive genitive with tetaywv; cf. 197 kéuns €e, 29 xepods EAdVT’, K12 flyoaTo
youvwy. TeTaywv, participle of the reduplicated aorist tétayov, for

which no present form exists, is found only here and in a similar con-
text at 15.29 pimtackov TeTaydv &mod pnrod. Lucian Charon 1, in a passage
alluding to and echoing 590-600, has the perfect participle Tetorycos in
some MSS, but the speaker, Hermes, may be paraphrasing rather than
quoting.



COMMENTARY: 592-5 201

592 T&v ... Auap: accusative of duration of time, but the time taken to
fall also expresses the space through which Hephaistos falls. Cf. the simi-
lar conflation of time and space in the description of the distance between
heaven and earth and earth and Tartaros at Hes. Theog 720-5 (GH
2.45). @epopnv: this first person imperfect passive form is found only
here and in Odysseus’ repeated descriptions of being carried by the winds
and waves, e.g. Od. 7.253, 9.82, 12.425, where the accompanying accusatives
similarly have both temporal and spatial force. &pa: preposition with the
dative; cf. 226 &uo Aaddl, §48 &pa Toiol. feMiot kaTadUvT: cf. 475 Héhios
karedu with n. For the construction, in which a noun and participle are used
like a verbal noun + genitive (“the setting of the sun”) or like an articular
infinitive, cf. 601 & Héhov kaTadUvta, 9.682 &’ Aol parvopévnew. K&TTTTEGOV
= katémeoov by apocope and assimilation; see 142—4n.

593 Anpvwi: Lemnos, the largestisland in the northeastern Aegean Sea,
was sacred to Hephaistos as the god of fire and craft; it is one of the few
places apart from Athens where there is evidence of his cult. SAiyos ...
évijev: cf.15.24 SArynmeréwv. Hephaistos falls in a way that resembles how
humans fall and experience death in the /1, e.g. 248 8vijiokovTes TimwTwo,
4.504 etc. doutnoey 8¢ Teowy, 15.20K Téoev &v Koviniol; see Purves 2006 ~
Purves 2019: 55-65. For 8upds = ‘life’, ‘vitality’, see 4.152 &yoppdv of Bupods
¢l oTnBeoow &yépbn, 16.540 Bupdy &moebwiboust, with Clarke 1999: 78.
For loss of Buuds as death, see 205n.

594 ZivTies &vdpes: the Sintians, originally Thracians who came from
Tenedos, were pre-Greek inhabitants of Lemnos (Hellanikos, FGrHist 4 F
71 = EGM fr. 71a =X Od. 8.294). They are described by Ares at Od. 8.294,
perhaps disparagingly, as Zivrias &ypiogcovous.

595 meidnoev: in Homer and Hesiod, peidficon and peidnoe are found
instead of the corresponding aorist forms of peidi1&w, probably for metri-
cal reasons. peididw denotes ‘smile’” or ‘laugh softly’, in contrast to yeAdew,
yéAws denoting loud, full-throated laughter that is often disparaging or
mocking. Hera’s smile may express her appreciation of Hephaistos’ avoid-
ance of the story of her maternal violence (see 59o—4n.); it acknowledges
his “pragmatic reminder” of Zeus’s power and authority and of the need
for harmony among the immortals (Halliwell 2008: 60). Cf. Achilles’
affectionate smile in acknowledgment and appreciation of his “dear com-
panion” Antilochos’ angry refusal to surrender to Eumelos the prize he
has won by finishing second in the chariot race at the funeral games in
honor of Patroklos (28.555-6) — a smile suggesting that Achilles iden-
tifies with Antilochos but distances himself from a situation that recalls
his own conflict with Agamemnon (Rengakos 2007: 108-9; cf. Minchin

2020: 55-7).
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596 padnoaca ... £8é§ato ‘smiling she received (the cup in her hand)’.
The aorist participle and main verb denote simultaneous actions; cf. 148
idcov pocéen with n. Tandos: genitive of separation (ablatival genitive).

597-8 Tois ... &pUoowy: the language of these lines — 2v8¢ia, olvoyder,
kpNTiipos, &puoowy —is that of the aristocratic symposium; cf. 4.1—4. Toig

. w&ow ‘for those, the other gods ... all (of them)’; see 11n., 339—
4on. #v8éGix ‘from left to right’, adverb with oivoyoe oivoyos:
Hephaistos “wine-pours” the nectar, drawing it from a mixing bowl
(kpnTiipos), even though the nectar is presumably not mixed with water.
At Od. .93 Kalypso seems to mix the two (képacoe 8¢ véktap épuBpov), but
according to X ad loc. (= Arist. fr. 170 Rose = frr. 393, 1 + 393, 2 Gigon, from
Homeric Problems), Aristotle “solved” (Awv) this problem by taking xé¢pacoe
to mean not “mixed” but “poured out.” Cf. Arist. Poetics 25.1461a29-30,
illustrating a quasi-metaphorical extension of customary verbal usage:
“they say that Ganymede ‘wine-pours’ (oivoyoevew) for Zeus, though they
(sc. the gods) do not drink wine.” See 4770n. véiktap, the drink of the
gods, probably from vek- (Indo-European root “*nek- ‘disappear’, ‘die’,
cf. véxus, vexpds) + -Tap (Indo-European root *lerh - ‘pass through’, ‘over-
come’; cf. Tépuo, Téppwy ‘boundary’), signifies “overcoming death.” Cf. 529
duPpodoian with n.

599—600 The assembled gods’ “unquenchable laughter” is their
response to the incongruity of the lame, hairy (18.415) god taking on
the role of “wine-pourer” instead of Hebe (4.2-3) or the beautiful young
Ganymede (20.292-5). Two scholia on 584 suggest that Hephaistos
intentionally sought this response by “imitating [these] most beauti-
ful wine-pourers” (yéloios ... pigoUpevos ToUs koAAicTous oivoxdous), as
he “called to mind” (peuvnpévos) how Zeus hurled him from Olympos
(see Kirk 1985: 113-14, Halliwell 2008: 63). The gods’ laughter at a
shared target helps to restore their easy existence and sense of commu-
nity, as the Greeks’ “pleasant laughter” at Thersites (2.270), when he
is scapegoated and beaten by Odysseus, similarly helps to restore their
fractured unity and harmony of purpose. Nevertheless, the apparent
similarity between the two scenes points strikingly to the fundamental
difference between heaven and earth in the resolution of conflict. The
gods’ “unquenchable laughter” differs from the aesthetically and eth-
ically more complex “unquenchable laughter” on the part of several
male gods at Od. 8.326, in Demodokos’ song of Ares and Aphrodite,
as they banter about how Hephaistos has trapped the lovers in bed
together (Halliwell 2008: 79-86). At Pl. Rep. 3.389a3—6, Socrates rejects
lines 599—600 for falsely representing the gods as irrationally overcome
by emotion.

o«
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600 TroiTTvUovTa, cognate with mvéw (Schwyzer 1.647; DELG, Frisk, both
s.v. Tormviw) , may suggest Hephaistos’ hard breathing as he toils; the unu-
sual metrical word-shape — — — —in the final colon, found in only g per-
cent of all Homeric hexameters, may imitate the god’s effort and awkward
movement. Cf. 8.219 a¥té1 mormvioavTi, 14.155 Tormviovta describing
Agamemnon and Poseidon, respectively, as they exert themselves to save
the Greek army on the battlefield. For moimviw used of the movement of
servants, see 18.421, 24.475, Od. $.430.

601—4 With the “pleasure of a good feast” restored, the reunited divine
community spend the rest of the day feasting and enjoying the music of
Apollo and the Muses.

601 és ... kaTadUvTa: cf. 475 with n., 592 with n.

602 = 468. For ¢8eveTo, see 468n.

603—4 ou ... Moucéwv §’: the repetition of ou at the beginning of 603,
where a conjunction might be expected, is emphatic and carries over the
force of 602 oud¢ 11 ... ¢8eveTo to both ¢bpuryyos and Moucdwy. v ...
AtoMwy: for Apollo and the lyre at a divine feast, see 24.62—3 &v 8¢ oU
Tolot | Saivu’ Exwv edpuryya. For Apollo, the lyre, and the Muses, see Hes.
Theog. 94—5 &k yd&p To1 Mouctwy kai éknBédrou AmdMwvos | &vdpes &ordol
¢aow ... kai kiBapioTad, Pind. Pyth. 1.1-2 ypuoéa poppry§, AméAAwvos kol
foAok&pwy | oUvdikov Moio&v kTéavov; cf. HHAp 182—93. The lyre, like
the bow (see 14n.), is a frequent attribute of Apollo in visual art (LIMC
2.1: 199-219, 2.2: plates 82—238). The change in the course of Book 1
from Apollo’s shooting with the bow to playing his lyre illustrates how
the gods, unlike humans, can move easily from violent hostility to festive
harmony.

604 &:adov ... keAfit = Od. 24.60 = HHAp 189, always of the Muses. The
narrator does not specify the subject of their song here. At Od. 24.60-1,
they sing a dirge at the funeral of Achilles. Elsewhere in early Greek epic
they celebrate Zeus and the race and lineage of the other Olympians
(Hes. Theog. 11—21, 36—52) or sing of “the gods’ immortal gifts and mor-
tals’ | sufferings, as many as they have from the immortal gods, | and they
live witless and helpless, nor can they | find a defense against old age
and a cure for death” (HHAp 19o-3). Either topic might be appropriate
here. &ueipopevan probably means that the Muses sing in turn, one
after another, rather than contrapuntally, in two or more independent,
melodic lines. kaAfji: the ain kadds (from kodpds) is always long in epic
and early iambic poetry, long or short in elegy and epigram, and usually
short in lyric and tragedy.

606 xakkeiovTes, ‘wishing to go lie down’ (i.e. “to go to sleep”), is present
participle of kataxeiw, a desiderative form of xardxepon agreeing with the
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subject of éBav. Cf. 14.340 €8’ iopev keiovTes, &mei vU To1 eUadev edvr). For kok-
instead of xata-, cf. 148 &v with 142—4n., GH 1.453.

607 &ueryuneas: a distinctive epithet of Hephaistos, probably mean-
ing ‘bent (or “curved”) on both sides’ (from &pei + yu-), recalling the
injury, or congenital deformity, responsible for his lameness. See = 607
b'T 6 dpgpoTépwbey BePrappévos, Hsch. o 5969 &ugoTépous Tous Td8as xwhous
gxwv. See DELG s.v. *yin, 5; Beekes 29o s.v. yuns. The epithet kuAomodiwy
‘with crooked foot’ is found at the same position in the line, when a word
beginning with a consonant is necessary or convenient.

608 isviniow: cf. 65 iBuin with n. TrpaTriSeootv: the wpatmides are one
of the “indefinitely corporeal” organs in the chest associated with emo-
tion, thought, or knowledge; see 55n.

609 Z:Us 8¢ is contrasted with 606 oi pév: the other gods must go home in
order to go to bed, but Zeus is already in his own house. 8v Aéxos ‘his
own bed’. fi’: see 477n. &oTepoTrnTNS: see 580—1n.

610-11 #vBa ... ko1p&8’ ... #vBa ... &vaPés ‘where before he used to
lie down to sleep, | there he went to bed, having gone up’. 610 #6a is
relative, referring back to 609 &v Aéxos; 611 #vba is demonstrative; cf.
512-19 @S ... &S ... &vapés implies a bed or mattress on some kind of
raised platform (cf. the English idiom “climb into bed” = “get into bed”),
though at 16.184 eis Umepin’ dvaPss is used of Hermes going upstairs
to go to bed with Polymele. Cf. 9.139 = 275 = 19.176 elvfis émPnpevar
98¢ wryfvar. kafeU8e: kabeUdw occurs only here in the /I and may
mean “lay down to sleep” or “tried to sleep” (conative impf.) rather than
“slept,” since at 2.1—2 Zeus is awake while the other gods sleep through
the night.

611 Topd: adverb with xafeUde understood. For the closural motif
of a male and female in bed together at day’s end, see 24.675-6 (the
poem’s final image of Achilles), Od. 4.5304-5, 5.226-7, 7.946—7, 23.295—
6. xpuodBpovos is used mainly of Hera in the Il. (cf. HHAp 305, HH
12.1), of Eos in the Od. (cf. HHAphr 218, 226), and of Artemis once in
each poem. Traditionally understood to mean “golden-throned” (from
xpuods + Bpdvos), it also may signify “with golden flowers” (from xpuocds
+ Bpdva), referring to a robe with flowers of gold-colored thread woven
into it, like the robe Andromache weaves at 22.440-1, into which she
“sprinkled 8péva.” Cf. Z Theocr. 2.59 6pévar Oecoalol pév T& TeToIKIAUEVT
(&a, Kutrpror 8¢ & &vwa iudtia, Hsch. 8 704 8pdver &wbn, kad Té& ek XpoopdTwy
moikiAuara. An audience may have understood the word as referring simul-
taneously to Hera’s royal power as Zeus’s consort and to her ornamented
beauty (Pirenne-Delforge and Pironti 2016: 26—7). For similar formations
possibly involving 8pova ‘flowers’, see Sappho 1.1 (Voigt) moikiAé8povos (of
Aphrodite); Pind. Ol 13.96, Nem. 10.1, Bacchyl. 17.124-5 &yAad8povos (of
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the Muses, the Danaids, and the Athenian maidens returning from Crete
with Theseus); Pind. OL 2.22 eU8povor (of Kadmos’ daughters). See DELG,
Beekes, both s.v. 8péva; Risch 1972, Merkelbach 1973, Pironti 2014.

Book 1 ends with the conflict between Zeus and Hera apparently resolved
and harmony restored among the gods, for whom there is not enough at
stake that it is worth compromising their pleasurable existence. On the
other hand, the higher stakes among mortals and the unresolved con-
flict between Achilles and Agamemnon will have the deadly consequences
mentioned in lines 2—5 and vividly predicted by Achilles in 240-4 (cf.
408-12). Nevertheless, the contrast between divine ease and human strug-
gle and suffering is in part misleading: as audiences and readers familiar
with the mythological and poetic tradition would have known, Hera may
sleep beside Zeus, but she does not give up her resentful opposition to
his plans, her hatred of the Trojans, or her efforts, along with Athene and
Poseidon, to help the Greek army win the war and sack Troy.
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Numbers in italics refer to pages of the Introduction; non-italic numbers
refer to notes in the Commentary by line number.

SUBJECT INDEX

accusative
of duration of time 6, 592
of end of motion g1, 240-1
of extent of space 496
predicative 460-1
of respect 44, 58, 64, 114-15,
255-8, 474
of a thing learned 255-8
quasi-cognate 151, 388, 5367
syntactical features of 45
Achilles
as a warrior g1, 150, 219—21, 244,
275, 492
association with Zeus 7, 517
character of 13-16
comparison to Chryses 42
contempt for Agamemnon 159, 231,
384-92
death of 14-15, 234—9, 505-6
emotions of 16-18, 1, 42, 66—7, 9o,
188-9, 245, 293-4, 357, 365,
380
dishonored 244, 353—4, 3556
heroism of 1
honor of 16-17, §55-6, 506-7
inaction of 488—q
isolation of 17-18, 129, 414—27
language of 13-14, 66—7, 85-91, 9o,
97-9, 121-9, 149-71, 169-71,
202-5, 218, 229-44, 365,
370-9, 383
mortality of 14-15, 352—4, 393412,
404, 414-27, 41516, 489, 505-6
relationship with Athene 199
summons assembly 59—4, 59—-67
wrath of, see wrath of Achilles
adjectives
predicate 49, 103—4, 107, 415-16,
42374 472, 497
two-termination 3—4
adverbial suffixes 45
Aeolic dialect 37, 38n120
in Homeric language §5-6

Aeschylus
Prometheus Bound 755-70 15, §52—4
Agamemnon
and wine 223—4, 225
authority of 7, 24, 58—4, 91, 114-15,
119, 172, 234-9, 275, 563
blaming of 11-12, 283
character of 36, 149
contrast with Achilles 6, 116, 247,
280-1
language of 26, 110-12, 118-20,
131-3, 172-87, 179-80, 182—4,

2090-1
selfishness of 29—-31, 15047,
149-71, 1735

violating social conventions 1867,
275-84, 299, 365-412, 368
wrath of, see wrath of Agamemnon
Aithiopes 10, 56, 423—4, 488-92
Aithiopis 3—4, §n29g
alliteration 25, 38, 436-9, 467
anacolouthon 547-8
anastrophe 162
animals, language of 50, 159, 225
antithesis 22-5, 127-9, 182—4, 190-2,
- 208-301, 454
aorist tense
denoting completed action 5, 9-10,
899-400, 464, 465-6, 523
gnomic 218, 238—9
ingressive 47, 166-8, 219, 330, 349
sigmatic (“mixed”) 428
with force of perfect 96, 353—4
with long augment g55-6
Apellikon 60
Apion g9
apocope 34
Apollo 9
as Kalchas’ patron 86-7
arrows of 42
bow of 14
language describing 47
lyre of 603—4

230
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Paian 473
Smintheus g9
wrath of, see wrath of Apollo
apposition 11-12, 112-14, 127-9,
156-7, 237, 263-5, 33940,
348, 409, 488-9, 549-50
Arcado-Cypriot, 37
Aristarchos of Samothrace 59, 5,
29-31, 39, 59-60, 96, 99, 105,
110-12, 127-9, 176-7, 260,
295-6, 350, 432, 549-50,
571-2, 584-5
Aristonikos 59
Aristophanes of Byzantium 58-9, 5, 567
Aristotle
History of Animals 9.624.7-9 584-5
Poetics 3.1448b28 7
Poetics 3.1448bg4-5 55
Poetics 8.1451a22—9 9
Poetics 25.1459a30-b16 9
Poetics 24.1460a5-11 55
Poetics 255.1461a29-30 597-8
Rhetoric 1.1357bg—10 525-6
fr. 170 Rose =fr. 393, 1 + 393, 2
Gigon 597-8
Aristoxenos 60
arms and armor 6, 202-5, 470—1
language of 17, 46, 159, 226-8
arrows
language of 48, 49, 445
metaphorical 201
of Apollo, see Apollo, arrows of
article, definite 43
aspiration 25
assemblies
calling of 59-67
divine 59—4
Greek 534, 55
Homeric g§04-5
language of 365, 487, 490—2
speakers in 284—9, 247-52
Trojan 53—4
asyndeton 58, 29, 99, 105, 155, 179-80,
$20-44, 363, 365, 394, 539
Athene
grasps Achilles’ hair 23, 197-8
language of 44, 202-5, 2079,
211-13
Attic dialect, in Homeric language
37-8
audiences
ancient 6, 8, 11, 15, 27, 31
contemporary 31
interpretations by 371

beds, language describing g1, 112—-14,
610-11
binding of Zeus, see Zeus, binding of
blindness 412
Briareos 402, 404, 405—6
Briseis
character of 19, 48
taking of 5, 33—42, 182—4, 318—48,
492
Bronze Age
as setting of the Iliad 6
dates of 4
burial, denial of 4-5, 52, 425, 536—70

caesura 27, 28, 29, 9-10, 45, 131-5
A 27-8, 28n96, 1, 388
Al 496
A* 333, 505, 531-3
B 27, 29n100, 89, 145, 218, 365
B! 2,7, 26, 370-1, 550
B? 52, 534, 574
C 28, 29n102
Chalkidian alphabet 7, 7n26
Chryseis
keeping of 33-42, 109, 114-15, 116
return of 74-5, 306-17, 436-9, 440
Chryses 11-12, 12—21
language of 15-16
prayer to Apollo 33—42, 37—42,
31517, 351, 380-1, 4516
priest of Apollo 21
ransom of Chryseis 13, 42, 441
suppliant 14
clauses
antithetical 182—4
conditional 46, 81-2, 9o, 1270,
218
independent 46, 66—7, 78—9, 205
of purpose 46, 28, 32, 64, 1334,
147, 158, 344, 444, 524
578-9
relative 46, 64, 237, 248-9, 248-9,
278-9, 549-50
subordinate 58, 169-71, 193—5,
518-19, 558-9
temporal 46, 57, 523, 575—6
colometric structure 27—9
quadripartite 27, 2gn102
tripartite 27, 9—10, 145
colors, language of 50, 98, 528
commands (exhortations) 23, 393
community
exclusion from 124, 158-60, 245,
365-412, 414-27
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community (cont.)
honor from 119
Olympian 577, 599-600
and ritual 440
comparatives 260, 280-1, 325, 335
conditions
apodosis in 218
future less vivid 232, 255-8, 2934
future more vivid go, 127-9, 159,
241-3, 340-1, 575=6
present general 166-8, 549-50
relative 554
suppression of apodosis 1357,
580—-1
temporal 519, 567
consonants
double 25, 26
plosive and liquid 25-6, 439
contrast
action and inaction 421-2, 488—9
light and dark g50
linguistic, see language, contrasting
silence and noise g4
thinking and acting 562
Zeus and other gods 609
cooking, language of 81-2
corpses
eating of 4—5
language describing -4
treatment of 52, 425, 536-70
correlation g6, 458, 475-9, 509-10,
541-2
correption 34-5, 15, 196, 515
crasis 34

dative
adverbial 120
endings of 41-2, 26, 71
ethical 152-3, 335, 505
instrumental g8, 42
locatival 24, 188-9, 216, 481-2
of advantage 72-3, 283, 342, 450,
479
of means 587
of possession g42
with preposition 226-8, 348, 5367,
592
syntactical features 77-78
death 14, 228, 241-3, 383
as loss of Bupdg 205, 593
language of 3—4, 47, 56, 303
of warriors g0, §52
defamiliarization 371—2

deixis 214
demi-gods §
destruction
and Achilles 74-16
language of 66—7, 397-8, 518
of Troy 9, 5, 55
Didymos 59, 59n180
diektasis 35, 31, 350
digamma 39, 40, 39n126, 33, 38, 71,
355-6, 363, 416, 459, 515, 554
571-2, 5756
Dio Chrysostom 265, 528-31
direct discourse 254
double determination 22-3
drinking, excessive 229—44, 225
drinking cups 6-7, 7n28, 584-5

elision 34,71, 105, 169—71, 244
emotions
language describing 47, 74, 81-2,
169-71, 244, 362-3, 429
organs of 55, 103—4, 608
enclitics 72-3, 166-8, 169—71, 336,
368, 415-16
enjambement 32-3, 397, 495, 496
emphatic 7, 74-5, 76-7, 578-9, 588
essential 32, 112-14, 118-20, 388,
421-2, 520-1, 5250, 562-3
integral 52, 220-1, 348—9, 355-0,
531-3, 534-5
progressive 32-3, 2, 99, 102—3, 160,
193-5, 240-1, 330
Epic Cycle 3—4, 12
epic tradition 1
evidence of 6-7
epithets
in noun-epithet formulas 48-9, 50,
421-2
of Achilles 7, 350
of Agamemnon 102-3
of altars 448
of Apollo 14, 37-42, 39, 385
of Athene 206
distinctive versus generic 50
of Eos 477
geographic 156-7
of gods and heroes 175
of Hektor 241-3
of Hephaistos 571-2, 607
of Hera 611
of Hypnos 40
of mortals 250-2
of Odysseus 309—-11
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particularized versus ornamental 50
of ships 52-3, 12, 26, 421-2
transferred g—4
of Zeus 498, 511, 580-1
etymology 3—4, 14, 51, 52, 92, 118,
202-5, 206, 306, 312-13, 404,
554
of Achilles 15
Eumelos of Corinth
Titanomachia 402
Euphranor
portrait of Zeus 528-31
Eustathios 58
exclamation 254, 302, 365, 518, 552

Sfigura etymologica 480, 542-3
Flaxman, John
“Minerva Repressing the Fury of
Achilles” 197-8
formulaic economy, violation of 55,
413,551
formulaic systems 458-68
extension of 49—50
formulas 47-53, 66-7, 167, 469, 477,
340-1, 534-5
acoustic similarities 50-1, §5-6,
500-1
in direct speech go
evolution of 57—2
and focalization 12, 502
introducing speeches 517
line-ending 27, 92, 121, 175, 351,
426, 498, 538, 559
metrical position of 1, 2, 7, 89, 567
modifications of 51—2, 388
noun—epithet, see epithets in noun—
epithet formulas
word pairs in 23, 56, 228
future tense
and predictions g6, 211-1§
and speaker intention 233
indicative 29, 59—-60, 182—4, 240—4,
558-9
middle 524

genitive

absolute 46—7, 88-qgo, 300-1, 430,
481—2

causal 64, 429

endings of 41-2, 74-5, 152-3, 214,
273

objective 110-12, 2401, 284,
340-1

233

of agent 241-3
of comparison 259
of origin 66-7
of separation (ablatival) §59, 401,
430, 596
partitive 8, 66—7, 197-8, 273, 323,
540, 590-1
possessive g70-1
subjective 284
syntactical features of 44
gesture
extension of arms 51
frowning 148
nodding 514-15, 525-7, 528, 558-9
smiling 595
gnomic expressions 63, 274, 343,

as spectators 23—4

binding of §96—406; see also Zeus,
binding of

comparison to mortals 20-1, 46

conflicts between §99—400

gifts of 21-2, 2, 723

hierarchy of 534-5

intervention of 22, 22n77, 43-52,
188-9, 193-5

language of 15-16, 50, 357, 4034,
4955 516, 529

omniscience of §65

pity for mortals 56, 414

visible to mortals 197-8

Hekate 385
Hektor 241-3, 8ngo
Hephaistos 571-600, 573-83,
599-600
¢jection from Olympos 590-4, 593
and Lemnos 593
Hera
cooperation with Athene 195
hatred of Troy 13, 5, 55, 559
language of 539, 552, 611
opposition to Zeus §93—412, 520-1,
536-70, 540, 551
heralds 320, §20-44, 338
and scepters, see scepters and
heralds
Hermann’s Bridge 29
violations of 2gn101, 166-8
hero cults 8, $ngo
Herodian 59, 8, 65, 116
heroic afterlife 8§, 8n2g
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Hesiod 3
Theogony 3
Works and Days 3, 8
hiatus 26n9o, 34, 39, 1, 24, 38, 333,
363, 496, 505, 515, 531-3
Hittites 5, 71
Homeric dialect 35-6
Homeric Hymns
To Aphrodite 3, 3n12
To Apollo 3
To Demeter 3
Homeridai 3
honor 16-18, 42
and dishonor 17, 5, 42, 2034,
355-0, 506—7, 511-16
and social status 119
dispensation of 149-71, 563
of Achilles 16
of Agamemnon 173-5, 275-84
of Chryses 451-6
of the gods 20
language of 159, 509-10
prize of (geras) 26, 89, 118, 299
from Zeus g§52—4
of Zeus 534-5
houses, language describing 396, 426
hundred-handers 402, 405-6; see also
Briareos
hysteron-proteron 13, 95, 251

Iliad
books of 61
date of composition of -2, 2n6,
6nzg
manuscripts of 58
setting of 4—5
structure of g-11, 11N40
1lias Ambrosiana 197-8
1lias Mikra (Little Iliad) 4
Lliou Persis (Sack of Troy) 4
imperatives 118, 127-9, 302, 320—44,
363, 503—4, 508, 549-50
imperfect tense
conative 610-11
denoting continuous or ongoing
action 5, 9—-10, 33, 56, 180,
193-5, 383, 309400, 464,
465-6
denoting repeated action §97-8
denoting simultaneous action
318-19
of Bvfiokw 241-9

INDEXES

and time of action 429—4
indirect discourse 76—7, 133—4, 1902,
216-18, 397-8, 536-8, 558—9
infinitive 47
complementary 107, 558-9, 589
expressing result 8
for imperative 20, 127—9, 323, 363,
582
omission of subject in indirect dis-
course 169-71, 397-8
with npiv 97—9
Ingres, J.-A.-D.
Jupiter and Thetis 528-31
insults 121—-9, 145, 159, 202—5,
223-44, 225, 247, 539
interjections 62, 210, 302
intransitive verbs 459, 475, 495
used transitively 586
with middle force 47
with passive force 85
Ionic dialect
features of in Homeric language 36

Kalchas 68-83
as seer 70
association with Apollo 86-7
character of 69

Krates 60

Kypria yne8, 8, 12-13

language
contrasting 3—4, 9—10, 26, 467,
166-8, 260, 262, 3909—400, 464,
539, 570
evolution of 39—41
formulaic; see formulas
literal 199
shifting of person 123, 152-3, 283,
368, 577
shifting to/from plural 259, 299,
304-5, 332
Lapiths 262-70
laughter 599-600
mocking 595
Lemnos; see Hephaistos and Lemnos
Linear B tablets
and Homeric language 38
and Homeric society 5
litotes 596—7

marriage 112—-14, 337-8
metaphor g7, 169-71, 201, 290—1
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metathesis, Ionic quantitative 36, 40,
51,1, 19375
meter 25-35
cola 27-30, 145
dactylic hexameter 26-30
emphatic 333, 439
Homeric (epic) hexameter 7, 1, 92,
600
iambic trimeter 7
irregular 31—3, 166-8, 415-16
and meaning 85-91
and rhetoric 53—4
and word form g—4, 8, 14, 59-60,
80, 180-1, 244, 302, 387, 393,
549-50, 562, 595
metrical position, emphatic 26, 44,
182—4, 226-8, 333, 348,
3556, 365, 415-16, 439,
511-16, 520-1, 531-3, 562-3,
567,574
end of line 218, 300-1
first word of line 20, 49, 89, 126,
166-8, 220-1, 266-7, 397-8,
539
mixing bowls 169—71, 470, 597-8;
see also wine
mortality 74-16
and immortality 20-1
of Achilles, see Achilles, mortality
of
language describing 15-16, 74, 121,
508—10
Muses 1, 8
knowledge of 70, 403—4
language of 248—9
songs of 604
Mythographus Homericus 59
mythological tradition 1, 7, 8, 12, 18
as history e
allusion to 57, 11-12, 15-16
falling of Hephaistos in 590—4
judgment of Paris in 195
mortality of Achilles in §52—4, 404
Patroklos in go7
plan of Zeus in
Zeus and Thetis in 556-8

Nagler, M. N. 51
narrator
lack of objectivity 53-4
language of 1, 5, 11-12, 14, 145,
207-9, 2349, 370-9, 502

and mythological allusion 57,
399400
and speeches 55-6
negation 88—9o, 261, 262
double 5567
Nestor
character of 19, 250-2
cup of 6-7; see also drinking cups
as a fighter 270-1
language of 248-9, 254-84, 274, 283
Nikanor 59, 60
nominative
endings of 41-2
exclamatory 291
in epithets 48—9
predicate 76—7, 309-11, 575
syntactical features of 44
Nostoi (Returns Home) 4
nouns, morphological features of 41-2
nu-movable 36, 40, 51, 488

Odysseus
character of §09-11
language of 441
Odyssey 3
contrast with /liad 9
Olympos
geography 44, 499
in mythology 530
onomatopoeia 34, 46
optative mood 40, 59-60
endings of 255-8
in conditional clauses 232, 293—4,
255-8
in purpose clauses 64, 344
potential 282, 203—4
oral poetry 1-2, 3, 4753
oxymoron 3—4, 570

parallelism 280-1, 370-1, 389-92,
409, 4759
parataxis 58, 78-9, 95, 162, 207-9,
259, 280-1, 436-9, 495
Parry, Milman 47-52, 47n132
participles
&ékwv and ékcov treated as §00-1
and nouns 592
aorist 148, 596
intransitive 474
middle-passive 2
of purpose 13, 152-3, 207-9, 419
substantive 149
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parts of the body
language describing 3—4, 58, 569
physical organs 55, 103—4, 136, 608
of women 55, 538
Patroklos 07
death of 14, 16, 66—7
funeral games 53-4, 250-2, 505
relationship with Achilles §21, 345
patronymics
of Achilles 1, 7, 188
of Agamemnon 7, 11-12
of Briseis 182—4
of Chryseis 110-12
of the gods 570
of Kalchas 69
of Patroklos go7
patterns of expectancy, metrical 27
ancient versus modern 3r1-2
Pausanias 265
perfect tense
denoting present state 202-5,
298-9
expressing state of mind 226-8
middle with present meaning
1735
personification 2, 223—4, 290-1, 412,
492
Pheidias
statue of Zeus at Olympia 528-31
Phoenician alphabet 1, 7n26
Phthia 155, 169—71
Pindar
Isthmian 8.26a-37 15, 352—4
Nemean 6.1—4 20n72
plague sent by Apollo g-10, 39, 48,
380-1, 384—92
Plato
Cratylus 404d8, 405e4 14
Cratylus 405c5-6, 40622 52
Laws 1.637¢1-3 470
Republic 2.378d-37 590—4
Republic 3.389a3-6 599—-600
Republic 3.392d5-6 55
Republic 3.393d3 14
Republic §.398a1-b4 55
plurals, syntactical features of 37-8
poetic tradition
non-epic 472—4
paian 473
poetic performance
and characters in the lliad 18
and traditional referentiality r4n49,

53
of the Cyclic epics 3—4

of the Iliad 1—2

Indo-European 145

oral 1-2, 47
polyptoton 286—9g

possessions
language of 118-20, 159
love of 122
removal of 169-71, 298-301
prayer

by Achilles §52-6, 357
by Chryses 34, 35—6, 315—17, 4516,
458
language of 150, 357, 3945, 503-10
prepositional prefixes 304-5, 430
prepositions 71, 541-2, 571—2
accenting of 162
proems 60, 6on187
pronouns
contrasting 166-8
demonstrative g—10, 11-12,
72-3, 234, 239, 269, 333, 388,
512-19
enclitic 169-71, 368
first-person 173-5, 295—6
indefinite 43
interrogative 43
personal 43
possessive 43, 534
relative 86-7, 230, 512-13
prophecy 240—4
and Kalchas 69, 70
of Achilles 240—4
of Thetis g52—4, 404
prosodic adjustment 33-5, 33n112
prosodic freedom 30-1

prosody 33
Pylos 248-9

questions
and responses g3
direct 8
impatient 202-5
indirect 47, 64, 65, 66—7, 1856,
188-9, 344, 516
rhetorical 13, 2go-1, 552

recognition, language of 199, 200,
302, 333
repetition
echoing 110-12, 121-9, 135-7,
280-1, 295-6, 407-12
of meaning 59-60
of negatives 13, 149-71
of sounds 49-52, 179-80, 436—9
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of words 2667, 458-68, 490-2,
573-83, 586, 603—4
rhapsodes 2-3, 2n8, 3n11, 193-5

rhetoric
and meter 53—4, 145
climactic 1§79, 145, 169-71,

. 339740,521
rhyming 52, 192, 4856, 562
rhythm

emphatic g§40-1
irregular g-10, 45, 91, 2347
ring composition 56, 259-74, 274
in speeches 56n164
rituals
language of 22-5, 464
libations in 470
prayer in g4
sacrifices in; see sacrifices, ritualistic
song 473
rough breathing 393, 575-6
Rubens, Peter Paul
“The Wrath of Achilles” 197-8

sacrifices 66—7, §15-17
of animals 447-74
hecatombs 65, 745, 370-1
ritualistic 40, 458-68
sailing, language of 169—71, 312-13,
431-2, 432-9, 478-83, 484-6
sarcasm 181-3, 290—1, 552, 562
scansion 33
scepters 28
and authority 15, 245
and heralds 15, 234—9
in assemblies 284-9
of Achilles 294—9
of kings 278—9
of rhapsodes 2—-3, 2n8
scholia, minora and maiora 59
seers 62—4, 70, 74-5, 96
sense-break 3—4, 9—10, 11-12, 102-3,
131-3, 160, 234-7, 355-6, 365,
388, 496
similes 54-5, 156—7, 575
and divine epiphanies §59
extended 54
sleep, language of 606, 610-11
social institutions, eighth-century 6,
6nz2
social precedents
and customary rights 186—7
and heralds 338
heroic 166
language of 119, 126

violation of 1, 149-71, 247, 275-84,
202, 290, 468
speeches 55-6
framing of; see ring composition
language of 76—7, 107, 131-3,
149-71, 303, 370-9; 412,
511-16, 553
of Achilles; see Achilles, language of
remonstrative 552, 562
transitions between 55-0, 68
speech genres 56
speech-introductions 55, 15-16, 26,
35—0, 92, 105, 172, 2234,
309-11, 4401, 517, 539, 571-2
subjunctive 46-7
aorist 555
deliberative 150, 365
emphatic 558-9
hortatory 26, 62
in conditions 549—-50
in independent clauses 205
in purpose clauses 28, 32, 147, 158,
444> 524
in temporal clauses 81-2, 519, 567
prospective 137, 182—4, 262
superlatives 145, 176-7
idiomatic 505-6
ironic 122
supplication
by Chryses 14
by Thetis; see Thetis, supplication by
by women; see women as suppliants
lack of reaction to 511
language of 14, 15-16
posture in 407, 555
syllables
heavy 11-12, 14, 33, 45, 51, 273,
388, 415-16, 439, 495, 505
heavy and light 25-6, 26nqgo, 27ng9s5,
20-30
light 15, 45, 196, 530
open and closed 25-6
symmetry; see also ring composition
of poetic structure 9—11, 11140
thematic 1§
synecdoche 409, 477, 528
synizesis 34, 1, 15, 18-10, 131-3, 273,
277, 3401, 403-4, 495

Tabula Capitolina 11140, 197-8
tears

in mourning 415-16

of heroes 49

of Thetis 419
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Telegony 4
Thetis
appearance of, from sea §59
as mother of Achilles 352, 357, 489
character of 19
grief of 419, 505-6
home of 396
marriage to Peleus 15, 1, §52—4,
404, 415-16, 502
omniscience of §65
power of 19n65, 397-8, 401
saving of Zeus 396—406, 536-8
supplication by 427, 5o0-1, 503-10,
528-31, 555
Tiepolo, G. B.
“Minerva Prevents Achilles from
Killing Agamemnon” 197-8
time
and space 592
and verb tense 148, 1935, 423—4
conventions of 53—4, 425
language of 81-2, 493—4
passing of 9, rong?y, 490-2
Titans 402
tmesis 389, 25, 39, 48, 66—7, 68,
142—4, 195, 204, 245, 255—8,
287, 309-11, 69, 408, 456-9,
460-1, 475, 512-13, 541-2
tripartite lines g-10, 145
Troy (Ilios)
historical site of 4, §7-8
name of 71
sacking of 9
walls of 127—9, 448

value, in exchanges (compensation)
16,183,159
Venetus A manuscript 4, 58-9
verbs
intransitive; see intransitive verbs
middle voice 45
moods 46-7; see also infinitive;
optative; subjunctive
of motion 221-2
morphological features of 42
and preverbs 38—9
of taking away 182—4, 275
of touching 197-8, 323
reflexive 449
tenses of 46; see also aorist tense;
future tense; imperfect tense;
perfect tense

transitive 566-7
violence, language of 202-5, 210,
238-9, 430
vision, language of 105, 206
visual art
archers in 48
Athene and Achilles in 197-8
lyre of Apollo in 603—4
marriage of Peleus and Thetis in 1
mosaics, Roman 197-8, 357-8
pottery
Attic black-figure 1
Attic red-figure §18-48, 337-8
eighth-century geometric 6-7
sculpture, Greek 48
supplication of Thetis in 528-31
taking of Briseis in §18-48, 337-8
wall paintings, Roman 197-8,
337-8
vocative 309, 74, 85-91, 122, 145, 150,
175, 320-44
vowels
long and short 25-6, 25183
in prosodic adjustment 33-5

warriors, language describing -4, 17,
150, 275, 2001, 321, 352
water, language describing 308,
312-13, 316, 409
wine
mixing of 470
overindulgence in 225
pouring of 597-8, 599-600
women
as captives 19
as possessions 13, 159
as suppliants 407
as wives 112—14
conflicts over 270-1, 298
language of 3—4, 55, 98, 538
and lyric genres 472—4
word order 283, 339—40, 574
word-play 48, 2go-1, 405-6
word-shapes, metrical 2
atypical 91, 92, 122, 388, 415-16,
600
parallel 511-16, 562
position of 28—9, 28ngg
wrath
of Achilles 14-16, 14054, 1, 2, 74-5,
81-2, 197-8, 4212
of Agamemnon 283, 286—9
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of Apollo 44, 74-5, 92, 315-17,
384-92
language denoting 103—4, 517

Zenodotos of Ephesus 58, 4-5, 8, 34,
46-7, 69, 80, 83, 202-5, 22344,
251,351, 393, 399400

zeugma 591-3

Zeus

and Thetis 12

as father of Apollo 21

as ruler of the gods 493-533, 495,
503, 523, 534> 5345 544> 503,
566

binding of 496—406, 399—400, 556-8

language of 502, 517, 546, 562

plan of 12-13, 13045, 5, 520-1,
536-70

power of 405-6, 515, 530, 595

promise to Thetis by 5

INDEX OF GREEK WORDS

Samrtos 567
&yépaoTos 118—20
&yopeUw §65
&B&kpuTos 415-16
Geidew 1

&etkns 97

&Bepilw 261
aiyloyos 202-5
aidéoucn 29

Atdns 3—4

aidoios 2

aidws 23, 158-60
aiel 52, 107, F20-1
Aitotreus, Aifioy 423—4
aivds 414

8AN &ye 210

MG oU 127

MG Te 81—2
&Aoxos 112—14

&ns 308

Sua (prep.) 226-8
&uPpodaios 529
opeipw 604

Auupwy 92

pive 66—7
CUPTPEPTS 45
dugipaive §7
Sugryunes 607
pikUTreMov 584-5
ava g

dvoPaive 610-11
qvdyw 478-83
dvaudein 149
&vavelw 514-15, 528
&vag avdpddv 7
&v&Towov 99
dvdoow §8

&vdpopodvos 241—9
qvTidw g1
&odn 1
&o186s 1-3
amiféw 220—1
&ios 270-1
&mowa 19
AOAUPL 14
ATONAwY 14
&moAupaivouan 313—14
&moupas §55—6
ampi&Tny 99
amwbén 97
dpa, &p, pa 8, 68
&pdopat 11-12
&pyahios 589
Apyeior 2
a&pyds 5O
&pyUpeos 49
&pyupdnios 193—5
Spyupdmela 538
&pyupdTodos 14, 37
&pnThpe 11-12, §70-1
&oTris dpeippoTn 38
&oTepoTnThs 530—1
ATOPTNPEOS 228—4
&tn 12, 412
ATl 11-12
TG 11-12, 94
&tipnTos 17
ATpeidns 7
&rpUyeTos §16
aUEpUW 459
auTép 118, 127, 133—4, 3480,
430-1
aUTE 202-F
aUTds §—4
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Axaiol 2
&xos 15, 362-3

Bopus 89, 364

Boulr) 4-5

Bodmis wéTVIa “Hen K51
BwTidvelpa 155

yaiw 405—6

yépas 118, 276
yépawv 26
YIYVQOOK® 199, 302

Baapdvie, oapovin 562
Aavaol 2
BaTéopan §68
Sépas 114-15
Bevw 193—4, 468
dnuopdpos 251
Bidwur §57-8
SifoTnu 6
SrigiAos 74

Sios 7

BimTuxa 460-1
SoAopmfTns 540

glouan 48

elveka 36

tioos (= 1oos) 306
glow 71
dTe...el...65

EKAEPYOS, EKATNBEAETTS, EKaTTBOAOS,
gkaros, éknBotos 14, 21,
385

EKATOYXEIPOS 402

ExaToppn 65

EKTTOYAOTaTA 145

Ehavvw 575

ENkedIS 98

EAwop, EAwplov §—4

EUQU® H12-18

évapifw 190-2

tvha 610-11

evvfiuap 53—4

’Evuaiwr &vpeipovtm 38

(86) 8y 337-8

£6alTIs 2284

golka 119

¢macoUTepos 389

#rea TTEPSEVTA TTPOONUB 26, 201

gtrel olv 57

ETTEPEPW 9

ETTEUPNUEW 22—5

INDEXES

gmryvapTTe 569
Emigvvupt 149
gmvevw 528
(&mm1) pdoopan 530
émoiyopar 5O
¢pilw 6
gpkos 284
¢puw (‘support’, ‘honor’, ‘obey’)
216-18
¢pUw (‘preserve’, ‘guard’) 238-9
Epwiw 303
ETépwley 247
&UBunTos 448
eUKnAos KR4
EUkVIS 17
euplota 498
eUxopat 48
EpETUN 495
EXETTEUKTS {1
#xBioTos 176-7
Ews 1935

(&Beos 98

fyd&beos 252
Ayép 78

f8os 575-6
Hduetrhs 248—9
N udAa 1567
fui 219

fuibeor &

AP 71-2
ﬁPCOS 87 34

Bapelds 52

Bopotw 85

Be& 1

Bed yAaukéis Abfvn 48, 206
Be& AeukwAevos “Hpn K5

Béus, BépoTes 287
BeomrpdTIOV 85

Bods 12

Bupds 136, 205, 593
Bwpnoow 226-8

iepeUs §70—1
TKéTEIO 14

iKéTNS 14

fkuevov 479

"IAos 71

165 48

ITodapos 241-5
ioTiov 489



ioTds 91, 434—5, 480
ipipos 3—4
ip1 38

kaBeUdw 610-11
kai 81 161

kal pév 269, 273
kol Te 521

KaKds 9—10
KOK@dS 25

KOT& 1424, 409, 4284, 484

KOTadUW 475
KaTokeiw 606
KoTaméoow 81-2
KEPTOUI0S 539
kndouar 56, 586
kfi8os 445

kfjAov 5O

knp 228

xfip 44, 569
Kixdve 26

KA&w 46

KAéos &

kMioin 406
KAUTOTOEOS 14, 119
KAUW 48

xvion 67

koihos 26, 89
Kopwvis 169—71
koupidlos 112-14
Kpaaive 41
KpaTePds, kK&pTEPOS 255, 280—1
Kpgicy 102—9
kudveos 528
KUB10TOS 129
kU805 4056
kUuMoTrodiwy 607
KOpa 483, 496
KUVOTNS 159

Aads, Aaoi g—10
MyUs 248—9

Ainv 553

AMocopat 16

Moty Epya 518, 579
Notyds 66—7

Noipds 61

AwPBdopat 282

ANw 13

pediaw 595
pédas 103—4
uENw 564

INDEXES

pépova 580—1

uévos 22, 103—4
peppnpifed 188-9
uépoTrES 250—2

petd 221-2, 516
pETQV&OTNS 177
peTarpémTopat 160, 199
punviBuods 1

pfivis 12, 14-15, 1, 2, 745
unvie 1, 247, 421-2
pnTieTa 175

MIMVNOK®, HIUvHoKopal 1
pwuvBadios 52

pbbos 25

pupios 2

vékTap 597-8
VEQEA Y EPETAX {11
voloos 36

viv 8¢ 417

VO 47

oivoPBapns 225

oivoyoiw 597-8

diw, dfopar 59-60, 76—7
3N\Bios &

SANuput 2

"OAupTros, OUAupTTos 44
dvivnu 3945

opdw KA

bpkos 289

docoual 105

& Te 244, 518-19
oupavicwves, OUpaviwves 570
SPEM® §53—4, F09—10
Sppax 81—2

Sxa 69

oxBéw 517

Tofwv 478
ToA&un 288-9
ToAiA oya 125
&AW 59-60
Top&eNuL 577

*roapehevbu, TapedeUoouol 1§1-5

T&POS K59
Tavw 192, 282
Tévbos 3623
mep 577, 536
TTepi §17
Teplen 2558
Téoow 81—2
TTNANi&dns 1
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Tt 241-3, 593
Tod&pPKNS 121
TOBwKNS 121

mof 240-1

Tow” 1§

Tormviw 600
ToAudelpds 499
TOAUUNTIS §09—1 1
TOAJOTOVOS 445
ToAUQAoIoPos 4
TOTOL 254

TOTVIC § 57

TPV 97-9
TpoPovlopal 112—-14
Tpoféw 290-1
Tpoinut 195
TpSPpwv 76—7, 150
TPUWIN 409

TUpn 52

paywdds 2—3

pela 20—1

piylov 325
pododdxTulos 48, 477

o¢bev 180—1

-oba 85

okfiTTTPOV 3, 15, 2849
Zuwbels g9

OTEUUX 14

oTuyéw 186—7

oUuTas 9O, 240—1
ouvTifnu 76—7

Taya 205
Te (“(epic) 1¢”) 63, 81, 218
Tékpwp 525—6

INDEXES

TEMELS §15
TETayov 5QO—1
TEUXW 45

TNASEL TA&TENS O
Tipn 8, 159

TiTTE 2095

Tpis TOoOQ 21119
Tpoin 127—9

Uppis 202—K
UtepoTAin 205
Umodpa 148

épTepos 2801

onui g1

ofipes 268

9138

PIAelY 28
PIAOKTEQVITXTOS 122
oiros 17, 23, 167, 569
QoTNS 15, 17-18, 23
Pp&lw 83

PPV, PPEVES K5

Qut| 114-15

XaAKOXITWY 870—1
XEPVITITONAT 449

XOhos 81—2

xpawopéw 26, 241-3, 566—7
xpn 216-18

xpucobpovos 610—-11

Yuxn $—4
@74

& 254
&kUpopos 505—6
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