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PREFACE

The name of Isaac Asimov seldom occurs in prefaces to editions of classical
authors. Nevertheless, I am convinced that my first acquaintance with this
book of the Iliad was through reading a short essay included in his collec-
tion The Rest of the Robots (so called because it followed on from the better-
known 1, Robot). There Asimov briefly observed that ‘I wasn’t the firstin the
field by the not-so-narrow margin of 2500 years’, citing the passage from
Iliad 18 in which humanoid females assist the lame Hephaestus and quot-
ing lines 416—20 in Rouse’s translation. I read the Asimov volume in 196g.
It would be pleasant to recount that this tantalising extract sent me hurry-
ing off to read the entire Iliad, but in those days my inclination was towards
tales of the future, not the past. I began studying Latin in 1968 and Greek in
1970, but did not read book 18 of the Iliad until my first year at university, in
the winter of 1974. Despite this belated start, ever since that time Homer
has been an important part of my life, as a student, teacher and researcher.

When I wrote my commentary on books 19 and 20 of the Odyssey,
published in this series in 1992, it was reasonable to begin with a section
defending the poem and especially its second half against disparagement
by many modern critics. No such apologia is needed in the present
volume, since book 18 of the Iliad is widely recognised as a high point of
the poem. It marks a key stage in the plot, at which Achilles learns of
Patroclus’ death; we witness his reaction, his self-reproach (questions
of shame/guilt are relevant here), his determination to avenge Patroclus
at the cost of his own life. We also see Hector making one of his worst
misjudgements, emphatically signalled by the narrator’s comment.
The sequence of scenes with Thetis can be related fruitfully to both book
1 and book 24, and the references to her marriage raise intriguing ques-
tions about the mythology of Thetis as Homer understood it. The home
life of Hephaestus sheds a different kind of light on the gods. The ecphrasis
on the shield is a magnificent set piece and provided a pattern for many
later authors (most obviously Apollonius, Theocritus, Catullus and Virgil),
and its interpretation has been a fruitful area of debate since antiquity. All
these aspects are addressed in this volume.

I hope that this edition will be useful to scholars, while also giving
sufficient guidance to undergraduates and graduate readers who may
have read little or no Homer before using this book. The introduction
deals with the main themes and subjects of book 18, including a section on
the shield, but also provides orientation in the ‘Homeric Question’ and
a survey of some important features of Homeric narrative technique
and style. As in my earlier commentary, I have included sections on
metre and grammar for quick consultation: these will seem jejune to

ix



X PREFACE

experts, but they are not intended for experts, who will naturally seek
more detailed and authoritative guidance elsewhere.

I have become rather more cautious in using the name Homer, but see
no reason to banish it entirely from scholarly discourse. Although
I continue to think that the Odyssey is probably by a different poet from
the Iliad, the two poems have much in common, and probably more than
either had with other early epics. ‘Homer’ is a convenient shorthand for
‘the text of the Iliad and the Odyssey’, and I doubt if readers will be seriously
misled by this convention.

Of older editions I have chiefly consulted Van Leeuwen, Leaf, Willcock
and especially Edwards, whose commentary in the six-volume Cambridge
Iliad series, published in 1991, remains indispensable. I had all but com-
pleted a first draft of my own commentary when in early 2016 Marina Coray
generously sent me a copy of her excellent volume on book 18 in the Basel
series initiated by Joachim Latacz. I have learned much from it and hope not
to have exploited its riches too shamelessly in the process of revision.

It was a pleasure to contribute again to this series, and like many others
I have benefited from the close scrutiny provided by the editors (Pat
Easterling in the early stages, subsequently replaced by Neil Hopkinson;
and Richard Hunter throughout). Most of their suggestions I have grate-
fully incorporated. I owe much also to those who have read portions in
draft or offered advice on particular points. Gregory Hutchinson read the
whole of the introduction, and offered generous advice on specific points
elsewhere, while Robert Parker scrutinised the whole of the commentary:
I am grateful not only for their comments but for many friendly conversa-
tions over the past thirty years. Christopher Metcalf kindly commented on
the Appendix. John Penney read the section on Grammar and did his best
to sort out my misconceptions. Henry Mason also offered useful comments
on most of the Introduction; and I learned still more from reading his
excellent doctoral thesis on the Hesiodic Shield of Heracles. My notes on
the cognate material in the Iliad owe a good deal to his researches, which
I hope will one day be published. For reactions to specific questions or
extracts I am happy to thank Deborah Beck, Evert van Emde Boas, Bruno
Currie, Peter Haarer, Irene de Jong, Emily Kearns, Philomen Probert, and
Nicholas Purcell. Any errors which remain are my responsibility. As always,
Catherine Whistler has given encouragement and reassurance at the right
moments.

As in the past, I have been gratified by the professionalism of the
Cambridge University Press. Michael Sharp provided genial oversight;
Sarah Starkey has been prompt in replying to any queries at each stage;
Revathi Thirunavukkarasu handled the conversion into proof with great
efficiency. A special word of thanks is due to Anna Oxbury for her meti-
culous copy-editing.



PREFACE xi

Oliver Taplin’s article on the Shield of Achilles appeared in 1980, at
a time when I was first getting to know him and teaching some of his
excellent Magdalen students. In that paper as in all his work there is
a vigour of argument and a love of great poetry which all who know him
recognise as characteristic of an outstanding teacher. It is a pleasure to
dedicate this volume to a much-valued friend.
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INTRODUCTION

1 BOOK 18 AND THE CHOICE OF ACHILLES'

Book 18 cannot be fully understood without a wider knowledge of the
Iliad. Nevertheless, some of the book’s qualities may be outlined in general
terms before considering the characters and themes in a wider context.
Those who originally divided the poem into books or ‘rhapsodies’ were
not without some aesthetic perception, in particular of the design of the
plot and the pace of the action.” The book opens with a change of scene:
after a long narrative of noisy and crowded battle over the body of Patro-
clus we turn to the solitary figure of Achilles, sitting by the ships and
unaware of the recent events. It ends with another change of scene, from
Olympus to the Greek camp; the transition from book 18 to book 19 also
coincides with the dawning of the last great day of combat in the poem.

Book 18 itself may be divided into three parts. Part 1 (lines 1-242)
concerns the reaction of Achilles when he receives the news of Patroclus’
death: it includes his decision to die by re-entering the war, and he takes
the first step towards that outcome by appearing on the ramparts, a
terrifying figure, bringing panic to the Trojan armies. The coming of
night brings relief to the Greeks. Part 2 (243-368) deals with the events
of the night: we witness the Trojans in council and the dispute on tactics
between Poulydamas and Hector, prudent counsellor and rash warrior; we
hear Achilles grieving over the body of his friend; the gods’ reactions to
events are glimpsed through a brief sparring exchange between Zeus and
Hera. In each scene the setting contributes to the atmosphere: Hector and
Poulydamas face each other in open debate, surrounded by Trojan sol-
diers; Achilles mourns Patroclus in the much smaller gathering of his own
followers, the Myrmidons, the rest of the Greek army being forgotten; the
final scene, between Zeus and Hera, strikes a more austere note, as the two
deities voice their antagonism with chilly dignity. Part § (369-617) begins
with the arrival of Thetis at the home of Hephaestus, fulfilling her promise
to obtain fresh armour for her son. It continues with a conversation
between the two divinities, after which Hephaestus sets to work on a task
which occupies him throughout the night, the forging of armour worthy of
agreat hero. The rest of Achilles’ equipment is mentioned only in passing;
the focus is on the creation of the magnificent shield and the description
of its intricate design.

' For a survey of the book aimed at the general reader or student, see Edwards
1987: 267-86.

* Ttis unlikely that the book-divisions go back to the original poet (see p. go), but
that does not make them random or incidental.

1



2 INTRODUCTION

The book thus highlights the transition from the long phase of Achilles’
inactivity, during which Hector has enjoyed his greatest successes, to the
subsequent day on which Achilles will fight his hardest and show himself at
his most ruthless. Achilles’ return to battle means Hector’s certain defeat
and death. The book dramatises two major decisions by these central
figures: both decisions determine the remaining action of the poem, at
least as far as book 22. Achilles decides to accept his fate, avenge his friend,
and die at Troy; Hector decides to remain outside Troy and do battle
next day, confronting Achilles, which will in fact mean his own death.
The second of these decisions is strongly marked as misguided by the
narrator’s comment (p. 12 below). How we are to evaluate Achilles’
great choice is harder to judge, and is left to the audience to decide. At
an early stage of the book it is made clear that the hero cannot re-enter the
combat unless he is provided with fresh armour; the closing section of the
book ensures that when dawn arrives that condition is satisfied. The first
scene of book 19 shows Achilles receiving and putting on the new armour;
we then expect battle to commence, though in fact the poet finds further
means to keep us in suspense, through the insistence of Agamemnon and
the rest of the Greeks on a process of formal reconciliation. These scenes
chiefly serve to stress Achilles’ ferocious impatience to re-enter the fray:
the audience shares his eagerness while also anticipating with some trepi-
dation the violence which will follow once his wrath is unleashed.

The anger of the hero is announced in the opening lines as the central
theme of the Iliad.3 The reference there is to the anger arising from
Agamemnon’s insult to his honour; it is this conflict, specified a few lines
later, which is central to book 1 and drives the main plot for many books
thereafter. But in book 16 Achilles’ closest friend, Patroclus, is killed in
battle by Hector, and when this news reaches Achilles, the situation is
radically altered. His grief and fury lead to a passionate desire for revenge;
his emotional turmoil is further complicated by the sense of guilt and
responsibility which he feels, having allowed Patroclus to enter the battle
in his place. From this point on the audience will be anticipating a deadly
confrontation between Achilles and Hector.

The beginning of this new and greater wrath is narrated in a way that
plainly recalls the start of the earlier quarrel. In particular Achilles is
separated from his fellow Greeks, near his camp by the sea, and in his
grief he is visited by his divine mother Thetis, who last appeared in book 1.

3 Any study of the poem will provide discussion of Achilles. See the entry in HE
s.v.; also (e.g.) Schein 1984: chs 4-5. For a book-length study see Zanker 1994; on
the mythological variants, Gantz 228-31, 580-630; for the history of the figure of
Achilles in literature, King 1987; for representation in ancient art, LIMC 1.1:
87-200 (selective treatment in Shapiro 1994: 11-44, Carpenter 1991: 199-206).



1 BOOK 18 AND THE CHOICE OF ACHILLES 3

Verbal parallels bring out the similarity between the scenes: in both, Thetis
asks him why he is weeping and begs him to speak out (1.362-3a = 18.
73—4a). But in the later episode, by a common Homeric pattern, the
emotional intensity is greater. Thetis laments even before she joins her
son; instead of coming alone, she is accompanied by an entourage of
Nereids; rather than simply caressing Achilles, she cradles his head in
her hands, uttering a wail of sorrow. The gestures and the situation as
awhole evidently anticipate a funeral scene (cf. 15-69 introductory n. and
0d. 24.36—94). In book 18 Thetis reminds her son that Olympian Zeus has
fulfilled the promise that she extracted from him in book 1: the Achaeans
are humbled, Agamemnon humiliated, their need of Achilles is patent.
Her comment enables the audience to relish the irony of Achilles’ ‘suc-
cess’: his triumph over Agamemnon has resulted in a far greater misfor-
tune than his earlier loss of face. A further analogy between the books is
that here too Thetis proceeds to Olympus to seek a favour for her son: in
book 1 it was Zeus’s promise of support, here the divine armour which
Hephaestus will prepare, so that Achilles may re-enter battle and slay
Hector.

The contrast between the earlier wrath against Agamemnon and the
new situation needs further comment. In book 1 Agamemnon is presented
in a highly negative light from the start (his rejection of the suppliant
Chryses despite the army’s murmurings; his vindictiveness feared by Cal-
chas; his disparaging comment in public about his wife Clytemnestra).
Although Achilles too is quick-tempered and may be seen as over-reacting
to Agamemnon’s provocation, there can be little doubt that Agamemnon
puts himself in the wrong. Achilles is assured by Athena that he will in due
course receive ample compensation; later, in book g, Phoenix assures him
that ‘up to now there was no way that anyone could find fault with your
anger’ (523). In short, Achilles’ aggression is plainly and comprehensibly
directed at a personal enemy, and he receives considerable sympathy from
other leaders. The position in book 18 is more complex than in book 1 or
book g. Whereas Phoenix and the others envisaged Achilles rejoining the
battle in person, Patroclus in book 16 entreated Achilles to send him
instead, so as to aid the Greeks and save the ships from destruction.
Achilles agreed to this plan, though warning him not to overreach himself
(16.83—6). Consequently Achilles’ reaction to the clamour at the start of
book 18 is first misgiving on Patroclus’ behalf, then vexation at his friend’s
disobedience; when he hears the news his overwhelming grief is combined
with fury at Hector but also with self-reproach; he is responsible for
Patroclus’ death. If he had relented in response to the embassy in book
9, or if he had not yielded to Patroclus’ entreaties in book 16, his friend
would still be alive. The new wrath is partly self-directed; in the first onset
of despair he no longer desires to live. The Greek messenger Antilochus is
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filled with alarm that Achilles may actually take his own life on the spot (34,
with n.).

The earlier wrath arose because Agamemnon high-handedly threa-
tened to take away the slave-girl Briseis, whom Achilles had received as
part of the spoils of war. Erotic desire or affection mattered less here than
the offence to his honour, although it is true that later, in a speech
rejecting the appeal of the Greek embassy, he claims to ‘love’ the girl
and even draws an analogy between his loss of her and Menelaus’ loss of
Helen (g.340-1, ‘Are the sons of Atreus the only men who love their
wives?’). But Patroclus means more to Achilles than any concubine.
The intensity of the relationship was taken by many later Greek readers
to imply that the two were lovers, and they were so presented in a famous
tragic trilogy by Aeschylus (see esp. Myrmidons F 135—7 Radt). Yet not all
were convinced: although the orator Aeschines treated Homer’s reticence
as a sign of civilised discretion, the Xenophontic Socrates denied the
erotic element and cited other pairs of comrades in myth where no such
factor seems to be in play (Theseus and Peirithous, Orestes and Pylades).*
At all events, Homer is never explicit: there is no hint of a physical bond
between the two men, and indeed they each go to bed separately with slave-
girls at the end of book g (664—7). Homoerotic relations are mentioned
nowhere else in Homer: even the abduction of Ganymede by Zeus is
treated in asexual terms, and we are told only that the boy was to become
Zeus’s cup-bearer, not his companion in bed (5.266, 20.232-5). It is
possible that the erotic link between Achilles and Patroclus did indeed pre-
date Homer and underlies the Iliadic version (this might be a case of
Homeric ‘censorship’), but that remains unproven,; it is equally possible
that later readers found the passionate intensity of Achilles’ grief inexplic-
able if the two men were not lovers. That extreme reaction is indeed
characteristic of Achilles as presented in the Iliad: he is swift, violent,
demanding, intensely emotional in all matters.

The end of the first wrath does not lead at once to reconciliation or
reunion between Achilles and his fellow Greeks. In book 18 he saves them
from disaster when he appears on the ramparts, a terrifying figure
crowned with flame, and sends the Trojan forces into panic; but in the
following scenes he is concerned only with tending and grieving over
Patroclus’ body. In this book, after Antilochus has brought him the bad
news he speaks only with gods or in lamentation over Patroclus. The
next day, which begins with book 19, opens a new phase but sustains our
perception of Achilles as a figure set apart from other men. There, acting

4 Aeschin. 1.142, Xen. Symp. 8.31; Dover 1978: 196—201; Halperin 19go: 75-87.
On Achilles and the erotic in tragedy see Michelakis 2002; for later developments
of the theme, Fantuzzi 2012.



1 BOOK 18 AND THE CHOICE OF ACHILLES 5

on instructions from his mother, he summons the Greek army to an
assembly and declares his anger with Agamemnon at an end; his present
concern is to avenge Patroclus. An awkward scene ensues, which serves
chiefly to show the continuing difficulty Agamemnon has in dealing with
a subordinate who far surpasses his own prowess, and the difficulty the
Greeks in general have in understanding Achilles. Agamemnon wants to
save face and secure Achilles’ acceptance of his gifts; Odysseus wants
Achilles to eat and to allow the rest of the army to do so (a long day of
fighting lies ahead, and an army marches on its stomach). Both want to
integrate the headstrong Achilles through the customary courtesies and
rituals, to ensure his renewed loyalty to the Greek cause. Neither truly
understands that Achilles is beyond caring for gifts and that his grief
impels him to reject food and drink (esp. 19.209-14). Nevertheless, the
gods take steps to build up his strength for combat by providing him with
divine sustenance of nectar and ambrosia, food which no other mortal in
the Iliad is permitted to eat (19.347-54).%

Achilles’ special status in the poem depends on two crucial points which
are closely related. On the one hand, as the son of a goddess and the
greatest of heroes he is close to the gods (they are even said to have
attended his parents’ wedding, 24.61-3). On the other, he is doomed to
an early death, a prospect he has foreseen since the start of the poem, and
in book 18 he takes a decision that brings it suddenly closer. Other demi-
gods do figure in the Iliad, but they play subordinate roles and are differ-
entiated markedly from Achilles. The most conspicuous are Sarpedon
and Aeneas. The former, a son of Zeus, is slain in battle but miraculously
transported to his native Lycia, where he is given honorific burial and
a tomb worthy of a hero (cult after death is probably implied). The latter,
son of Aphrodite, is also a figure with a destined future, but a positive one:
he is fated to survive the Trojan War, and he and his descendants will rule
in the Troad thereafter; for this reason he is rescued from a confrontation
with Achilles which would surely have been fatal. In neither case does the
hero himself seem to have foreknowledge of his destiny;® and neither is
built up as a tragic figure comparable with Achilles.

The hero of the Iliad thus stands near the boundary between mortality
and divinity but cannot cross it; it is part of the poet’s vision that this gulf is
never crossed. Even Heracles, or Castor and Polydeuces, dwell in the land
of the shades after death; there are no special privileges or apotheoses.
The test of a hero’s quality is how he confronts death.

5 On the importance of food and fasting see Griffin 1980: 15-1%7. On the
differentiated diet of men and gods see e.g. Vidal-Naquet 1970.
In the Homeric hymn to Aphrodite Anchises is told by Aphrodite what is in store
for their offspring (191-290), but that need not imply anything about the Iliad.



6 INTRODUCTION

Any of the warriors fighting at Troy might anticipate an early death, and
in describing individual deaths the poet frequently dwells on the loss of
family, children, homecoming. But for most of them the future is uncer-
tain, and so they fight on in hope that they will indeed survive and make it
home again (or, in the Trojans’ case, preserve their community and live on
into better times). Achilles is exceptional because he knows he is doomed
to an early death. This is not unique to Achilles: in book 13 we hear of the
minor Greek warrior Euchenor, the son of a prophet. His father warned
him that he had a choice between dying of a slow, cruel disease at home, or
in battle at Troy. He chose death in battle, and we see him slain by Paris in
book 13 (660—72). For the hero of the poem the motif is amplified and
given much deeper significance. Since the option of a long and painful
illness is an easy one to reject, the alternative is made more tempting: if
Achilles abandons the war and returns to his homeland, he is guaranteed
a long life of prosperity and comfort — but without glory (9.410-16).
In book g he declares that he prefers this option, that he will return to
Greece next day, but in the end he refrains from doing so. The poet
powerfully brings out the blend of pride, anger, frustration, desire for
glory, desire to see the end result of his wrath; many factors combine to
inhibit Achilles from taking the decisive step and setting sail.

There are several complicating elements in the poem’s presentation of
Achilles’ destiny. The theme is repeatedly mentioned, but a consistent
picture is elusive. First there is the question how well known it is to others.
In the initial quarrel with Agamemnon he makes no reference to it; only
when alone by the sea and praying to his mother Thetis does he declare
that ‘since you bore me to be short-lived indeed, Olympian Zeus ought to
confer honour upon me’ (1.352-3). When the embassy appeal to Achilles,
his long and complex speech in response includes a statement that he
faces a choice of lives, and this seems to be news to the ambassadors
(although they fail to react). Yet in book 16 Patroclus, who was present
in that earlier scene, refers only to the possibility that Thetis may have
given him some warning about the future (36—7): was he not listening?
Second there is the question how much has actually been foretold. Vague
at first, the predictions become more specific as the poem goes on. In book
18 itself Thetis declares that Achilles’ death will follow ‘straight after
Hector’ (96); in book 19 the horse Xanthus warns him that he will be
slain by ‘a god and a man’ (19.41%); in the battle with the river god
Achilles recalls that his mother had warned him that Apollo would slay
him (21.2%7%-8); and with his dying breath Hector predicts that Achilles
will be slain by Apollo and Paris at the Scaean Gates (22.359-60).7 With

7 See further e.g. Kullmann 1960: 308-13, g20-5; Griffin 1980: 163.



1 BOOK 18 AND THE CHOICE OF ACHILLES 7

successive revelations the reader learns more, and in some of these pas-
sages we are probably meant to assume that Achilles too is hearing fresh
details for the first time. Third, when so much is foreshadowed, does
Achilles have a real choice at all? It could be argued that the various
references are inconsistent on this point. In book 1 both he and Thetis
speak of his ‘short life’ as if there is no alternative: it is because he has so
little time to live that he demands recognition and honour during what
time remains. In book g, however, he speaks as if he still has a choice, and
as if departing with his forces next day represents a real escape route.
In the end, of course, he does not sail away, and we are left wondering if
that was ever a possible outcome: Achilles is not the man to choose safety in
obscurity. The problem is bound up with the larger issue of the gods’
oversight of human affairs and the nature of fate, which will be considered
further below (section 3). Here it is enough to note that the poet is willing
to sacrifice total consistency if it enhances the effect of particular scenes or
speeches.

At all events, it is clear that from book 18 onwards there is no doubt
remaining: Achilles is doomed by his own choice to re-enter battle and
seek revenge. He dominates the battle scenes of books 20 onwards; no
other Greek warrior slays a Trojan victim; his new ruthlessness is shown by
his determining to offer human sacrifice of Trojan captives to the ghost of
Patroclus, a resolution fulfilled at the funeral of his friend (336-"7n., cf. 23.
175-6). His new mood is unforgettably captured in the confrontation with
Lycaon.

&AAG, pidos, Bave kai oU- Tin dAogupear oUTws;

k&TBave kai MaTpokAos, & ep oo TTOAASY dpeivaov.

oUy dpdaus olos kai &y kaAds Te péyas Te;

TaTpds 8’ iy’ &yaboio, Be& ¢ pe yeivaro pfTnp-

&N’ Em Tot kai éuol B&vaTos kai poipa kpaTan
fooeton fj icds i Seidn A péoov Huop

OTrroTE TIS Kai épeTio &pm ék Bupdv EAnTan

fi 8 ye Soupi Badv f) &Trd veupiip dioTd. (21.106-13)

Die now yourself, friend; why are you weeping so? Patroclus died
too, a better man than you by far. Do you not see what a man
I am myself, how handsome and great? My father is a hero,

a goddess was the mother who bore me. Yet over me too hang
death and mighty fate: there will come a morning or an evening
or a middle of the day when someone will take the life from me
in battle, striking me down either with a spear or with an arrow
shot from his string.

Achilles confronts the prospect of death unflinchingly, but also bitterly.
The loss of Patroclus does not mean he no longer recognises any value in
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life. At the very least, he still cares about his old father Peleus and grieves
that he must leave him bereaved, without an heir. In the remaining part of
the poem his moods fluctuate: grief and anger over Patroclus are domi-
nant until he has succeeded in slaying Hector, but in the episodes that
follow other, gentler and more generous emotions are allowed to come to
the fore. In particular in book 23 he engages with his fellow Greeks during
the funeral games. Although tensions are not absent from these scenes,
they serve in part to show how skilfully Achilles can deal with others when
his own status is not threatened. Finally the episode with Priam in the final
book brings the wrath-theme to a fitting conclusion, as passionate desire
for revenge is displaced by resignation and pity for a defenceless old man
who, like Peleus, has lost his beloved son.

When the Iliad ends Achilles still lives, but the audience is left in no
doubt that his death is very near.® That expectation hangs over the last part
of the poem and especially the final book, colouring all that Achilles says
and does. Similarly, the final defeat and the sack of Troy overshadow the
ending: they are already anticipated much earlier, particularly in the
narrative of Hector’s death (esp. 22.410-11). But although the killing of
Hector makes the fall of Troy inevitable, Achilles will not play a part in the
final victory (it is in fact unlikely that Achilles was integral to the myth of
the Trojan War, though Homer’s poem has made him inseparable from
it).9 The Iliad gives only very vague indications of the further course of the
war. The complications of other versions involving the bow of Philoctetes,
the theft of the Palladium, and the Wooden Horse are excluded from
the main narrative, though they may well have been known to the poet:
Philoctetes’ return is anticipated in the Catalogue of Ships (2.724-5), and
Zeus is allowed a passing reference to Troy being finally taken ‘through
the counsels of Athena’ (15.71). Nevertheless, the title of the epic is the
Iliad, not the Achilleid.*® The tale of the wrath of Achilles is made to include
not only the exploits of many lesser heroes on both sides, but also episodes
that stand for or represent the Trojan War as a whole. Early scenes look
back to the beginnings of the war, whereas in the later books there is
increasingly ominous anticipation of its end. Achilles, himself the supreme

8 On the problems raised by 18.96 in relation to the stories of Penthesilea and
Memnon, see n. on that line.

9 Achilles was too young to be one of the suitors of Helen who according to
later sources swore an oath to support her husband if need be (a motif which the
Iliadignores). See further West 2011a: 42-77, for persuasive arguments that Achilles
was incorporated in the war-narrative at a relatively late stage in the pre-Iliadic
tradition.

'° Itis however unlikely that the title goes back to the original poet. The modern
titles Jliad and Odyssey are not attested earlier than Herodotus; indeed, few if any
titles can be traced with certainty before the fifth century, though early tragedies
presumably had some designation.
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warrior, is in some ways representative of heroic manhood, of human
potential developed to its highest point. Needless to say, that does not
make him an admirable or even a sympathetic figure at all points; he is
criticised within the poem by gods and men alike. Neither is he infallible:
indeed, one of the ways in which the Iliad resembles tragedy is in the
recognition by Achilles of his own folly and the frustration of his
expectations.”' In a fragment of Aeschylus’ Myrmidons, Achilles laments
the death of Patroclus, comparing himself to the eagle slain by an arrow
sped by his own feather.

&8’ toTi pUBwv TV AiPucTik®Y KAéos,

TANYEVT &TPEKTW! TOSIKA TOV aieTOV

eiTreiv i8ovTa pnyaviy TTEpDPaTOS’

“148° ol U’ &MAwv, dAAK TOTs aUT®Y TTTEPOTS

&Aiokopeofa.”

This is what is said about a fable they tell in Africa: an eagle was hit
with an arrow from the bow, saw the way it was flighted, and said
‘In this way we are vanquished, not by others but with our own
feathers!” (Aesch. fr. 139, tr. Sommerstein)

As one critic has memorably put it, ‘the meaning of the whole Iliad is there
in parvo.’'* That formulation is doubtless overstated, but the comparison
does highlight a central strand in the poem’s design.

2 HECTOR

Most interpreters of Homer in classical Greece took it for granted that the
Iliad is fundamentally a national epic, glorifying the Greek crusade against
the Trojan barbarian. Modern scholarship has rightly stressed the impor-
tance of the conflicts between Greece and Persia in establishing this
patriotic reading of the poem.'3 That reading is generally rejected as
a distortion of the Iliad. ‘The noblest character is a Trojan,” objected
C. S. Lewis, alluding to Hector; and James Redfield subtitled his study of
the poem ‘The Tragedy of Hector’.’* Many readers find Hector a more
attractive character than Achilles."> It is more important to recognise that

'' Plato (e.g. Rep. 10.595¢, 607a) and Aristotle (e.g. Poet. 26) already saw Homer
as the pathfinder of tragedy. For more detailed discussion see Rutherford 1982.

'? Reinhardt 1979: 4.

'3 See Hall 1989, with the update in Hall 2006: 184~224; Mitchell 2007: xv—xxv.

'4 Lewis 1942, 29; Redfield 1975. For philhellenic references in the scholia,
which generally denigrate Hector, see Richardson 1980: 273-4 (= Laird 2006:
189—90)

95_%‘or further discussion of Hector see e.g. Erbse 1978; Reichel 1994: 156 n. 1
has bibl. up to that date. The most recent study is that of Kozak 2017%. For
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Hector is not only Achilles’ chief opponent but defined in opposition to
him. Whereas Achilles is fighting essentially for glory and to show his own
prowess, Hector is defending his city and people. Achilles is son of
a goddess and through her can even influence the plans of Zeus himself;
Hector by contrast is of human birth, with all that this implies: we see the
links between him and his community above all in book 6, where he re-
enters Troy and meets relatives of those out on the battlefield, before
encountering his own mother Hecuba, his sister-in-law Helen (who sees in
him the bravery and integrity that Paris lacks), and finally his wife Andro-
mache and their infant child. Achilles in book g questions why he is at
Troy, why he should go on fighting; but for Hector the reasons are all
around him, and the love he feels for his family is reflected in the intensity
of mourning after his death. That death is witnessed with horror by both
parents; the lamentation on the walls of Troy brings his wife running in
panic from their home, only to see Hector’s body being dragged in the
dust behind Achilles’ chariot. The poet leaves us in no doubt how much
Hector means to his fellow Trojans.

Achilles, despite the companionship of Patroclus, is an isolated figure,
partly because he is far from home, partly because of his withdrawal after
the conflict with Agamemnon, but above all because of his foreknowledge
of his death. He is not married (that forms part of the alternative future he
describes, if he should return home: 9.393-400); and despite his fury at
the removal of Briseis, in her absence he makes do with another, who is no
more than a name (9.664—5). There is no parallel here to the touching
family scene in which Hector parts from Andromache and Astyanax in
book 6. In one passage Achilles refers to a son named Neoptolemus, who
plays an important part in later versions of the sack of Troy (in Virgil and
elsewhere it is he who kills Priam). He seems to be a bastard child by
awoman taken as a prize in war; but what Achilles says is that he has no idea
whether the boy is still alive (19.326—7).'® His personal ties are few and
fragile. In all this he can be contrasted with Hector.

A further contrast involves their interaction with their fellow heroes.
Here the position is less clear-cut. It is obvious that Achilles is a wilful,
headstrong figure who does not readily follow orders or heed advice; he

representations in art see LIMC 1v.1.482-98 (most frequent are scenes of the
combat with Achilles).

16 This passage and its context are deleted by West as a rhapsodic interpolation
(also 24.466-7, where Hermes urges Priam to plead with Achilles invoking ‘his
child’ among others). 24.538—9 is naturally read as indicating that Achilles has no
offspring. For the sacking of Scyros see 9.668. If the deletion is correct, it would not
necessarily mean that the poet knew nothing of Neoptolemus, but the exclusion of
all reference to him from the epic would further reinforce Achilles’ status as
aloner.
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does not care to plan strategy or cooperate, but enters battle as a lone
fighter, devastating in his supreme aristeia. The original quarrel begins
because Achilles is so conscious of his own superiority to the king who
claims authority over the entire Greek army.'” That personal conflict is
never finally settled, but set aside because it has become insignificant to
Achilles (though not to his antagonist).® On the Trojan side the situation
is at first sight more straightforward: Hector, the leading fighter and the
most admirable of Priam’s sons, is effectively commander in chief. Never-
theless there are areas of tension, for instance with the leaders of Priam’s
allies; Paris is something of a loose cannon, whom Hector often upbraids,
usually with justice; and two rather cryptic passages allude to enmity
between Aeneas’ family and the house of Priam, which even induces
Aeneas to stand apart from the combat and refrain from playing his
part.'? It is not so much that these difficulties damage the Trojan war
effort, but rather that they indicate the need for diplomacy and collabora-
tion on the Trojan side, since they have no single fighter of superlative
quality such as Achilles.

Because Achilles can fight alone with overwhelming force, he has little
need to call upon his followers, the Myrmidons (though in book 16 he is
aware of their discontent with his intransigence: 200—-g). Hector by con-
trast needs to be a leader for the whole army of Trojans and allies. Two
scenes show him addressing his forces with powerful oratory in anticipa-
tion of victorious battle on the following day. The first comes at the end of
book 8. At 8.484-8 night falls after a day of Trojan successes. The Trojans
remain out on the plain (previously they have long been obliged to with-
draw at night within the walls because of the threat of the invading army).
Hector holds a council of war, exultant and full of optimism about the
next day’s prospects. He makes a stirring and on the whole a prudent
speech, which the Trojans greet with enthusiasm (8.542 “Ws “Extowp
&ydpev’, i 8¢ Tpddes keAddnoav: ‘Thus Hector addressed them, and the
Trojans shouted approval’). The next day of fighting occupies a massive
portion of the poem, from the opening of book 11 to the point in book 18
at which Hera sends the sun to its rest (239—42). By this time Achilles has
appeared on the ramparts and struck terror into the Trojan forces. Pou-
lydamas, who has given Hector advice in earlier scenes, now makes his
most important speech, recommending withdrawal, but his warnings are
violently rejected by Hector.*® At the end of Hector’s reply we find the

‘7 On the nature of Agamemnon'’s authority and position see Taplin 1ggo.
Contmumg signs of tension can be detected at 24.653-5, 686-8.

'9 See 13.459-61, 20.178-83.
#° On the function of Poulydamas see 249-52n.
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same concluding formula as in the eighth book (8.542 = 18.310), but this
time a grim authorial comment follows:

“(Ws “ExTowp ydpey’, émi 8¢ Tpédes keAddnoav,
viTrior ék yép opewv ppévas eideto TTaAAds Abivn.
“ExTopt pév y&p Efvnoay kak& pnTidwvTl,

TouAud&pavm 8’ &p’ ob Tis, 8s E00ATV Pp&leTo Pouliv. (18.310-13)

Thus Hector addressed them, and the Trojans shouted approval,
poor fools; Pallas Athena had robbed them of their wits. For they
praised Hector, whose plans were disastrous, but not one of them
praised Poulydamas, who uttered sound advice.

These are the only two places where the line in question is used.
The echo evidently draws attention to the difference between the
two scenes and shows how much Hector has changed since the earlier
occasion. His growing over-confidence has been a leitmotif of the
intervening books.*"

An important factor is the message which Zeus sends to Hector early in
the fighting in book 11. Zeus dispatches Iris to tell Hector that he should
hold back until he sees Agamemnon being carried off wounded,; after that
‘I shall give him power to kill, until he reaches the well-benched ships, and
the sun sets and holy darkness comes upon them’ (11.192-4, 207-9).
Hector alludes to this promise at several later points (e.g. 11.288—9), and
the rest of that day does indeed allow him to gain successes far beyond his
normal capacity: Zeus enhances his strength and makes possible his
onslaught on the Greeks; Hector drives them back to the coastline and
threatens to fire the ships.*? It is at this point that the day is brought to an
end, but only after Achilles’ menacing appearance on the wall. In his reply
to Poulydamas Hector alludes to Zeus’s promise, but in such a way as to
ignore the time limitation (293n.). He even dares to think of killing
Achilles - if he has indeed returned to the fray, so much the worse for
him (18.305-9). The decision is emphatically marked as mistaken, by
Poulydamas’ ‘wise adviser’ role, by the narrator’s comment quoted
above, and indeed by Hector’s own retrospective judgement later — too
late — when he stands alone outside the walls preparing to fight Achilles
and quailing at the prospect.

1 pot &ywv, el pév ke TUAas kai Teixea Sucw,
TTouAuddpas pot Tp@dTOS EAeyXeinv &vabioel,
&g’ Ekéheve Tpwoi oTi wTOAWY fyfioacBan

?! See 12.230-50, 13.824-32, 16.859-61, 17.183-208, and later 20.366-72,
43477
*% Taplin 1992: 153-61 discusses ‘Hector’s day’.
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vUx8’ Utro THYS’ Aoty &Te T’ dpeTo Sios "AxiAAels.

AN’ By ol miBduny- f| T’ &v oAU képdiov fev. (22.99-103)

Woe is me! if I now go inside the gates and the walls, Poulyda-
mas will be the first to heap humiliation on me, the man who
urged me to lead the Trojans into the city on that night of doom

when godlike Achilles rose up; but I did not heed him. Far
better if I had!

Thus book 18 presents us with two crucial decisions — that of Achilles
to re-enter battle in order to avenge Patroclus, and that of Hector to
keep his forces out on the plain and prepare to face Achilles in the
morning. Both decisions are self-destructive. The difference is that
Achilles knows this, and accepts the inevitability of death as
a consequence, while Hector fails to see the fatal outcome of his
decision, and indeed deludes himself with anticipation of still greater
success.*3

To sum up, Achilles and Hector are crucially different in their heroic
stature and their personal motivations. Nevertheless, they are alike in their
mortality, which includes their inferiority to the gods and their undue
confidence at crucial stages that they themselves are masters of their
situations. ‘But always the mind of Zeus is greater than that of men’
(16.688, cf. 177.176). Both Achilles and Hector are in some sense favoured
by Zeus, but the Olympian’s plans ultimately go beyond favours for any
individual hero. This is part of a wider pattern: in the liad gods may care
for mortals, but cannot or will not give them unbroken success, still less
immortality.*4

3 THE GODS*

Greek religion, and hence the poetic version of it found in epic, is poly-
theistic. Many divinities appear or are mentioned in the poems; some
other supernatural or immortal beings are related to the gods or at least
interact with them (e.g. Sleep and Death, the Winds, or the Nereids).
Complex genealogies are largely taken for granted by the Iliad-poet; we are
given much more detail of the gods’ family relationships in other texts,
notably Hesiod’s Theogony. The epic is highly selective: some gods who
were very important in cult are barely mentioned or do not appear at all
(especially Demeter and Dionysus). In the Iliad most of the more

?3 Cf. Schadewaldt 19g7b.

*4 Different rules apply elsewhere in what we know of the early epic tradition.
Even in the Odyssey the bar on immortality is not absolute: Calypso tempts the hero
with such an offer (5.203-13).

5 For more extensive discussion and bibl. on the gods, see Homer 64—70.
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conspicuous divine figures are members of the immediate family of Zeus,
and divine activity mainly arises from particular gods wishing to support or
oppose his designs.

As already implied, the Olympian gods and goddesses are imagined in
human form, though they are larger and stronger than mortals, do not
grow old, and if wounded are swiftly healed. The divine community on
Olympus sometimes resembles a royal court, with opposing factions and
rebellious attempts to resist the king’s rule or undermine it by trickery.
Although in the Iliad Zeus’s rule is well established, the poet refers to an
earlier period when this was not so, especially during the war with the
Titans which ended with Zeus’s succession to the throne of the gods; and
the possibility of renewed conflict is mentioned on several occasions,
though Zeus never actually has recourse to violence.?® The gods are also
a family, with Zeus the eldest of three brothers (15.187-95); like any
family, they have their disagreements: quarrels and resentments are
often mentioned. Zeus’s many adulteries arouse Hera’s jealousy, and
there seems to be some suspicion surrounding his bond with Thetis.*?
Favouritism is evident in Zeus’s affectionate treatment of Athena; Ares
objects to the way in which she is allowed to misbehave with impunity
(5.875-80). The divine squabbling is a rich source of humour, but the
consequences for the mortal characters are deadly serious.

Though immortal and invulnerable, the gods are not omniscient.
When they observe human affairs they seem able to see whatever they
wish from a lofty vantage point with a kind of telescopic vision, and can
intervene swiftly, even instantaneously. But if they have not been attending
to events, they may be unaware of important developments: Poseidon and
others step in to promote the Greek cause when they know that Zeus’s
attention is elsewhere (13.1-7, 14.352ff.). Their curiosity can be fru-
strated: Hera in book 1 is aware that Zeus and Thetis have been in conclave
together, shrouded in a mist, but is forced to question him as to what they
actually discussed, without success. Gods can deceive one another: Hera
spins a plausible tale to explain why she needs to borrow Aphrodite’s love-
charm, then seduces her husband, distracting him so that she and the
other gods can help the Greeks (14.198-210, 301-53). All of this may be
theologically perplexing, but it has obvious narrative advantages.

As these examples illustrate, the gods are keenly interested in the affairs
of mortals and particularly in the fortunes of the Greeks and Trojans at
war. They not only observe the action but participate, aiding one side or
the other or giving added strength and courage to particular heroes. Their
partisanship is sometimes explained by personal motives: Poseidon is

2

5 1.396-406, 5.897-8, 8.5-277, 15.14-33 are the main passages.
*7 See Homer 114-17, and esp. Slatkin 19g1.
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against the Trojans because King Laomedon once cheated him of his
promised reward; Hera and Athena are vindictive because of the adverse
judgement of Paris, who found Aphrodite the fairest in a beauty contest;
Aphrodite also favours Troy because it is the home of her son Aeneas. But
these justifications are seldom mentioned and some gods are not consis-
tent in their loyalties (Ares is accused of unreliability because he supports
different sides day by day, 5.831, 889 — though from one viewpoint this
reflects the shifting fortunes of war). The gods often seem to treat the war
as a form of entertainment: there is a real sense of a divine audience
watching a particularly fascinating game or spectacle.?® That the gods
take such interest in the conflict serves to dignify the human activity: the
Trojan War is a great epic subject partly because the gods are so bound
up in it and play a part in it. Yet the gods can also turn away and withdraw
from the conflict, or dismiss the human species as trivial. Why should
we spoil the feast by feuding over mere mortals, asks Hephaestus in book
1 (573-6); and the rest of the immortals see his point, and turn to music
and song. At the height of the combat Zeus wearies of the sight of killing
and turns his eyes elsewhere, ‘gazing far away at the land of the horse-
rearing Thracians’ (13.3—4). This divine capacity for detachment sets
human affairs in perspective. The exceptional case is Thetis, because of
her special relationship with her son. Immortal herself, she is constantly
preoccupied with her son’s mortality.

Hardest to interpret is the position of Zeus, who reigns supreme among
the gods but is sometimes obliged to take account of rival views. His
superiority is marked by his greater remoteness from the action: unlike
other gods he does not descend to earth or intervene in person, though
clearly he must have done so in other epic poems, not least in order to
conduct his amorous affairs.”® When he wishes to communicate with
mortals he uses an intermediary, such as Iris or Hermes or a personified
dream. His foresight seems greater than that of the other gods, and
on occasion he gives an extended prophecy of future developments
(8.470-83, 15.49-77). He seems to take a longer view of events, though
he too can be influenced by personal appeals, as with Thetis’ supplication,
and like other gods he has his favourites among mortals: Troy is dear to
him, and so are Priam and Hector. In book 4 he even teasingly proposes
bringing the war to a peaceful conclusion, and is forcefully resisted by
Hera (5-68); in other passages his preference would be to show compas-
sion and spare an unfortunate mortal (in one case his own son Sarpedon),

*8 Griffin 1978; see esp. 22.166-70, but also e.g. 4.1-4, 8.51-2, 11.82-3,
20.20-3.

*9 See 14.315-277, where Zeus catalogues his past lovers; cf. [Hes.] Catal. fr. 30.
15-1Q, 140-1.
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but again he is overruled. But in book 24, despite the antagonism of Hera
and Athena, Zeus insists that Hector deserves better treatment and should
receive honourable burial: his piety and sacrifices have earned him that
much (24.65-70). In general Homer leaves Zeus’s motives somewhat
opaque: sometimes, as in book 4, he appears to make concessions in
order to keep the peace, but in other episodes it is suggested that his
role is to guarantee a future sequence of events, which it is dangerous or
impossible to tamper with. There is little room for ‘divine justice’, though
ideas of the gods as having oversight of human morality were familiar to
the poet of the Odysseyand to Hesiod; the conception is indeed reflected in
afamous simile in the Iliad (16.384—93), butin this case the simile touches
on matters deliberately excluded from the main narrative.

On turning to the role of fate in this complex picture, it is important to
avoid treating an epic poem as a philosophic argument. We can be sure
that the poet did not have a fully developed and rationally justified posi-
tion on fate and its relation to the gods: he was concerned with the
dramatic effect in specific contexts.3° From the human point of view
things are relatively simple: fate is what happens to you. If it happens, it
was your destiny; if it was not, it would not have happened. The one thing
that is certain to happen sooner or later is death; hence a number of words
for ‘fate’ in Greek also mean death (e.g. pépos). Mortals normally do not
discriminate between what is brought about by the gods and what is fated:
from their point of view it hardly matters, since either way it is out of their
hands. Hence they may speak of things happening ‘as Zeus wills’, or ‘as the
gods will’, or both; or they may speak of ‘my fate’, or the two can be
combined (e.g. 16.849, 21.82—4). For the most part man does not know
his fate, but must simply accept it as it comes. That is Hector’s attitude in
book 6: ‘no one will send me down to Hades contrary to my portion. But
I declare that no human being has ever evaded his apportioned lot, not
good man, not bad man, once his life has first begun’(6.487—9).

Difficulties arise when the gods give a mortal a glimpse of the future,
foreknowledge of his fate. Achilles is allowed to know that he has a choice
of futures, but how and why this can be so is not explained; what matters is
that he seems to have a limited time to choose, and in this book makes his
choice and accepts the prospect of an early death. Elsewhere predictions
are vaguer or more remote. Calchas, we are told, predicted that Troy
would fall in the tenth year, interpreting an omen which is ascribed to
Zeus; but that leaves much unsettled, especially who will live to see it. In
5.714—-18, we are told that Athena and Hera made promises to Menelaus
that he would sack Troy and come safely home again, but no human being
in the Iliad ever recalls that promise (it would have been relevant when

3° See Janko 1992: 1-7.
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Menelaus is wounded in book 4). For Menelaus to have that kind of
guarantee, effectively an assurance of invulnerability for the course of
the war, would have radically altered his relations to his peers. But in any
case, mortals are aware that the gods can deceive; perhaps for that reason,
divine assurances are sometimes forgotten or misunderstood or simply
ignored (g-11n.).

What of the gods’ own perspective? As we have seen, the gods are not
omniscient. If they all knew the entire future course of human history,
there would be no uncertainties; were they unable to change it, it would be
pointless for them to try to intervene at all. But the Iliad envisages a much
less rigid system. It appears that some things are fixed, others flexible.
The Greeks will eventually defeat the Trojans, but Thetis’ request and
Zeus’s consent seem to introduce delays unforeseen by the other gods.
Whether they are foreseen by Zeus himself depends partly on the inter-
pretation of the enigmatic line ‘the plan of Zeus was brought to fulfilment’
(1.5). In general it appears that Zeus can overrule any other god (at the
risk of general discontent), but can he go against fate? In several scenes he
puts forward a suggestion which is opposed by other gods: in particular,
Hera and Athena insist that he should not try to rescue ‘a man long
apportioned to fate’ (16.440-3, 22.178-81). There it looks as if Zeus is
trying to revoke an earlier collective decision, and that model works for
most cases. But in book 8 Zeus, having prevented Athena and Hera from
descending to help the Argives, tells them what will take place next day,
declaring that on that day they can see Zeus bringing death upon the
Greeks: ‘for mighty Hector will not cease from warfare until he has stirred
up from the ships swift-footed Achilles, on the day when they are fighting
by the prows of the ships, in the narrowest space, over the corpse of dead
Patroclus. For thus it is divinely proclaimed’. (8.4773—7). The last phrase,
&s yép Béopatév o, is unparalleled. Here it is evident that this is the first
Hera and Athena have heard of this unwelcome series of developments.
It seems that Zeus is laying down the future on his own decision, so that
8éogatov here cannot refer to ‘the voice of the gods’ but only the voice of
Zeus. In this scene it looks as if Zeus has the authority to determine fate,
though the scenes in which he is overruled point in the opposite direction.
In the passage from book 8 Zeus is in a sense speaking for the poet,
since fate is embodied in the plot of the Iliad itself; there are analogies
with the tragic deus ex machina, who regularly steps in to foretell the future
and sometimes to avert undue deviations from the mythical tradition.3'
But whoever takes the decisions, the mortals reap the consequences.

3! West 2011a: 211, adopts this approach: ‘Zeus represents the destined course
of events as fixed by something more unalterable than his own will; it has in fact
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This much as an overview of the gods and their place in the Iliad; we
turn now to their appearances in book 18 itself. It is important to distin-
guish three different categories into which references to the gods may be
distributed. First there is the viewpoint of the human characters as they
engage in prayer or sacrifice or other rituals involving the gods. Here there
is no interaction, only the utterance or ritual act of the mortal; we are close
here to the ‘normal’ activities of men, to the way in which Homer’s original
audience and later Greeks would engage in religious practice. Second
there are scenes in which the communication is two-way, where gods
communicate with human beings either en masse (usually by an omen or
some other signal such as thunder) or with individuals. Often gods come
in disguise, taking human form (though sometimes they reveal their
divinity on departure). It is quite rare for any god to appear openly to
a mortal; when this happens, as with Achilles, it normally indicates that
they enjoy special status or are being particularly favoured.3* The third
category consists of scenes in which gods are presented on their own,
unwitnessed by mortals, on Olympus or elsewhere, conversing, quarrel-
ling, bargaining with or sleeping with one another. Such scenes develop
conceptions of the gods as characters with personality, involved in a society
of their own - conceptions which are distant from the needs of ritual and
cult. It is in these episodes that we probably see the poet at his most
inventive in relation to the gods.

It would be hard to overstate the importance of the gulf between the
third category, the gods on their own, and the rest. To the mortals the gods
are awesome figures whom they must revere and respect; their interven-
tions are momentous. But in the scenes where we witness the gods by
themselves we find much more light-heartedness, and the gods can even
provide comic relief. There is a carefully preserved gap between the char-
acter’s perceptions and the narrator’s view of the action. This is clearest in
the way that we, the audience, are able to see which god is intervening, but
the character involved often speaks vaguely of ‘some god’ or a daimon.33

If we survey book 18 with these categories in mind, it is at once striking
that we find no examples of the first type (mortals praying to the gods or
performing acts of worship) in the narrative portion of the book. This is in
part because of Achilles’ privileged position. In book 1 the priest Chryses

been determined by a higher power, namely P (and whatever poetic tradition
P regards as fixed).” (‘P’ is West’s name for the poet of the Iliad.)

3% Achilles is only once deceived by Apollo, at the end of book 21 (595-611); he
resents the fact, and speaks defiantly to the god at the opening of book 22.

33 E.g. 15.461-70: Teucer’s bowstring breaks, and he cries out that a daimon is
thwarting him. It was in fact Zeus who broke the string, as the poet has told us, but
naturally Teucer cannot know this. See Jorgensen 19o4; Dodds 1951: 23 n. 75;
West 2011a: 308.
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prayed for aid to Apollo, but until the army was afflicted with plague he
had no means of knowing that his prayer had been heard. In the same
book Achilles in distress prays to his mother, and she comes to his side at
once; in book 18 he does not even need to invoke her, as she hears his grief
and hastens to comfort him. Outside the narrative proper, there is a scene
on the shield which includes the sacrifice of an ox (559), and some of the
other activities may have a ritual aspect, particularly the festive dancing
which is set in a round choros compared with the Cretan labyrinth
(590-606) (the Linos-song too is a religious lament; see 5770n.). This fits
the argument that the shield generally presents a vision of normal human
life (see section 4 below).

The second category, of divine interaction with mortals, is well repre-
sented. Most cases involve Achilles. First there is the reaction of Thetis,
who senses that he needs her; when she emerges from the sea, she is
accompanied by a host of Nereids (they contribute nothing in practical
terms, but their presence honours the hero and brings out the importance
of the crisis: see also 15-6gn.). Then Iris is sent by Hera to urge Achilles to
enter battle, or at least appear to the battling armies, in order to save
the day. This is a typical form of communication between god and man:
a major deity sends a message via a minor one. In many cases the message
would be a command, but here Achilles’ exceptional status allows him to
question the messenger, and Iris makes a concession, agreeing that full-
scale battle is not yet possible. In the scene which follows, Athena joins in
the task of glorifying Achilles and terrifying the Trojans: here the involve-
ment of the gods is made plain by the kindling of supernatural fire to
enhance the shock of Achilles’ reappearance. A fourth intervention is that
of Hera, and it demonstrates the power of the gods over nature, since she
brings the day to an end by making the sun set prematurely, so allowing the
Greek army to rest after its seemingly endless ordeal of battle.

Athena’s intervention to make Achilles look even more formidable
resembles various other passages where a god beautifies or enhances the
appearance of a mortal, but here the device is transferred to the martial
sphere. Within this book it can be contrasted with a later reference to
action on her part, at line 311 (see p. 12), where the poet has just
commented on the folly of the Trojans in cheering Hector and accepting
his advice. ‘Pallas Athena robbed them of their wits’, he remarks. We may
be tempted to see this as no more than a fagon de parler, but the temptation
should be resisted. We see elsewhere that the gods often intervene to assist
or inhibit mortals, sometimes without their knowledge; the human char-
acters are themselves aware of this risk (they may even try to use such an
argument as an excuse — ‘a god made me do it’).34 Athena is associated

34 See Rutherford 1986: 153 n. 43 (esp. Hutchinson on Aesch. Sept. 4-9).
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with intelligence and planning, so that she is a natural deity to play a part
when prudence is needed, or when it is to be set aside. In book 4 we see
a more elaborate dramatisation of the process, when she appears in
disguise to Pandarus, normally a man of good judgement, and persuades
him to act imprudently and break the truce (4.86-104, esp. 104 ‘and she
persuaded the wits of that witless man’; contrast 93). In due course
Pandarus is killed, probably a matter of poetic justice, since in general
and despite occasional attempts at self-defence, the fact of divine involve-
ment does not exonerate the human from responsibility.

In the last part of the book we have excellent examples of the third
category given above, scenes where we see the gods on their own. First
there is the rather short scene between Zeus and Hera, a further stage in
their feuding over the fortunes of the Trojans (356—68). The exchange is
brief and on Hera’s side defiant. It forms a coda to the day rather than
introducing any fresh element: we have already seen her vindictive hatred
of the Trojans, especially at the opening of book 4. More extensive is the
scene in which Thetis visits Hephaestus. Here as elsewhere the poet vividly
imagines a divine society, the courtesies and formalities of which mirror
those of mortals, though with crucial differences. Like any hostess,
Hephaestus’ wife Charis makes her visitor welcome and complains that
they do not see enough of her (386); Hephaestus just has a few things to
finish off before he can help her attend to their guest; Thetis pours out her
distress to sympathetic ears. Although the subjects of her complaints
belong to the world of myth, they echo concerns no doubt familiar to
the poet’s audience: discontent in marriage, anxiety about the future of
offspring. But for all the parallelism between divine and human existence,
we are regularly reminded of the differences. Hephaestus’ workshop is
full of wonders - self-propelling tripods, self-inflating bellows, robots in
the form of women who assist the lame god on his unsteady feet. So too in
other parts of the poem divine artefacts or actions are immeasurably
superior to their human equivalents. Instead of mortal food they eat
nectar and ambrosia, the food of immortality (1.598, 4.3, etc.).3% Even
commonplace objects are made of precious metals such as gold - Hermes’
sandals are an example (24.341). Hera and Athena ride to earth on
a chariot, but one drawn by horses that can fly between heaven and
earth; when not in use the vehicle is housed within the clouds.3® In the
present scene Hephaestus has himself constructed the devices just
mentioned, as well as the beautiful ear-rings and trinkets he gave Thetis

35 Cf. Od. 5.194—9 (the contrast between the foods eaten by Calypso and Odys-
seus conveys the fact that they belong to different worlds). Compare what was said
above about Achilles and food in book 1g.

3¢ Cf. ‘Longinus’ De sublim. 9.5 on a closely related passage, Il. 5.770-2.
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and Eurynome in the past (400-1), to say nothing of his own house on
Olympus (g71n.). But his masterpiece, and the greatest work of art
described within the Iliad, is the shield of Achilles, to which we now turn.

4 THE SHIELD OF ACHILLES37
4.1 Context and Mythological Background

The end of book 18 is dominated by the forging and decoration of the
shield of Achilles, the description of which occupies more than a hundred
lines. Hephaestus makes it himself, without help from the androids who
are shown supporting him in the preceding scene or from the Cyclopes
who are often mentioned as his assistants in later texts (see g72-3n.).
Again this brings out Achilles’ special status, when an Olympian god is
prepared to work through the night to equip him with suitable armour
(though Hephaestus himself emphasises his debt to Thetis rather than the
importance of her son). No other warrior in the Iliad possesses such
a splendid array; here and in later writers, the divine armour enhances
still further the power of the hero (for later examples and imitations, see
end of this section).3®

Achilles needs a new shield because he lent his previous armour to
Patroclus and it is now being worn by Hector. It is probable that this plot
sequence is an innovation by the Iliad-poet.3? Patroclus, a minor figure at
best in the tradition of the Trojan War, has been given a more prominent
role in the Iliad in order to motivate Achilles’ self-destructive determina-
tion on revenge. Later sources such as Euripides’ Electra make clear that
there was a rival tradition that the shield forged by Hephaestus was the one
with which Achilles set out to war. Even in the Iliad the earlier armour is
said to have been among the gifts of the gods to Peleus on his wedding day
(18.84-5). The consequence of this is that Achilles finishes up with two

37 Schadewaldt 1944 (4th edn 1965): 352—74; Reinhardt 1961: 401-11; Taplin
1980; Becker 1995; Purves 2010: 46-55. For ancient representations of the shield
in art see LIMC ‘Achilleus’ 1.1 nos. 506—41a (only 506—g precede the fifth century;
earliest is no. 506, a neck amphora from Mykonos (c.6%70), with a Gorgon head; cf.
n. 43 below [= Friis Johansen 1967: 104-5 pl. 34]). There is much scope for
confusion between representations of the Iliadic scene and those showing the
earlier arming of Achilles when he set out for the Trojan War: see Lowenstam
1993, who argues for relating a number of scenes to the Iliadic event; Snodgrass
ngBS: 1435 1s sceptical.

3% Hephaestus is said to have made other artefacts which are given as magnifi-
cent gifts to mortals: see e.g. 2.101-8, the sceptre of Agamemnon, an heirloom of
his house. In Moschus’ Europa (37-62) the princess’s beach-basket is incongruously
made of gold, and it too is a péya 8alua, a wondrous object made by the smith-god
(38). Epyllion whimsically plays variations on the epic topos.

39 P. J. Kakridis 1961; accepted e.g. by Griffin 1980: 33.
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sets of divine armour, the new set and the old, which he will naturally strip
from Hector. This creates a difficulty with the story of the rivalry between
Ajax and Odysseus, each of whom lays claim to Achilles’ armour after the
hero’s death. The Iliad can avoid this difficulty because it never reaches
that stage in the saga; the Odyssey’s reference to the conflict is brief and
evades the issue. We can conclude that the Iliad-poet saw strong positive
reason to introduce the need for this new armour and to develop the
theme in such detail #°

4.2 Design and Layout

The armour needed to be provided, but did not have to be described; the
other items are mentioned only in passing, but the shield is treated in
detail.#' Taking up a term used in some ancient art criticism, scholars
normally designate a passage of this kind an ecphrasis: the word can mean
‘description’ of any type, but is usually restricted by moderns to an
account of a work of art or artefact.#* The Homeric epics include several
descriptions of this type, though this passage is by far the longest. Other
instances include Agamemnon’s sceptre (2.101-8) and Odysseus’
brooch (0Od. 19.226-31). But the technique is especially used to describe
items of weaponry: the shield of Agamemnon (11.32-40), the boar’s-tusk
helmet worn by Odysseus (10.261-71), the aegis of Zeus (5.736—42),
Heracles’ baldric (Od. 11.609-14). The first of these for obvious reasons
repays comparison. Apart from decorative knobs, the shield of Agamem-
non has a Gorgon-head at its centre, ‘and Fear was inscribed on it, and
Terror’ — daemonic figures intended to horrify the king’s opponents.43
Nothing like this appears on Achilles’ shield except at the end of
the description of the city at war, but the lines in question are probably
an interpolation (535-40n.). Instead we have a series of scenes which
portray a wide range of human activities, many of them delightful -

4° See Currie 2016: 60-1, with older references. Edwards 140 notes that divine
armour might be expected to be invulnerable. Hephaestus is allowed explicitly to
deny that his gift will protect Achilles from death (18.464-7).

4! Zenodotus expunged the entire description, preserving only the introductory
lines 4778-82: see Schol. A, which mentions the sensible riposte of Aristonicus (a
scholar of the Augustan period) that the poet would not have amplified the
description of the bellows in so grandiose a fashion if he had not intended to give
a detailed account of what Hephaestus did with them.

42 Webb 2009 is a detailed and informative study of the term and its uses in the
later rhetorical tradition. Webb has written numerous studies in the field: see esp.
1999: 7-18. See also Krieger 1992.

43 Gorgon heads are a standard motif on shields (Chase 1go2), and appear on
some representations of Achilles’ shield in art (Friis Johansen 1967: g3-109,
181-3; Taplin 1980: 16).
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weddings, scenes of feasting, gathering in the grape-harvest, dancing,
and much else.
Here is an outline of the scenes represented:

1 The universe viewed as a whole: earth, sea and sky, and especially the
heavenly bodies (483-9).
2 Two cities:
(a) a city at peace, with scenes of weddings and of a legal trial in
progress (490-508);
(b) a city at war, with scenes of defensive and offensive action
(509-4).
3 Three scenes of rural activity, representing different stages of the
agricultural year:*
(a) ploughing (541-9);
(b) reaping (550-60);
(c) gathering in the vintage (561-72).
A scene of oxen being led to pasture, and attacked by lions (5%73-86).
A scene including sheep grazing (587—9).
A scene of young men and women dancing, presumably as part of
a festival (590-606).
7 The river Ocean surrounding the entire world (607-8).

(21 N

This is not a description of a typical artefact which the audience might
recognise. The shield, a divine creation, is meant to be extraordinary,
something beyond human fabrication. But it still makes sense to ask how
the poet and his hearers visualised the artefact, its size, shape and design.
Most other shields described in the epic appear to have an ox-hide base,
and this should probably be assumed for Achilles’ as well: it is not solid
metal. But the poet focuses on the metal exterior because the figures there
represented are his main concern.#3 It is imagined as circular in form, and
around the rim flows the stream of Ocean, mentioned at the end of the
catalogue of scenes (607-8). In the eighth and early seventh centuries we
can see from actual metalwork and still more from illustrations on pottery
how artists are developing from the more repetitive patterning of the
so-called Geometric period toward a more varied pictorial style. Some of
the scenes on the shield are recognisable as ‘geometric’ — the advance of
armed warriors, the circular motion of dancing men and women. Some

44 Others include scene 4 in this group, but the change in phrasing in the
introductory words to each counts against this (541, 550, 561 versus 573). See
541-9 introductory n. for criticism of the common view that these scenes represent
the four seasons.

45 For the composition of the shield see 472-5 and 481nn.
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are paralleled on surviving vases or other objects.4® It must however be
admitted that the poet gives us no hints of the arrangement; ecphrasis
tends to be vague on such points, introducing new scenes with imprecise
expressions such as at parte ex alia (Catull. 64.251).47

On the Iliadic shield the heavenly bodies which are mentioned first are
probably in the middle, perhaps with a central boss representing the
sun.*® The usual view is that the rest of the scenes are shown in concentric
circles, moving outwards toward the rim (so that the reference to Ocean
comes in its proper sequence); the three (or four?) scenes presenting
phases of the agricultural year might all figure at different points in
a single circle. An objection is that this means the two scenes described
in most detail, the city at peace and the city at war, will be smaller than the
rest (hence the alternative reconstruction which supposes the designs set
out in more heraldic fashion, in rows from the top to the bottom, with
certain scenes larger than others; but this does not correspond to early
Greek practice).#9 Since a god is at work, we can overlook improbabilities;
in any case, amateurs in all ages have been astounded by the degree of
detail which artists are able to represent in their different media. Modern
sketches have produced more or less plausible suggestions as to how the
different scenes might be disposed within a shield-type. Perhaps none of
these represents exactly what the poet had in mind, but combined with the
evidence from ancient metalware they suggest that the audience would
have been able to visualise some version of the complete artefact as well as
the individual scenes.5°

4% Snodgrass 1998 is an attractive survey, with illustrations: on the shield see 40—
4. See further Coldstream 197’7 (more up-to-date and readable than the magisterial
account in Coldstream 1968); Osborne 1997: 129-36.

47 Cf. Virg. Aen. 8.642 haud procul inde, 6775 in medio, 711 conira.

48 Snodgrass 1964, 37-51, 170 discusses the evidence for shield-bosses, and
notes that they do not necessarily imply a round shield. But there are other reasons,
esp. the presence of Ocean, for supposing Achilles’ shield to be of that shape.

49 That arrangement is adopted in the representation of the shield on the so-
called Tabulae Iliacae (marble reliefs mostly dating from the late first century Bc or
the early first century AD): see Squire in Fantuzzi and Tsagalis 2015: 524 (fig.
27.10). The description of the shield in Philostr. Iun. Imag. 10 also assumes the
scenes are set out in horizontal bands. Leaf, vol. 11, 605 (fig. 5) provides another
design on this assumption.

5¢ Other attempts to illustrate or show its layout are many: see e.g. that of
Alexander Pope (both his original sketch and the version by his illustrator are
reproduced in the Twickenham edition of his works, vol. viri, plates 18 and 19);
Leaf, vol. 11, 603 and 605 (the latter implausible); Fittschen 1973, plates 111 and vir;
HE ‘shield’, p. 795 (fig. 33). Comparative illustrations e.g. in Fittschen 1973 (both
figures and plates), Edwards 204—6. M. M. Willcock’s illustration is reproduced in
this book as Figure 2 on p. 192.
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4.3 Interpretation

The choice of scenes has often been thought anomalous; the martial
scenes on Agamemnon’s shield and the shield of Heracles as described
in the Hesiodic Scutum confirm that impression. The poet makes Hephaes-
tus turn to themes that seem remote from the Trojan War and from
Achilles’ commitment to revenge. (In reaction to this, W. H. Auden in
his poem ‘The Shield of Achilles’ represents Thetis as expecting scenes
similar to those on the Homeric shield, but being shocked to find instead
scenes of cruelty and horror, described in terms which make the reader
think of twentieth-century politics and warfare.) The Homeric shield thus
poses a problem of interpretation: in this it sets a precedent for many later
ecphrases. Already ancient readers adopted a variety of approaches, and
some of their readings persist, sometimes in more sophisticated form, in
modern scholarship.

Historicising. Although the human characters on the shield are anon-
ymous, the locations unspecified, there were ancient critics who tried to
place them in history and geography. The scholia and Eustathius preserve
areading of the shield scenes as a narrative of the history of Attica: the two
cities of peace and war are Athens and Eleusis. Human marriage ritual (it is
said) was first instituted in Athens, and the murder trial is the mythical trial
of Ares (!) for the murder of Halirrothius, which in many accounts was the
first trial held in the court of the Areopagus. The city at war is Eleusis, and
the conflict is the mythic war involving Eumolpus and Erechtheus. Later
scenes too are related to Athens: the king presiding over the harvest is said
to be Triptolemus, who inaugurated agriculture.5' The additional line
after 551 (see n.) referring to Eleusinian Demeter seems to have been
composed with a view to localising these scenes. The scene of dancing and
celebration on a circular floor described as ‘like that which Daedalus made
for Ariadne’ prompted speculation that this scene was related to the Attic
hero Theseus’ adventures in Crete (591n.).

Presented in these terms, the ‘historical’ explanation seems plainly to
distort what the poem gives us. But it may not be misguided to think of the
shield-scenes as somehow separate from the world of the poem. Clearly
this is not just a vision of aristocratic life: especially in the later rustic
scenes, the figures portrayed are farmers and herdsmen, peasants or
simple people: even the basileus mentioned in one scene (556) is evidently
no more than a local lord. It is of course hard to say whether the world of
the shield belongs in the heroic age or in the poet’s own day, since
conditions of life, especially rural life, changed little over the centuries

5! Schol. DT 483-606 (Erbse 1v.528-31); Hardie 1986: 343-6.
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of antiquity. But the legal case (497-508) does seem to involve a formality
of procedure unfamiliar in the rest of the poem: rather than the slayer
being driven into exile, here we see him facing some legal authority, with
an organised system of conflict resolution involving not kings or chieftains
but a group of judges who are guided in part by the people’s verdict. Like
the simile describing Zeus’s anger at the perversion of justice in the agora
(16.386-8), this passage seems somewhat anachronistic in the heroic
world.

Cosmic allegories. A different line of argument treated the shield as an
allegory, a metaphorical representation of the universe (the references to
its including earth, heaven and sea, the heavenly bodies, the Ocean and so
forth encourage this reading).5* Hephaestus the divine artificer is like the
Demiurge in Plato’s Timaeus, shaping the cosmos and bringing order out
of chaos. Some analyses take this reading down to the level of pressing
every point in the description for significance: the circular shield is said to
be a symbol of the spherical universe; the four metals gold, silver, bronze
and tin represent the four elements; the five layers (481n.) stand for the
five zones into which the earth’s surface is divided ([Heracl.] 50). Parti-
cularly notable is the tendency to import philosophical ideas, for instance
treating the City at Peace and the City at War as representing the opposing
principles of the cosmos in Empedocles’ philosophy, Love and Strife.53
But here too, even if allegorists have carried the method too far, there is
anub of truth in the interpretation. The shield does embody a representa-
tion of the world and of human life: its generality points to a certain
universality. Thus Taplin in a well-known treatment accepts as a broad
principle that ‘the shield presents ... a kind of microcosm or epitome of
the world’.5*

Relation to the main plot. A third approach is to ask what relation the
scenes portrayed have to the poem as a whole, and why they might be
relevant to Achilles in particular. Many critics see the shield as an idea-
lised and universalised version of the world familiar to the poet and his
audience, the ‘normal’ world with which we should contrast the world of
suffering and death which Achilles must soon re-enter. To put it another

52 On allegorical readings of the shield see Buffiére 1956: ch. 6; see further
Hardie 1985 and 1986: 340-3.

53 The most important text is [Heracl.] Homeric allegories 43—51 (well edited by
Pontani 2005; see also Buffiere in the Budé series; tr. by Russell and Konstan 2005).
See also Cornutus 19, [Plut.] De vita et poesi 2.182 (political allegory). Clement of
Alexandria Strom. 5.14.101.4 sees Homer as describing the creation of the world,
following Moses’ account in Genesis.

54 Taplin 1980: 12-13.
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way, this is the life that Achilles could have enjoyed had he not been
a hero, or if he had abandoned the war and returned to Phthia, as he
considered doing in book g. On this reading, the shield offers a vision of
human life as it is, perhaps as it should be. It is not a perfect world: the city
at peace includes the trial of a murderer, and the inhabitants of the city at
war will at best face the loss of most of their possessions; men ambush
their enemies as part of that war, and elsewhere there is danger from
predatory lions. But these dangers form a part of the world, not the whole
of it, and there is much else shown that would justify an observer in
feeling glad to be alive. Yet the shield is being prepared for a man who
has little time to live, and who will bring death to many others before his
own death.

An ecphrasis in ancient literature regularly has this kind of relationship
to the framing text, complementing or contrasting with the frame narra-
tive. Often there are specific links, connections and contrasts that may not
be apparent at first sight. It is a regular critical strategy to seek out these
links and find analogies or contrasts at every point. In the present case, it is
fairly clear that both the cities, which receive detailed and prominent
treatment, invite comparison with the main plotline of the Iliad. In the
city at peace we witness a lawsuit, a scene in which arbitration and public
justice resolve a dispute concerning a homicide; there are contrasts both
with the more anarchic debate in book 1 and with the vendetta which
Achilles pursues against Hector. The city at war is more obviously relevant;
here the conflict seems to be less intense than the warfare of the Iliad:
these armies seem well matched and appear to lack individual heroic
champions. Further details in these and other scenes are discussed in
the commentary. On this interpretation the relation of the shield to the
rest of the poem resembles that of the similes: they too seem generally to
show scenes remote from the extreme horrors and intense emotional
turmoil of the battlefield; they too usually show generic types (shepherds,
ploughmen and the like), rarely localised but set in a timeless world. Some
of the scenes on the shield, particularly the attack of the lions on the herds,
are strongly reminiscent of similes.5> By contrast most later ecphrastic
descriptions of shields (and indeed of other artefacts) tend to be more
specific, portraying identifiable mythical or historical figures (a tendency
already evident on the Hesiodic Scutum). The shield of Aeneas in Virgil
shows images from future Roman history; similarly, the reliefs on the
shrine in Silius Italicus’ epic show specific scenes from earlier times

(Pun. 6.653-97).

55 See esp. 573-86n. Taplin 1980 develops these points in some detail; see also
Redfield 1975: 186-8.
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God as poet. A further dimension is added by interpretations which see
Hephaestus not just as a creator god but as a creative artist analogous
with the poet himself. The shield, a microcosm of the universe, is a form of
‘sub-creation’, like the Iliad in its wondrous inclusiveness and breadth of
perspective. The poet would thus be granting his own art divine status;
elsewhere the same idea is expressed by the claim that his utterances are
inspired by the all-knowing Muses (2.484-93 and other invocations). This
approach has much to commend it, but some reservations are necessary.
Certainly the Iliad, and still more the Odyssey, shows interest in the nature
of poetry and reflects upon its powers.?® There are several passages where
singers and artists in other media can be seen as figures for the master-poet
himself. Apart from the obvious cases of the bards Phemius and Demodo-
cus in the Odyssey, the embassy find Achilles playing a lyre and singing of
‘the glorious deeds of men’ (1. 9.189); and in book g Helen is shown in
her chamber weaving a tapestry which portrays ‘the many toils of the
horse-taming Trojans and bronze-tuniced Achaeans, all those toils that
they suffered under the hands of Ares on her own account’ (3.125-8).
The making of the shield resembles these passages but differs from them
in that the ‘artist’ in question is a god, and in the nature of the subject
matter, which markedly avoids the ‘glorious deeds’ that seem to be the
typical subject of poetry when it figures in the Homeric poems.>’

These differences may well be connected: perhaps it is natural for
a god, even when manufacturing weapons of war, to make them beautiful
rather than horrific, to celebrate what is best in the human sphere rather
than the misery and hardship so prominent in other parts of the poem.
On this argument it would be unwise to go so far as saying that Hephaestus’
vision of the world is that of the poet.® Like the other singers and
narrators of inset stories in the epics, he is both like and unlike the poet.
As we have seen, the world of the shield is definitely not the world of the
Iliad; indeed, it excludes the central concerns of the poem, heroic prowess
and passion and destruction on a grand scale. The shield portrays the
unheroic and unmemorable lives of lesser men and women, even of
children (555, 567, 569); yet here again there is paradox, for these are
lives which for all their small significance in history offer more in terms
of happiness and fulfilment than the path of heroic warfare brings for
Achilles. Further, the divine perspective affects the representation of
reality. The scenes are distanced (as if Hephaestus were looking at earth
through a telescope) — they are vivid, lifelike, but unspecific: there is no

56 Marg 1971 (see 33—7 on Hephaestus), Macleod 1983, Halliwell 2012: ch. 2,
and other works cited in Homer 23—4.

57 But Demodocus’ song about the love affair of Ares and Aphrodite is an
exception, and curious in other respects.

58" Edwards 1987: 2845 does present the case in these terms.
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clue to the identity of the litigants or the location of the city under siege
(despite the eager attempts of ancient critics to pin down the occasions:
see above). In the Iliad as a whole Hephaestus is not a god with particular
interest in any of the mortal characters of the poem: indeed, in book 1 it
is he who objects to the spoiling of the heavenly feast by disputes over
‘mere mortals’ (1.574). Perhaps it is not altogether surprising that his
vision is a general one, that of an onlooker rather than a committed
supporter.3® The beauty of the shield’s vision is only possible because of
the god’s detachment, which the poet does not wholly share (cf. p. 31
below).

4.4 The Verbal and the Visual

The shield is a visual artefact, but it is described in words, and by a poet
who is accustomed to narrate events as they unfold. Sometimes the
description of scenes suggests a developing situation; often the poet
seems to go beyond what could realistically be presented in a single
image. Narration takes over from description: we are shown the situation
as imagined by the poet or by Hephaestus (or both).%° As in Keats’s Ode on
a Grecian Urn, the poet in this passage plays on the paradox that static art is
being used to commemorate activity involving movement — as in the
references to processions, dancing, ploughing, reaping and so on. Numer-
ous verbs of motion are to be found throughout (e.g. 493, 494, 501, 506,
5277, etc.). An artefact like the shield can only be perceived by sight, not
sound, but the poet mentions singing, music, shouting, the lowing of
cattle, the bellowing of a bull, barking of dogs, and so forth: the scenes
seem to come alive as they are described (e.g. 494, the wedding song;
525-0, the shepherds’ pipes; 570-1, the lament for Linos). Sound and
motion are combined when the dancers sing as they move in time to the
music (571-2). The references to sound do not go as far as introducing
direct speech: this is universally avoided in ecphrasis.’’ There is the

59 It is true that Hephaestus does take part in the Theomachy in book 21,
intervening on Achilles’ behalf against the River Scamander. This however is in
response to an appeal from his mother Hera (331-41, cf. 379-80). In general he is
not a partisan of one or other side in the war.

In a seminal treatment G. E. Lessing emphasised this point, which has been
taken up by many later theorists (‘Laokoon: Oder uber die Grenzen der Malerei
und Poesie’ (1766), in G. E. Lessing, Werke und Briefe in zwilf Binden v.2, ed.
W. Barner (1990); Eng. tr. E. A. McCormick (1962)). For orientation in modern
dlscussmns see Fowler 1991 (= 2000: 64-85); Laird 1993; Giuliani 2013: 1-18.

5! The reader may well think of the speeches of Ariadne and Aegeus in Catullus
64, but these are included in a further digressive narrative elaboration by the poet
arising from the description: it is nowhere suggested that the characters on the
coverlet actually give utterance (see e.g. Hutchinson 1988: 301-3).
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occasional suggestion of illusionistic effect: in the ploughing scene the
furrow that has already been ploughed ‘was black behind, and resembled
ploughed earth, golden though it was; that indeed was a wonder’ (548-9,
cf. 562).

Indeed, the poet moves easily between a ‘realistic’ narrative of the scene
that is represented and a description that includes reference to the metals
used to represent it, which militates against illusionism. The skill of the
god as he manipulates his raw material is mirrored by the poet’s ability to
represent these scenes in words. Some lines quite explicitly mention
Hephaestus’ choice of gold or other metals (e.g. 517, 562, 564-5, 574,
577). Other cases seem deliberately ambiguous: the armies besieging the
city at war are ‘glittering in their armour’, as they would be in real life, but
this is partly because they are represented on the shield in gleaming metal
images (cf. 507, 522, 534). Still more ingenious are lines 59%7-8, where the
male dancers are wearing daggers made of gold, slung from sword-belts of
silver: presumably this again means the materials that Hephaestus has
used, but since daggers and belts might indeed have gold and silver
ornamentation, the ambiguity remains.®® The shield itself, indeed, has
assilver belt attached! (480).

A final point related to the argument for an analogy between Hephaes-
tus and the poet is that the shield itself includes a number of references to
other arts. It is not just that song, music and dance are mentioned several
times (see above: wedding-song, shepherds piping, Linos-song, etc.). Most
intriguing is the passage introducing the longer dancing-scene, where we
are told that ‘the god fashioned (woixiAAe) a dancing space, like the one
which Daedalus once fashioned in spacious Cnossos for Ariadne of the
lovely tresses’ (590-2). Daedalus was the archetypal mythical sculptor,
whose wondrous works according to later tradition rivalled those of
Hephaestus himself.?8 (According to Plato’s Socrates, his statues moved
around of their own accord, like Hephaestus’ robots: see 3776n.) The verb
Sud&Mw (‘fashion with skill’) was used earlier as Hephaestus began his
work on the shield, and in the same passage he is said to place on it aidcAa
ToM& (479, 482) (the same phrase was used of the trinkets he manufac-
tured when he was young for Thetis and Eurynome: 400-1).%¢ Although
Daedalus is not actually portrayed on the shield, the mention of his
creative ingenuity, exerted on behalf of a beautiful female, seems to be

52 There is similar ambiguity at various points in the Hesiodic Scutum: see e.g.
1869,, 225-6, g12.

3 It has been argued that both figures derive from an Ugaritic divine craftsman
known as Kothar (Morris 19g2: ch. 4), but presumably the poets would not have
been aware of this.

54 Cf. lines 390, where the adjective Scid&eos is used of a chair probably made by
Hephaestus, and 612, where it is used of the helmet he is forging for Achilles.
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a deliberate echoing of Hephaestus’ own craftsmanship; but the god out-
does Daedalus, since the dancing-floor is only one of many scenes which
he creates (gods are mightier than men). Later in the same passage the
movement of the circling dancers is compared to the motion of a potter’s
wheel as its user shapes the swiftly-forming clay (60oo-1). These lines and
those on Daedalus are the only similes that are introduced into the
description of the shield. It seems beyond coincidence that both allude
to different kinds of creative act. The poet is wittily playing with the
analogies between the plastic arts. He is surely conscious of the further
comparison with his own art that is implicit in the text.

4.5 Viewing the Shield

With any ecphrasis it is pertinent to ask through whose eyes the description
is mediated; who is the focaliser?®> In some examples it is evident that
the reaction of the viewer in the text is inadequate, through lack of knowl-
edge or insight. For example, Aeneas in book 8 of Virgil’s poem can
admire the scenes from Rome’s future but is unable to identify them
(730 rerumque ignarus imagine gaudet); the Roman and the modern reader
can look over his shoulder with the benefit of superior knowledge. In the
present case the shield is work in progress, and we see it through Hephaes-
tus’ eyes; even Thetis does not look at the armour until the end of the
book, and her reaction is not reported.®® Hence the shield represents
a god’s perspective on human life, as it is or as it should be. That perspec-
tive, as already discussed, is more detached than the poet’s, and more
remote. The scenes are generic: no individuals identified, no place-names
given (apart from the reference to Daedalus on Crete), and the two cities
are anonymous and unlocated. The scene of the city at war includes two
divinities, Ares and Athena, who are described as armed for battle and
leading the attacking forces, larger than the human figures (516-19).
The description leaves us uncertain whether the human armies are
aware of their presence or not; the main narrative would offer parallels
for either situation, but Hephaestus naturally visualises the scene as he
would himself see it. Finally, the human characters are described in
external terms: virtually nothing is said of their hopes or feelings. All this

%5 For the terminology see Bal 1997: 142-61; de Jong 1987: 31-2. In recent
criticism discussions of the ambiguity between narrator and character viewpoint
have often preferred the term metalepsis (defined by de Jong as ‘the blending of
narrative voices’: see de Jong 2009 and 2012).

56 Later poets and artists took more interest in her attitude; besides Auden’s
poem mentioned above, see Hardie 1985 on the representations of the scene in
Pompeiian wall-painting. On the reactions of Achilles and his Myrmidons when
they see the shield, see 4677n.
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is explicable in part by the static and externalised nature of the plastic arts;
but it also shows how differently the god and the poet are involved in
‘their’ characters.

Discussions of ecphrasis often have recourse to the concept of mise en
abyme, ‘sending into the depths’, which has become common coin in art
criticism and literary theory.®” In art the expression is generally applied to
scenes in which either a mirror is portrayed, displaying reflections of the
sitter or subject, or some other means is used of representing a replication
or repetition of the scene. In literary criticism the term is used rather
loosely, often simply to refer to a ‘tale within a tale’, or more specifically
afiguring of the artist and his work in the text.%® In the fliad there are many
tales within tales, but even the longer cases (the stories told by Phoenix
and Nestor) are clearly subordinate to the main plot. In the Odyssey things
are more complex, with Odysseus in particular being compared to a poet
at several points, and taking over the narration of his own adventures for
an extended portion of the text. As for the shield, we have seen that
Hephaestus can be fruitfully compared with the poet while remaining
clearly distinct, and that the scenes he portrays invite comparison with
the world of the framing narrative. In a few places there are hints of future
developments in which further recursive framing is introduced (see above
on Daedalus and the potter-comparison).?® Much more extreme techni-
ques are found in later literature, notably in Ovid, who is especially fond
of Russian-doll structures of tales:’® these, however, do not necessarily
involve ecphrasis.

4.6 Influence

As we have seen, Homeric epic contains other ecphrastic passages in the
modern sense, but the shield is by far the most extensive and has had most
influence. A full survey would be out of place here, but some indications
of the main lines can be given. Friedlaender in a well-known account
presented the material by genre.”” Another approach would be according

57 The term derives from heraldry: it was applied to literary texts by André Gide,
Journal 1889-1939 (Paris 1948) 41, who cited for instance the performance of
‘The Murder of Gonzago’ in Hamlet (Act III sc. 2). See further Dillenbach 1977.

58 E.g. Fowler 2000: 10, 29, 301.

59 For a reading of the shield which makes extensive use of the concept see
Aubriot 1999; de Jong 2011: g—10 is more cautious.

7° A classic instance is Met. 5.250-678, where the Muses narrate a tale which
involves Calliope recounting the story of Ceres and Proserpina, a tale which
includes a number of subordinate narratives including a speech by Arethusa telling
Ceres her story.

7' Friedlaender 1912. Among other important treatments are Fowler 1991 (=
2000: 64-85); Krieger 1992. Collections of essays on the subject include Goldhill
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to the type of object described. Thus (a) some later authors give different
versions of Achilles’ own shield.”? (b) Some describe shields which
Hephaestus made for others: the shield of Heracles in the Hesiodic
Scutum, the shield of Aeneas in Virgil, the shield of Dionysus in
Nonnus.”® (c) A further category includes works of art of a different
kind and in different media — embroidered cloth in Apollonius (Jason’s
cloak) and Catullus (the coverlet on the wedding couch), architectural
reliefs in books 1 and 6 of the Aeneid, paintings and statuary in the Greek
and Roman novel.”# Many examples could be cited. A particularly sugges-
tive case occurs in Theocritus’ first Idyll, in which a goatherd promises an
engraved wooden bowl as reward to his companion in return for the song
of Daphnis’ death (1.2%-56). The contrasts with the Homeric shield are
manifold.” Instead of a combination of richly wrought metals we have
simple wood; no instrument of war, but a symbol of peace and sustenance,
perhaps of Dionysiac revelry (ivy and acanthus figure among the decora-
tive details). Where the scenes on the shield partly represent different
phases of the agricultural year, the figures on the cup seem to show the
ages of man (youthful wooing,”® an aged fisherman, a boy neglecting his
tasks). Here too we find art within art, as the boy who is failing to guard the
vineyard from foxes is wholly absorbed in a self-<chosen task, weaving a little
cage for crickets out of rushes and asphodel. Like the cup itself, the cage is
a figuration of artistic creativity; and the crickets themselves, like cicadas,

and Osborne 1994; Bartsch and Elsner 2007 (a special issue of CPh), but these are
concerned with later ecphrastic literature, and seldom shed retrospective light on
the epic versions.

7% Eur. EL 442-86 (though the shield in question is the earlier one), Ov. Met. 13.
110-11, 288-95, Max. Tyr. 9.6, Philostr. Iun. Imagines 10, Quintus Smyrn. 5.1-101.

73 Scutum 141-317; Virg. Aen. 8.326—731; Silius, Pun. 2. 395-452 (Hannibal’s
shield); Nonn. Dion. 25.384-587 (a bizarre mixture of astronomy, Theban and non-
Theban myths). In the Aethiopis Memnon wore armour made by Hephaestus
(Proclus’ summary §2, GEF 110), and the shield probably received extended
description (perhaps reflected in Virgil’s references at Aen. 1.489, 751). See also
Quintus Smyrn. 6.200-93 (the shield of the minor hero Eurypylos, engraved with
the exploits of his father Heracles). Lucian (De conscr. hist. 1g) mentions with
derision a historian whose description of the Emperor Lucius Verus’ shield occu-
pied an entire book.

74 Apoll. Arg. 1.730-67 (ingeniously, Apollonius includes a shield among the
scenes on the cloak, but adds erotic colouring: Aphrodite is admiring her reflection
in the mirror-like surface of Ares’ shield, 742-6); Catull. 64. 50-266; Virg. Aen. 1.
453-93, 6.20-33, and e.g. Apul. Met. 2.4, and Bartsch 1989 on the Greek novel. See
also Silius, Pun. 6.653—977, with Fowler 1996 (= 2000: 86-107).

75 See further the discussion and notes in Hunter 199g; also Fantuzzi and
Hunter 2004: 141-5.

76 This scene in particular re-works the shield in a different mode, as two men
alternate in appeals to the woman they are pursuing; instead of a lawsuit over
a homicide, the debate is presented in erotic terms, as a contest of wooers (see esp.
34-5, echoing II. 18.506).
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can be regarded as singers.”” Thus we have a singing creature who will be
enclosed in the boy’s construction, which is itself only part of a single scene
represented on the wooden cup intricately described in an intricate poem:
mise en abyme indeed.

There is one other respect in which the Homeric shield and the
Theocritean cup are comparable: the timelessness of their images. Other
ecphrases are normally exemplary, premonitory, or predictive: they repre-
sent specific scenes which stand in a relationship to the frame-narrative,
even if that relationship may be a complex one. The story of Io on Europa’s
beach-basket prefigures Europa’s own fate; the statue of Actaeon’s disas-
trous viewing of Diana offers a warning to the over-inquisitive Lucius.”®
Specific mythic scenes can be identified even if they carry multiple mean-
ings. But on the shield of Achilles, as on the cup, we are offered a vision of
human existence, freed from specific legends and locales, without didacti-
cism or moralising. This universality is one reason that the Iliadic episode
has proved inexhaustibly inspiring to later writers.

5 HOMERIC LANGUAGE AND STYLE: SOME
IMPORTANT FEATURES

5.1 Preliminaries’®

In order to understand something of the nature of the poetic language in
which the epics are composed, it is necessary to outline a few basic
assumptions about the background to the surviving poems. These will
be presented in brief and somewhat dogmatic propositions, but the
footnotes provide references to works that offer detailed argument and
documentation.

(a) Both the Iliad and the Odyssey were composed in something fairly
close to their final form in the late eighth or early seventh
centuries BC. Attempts to establish a place of origin are largely
guesswork, though various islands, notably Chios, claimed the
poet in later times.°

77 Fantuzzi and Hunter 2004: 144 n. 47.

78 Moschus, Europa 37-62, Apul. Met. 2.4.

79 For more detailed discussion of the origin and transmission of the epics see
Homer ch. 1; also Rutherford 1992: 38-57. Other short accounts include
R. L. Fowler in Fowler 2004: 220-32; Powell 2004 (2nd edn 2007): 3-35.

8 For arguments on chronology see Homer 19—22. A date for the Iliadin the mid-
seventh century is advocated esp. by West (e.g. 1995, 1999, 2011a: 15-19); but see
my comments in BMCRev 2012.11.33. (West dates the Odyssey still later, in the
630s). On the poet’s location and the scope of his travels see West 2011a: 20—7.
Very different views can be defended: e.g. Lane Fox 2008: 381-4.
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The Odyssey is the later of the two works (though probably quite
close in time) and is by a different poet, though clearly one with
deep knowledge of the Iliad, who may have thought of his own
poem as a kind of sequel.®!

The surviving poems form part of a tradition of epic poetry in
hexameters, probably going back many generations and possibly
preserving some authentic information from much earlier times.*
There is no question of exact historical reliability, but it is reason-
able to accept that there was indeed a war between Greek states and
Troy, and archaeology sometimes confirms the existence of armour
or artefacts comparable to those described.?8

The poets who preceded the Iliad had already narrated many
mythical tales about gods and heroes, establishing a canon of epic
material; some of these tales concerned the Trojan War, its origins
and its aftermath. The Iliadpoet can assume knowledge of the
broad outlines of mythic history and often alludes to events outside
the time-frame of his own poem.®4

The poets had evolved a special kind of epic language, composed of
elements drawn from different linguistic phases and combining
features of different dialects, which facilitated composition at
length in hexameters (particularly through the use of set phrases
and expressions, lines or half-lines, and the availability of alternative
forms for different metrical needs).®5

The epic diction is broadly shared by the various poets from the
early period — not only by the poets of the Iliad and the Odyssey but
(with due allowance for different subject matter) by Hesiod and the
composers of the earlier Homeric Hymns. Although there is both
variation and development, the common ground is extensive.>®
These phenomena are best explained by the assumption that the
epic developed out of a tradition of oral performance, with succes-
sive bards passing on their craft to their offspring or pupils or
successors. The representation of bards at work in the Odyssey,

8! Rutherford 1991-1993; Usener 19go; West 2014: esp. 25-77, '70-6.
82 West 1973, 1988.

3 For an optimistic reconstruction of the historical background see Latacz
2004; other approaches e.g. in Sherratt 1990, Crielaard 1995. A short synthesis
of arguments is Osborne 2004.

84" Homer 6-g; Kullmann 19g60; West 2011a: 28-37 (valuable synthesis, but too
dcﬁmte on exactly what was present in the Iliad-poet’s own repertoire).

85 Palmer 1980: 83-101 and more fully 1962; Horrocks in Morris and
Powell 1997. See further section 7.2 below.

E.g. West 1966: 77—91; Richardson 1974: 30-56; Janko 1982 and 19g2: 8-19;

Faulkner 2008: 23-47.
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though perhaps archaising or idealising, probably gives some idea
of the conditions of performance in the poets’ times.®”

Many other epics were current in the archaic period, some of which
survived well into Hellenistic times or beyond.®® Their authorship
and their relation to the more famous epics was uncertain, but
Aristotle and others generally thought them inferior; they mostly
seem to have been shorter.®® Most modern scholars think some at
least were later than the Homeric epics though often drawing on
earlier material. At an uncertain date, those which dealt with the
Trojan War were organised in chronological order around the Iliad
and the Odyssey: the whole sequence is usually referred to as the Epic
Cycle. None of these poems survives today, but we do have some
quotations and citations, as well as a summary of their content
ascribed to a scholar called Proclus.?® One epic in particular, the
Aethiopis, treated the aftermath of the Iliad including the death of
Achilles. Its relevance to the Iliad in general and book 18 in parti-
cular has been much discussed, particularly by critics who adopt the
approach generally known as ‘neo-analysis’, seeking to reconstruct
the lost sources which helped shape the existing poems.?"

The date at which the Iliad was committed to writing cannot be
determined. On one view the original poet was literate or learned
the art of writing during his career, so that a written version existed
from the start; on another it was at first transmitted by oral perfor-
mers alone, and transcription came only later.9* Even when written
down, the poem was probably performed orally, as a whole or in
part. Complete performances may have been rare, but they became
a part of the programme of the Panathenaic festival at Athens under
the rule of the Pisistratids (at latest by 510 Bc, probably earlier).93

Whether or not the poems were written down at once, they were
subject to interference or later editing. The extent of the changes
resulting from the process of transmission was the subject of the
long-running debate between the ‘analysts’ (those who divided the

Homer 23-4; Halliwell 2012: ch. 2.
8 What survives is most accessible in GEE more advanced and inclusive is

Bemabe 1987 in the Teubner series.

89

Arist. Poet. 8.1451a22—4, 23.59a29-59b4, 24.60a5-11; Callim. Epigr. 29; Hor.

Ars 132, 136. For modern discussions see Griffin 1977, Davies 1989, Burgess 2001,
Dowden 2004, West 2013, Fantuzzi and Tsagalis 2015.

90
91

On his identity and date (2nd century AD?), see West 2013: 7-11.
Willcock 19977; Homer 1177-21. On the Aethiopis in particular see West 2003;

West 2013: 129-62. For a contrary view, see Kullmann 2005. See now Currie 2016:

16§

93

5—72; Davies 2016.
Homer 31-3.
The crucial ancient text is Pl. Hipparch. 228b; see Homer 34-5.
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poem into different poems or layers) and the ‘unitarians’ (who saw
each poem as essentially the product of a single mind).%* This
debate, at its height in the late nineteenth and early twentieth
centuries, has since lost its momentum because of the modern
emphasis on oral tradition, but the arguments are not all invali-
dated by the assumption that the poems emerge from such a
tradition.%>

(k) It is widely agreed that the tenth book of the Iliad, the so-called
Doloneia, is composed by a later poet and has somehow become part
of the inherited text: suspicions about this book were already aired
in antiquity.96 The Athenians were accused of introducing addi-
tional lines here and there to boost their own minor status in the
epic narrative.97 Although the heyday of ‘analytical’ criticism is past,
problems continue to be detected and may sometimes be explained
by textual interference (especially interpolation of extra lines).%®
Possible cases in book 18 are discussed in the commentary.

(1) The scholarly tradition inaugurated by Milman Parry focused on
the concept of oral tradition and the ways in which an oral poet
might be thought to compose.?9 As a result less emphasis was placed
on the ability of the poet to diverge from tradition, to innovate in
plot and language. Homer was sometimes seen as almost a slave to
the formulaic system he inherited. More recently there has been
a healthy reaction to this approach: for instance, scholars have
found many cases where the standard formula is adapted or mod-
ified, and where there are clear indications that a story is being told
in a new way, or indeed in new words.'°® (On the level of diction, we
find a number of absolute hapax legomena, words that occur only
once in the lliad and never elsewhere. It is overwhelmingly probable
that these are coined by the poet for this specific occasion.'®")

94 The review of these debates by A. Parry in Parry, MHV ix-Ixii (reprinted in
A. Parry 1989) remains invaluable; see also e.g. Clarke 1981.

95 West 2011a is essentially concerned to revive many analytic views, but
adapting them to the hypothesis that the Iliadpoet (whom he dubs P) himself
used writing to compose and revise his epic over many years.

9 Klingner 1940; Hainsworth 1993; Danek 1988 (cf. Danek 2012, in English);
West 2011a: 233-5.

97 E.g. Il 1.265, 3.144, Od. 11 631 also Arist. Rhet. 1375b29-30, on Il. 2.557-8.

8 West Studies 12-14 lists varieties of interpolations and collects examples of
each

99 Parry, MHV passim; Homer 23—31. More recent work is represented e.g. by
J. M. Foley 1ggqg etc. (see n. 106); Bakker 2005; Tsagalis 2008.

1°° Further details in Homer go—-1.

'°! Kumpf 1984 has lists of hapax legomena, variously arranged. This work was
compiled before the revolution in electronic texts, which means that his results
need to be checked against the Thesaurus linguae Graecae. He finds 98 hapaxes in
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(m) Whether we are dealing with an oral poet or one who makes use of
writing, innovation must have occurred, both on the level of narra-
tive content and on that of verbal expression: otherwise we are faced
with the absurdity of an infinite regress, with every predecessor of
the Iliad re-telling the story of Achilles and Hector in identical form
and style. Because of the loss of earlier poetry we can never prove
that a word or phrase or simile or incident must be the poet’s own
invention, but common sense tells us that such invention must
have occurred, and that audiences welcomed novelty (as Telema-
chus remarks at Od. 1.351-2), even though it may be novelty in a
traditional context.

This summary may be open to dispute at various points, but it describes
what may be regarded as a broad scholarly consensus. In any case it will
suffice as background for some of the more detailed observations here and
in the commentary.

5.2 Diction and Formulae'°*

As we have seen, Homer’s is an artificial language, which even to his
contemporaries probably seemed accessible but archaic and sometimes
obscure. It is a style which preserves an elevated level of dignity and
decorum, a style from which the crude and commonplace are excluded.
This suits the poet’s subject matter, a world of the distant past, a time when
gods walked among men and when mortals might themselves be the
children of gods. The Homeric world is characterised by nobility and
grandeur; it is a world in which men were taller, stronger, more good-
looking than in later times. The audience’s perception of this world is
shaped by the language in which it is described, not least through the
famous Homeric epithets. Heroes are godlike, dear to the gods, nurtured
by gods, descendants of Zeus; individual chiefs are given honorific
epithets (swift-footed Achilles, Hector of the glistening helm), and

book 18, but of these 33 are proper names; of the remaining 65, some are
compounds which are easily understood from their component elements (e.g.
&m-apdw). According to Kumpf 1984: 204, 18 of the hapaxes are found only here
in all classical literature, namely &upi{dvew, SucapioToTékela, dekfios, TPOTéw, KaTa-
BnuoPopéw, petampemils, aintos, eUmpnoTos, TpimAag, UTobwprioooual, UmoAilwv (but
the word in the text is better divided as U’ dAiloves, see 518n.), Spaypeln, podavds,
¢pUypnhos, &vdinu (I omit three proper names from this list, all of which occur in the
catalogue of nymphs). On the whole the TLG confirms his findings, though
eUrpnoTos is quite common in Byzantine Greek.

'°* Definitions of ‘formula’ vary: see Hainsworth 1993: 1-g1. Edwards 1968
discusses variations on formulae in Iliad 18.
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patronymics remind us of their ancestral heritage (Peleides, Aiacides,
Laertiades). Gods too have their dignities: Zeus is ‘son of Kronos, lord of
the dark cloud’, Athena ‘the grey-eyed goddess’. Even features of the
landscape are granted their epithets. The sea is wine-dark, sparkling,
sounding, unharvested, ever-roaring, of broad paths, teeming with fish.
Troy is ‘strong-walled’, Mt Ida is ‘many-fountained’; the examples are
endless.

The frequent recurrence of the stock epithets is paralleled on a larger
scale by the formulae, repeated set phrases or lines, sometimes whole
blocks of lines.'®® Any reader of Homer soon notices this tendency.
Common events tend to be described in the same terms on different
occasions: the entertainment of guests, feasting, sacrifices, the coming of
dawn. There are standard lines with which speeches are introduced, and
a number of regular expressions to describe the moment of death.
The practice must originate in the convenience of such ‘routine’ lines
for oral composition and performance. But there are important qualifica-
tions to make. First, not everything in Homer is formulaic: even passages
of the same generic type are not repeated verbatim throughout. This
applies even to the commonest types of scenes, deaths in battle. Although
repeated phraseology and parallelism of ideas can be detected, no death-
scene simply replicates another. The same thing applies to similes:
comparisons involving lions, for example, are one of the commonest
categories, but no two lion-similes in the Iliad are identical.'®4 Further,
although some lines are repeated so often that they are presumably part
of the bard’s standard repertoire (e.g. 18.1, 5, 15, 169, 368), we must
distinguish these from cases where one line or several appear only twice,
and where it is possible to see a relation between the passages in question.
In other words, repetition need not be formulaic in the sense of
automatic, but can be significant (for an important case in this book, see

193 Pavese and Boschetti 2003 is an ambitious compilation intended to show the
degree of formularity in the poems on a line-by-line basis. In their analysis each line
is given a score, with 24 indicating 100% formularity. The analysis involves ques-
tionable features: no distinction is made between lines repeated once and often; no
weight is given to the repetition of sequences of lines; any parallel in an early Greek
hexameter text is considered fair game, which means that some lines which may be
direct imitations of Homeric passages are treated as formulae; and some of the
alleged formulaic parallels dissolve on inspection (as with 18.399, to which Pavese
and Boschetti give a score of 23; most of the parallels cited are loosely analogous at
best).

'°4 Repeated similes are very rare indeed: for a list see Edwards 24. Two lion-
similes in the Iliad, 11.548-55 and 17.65%7-64, share most of their lines, but the
later case was judged spurious by Wilamowitz. There is a repeated lion-passage in
the Odyssey, but that involves Telemachus quoting the earlier words of Menelaus.
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115-16n.)."°? In other cases we may be dealing with lines newly created for
a given context and re-used in close proximity within the same context
(e.g. in this book 56-62 = 437-43, 385-6 = 424-5; see nn.). Here we
presumably do see one of the consequences of the oral poetic tradition.
A literate poet might think it necessary to vary such utterances in the
second instance, but the oral poet sees no objection to re-using a passage
which remains in his mind and is perfectly adequate to his needs.

Other approaches to the formulaic element of epic diction are possible.
One which has gained currency in recent work (though to some extent
prefigured in Milman Parry’s writings) is the concept of traditional
referent.ia.lity.106 This expression describes the way in which the recurring
diction and phraseology evoke a whole epic world in which the formulae
have recurring meaning and associations beyond the single poem in
progress. In particular, the advocates of this approach believe that one
use of a phrase evokes its other uses, so that the audience intuitively knows
what to expect or how to react. The method is open to criticism: what is
valid in it was arguably already well known to criticism, whereas problems
arise if it is applied too dogmatically. How far did different bards vary in
their styles and subjects? How well does the method accommodate unusual
or innovative uses? Most relevantly, the referentialists may be reluctant to
concede that echoes like those mentioned above, between Thetis’ ques-
tions in book 1 and in book 18, are of special significance within the Iliad
and possibly devised for their present contexts, as opposed to being part of
the stock in trade of the bardic profession.'®?

5.3 Narrative'®®

The epic narrator conventionally avoids giving autobiographical detail or
intervening in his own voice. Although the Iliad begins with an invocation
of the Muse and includes further appeals for inspiration at key points,

195 Especially persuasive is the parallel between the death-scenes in books 16
(Patroclus) and 22 (Hector): see esp. 16.855—7 = 22.361-3 (though according to
West ‘[363] is a concordance interpolation’). See further on this example Fenik
1968 217-18; Janko 1992: 417; Richardson 1993: 139—40.

196 A principle expounded esp. by J. M. Foley: see Foley 1997 and other works
cited in Homer 30. A commentary applying this approach to a whole book is Kelly
200%7a.

'°7 As regards the echo discussed on pp. 11-12 above, between the Trojans’
responses to Hector’s harangues in books 8 and 18, Kelly 2007a: 68 and 73
assimilates these to his general category of Assembly scenes. The specific corre-
spondence 8.542 = 18.310 is not discussed in sufficient detail for the emphatic
vanl to be quoted.

198 See further Edwards 1-10 (also Edwards 1987, chs 2 and 6-8); de Jong 1987;
S. Richardson 1ggo.
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there is nothing comparable to Hesiod’s description of his encounter with
the Muses on Mt Helicon. For the most part the narrative is descriptive, not
evaluative. When characters first appear, it is rare for the poet to describe
or comment on them: the case of the clownish demagogue Thersites is
exceptional, and even here the emphasis falls on his physical ugliness
(2.212-19). On the whole the characters are allowed to speak for them-
selves, and our assessment of them rests on their own speeches and actions.

Some guidance is offered also by their style of dress, including armour
and trappings: Paris in book g is showily sporting a leopard-skin (17),
whereas the priest Chryses bears the symbols of his office, which Agamem-
non foolishly mocks (1.14-15, 28). Gesture and physical contact give us
indications of relationships, as when one person strokes or caresses
another (e.g. 1.361, Thetis with Achilles; cf. 18.384 = 423). The lines
introducing speeches often give a clear hint of the tone of what follows,
of the kind that might be provided in modern stage directions to a play, as
when Hera’s first speech to Zeus in book 1 is introduced by the phrase ‘at
once she addressed Zeus son of Kronos with taunts’(1.539, cf. 4.6).

Nevertheless, the narrator is not wholly self-effacing. Although the text
generally gives the impression that the story is being told ‘straight’, as if we
had unmediated access to the events, it is obvious on closer analysis that
the narrative is shaped in such a way as to guide audience responses. Some
techniques which intensify the drama of the action do not appear in book
18 — among them, the narrator’s rhetorical question (e.g. 22.202-4 ‘how
could Hector have outrun Achilles . .. had not Apollo come to his aid, for
the last and final time?’), or the direct address to a character, especially
prominent in the account of Patroclus’ aristeia: e.g. 16.786—7 ‘but when he
came rushing forward a fourth time, god-like, then it was, Patroclus, that
the end of your life appeared to you’. Here the unexpected shift from
third-person narration to second-person address brings the audience face
to face, so to speak, with Patroclus at the very moment of crisis (cf. 788-9).
The two devices are combined earlier in book 16, where the poet asks
‘whom first, whom last did you slay, Patroclus, as the gods called you on to
your death?’ (692-3). In these lines a question which is typical of appeals
to the Muses (e.g. 11.299-300) is magnificently transferred to Patroclus,
and the poet appears to seek information from his character while in the
next words showing his own superior knowledge of the warrior’s fated
end. Another device which draws the audience’s attention to the shaping
of the narrative appears when the poet comments on what almost hap-
pened, and would have done had not a god intervened: these are often
referred to as ‘if not’ situations (165-8n.).

Sometimes, though exceptionally, the poet may express an opinion or
a judgement, as when he remarks with a dry touch of humour that the
gods robbed Glaucus of his wits in making him exchange gold armour for
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bronze (6.234-6), a fitting end to a light-hearted, non-tragic episode.
The narrator’s superior knowledge is shared with the audience when he
comments on the fulfilment or non-fulfilment of a prayer or aspiration, as
when the Trojan women make offerings to Athena in her temple, pleading
for her support, but the poet states that the goddess refused them (6.311).
The audience is allowed an insight into the purposes of the gods.

This brings us to the most significant type of narrator-intervention,
those which comment on mortal hopes or predict future events which
the characters cannot foresee. Critics regularly discuss dramatic irony (as
in Sophocles’ Oedipus Rex), where the audience know something that the
characters do not. Similarly in Homer we can speak of epic irony, where
the omniscient narrator shares his knowledge with the audience.'®® Thus
in Iliad 2 Agamemnon wakes up optimistic and eager to launch an attack,
because the deceptive dream has convinced him Zeus is on his side. In fact
Zeus is planning to humiliate Agamemnon and vindicate Achilles.
The audience knows this, having seen him give his promise to Thetis in
book 1, and the poet underlines the point with specific comments: the
dream leaves the king ‘thinking in his heart of things that would not be
fulfilled’ (2.35—6). Later in the same episode Agamemnon offers sacrifice
to Zeus and prays for victory on that very day, but the poet comments:
‘Thus he spoke, but the son of Kronos did not yet bring his hopes to
fulfilment. He accepted the offerings, but gave them in return unbounded
toil and trouble’ (419-20)."*°

Passages like these are concerned with future events. An ironic effect is
also achieved when a character is unaware of something that has already
happened which affects him or her closely. In the Iliad this is particularly
common in relation to the death of a friend or kinsman. Helen looks in
vain across the battlefield for her brothers Castor and Polydeuces, and
wonders whether they are refraining from battle out of shame on her
account. The poet comments that the two men are in fact not at Troy,
but dead and buried in their native Lacedaemon (3.243—4). A striking
pathos is achieved by the revelation of their early death and by Helen’s
ignorance; this emphasises how cut off she is from her past and her own
family. More common is the use of the device in relation to death on the
battlefield. A central example occurs in book 17, when the fighting over
Patroclus’ body is at its height.

Tolov ZeUs émri MaTpdkAwt &vdpddv Te kai Trmwv
fiuaT Té1 ETdvucoe kakdy TTévov” oud’ &pa T T1

'°9 On tragedy’s use of these techniques see my discussion in Rutherford 2012:
ch. 8.

'1° For more examples of this type of irony see 2.859-61, 10.336—7, 15.610-14
(perhaps spurious), 16.799-800, and Duckworth 1933: 37-80.
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idee TT&TpoxAov TeBumdTa Sios Ax1AAeUs

TOAAOY yap p’ &réveube veddv papvavTo Bodwv

Teiyel Uro Tpdowv* T6 piv ol ToTe EATeTo Bupdd

TeBvapey, GAA& {wov évixpipeBévta TUANICIY

&y &tmovooThoew, el oUdE TO EATTETO TTAUTTAVY

ékmrépoev TToMieBpov &veu éBev, oUdE UV adTdd”

TOAAGK! Y&p TS ye unTpods émreliBeto véoPiv dxkolwv,

1} oi &mayyéMeoke Ads peydioto vonua.

&) T6Te Yy’ oU oi Eertre kakdv TéooV Socov ETUyEN

unTP, 87Tl P& o TOAU @idTaTos dAeB’ éTaipos. (17.400-11)

Such was the hard toil of men and horses that Zeus extended over
Patroclus’ body on that day. And in fact godlike Achilles knew
nothing as yet of the death of Patroclus; for they were fighting a very
long way from the swift ships, beneath the Trojan wall. This was
something he never anticipated, that he was dead, but he supposed
that after skirting the gates he would soon come back alive; for he did
not at all expect that he would sack the citadel without him, or even
with him. For many a time had he heard this from his mother as he
sat apart listening to her words, as she bore him news of mighty

Zeus’s intentions. But at that time she brought him no word of the

great disaster which had occurred, that his dearest friend by far had

limits.

Since the death of Patroclus, the audience has been waiting for the
news to reach Achilles. The long interlude of fighting over his corpse
which delays that development is another characteristic epic techni-
que (retardation), but the brief glimpse we are given here of Achilles’
continued ignorance whets our expectations further; it also brings out
how even the greatest hero of the Iliad remains subject to human
limits.

Besides giving the audience advance warning, the poet may include
retrospective comments after the outcome is known. Here there is no
longer an ironic effect, but the comment provides closure, underlining
the importance of an episode while heightening pathos. The similarity of
the predictive and retrospective comments can be illustrated again from
the account of the death of Patroclus.

“Ws Epat’ euydpevos, Tol &’ ExAue pnTieTar Zevs.

Té & ETepov pév Edwke TaThp, ETEPov &’ dvéveuoe:

&V pév ol &dmwoacfon TOAEPOV Te péyny Te

ddke, odov 8’ &véveuoe payns &€ &mrovéeoBan. (16.249-52)

Thus he spoke in prayer, and Zeus in his wisdom heard him; and

the father granted him part of his wish, but part he denied. He
granted that Patroclus should drive back the war and combat
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away from the ships, but he denied him his safe return out of the
combat.

T6V P’ fiTor pév Erreptre oUv Trrolow kai dxeopv
&5 TOAepov, oUd’ alTis E5é6aTo vooThoavTa. (18.237-8)

In truth he (Achilles) had sent him forth with horses and chariot
to the war, but he did not welcome him back returning
homeward.

Moral comment or criticism of the characters is rare, perhaps non-
existent: the closest thing to an exception is the poet’s regular use of the
adjective viymos, which may be rendered ‘foolish’, ‘blind’, ‘rash fool’ or the
like. The word is applied to Patroclus when he begs Achilles to send him
into battle (16.46, cf. 686); itis used of Andromache when she is preparing
the bath water for Hector, unaware that he is dead and in Achilles’ power
(22.445). Above all in this book, it is used of the Trojans when they cheer
Hector’s over-confident speech and thus endorse a plan which will lead to
death for many of them at Achilles’ hands (18. 311, see above). Even here,
however, itis arguable that the term denotes ignorance or poor judgement
rather than expressing outright condemnation. It is less strong than (say)
oxéthos or UppiaTis, words which are confined to speeches.''* Also, it is
important that it can have overtones of pity or affectionate concern
(‘foolish’ as in ‘childish’) (e.g. 16.8). The narrator’s attitude to his char-
acters in such passages may be balanced between reproachfulness and
compassion. Despite the anonymity of the poet, there is in these passages
a distinctive authorial voice.

Not all authorial guidance of the reader is as explicit as this. In some
passages there is a kind of symbolic indication of what is to come (some-
times following on from explicit comment). When Patroclus arms for
battle, he dons most of Achilles’ armour, disguising himself to terrify the
Trojans. But he does not take with him the great spear ‘which no other of
the Achaeans could wield, but only Achilles could wield it’ (16.141-2).
The significance is clear: Patroclus is trying to play a part that he cannot
sustain. Similarly Homer describes how the charioteer Automedon pre-
pares the horses — two of them immortal steeds but one, Pedasos, ‘mortal
though he was, followed alongside the immortal horses’ (154). Pedasos is
killed later in the book: again, the imperfection in Patroclus’ equipage
symbolises his weakness. In the opening scenes of book 18 there is
a comparable symbolism in relation to Achilles, who is shown grovelling

'*! For an important discussion of the differences between narrator-text and
character-text see Griffin 1986 (p. 40 on vijmios).
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in the dust and lying outstretched like a dead man; his mother cradles his
head in her hands, a gesture also seen in archaic vase-paintings represent-
ing funerals (71n.), and her fellow-Nereids utter cries of lamentation.
In the scene which follows Achilles takes the fateful decision that makes
his death certain; it is appropriate that it should be prefigured here.
The foreshadowing is obvious even without invoking the parallels which
suggest that the poet may be echoing earlier poetry in which the funeral
rites of Achilles were described (see 15-69 introductory n.)."'*

5.4 Speeches''3

Many passages of the Iliad illustrate the importance of the spoken word.
Achilles’ mentor Phoenix was sent to Troy by king Peleus ‘to teach you all
these things, to be both a speaker of words and a doer of deeds’ (9.442-3).
When Achilles is angry he does not go forth either to the war or to the
&yoptv kuBidvelpav; it is the assembly, not just the battlefield, that brings
glory to men (1.490). Homer and his characters are connoisseurs of the
speaker’s art: the disparagement of Thersites by both the poet and Odys-
seus includes criticism of his utterances as &koopa, lacking order or struc-
ture (2.213, cf. 212, 244). By contrast Antenor recalls admiringly the
differing style and delivery of Menelaus and Odysseus when they visited
Troy at the start of the war, demanding the return of Helen (3.212-24).
That passage usefully demonstrates the characters’ awareness of different
types of eloquence, each impressive in its own way; similarly in book g we
can see the ambassadors to Achilles deploying quite different styles of
persuasion.

Speech is important; it is also constantly present in the poem. Of the
15,690 lines of the Iliad, 77,018 (45%) are in direct speech; the proportion
in the Odyssey is even higher. In this respect book 18 is typical, with 262
lines spoken out of a total of 617,"'4 ranging from one-line utterances
(lines 182, 392) to the lengthy speech of Thetis recounting her own woes
and the misfortunes of Achilles (33 lines, 429-61). Achilles and Thetis are
especially prominent, but the book also includes speeches by Antilochus,
Iris, Poulydamas, Hector, Zeus, Hera, Charis and Hephaestus. The poet
avoids potentially tedious recapitulation and editorial comment by allow-
ing his characters to speak for themselves. Moreover, speeches advance the

''% Similes too may not only illuminate the event to which they are compared
but also hint at its consequences. See p. 49 below.

'3 See Lohmann 1g70; Latacz 1974 (bibliographical survey); Edwards 1987:
chs 10-11; Griffin 2004. For other aspects of Homeric rhetoric see Rutherford
1992: 58-73 (mainly on the Odyssey, but with some points relevant to both epics).

'4 The long description of the shield biases the figures toward the narrative
side. Without the shield the proportion of direct speech would be 55%.
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action, as is especially clear with those of Antilochus (the dreadful news is
communicated to Achilles), of Achilles to Thetis (stating his decision),
and of Thetis and Hephaestus (she delivers her request, and he accedes).
Speeches of this kind move the plot forward as well as being expressive of
character. By contrast the short, isolated exchange between Zeus and Hera
represents only a stage in their protracted feud over the progress of the
war; their dialogue does not initiate action, but marks the close of a phase,
while making clear that their differences remain unresolved. The poet is
also interested in speeches which fail to achieve their ends, for all their
rhetorical skill (as the embassy in book g amply shows). In this book the
key example is the debate in the Trojan camp, which is introduced as the
summoning of an &yopt), an assembly (245, 246). The object of such
a gathering is to deliberate on the best course of action, and we are told
at the start that Poulydamas is a man of intelligence and foresight; he
should be listened to. But his prudent counsel is rejected aggressively by
Hector, whose overbearing reply imposes his will without further argu-
ment. The whole scene reminds us of the confrontations in tragic agon-
scenes, particularly those in Euripides, which typically end with the dis-
puting parties even further apart than before.''5 Here as in the original
quarrel, the poet shows the difficulty of reaching a satisfactory conclusion
through debate, however able the speakers.

More detailed analysis belongs in the commentary, but a few other
general points may be made here. Homer’s technique often anticipates
that of a dramatist, and so it is appropriate to visualise the action as we
read. In particular it is important to distinguish between private and public
discourse. The Iliad is a very public poem: most episodes take place in the
open air and in plain view — in the assembly or council meetings, on the
plain, on the battlements of Troy. This goes far to explain the values of
the heroes, especially the importance placed on honour, status, respect.”*®
The speeches of the quarrel are preeminently public; likewise those in the
‘reconciliation’ in book 19. In this book the Trojan assembly falls into the
same category: Hector is proud of what he has achieved so far and refuses
to adopt what he sees as a pusillanimous strategy. But private or more
intimate encounters also take place, including the exchange between
Achilles and his mother (where the presence of her entourage of Nereids
can be ignored), and still more the dialogue between Thetis and Hephaes-
tus (where her resentment of Zeus’s treatment of her and his indignation
at his mother Hera can be openly aired because their words are not
overheard). The speeches in these more private conclaves are just as
eloquent but often have different qualities, sometimes more tender and

15 See Lloyd 1992, e.g. 37-41 on Alcestis; Rutherford 2012: 1go—200.
116 See e.g. Cairns 1993, Scodel 2008.
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poignant, as in the scene between Hector and Andromache in book 6, or
charged with deep emotion, as in book 24 where Priam comes unexpect-
edly in the night to plead with Achilles. That scene would be totally
different in mood and effect if it were an appeal in daylight, made to
Achilles in the public assembly.''?

The poet’s subtlety is also seen in the handling of the relationship
between speaker and addressee. Again the Trojan debate in this book is
a good example. In all his earlier interventions Poulydamas has addressed
Hector directly, man to man. In this scene he addresses the Trojan army in
general and avoids direct engagement with Hector, whom he nowhere
mentions. In reply Hector responds directly to him, attacking his argu-
ments and attitudes, and only later turns to exhortation of the army.
The transition comes at 296—7: ‘not one of the Trojans will obey your
counsel, for I shall not permit it. Come now [2nd person plural], let us all
do asIsay.’ Itis as if his own reference to the rest of the army has reminded
him that they are present and need an alternative proposal. A quite
different effect is achieved in the scene in which the Greeks mourn
Patroclus throughout the night. The line introducing Achilles’ lament at
first implies that his speech will be addressed to the rest of the Myrmidons
(323 uetepavee Mupmidévesow), but in fact he says nothing to them, being
first lost in recollection of the past; then at 333 he addresses Patroclus, and
continues to do so for the rest of the speech. His obsession with his dead
friend and indifference to others are powerfully conveyed. Similar techni-
ques are used elsewhere, with varying effect: Ajax and Agamemnon in
different scenes conspicuously fail to address Achilles directly when it
would be natural for them to do so: in the one case the device expresses
Ajax’ disgust at Achilles’ behaviour, in the other Agamemnon’s embarrass-
ment and amour-propre (9.624, 19.78)."'®

Monologue or soliloquy represents a special case.''? In this book there
is only one example, Achilles’ worried self-address in the opening scene.
In general, speeches of this type emphasise the speaker’s confusion of
mind and uncertainty about the next course of action (as in the battlefield
monologue, which represents a ‘typical scene’**°). But here Achilles feels
not so much confusion as misgiving, swiftly modulating into anger at
Patroclus (13 oxétAios) for failing to heed his warnings. There are multiple
ironies here, since in this very speech Achilles reveals that he himself had
failed to grasp the importance of a warning from his mother (g-11);in the

''7 Asin the Latin epitome the Ilias Latina (1025 mirantur Danaum proceres).

118 For other examples of the technique see Rutherford 2012: 16.

!9 Leo 1908 considers Homeric practice as background to his main subject,
drama; see also Edwards 1987: g4-6; de Jong on Od. 5.299-312.

'2© Fenik 1978.
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scene which follows, the reproaches he directs towards Patroclus will be
turned with greater force against himself.

5.5 Similes'®’

Book 18 includes a fair number of short comparisons, from the first line
onwards (1 ‘so they fought on like blazing fire’; 154 Hector is ‘like flame in
his strength’; 616 Thetis leaped down to earth ‘like a hawk’). Expressions
of this type are common to poetry in many languages.'** More typical of
Homeric epic, and hugely influential on the later tradition that sprang
from Homer, is the extended simile of several lines, normally diverging
from the narrative in subject and mood.

The functions of the similes are diverse: they can make an extraordinary
situation more imaginable; they can characterise individuals or groups, or
capture the essence of a relationship; they can add weight or significance
to an occasion.'*3 Usually they are drawn from the familiar world of
everyday life (it goes with this that they sometimes include anachronisms,
ideas or customs alien to the heroic world'*4). They describe practices
which would be commonplace for Homer’s audience: farming, hunting,
dancing, craftsmanship and so forth (though we may grant that even these
practices are stylised). The poet can thus create a powerful tension
between the normal or everyday experiences described in the simile and
the shocking or extreme experiences of the hero.'*>

Book 18 has rather few of these characteristic Homeric similes (this may
be partly because the shield provides a comparable change of perspec-
tive), but at least four passages stand out.’*® Two belong to the very
common category of lion-simile. The first covers familiar ground in this
type: warriors who are trying to drive off an assailant and rescue the
body of a comrade are compared to shepherds trying to drive off
a ravenous lion (161—4, on the two Ajaxes and the attacking Hector).
The second is an interesting variation on the motif. At 318-23 the poet
is describing Achilles’ groaning as he stands over the corpse of his friend.

2! The short and rather superficial work by Lee 1964 is chiefly useful for the
lists he provides. See further the book-length treatments by Frankel 1921; Moulton
19777; Scott 1974, 2009. Edwards in his commentary has excellent discussion
(24—41), and there is a brief but penetrating essay by Buxton in Fowler 2004.
I discuss some other aspects and examples in Rutherford 1992: 73-7.

22 See e.g. West 2007: 95—9. 23 Rutherford 1992: 74-5, with examples.

24 The trumpet in 18.219 is an example of this; see further my remarks in HE
s.v. anachronisms.

""5 See e.g. Macleod 1982: 48—9; Od. 12.245-59, with Homer 124-5.

% For marginal cases see 55-6 (= 437-8), 591—2, 600-1. The last two cases
ﬁgure in the ecphrasis and were discussed on pp. 30-1 above. Lines 10g-10 are
part simile, part metaphor: cf. Moulton 1979: 285.
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The comparison is to a lion whose cubs have been stolen away by a hunter
from a deep thicket when the lion was absent. The cubs of course corre-
spond to Patroclus, the thieving hunter to Hector. The lion returns too
late, just as Achilles has returned to battle too late (320). The simile does
not end there, however, but goes on to anticipate the lion’s revenge.

oMK 8¢ T’ &yke’ &mijABe peT’ &vépos Txv’ Epeuvédv,

&l TrofBev &€euporr pda ya&p Spiuus xOAos aipel. (321-2)

Through many a valley he (the lion) journeys, seeking to find any-

where the trail of the man; fierce indeed is the frenzy that seizes
him.

The comparison thus looks forward as well as backward: the events of the
next day are foreshadowed. Although the key term pijvis is not used, xéAos,
also often associated with Achilles, stands in for it.

The other two similes come in swift succession in the passage where
Achilles terrifies the enemy forces by his sudden appearance on the
ramparts, crowned with a blazing fire kindled by Athena. First the rising
supernatural flames are compared to the smoke and fire rising from
a besieged city; the fire at least is a beacon, as the inhabitants are signalling
desperately for aid from their neighbours (207-14). The second simile
compares the petrifying yell of Achilles to the blast of a trumpet, again in
the context of a city under siege (219—21); it is not made altogether clear
which side sounds the blast, but the natural assumption is that it is
a rallying call to the citizens, who thus correspond to Achilles taking the
offensive. These two similes are highly unusual in that they draw for their
material on the same world of martial conflict as the narrative itself."*?
The closer the subject matter, the less the simile is needed. The extreme
case would be a comparison of the Trojans under siege with another city
under siege, but the passage in question handles the subject differently.
The aim seems to be to draw attention to the shifting situation: in the
preceding books the Greeks have been gradually driven back to take
refuge in their camp by the ships, recently reinforced by a defensive wall,
so that they have become the besieged rather than the besiegers.
The arrival of Achilles on the scene is like the hoped-for arrival of
arescue force of allies in the first simile; but the blast of a trumpet sounds
like a signal to attack. The comparisons draw the audience’s attention to
the changed fortunes of the Greeks: led by Achilles, they will stage

27 The only clear analogy in the Iliad is the brief passage at 22.410-11, again
signalling a crucial turning point. In the Odyssey comparisons relating to war and
the battlefield occur at 8.523-30. But the narrative of that poem is of course not
concerned with conventional warfare.
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a counter-attack the next day, culminating in a renewed siege of the
Trojans, virtual prisoners within their city.

So much attention has been given to similes that the contribution of
metaphor in Homer has sometimes been underrated.'*® But the Iliad
includes many examples, which again enrich the poetic texture. Some
are enshrined in formulae, such as wodfvepos dxéa “lpis ‘wind-footed swift
Iris’ (166), or &wea TwrepdevTa ‘winged words’ (169). Others mark a dra-
matic crisis in memorable terms, as atline 22 (when Achilles has just heard
of Patroclus’ death): ‘and a black cloud of pain engulfed him’. When Hera
defends her behaviour in plotting to assist the Greek forces, her final
words use the verb p&mwrtw, which refers to sewing or stitching, as
a metaphor for her scheming (36%). The image suggests her determined
attention to detail; it also seems to have malignant associations in epic,
since other metaphorical examples all refer to harmful or deadly schemes.
Again, when Poulydamas voices his forebodings about the conflict, he
doubts that they will be fighting on the open plain, ‘where Trojans and
Achaeans both on middle ground divide the might of Ares’ (264); rather,
they will be forced on to the defensive. The verb Satéopa, ‘divide’ or ‘share
out’, is more usually applied to sharing loot or property; here it is applied
to the two sides’ joint participation in the work of war. The use of the war-
god’s name as a metonymy for war itself is a further touch of poetic
language,'*9 repeated by Hector in his reply: tomorrow, he urges, let us
rouse fierce warfare by the hollow ships (304 éyeipouev d§Uv &pna). &€us,
here rendered ‘fierce’, also means ‘sharp’, ‘swift’ or ‘keen’, and in Homer
is frequently applied to weapons: the language associates the war-god not
only with his sphere of action but with the deadly tools of his trade.

More examples could be given, but enough has been said to show that
the poet’s style and technique are well suited to enhance the power and
impact of book 18 and of the Iliad as a whole.

6 METRE'3°

The metre of Homeric epic, as of all Greek epic thereafter (and its Latin
imitators), is the dactylic hexameter (‘six-measure line’). It is traditionally

128 Moulton 197g is a valuable contribution. Stanford 1936 also collects useful
material.

'29 See further e.g. ad Herenn. 4.48; Quint. Inst. 8.6.23—4.

'3° This account adapts the equivalent section in Rutherford 1992, but with new
examples mainly from book 18. For more detailed study of the subject the standard
work is West 1982: 35—9, abridged as West 1987: 1g—23 (though even the latter is
quite hard for the complete beginner); more discursive essay in West 1997. See also
Raven 1962: 17, 21-6, 43-5; Bowra in Wace and Stubbings 1962: 19—25. For
a simple summary see Howatson 1989 s.v. Metre. The other volumes in this series
dealing with books of Homer each include a similar survey, with varying emphases.
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divided into six ‘feet’ which are potentially of equal length (though the last
foot of each line is a special case). Its scheme is as follows:

1 2 3 4 5 6

I B e B BN

In this notation, — is a long or ‘heavy’ syllable, - a short or ‘light’ one. Two
long syllables form a spondee (- -), while one long and two short form
adactyl (- «). Thus all but the last foot can be either a dactyl or a spondee
(but a dactyl is much commoner than a spondee in the fifth foot). The last
foot is — x, where x indicates that the syllable can be either long or short.
A syllable normally contains only a single vowel or diphthong (a
diphthong is a combination of vowels pronounced as one, e.g. ev in
Ax1AAeUs) .

In Greek, the vowels ¢ and o are naturally short,  and « naturally long.
The other vowels, a, 1 and v, are sometimes long, sometimes short. All
diphthongs (e.g. c1 o1 1) are long (but see below on correption). But it is
necessary to distinguish between the length of a vowel and the metrical
quality of a syllable: though the difference is often blurred in ancient
treatments and modern handbooks, these are different things. A syllable
containing a long vowel or diphthong is ‘heavy’, and both syllable and
vowel may then be described as long. But a syllable containing a short
vowel may be either ‘light’ or ‘heavy’ according to what follows: there is no
question of the vowel itself becoming long. What matters is whether the
syllable ends with a consonant; if it does so, or if it contains a long vowel or
diphthong, the syllable is long. Thus in the first word of the Odyssey, &vdpa,
the first a is short but the syllable is ‘heavy’ and therefore long.*3*

When two consonants are found together, they are normally divided
between syllables: e.g. in kapdin the first syllable is xap (long syllable),
the second &: (short). The aspirate or ‘rough’ breathing does not count
as a consonant. { § y count as double consonants (o3, xs/xs, ws/@s).
However, a short syllable is permitted (though not often) before certain
combinations of consonants: a ‘mute’ or ‘plosive’ (wr p ¢ T8 8 k y x)
followed by a ‘liquid’ or ‘nasal’ (A u v p). For example, in 18.72, which
ends &wea TTepdEvTa TpoonUda, the last syllable of wrepdevra must be short,
despite the fact that the two consonants p follow. Some of these combina-
tions are rare, a few are never found, and in all cases where this shortening
is found it is a special licence, usually in order to fit into the hexameter
words which otherwise would not scan.

3! See further West 1982, 8-11, with discussion of exceptions; Allen 1987:
104-10.
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Diphthongs, as explained above, are normally pronounced as one
syllable. When this is not so, modern texts usually print a double dot
(diaeresis) above the second letter concerned. This indicates that the
vowels are to be pronounced and scanned separately; again this allows
greater metrical flexibility. There are examples on every page of Homer:
see e.g. 18.2 (AxiAfii); also 18.18 Baippovos, 28 AnisoaTo, 30, 48, 52, etc.
Some editors omit this diaeresis when the placing of the accent or breath-
ing makes clear that a combination is disyllabic. But where it is present, the
double dot must never be ignored in scansion.

When vowels meet at the end of one word and the beginning of another
within the line, there may be elision of a short vowel, which is always
indicated in modern texts (though not in the earliest manuscripts surviving
from antiquity). Effectively this means that the first vowel is dropped or
ignored in pronunciation. Examples are frequent: e.g. at 18.16%7 i8¢ 8¢ouca
&md 'OAUpTrou becomes fiA8e 8éouo’ &’ 'OAUpTTou and is scanned accordingly;
at 310 &ydpeue &l becomes &ydpeu’ éml; at 416 xiTdva EAe becomes yitédv #Ae;
and so forth. As the last example shows, the aspirate or rough breathing
does not prevent elision. In Homer there are no ‘hypermetric lines’; that is,
elision never occurs between the end of one line and the beginning of
another (as occasionally happens in later Greek and Latin poetry), but it
may occur at the caesura: see e.g. Iliad 1.2, where the caesura falls after pupf’.

However, it often suited poets to follow other procedures when vowels
meet at word-end.

(a) Of these the most important is coreption (from the Latin corripere,
‘tighten up’). This means the shortening of a vowel which is naturally
long, or of a diphthong, before another vowel (which is almost always
long). Examples are 18.19 weloen &yyeAins, where the first word
must be scanned as a dactyl, despite the natural quantity of the
diphthong -o1; 18.101 émwel o (€ short), 130 o1 &vtea (To1 short).
Correption also happens in mid-word, though very rarely. It is one of
the ways in which the epic poet makes his verses more flexible and
fits recalcitrant words into the hexameter.

(b) Crasis (‘mixing’, ‘blending’). This means that two or more vowels are
slurred together and produce one long syllable: e.g. Od. 3.255 xai
auTéds becomes kadtéds. This is also known as ‘synecphonesis’ (‘joint
pronunciation’), or ‘synizesis’ (‘sitting together’), though some
handbooks draw fine distinctions between these terms. But this
phenomenon is distinct from elision. It is most common when the
first word is monosyllabic (e.g. xai 89 pf &). Crasis is also quite
common within words, especially when the first vowel is . Examples
are Il. 23.834 xpedpevos, where the vowels ¢ are pronounced as one
sound; 4.308 émwdpbeov (often printed as éwdpbouv); 2.811 wohios.
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(c) Hiatus (‘gap’, ‘opening’). This means that both vowels simply retain
their normal pronunciation: e.g. 18.142 kai oi, 201 Teipdpevor dAfyn.
This is especially common when the second word originally began
with a digamma (f), the Greek letter which is pronounced ‘w’, lost at
an early date from some dialects, including Attic and Ionic, and not
represented in their alphabets.’3® Some important words which
originally began with digamma are &va§, &otu, #wos, Epyov, épéw,
olvos, oikos and the pronouns ¢ and oi. Examples of phrases in
which the presence of digamma causes hiatus are 60 o08¢ Ti oi, 61
8ppa 18wp1, 187 Tap’ ‘HeaioToro &vaxTos.

All Homeric verses have at least one strong break, the caesura (the Latin
equivalent for the Greek Topf}, ‘cut’ or ‘severance’). This term is conven-
tionally applied to the one main break in the line, though it is more loosely
applicable to any division between words which does not coincide with the
end of a foot. All Homeric verses have a caesura in the former sense. This
may fall at one of three places: (a) after the first syllable of the third foot
(the so-called ‘masculine’ caesura): e.g. II. 18.371:

X&Akeov, v § aliTds TomoaTo KUAoTrodiwv
(the broad gap in mid-line indicates where the caesura falls)

(b) after the first short syllable of a dactylic third foot (the ‘feminine’
caesura), e.g. 18.370:

—vvl— uul—u ul_uul_uul__

&piTov &oTepdevTa  peTampemé &BavaTolow
or (c) after the first syllable of the fourth foot, e.g. 18.312:

U V) [ VY v

“ExTopt pév ydp éTfivnoav  Kak& pnTidwvTL

Of these (b) is the commonest type, (c) the least common by far (occur-
ring only about nine times per thousand lines).

Most of the notable features of Homeric metre can be illustrated from
a relatively short passage. Here is an extract from book 18 with metrical
annotation.

R Y I ol|- v = v o= -

TouAuBépa, oU pév oUkét’  Euoi @ida TalT’ &yopelers, 28p

3% Cf. Monro §§388-46; Palmer 1962: 100-1. The old edition of Homer by Van
Leeuwen reinstates digammas (first attempted by Payne Knight in his editions of
1808, 1820).
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- vy|-vy= v Y=y —v -

3¢ kéAean kaTd &oTu  &AfuEval aUTIS i6VTaS. 286
- == vv]= v - vy|=vv]|- -

7} oU e kekdpnobe  EeApévor EvBob TUpywy;

287
Tpiv puév y&p Mpidpoto  woAw pépoTres &vBpwrol 288
TwavTes pubéokovto  TOAUXpUCOV TTOAUYaAKOV® 289
vOv 8¢ 81 é§amdAwAs  Bdpwv kepHia KoAS, 290
ToM& 8¢ 87) Ppuyiny  kai Mnoviny  épaTewiyy 291
kThpoTa Tepvapey’ Tkel, el péyas dBUoaro Zevs. 292
viov &’ 8Te Tép por Edwke  Kpdvou méis &yxulopnTew 293
kU805 &péc®’ émivnuoi, BaAdoom T’ Ao Axaiouls, 204
- w|=vy|- v ol=v | = vv]- -
ViTIE, pnkéT TalTa  vofjuaTa ¢aiv’ évi Sfper 295
Comments:
(i) 285, 286, 292, 293 and 295 all have five dactyls, the maximum

(ii)

(iii)

(iv)

)

(vi)

number.

Correption occurs at the following places: 286 éfuevar alris, 287
geAuévor EvBobr, 290 1) E§ardAwAe, 292 kel émel, 293 por Edwke, 204
&Aoo Axaious.

At three other places where vowels meet, there is no elision and the
hiatus is simply tolerated: 286 kat& &oTtu and &oTu &Afjpevon, 287
kekdpnoBe ZeAuévor. In all three cases the second word originally
began with a digamma, and its residual presence explains the hiatus.
In 293 the final syllable of &ykuloufiTew is subject to synizesis: i.e.
-Tew, properly two syllables, is compressed into one.

In 291 we have an example of type (a) caesura (‘masculine’). All
the other lines have a caesura of the commonest type (the ‘femi-
nine’ caesura).

293 well illustrates the principle that standard formulae often
occupy the first or (as here) the second half of the line, before or
after the caesura.
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(vii) 288 may well strike the reader as curious. As scanned above, Mp1&-
poto ToéAw are split by the caesura, but do they not belong together?
In fact the poet seems to be combining but modifying two standard
phrases. Tpi&uoto wéAw occurs eight times elsewhere in Homer; and
the expression wéAeis pepdeov &vBpdwv (where méAeis is accusative
plural) is found twice in this book (342, 490). This is the only place
in which the formula pepémewv avlpdmwv is used in any case other
than the genitive plural, and the artificial lengthening of the last
syllable of uéporres betrays the poet’s adjustment of an older phrase
to a new context.'33

Aesthetic evaluation of metrical features is a perilously subjective area,
in which critics must generally steer an uneasy course between the self-
evident and the unduly speculative. In particular, too much can be read
into the number of long and short syllables in a line, and large deductions
are made about the poet’s intention to make sound mirror sense.
The archaeologist Schliemann is said to have fallen in love with the beauty
of Homer’s verse on hearing it read aloud, before he knew a word of the
language; but it could hardly be supposed that he actually understood,
however intuitively, the subject matter of the verses he heard. There are
undoubtedly some passages in which a deliberate metrical effect is being
cultivated for a discernible end: the most famous example, much discussed
by ancient critics, is the scene in book 11 of the Odyssey in which Sisyphus
painfully heaves his boulder up to the top of the hill, his efforts being
described in slow-moving lines, and then the stone rolls down to the foot of
the hill again in a rapid, entirely dactylic line (11.593-8; cf. Dion. Hal.
On the composition of words 20).'3* There are also some onomatopoeic
words in Homeric Greek, and in lines including these, or lines which
seem to contain a preponderance of harsh letters such as kappa, we may
legitimately speak of sound echoing sense;'3% but on the whole it is more
prudent to think of the sound and metre as being well adapted or well
suited to the sense; they cannot normally convey the meaning of the line
independently of the listener’s understanding.

'33 Hoekstra 1965: 112, Parry, MHV 198.
34 Cf. Pope, Essay on criticism (1711):
When Ajax strives some rock’s vast weight to throw,
The line still labours, and the words move slow;
Not so when swift Camilla scours the plain,
Flies o’er the unbending corn, and skims along the main.
'35 For words which can be plausibly considered onomatopoeic see e.g. IL 1.49
KAayyn, 4.125 Aiy€e Piés, Od. 9.394 oil’ d@Bolpds, 20.13, 15 UAGKTE ... UAGerL
In general see Stanford 196g; Silk 1974: 173—4; Richardson 1g80: 283-7.
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It is unprofitable to separate metre from the poet’s other stylistic
resources, such as repetition, rhetorical figures, the shaping of long and
short sentences, or devices which emphasise or isolate particular words or
phrases. Of these the most familiar is probably the running over of the last
word(s) of a clause or a sentence into the next line. This is one variety of
a larger category known as enjambement, when a sentence or sense-unit
does not end with the end of a verse but continues into the next. Critics
normally distinguish between necessary enjambement, where a sentence is
syntactically incomplete at the end of the verse (for instance because
a subject needs a verb, as at 18.1%75-6), and unperiodic or progressive
enjambement, where the sentence was apparently complete, but some-
thing new is added (as at 18.21, where yupvoU provides the added informa-
tion that Patroclus has been stripped of his armour). For examples of
enjambement which seem deliberately emphatic, see 18.13, 62 (= 443),
84, 115, 227, 311, 491.3°

There is a tendency for the caesura to provide a sense pause as well as
a metrical division; often a new clause will begin at this point, and some-
times the two halves of the line will be in contrast, or opposed in sense:
e.g. at 217 &vba otds fiio’, &rérepBe 8¢ MaAA&s Abhvn, where the first half of
the line focuses on Achilles, whereas the second shifts to Athena; or g10
&s “Extwp &ydpeu’, i 8¢ Tpides keAddnoav (again a shift of subject, from
Hector to the listening Trojans). In both these cases the caesura coin-
cides with the comma in modern texts. For other examples of verses in
which the two halves are contrasted in some way, see 14, 35, 59, 241, 252,
576.

Successive lines may present opposed or antithetical points, so clarify-
ing the structure of an argument. Similarly there is a tendency for gnomic
pronouncements, generalising about a particular case, to be self-
contained lines: e.g. 18.309 §uvds Evudhios, kai Te kTevéovta katékta (cf.
the many proverbial one-liners in Hesiod’s Works and Days). Sometimes, as
in this example, such lines form the conclusion of a speech: cf. 1.218, Od.
19.163, 360, and de Jong on Od. 77.307.

Not the least of the hexameter’s effects, however, is subliminal.
The regularity and stately movement of the metre reinforces the
listener’s consciousness of the heroic age as a time of dignity and
splendour. Aristotle remarked that this metre had been found best for
epic ‘through experience... as the heroic metre is the steadiest and
most weighty of all (which is why it is most ready to admit dialect
terms (yAdTtras) and metaphors)’ (Poet. 24.1459bg4—6). The hexa-
meter and the artificial epic dialect work together, creating a world

136 See further Bassett 1926, Parry MHYV 251-65, Higbie 1g9go, Friedrich 2000.
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which is more beautiful and more glorious than the everyday world
which the audience inhabits.

7 GRAMMAR'37

The form of the Greek language which is normally encountered first at
school and university, and which is given pride of place in all standard
grammars, is Attic Greek, the formal prose of Athenian literature of the
fifth and fourth centuries, the Greek written by Thucydides, Plato and the
orators. Even in the work of writers who aim at a plainer style, such as
Xenophon and Lysias, it is a more formal and sophisticated language than
the Greek commonly spoken by the ordinary Athenian of the period. But
the gulf between fifth-century Attic prose and the language of Homeric
epic is much greater. First, the epics are poetry, of an elevated and
dignified kind; second, they were composed at least 250 years before the
earliest surviving Attic writers were active, and draw on poetry going back
even further; third, they are composed in an artificial poetic style which is
a composite of different dialects, primarily Ionic and Aeolic, with an
additional element of Arcado-Cypriot. An Attic element may have been
imposed later, perhaps as a result of regular performance in Attica from
the time of Pisistratus (p. 36 above), but for the most part the language of
Homer seems remote and often opaque, just as the language of Chaucer
or Shakespeare is difficult even for the well-read modern reader (though
ancient Greek readers were much more intimately familiar with Homer
than most modern readers are with these writers). A very large number of
authoritative works have been written which describe and analyse the
Homeric language. The following pages cannot replace or summarise
these, but they offer some basic guidance. Unless otherwise stated, exam-
ples are drawn from Iliad 18.

7.1 Vocabulary

The vocabulary of the Homeric poems is very large, and includes many
words which are never or rarely employed by later Greek writers. Some
which seldom occur are used exclusively by authors who are consciously
imitating or adapting a particular Homeric phrase or passage. Moreover,
there is a remarkably large number of words which occur only once in

'37 The major grammars are Monro, Chantraine, Palmer 1962; see also Wachter
2000 (now available in English, 2015), Hackstein 2010. Other students’ editions of
Homer normally include a sketch of the main aspects of Homeric grammar: see e.g.
Pulleyn 2001: 51-8. A number of volumes in this series offer comparable accounts,
e.g. de Jong 2012: 29-31; more ambitious in scope is Bowie 2013: 29-54. For the
historical dimension see Palmer 1980: 83-101.
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Homer - the so-called hapax legomena (‘once-only words’) (n. 101 above).
Many words used in the epics are incomprehensible to modern readers;
from ancient commentaries and lexica we know that scholars in Hellenistic
times were also frequently baffled.'® The best example in book 18 is the
adjective ainTov at 410. In fact, it is plausible that a limited number of words
(many of them embedded in formulae) carried no clear meaning even for
the epic poets who used them: a good example is the adjective pépotes,
found only in formulaic phrases with terms meaning ‘mortals’ (cf. 288n.).
Usually a conventional ‘poetic’ rendering has developed in English for even
the words which perplex experts; the lexicon by Liddell and Scott, and still
more the works by Cunliffe and Autenrieth, suggest translations for even the
most obscure words and titles. For more advanced analysis of etymology and
meaning see Ebeling 1880-188p (in Latin); Chantraine 1968; and espe-
cially the massive Lexikon des frithgriechischen Epos (LfgrE), a multifascicle
work initiated in 1955, which finally reached completion in 2010.

7.2 Homeric Grammatical Usage, Including Variations in Linguistic Forms

The sheer variety of grammatical forms in Homer causes beginners much
difficulty. The greatest obstacles lie in the forms of verbs: by comparison
nouns and adjectives are much more straightforward, but even here there
are many unfamiliar endings and alternative forms.

7.2.1 General

We may distinguish between matters of sound-change, as in changes in the
pronunciation of words, which give rise to changes in spelling (‘phonol-
ogy’) and the differences in form which arise from dialect mixture and
linguistic development (‘morphology’). Both of these also affect metre,
since the poets have to accommodate the words within the constraints of
the hexameter. Phonological change thus gives rise to modifications of
syllable length or deliberate adjustment of forms.

(a) eappears as &i: e.g. xpUoeios, omelos, Beico.

(b) o appears as ou: e.g. ToulUs, youvara, oUvopa, OUAUpTToI0.

(c) nmay be shortened to &, and w may be shortened to o: this should be
noted especially with reference to misleading forms of the subjunc-
tive, e.g. eidete for €idnTe, 266 Topev, 304 Eyeipopev. In earlier Greek it
seems that some verbal stems had subjunctives with long vowels,

138 Indeed, the difficulties began earlier: see Ar. Bangqueters fr. 233 (= D2 in

Olson 2007, with commentary), where one character interrogates another, asking
him to explain certain yA&tran (‘glosses’, i.e. rare poetic words) from the Homeric
text, including the hapax képuppa, the formula &uevnvé k&prva, and the archaic verb
&muew. See Silk 1983 for the problem of poetic words whose meaning is already
obscure to the poets who use them.
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others with short; in later Greek the long-vowel type has been gen-
eralised (completely so in Attic), but Homer preserves some short
forms when they are metrically convenient. Hence we see in the text
alternatives such as watoopev/Tavocwpev.

Vowels may undergo contraction, so that they are pronounced
differently, and changes in spelling may result. p&os (‘light’)
evolved into ¢é&s, but the new form, a single syllable, seems to
have been found less useful, and the poets added a short vowel to
lengthen the word to two syllables again, producing @éws. pdos still
figures at 102, but in e.g. 16.39 ¢éws is used in exactly the same
sense.

7.2.2 Verbs

The augment which in later Greek regularly precedes the verb in
past tenses is frequently omitted: e.g. 17 &to; contrast 1.33 &pato.
Originally it seems that the augment was an optional adverbial form,
which later became obligatory. The ‘gnomic’ use of the aorist nor-
mally includes the augment (as in 309 katékra).

Verbs in -éew -éw -6 which in Attic would contract are often given in
their uncontracted form, e.g. yodw, gMéw, épdw (in epic often
6pdw).

Reduplication of the initial syllables of a verb in the second
aorist active and middle is frequent (this is familiar with the
perfect tense in Attic). For example, ¢p&lw produces
a reduplicated aorist active indicative méppadov (seen in the
compound Setéppade at 18.9), as well as weppadéew and Teppadié-
pev as aorist active infinitives.

Homeric poetry includes a wide range of infinitives. These derive
from different dialects. Ionic, like Attic, uses the infinitive ending in
-ew (87 véew) and -an (g9 émwapidvar), but we also meet infinitives
ending in -pev, typical of Aeolic (e.g. 129 &uuvépev, 260 aipnoépev),
and -pevan (874 totduevan), a speciality of Lesbian Aeolic. Different
infinitive forms appear for the same verb: e.g. there are five different
forms of the infinitive ‘to be’, each with different metrical shape:
elvan, Bpev, Eupev (364), Euevan, Bupevan (cf. 472 Tapéppeven); and for the
aorist infinitive of 518w we find not only odvar (499 &modoivar), but
also 86pev (458) and dépevan (144).

As in many languages, the verbs ‘to be’ and ‘to go’ include many
variant forms and irregularities.
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(i) eipi ‘Tam’
Present
Indicative Imperative  Subjunctive Optative

1 sing. eipi fw einv
2 sing. €is, éooi ot Emig ging, £o1s
3 sing. ton (¢oi) toTw &n, Emon, €ime i, o1
2 and g dual éoTdv toToV fiTov ginTov, sitov
1 plur. gipév e €inuev, elpev
2 plur. toTé toTé fTe €inTe, €ite
2 plur. gioi, £aot goTwv ®o1, Ewol gincav, elev

Present participle

écov goloa E6v

Present infinitive

Eupevon, Euevan, Eppev, Euev, elvan are all possible.
Imperfect indicative
1 sing. fia, &a, A, Env 1 plur. Tuev
2 sing. fioba, éncba 2 plur. fiTe
3 sing. flev, A, Env 3 plur. ficav, foav
2 dual floTov
g dual flotny

Future indicative (‘I shall be’; in this tense the variation between one and
two sigmas is frequent)

1 sing. éogouan 1 plur. éoooueba
2 sing. tooean, Eocan, Eont 2 plur. tooeoBe
g sing. ¢ooeitan, Eoetan, Eoton g plur. gooovTtan
2 and g dual foeobov

Future participle

¢o (o) dpevos, -n, -ov

Future infinitive

to(o)eobon

Past iterative (‘I used to be’)

£oxov
goke

1 sing.
g sing.
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The other parts of this tense are not found.

(ii) €l (‘Igo’) (in Homeric Greek this is used as a present, whereas
in later authors it has a future sense, #pxopct functioning as the

present)

Present
Indicative Imperative Subjunctive  Optative

1 sing. i o oy, foinv
2 sing. €l it mioBa, inig joig
3 sing. glo1 11w m iein, o1
2 dual itov itov inTov joitov
g dual itov fTwv inTov ioltny
1 plur. uev fouev jorpev
2 plur. ie Tre inTe Torte
3 plur. faot fovtawy fwot Toev

Imperfect indicative (‘I was going’)

1 sing. flix 1 plur. fliopev

2 sing. fieioba 2 plur. ite

3 sing. fiie, 1¢, nia 3 plur. Moav, ioav, fjicav,
fliov

2 dual MiTov

g dual Bl

(a)

(b)

(o)

7.2.3 Nouns and Adjectives

Greek originally used a long a which in Homer’s Ionic generally
becomes long ¢, as in Tip& which becomes Tty (Tipd survives later in
Doric). This is most obvious with feminine nouns of the first declen-
sion (e.g. Tpoin, xwpn, Tuph), but extends further.

The genitive singular of second declension nouns and adjectives
ends in -oio as well as -ou: e.g. Bav&Tolo, aifopévoto. -oio is certainly
the older form, so that this is a case of the poets moving freely
between linguistic forms of varying date. The noun 8épos ‘house’
has two genitive singular forms, 8époto and 8épou. There seems also
to have been an ending in oo, nowhere found in manuscripts but
reconstructed by philologists as a middle stage between -oi0 and -ou.
In modern texts of 18.242 editors normally print éuotiou TToAépoto,
but the correct form is époiioo TToAépoto.

The genitive singular of nouns and adjectives ending in -ng often
ends in -oo or ew (e.g. 193 TeAauwviddao, 293 &ykulopfiTew).
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(d) Dative plural of nouns and adjectives often ends with an additional
iota: i.e. -o101, -mo1. Originally -ois and -o101 go back to different cases
(instrumental and locative, which merged with the dative). Dative
plural of third declension words may end in -tco, e.g. 17 oTf8ecow,
233 and 352 Aexéecol. The first of these examples illustrates the
practice of adding nu (v) to dative plurals before a vowel (known
as the ‘nu ephelkustikon’ or moveable nu).

(e) Special suffixes may be added to nouns, personal pronouns and proper
names (especially place-names) in addition to the regular cases.

-8e(v) ‘from x’: e.g. TpoinBev or Thib8ev ‘from Troy/Ilium’; TnAé8ev ‘from far
away’; ¢yyufev ‘from nearby’; éuéfev ‘from me’; opavéBev ‘from heaven’.
-91(v) equivalent to genitive or dative singular or plural: e.g. Bing1 ‘by
force’; 8edqw ‘from the gods’; 51& othfeoqv ‘through the chest’.

-61 ‘at’ or ‘in X’: e.g. oikofr ‘at home’; &AAoth ‘elsewhere’; uyotr ‘on high’,
‘high up’.

-8, (e, -oe indicating direction towards, ‘to x’: e.g. Tpoinvde ‘to Troy’;
OUAuptrévde ‘to Olympus’; oikévde or oikade ‘homeward’; xau&le ‘to the
ground’.

7.2.4 Pronouns
(a) The main (personal) pronouns

‘T Singular Plural

Nominative gy (v) fueTs, Eupes

Accusative e, Eué fuas, fipéas, fiueas, &upe
Genitive e, Eueio, Euéo, duel, duéBev fHuéwv, Hueiwv

Dative pot, époi iy, &up(v)

You’ Singular Plural

Nominative ou, TUvn Upets, Uppes

Accusative ot Upéas, Uppe

Genitive otlo, ofo, oébev, Teolo  Upéwv, Uueiwv

Dative oo, Tol, Telv Upiv, Oum

‘He’, ‘she’, ‘it’ Singular Plural
Nominative  [not found: Homer occasionally uses (2)eivos, 8¢ or oUtos]
Accusative £, &, uw, aiTov OQE, OPEQS, OPAS
Genitive €lo, £oio, £o, €U, £0ev ogeiwv, opéwv

Dative ¢of, ol og1(v), abTois
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Duals (‘both’) First person Second person  Third person
(‘both of us’) (‘both of you’) (‘both of them’)

Nom./Acc. Ve, Vi 0Pw, TP CPwE
Gen./Dat. vidw opidW oPwIv
(b) The definite article

In later Greek the normal use of the definite article (6 7 16) is the so-called
demonstrative use, in combination with a noun (as in 6 yépwv, oi Aénvaior).
This usage is certainly found in Homer (e.g. 1.11 16v XpUonyv), but it is not
common: in book 18 it is found at 10, 202, 495, 503, 559, 574, 583 (for some
reason it is especially frequent in the ecphrasis). Much the most common use
of the article is as a pronoun, ‘he, she, they’, etc. See e.g. 15 & Tai8’ dppcuve
(‘he pondered these things’); also 33, 65 of (‘they’), 222 (of), 406 f (‘she’),
etc. In this use it regularly introduces a new clause. The other common usage
is as a relative pronoun, ‘who, which’. Examples include 81 (Achilles speak-
ing): ‘my dear comrade has perished, Patroclus, tév &yc Tepi wévtwy Tiov
¢taipwv’ (‘whom I honoured more than all my other comrades’), 57 = 438.
In 382-3 we meet the two uses in swift succession: i 8¢ i8¢ Tpopololoa
Xépis . .. Thy &1t TepikAuTds Apgryunels (‘Charis, approaching, saw her . ..
Charis, whom the glorious limping god had wedded’). Here the first t#v is
equivalent to ayTfv, the second has a relative sense and is equivalent to fjv
(which is used later in the scene, at 444).

The Attic forms of the definite article are as follows. Homeric variations
are given after the familiar forms.

Nom. sing. 6 1 T

Acc. sing. TV TiY T

Gen. sing. ToU TS ToU (Hom. Toio)

Dat. sing. T Tij TN

Nom. acc. dual 1 7T® T®

Gen. dat. dual Toiv Toiv Toiv (Hom. Totv)

Nom.pl. oi «ai 1& (Hom. masc. and fem. toi tai)
Acc. pl. ToUs TAS T&

Gen. pl. T&v  1év (Hom. tdwv) TéV

Dat. pl. Tols Tods Tois (Hom. toiot tiior/Tijis/Todot)

(c) The relative pronoun

As explained above, ¢ 1) T6 may be used as a relative, but &s | 6 is the more
common pronoun to fulfil that role in Homer. Examples in book 18 are
too numerous to list: in the first two hundred lines we find 4, 28 &s
(contrast §41 T&s), 49, 55, 103, 108, 109, 118, 171, 186.
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(d) Possessive adjectives and pronouns

Teds = 005 ‘your’
£6g = &5 ‘his/her’
&uds = fuétepos ‘our’
Upoés = Upétepos ‘your’
o@ds = oQETEPOS ‘their’

7.2.5 Particles

The following particles should be noted; in some cases their meaning
differs from that normally found in Attic.

&pa (= &p, p&) ‘so, next’

51 ‘indeed’

ei or af (as in & & &ye)

exclamatory: ‘come on’, ‘come now’

7 ‘surely’

olUv ‘in fact’

TTEp just’, ‘even’

TE ‘and’; but notice the use of ¢ to indicate

a general or gnomic statement, e.g. Il 20.198
pexBtv 8¢ Te viymios Eyve: ‘a fool understands
something when it is done’ (note here also the
‘gnomic’ aorist, often used in such
generalisations; so also in 201). This
generalising use is sometimes designated ‘the
epic ¢’ (see Ruijgh 1971). It is common in
similes, which have a generalising quality (see
211, 219, 318, 518).

Tol ‘I tell you’ (assertion); but the word may be
equivalent to oo, dative singular of the second-
person pronoun: ‘to you’

7.2.6 Prepositions: Some Variant Forms

&v, &va, &u

I
ElS, &S
£v, eiv, &vi, eivi
KaTd, KaTai, K&T, K&
TTapd, Topai, Té&p
Tpds, TpoTi, ToTi
ouv, §uv

UTod, Utrai



(2)

(b)

(o

(d)

(e)
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7.2.7 Syntax: A Few Hints

Compound verbs are often broken up (tmesis, ‘cutting’ or ‘sever-
ance’): e.g. 311 &... eiAeTo, 92 &md. .. dAéoom, 94, 168, 218. This in
fact reflects a much earlier stage in the development of Greek, when
these prefixes were still separate adverbs or preverbs.'3°
The adverbial function is especially clear in 347 év & &p’ U8wp
Exeav, Urd 5t §UAa Saiov EAdvTes (‘then they poured in the water, and
taking wood they kindled it underneath’). In later Greek (e.g. tra-
gedy) tmesis becomes a mark of high poetic style.

Prepositions frequently follow the noun which they govern (as is
found to a lesser degree in classical Greek, e.g. with éveka (cf.
Latin causa, gratia)). See e.g. 7 and 58 vnuoiv #m, 11 xepoiv Umo,
14, 191. (When the order is reversed in this way, the accent
shifts to the first syllable: #&m rather than &wi (‘anastrophe’).)
Another variation on prosaic word order is to place the preposi-
tion in between adjective (or possessive pronoun) and noun:
e.g. 92 &uén Umd Soupi, where the preposition is framed by the
possessive and the noun (cf. 53).

The accusative of respect and double accusative are very frequent.
See for the former 2, 33, 154, 446, 557 yn8éouvos xiip (‘joyful at
heart’); for the latter 73, 178, 345.

Homeric style has a strong tendency to parataxis (‘setting along-
side’). This means that a self-contained clause is used, and then
the sentence is continued with the addition of another clause,
the two being connected merely by a word for ‘and’ (kai, 5¢),
whereas in later Greek we might expect one to be subordinate
to the other (‘periodic’ construction). Good examples can be
found in the descriptions on the shield, for instance 490-508
(the city at peace). Here individual details are added in a long
sequence of short clauses or sentences, with little subordination,
as if each point was added as it occurred to the poet. The later
passage 574-86 has a similar quality. The importance of this
principle has been exaggerated, however. There are many com-
plex and periodic sentences in Homer, not least in speeches
(e.g. in this book 88-93, 121-5, 364—7). Occasionally sentence
structure breaks down (‘anacoluthon’), as in Achilles’ outburst
at 101-13, where the syntactical incoherence probably reflects
his emotional turmoil.

The particle ke or kev is common,; it has the same force as &v, which
Homer also uses. Both introduce some degree of uncertainty,

'39 Horrocks 1980, Haug 2012.
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hypothesis about the future, or conditionality: e.g. 91, 115, 143, 151,
165, 213.

(f) The subjunctive often conveys a simple future intention; the optative
tends to be used in contexts where the event is more unreal or
hypothetical than the subjunctive would cover.'4°

8 TEXT'%!

Because of the extraordinary prestige of the Iliad throughout antiquity and
thereafter, its textual tradition is extremely rich — the evidence is far more
abundant than for the Odyssey. The sources for the text are as follows: (a)
The medieval manuscripts, of which the earliest containing the entire
poem are from the tenth and eleventh centuries Ap. These are not the
oldest testimonies to the text, but the earliest which are complete: older
evidence is partial and often preserves only a small part of the whole. (b)
The fragmentary papyri, mostly from Ptolemaic and Roman Egypt, which
are much older than any of our complete manuscripts. (c) The quotations
of Homer by ancient authors, grammarians, scholiasts, lexicographers and
many others. With these authors too, we are dealing with manuscripts
much later than the author’s own time, with ample scope for error and
distortion. Moreover, ancient authors often quoted from memory, so that
the variations in their quotations are not necessarily significant for the
constitution of the Homeric text. However, many comments in the scholia
and other sources of ancient scholarship are concerned with details of the
text and sometimes with ascertaining correct spelling or readings; in such
cases they contribute to our knowledge of the state of the text as known to
the authors.

The problems confronting an editor of Homer do not, then, arise from
lack of evidence. The difficulties are rather (a) the nature of the Homeric
language (in large part an artificial poetic creation which can be recon-
structed systematically only from its use in the poems, and which is only
partly obedient to external philological rules), and (b) the uncertainties of
transmission, as outlined in section 5.1 above, which may mean that the
‘text’ was oral, or orally revised, or at any rate fluid, in the earlier stages.
Early papyri and quotations often show considerable divergence from our
standard text: in particular, they include additional lines and exclude
some which are in all or most of our manuscripts. It seems likely that the
text was regularised, and therefore perhaps stabilised, only in Hellenistic

140

This greatly oversimplifies a complex range of issues. For detailed discussion
of the moods of Homeric Greek see Willmott 2007 (helpfully reviewed by Goldstein
BMCRev 2009.01.29).

'4! Haslam, HE ‘Text and transmission’; Pasquali 1952: 201-47; Janko 19g2:
20-3'7; West, Studies ch. 6 (explaining esp. the principles of his Teubner edition)
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times (i.e. third to first centuries BC), and it is customary to associate this
process especially with the name of the great Alexandrian scholar and
editor Aristarchus (c.150 BC).'4*

We would be much better informed about the history of the text if the
commentary by Aristarchus had survived. Unfortunately this is not the
case. What we do have is the reports of his and other views as digested and
summarised in scholia which reached their present form at a much later
date, in particular the scholia preserved in the manuscript Venetus
A (tenth century). This material was first made available in printed form
by Villoison in 1%788. It provides the chief source for our knowledge of the
major Alexandrian critics, of whom the most frequently cited are Zenodo-
tus, Aristophanes of Byzantium (so called to distinguish him from the
comic poet), and Aristarchus himself.'43 Although they had some prece-
dent in work done in the fifth and fourth centuries, moderns generally
view these men as the founder-figures of systematic scholarly criticism.
Prominent in the comments reported in the scholia are judgements on the
authenticity or suitability of particular lines of Homer: we are told that
a particular critic suspected or did not include a given line or passage, and
sometimes the reason is recorded. Few questions are more controversial
than whether Aristarchus and others relied mainly on their own judge-
ment or based their verdicts on manuscript evidence available to them; but
in any case, while their views need consideration, a modern editor must
use independent judgement.

Despite the uncertainties about the early stages, the difference between
the problems of editing the Iliad and those involved in editing any other
classical text should not be exaggerated. In all cases the editor is faced with
a body of evidence which needs to be assessed and on the basis of which
a text must be established; variants must be weighed, impossible or unli-
kely readings rejected. Sometimes this involves the ejection of a suspect
line or a longer passage, with or without support from manuscripts or
papyri. Sometimes the text as transmitted seems unacceptable (ungram-
matical, unmetrical, illogical or nonsensical), and the editor must either
delete the line or lines in question (if they are detachable), or obelize
(indicating that the true reading is beyond recovery), or remedy the text
by conjecture (introducing a wording for which there is no authority).

The aim, as with other authors, is normally taken to be the establish-
ment of a text as close as possible to the ‘original’ authorial version. Here
lies the main difference between editing all or part of a Homeric poem and

42 On Alexandrian scholarship in general see Pfeiffer 1968: 87-279; Fraser
1972: 447-79. .

43 The magisterial edition of most of the Iliad scholia is that of Erbse
1969-1988; for discussion of ancient scholarship and commentaries generally,
and bibliographical guidance, see Dickey 2007.
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editing most other ancient authors, since in dealing with the Homeric
epics it is much harder to define exactly what we mean by the original
version. This is especially the case for those who envisage a period of purely
oral transmission: should we regard the canonical text as the earliest
version or the end-point of the process? The problem is reduced but
hardly removed for those who believe that the poem was written down by
(or in the lifetime of) the master-poet: it surely developed in his hands,
and the ‘final’ version must again elude precise definition. It is also often
maintained that a poem composed in this fashion, and at such an early
date, would be more easily tampered with than in later times when the
sense of a poet’s identity and a poem’s integrity was stronger. The addition
of the Doloneia indicates that the poem could be substantially modified at
an early stage, and less conspicuous additions may well have found their
way into the text.

These problems have led different scholars to adopt widely varying
editorial policies. Two major editions have recently been published.
H. van Thiel has edited the poem largely on the basis of the medieval
manuscripts, taking these as a modern vulgate or consensus; he cites
papyri selectively and tends to treat their readings with great caution, as
probably errors or misguided conjectures; he is even stricter in excluding
the variants preferred by ancient scholars.'#* By contrast, M. L. West’s
Teubner Iliad gives an exhaustive statement of the evidence, listing and
citing the readings from a staggering total of over 1,500 papyrl, 145 and
catalogues the ancient citations up to Byzantine times.’4® Even if the
reader disagrees with him on the text, his is the most informative edition
now available. On the whole West is readier than Van Thiel to introduce
readings from papyri and other ancient testimonies, and bolder than most
editors both in using conjecture and in obelizing. Many readings which he
cites in his apparatus have no chance of being right, but are included
because of their intrinsic interest (for instance to show the preoccupations
of ancient readers): a good example is Crates’ emendation in line 489,
introduced to save the poet from astronomical error (see n.). A different
approach from both is advocated by Nagy, who has repeatedly argued that
the Homeric text remained freer and more fluid than others believe well
into the Hellenistic period, and that an ‘evolutionary’ model is appropri-
ate, one which must be adequately represented in an edition that

'44 Van Thiel’s Odyssey (1991) appeared earlier than his Iliad (1996); in the
former he explains his editorial principles for both volumes in an introduction in
English (pp. xxi—xxxiii, esp. xxi-iv).

*45 Just over 700 are listed in the preface to his Teubner edition, but for a fuller
list including many unpublished papyri see West, Studies 86-129, followed by
a llstmg of additional witnesses such as ancient glossanes (130-8).

146 Kassel 2002 supplements West’s list (two items relate to liad 18).



8 TEXT 69

foregrounds multiple variants, a goal best realised today in electronic
form.'#7 Others are resistant to Nagy’s views, maintaining that he has
exaggerated the case for a fluid text and that his method gives undue
credit to readings which are plausibly seen as inferior or erroneous.

When all is said and done, these debates have limited impact on the text
which we read today: given the heat of the arguments, readers may be
surprised how little the various editions in use differ in the actual text
presented.148 Comparison of Van Thiel’s text of book 18 with West’s
shows a large number of differences of punctuation and orthography,
and a rather smaller number of differences in accentuation; but the
number of divergences which involve changes to the sense does not even
go beyond single figures."4® Uncertainties of course remain. On the level
of orthography and dialect, we must acknowledge that we can hardly hope
to recover the ‘original’ text with certainty; the poet himself, if he wrote
down the poem at all, may not have spelt words consistently or as modern
linguists would wish. As for lines which can be regarded as interpolations,
some deletions can claim support from textual evidence (for instance,
when early papyri of the passage omit the line(s) in question), but others
remain a matter of critical judgement and taste.’>® One category of
suspect lines has been labelled ‘concordance interpolations’.’>' This
means that the editor believes the line to be authentic in one place but
wrongly repeated in another because of similarities in context. Critics
exclude such lines with a view to eliminating repetition or expansion,
but deletions without manuscript support should be regarded with great
caution, given the obvious repetitiousness of Homeric style in general.
In book 18 I have advocated only a very few deletions of lines which
distinctly jar or which have little support from the tradition.

'47 See Nagy 2003, 2009 etc.; the developing project of the multitext Iliad may
be seen at http://www.homermultitext.org.

*48 The supplementary information is a different matter. To take one case from
this book, we will not learn from Van Thiel of the alternative version of lines 155-6
(see n. ad loc.), because that does not rest on manuscript evidence but is cited in
the scholia from Zenodotus; Van Thiel excludes such reports, regarding them as
ancient conjecture or deliberate re-writing. In this case he is probably right.

49 T count as such the differences at go, 176, 309, 519, 576, 605-6, but even
these are very minor. I may of course have failed to note all divergences.

'5° In his edition West deletes 18.26-7, 34, 39-49, 200-1, 272, 381, 427, 441,
461, 535-8, and 604b-5a; he has textual basis for ejecting 200-1, 381, 427, 441,
and follows Zenodotus and Aristarchus in deleting 3g—49 (but their views evidently
did not affect the tradition). In West 2011a he is more cautious about 26-7, 39—49.

5! The term was coined by Bolling 1925, 1944. West defines this type as
‘insertion of a line or lines which occur elsewhere in a similar context’ (2011a:
73; cf. West, Studies 12-14, with a list of cases so designated in 13 n. 31). In book 18
West counts 200-1, 427 and 441 as concordance interpolations. I retain 200 but
not 201, and bracket the other two lines.
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The most frequent questions arise when different sources give alter-
native versions of a line. Sometimes one alternative is clearly preferable on
contextual or aesthetic grounds, but at other times the choice may seem
less clear, and I have mentioned a few of these alternatives in the com-
mentary, to remind the reader of the degree of small-scale variation in our
Homeric texts.

The text in this volume is based on West’s. I differ from him only in
a few respects: I have not obelized at 458, but printed what seems an
acceptable reading; to ease matters for readers, I have occasionally pre-
served a more familiar form of a word even if a different spelling may be
more scientifically correct (thus at 490 I print wéAeis, not wéiis to represent
the accusative plural); I prefer to omit the so-called nu ephelkustikon at
line-end in dative plurals unless a vowel follows; and I have often punctu-
ated more or less emphatically (this mainly affects commas and semi-
colons). There are a few other minor differences of capitalisation.

Since this does not pretend to be a new edition of the book, I offer only
a minimal apparatus criticus; points of significance are discussed in the
commentary. I do not list the manuscripts which preserve particular readings,
as this would make the apparatus too bulky: the details can easily be sought out
in West’s edition. Instead I present variants in the form &raufioeie: &woTufigee,
a notation which indicates that both readings have manuscript authority.
When a name follows a reading, that means that the reading is a conjecture
by that scholar. Although the apparatus is in English, I utilise a few abbrevia-
tions commonly employed in editions which use Latin: ‘del.’ (= deleted by),
‘susp.” (= suspected by), ‘om.” (= omitted by/in). The names of Hellenistic
scholars are abbreviated as follows: Ar. = Aristarchus, Arph. = Aristophanes of
Byzantium, Zen. = Zenodotus.'5*

'5% For more detail on the nature of an apparatus criticus and guidance on the
conventions used by editors see Reynolds and Wilson 2013: ch. 6, and Tarrant
2016: 157-68.



OMHPOY

IANIAAOZ =






INIAAOZ 2

“Ws of pév pépvavTo dépas Tupds aiffopévolo:
Avtidoxos &' AxiAiii T6Bas Tayus &yyelos HABe.
16V &' eUpe Tporépoife veddv dpBokpaipdwy,
T& ppovéovT’ &vé Bupdy, & 81| TeTeAeopéva Hev:
dxBnioas &' &pa elre TPds dv ueyadfTopa Bupdy: 5
“&1 pot By, Ti Tap alTe k&pn KopdwvTes Axonol
vnuoiv #m kAovéovtan &Tulduevor rediolo;
uf &M pot TeAéowo Beoi kakd kNdea Bupdd,
@s TTOTE pot pnTNp dieéppade, kai por Eertre
Mupuddvwv Tov &protov ET1 {wovTos éucio 10
xepoiv Utro Tpwwv Aeiyev péos figdioro.
1} u&Aa 81) TEBvnke MevorTiou &Axipos uids,
oxéThos' | T' éxéAeuov &rwodpuevov driov wip
vijas T &y iévon, und’ “Extopt ip1 péyeofon.”

s O TaUf' dppaive kaTd ppéva kai kaTd Bupdy, 15
TOPp& oi Eyyubev HABev &yauol NéoTopos uids
Saxpua Bepud xéwv, paTo 8 &yyeAinv &Asyswvny
“&1 pot, TInAéos uit Saigpovos, A pdda Auypiis
Tevoeal &yyeling, ) ut) dPeAde yevéoban.
keiTan TT&TpokAos, vékuos B¢ 87) &ugipdyovTal 20
yuuvoU* &tép T ye TeUxe' Exel kopuBaiolos “ExTtwp.”

& paTo" TOV &' &xeos vepéAn ékdAuye pédava.
&ugoTépniot 8¢ xepoiv EAcov kévIv aifaddecoav
XEUaTO KAK KepaAfis, xapiev &' fiioxuve TpbdowTOV*
vekTapéwl B¢ Y1TdwW pédaw’ &ueilave Téppn. 25
adTos 8’ v kovinot péyas peyaAwoTi Tavuobeis
keiTo, piAnion 8¢ xepoi kounV fiioyxuve Sailwv.
Suwiai &', &s AxiAeus AnicoaTo TaTpokAds e,
Bupov axnyépevan peyda’ iaxov, ék B¢ BUpale
g5papov &ue’ AxiAfia Saippova, xepoi 8¢ T&oo 30
oThBea wemwAfyovTo, AUBev &’ UTrd yuia ék&oTns:
AvTidoyos &' ETépwbev ddUpeTo Bdkpua Asifcov,
Xeipas Exwv AxiAfjos: & &' EoTeve kud&Apov Kijp’

1 del. Heyne 6 Tap: T &p g-11 del. Dintzer 10-11 om. Rhianus and
Arph. 13 oxétAios: viyrios one MS 26-7 del. Dintzer
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Seidie ya&p pm Aapdv &raptoseie o1d1Mpwi.
ouepdaiéov &’ dipwsev: &xouoe 8¢ TOHTVIA ufTNP 35
fiuévn év PévBecowv GAds Tapd TTaTpl yépovTi.
kwKuoty T &p' Emweitar Beal 8¢ pv &upayépovTo
T&oal, doat katd PévBos dAds Nnprides fioav.
#v0’ &p’ Env Matkn 1 O&As1& Te Kupoddkn e,
Nnoain Zmreid e ©6n 8 AAin Te PoddTris 40
Kupo86n Te kai Axtain kai Apvapeia
kai MeAiTn kai “lapa kai ApgiBon kai Ayaut
Aw1dd Te TTpwTd Te Pépoucd Te Auvapévn Te
Acgapévn Te kai Apeivédun kai KaAhdvepa,
Acwpis kai Mavétn kai &yaxAearth FaA&Taia 45
Nnpeptns Te kai Ayeudiis kai KaeAhiGvaooa:
#vBa B’ Env KAupévn laveipd T kai lavacoa,
Maipa kai ‘Wpeiuia éUTAOKapés T Apdbeia,
&M 8 ol kaTd BévBos dAds Nnpnides floav.
TGV 8¢ kai &pyugeov TATjTo oTréos” ai &8’ Gua T&oal 5O
othBea TeTAyovTo. OfTIs & E§fipxe yoo10®
“kAUTE, kaoiyvnTan Nnpnides, dgp’ &0 T&o
€ideT’ dkovouoan &0 Eudd Evi kNBea Buuddn.
&1 pot &y Bedr), @1 po1 BUoAPIOTOTOKELQ,
) T' émel &p Téxov UidY &ulpova Te KpaTEPOV Te, 55
EEoxov fpdwy, & &’ &védpapev Epvei Toos,
TOV pév &y Bpéyaca puTOY Qs youvddt &Awfis
vnuoiv &M Tpoénka kopwvicty “IAov giow
Tpwoi paxnodpevoy: TV 8 oUy UTrodéfopan alTig
oikade vootioavta 86pov TTAfiov giow. 60
Sppa 8¢ por (et kai 6p&1 p&os fieAioro,
&yvuTal, oudé Ti oi duvapan xpatopficar ioloa.
AN’ €y, dppa IBwpt pidov Tékos B’ ErakoUow
&1l v Iketo wévBog &rd TTOAépOI0 PévovTa.”
s &pa pwvnoaca Aitre owéos’ ai 8¢ obv alTijt 65
Sakpudeaoar Toav, Tepi 8¢ opio1 kipa BaAdoons
pfiyvuTo. Tai &' 81e 81 Tpoiny épifwov fkovto
ki eloavéBouvov Emoxepw, Evla Bapeial
Mupmdovwv gipuvto vées Tayxuv &ue’ AxiAfia.

34 del. Bothe d&mwapfoee: dmotpngee 39—49 del. Zen. and Ar. 42 om. in
one papyrus 49 eioiv Lehrs 58 &m mpoénka: Emimpoénka 68 cicavépo-
vov: éavépnoav Cauer
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TN 8¢ Papl oTevéyovTl TTapiocTaTo TOTVIA PiTNP, 70
68U 8¢ kwkUoaoa k&pn A&Pe TToudods £oio,
kai p' dAogupopévn ETea TTTEPSEVTA TTPOOTIUB
“1éxvov, Ti KAadeis; Ti 8¢ ot ppévas ikeTo TévBos;
£€aUda, ut) keUbe. T& pév 81 Tor TeTéAsoTON
¢k A16s, cos &pa 81) piv ' eUxeo xelpas &vaoxwv, 75
TavTas &l mpupvniow &Apevan ulas Axanédv
ol émdeuopévous, TabBéew T' deknhia Epya.”
THv 8¢ Papy oTevaywv TPooéen Todas wkUs AXIAAEUs
“ufiTep &ur), T& piv &p por ‘'OAUuTIOS E€eTéAeCOEY”
&M\ Ti pot T&dV HBos émrel pidos dAeB ETaipos, 8o
TT&tpokAos, TOV éydd Tepl TavTwv Tiov Taipwy,
{oov &pfit kepaj; TOV &rwAsoa, Teuyxea & “ExTowp
dmwoas &méduos TeAwpia, Balpa idéoba,
koA&® T& pév TInAfi Beol déoav &yAad Sdpa
fluaT Té, 8Te o PpoTol dvépos EpPatov vt 85
oif’ Sehes oU pév alth pet’ &dBavéTnis Ainiot
vaiew, NnAevs 8¢ BvnThv &yayéoBar &xkormiv
viv 8’ tva kai ool évBos évi ppeci pupiov ein
Tandds drogpbpévolo, TOV oUy UTrodé§ecn alTIs
oikade vootioavT’, el oUd’ épt Bupods &vwye 9o
{dew oUd’ &vdpeoo peTéppevan, af ke pty “Extwp
TP&OTOS uddt UTrd Soupl TuTrEels &1rd Bupdy dAéoon,
TMatpdkoto &' EAwpa MevorTiddew &moTeiont.”
1OV 8 alTe Trpoctaie OéTis kaTd Sdkpu Ytouoar
“@kupopos 81 pot, Tékos, Egoean, ol &yopelels® 95
auTika yép Tot Emearta ped’ “Extopa odTHOS ETOTHOS.”
Thv 8¢ péy’ dxBoas Tpooien Tddas dkus AxiAAeus’
“atTika TeBvainy, érel olk &p’ EueAlov éTaipwt
KTEWOMEVWL ETTapivan’ 8 pév pdAa TnASt TéaTpns
EpiT’, Euel & Edénoev dpfis AAkTiipa yevéohar. 100
viv 8’ émel o0 véopai ye piAny & TaTpida yaiav,
oUd¢ 11 TTaTporAw yevounv gdos oud’ éTépoiot
Tois &AAots, o 81 TToAées Sduev “Extopt Sicw,
&N fuar rapd vnuoiv ETdotov &xBos &poupns,
Tolos &dv olog o¥ Tig AXaiédv XoAKOXITAOVGY 105
v TToMépwr® &yopiit 8¢ T' dueivovés eiot kai &AAor. —

92 mpdTos: wpdTov Herwerden 100 #5énoev Grashof (8¢ 8énoev Thiersch): 5¢
dficev MSS  épiis: "Apew 105-6 del. Heyne (106 Leaf)
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¢ Ep1s £k Te Beddv Ek T' dvBpadTwy &rdAoiTo
kal xOAos, 8s T' Epénke TToOAUQpov& Trep XaAeTrfjva,
85 Te TTOAU yAukiwv péhitos kataAsiBopévolo
&vdpayv év oThleoow &é€eTon HiTe KaTTVOS,
s Eué viv éxoAwoev &vag dvdpidv Ayapéuvav.
A& T& pév TpoTeTUXBO1 édoopev &xvUpevoi Trep,
Bupov évi oBecon gitov SapdoavTes dvayknl. —
viv &’ elp’ Sppa piAns kepadfis SAeTiipa Kixeiw,
“ExTopar kijpa &' &yco TOTE Sé§opan OTTOTE Kev 81y
Zeug £8¢AM1 TeAdéoon 7S’ &B&vaTor Beol &AAoL.
oudt yap oudt Bin ‘HpakAfios puye kijpa,
&5 Tep @iktaTos Eoke Al Kpoview &vakTi,
&M\G € poipa S&pacoe kai dpyadéos xoAos “Hpng.
& xai &ycov, &l 81 por dpoin poipa TéTukTA,
keioop' émel ke B&vew. viv 8¢ kAfos EoBASY &poiuny,
kai Twva Tpwiddwv kai AapSavidwv BaBukdATrewv
AuUQOTEPTIOIY XEPGT TTAPEIGWY ATTAAGWY
Bakpu’ dpop§apévny &divda oTovayfioo éeiny,
yvoiev &' ds 81) Snpodv &y ToAéuolo TETAUNAIL.
undé p’ Epuxe udyms piAfoucd Trep: oUdE pe Teicers.”
ToV & fipeiPet’ Erarta Bed OéTis dpyupdTrelar
“vai 81 TaUTd ye, Tékvov, ETHTupov: oU Kakdv EoTi
Telpopévols ETapoloty &uuvépey airiv SAeBpov.
&G To1 EvTea KaAd peTd Tpdeoow ExovTat
XSAkea pappaipovtar T& pév kopubaiotos “Extwp
aUTOS EXwv poio &ydAAeTar oUdé & pnu
dnpov érayAaiciobal, érel povos Eyyudev alTddi.
A& oU pEv pn) TTw kaTaduoeo udAov &pnos
Tpiv y' éut 8elp’ ENBoloav év dpBauoio idnar
fieoBev yap velpar &u' feAicr dvidvm
TeUyea kA& pépouca Tap’ ‘HeaioTolo &vaxTos.”
&s &pa pwviicaca TéAw Tpdmed’ ulos éoio,
kai oTpe@Beic’ &GAiniol kaotyviTNIo! peTNUda
“Upels pév viv 8UTe Boddoons eUpéa kKOATTOV,
dyodpevai Te yépov®' &Mov kai SdpaTa TaTPdS,
kai ol TavT’ &yopeucat™ gy &' & pakpodv "OAupTrov
gim map’ “Heaiotov KAuToTéX VY, o K’ 8éAmoty
ieT Zuén Sopevan KAUTE TeUyea TapgavodwvTa.”

115

120

125

130

135

140
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&s Epaf’, ol & UTrd kUpa Badd&oons auTik' ESucav’ 145
) 8’ alT’ OUAupTOVSe B OéTis &pyupdrela
fiiev Sppa pidwt wondi KAUT TeUye' éveikan.
THY pév &p' OUAUpTTOVSE Todes pépov: auTdp Axaioi
Beoreciddn dAaAnT U@’ “ExTopos dvdpogdvoio
peUyovTes vijas Te kal ‘EAMioTrovTOV TKOVTO. 150
oUd¢ ke TTaTpoxAdY Tep EUkvnmdes Axaiol
¢k PeAéwv épUoavTo vékuv, Bepamrovt’ AxiAfios®
adTis y&p 81y TévV ye kixov Aads Te kai imrror
“ExToop Te Tpr&polo wais pAoyi eikeAos GAKAv.
Tpis pév pv petdmode TOSGY A&Pe @aidipos “Extwp 155
EAképevan pepacdds, péya ¢ Tpoeoow dpdkAar
Tpis 8¢ 8U' AlavTes BoUpiv émieipévor &AknY
vekpoU &meoTupéhiav: & 8 Eumedov &Aki eTo18cds
&M\ \ot’ Emaifaoke kaTd pdbov, EAoTe &' alTe
oTAoke péya idywv, dmiow &' oU x&leTo TauTaAV. 160
@ &' &wd owpaTos ol T1 AdovT’ aifwva duvavton
Tolpéves &ypaulor péya Tewdovta diecban,
@ pa TOV oUk E8UvavTo SUw AlavTe kopuoTd
“ExTtopa TMprouidnv &wd vekpol Se18i§aodan.
kai vU kev eipuocév Te kai &omeTov fipaTto kUdos, 165
&l pf) TinAgioovt Todnvepos dxéa “lpis
&yyehos fABe Béous’ &’ 'OAUpTToU Bwpriooecba,
kpUPSa Ards EMAwv Te Bedv' Tpd ydp Aiké pv “Hpn.
&yxoU &' ioTapévn éTea TTePOEVTA TPOooTUSA
"&poeo, TInAeldn, TavTwy ékrayAdTaT &VvEp&HY* 170
TMaTpdkAwi rdpuvoy, ol siveka gUAoTis aiv)
goTnke TIPS VeV o1 &' &AANAous dAékouot,
ol pév &uuvdpevol vékuos Trépt TeBvndTos,
ol 8¢ épuooacbar TrpoTi “TAiov fivepdecoav
Tpdes émbuouot. pdhiota 8¢ @aidipos “EkTwp 175
EAképevan pépovey: kepaAn B¢ & Bupds vawye
Tfian &v& okoAdTeoo1 Tapdvl' &rafis &wod BSeipiis.
&M\ &va, und’ &1 keloo oéPas 8¢ ot Bupdy ikéobBw
T&TpoxAov Tpwifjiot kuoiv péATnBpa yevéoha.
ool AdPm, ai kév T1 vékus Aroxuppévos EABm.” 180

148-50 del. Duntzer 153-65 susp. Leaf 155-6: alternative version pro-
posed by Zen.: see n.
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THv 8’ fipeiPet’ EraiTa TOod&pkns Sios Ax1AAeUs’

“lp1 Bed, Tis Tép o€ Bedv Euol &yyelov fike;”
T6V &' alte Tpooieie wodnvepos dkéa “lpis’

Hpn pe wpoénke, Aids xudpty Tapdxortis’
oUd’ olde Kpovidns Uyiluyos oUdé Tis &Ahosg 185
&BavaTwy, of “OAupTrov &ydvvigov duivépovrar.”

THv & &mapePopevos Tpocépn Todas kus AxiAAeUs’
“mréds Tap Tw peTé udAov; Exouot Bt Teuye ékeivor
pNTNP 8’ o¥ pe @iAn mpiv y' ela Bwprooecbal,
Tpiv ¥y’ adTiv EABolcav év dpBaAuoioty idwpar 190
oTelTo y&p ‘HealoTolo Tép’ oloépev Evrea kaA&.
&\\ou &’ o Teo oida Téo KAUTA TeUXEa SUw,
el ufy Alavtods ye odkos Tedapwviddao.
&G kol aTds & ', ENTrop’, évi TpcoTo101Y OMIAET
Eyxei dnidwv epi MarpdxAoto BavédvTos.” 195

16V &' aUTe Tpocéeitre TOdMNVEPOs dxéa TIpis’
“g0 vu kad fuels 1Bpev & Tot KAUTS TeUye' ExovTan.
AN abToos émi Tagpov icov Tpoeoor pavnbh,
ol ké o’ UTrodeicavTes &TOCYXWVTAL TTOAEpOIO
Tpdes, dvaTmvetowot & &ptiior uies Axonddv 200
[Teipbuevor dAiyn 8¢ T dvéTrveuots TroAéporo].”

f) utv &p’ s eirolc’ &mréPn mEdas dkéa “lpis:

auTép AxiAAeUs dpTo Silprros. &uel 5 Abfyn
dpois ipbipoior PN’ aiyida Bucoavéeooav:
Sugi 8¢ ol kepofji vépos EoTege dia Bedaov 205
Xpuoeov, &k &' alTol dais pAdYa TTapPavdwaav.
s 8" 8Te karvds icov &€ &oTeos aibép’ TknTan
TAGBeY &k viioou, TH dijiol ueiudyovTal,
ol 8¢ Travnuépiol oTuUyepd! KpivevTal &pni
&oTeos éx opeTépou, Gua &' fieAinn kaTaduvTi 210
Tupooi Te pAeyéBouatv émfiTpipol, Uydoe &' adyt
yiyvera diooouoa mepikTidvegow i5éoban,
ol kév Tws ouv vnuoiv &pfis dAkTTipes ikwvTan,
s &’ Ax1AAfjos keadiis oéAas aifiép’ Tkave.
oTii &’ &mi Tagpov idov &trd Teixeos, ol & Axatous 215
pioyeto' unTpds y&p TUKIVIY OTrileT’ EpeTumyv.

‘o

194 mpdToow: Tpdeoow 198 a¥Tws: auTds 200-1 (= 11.800-1, 16.42-3)
one or both lines susp. many critics 20g-10 susp. Hutchinson 213 é&pfis:
"Apew (cf. 100)
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£vBa oTa&s fuo’, dmaTepOe 8¢ TTaAA&s Abhvn
PBéyEat" &Tép Tpddeoow év &oTreTov dpoe Kudoipdv.
@s &' 81" &pilnAn ewvn, &1e T' Taye cdATy§
&oTu TreprrAopéveov dniwv Utro BupopaicTéwy, 220
@S TOT  &p1{NHAn pwvt) yévet' Alakidao.
ol 8’ s oUv &iov da x&Akeov Aiakidao,
w&ow Spivln Bupds &rép kaAAiTpryes iTrTol
&y &xea TpoTEOV" SoCOVTO Yap &Ayea Bupddt.
fivioxo1 &' ExAnyev, émei idov dxapaTov Tp 225
dewov Umrep kepafis peyadUpou TTnAsicovos
Sondpevov' TO & Edaie Bed yAaukad s Abfvn.
Tpis pév UTrép TaPpou peyd’ faye dios AxiAAeus,
Tpis 8¢ kuknBnoav Tpdes kAsiToi T étrikoupot.
gvBa 8¢ kai T6T SMovTo Sumdeka pidTES &proTo!l 230
&ugi ogois dxéeoot kai Eyxeow. autdp Ayxatol
domraciws MatpokAov Utrek Peréwv épUcavTes
k&TBecav év Aeyéecor pidor &' &uéoTav éTaipor
pupdpevor peT 8¢ ot ToddKNs iTTeT’ Ax1AAeUs
daxpua Bepud xéwv, émrel elo1de ToTOV ETaipov 235
Keipevov év pépTpwl, dedaiypévov 6EET XoAKdL,
TV P’ fiTo1 pév Erepre oUv IrTroloMw Kad SXeTPIY
&s TOAepov, oUd’ alTis €5é6aTo vooTHoavTA.
fi¢Aov &’ &xépavta Bodmis TéTVIa “Hpn
Tépyev é Wkeavoio pods &ékovTa véeohan® 240
fiéhios pév Edu, TTaucavTo B¢ Siol Axaioi
PuUASGTIBOS KpaTepfis kai dpotioo TTToAépolo.
Tpdes 8 alf’ étépwbev &md kpaTepiis Uopivng
Xwprioavtes EAucav U’ &puaotv wkéas iTrTous,
& 8’ &ryoptv &yépovTto T&pos SopTrolo pédeodan. 245
opBv &' toTadTwy &yopt) YéveT', oUdé Tis ETAN
gleoBan TavTas yap Exe TpOpos, oUvek’ Ax1AAeUs
gEepavn: dnpodv &t payns éméTauT’ dAeyewiis.
Toiol 8¢ TTouAuddpas Tervupévos fipy' &yopelev
TMavBoidng' & y&p olos 8pa Tpdoow Kai dTricow: 250
“ExTop1 &’ fev &taipos, ifjt 8 &v vukTi yévovTo,
&N’ B pév &p puboiow, & &' Eyxei TOAAGY évikar
S oqv EUgppovéwy &yopfioaTo Kai peTéeITrey”

220 Umo: Umo 230 del. Payne Knight
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“Guei udra ppaleoe, pitor kéhopon yap Eywye
&oTude viv iévan, pty pipve H& Siav

v ediw1 Tapd vnuoiv* ékas 8’ &rd Teixeds eipev.
3ppa pév oUTos dvip Ayapéuvont phvie Siw,
TOPpa Bt prjiTepor ToAepilev fioav Axouof’
xaipeakov yap Eywye Bofiis émi viuoiv iadov,
géATropevos vijas aipnoéuey ugiedicoas.

viv &' aivéds Seidoika Trodkea INMnAgicovar

olos keivou Buuds UrépPios, olk éBeAfioer

pipvew év wedicwt, 661 ep Tpddes kai Axaioi

gv péown &ueodTepol pévos &pnos SaTéovTan,

&G Trepi TTTOMOS Te poxTioeTan i8¢ yuvoukdw.
&AM’ fopev TrpoTi &oTu, TiBeoBE por OBe yép EoTan.
viv pév v &mrérauos Todokea MnAsicwova
&uppoain® i &' &upe kixHoeTon &vBAd EdvTas
alipiov dpunbeis oUv Teuxeow, £ vU Tis alToOV
yvooeTar doTracics y&p &pigetan Ihov ipnyv

65 ke Uy, TToAAoUs B¢ kUves kai yUTes ESovtan
Tphwv of yap 81 pot &’ olaTos & yévorTo.

el 8’ &v épois éréeoor mbopeda kndodpevoi Trep,
vUkTa ptv eiv &yopfit oBévos E§opev, &oTu B¢ TrUpyor
UynAai Te TUA oavides T &l Tijis &papuian
poxpai ébgeaTor Elevypévan eipuooovtan

Tp&di & Utrnoiol auv TeUyxeot BwpnyBévTes
otnoodued’ &u TUpyous. T &' dAyiov, ai k' EBEAmow
ENBoov &k vnédv Trepi Teixeos &uu pdxeoban.

&y waNw elo’ i vijas, Emel k' Epralyevas TrTous
TravTtoiou dpduou &ont UTTd TTOAY HAaoK& WV
glow &' oU pv Bupds Epopundijvar é&oe,

oUd¢ ot éxmépoel. Tpiv v kUves &pyoi ESovTan.”

TOV &' &p’ UodBpa i8cov Trpocéen kopubaiodos “ExTewp’

“TlouAud&ua, oU pév oUkéT' époil pida TalT &yopeuets,
85 kéAean kaTd &oTu dATuEvan aUTis idvTas.

7| o Trw kekdpnobe EeApévor EvSoth Tipywy;

Trpiv pév yép Tpidpoio oMy pépoTres &vBpwor
T&vTES pUBéokovTo TTOAUXpUCOV TTOAUYOAKOV*

viv 8¢ 81) ardAwAs SduwY Kelphia Ko,

259 yd&p: ptv Dantzer 272-6 susp. Leaf; 272 del. Bekker

255
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ToAAG 8¢ 51 Ppuyiny kai Mnoviny épateaviy
KTHpaTa Tepvépey’ ikel, el péyas dduoato Zels.
viv &' 61e ép por Edwke Kpdvou Trdis &ykuloptiTew
kU8os &péad’ étri vnuoi, Baddoom T' Edocn Ayaious,
VITIIE, PNKETI TaUTa vonpaTa ¢aiv’ évi dnpcor’
oU yép Tis Tpwwv émmeiceTan oU y&p &ow.
&N’ &yef', s &v Eyo elw, TelBwpeba TavTes.
viv ptv d6prov EAeobe kaT& oTpaTodV év TeAéeoot,
kai uAakfis pvfioace kai &ypryopbe ékaoTos’
Tpdwv &' 35 kTedTeGTWY UTrepPiaAcos avidlel,
ouMé€as Aaoior 86Tw katadnuopopiiocar
TGOV TG PéATePSY EoTv Eraupépey i rep Axatous.
mpwi &' Utrnoiol ouv Telyeot BwpnyBévTes
vnuoiv &m yAagupfitow éyeipopev d§Uv &pna.
&l 8’ &1edv Tapd valev &véoTn Siog AxiAAeUs,
&Aytov, o k' €8¢Amiol, TG EooeTon’ o pv Eywye
peUgopan &k TToAépolo duonytos, GAA& u&A’ &vtny
oThoopal, 1] ke épNiot péya Kp&Tos, T Ke pepoiuny.
Euvds Evudios, kai Te kTevéovTa KoTékTa.”

s “Extwp &ydpeyu’, émri 8¢ Tpddes keAddnoav,
viTro &k Y&p opewv ppévas eideTo TTaAAds Abrvn.
“ExTop1 pév yép émfiivnoay kakd& pnTidwvTi,

TouAuBapavT: 8" &p’ ob Tis, 85 E0BATV pp&leTo PouMv.

S6pmrov Emreif’ eflovto kaT& oTpaToéY aUTap Axaiol
Tavvyyiol TI&TpokAov veoTEVEXOVTO YORVTES.
Toiot 8¢ TnAeldns &divol &fipxe yodoro,

Xelpas &’ &vdpogovous Bépevos oThfecov éTaipov,
UKV paAa oTevaywy, s Te Als fiUyévelos,

o1 pa 8 Ud oxUpvous EAaenPodAos dpéomnt &vip
UAns &k Tukiviis, 8 8¢ T' &xvuTan UoTepos EABv,
TOM& 8¢ T' &yke &mijABe pet’ &vépos Tyxvi’ Epeuvidv,
€l ofev é§eUpor’ pdAa yap dpipus x6Aos aipei

@5 6 Papl oTevaxwv petepcovee Muppidoveoow:

“& oo, 1) p° &Aov Emros EkPadov fipaTi Keiveor
BopoUvwv fipwa MevoiTiov év yeydpoior

@fiv 8¢ ol eig ‘'OwdevTa TePIKAUTOY UidY &rdEetv
*Ihov ExmrépoavTa, AayovTa Te Anidos aicav.

g06 é6éAmor: EA6mor1 Herwerden 308 o@épn(1)on gépoito p

295

300

305

310

315

320

325

309 Te: TOV

81
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&AN’ o0 ZeUs &vdpeoot vorjuoTa TAVTa TEASUTEL
&uew yép TéTpwTon dpoiny yaiav épelioan
aUToU évi Tpoiny, émrel 008’ éut vooThHcavTa
SéEeTon év peydpoiot yépwv irrnAdra TMnAsus
oudt ©éTis TN, AN adTol yolia kaBéger.
viv &’ &mei olv, TTaTpokAe, ocl UoTepos elu’ Ud yaiav,
oU ot Tpiv kTep1®d Tpiv ¥’ “EkTopos évBad’ éveikan
TeUxea kai KepaAny, peyadupou oeio goviios’
ddeka 8¢ TpoTapoibe TTUpTis dTodeipoTopuniow
Tpwwv &yAad Téxva, otfev kTapévolo xoAwBeis.
ToPpa 8¢ pot TTap& vnuot kopwviot keioeon alTws,
&ugi 8¢ ot Tpwiai kai Aapdavides Pabukoitror
kAaUoovTan VUKTAS Te Kal fluaTta S&kpu yxéouaat,
T&s a¥Tol kapdueoa Bingi Te Soupi Te pakpddt
melpas wépBovte TOAeIs pepdTTwY dvBpdoTov.”
"Ws eioov ETaporotv ékékAeTo ios AxiAAsus
&ugi Tupi oTfioccn TpiToda péyav, dppa TayioTA
TaTtpokAov Aovosiav &mo PpdTov aipaTdevTa.
ol 8¢ AoeTpoydov TpiTod’ IoTacav év Tupi knAéw:,
&v 8 &p’ Udwp Exeav, UTd 8¢ EUAa Saifov EAGVTES.
yé&oTpny pév TpiTrodos Tip &upetre, BéppeTo &' Udwp.
oUTép Emel 81 (fooev GSwp Evi fivomm XAk,
kol TOTE 81y AoUodw Te kai fidenpav M’ éAaicor,
gv 8’ dTeidds TATioav &AsipaTos évvedpolo®
&v Aexéeoon B¢ BévTes Eavidt MiTi k&AUWaw
&g wéBas &k kepadiis, kaBUTTepBe B¢ Papei Aeukdd.
Tavvuyiol pév ETarTa Todas Taxuv &ug' AxiAfia
Mupmdéves MaTpokAov &veoTevaXOVTO YORVTES.
Zeus 8’ “Hpny mrpocteitre kaoryviTny &Aoxov Te*
“Erpnéas kai Ereita, Podis wOHTVIa “Hp,
dvoTthoac’ AxiAfia woéBas Taxuv' ) p& vu otio
&€ aUTiis éyévovTo Képn kopdwvTes Axatol.”
TOV &' fueiPeT’ EmearTa Poddis wOTVIA “Hp1y*
“aivéTaTe Kpovidn, oiov Tév pibov Eermes.
kal pév 81 ou Tis uéAAer PpoTds &vdpi TeEAéooan,
&g ep BynTos T 0Tl Kaid oU Tdoa undea oide’
weds 81 Eywy’, ) pnm Bedwv Eppev &pioTn,
&uPOTEPOV, YeVeil Te Kal oUveka o) TAPEKOITIS

341 avtol: aUtd> Herwerden 356-68 del. Zenodorus
Brandreth

330

335

340

345

350

355

360

365

362 BpoTds: kéTOV
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kékAnual, ou 8¢ wé&o1 peT’ dBavaTolow &véooteis,
oUk 8gehov Tpheoot koTeooauévn kakd payat;”
&g of ptv TolxUTa Tpds dAAAous &ydpeuoy
‘HpaioTou &' Tkave opov OéTis dpyupdmrela
&othtov, doTepdevTa, peTatpemé’ &BavaTolon, 370
X&Axeov, 6v p’ alTds TormoaTo KuAotrodiwy.
16V &' elp’ idpddovTa EMoodpevov Trepi pUcas
omeUSovTa® TpiTodas y&p éeikool TavTas ETEUXEV
toTaueval Tepi Toixov éUoTabéos peydpoto,
Xpuoea 8¢ 0@’ UTS KUKAa ékaoTw! TTUBuévt Bijkev, 375
Spp& oi auTépaTol Belov SucaiaT’ &ydva
78’ adTis Tpds Sdua veoiaTo, Balpa idécobai.
ol &' fito1 TéoooV pév Exov TéAos, olata &' ol Tw
SaudaAsa rpootkelTo” T& P’ fipTUE, KOTTE B¢ Beopous.
8¢p’ 8 ye TaUT émoveiTo iduinol wpaTridecon, 380
TOPp& of Eyyubev HABe Bed OéTis dpyupdTrela.
T 8¢ i8¢ TpopoAolica Xdapis Aitrapokpndepvos
KaAT), THY QTTUIE TTEPIKAUTOS GUPTYUT|Els”
&v T &pa oi U eipi Eos T' EpaT’ &k T' dvopale’
“titrTe, ©OéT1 TAVUTTETAE, iKAVEIS TiPéTEPOV B 385
aidoin Te @iAn Te, T&pos ye pév oU T1 Bopilers.
&\’ Ereo TpoTépw, Tva Tot wap Eeivia Beiwd.”
s &pa pwvhicaca Tpdow &ye Sia Bedowv.
Thy pév Emearta kabeioev & Bpdvou &pyuporilou
koo Saudoéou* Umrd 8¢ Bpijvus ooty fiev: 390
kékAeTo &' “Hponotov kKAuToTéxwNY elmré Te pibov
“HeaioTe, TpduoA' &de* OéTis vU T1 oelo xaTiler.”
THY 8 fpeiPet’ EmarTa TEPIKAUTOS GuPryUT)Els”
7 P& VU pot Bewv) Te kai aidoin Beds EvSov,
fi W’ éodwao’ &Te W' &Ayos &gikeTo THiAs TECOVTA 395
unTpds épfis 16TNTI KuvdmBos, 1 p' €8éAnoe
kpUWal XwAov éovTar TOT' &v &Bov &Ayea Bupddn,
el pf p’ Edpuvdpn e OéTis 8 Umredéfato kdATTL,
Evpuvoun, BuyaTtnp &yoppdou ‘Wkeavoio.
Tjio1 Tap’ eivdeTes X&Akeuov Saidoa TTOAAG, 400
wopTras Te yvapTTds 8 EAikas k&Aukas Te kai Sppous
¢v oriji yAagupddr mepi 8¢ poos ‘Wkeavoio

“

867 paya: péon 381 absent from papyri, susp. eds 396 xuvdmdos: Podi-
Sog 399 del. Payne Knight
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&Ppdd1 poppUpwy péev &oTreTos oUdé Tis &AAos
Mideev oUTe Beddv oUTe BunTddv dvBpddTreoy,
A& O¢Tis Te kai Edpuvédpn oav, of p’ éodwoav.
1) vOv fluétepov Bopov iker T pe pdAa Xped
TévTa Ot KOAITTAOK &P {widypia Tivew.
A& oU pév viv ol TTapafes Eevniia KoAQ,
3pp’ &v &y puoas &robeiopon dTA& Te TTAVTA.”

1), kai &’ &xpobéTolo méAwp ainTov &véotn
XwAeUwV* UTrod 8¢ kvfjuan paovTo dpaiai.
Quoas puév p’ &wéveube Tibel Tupds, STTAG Te TTAVTQ
Adpvak’ &5 &pyupény culAé§aTo, Tois éroveiTo®
oTdyywt 8’ &upl Tpdbowta Kal &uew Xeip’ &dwoudpyvu
abyéva Te oTIPapdy kai oThfea AayviievTa,
80 8¢ aTddV', e 8¢ okfjrTpov Tayy, PBij 8¢ 8Upale
XwAeUwy* UTrd &' aueirolol pcovro &vakTi
Xpuoeian {wijior vefviow eiokuia.
Tijts &v pév voos EoTi peTd ppeoiv, év 8¢ kai aldn
kai o8évos, dBavaTwy 8¢ Beddv &mo Epya icaow.
al pév Ummanfa &vaktos éroitrvuor altép O Eppwv
TAnciov, fvBa OéTis wep, &l Bpdvou 1le paeivod,
&v 1" &pa ol @U xeipi Eros T EpaT’ Ex T dvdpale
“rirTe, OT1 TAWUTETAE, iK&VEIS HuéTEPOY B
aidoin Te piAn Te; T&pos ye pév oU T1 Bapiles.
aUBa & T1 ppovéels” TeEAtoon 8¢ pe Bupds &vayey,
[l SUvapar TeAéoon ye kai el TeTeAsopévoy doTiv].”

TOV &' fipeiPeT’ EmaiTa OéTis kKaTd Sakpu Yéouoar

HeaioT', f) &pa 81 Ti5, doan Beai eio” &v 'OANIpTTen,
Tooodd’ &vi ppeciv fiow &véoyeTo kNdea Auypd
800’ &pol &k Tractwv Kpovidng Zeus &Aye' Edwkev;
£k pév u’ dAGwv dMidwv &vdpi S&uacosy
Aiokidm TInAfi, kai ETANY &vépos edviy
ToAA& pdA’ ok é8éAouca. & piv B1) yhpai Auypddt
keiTan évi peydapors dpnuévos, &AAax 8¢ por vv:
vidy el por Sédke yevéobar Te Tpagéuey Te
EEoxov fpdwv & &’ &védpapev Epvei Toos®
TOV pév Eycd Bpéyaca puTodY &S youvidt &Awfis
vnuoiv &M wpoénka kopwvicw Aoy icw

o

427 (= 14.196) absent from papyri, known to sch. bT 439 see 58

405

410

415

420

425

430

435
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Tpwoi paynodpevov: Tov 8’ oy Urodé§oucn alTis 440
[oikade vooThoavTa Sduov TnAfiov eiow].
Sppa 8¢ pot el kai 6pdn p&os fehiolo,
&yvuTal, oUdé Ti ol Suvapan xparouficar iooa.
koUpny, fiv &pa ol yépas Eehov ules Axcuddv,
THY &y €k Xe1pddV EAeTo Kpeiy Ayauéuvav. 445
fiTo1 6 Tiis &xéwv ppévas Epbev: alTap Ayxatous
Tpddes i wpUpvniow éeideov, oudt Bupale
glcov E§1évar” TOv 8¢ AiooovTo yépovTes
Apyeiov, kai ToAA& TepIKAUTE 8é&p” dvopalov.
&v8’ alTods ptv Eart’ fvaiveto Aorydv dudva, 450
atTap O TT&tpoxkAov Trepi puév T& & Teuxea ook,
Tréptre 8¢ piv oAeudvde, ToAUY &’ &pa Aadv Sracos.
&y & fuap pdpvavto mept Skanfjior TOAMO
kai vU kev abTiipap TOAw Empabov, gi utfy ATdAAwY
ToAA& Kak& pé§avTa Mevortiou &Akipov vidv 455
gktav’ évi Tpopdayoiot kai “ExTopt kG8os Edwke.
ToUveka viv T& o& youvad' ikavopa, ai k' é8éAniofa
ui' Euédn dxupdpwt dopev &orida kai Tpugpdisiav
kai koA&s kvnpidas émioupiols &papuias
kai Bapny™ 8 yé&p fv ol &rdAcos ToTds ETaipos 460
[Tpwoi Bopeis® & B¢ ketran &mi xBovi Bupdv ayevwv].”

ThHY &' AueiPeT’ ETerTa TEPIKAUTOS Guryuniels’
“B8&poer’ pf) Tol TaUTa peT& Ppeci ojiol peAdvTwy.
of ydp pw BavaTolo Suonyéos dBe duvaipmy
véoewv &mokpuyal, 6Te piv pdpos aivds ikavol, 465
&g oi TeUyea kaA& TTapéooeTa, olk Tis aUTE
&vBpawv TToAéwv BavpdooeTtal, &5 kev IdnTAN.”

&g eirov THY pév Aitrev adToU, Bij &' &l puoas’
Tas &' &s wUp ETpeye kéAeuoE Te Epy&lecBan.
pUocn &' év xo&voiow éeikoot T&oal épuowy, 470
TravToiny edmpnoTov &UTURY égaviioa,
&MoTe piv omelBovTt Tapéupevan, EAAoTe &' alTe,
s “Heaiotds T° 86Aor kai Epyov &vorto.
XoAkSY &' v TTupi PaAAev &Teipéa KaooiTEPOY TE

441 (=60) absent from some witnesses 444-56 del. Ar., defended by
sch. bT 453 Tepi: émi 458 viel &’ dxrupdpwr uh most witnesses; ui’ some
later MSS; uii po1 k- Nauck 460 &: &schol. bT 461 del. Duntzer 466 -
TapéooeTal: TapE§opan 473 &vorro: &wuTo, &viTo
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kai Xpuodv Tipfivta kai &pyupov alTdp EmEiTa
Bixev &v &xpoBéTwn péyav &kuova, yévro 8¢ xeipi
paioTiipa kpaTepy, ETépn@t 8¢ yévTo TTUP&YpPTV.

Troiel 8¢ TPWOTIOTA odKOs péya Te oTIBaAPSOY Te
TavTooe doudaAAwv, Trepi &' &vTuya PAAAE pagvnv
TpiTAaka pappapény, k &' &pyupeov TeEAapdva.
wévTe 8 &p’ auTolU Eoav odkeos TTUXES' AUTEP &V aUT1
Troiel SaidoAa ToAA& iduinior TpaTidecotv.

&v pév yaiav éTeu§’, &v &' olpavoy, év 8¢ BdAacoav,
EAOY T &kapavta oeAfiyny Te TABoucay,
v 8¢ T& Teipea TAVTQ, T& T  OUpaVOS EoTEPAVWTAN,
TTANi&das 8" Y&das Te 16 Te o8évos "Wpiwvos
ApxTév 8, fiv kai Auafav érikAnov kaAéouaoty,
) T abToU oTpépeTan kai T' "Wpiwva Sokever,
oin 8’ &upopds ot AoeTpddv *Wkeavoio.

¢v 8¢ duw Troinoe woAeis pepdTTwY &vBpaTTwY,
koAGs. &v Tt pév pa yapor T Eoav eidaTriva Te,
vUpgas 8’ &k BaAapwy 8aibwv UTro AauTropevawy
fiyiveov &vé &oTu, ToAUs &' Upévatos dpdper’
koUpo1 &’ dpxnoTiipes diveov, &v &’ &pa Toiow
oMol popuryyés Te Bofv Exov' ai 8¢ yuvaikes
ioTauevar 8atpalov éri poBupoiov ékdoT.
Mool &' eiv &yopfi Eoav &Bpdor EvBa B¢ veikos
wpwpel, dUo &’ &vdpes éveikeov elveka TTowfig
&vdpos &mogbipévou. d pév elxeTo TEVT &Todolvat
dMpwr meavokwy, & &' dvaiveto undév éAéoBar
&uow &' itobny émi ioTopr Teipap EAéoBan.
Acol 8’ &ugoTépoiot érfruov aueis &pwyoi®
knpukes &' &pa Aadv épfjTuov” oi 8¢ yEpovTes
glat’ &l eoToion Aifoig iepddt évi kKAWL,
oKfiTTTpa 8¢ kNPUKWY v Xépo' Exov flepoprvawy’
Tolow Emelt’ fjicoov, &poiPndis 8¢ dikalov.
keiTo &' &p’ év péoooiol Suw Xpuooio TaAaVTa,
T Bbpev &g peTd Tolon Sikny iBUvTaTa eiror.

THv &' éTépny oA &uei SUw oTpaToi elaTo Aadv
TeUxeo1 Aautropevol. dixa 8¢ opiow fivdave Boul,

482 ToM&: TévTa 483-608 damn. Zen. 485 oUpavds toTepdvwTan: oUpavdy
totepdvake (?) Ar., oupavdv dothpiktanr Zen. 487-9 susp. Leaf

BoAdpwv: & BoAduous Zen. 50K Tfiepo- : iepo-

475

480

485

490

495

500

505

510

492
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fi¢ Siampabée fj &vdixa wavta ddoacbar

kTijow dony TToAieBpov émfpaTov évTds Eepyev.

o1 &' oU Trw TreiBovTo, Adxwt &' UTreBuwprocoovTo.
TeTXOs pév P’ &Ghoyoi Te pidan kai vma Tékva
puUaT’ EpecTadTES, peTa 8 &vépes oUs Exe yiipas’

ol &' ioav fipxe &’ &p& opiv "Apns kai MoAA&s Abfn,
Gugpw xpucein, xpuoeia d¢ eipaTa éobny,

koA Kal ueydAw ouv TeUxeot, dos Te Becd Trep,
ugis &p1{nHAw’ Aaoi &’ U’ dAiloves foav.

ol &' &te 81} p’ ikavov &6 opiow eike Aoyiioa,

v ToToudd, 661 T' &pduds Env T&vTeoo1 PoToiow,
&v8’ &pa Tol y' ilovT’ eilupévor aiBo xoAKdI.
TOio1 &' ErerT’ &mwdveube SUw okoTrol lato Aaddv
S¢ypevor SToTe pijAa iSoiaro kai EMkas Bois.

ol 8¢ Taxa TpoyévovTo, SuUw &' &u' EovTo vopties
Tepopevol oupry§r S6Aov &' ol T1 Tpovonoav.

of utv T& TpoiddvTes EméSpapov, dka &’ EreiTa
TapvovT' &puei Podv &yéAas kai Toea KaA&
d&pyevvéwv oidv, kTeivov &' &l pnAoPoTiipas.

ol 8’ cs oUv EmuBovTo oAUV kéAadov Tapd Bouaiv
eipdwv Tpomé&poifs kabhpevol, adTik’ £’ irrev
B&vTes depormdSwy petekioBor adya 8’ fkovro.
oTnoduevor 8’ udyovTo pdxny ToTapoio Tap’ &xBas,
B&ANov &’ &AANAous xaAkTpecIY EyXeimot.

[2v &' "Epus, év 8¢ KuBouds Spieo, &v &' dhony Kryp,
&M\ ov {wov Exouoa veouTaTov, &AAov &ouTov,
&Mov TebvndTa kaTd pdBov gidke TodoTiv

eipa &' &Y' &ue’ duoiot Sagowedy aiuaTt puTOY.]
apireuy &' &g Te {woi PpoTol 7B’ EudyovTo,
vekpoUs T  GAAAwY Epuov kaTaTeBvndTas.

&v &' &Tife1 verdv poaky, Tisipav &poupav
gUpeiav TpiToAov' ToAAoi &' &poTiipes év alTt
{eUyea BivevovTes EA&oTpeov EvBa kai Evla.

ol &' 6TéTe oTpéwavTes ikoiaTo TéAcov &poupns,
Toiol &' Emert’ &v Xepoi Sémwas peAimdéos oivou
Bbokev aviip micov* Toi 8¢ oTpéywackov &v' Sypous,

519 om. pap. 239a 535-8 (= [Hes.] Scutum 156—9g) del. Duntzer

515

520

525

530

535

540

545

87
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iépevor veroio Pabeing TéAoov ikéoBan.
) 8¢ peAadvet’ dmobev, &pnpopévm 8¢ éddikel,
Xpuotein ep dolUoa’ T6 81 Tepi Balpa TéTUKTO.

¢v &' éTife1 Tépevos PaciAnior EvBa ' EpiBor
finwv &8eias dpemavas év xepoiv ExovTes.
dpdypaTta 8’ GAAa peT Sypov EmfTpipa TiTrTOV EpalE,
&M\ \a &' &uoArodeTiipes év EAAedavoiot déovTo.
Tpels &' &p’ &uoAAodeTiipes épéoTacav: alTap &mobev
Taides SpaypetovTes, &v &ykaAideool pépovTes,
d&oTrep)Es TapeXov' PactAeus 8’ év Tolol ol
okfrTpov Exwv £oThkel &’ Sypou ynBdouvos kiip.
kfpukes &' &mraveubey Ud Spui daita TrévovTo,
BoUv & iepelicavTes péyav &ugetov* ai 8¢ yuvaikes
Seitrvov épiBoiocv AUk’ AITa TTOAAG Tr&AUVOY.

év &' &1ife1 oTaguUATiiol péya BpiBoucav dAwty
ko xpuoeinv pédaves ' dvé BéTpues fioaw,
goTnkel 8¢ k&uall Siapmepts &pyupémow.
Suoei d¢ kuavény kaTeTov, Tepi 8’ Epkos EAacoe
kaoo1Tépou pia &' oin &rapmiTos fev &’ alTry,
Tfjt vicovTto gopfies 6Te Tpuydwiev &GAwnyv.
TapBevikai 8¢ kai fiiBeor &TaAd& ppovéovTes
TAekTOTS v ToA&pO101 Pépov pehindéa kapTodv.
Tolow & &v péoooiol Tis popuryyt Aryeint
ipepdev k1B&pile, Aivov &' UTrd kadY &e1de
AerToAém ooviijt Toi 8¢ pricoovTes GuapTiit
poATrfit T iuyudéd Te oot okaipovTes EovTo.

v &' &y£éAny Troinoe Boddv dpBoxparpduov’
ai 8¢ Poes xpuooio TETEUXATO KACOITEPOU TE,
puknBudn 8’ &md koéTpou émrecoelovTto voudvde
Té&p ToTAPOV KEAGSOVTA, TTapd podavdv Sovakija.
Xpuoeiol 8¢ vopties &u’ éoTixowvTO PdECTL
Téooapes, Evvéa B¢ ol KUves TTOBas &pyol éovTo.
ouepdaiéw B¢ AdovTe SU' &v TpdTNIoL PoOECTN
Tabpov épUypnAov éxETny: & 8¢ HOKP& HERUKES
E\keTo* TOHV B¢ KUves peTekiaBov 718 ailnoi.
T piv dvapph§avte Boods peydiolo Poeiny

550

555

560

565

570

575

550 Pooidfjiov: Babuhfiiov (or similar), cf. [Hes.] Sc. 288, Ap. Rhod. Argon.

1.830 after 551 a spurious line cited by sch.T and Eust.
padardv Zen.

576 podavov:
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fykata kai péhav alpa Aaglooetov: oi 8¢ vopiies
abTws évdieoav Tayéas kUvas STpUVOVTES.
ol 8’ fito1 Sakéew pév &TeTpWTTOVTO AsdVTWY,
ioTapevor 8¢ P&’ &yyus UAGkTeOV Ek T' &AéovTo.

&v 8¢ vopov Toinoe TepikAUTOS &uryutiels
v kaAfjl Bricont péyav oidv &pyevvdwy,
otafuous Te kKMioias Te kaTnpepéas i8¢ onkous.

&v 8¢ Xopov TroikiAAe TEPIKAUTOS GuPLYUT)ELs,
T ikehov oldv ot évi Kvwodd elpein
Aaidalos fioknoev kaAMTTAoK&puwt Ap1&dvn.
gvBa piv fifeor kai TapBévor &Agecipoion
SpXelvT’ &AMV éTri KapTréd Xeipas ExovTes.
TGV 8 ol pév Aetrtds 886vas Exov, of 8¢ yiTdvas
glat’ 20vvhTous, fika oTiABovTas EAaiwr
kai p' al ptv kads oTepavas Exov, ol ¢ payaipas
eixov xpuoeias £ dpyupéwv TEAQOVV.
ol &' 6T¢ ptv Bpé§aokov émoTapévolol TOdeoO1
pela p&A’, Gs 6Te Tis TPOXOV &ppevov év TTaA&uNiot
£{Opevos KepapeUs TrelpNoeTal, ai ke Béniow”
&\hoTe &' aU Bpé€ackov émi otixas dAAHAoIo.
ToAASs & ipepdevTa xopdv TreprioTad’ duidos
TepTrOpevor Soid 8¢ kuPioTnTiipe KaT' alToUs
poATriis EE&pxovTes édivevov kaT& péooous.

v &' &Tifer ToTapolo péya oBévos ‘Wkeavoio
&vTuya TP TUPETTY 0dKeEOs TTUKA TTOINTOTO.

aUTép éTrel 81) TeU§e odkos péya Te oTIBapoY Te,

TeU§' &pa ol Bwpnka paswdTepov TUPSS alyis,
TeUge B¢ oi kopuba Ppraptv kpoTaols dpapuiav
koM Sandoény, émri 8¢ xpuotov Adgov fike,
TeUEe B¢ oi kvnpidas éavol kaoo1TéPOLO.

aUTap émel TAVE' STTAC K&pE KAUTOS GuPryuT)els,

pnTPos AxiAAfjos 8fike TpoTrapoiBev deipas.
i 8’ ipn§ &g aATo kat' OUAUpTTOU VigdeVTOS
TeUxea pappaipovta Top ‘HeaioTolo pépouca.

604-5 additional line mistakenly inserted by Wolf (from Od. 4.177-18)
additional line present in pap. 51, already marked there as suspect

additional lines present in pap. 51
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The ancient title of the book was Hoplopoiia (‘The making of the armour’)
or Aspidopoiia (“The making of the shield’). The evidence for such titles is
given in the ed. maior of Allen’s edition at the start of each book.
The earliest evidence in this case seems to be the usage of ancient rhetor-
icians such as Theon and Hermogenes. Menander Rhetor (p. 146.2 R-W)
cites the book with the phrase ap’ “Opfipei év Tfjt &oTrid: (‘in Homer, in the
“Shield”’), no doubt influenced by the existence of the Hesiodic work of
that title.

Some of these titles were evidently current already in the classical period
(e.g. Litaiand Teichomachia, both found in Plato), but the earliest example
of this kind of title, Herodotus’ allusion (2.116) to the aristeia of
Diomedes, is a warning that they were not necessarily co-terminous with
modern books, since he ascribes to this section a passage from book 6,
whereas those who devised the book-division evidently saw that episode as
ending with the conclusion of book 5. See further Pfeiffer 1968: 115-16;
Stanley 1993: 282—4.

It is overwhelmingly likely that the book divisions were introduced into
the text at a date considerably later than the lifetime of the poet. Majority
opinion ascribes this step to the Alexandrian editors (e.g Pfeiffer 1968:
115-16; Janko 19g2: g1); another view is that it was done at some earlier
date, perhaps even in Pisistratid Athens, to facilitate division of the task of
recitation among rhapsodes (see further S. West 1967: 18-25; Skafte
Jensen et al. 1999, including a variety of views: note esp. M. L. and
S.R. West, ibid. 68-73 (= West 2011b: 182—7). Heiden 1998 still maintains
that the book divisions go back to the poet.

1-14 Achilles, sitting by the ships, is filled with misgivings

The action is continuous with the conclusion of book 17: there is a shift of
location but no interval in time. Achilles last participated in the action at the
beginning of book 16, when he conversed with Patroclus and sent him out
on his mission. Since that point he has been mentioned on several occa-
sions, and throughout much of book 17 the Achaeans are anxious that
the news of Patroclus’ death should be communicated to him. Especially
notable is the interlude at 17.400-11 (see Introduction, pp. 42-3), where
the poet briefly shifts the narrative away from the fighting and reminds us
that Achilles has still not heard the bad news (it is not necessary to see
a contradiction between 1%7.404-11 and 18.9-11: see g-11n.).

90
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1 (= 11.596, 13.673) "Ws ol uév u&pvavro: as is frequent in epic,
a transition between scenes is made in two lines (and marked by the
uév/3¢ contrast), the first looking back to or ‘signing off’ on the preceding
episode, the second initiating the new sequence: for the same pattern in
this book see 368-9; more loosely comparable, 202-3, 314-15, 354-6.

ot pév: the opposing forces of Trojans and Achaeans.

8épas: (adv., plus genit.) an epic expression for ‘like’, ‘in the form of’.
As a noun the word means the shape or appearance of someone/
something; it is cognate with &éuw, ‘build’, so that it must refer to the way
something is constructed or shaped. Hence the idea here is that the
combating forces resemble blazing fire, though the similarity is in violent
activity, not in literal appearance.

For the comparison of warfare with raging fire, besides the other occur-
rences of this line, see e.g. 154 below, 17.366.

2 AvTidoxos: Antilochus, son of Nestor, was last seen at 17.67g-701,
where Menelaus gave him the grim news of Patroclus’ death and urged
him to hurry to convey the message to Achilles; Antilochus, stricken with
grief, was unable to reply (695) but hastened to perform this mission,
weeping as he went (700). Lines 2—3 here slightly anticipate, since Achilles
is clearly supposed to be voicing his sudden fears before Antilochus
reaches him; the monologue is not a reaction to the sight of Antilochus,
but precedes his appearance, as 16 makes plain.

There is a similarity of situation with the opening of book 16, where
Patroclus returns weeping to Achilles. In both places a distraught Greek
warrior arrives to bring Achilles news of misfortune on the battlefield; in
both cases an important new phase of the action ensues (Achilles sends
Patroclus into battle wearing his armour; Achilles resolves to resume the
fight himself). The parallel is interesting because there is a sense in which
Antilochus becomes Patroclus’ successor as Achilles’ close companion: he
is especially favoured by him in the funeral games (where his behaviour
evokes Achilles’ only smile in the whole poem, 23.555-6), and in the
underworld in the Odyssey (11.468) he and Patroclus are singled out as
accompanying the ghost of Achilles when he appears to Odysseus. It seems
probable that the Iliad-poet has in mind the plot of the Aethiopis, in which
Memnon slays Antilochus and Achilles seeks revenge; that story-pattern is
evidently parallel to that of the second half of the Iliad (Memnon corre-
sponds to Hector, Antilochus to Patroclus). The so-called neo-analysts
have explored the relation of Iliad and Aethiopis in detail; the general
consensus is that the Aethiopis is later than the Iliad, though drawing
on earlier material. See further 15-69 introductory n., 26n.; Willcock
1983; Currie 2016: g55—72, esp. 58-9. West 2003 doubts the
Antilochus-Patroclus analogy, since he has a different view of the content
of the Cyclic epic.
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g Tov & elpe ...: a common locution to initiate a scene: cf. 372 (Thetis
finds Hephaestus hard at work), 10.34; with the plural verb, 1.329, 9.186,
Od. 4.3.

épfoxpaipéwv: in the Iliad this epithet is used twice of ships, twice of
oxen (once at 573 below); it is applied to oxen also in the Odyssey (12.348)
and at Hom. Hymn. Hermes 220. The word is extremely rare in later Greek,
though occasionally applied to natural features (mountain-peaks in Dion.
Perieg. 642 on the Taurus, anon., Anth. Pal. 14.121.5 on the Pyrenees).
The root xpaipa is hardly more common. Hesychius says that it means
‘head’ or ‘forehead’. The usual rendering of the epithet is ‘with straight/
upright horns’, literally of the oxen, metaphorically of ships: the ‘horns’
will be pointed projections at prow or stern or both.

Probably the use with oxen is the standard formula and the application
here is an ad hoc move by the Iliad-poet, who needed an epithet for ships
in a metrical slot for which the tradition did not supply a suitable adjective.
The same innovation is then repeated at 19.344, in a closely similar line
(Edwards 1968: 261-2).

4 Teredeopiva: the verb tedédw (‘complete’, ‘accomplish’, ‘finish’) some-
times carries considerable weight; see esp. the statement in 1.5 that ‘the
will of Zeus was accomplished’. In the present scene the verb is used several
times, and marks the conclusion of a phase in the main plot: Achilles’ wish
for satisfaction from Agamemnon has been met, Zeus’s promise in book 1
is now fulfilled. Cf. 8, 74n.

5 ox8noas: ‘distressed’, ‘disturbed’. The word recurs at g7, where it
conveys still greater emotional turmoil. On the Iliadic usage of this verb
see Scully 1984 (it occurs 18 times, g of them with reference to Achilles,
often in contexts of foreboding).

eimre wpodg Sv ... Bupév: monologue at a moment of crisis is quite fre-
quent in epic, but this is the first time Achilles has been shown soliloquis-
ing. On monologues in the Iliad see Fenik 1968: g6—7 (including a full
list). In book 22 Hector has two monologues, one as he awaits Achilles
outside the walls of Troy, one at the point where he realises he is doomed
(22.99-130, 297-305).

8v ... Bupév ‘his heart’: 8 is the possessive adjective ‘his, her, its’; also
found as &5 (originally oefés, cf. Latin suus). On the 8upés see 15n.

6 o por éyad: cf. 18, 54. The exclamation is spelt in various ways in
modern editions, but the earliest evidence we have, a verse inscription of
the fourth century Bc (CEG 718), spells it thus; so also the papyrus preser-
ving Sappho 94.4.

Ti Tap: Tap should be understood as an interrogative particle, a single
word, hardly translatable. Older texts normally print ' &' here and in
comparable passages (including 1.8), and Denniston 43 went so far as to
say that the combination ' &pa is ‘common in surprised questions in
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Homer’. However, since Watkins 19g5: 150-1 there has been increasing
consensus that tap is correct. The arguments are: (a) It parallels a similar
usage in the Anatolian language Luvian. (b) T¢ is an odd particle to use in
a question. (c) If T &' were correct here we might expect to find the
unelided form (' &po) in places where a consonant follows; but this never
happens in interrogative sentences, whereas ' &pa is common enough in
narrative passages (e.g. 377 below). Consequently West prints tap here and
also in 182, 188 (cf. West praef. xxix). For a very clear and readable
account of the issues see Katz 2007.

aUTte ‘now’, with an adversative sense, i.e. in contrast with what hap-
pened before.

K&pn kopdwvTes Axatoi: a stock phrase, used again at g59 in this book,
and many times elsewhere in the poem. The specific meaning of the
epithet is barely perceived; at most it adds a certain glamour or dignity
to the heroes so described.

7 vnueiv iém: the word-order, with preposition following the noun, is
common in poetry (in prose it is used only with a few prepositions, e.g.
#veka); the same type of inversion is found at 11 xepoiv Umo, 191, 5og. It is
a regular rule that the accent on disyllabic prepositions changes with
this inverted order: thus éwi becomes #m. This is known as anastrophe
(‘turning back’ of the accent). See further Probert 2003: 126.

&tulbépevor mredioto ‘fleeing across the plain’. For the use of the genitive
with verbs of motion cf. 6.38 (almost identical phrasing), 2.785, 13.64,
Od. 8.122 with Garvie’s n. It describes the space or area within which the
motion takes place (Monro §149).

8 uf 81 por TeAdiowon: i) plus subjunctive here expresses a hope, wish or
prayer: ‘May the gods not bring about ...’ See Monro §278.

Tedéowo Beoi: 74n. Here the reponsibility is vaguely assigned to ‘the
gods’ (cf. Introduction n. 33); later the key role of Zeus is highlighted.

Kak& kndea Bupddr ‘cruel sorrows for my heart’, ‘my’ being expressed by
the dative por.

9-11 &g ToTé por unTNp Srerréppade: Thetis said nothing of this in book
1, where we last saw her. The warning is to be regarded as something she
told Achilles on some past occasion (woté is deliberately vague). If Thetis
was not specific but said only that ‘the best of the Myrmidons’ would
perish, this resembles the ambiguities of oracular warnings; it is less
natural in a relationship between mother and son, where Achilles might
be expected to question Thetis as to her precise meaning. But this predic-
tion is probably invented for the present passage (for such inventions in
Homer cf. Bowra in Wace and Stubbings 1962: 71—2; Willcock 1964 and
197%7). In any case, it follows a common pattern by which prophecies or
oracular warnings are forgotten until the moment that they are fulfilled
(e.g. Od. 9. 50712, Hes. Op. 86— with West’s note, Hdt. 1.13 and g1, Virg.



94 COMMENTARY: 10-13

Aen. 6.343-6); alternatively, they are neglected because the point is not
fully understood (e.g. Hdt. 1.59, 3.64, 4.163—4).

On Thetis’ prophecies see also 9.410-16, 1%7.408—9. Many editors have
regarded the latter passage as inconsistent with Achilles’ comment here:
10-11 were cut out by Hellenistic scholars (Rhianos and Aristophanes
cited by schol. A ad loc.), and in modern times Diintzer regarded lines
8-11 as suspect. But no contradiction is involved; what the poet says in
book 17 is that Thetis at that time did not tell him that his dearest comrade
had fallen (not ‘would fall’), though the preceding lines in that passage do
indeed make reference to other things which his mother had foretold. For
an extended discussion see Barth 198g.

10 i JwovTos éuclo: genitive absolute.

11 Aeiyeav @aos fiedioto: euphemism for ‘die’. Cf. 61n.

12 1) péAa 5%: the combination expresses the intense emotion arising
from Achilles’ realisation: ‘it is really, actually the case that ...’

Mevortiou &Axipos uids: a standard formula for Patroclus, used at a series
of key points earlier in the action (esp. 11.605, 814, 16.278, 307).

13 oxéthios ‘stubborn fool’, describing Patroclus. On Homer’s use of
this word see Vanséveren 1998, who includes a useful catalogue of occur-
rences (268-73). She supports the view that the word is etymologically
related to &xw (aor. inf. oxeiv), and so signifies someone who insists on
maintaining (holding on to) his previous position.

Although the first word in a line is not automatically emphatic, it is
given emphasis here by the fact that there is a pause immediately after the
word. Kelly 200%7a: 30g9—10 collects thirteen examples of this word, two of
which (22.41 and 86) are placed in this initial position and given similar
emphasis by a syntactical break. More frequent is the initial position
followed by elaboration in a dependent clause, e.g. 2.112. These examples
are particular cases of enjambement, where a sentence-end spills over and
is concluded before the end of the next line. Many cases of enjambment
deserve no comment, but cases of this type, where there is a strong break
after a single ‘run-over’ word, do seem to have rhetorical force (‘strong’
enjambement). Other cases of effective enjambement of a single word in
this book include 21, 27, 62, 115, 218, 234, 311, 491. See also
Introduction, p. 56.

Bassett 1926 discusses cases of ‘the so-called emphatic position of the
run-over word in the Homeric hexameter’, attempting to deny signifi-
cance to any example. For discussion of enjambement more generally,
see Parry MHV 251-65, Higbie 1990; more recent bibliography in Tsagalis
2008: 241 n. 6.

fi T éxédevov ‘I certainly told him’. Achilles recalls the instructions he
gave Patroclus when he despatched him in book 16 (see esp. 83—6).
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The combination 7 Te can normally be rendered ‘assuredly’, ‘it is the case
that’ (Denniston 532; Ruijgh 1971: 795-803; Schwyzer 11.576).

14 The caesura (after iéven) aptly coincides with the sense pause, divid-
ing the positive and the negative side of Achilles’ instructions.

15-69 Antilochus brings the bad news to Achilles; he prostrates himself with
grief; Thetis and the Nereids join him to mourn

Immediately after we have heard Achilles voice his misgivings, Antilochus
arrives to confirm them. The message is swiftly delivered (18-21n.), and
the poet devotes much more space to the hero’s reactions. The viewpoint
then shifts to the reaction of his mother, last seen in book 1. On the links
between this scene and the Achilles-Thetis encounter in the first book,
see Introduction section 1. The present scene looks both backward and
forward - backward, in that Achilles here recognises his own folly in
sending out Patroclus and so causing his death, and forward in that the
hero now resolves on revenge, even at the cost of his own life.
The significance of the occasion is marked by the presence of
a company of Nereids who accompany Thetis to the scene. They share
Thetis’s distress on her son’s behalf. Also, this sequence in which Thetis
and the Nereids emerge from the sea and embark on lamentation
resembles the description of Achilles’ own funeral, as recalled by the
ghost of Agamemnon in the final book of the Odyssey (24.36—94, esp.
47-59). The funeral of Achilles certainly formed part of the epic
Aethiopis. Proclus’ summary of that poem, §4 says ‘Thetis comes with
the Muses and her sisters, and laments her son’ (GEF 112; West 2013:
153—9). Modern scholarship of the ‘neo-analytic’ school concludes that
the poet is aware of similar poetic accounts of Achilles’ funeral, and is
evoking them in this passage (see further Kakridis 1949: 65—75). For
a different view, denying the links with earlier poems and insisting that
the scene is explicable by Homeric conventions, see Kelly 2012. See also
26-7n.

15 #ws ...: picked up by té¢pa in the next line. Normally the sense is
‘while (X was happening), meanwhile (Y)’, but here we must understand
‘while . .. at that very moment’, or similar.

Metrically the line-opening is eccentric, as éws should be a trochee.
This is a case of a later form replacing an older one which would have
fitted the metre (namely fos). This is known as quantitative metathesis
(i.e. exchange of metrical quantity) (Palmer 1962: 77-8; West 1982: 39).

xaT& ppéva kai katd 8updv: ‘in his heart and mind’, a common formula
which conveniently fills the second half of the hexameter. The doubling-
up of expressions suggests the intensity of Achilles’ brooding anxiety.
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There has been much discussion of the distinctions between different
words in the Homeric mental vocabulary: other terms commonly used
include the plural gpéves; also «fip, kpadin/kapdin, ftop, and wpatwides. These
have been called ‘the 8upés family’ (Clarke 1999: 60), the point being that
they seem interchangeable as representing the seat of mental and emo-
tional life. Their physical location is within the torso, and it is at least likely
that some have a fairly precise anatomical sense: thus the «ijp seems to be
the heart; less certain, though persuasive, is the argument that the gpéves
are the lungs. The 8upds seems not to have a physical location: its root
meaning may well be ‘breath’ (cf. Latin fumus). Modern science has taught
us to locate mental life in the brain, but if we think of the impact of strong
emotion on the body and particularly the way in which we experience it
internally, the Homeric way of viewing the psychological processes is not
surprising. See further Jahn 1987%; Clarke 1999: 52-5, 60-126; and the
summary in HEs.v. ‘mental organs’ (Pelliccia). For other terms of this kind
see 380, 41gnn.

16 oi: dative, ‘(close) to him’(as in 62).

17 Séxpua Bepud xéwv: cf. 17.694—700, describing Antilochus’ emo-
tional reactions when Menelaus broke the news to him of Patroclus’
death and despatched him to tell Achilles. Antilochus’ tears were men-
tioned there (696, 700); he has evidently been weeping ever since. On the
possible significance of these tears see Currie 2016: 105-6, 126—9
(arguing for an allusive anticipation of Antilochus’ own death in the
parallel episode involving the death of Antilochus, who played a Patroclus-
like role, as in the Aethiopis).

18-21 Antilochus’ message is remarkable for its brevity (praised by
Quint. Inst. 10.1.49 narrare vero quis brevius quam qui mortem nuntiat
Patrocli (sc. potest)?, Plin. Ep. 4.11.12). Schol. bT remark that the tragedians
did not cultivate the same conciseness but provided long messenger
speeches on such occasions (though the messengers often give the essence
first in a brief utterance, e.g. Soph. Ant. 1173, 1175, Eur. Med. 1125-6).
Antilochus omits the request for help which formed part of the message
Menelaus wanted to be delivered to Achilles (1%7.691-2); this is left to Iris
to propose later in the book. The result is that his speech focuses solely on
the death of Patroclus.

18 & pou: Antilochus’ distress echoes that of Achilles (6).
Saippovos: probably ‘wise’. The adjective is variously interpreted: some
take it to mean ‘warlike’ (connecting it with dis, ‘war’); others as ‘skilled’,
whether at peaceful or warlike pursuits (connecting it with 84w ‘learn’).
But in the Odyssey it is applied e.g. to Alcinous, not the most martial of
monarchs, and Peleus’ days of prowess on the battlefield are long gone.
Either way it is a stock epithet, in the sense that it is in common use of
a wide variety of characters: see 30 below (Achilles); in other books it is
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applied to Idomeneus, Bellerophon, Antilochus, Ajax and others. It is also
formulaic, in that it tends to occur at this precise point in the line (even
when there is variation of case).

19 The line is almost identical to 17.686, where Menelaus broke the
same news to Antilochus.

i uf) O@eAAe yevioBau: an unattainable wish is often expressed using the
imperfect (as here) or aorist of 6péAAw (or é¢eidw), ‘ought’, followed by an
infinitive (Smyth §1781); uf supplies the negative (‘ought not’). For the
futile wish that something might not be so, compare 86—7 (Achilles to
Thetis).

20 xsditan: euphemistic: not ‘he is dead’ but ‘he lies’. Lines 20-1 rise to
a climax: first the bleak two-word delivery of the news, still falling short of
explicitness; then the fuller declaration referring to ‘the corpse’ (with
enjambement to bring out the added horror of ‘naked’; finally the shock-
ing revelation of the fate of the armour, and the identity of the slayer, with
Hector’s name held back to the end.

21 = 17.122 (Apollo to Ajax), 693 (Menelaus to Antilochus).

22 & @&To- TéV § &xeos vepéAn éxdAuye pédava: = 17.591, where the
line is used to describe Hector’s dark reaction to accusations of cowardice
and news of a comrade’s death. The use here is much more effective, the
distress more intense. Note that Achilles makes no reply to Antilochus: his
emotion is too great to allow him to speak. Silence is dramatically
exploited in several epic scenes, as later in tragedy: see Richardson on Dem.
197—201, Taplin 1972, Lateiner 1995: 13. ‘Longinus’ remarks that Ajax’s
silence in the face of Odysseus’ overtures in Hades is more effective than
any reply could have been (de subl. 9.2, on Od. 11.552-64).

Lines 22— also appear in Od. 24.315-17, describing the agonised grief
of Laertes when he hears news which he interprets as proving that his son
Odysseus is dead. (West 2014: 76 complains that it is ‘an excessive reaction
for Laertes’ given what Odysseus has told him, but the poet evidently
admired the lines and wanted to present Laertes in despair before the
final reunion.)

23-5 The scene reminds many readers of Gilgamesh lamenting his
beloved friend Enkidu. For discussion see West 1997: 340-1 and my
Appendix.

23 aifadéeooav ‘blackened’ by fire. This suggests that kévis here means
ashes, not just dust, and this is confirmed by the more specific noun tégpn
in 25. The Greeks must have lit camp-fires on a regular basis throughout
the war, for cooking as much as for heat and light at night, so that ashes
would be abundant.

24 xevaro kak kepadiis ‘he poured down upon his head’. xéx = xaté&, by
‘apocope’, the cutting off or modification of a word. In Homer this
happens frequently with prepositions: e.g. &va becomes &v, Tépa becomes
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wép. Moreover, there is sometimes assimilation of the last consonant of the
preposition to the first consonant of the word it governs. So here xé&k
kepaiis; elsewhere e.g. ké&p péov, k&y yévu.

xapiev § fiioxuve rpéowTrov: self-abasementin extreme grief and distress
can take various forms. Here Achilles rolls on the earth and pours dust and
ashes over his head and clothing. In other texts the sufferer may go further
in self-harm, to the point of pulling out hair or tearing face and skin. Self-
mutilation of this kind is a common motif in scenes of grief and mourning
in Greek tragedy (e.g. Aesch. Pers. 10523, Cho. 22—31, 423-8, Eur. Supp.
48-51, El. 146—9), butless so in epic: although Priam rolls in the dung and
tears out his hair, he does not tear his face (nor do Hecabe and
Andromache). This suits the greater restraint of the epic genre
(cf. 54n.). Nevertheless Achilles’ extravagant grief was the object of criti-
cism by Plato’s Socrates (Rep. 3.388a). See Alexiou 1974: 14; Foley 2001:
index s.v. ‘lamentation’.

25 vextapéwt 8t xit@dwvi: the same adjective is used of Helen’s robe at
3.385. The sense may be ‘perfumed’ or generally indicative of beauty and
quality. Nectar is the food of the gods, so the implication is that these
garments are of heavenly quality — perhaps also of divine origin, if the tunic
is a gift from Thetis (cf. 16.221—4, referring to a chest filled with clothing
by his mother when Achilles set out).

&ugilave Tégpn: after being chumed up by Achilles’ hands the ash
settles (lit. ‘sits’) all over his tunic (du¢- + i{&vw with the dative).

26 péyas peyodwori Tavuobeis: the phrase also occurs at 16.775-6 (the
slaying of Cebriones by Patroclus), and at Od. 24.39—40 (Agamemnon
describes the death of Achilles), both of which use the longer formulation
88’ &v oTpo@dAryy1 Koving | KeTTo péyas peyarwoTi, AeAaouévos imroouvéwy (‘he
lay in a swirl of dust, mightily in his might, forgetful of his skill with
horses’). These three passages are prominent in the discussion by ‘neo-
analysts’ of the relation of this scene to the hypothetical model, a poem
recounting in full the death of Achilles. We know that Achilles’ death
featured in the Cyclic Aethiopis; that poem is probably post-Iliadic, but both
the Iliad and the Aecthiopis were surely indebted to earlier poetry on this
theme. It is therefore assumed that an earlier poem provided the model
for the lines in these three Homeric passages. Neo-analysts assume that the
primary use of the formula was to describe the dead body of Achilles (as in
Od. 24), whereas the other passages adapt the formula for other purposes.
In book 16, when used of Cebriones, it seems simply to enhance the
pathos; here, however, it reinforces the sense that Achilles is as good as
dead. A weakness in the argument is that Achilles is not noted for his
horsemanship; if that aspect is to be stressed, it would seem more likely
that the formula was first used for Cebriones. Even if the link between
these three passages is questioned, however, the whole scene
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unquestionably foreshadows the death of Achilles. (Fuller discussion in
Kakridis 1949: 65—95; clear summary in Willcock 1997: 176-83; briefly
Fenik 1968: 70, Currie 2016: 72, 86).

The expression is imitated in several passages by Virgil (Aen. 5.44'7 ipse
gravis graviterque . . . concidit, 10.842 ~ 12.640 ingentem atque ingenti vulnere
victum).

West in his edition (and in Studies 243—4) follows Diintzer in excising
267, complaining that Achilles is standing or sitting, not lying on the
ground at this stage. The objection is hardly to be taken seriously, and
indeed in West 2011a: 343 he is more cautious.

27 @iAniot 8¢ xepoi ‘with his own hands’. The adjective ¢iAos in Homer
can bear a strong affective sense (‘dear’, ‘beloved’), as in many passages
concerning familial affection, or a weaker and more descriptive sense
(‘his’, ‘mine’ etc.), where it is little more than a possessive adjective (esp.
where the reference is to some part of one’s own body or psyche). In this
book 63, 80, 114, and 147 fall clearly into the former category, while 113,
like the present case, belongs to the latter. Some cases are marginal (e.g.
101). For discussion see Hooker 1987; Robinson 1g9go; Clarke 1999: 66.

28 Spwiai: in the course of their campaigning over the last nine years
the Greeks have captured many cities allied to or subordinated in some
way to Priam (e.g. 9.328-9), and many women have been enslaved and
serve as maids and concubines to the leaders. See e.g. 9.664-8, 11.624-5.

AxiAeUs ... TlatpoxAés te: Achilles and Patroclus are a pair; they do
battle together. Cf. 24.6-8, where Achilles lies unable to sleep, remember-
ing all their shared experiences campaigning by land and sea.

29 Bupdv &xnyépevon: accusative of respect. &xnyéuevan is a feminine
plural perfect passive participle from é&xayxéw (‘cause grief’; in passive, to
be grieved or troubled). é&xaxfiuevar would have been more regular.
The verb-forms &yvupai, &kayilw, &xopat are all related to &xos (‘grief’).

8Upale ‘out’, ‘forth’, here out of the shelter or house of Achilles. Cf. 416
(Hephaestus comes out of his smithy, though still within his house).
The word is often rather loosely used, where no ‘door’ is in question:
e.g. 447 (the Trojans hem the Greeks in by the ships and do not let them
break out), 5.694 (a spear emerges through flesh), 16.408 (out of the sea).

29-30 éx ... ié5papov: a case of ‘tmesis.” In modern terminology the
prepositional prefix is separated from the root verb, ‘cut off’ (téuvew) from
it by other words. The device remains a feature of poetry in later Greek,
e.g. in the lyrics of tragedy. Research has shown that this phenomenon is
very old, being an inheritance from Indo-European and presumably asso-
ciated with high poetic style: by contrast Mycenaean Linear B Greek texts
already combine prefix and verb in the same way as classical Greek prose
(Horrocks 1980). Other examples of tmesis: g2, 168, 4779 mepi &' &vTuya
B&AAe.
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31 othfea TewAfyovro: beating the breasts, like tearing hair and
scratching at one’s face (24, 27), is a regular act of mourning which
accompanies lamentation. See 50-1 (the Nereids), 19.281-5 (Briseis
over the dead Patroclus), Aesch. Cho. 423-8; Eur. Supp. 71-7; Alexiou
1974; West 1997: 340 (with biblical parallels). Unlike the mental terms
discussed in 15n., oTfigos has a very specific meaning, referring to the
breast or chest (cf. the use of the adjective Adoios, ‘shaggy’, to describe
Achilles’ chest, 1.18g).

Afev ‘each woman’s limbs gave way beneath them’; lit. ‘were loosened’,
grd pl. aor. passive from AVw ‘loose, loosen’. Utro is so accented because it
follows the verb with which it is associated (a detached prefix); in such
cases the rules are as for anastrophe (7n.; Probert 2003: §258).

32 éréipwlev: the slave women emerge from the hut behind Achilles; he
was facing the battlefield at the start of the book, and Antilochus
approaches from that direction: hence ‘on the other side.’

68UpeTo Saxpua Acifwv: cf. 17: the continued emphasis on Antilochus’
tears maintains the emotional intensity of the scene. Yet so far Achilles is
not said to weep. In this scene he only wails and groans (33, 70, 78); his
tears are reserved for the moment at which he is in the presence of
Patroclus’ actual body (235).

33 wxud&pov kijp: accusative of respect (Smyth §1601). ‘He groaned in
his glorious heart.’ It is not suggested that the groans are not audible, but
they spring from the heart.

34 Seidie yap pf) Aaiudv &rapnoeie o1dfpwr: on balance this line should
be retained, though it has been strongly suspected. It was first deleted by
Bothe; cf. West, Studies 244. There are two lines of argument. (a) Its
presence makes for a rather jerky series of changes of subject: in g2 the
subject of 5upeTo is Antilochus, but that of Zoreve in g3 should be Achilles;
now g4 Seidie refers to Antilochus, and in the next line we revert to Achilles.
(b) Initially we assume that Antilochus is clasping his friend’s hands in
a gesture of sympathy and shared grief; suddenly a different motive is
introduced. But swift changes of perspective and agitated reactions are
entirely appropriate at this emotional high point. Some critics find the
idea of Achilles committing suicide inappropriate to his character or to the
heroic ethos (death-wishes, as in go—1, g8 below, are a different matter).
It is true that suicide is rarely mentioned in the Homeric poems, but the
case of Ajax, mentioned in the Odyssey, is incontestable, and that story was
surely known to the Iliad-poet. The Odyssey also mentions the suicide of
Epicaste (Jocasta), and after the debacle of the bag of winds, Odysseus is in
such despair as to contemplate hurling himself into the sea (10.49-52).
It may of course be objected that the ethical outlook of the Odyssey is
different. The subject of suicide in epic and tragedy is discussed by
Stanford 1963: 289—go (appendix E); more broadly by Hirzel 1go8.
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Whatever the status of line 34, the motif of friends restraining
a despairing character from suicide becomes a topos of lamentation-
scenes; for epic see Stat. Theb. 9.76-81 with Dewar’s n.

&rmapfioae: grd sing. aor. optative of &wapdew, ‘slash’, ‘cut away’, a meta-
phor from reaping (cf. 551, Od. 21.301, Hes. Theog. 181 [the castration of
Ouranos]). The variant &mwotufigeie (‘cut’, ‘sever’) was preferred by
Zenodotus but is less forceful.

o8fpwr: iron, not bronze as we would expect. Probably a knife or
ashort sword is meant. Iron artefacts are rarely mentioned in the narrative
of the Iliad, but see 4.123 (an arrow-head), 77.4773 (a receptacle for wine).
See further HEs.v. ‘iron’ (Muhly).

35 ouepSahiov ‘terrifyingly’, an epic adverb often associated with
sound, though sometimes with appearance (as at 22.95). On its usage
see Kelly 2007a: 135-6. It is used by later authors only for mock-heroic
effect (e.g. Ar. Av. 553).

Swpwéev: the subject of the verb is now Achilles.

&xouoe 8¢ wéTvia unTp: cf. 1.357, where a different phrase is used for
Thetis’ reaction in the equivalent situation: the next line, 1.358, is the
same as 36 here. The scenes are parallel, but the present one is more
intense and emotionally powerful: this is conveyed first by Thetis’ lament
and outburst before she even comes to her son, and second by the
involvement of her Nereid entourage, who join her in sympathetic expres-
sion of grief.

36 fuévn év PévBeoov &Ads Trap& Tatpi yépovti: as is made clear in
several passages, Thetis has abandoned Achilles’ father Peleus (how long
ago is not explained) and returned to her home in the sea (though the poet
sometimes ignores this fact: see 5960, 8990, 440-1). She recounts her
resentment of marriage to a mortal husband later in this book (429-34).
(A different view is found in the scholia, e.g. sch. A on 16.222—3, 18.57: they
hold that Thetis has not left Peleus, ‘as the neoteroi (say)’, but is still married
to him (references to the ‘newer’ or ‘younger’ poets normally indicate that
the comment derives from Aristarchus: Severyns 1928: 254—9). Some lines
in the Iliad might be cited in support of this (see 6on.), but Achilles in book
24 seems to envisage Peleus growing old alone. ‘Two views of Thetis’s
domicile have been imperfectly welded together’ (Pulleyn on 1.358).

On Thetis see further Slatkin 1991; Gantz 228-31; Homer 114-17.
Another aspect of the Peleus—Thetis relationship is discussed by Willcock
1976: 202. He suggests we should think of ‘the common fairy tale of the
young man who catches a mermaid down by the seashore’: when the young
man grows old, the mermaid leaves him and returns to her native habitat.
A number of comparable tales from various traditions are summarised by
Frazer 1921: 11.383-8 (appendix 10); see also Christiansen 1958, type
4080 ‘The Seal Woman’.
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Tratpi yépovTi: the old man of the sea, Nereus, father of the Nereids.

39—49 The list of Nereids. This passage was deleted by Zenodotus and
Aristarchus, and many modern editors have followed their lead.
Zenodotus complained that the passage has a ‘Hesiodic character’ which
is foreign to Homer (schol. A 39—49). In particular critics cite the list of the
daughters of Nereus in Hes. Th. 240-64. Many (seventeen) names are
common to both lists. However, ten names in the Homeric list do not
figure in Hesiod (two others, Klymene and Ianeira, occur in a later list in
the Theogony, of river-nymphs), and Hesiod, who is attempting to list all
fifty of the Nereids (line 264; he actually names fifty-one, but lists Proto
twice), includes many names not in the Iliadic list. Moreover, some of the
common names are listed in a different order. Homer’s line 44 is identical
to Hesiod’s line 248, and 45 to 250 (with a different epithet for Galateia).
No other lines are repeated in both poets. It seems to follow that neither is
simply taking the list over from the other (see also Hom. Hymn. Dem.
418-24, a list of twenty-three nymphs and others at play together with
Persephone: here too there is overlap with the names in the Theogony).

It is still possible to argue that the passage is not at home in its Homeric
context, i.e. that it has been added by a later poet, but the case is not strong.
Lists of this kind are not alien to Homeric style (apart from the Catalogue of
Ships, cf. the list of Phaeacian youths in Od. 8.111-20). The inclusion of the
Nereids provides Thetis with an audience for her lament; that they are
named gives us a more vivid sense of their sympathetic presence.

The list consists of a string of ‘speaking names’, noms parilants: that is,
they are apt to their owners, since most of them relate to the sea or to other
attributes of sea-nymphs (e.g. Nemertes and Apseudes both refer to truth-
telling, which is appropriate at least to Nereus and his double Proteus,
prophetic sages). A few are more opaque. Again the Phaeacian youths
provide the best parallel, since all their names suggest aspects of seafaring.
(See also the comical version of a catalogue in Ov. Met. 3.206—25, listing
Actaeon’s hunting dogs: these have appropriate names such as Dromas,
‘Racer’ and Harpalos, ‘Grabber’.) For other speaking names see 592n.
(Daedalus); Rutherford on Od. 19.406—9; Kanavou 2015.

On catalogues in Homer see esp. Edwards 1980; also Gaertner 2001;
Kelly 200%a: 123n. 1; Sammons 2010.

Most translators simply transliterate these names, but for an interesting
attempt to render them effectively into English see R. Fagles’s version,
beginning ‘they all came rushing now,— / Glitter, blossoming Spray, and
the swells’ Embrace, / Fair-Isle and shadowy Cavern, Mist and Spindrift. ..’

39 Miaukn e O@&Aaia ‘Shining’ (the adjective is used of the sea at 16.34)
and ‘Blooming’ (cf. 8&AAw). As for the third name, Hesiod also lists her and
glosses the name (Th. 252—-4): ‘Kymodoke, who easily calms the waves
(xVpara) on the murky sea and the blasts of stormy winds.’
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40 Nnoain Zwadd te ‘Island-girl and Cave-girl’.

©6n & AAin e ‘Swift and Seaborne’ (or perhaps ‘Salty’ for the latter,
since &As can mean both ‘sea’ and ‘salt’).

Bo&mis: an epithet normally attached to Hera (as at 360 below; a variant
at 396, see n.). ‘Cow-eyed’ probably means ‘large-eyed’ (some have inter-
preted it as referring to some older layer of Greek religion in which the
gods had bestial forms, so that this epithet would actually allude to Hera’s
former cow-shape; but this is unproven and unlikely: see Pulleyn on
1.551).

41 Kupo86n means ‘Wave-swift’.

Axtain kai Apvapeia: less easy to render into English: the first is con-
nected with promontories, the second with Aipvn, a pool or lake.

42 MeliTy: the obvious connection is with bees and honey, but that
does not seem very relevant to the sea. Besides the parallel passage in
Hesiod, the name is used of an Oceanid at Hom. Hymn. Dem. 419.

“laipa kai Apgi86n xai Ayauny ‘Joyous, Doubly-swift, and Noble’. This
assumes that Iaira can be associated with the verb ialvw, ‘gladden’ or
‘delight’ (others connect it with iepds, ‘holy’). Agaue (Agave) is more
familiar as the name of another mythical figure, the mother of Pentheus
(see Hes. Theog. 976, and Eur. Bacch.).

43 AwTd Te TpwTd Te: here as often the pairing is by association of
sound rather than meaning. ‘Giver’ is easy, though what exactly she gives is
not stated: fish to the fisherman? (West on Hes. Theog. 244). Proto should
probably be connected with the sea-god Proteus, whom some etymologise
as ‘fate-ful’ (cf. wéwpwran, from mépw, ‘give’ or ‘allow’: fate is what is
granted to mortals: g2gn.).

®éipovca ‘The Bearer’; one who carries ships on their course. In this
context Auvapévn perhaps means ‘Able (to help)’.

44 Acfapévn ‘Receiver’; the name reminds us of the way in which
Thetis and other sea-goddesses offer refuge to those in distress (see
398n.).

Aupgivéun ‘Dweller around’: probably the idea is that the sea surrounds
most lands.

KaAiaverpa ‘Fair of husband’.

45 Awpis: like Doto, probably ‘Giver’. A connection with the Dorian
ethnic group is improbable and inappropriate.

Mavémn ‘All-seeing’.

FaAéreaia: probably to be connected with yoafivn, ‘calm’, much more
relevant to a sea-nymph than milk. However, it is possible that ancient
readers did associate the name with the milk-white foam of the sea (cf.
Callim. Hecale fr. 74.16 Hollis). A sea-nymph Galateia is famous in later
literature as the beloved of Polyphemus (Philoxenus, PMG 815-24,
Theoc. Id. 6, 11 and elsewhere), but this ill-assorted amour is probably
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a later invention: Philoxenus, the earliest extant writer to use the idea,
belongs in the late fifth and early fourth centuries Bc.

46 Nnueptis Te kai Ayeudis: two names meaning ‘truthful’, and allud-
ing to the prophetic ability presumably inherited from their father Nereus
(Hes. Theog. 233).

KaMiavasoa ‘fair princess’ or similar: an obvious doublet of 44
Kallianeira.

47 KAupivn ‘illustrious’ (cf. «Autéds, ‘glorious’). laveip& Te xai
lavacoa: the first name recalls or duplicates Kallianeira, but the form
here suggests ‘Joyful’ (iaivew, ‘gladden’); the second is evidently invented
to combine with the first.

48 Madipa: perhaps to be linked with papuaipw, ‘gleam’ or ‘shine’; the
adjective pappdpeos is used of the sea at 14.273.

Qpeibuic ‘Hill-runner’, an odd name for a sea-nymph. The same name is
attached to an Athenian princess who was said to have been carried off by
Boreas (Simonides 534, Gantz 234, 242).

Apéfaa ‘Sand-sprite’ (West, Studies 245, comparing Hes. Theog. 260
(Psamathe), Pind. Nem. 5.13 (Psamatheia)). &ppos, &paBos (5.587),
wéupos (Od. 12.243), yapabos (15.362, Od. 14.136) all mean ‘sand’.

49 The line is almost identical to 38: ring composition marks the end of
the catalogue. (By contrast, analysts regard this repetition as a sign of
interpolation.) For rounding-off lines of this kind including an unspeci-
fied additional number, see 2.649 (‘and the rest of those who inhabited
Crete of the hundred cities’), Hes. Theog. 21, 363—70. For ring composi-
tion see Fenik 1974: 92—9; Edwards 44-8; Rutherford on Od. 19.51-2.

50 T&V 8t kai ... wAfiTo ‘with them too the bright cave was filled’: Tév
refers to the ‘other Nereids’ collectively referred to in the previous line,
while xai (‘also’) differentiates them from those actually named in the
catalogue. (Alternatively kai may be taken as merely emphatic, ‘indeed’.)

&pyugeov ‘white’ or ‘bright’, from &pyés; presumably referring to light
stone composing the walls and roof of the undersea cave (cf. 402n.).

mAfjro: grd sing. aor. passive from wipmAnm (‘fill’).

51 othfea TemAflyovro: see 31n. éfjpxe yodoio: elsewhere in the
poem this phrase introduces a lament for a dead man (18.316, 23.17,
22.430), as at Hector’s funeral (24.747, '761). Here there is a man already
dead, but Thetis’ grief concerns her son, still alive but soon to die.
The redeployment of the formula brings out how Achilles can now be
regarded as virtually a dead man.

yéoro: the yéos is a spontaneous lament by an individual, normally one
closely involved. Epic usage distinguishes it from a 8pfjvos, which is a more
formal song of lament by a group: see 24.720-3, where the professional
mourners performing a 8pfjvos are distinct from the three women who
weep for Hector; Od. 24.61, where the Muses sing in unison at Achilles’
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funeral. This distinction is lost in later poetry (Alexiou 1974: 13; reserva-
tions on this sharp distinction in Swift 2010: 300—4). On lamentation and
grief in Homer see Tsagalis 2004; Beck 2005: 245-69 (258-63 on book
18).

52—64 Thetis’ lament is the subject of a detailed formulaic and stylistic
analysis by Tsagalis 2008: 239—71.

53 €ider(e): 2nd pl. subjunctive (after d¢pa). €idfite is not used by
Homer and would be metrically impossible here.

ivi = gveoT.

54 &1 pot éya Sed), &1 pot SucapioToTéxaia: highly emphatic: nowhere
else in Homer is the cry é1 poi repeated in the same line. Repetition of such
terms heightens emotional intensity: see Hutchinson 2000: 429—30 on the
abundance of repetition in tragic lyric. Epic is normally more restrained,
but Thetis’ situation is extreme.

SucapioToTékeia ‘unhappy mother of the best of men’, a unique word
for an exceptional situation. It is found only here and in later quotations or
scholarly discussions of the line. One could imagine it being used by
another mother of a great hero (Heracles or Perseus), but the evidence
strongly suggests it is coined by the poet of the Iliad.

For the formation of the word cf. Avorap: (3.39 = 18.769), SuounTep (Od.
23.97), Avoedévav (Eur. IA 1316). But there is an added paradox in the
present case, since negative and positive elements are combined (5vo- +
&piot-). For the idea of motherhood as a misfortune see 1.414 (again
Thetis) ‘why did I raise you, giving birth to sorrows (aiv& Texolioa)?’, Stes.
PMGF 813 = F17.2—-3 Davies-Finglass &hao[totékos (suppl. Barrett) (‘mis-
erable in my motherhood’, spoken by Geryon’s mother).

55—7 Thetis elaborates on Achilles’ exceptional qualities (the techni-
que which rhetoricians call amplification: for other cases see 82—4, 130-1,
144, 154).

55 # T éwei ‘who, after I bore a son ...” The relative clause apparently
introduced by i (‘who ...’) is never completed; that is, the syntactical
structure breaks down (anacoluthon). This may represent emotional dis-
tress: cf. 101n., and 22.111-22 where Hector begins a long conditional
sentence with a series of ‘if-’clauses, but the apodosis never appears, as
Hector pulls himself up short at 122.

&uupova ‘preeminent’. Traditionally this adjective has been rendered
‘blameless’, but the etymological link with p&pos (‘blame’) is highly
implausible, and does not suit the use of the term to describe the murder-
ous Aegisthus at Od. 1.29. To deal with the latter problem, scholars now
favour a non-moral rendering, indicating eminence or outstanding quali-
ties (thus Heubeck has suggested a link with &uedopan, ‘surpass’). But this
may be a case where the poet himself was unclear on the meaning. See
Pulleyn on 1I. 1.92, Beekes s.v.
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56 #oxov fipdwv ‘exceptional among heroes’. In the quarrel in book 1
(91, 244, 412) and at a number of later points it is clear that there is
contention among the heroes as to which of them is ‘best of the Achaeans’
(Nagy 1979 has extensive discussion of the implications of the phrase).
Thetis’ words probably do not imply quite that degree of superiority —
strictly speaking several heroes might stand out as exceptional - but in any
case she naturally favours her son.

There may be an additional point in fipdwv (as Neil Hopkinson suggests
to me). The poet probably knew the legend that Zeus contemplated marry-
ing or fathering a child on Thetis (432n.): that child would have been
mightier than Zeus himself, and so ‘exceptional among gods’. As things
stand, the most Achilles can achieve is supreme status among mortal heroes.

8 & &vidpapev #pvei ioog: for the comparison of a young human to
a growing plant, cf. 17.53-6; Od. 6.162—9 (Odysseus compares Nausicaa
with a palm-tree); Soph. Trach. 144-6; West 1997: 242; Kelly 200%7a: 289.
See further Scott 1974: 70-1 on the category ‘tree-similes’. The expression
is imitated by Callim. Hecale fr. 48 Hollis, with reference to two sons who
also die young (Fantuzzi and Hunter 2004: 199).

57 @uTOV &g youvds &Awiis ‘like a plant on the knoll (?) of an orchard’.
The expression is formulaic but the sense is uncertain. If youvés is con-
nected with yévu (‘knee’) it may signify a curving or raised bump in the
ground. &\w is also rather obscure: in 561 it is specifically a vineyard,
elsewhere a threshing-floor. S. West in Heubeck et al. on Od. 1.193 writes
‘Possibly its original sense was rather more general, so that it could be used
of any plot of land unoccupied by buildings; or two different words may be
involved.’ Further discussion in Ure 1955.

58 vnuoiv ... kopwvicwv ‘on the curved ships’.  #m governs vnuoiv, as
the accentuation of the first syllable shows (anastrophe, cf. 7n.). Some
editors print a single compound verb &émmpoénka (certainly correct at
9.520), but the sense of &m- as prefix is harder to grasp (Edwards, who
prefers the compound, comments that it must imply ‘against the enemy’
rather than ‘on the ships’).

Trpoénka: Thetis says nothing of her reluctance about Achilles going to
war. In later versions we hear of her disguising her son as a woman and
hiding him among the entourage of the princess Deidamia on Scyros
(Nisbet-Hubbard on Hor. Carm. 1.8.13; entertainingly narrated in Statius’
unfinished Achilleid). This story may have figured in the Cypria (F 19 W.,
though see West 2013: 103-5), but the poet of the Iliad mentions Scyros
only as one of Achilles’ conquests (9.66%7-8), and his son Neoptolemus, who
is said to be growing up there, is presumably the casual product of a liaison
with a captive (19.326-7, cf. 24.467).

“IMov eicw ‘to Ilium’: the sense of going inside or into something cannot
be relevant here. So too 1.71.
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59-60 Repeated at 440-1, and reworked at Od. 19.257-8, where
Penelope pathetically declares that she will never welcome her husband
home again (v §' ouy UTodéopcn alTis | oikade vooThoavTa ¢iAny és TaTpiSa
yaiav). Here Thetis’ pessimism is justified, but in the Odyssey the hero will
in fact return (indeed, he is already present in disguise). In that passage
there is irony of the benign or ‘comic’ type, where the eventual outcome
will be positive despite the fears of the characters.

59 Tpwoi paxnoduevov: the fut. participle expresses purpose, as often:
compare 141, 1.12—13 f|ABe . . . Auodpevds Te BUyatpa ‘he came to ransom his
daughter’ (Chantraine 11.201).

60 oikade vooriicavra 8éuov TnAfiov eiow: the expression is incongru-
ous, since Thetis evidently no longer lives with Peleus, and the poem
gives no hint that she even pays occasional visits (36n.). Hence the
normal conception of both parents welcoming a returning warrior
home does not apply. It would however have been awkward to find an
alternative formulation (e.g. ‘coming to meet him on his way back to
Peleus’ halls’).

voorhoavta: the concept of nostos, homecoming, is a potent one in epic
poetry (as the title of the Cyclic epic Nostoi illustrates). The poet regularly
dwells on the pathos of the warrior who is denied his homecoming: the
perspective varies, sometimes focusing on the man who has died ‘far from
home’, sometimes on the bereaved parents, wife, or child whom he has left
behind. Cf. e.g. 2.252-3, 5.156-8, 22.442-6, 24.705; Griffin 1980:
106-12. Another aspect, important in the Odyssey, is that the returning
hero may not find the homecoming he expects (as shown above all by the
fate of Agamemnon). See now Hornblower and Biffis 2018.

61 Jder xai op&r pdos feAioto: the second phrase elaborates on the
simple verb: to live is to look upon the sunlight, just as to die is to go
down under the earth, into the dark. Similarly to be born is to come into
the light (16.188, 19.103, etc.; Latin poets use in luminis oras, e.g. Lucr.
1.22). See West 2007: 87, 388; Faulkner on Hom. Hymn. Aphr. 105,

62 &xvurar ‘he lives in misery’. Tégpa is understood, corresponding
with d¢pa.

xpaxiopfioan: xpaiouéw means either ‘help’ or ‘defend’; here the former
is more apt. The term seldom occurs outside the Iliad (it is not used in
the Odyssey). A curious feature is that it seems always to be used in the
negative — the help referred to can never be given. The English word ‘avail’
is comparable: someone may try to help ‘to no avail’, but the word seems
never to be used of a positive outcome. (With ypaiopéw the closest thing to
an exception is 15.32, ‘so that you may see whether lovemaking and bed
will help you’, where there is no negation, but even there Zeus’s tone
makes clear that the implication is that Hera’s tricks will not aid her).
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The aor. infinitive here, following a verb of will or ability, does not have
temporal force (Chantraine 11.189).

63 eiu(1) picksup ioloain the previous line: ‘if I go, I can be of no help;
but still I will go’.

&7ri pw ixero mwiévlos: Thetis seems to be ignorant of the reason for
Achilles’ distress. Gods are not consistently omniscient, even where their
own favourites or personal concerns are involved: thus in book 1 Hera
does not know what Zeus and Thetis have discussed (540—-3), and in book
15 she has to tell Ares that his son Ascalaphus has fallen on the battlefield
(110-12).Yet in other scenes gods seem to be instantly well informed and
ready to react, as when Hera and Athena intervene in the quarrel of book 1
(194-6). Narrative convenience overrides strict theological consistency.

66 Saxpudtoocar: Thetis wailed aloud at g7; her sisters beat their breasts
at 51, and Thetis began a speech of lament (yéo10); now they join her in
weeping. The emotional intensity of the scene is heightened.

xUpa 8addaong | pfiyvuTto ‘the sea’s wave was divided’. Either the water
breaks around their heads as they rise to the air above, or (preferable) it
divides to allow them free passage to the shore. The latter is suggested by
the parallel at 24.96 &ugi &' &pa ot Mi&leto kUpa 8addoons, which surely
means that the waves part to open the way for Thetis and Iris. For the sea to
part before a divinity is paralleled in other texts (Nisbet-Hubbard on Hor.
Carm. 2.19.17). In 6.135—7 Dionysus escapes from the tyrant Lycurgus by
taking refuge with Thetis, and those lines might be read as suggesting that
the waters part for him. See also 13.29.

68 &moxepd: usually rendered ‘in turn’ or ‘in a line’. Janko 1979
suggests the original meaning was ‘on the shore’ (< oxepds).

68-9 #vba ... vies: the ships and encampment of Achilles and the
Myrmidons are located at one end of the beach on which the Greek fleet
is drawn up. Various passages make clear that the two end-points of the
line are occupied by the camp of Achilles and that of Ajax (8.222-6 = 11.
5-0, 11.806-8, 13. 681—4, 14.27-36; Cuillandre 1944: 18-34). Willcock in
his commentary (vol. 11, p. 225) has a diagram showing the approximate
positions of the major contingents.

69 eipuvro: grd pl. perf. passive indicative of épiw (‘draw’ or ‘drag’;
here, to draw a ship up out of the water).

Taxuv: a good example of a ‘stock’ epithet. Achilles’ swiftness is of no
relevance when he is prostrate and weeping on the sand (cf. Parry, MHV
118-53, esp. 120—4). Yet the term is not meaningless: ‘Such epithets by
their very nature are independent of particular contexts: they indicate
what is typically so, not what is always actually or visibly so. So in everyday
English we speak of ‘a fast car’ whether or not it is moving’ (Macleod 1982:
42n.).
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70—147 A dialogue between Thetis and Achilles, in which Achilles
declares his determination to slay Hector, even though his own death
will follow

The significance of this scene as a turning point is discussed in the
Introduction (section 1). Here Achilles breaks silence and declares his
intention to punish Hector, even at the price of his own death. His
speeches, especially the second, longer utterance, dominate the episode:
Thetis’ first two speeches are much shorter and calmer in tone than his
impassioned outbursts. The first speech is crammed with quickly-
succeeding ideas, shifting from Zeus to Patroclus to Hector to Peleus
and Thetis; there are ellipses of thought which suggest the outpouring
of his overwrought heart (88, g1), but the climax is a powerfully polysyl-
labic line referring to his planned revenge. The second speech confronts
directly the prospect of death, only glancingly implied in the first (89,
go-1). In it we find a quality of rhetoric and breadth of perspective that is
typical of Achilles’ speeches: unlike most speakers, he employs similes
(107-10), and in this speech he also invokes a mythic paradigm, seeing
the struggles and death of the older hero Heracles as a parallel to his own
(117-19). He looks backward to the former wrath and forward to the
sufferings his new wrath will inflict. The whole speech concludes by
anticipating Thetis’ resistance and warning her not to challenge his will
(126).

The exchange is important for the characterisation of Achilles. Two
aspects are prominent. First, the grief he feels for his friend extends his
response beyond the egoism which we have witnessed in earlier books; he
even expresses distress at the sufferings he has brought upon other Greeks
besides Patroclus (102—-3). Given the importance of pity in Homeric
ethics, this shows an important development, but one which will be
obscured by the ferocity of his dealings with the Trojans (cf. 121-5n.).
Achilles’ more generous nature will emerge more clearly in book 24.
The other aspect relates to discussion of Homeric values, in which much
has been made of the distinction between shame and guilt, particularly in
the light of Dodds’s account of Homer’s world as predominantly a ‘shame-
culture’ (1951: chs 1-2). That conception has led to the assumption that
the most important factor in determining the heroes’ behaviour is the
opinion of their peers, and especially what is said about them; the worst
thing that can happen is to lose face. That model has been challenged in
two ways — first, by expanding or refining the concept of shame, or rather
the Greek word ai8ds, which is not coextensive with the concept in English
(Williams 19g3; Cairns 1993: 2747, 139—46, also discussing the relation-
ship of aidcs to what we call conscience); and second, by insisting that both
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shame and guilt play a part in Homeric ethics (for some, indeed, the
antithesis is artificial): see already Dover 1974: 220—42. The present
scene is a crucial example, since it is plain that Achilles does indeed feel
guilt and accept responsibility, but he lays little or no emphasis on the
verdict of others. Several scholars have produced studies of particular
emotions and their place in ancient literature and culture: most relevant
here is Fulkerson 2013 (62-5 on Achilles). See also Cairns in HE s.v.
‘shame.’

On the scene between Thetis and Achilles see also Taplin 19g2:
193—200.

The parallel often drawn between Homeric epic and tragic drama has its
limits, arising from the difference of medium. A dramatist would have to
get Antilochus off stage or keep him awkwardly in the background as
a silent witness. The epic narrator can simply ignore his existence; having
served the crucial function of delivering his news, he is forgotten.

70 Papu is the neuter adjective used adverbially (Smyth §1606-11).
TapicTato wéTVia uiTp: Thetis stands beside her grieving son: the prefix
Tapa- explains the dative case in the phrase referring to Achilles.

71 68U 8t xwkUoaoa: the shrill lamentation of the female voice counter-
points the deep groans of the male warrior (770).

ké&pn AéBe Tandos éofo: the phrase suggests a funereal context: cf. 23.136,
24.724; Kakridis 1949: 67-8; Currie 2016: 119. Female figures are often
represented in vase-paintings cradling the head of a dead warrior: e.g.
a vase by the Cleophrades painter, Arias and Hirmer 1962: pl. 19;
Vermeule 1979: 15. This is another feature of the scene which anticipates
Achilles’ death, which the killing of Patroclus has made inevitable.

72 xaip(a): Denniston 42-3 lists this and other combinations with &pa
but remarks that ‘few of these combinations have any particular
significance’.

#rea Twrepdevra TpoonUda: a standard phrase used of many speakers in
both the epics. A possible explanation is that the words uttered are to be
thought of as flying, feathered arrows (as at Pind. Ol g.11-12, Aesch. Eum.
676). Others hold that the notion is of birds in flight. The expression is
normally used where there is a close relation between the speaker and the
addressee, or when the speaker wants to prevail on the other to do some-
thing. See further Kelly on 8.101 (pp. 143-8), Steiner on Od. 177.40.

73—4 Téxvov, Ti KAaicls . .. un keUfe: these words are identical with those
which Thetis used (1.362-3a) when she appeared to her son in the similar
scene in book 1, and her next words refer to the fulfilment of the request
which Achilles asked her to convey to Zeus in that book. The repetition
underlines the irony that Achilles has brought misfortune on his own
head. In book 1 Achilles replied ‘You know; why should I tell you?’
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(365), but proceeds to do so. Here too Thetis may well be aware of the
situation (though 63—4 suggests the opposite), but she gives her son the
chance to unburden his sorrows.

Téxvov: this word is Thetis’ habitual way of addressing her son. (In fact
she never does use Achilles’ name; contrast some human mothers, e.g.
Hecabe to Hector (22.82, 24.748), Anticleia to Odysseus (Od. 11.202, at
the memorable climax of a long speech).) On the word Téxvov itself see
Dickey 1996: 65—72; cognate with Tiktw (‘bear’, ‘give birth’), it is particu-
larly likely to be used by parental relations in highly emotional contexts.

74 TeréideoTan: echoed by Achilles’ response at 79 (and see already 4).
The verb carries considerable weight: the will of Zeus has been accom-
plished. One of Zeus’s many titles is Teleios, the Fulfiller. Cf. 1.5 ‘and the
will of Zeus was fulfulled’ (&reAeieto), already a controversial phrase in
antiquity (schol. 1.5, West 2013: 63—9). At 1.523, in response to Thetis’
original appeal, Zeus says that ‘these matters will be my concern, that I may
bring them to fulfilment’, and adds that whatever he assents to by nodding
his head is &reAetTnTov (527), it cannot fail of fulfilment. Edwards in his
note on 74-5 writes of ‘Thetis’ proud and happy & uév &1 To1 TeTéAeotan / éx
Ai6g’, and earlier speaks of her ‘appallingly tactless remark’, but this seems
to misrepresent Thetis’ tone in this speech (note 71 kwkicaoca, 72
éhogupouévn). Certainly she recalls Zeus’s promise to her, but it seems
likely that she is bewildered by Achilles’ condition rather than naively
expecting his praise and appreciation.

175 ebxeo xeipas &vaoxwv: Greeks believed that the gesture of raising
one’s hands to the skies in prayer was universal, and there is a fair amount
of comparative evidence that points in the same direction ([Arist.] de
mundo 400a16 ‘all human beings’; Pulleyn 1997: 188—95).

76—7 &pevan ... mwabéav: the infinitives follow from eixeo (‘you
prayed’) in an accusative—infinitive construction: ‘just as you prayed
before ... that all the sons of the Achaeans be penned in by the ships’
sterns for want of you, and that they suffer humiliating treatment’.

Strictly speaking, Thetis is distorting events: Achilles prayed to her, not
to Zeus, then asked her to convey his wishes to Zeus, which she did.
The simplification is natural, but also makes the present disaster more
clearly Achilles’ responsibility.

77 &exhie fpya ‘unwelcome deeds’; the adjective probably derives
from é&-privative (‘not’) and énhos (‘willing’), so ‘unwilled’, ‘unwished-
for’ (so Aristarchus in schol. Arn/A and Herodian). But the poet may have
thought of it as meaning ‘unseemly’, ‘dishonourable’ on the analogy of
phrases like &eixéa Epya (22.395, 23.24, cf. 23.176 kak& ... Epya). Critics
have been much exercised by the question whether such phrases imply
moral condemnation of those responsible for the actions: for a recent
discussion see de Jong on 22.395 (she concludes that they probably do
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not). In the present passage it is still more unlikely that Thetis means to
criticise her son even in passing. The hiatus before épyais explained by the
fact that the noun originally began with the consonant digamma
(Introduction, p. 53).

78 = 1.364: another parallel with the earlier encounter between
mother and son. Within the present scene it echoes Thetis’ groaning at
0. They grieve in unison.

79 T& piv &p: T& pév picks up the use of the same phrase in Thetis’ first
line (74) (justas the verb &etéAeooev echoes her tetédeoTan), but whereas in
Thetis’ speech no contrast with pév followed, here there is an emphatic
contrast in 80 &A4&. &p may have the sense of realisation, ‘I recognise’,
a common use of this particle (Denniston 36-7).

"'OAvpTrios: the gods as a group can be referred to as ‘the Olympians’
(1.399, 20.47), but Zeus as their ruler is ‘the Olympian’ par excellence.
The usage is common in Homer and later authors (e.g. Hes. Op. 4774, Pind.
Ol. 9.57, Ar. Nub. 817). Hence in Ar. Ach. 530 Pericles is called ‘the
Olympian’, implying that his political authority in Athens is like that of
Zeus.

é€eTédecoev: 74n. Tedéw and the compound éxTedédw seem to be used
synonymously, but if the prefix gives any additional force, it would here
intensify Thetis’ words: ‘yes, the Olympian has absolutely fulfilled ...’
(compare the way that Achilles takes up and caps Thetis’ words at g6-8).

80 Tav ‘this’ (lit. ‘them’), the ‘demonstrative’ use of the article, fre-
quent in Homer (Chantraine 11.158—70).

81 Té&rpoxdos: on the enjambement here see 13n.

82 ioov éufji xegadiin: the head is treated as a precious part of the body,
and in this expression means ‘my own life’, or ‘my soul’ if we can use the
term without importing Christian overtones; see also 114, 17.242, 23.94
(fBein kepoh) vocative, Achilles to Patroclus’ ghost: hardly translatable, but
perhaps ‘dear good friend’).

Tov &mrwAeca: the verb echoes 80 i gidos A8’ ETaipos ‘since my dear
comrade is lost/has perished’. In the present line it is unclear whether
Achilles is saying ‘I have lost him’ or still more emphatically ‘I have killed
him’ - by sending him into battle alone. Certainly this verb can mean
‘destroy’ (see e.g. 24.260 where there is no ambiguity), but it may be going
too far to render it thus here. In any case Achilles’ acceptance of respon-
sibility for Patroclus’ death is clear below, esp. at 98-100, 102-3.
An important parallel case is 22.104 (with 107), where Hector speaks of
how he has ‘lost’ or ‘destroyed’ the host through his own rash folly.
In book 22 it is harder to resist the suggestion that this is something
which the speaker has done rather than just something which has hap-
pened to him. (See the cautious formulation of Griffin 1980: 163 n. 41.
Others, such as Edwards, emphasise the ambiguity.)
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82—-4 More amplification, building up the special qualities of the
armour.

83 6falpa idéicBon: the same phrase occurs at 5.725, 10.439, 18.377, in
each case of divine artefacts or (in book 10) of armour fit for the gods.

84—7 The gods attended the wedding of Peleus and Thetis, an occasion
fraught with significance. In the Cypria, this was the time that Eris threw the
apple of discord into the midst of the company, which led to the contest of
the goddesses over the prize for beauty, settled by the judgement of Paris
(frr. 5—7; West 2013: 75—9) . The gods gave Peleus many gifts: elsewhere we
hear of divine horses (16.867, 23.276-8) and of the mighty spear that
Achilles alone can now wield (16.140—4). The occasion becomes symbolic
of the peak of human felicity, but most references to the event also
emphasise the misfortunes that ensue, both on a general level (the
Trojan war) and for Peleus himself (abandoned by his wife, and eventually
left childless in his old age). (See Homer 114-17.)

85 Eupatov ‘threw you upon a mortal’s bed’: the same verb is used e.g.
of Zeus hurling Sleep into the sea (14.258, part of an ‘if . . . not’ sentence),
of casting down rugs to make a bed (24.645, etc.), of a god bringing
Lycaon into the path of Achilles (21.47), and so forth. The unceremo-
nious phrasing reflects the bitter attitude of Thetis to her marriage
(432n.), shared here by Achilles for his own reasons.

86 «if SpeAes: the phrase introduces a wish or prayer. For aie (i6e) on
its own (with optative) see 22.41. A wish may also be expressed through
a form of 69éAAw (‘ought’; the wish expresses what the speaker feels should
have happened), followed by an infinitive: see 19 above, 6.350, etc. Here
the two options are combined: for parallels, see 1.415, 24.253—4, and
other passages listed in LS] égeiAw 11.2, Cunliffe s.v. dpéAAw 1 (4).

86— The strong contrast between &8avarms and 8vnriv brings out the
way in which the fateful marriage of Peleus and Thetis bridged the gulf
between men and gods, but only temporarily. For similar interplay of
‘gods/men’ terms see 24.534~7 (again concerning the union of Peleus
and Thetis); Hom. Hymn. Aphr. 166—7.

88 viv & iva kai ooi Tévlos . ..: the sequence of thought is elliptical.
Achilles means ‘but as it is, (you did marry him), with the result that endless
sorrow afflicts your heart ...’

89 maidés &mogbiuévoro ‘(sorrow) for a son who is dying/dead’.
Achilles regards his own death as certain, indeed desirable (98).

8990 TOv oUx Umobdifear . .. vooriicavt(a): Achilles’ words echo those
of Thetis to the Nereids at 5g—60. The loss of his future is prominent in the
thoughts of both.

érrei 008’ Eut Bupods &vwye: here the Bupds is treated as a powerful mental
force motivating the speaker; similarly 1776, 282, 6.439, 444. Conversely
the individual can speak in terms of suppressing or controlling his 8upés, as
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in 113, Od. 5.222. Homer typically presents decision-making and other key
choices in terms of quelling or giving way to internal psychological forces:
see Clarke 1999: 97-106. This may be prompted by or combined with
divine intervention, but the god will typically stimulate mental activity in
the human being (e.g. 1.55, 3.139, 395), or take steps to calm the excited
human (e.g. 1.192). On the 8uuds see 15n.; also Kelly 200%a: 209-10.
On double motivation, human and divine, see esp. Lesky 1961; for more
recent work see Clarke 1999: 2777-84; Kelly 200%7a: 232-3 n.1.

91 {wewv: Achilles’ death-wish becomes more explicit in his next
speech: see g8.

oUd’ &vdpeoot petéppevan: in the rest of the poem Achilles will for most of
the time be a man set apart from his fellow Greeks: this is especially clear in
book 19, where he declines the encouragement to eat with them before
battle, and in book 24, where he dines alone with a few companions rather
than joining the communal feast. His desire for revenge and his conscious-
ness of his coming death make him an isolated figure.

of ke uf) ‘unless’: ke is equivalent to & (which also occurs in Homer, e.g.
1.232 = 2.242). It is a conditional particle which normally indicates that
the event referred to lies in the future and is subject to some uncertainty, at
least as to how soon it will occur (it may sometimes be used with reference
to counterfactual past conditions: e.g, 3.41 ‘it would have been much
better’). Normally the verb in the clause will be in subjunctive or optative.
For a summary of conditional clauses in Homer see Bowie 2013: 49-50
(some philologists have attempted to draw more complex distinctions
between the two particles, but these seem to break down on closer inspec-
tion: discussion and refs. in Willmott 2007: 199—204.).

92 TpdTos: as the scholia (AT) remark, this is equivalent to wpdTepos
(‘first of two’). The thought is comparable to 16.861, where the wording is
closely similar but where ¢8fm (from ¢8&vew) stands in the same place as
Tp&Tos here.

&To ... SAigom: ‘tmesis’ (29-gon.).

93 #Awpa: the singular #éAwp normally means ‘spoil’ or ‘prey’, but this
plural form (found only here in Homer) must mean ‘penalty for spoiling’.

Mevoimiadew: Patroclus, cf. 12 and g25n. The patronymic is evidently
well known,; it is used in 1.307, the first reference to Patroclus in the Iliad
(but for a different approach to such references see Scodel 2002: go-123).

&roTeiom ‘pay back’, grd sing. aor. subjunctive from &wotivw. Two verbs
need to be distinguished: Tive and Tiw, and their compounds. The aorist of
Tivw is spelt &reioa, that of Tiw is spelt #Tica (see West praef. xxxv). tiw
means simply ‘honour’ or ‘value’; Tivw means ‘pay’ or ‘pay for’, as in 407
Hephaestus is eager to Tivew the recompense he owes Thetis for her
services in the past. Here Hector must pay the price for his slaying of
Patroclus.
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94 Tov & alre wpociame OiTis kaTk S&kpu Xéouoa: we may contrast this
line with the introductory line before Thetis’ next speech (12%). Similar
variation is found in the exchange with Iris (181, 187). The ‘economy’ of
the formulaic style can admit variety even where the same line could have
been used in both places. On introductory lines of various types see
Edwards 1970; Riggsby 1992; Kelly 2007a: 411-21.

g5 &xUpopos: that Achilles will be shortlived was already clear from
early in the poem: see 1.352 (his prayer to Thetis), 416 (Thetis lament-
ing), 505 (Thetis supplicates Zeus). As the Iliad progresses and his death
gets closer, more details are released about it: here Thetis reveals that his
death is ‘at once / next after Hector’ (96); in book 19 the horse Xanthus
prophesies that he will be slain by a god and a man (41%); in book 21
Achilles knows that Apollo will have a hand in his death (2%7%7-8); in book
22 Hector names Paris and Apollo as his slayers (359-60). See further
Kullmann 1g60: 308-13, 320-5; Schadewaldt 19g77b; Griffin 1980: 163.

&7 emphasises the preceding adjective: ‘shortlived indeed will you be,
child ...’ (Denniston 204).

mor: an ‘ethic’ dative, that is, it expresses the interest of the speaker in
what is being requested or asserted. Sometimes it can be rendered ‘please’
or ‘for my sake’, but here ‘I can see’ would be more appropriate. See
Chantraine 11.72; Smyth §1486.

of’ &yopeveis ‘such things you declare’, i.e. ‘from what you say’.

96 avTika yap To1 Ewarta ued’ “Extopa: there is a problem of mythologi-
cal consistency here. Thetis’ words suggest that Achilles’ own death will
follow very soon indeed, in a matter of days. But the tale of Troy as
chronicled in the Epic Cycle did not proceed directly to the death of
Achilles. According to Proclus’ summary of the Aethiopis, the events of the
Iliad were followed by the arrival of fresh allies for the Trojans, Penthesilea,
queen of the Amazons, and Memnon, king of the Ethiopians; both these
leaders (and no doubt many of their followers) were slain by Achilles (GEF
110-13). The Aethiopis, evidently named after Memnon’s domain, seems to
have narrated both episodes before proceeding to describe Achilles’ own
death (but for a different view of the content of that poem see West 2003).
Either the Iliadpoet was unaware of these episodes (unlikely, cf. 2n.), or he
chose to ignore them to reinforce the tragic imminence of Achilles’ own
death. (See now Currie 2016: 62, who thinks that the poet and his audience
tolerated modest inconsistencies of this kind.)

The heroic resolution of Achilles in choosing death was strongly influ-
ential on later literature. In Plato’s Apology Socrates cites these lines as part
of his own justification for despising death in an honourable cause (28cd):
for discussion see Irwin 1988.

97 Thv 8& péy’ éxBnoas wpooien: on this speech introduction see Kelly
2007a: 224-5, arguing that in each case the speaker is self-assertively
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reacting to a suggested course of action which he is determined to resist.
He further notes that most examples introduce speeches by Zeus or
Achilles, both figures who are much occupied with their own purposes
and power.

98 aUTika TeBvainv: the first word echoes Thetis’ own words in g6, but
caps her admonition. She says in effect ‘you will die immediately after
Hector’; Achilles with passionate overstatement cries ‘let me die immedi-
ately’ (i.e. now).

oUk...E#ueAdov ‘Iwas not going to’, perhaps with a slightly more fatalistic
tinge (it was not my fate to . . .): for this nuance in péA\w see 2.36, 39, 16.46
(of Patroclus), 11.81%, and other passages cited by Cunliffe s.v. (2).

99 «xtewvopivwt ‘as he was being slain’: the specificity calls up a counter-
factual image of Achilles arriving to rescue his friend in the nick of time.

M&Aa THASG T&Tpns: a very common pathetic point introduced when
a hero’s death in battle is described: see Griffin 1980: 106—g on ‘the motif
“far from home™ (cf. 6on.).

100 épel 5t Sénoev: the transmitted text, éueio 8¢ dfjcev, cannot stand: it is
the aorist form of d¢w, ‘bind’ or ‘tie’, which makes no sense here. Since the
verb governs the genitive, the meaning is evidently ‘had need of me’, from
BeUw (3¢Fw), though the grd sing. aor. would normally be (&)3einoe, which
metre here forbids. It makes no difference to the sense whether we prefer one
or other form of the genitive (West prints épéo & £5énoev, cf. his Studies 246).

&pfis &AxTiipa yevéoBai: an &ixTip (‘protector’) is someone who provides
&\, strength to help or resist; &on (with short first syllable) means ‘harm’.
For the expression see 213, but the exact text is disputed in both places,
see West’s apparatus and his n. on Hes. Theog. 657. In all these places there
is manuscript variation between &pfis and &peos: if the latter is accepted the
expression would mean not ‘protector from harm’ but ‘preserver in war’.
Both are intelligible, but it seems more likely that &peos, a more familiar
word, has displaced the true reading (on the principle difficilior lectio potior.
Tarrant 2016: 58).

101 viv §(¢) ‘butas things are’, a very common usage: cf. 88, 261, 29o,
Cunliffe s.v. (4). The same expression is used twice later in this speech, at
114 and 121: the urgency of Achilles’ desire for immediate action is
brought out.

émei begins a subordinate clause (‘since ...’), but no main clause actu-
ally follows; the flood of thoughts in Achilles’ mind results in anacoluthon
(cf. 55n.). A new sentence begins at 107, but only at 114 does he resume
the sequence of thought which was implicit at 101 (‘since I have failed
Patroclus, I will now slay Hector and die’).

ou véopan ‘I shall not return’, present with future sense.

¢iAnv: see 27n. Here we have a case where emotional attachment may
well be present.
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102 T ‘atall’, ‘in any way’. g@é&os: for light as a symbol of salvation,
esp. in battle, see 6.6, 8.282, 11.797, 16.39; Cunliffe s.v. (5); West 2007:
482.

oU8’ éTdporct | Tois &AAors: it is important that Achilles’ regrets extend
beyond his closest friends to the other comrades who have died because of
his intransigence. So too 21.133-5. Contrast 1.409-10 (his original
request to Thetis), where he imagines the Greeks penned in and ‘being
slain’ around the ships; and above all 16.9%7-100, the stunning climax of
his speech to Patroclus, where he wishes that all other Greeks and all the
Trojans might perish, and the two of them might sack an empty Troy
together.

103 8&uev ‘who were subdued in great number by godlike Hector’.
The verb is grd plural aorist indicative passive of dau&lw (‘break in’,
‘subdue’).

104 &AN' fjpar Tap& vnuoiv: earlier the same verb has been used of
Achilles’ inertia (1.330, 416, 421, cf. 488 mapfuevos); there is perhaps
a hint of the oddity of this behaviour by ‘swift-footed’ Achilles. More telling
is the contrast with Achilles’ words at a later point, 24.541-2 émel péia
TNASEh &TpnS / flucn évi Tpoiny, of Te kNBwv ABE o& Tékva (see Macleod’s n.).
In both passages Achilles speaks bitterly of his immobile state (‘here Isit’),
but there is a difference. Here he refers to his abstention from the battle,
while there the emphasis is on his lingering at Troy rather than going
home and caring for his aged father: that is, he is there active in the
conflict but sees it as a kind of idleness. The difference indicates the
change of perspective he has undergone by the time of his meeting with
Priam in book 24.

éTddotov &xbos &poUpns: as elsewhere, Achilles’ language extends normal
Homeric usage. Elsewhere in the poem the adjective is always used of futile
weapons. The implication is that the hero was failing to perform his proper
function. (In general on the forcefulness of Achilles’ language see Griffin
1986: 50-6.)

105 Toios édv olog ob Tig: lit. ‘being such a man as no one (else) among
the Achaeans’, i.e. ‘superior as I am to all others’.

106 In the Iliad heroes should excel both in warfare and in the assem-
bly: cf. 1.490-1, 9.443, and the contrast later in this book between Hector
and Poulydamas. Schofield 1986 brings out the importance of ‘good
counsel’ in Homer. Achilles here acknowledges that his own excellence
has its limits. Yet Taplin 1992: 194 n. 19 regards this line as ‘a pedantic
footnote. Its excision might be an improvement.” (In fact both 105 and
106 were deleted by Heyne.) On the contrary, for Achilles to refer ruefully
to his own deficiencies in debate and argument is highly appropriate.

On the combination 8¢ te see Ruijgh 1971: 644-718 (656 on this
example).
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107-10 Another impossible wish. They are characteristic of Achilles’
extravagant temperament: cf. 16.97-100, 22.18-20, 346-7.

107 «s: here introducing a wish, with the verb in the optative (Cunliffe
s.v. (13); Smyth §1815; Barrett on Eur. Hipp. 407-9).

ipisEx Te Beddv . . ¢ itis possible that the word #pis might trigger memories
in the audience of the story mentioned above (84—7n.), of how Eris caused
discord among the gods by casting a golden apple (inscribed ‘for the
fairest’) into the midst of the gathering at Thetis’ wedding. Early texts
did not distinguish capitals and lower case, so that name and abstract noun
were indistinguishable.

108 xaixélos: the sense was complete at the end of 107, and at first this
addition seems a mere afterthought, but it is then xéAos that is more
elaborately described, with a brief simile and use of the cognate verb
(111); the emphasis on the term marks the paradox that anger has proved
disastrous for Achilles so far, but will be his principal motive in the action
which ensues. See further 322, 337.

X6Aos is conceived as both a psychological force and a physical phenom-
enon. Its basic meaning is ‘bile’; the noun is cognate with the xoA&Ses,
organs which slide out when a man’s torso is slit open (4.526 = 21.181).
So too anger is nursed within the body; it swells and grows, but can also be
released or expelled. See Clarke 1999: 92-7.

On the vocabulary of anger see Scodel 2008: 49-58. For more general
discussion of this key theme in the poem, see Van Wees 1g992: 126-65;
Cairns 2003. Harris 2001 is an impressive historical survey; see also Braund
and Most 2003.

TroAUgpova Trep:  the regular use of wep to mean ‘although, even’: ‘wrath,
which has often spurred on even a prudent man to be angry’. So also 112.
This use is especially common with participles. More examples in
Denniston 485.

109-11 A ‘mixed simile’, one with two unconnected points of compar-
ison (here honey and smoke): cf. 22.262—4; Moulton 1g77: 108; also
Moulton 1979: 285. ‘In their different ways, billowing smoke and flowing
honey participate in the kind of flowing movement that Homer sees in the
life of the psychic substances that are inside the breasts of men’ (Clarke
1999: 92-3).

Similes, and particularly extended similes, are much rarer in speeches
than in narrative, but Achilles uses several of them (notably 9.323—4,
16.7-10, 21.282-3, 22.262—4. It is one of the ways in which the poet
makes his style particularly eloquent and individual (Griffin 1986, esp.
5%; Moulton 1977: 100).

109 The cluster of lambdas is notable, and might suggest a touch of
onomatopoeia reflecting the flow of dripping honey. Dion. Hal. Comp. 14
regards lambda as the sweetest and most pleasurable of the ‘semi-vowels’.
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110 &éferar: grd sing. pres. indicative passive of &é€w, ‘increase’; later
Greek uses aifw, which is not found in Homer. ‘As smoke from a very small
fire will fill all the house, so anger from a small beginning fills men’s
hearts’ (Leaf).

111 viv: notso much ‘now’ as ‘in this case’. Cf. 1.445, Cunliffe s.v. (3).

&va§ &vdpidv Ayauipvwy: this is the first time in the liad that Achilles
has used Agamemnon’s formal title: for more aggressive and insulting
lines in which he has addressed or referred to the great king, see 1.122
(adapting a stock formula), 149, 225, 9.372-3. 1.411, though formally
complimentary, is presumably bitter in tone. In book 19, in the scene of
public reconciliation, Achilles finally uses the standard honorific line,
ATpeidn kUBioTe, dvag dvBpddv Ayapepvov (146, 199), and honour is satisfied,
though relations between the two men are evidently still strained.
The tone of the present line is hard to assess, but given the context, it
probably indicates a willingness on Achilles’ part to make concessions.
The new wrath leaves little room for prolonging the old.

112 Lines 112-13 are identical with 19.65-6 (Achilles seeking recon-
ciliation with Agamemnon); the first few words of 112 are also used by
Achilles in the long and emotional speech to Patroclus at the start of
book 16 (60). Here we should note the emphasis in the next clause on
the need to control the passions. Phoenix had warned Achilles to master
his mighty passion at 9.496 (S&pacov Bupdv péyav). Odysseus similarly
urges the shade of Ajax to subdue his proud anger (Od. 11.562).
The heroes find it hard to control their powerful emotions, and the
results can be disastrous.

éxvupevoi Trep: the most notable parallel for the phrase is in 24.523,
where Achilles uses it to Priam, stressing the need for him to eat and more
generally for mortals to endure their misfortunes. In the later scene there
is a more genuine acceptance of necessity than in the present one, and
sympathy for another rather than obsession with his own concerns. (Other
cases are listed by Kelly 2007a: 162).

114 ¢iAns xepahdis: for the head as the most crucial or precious part of
the individual cf. 82n. Latin has the exactly parallel cari capitis (Nisbet—
Hubbard on Hor. Carm. 1.24.2), but the expression is unnatural in
English. We should translate ‘my beloved friend’. Similar problems of
translation arise with some famous phrases in tragedy, e.g. the opening
line of Sophocles’ Antigone, & kowdv aiTddeAgov lopfivns ké&pa.

kixeiw ‘that I may find/catch up with’; 1st sing. pres. subjunctive from
kixdvw ‘come to’, ‘find’, ‘reach’, ‘overtake’.

115 ‘Extopa: another case of strong enjambement (13n.).

115-16 These words are repeated (with Té8vab: in place of “Extopa) in
Achilles’ final words to the dying Hector (22.365-6). At that point he has
achieved the goal he sets himself here.
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115 «ijpa: the key word is foregrounded: ‘as for my death, Ishall accept
it whenever ...’

Kev = Ke: S€€ g1n.

117-19 The exemplum of Heracles. A simple argument, but powerfully
expressed: Heracles was son of Zeus (and by implication a mightier hero
than Achilles), yet even he died; so Achilles must also accept the inevit-
ability of death. Many passages in Greek literature present examples of
this kind, normally in the mouths of others advising the person to whom
the advice applies (thus choruses in tragedy often tell the hero(ine) that
their suffering is not unique: e.g. Soph. Ant. 94487, Eur. Alc. 891—4). Itis
unusual for the victim of misfortune to assert the principle himself.

Heracles, greatest of the Greek heroes, is a figure of an earlier genera-
tion. He is quite often mentioned in the Iliad, and often with reference to
Hera’s enmity and persecution (see e.g. West 2011a: 3o-1; Kelly 200%7a:
310-12). He is treated as a man, not a god: there is no reference to his
being elevated to join the Olympian pantheon after death, which would be
alien to the heroic outlook of the Iliad. Similarly Castor and Polydeuces
are both treated as dead and buried in 3.243—4; the poet ignores the myth
of their being granted alternate days in Hades and on Olympus, though
the Odyssey mentions this concession (11.302—4; for more detail see Gantz
327-8).

It is not clear whether the poet was deliberately excluding reference to
Heracles’ apotheosis, or if he ignores it because the conception of
Heracles as a god had not yet emerged. It figures in Od. 11.602-4, but
that passage is glaringly at odds with its context and is plainly interpolated.
In our texts of Hesiod’s Theogony there is a short passage referring to
Heracles marrying Hebe and dwelling on Olympus (g950-5, with West’s
n. on Theog. 941-55), but this forms part of a longer section of the poem
which on independent grounds is generally seen as post-Hesiodic (see
West, ibid. pp. 397—9). If both these cases are indeed regarded as later
additions, the earliest references to apotheosis do not predate the sixth
century. The Catalogue of Women includes more than one such passage: frr.
25.26-33, 229.6-13. Even later poetry can adopt a variety of positions:
Pindar in Nem. 1.69-72, 10.1%7-18, Isthm. 4.55—60, makes Heracles a god
on Olympus but calls him a ‘hero god’ at Nem. 3.22; whereas Euripides in
Heracles 1331-33 seems to envisage him in Hades, worshipped as a hero;
contrast Heraclidae 912—-16, where the chorus deny that he has gone to
Hades and declare that he dwells in heaven with his bride Hebe.
Herodotus (2.44.5) approves the attitude of ‘those Greeks who have
established two separate cults of Heracles, and sacrifice to him in the
one as an immortal, calling him Olympian, and in the other as a hero’.
It is uncertain which Greeks he refers to: LSCG 151 C.8-15 (Cos) may be
an example of the double worship he has in mind, and Pausanias (2.10.1)
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records a sacrifice of mixed type at Sicyon. Attic vase-paintings show him
setting off to Olympus and his apotheosis in a chariot, but not before
c.570 BC (LIMCv1.121-32 (nos. 2847-2938)). See further Stinton 1987
(= 1990, 493-507); Holt 198g.

On Heracles see Brommer 1972; Burkert 1979: ch. 4; Burkert 1985:
208-11; Gantz §74—-463; LIMC1v.1 and v.1. More generally on mytholo-
gical exempla in epic, esp. in speeches, see Oehler 1925, Alden 2000; for
their use specifically in consolation see Nisbet-Hubbard on Hor. Carm.
1.28.7; Lattimore 1962: 2506, esp. 253—4 on Heracles. Canter 1933
provides a broader catalogue of exempla in Greek and Latin poetry.

117 oust y&p oUdé: highly emphatic: ‘For not even mighty Heracles, no,
not even he ...’ Cf. 6.130 (again introducing an exemplum), 1%.24, Od.
10.327, 551, Ap. Rhod. Argon. 1.224, 4.1529; Chantraine 11.337-8. Even
stronger emphasis, with a flood of negations, is found at 9.379-86
(Achilles’ rejection of the embassy’s offer). See also Denniston 196-7.

Bin HpaxAfjos ‘the might of Heracles’= ‘the mighty Heracles’, a grand-
iose periphrasis of a type common in epic and other high poetry. Cf. 486
16 Te oBévos Qpiwvos (‘strong Orion’), 607, 3.105, 17.24, 187, Od. 2.409
iept) is TnAeudyoto, 11.601, Hes. Theog. 332 (double abstract noun), g51.
Tragic diction follows epic precedent: e.g. Aesch. Sept. 571 Tudéws Biav
(‘mighty Tydeus’), Cho. 893 ¢iAtat' Alyioou Bia, Eur. Or. 1242 Alkng oéas.

119 poipa: here effectively ‘fate’, an impersonal force paired with the
more personal vindictiveness of Hera. Greek ideas of fate or ‘one’s por-
tion’ were flexible, sometimes purposefully vague. One must distinguish
the view of the poet (who can see the full picture of what ‘must’ happen —
i.e. the plot of the poem and the constants of the mythical tradition) and
the varied viewpoints of the characters, who rarely have insight into the
future and even then can only see part of the picture. Often the context
will dictate whether a character emphasises the freedom that fate permits
(e.g. Hector at 6.487, no man will send me down to Hades ‘against my
destiny, Uttp aloav’) or the compulsion which it imposes (as here or at
22.303, where Hector accepts his poipa). For fuller discussion see Greene
1944; Dietrich 1965; Burkert 1985: 129-30; Graziosi and Haubold 2005;:
89—92; for broader perspectives see West 2007: 379-86. See also
Introduction section 3.

xéAos “Hpns: for Hera’s antagonism towards Heracles see esp. 14.
249-56, 15.26-8, 19.95—9 (and what follows); also 5.392—4. Her motive
is her anger at Zeus’s infidelities, Heracles being one of his bastard off-
spring. xéAos is also relevant to Achilles’ own case: cf. 108. Hera’s fury
destroyed Heracles, but Achilles’ own anger will destroy him.

120 &g xai éywv: Achilles, like Heracles, will die and that is the end.
This is clearly the message of the Iliad. Even more than the Odyssey, the
poem insists on the finality of death, making little reference even to the
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shadowy existence of ghosts in the underworld. Yet in other epics Achilles
is granted a more agreeable afterlife: according to Proclus (Aethiopis
summary 4) Thetis snatched her son from the pyre and carried him to
the ‘White Island’ (GEF 112). Originally this probably had no real geo-
graphical meaning, but later it was identified with a real island in the Black
Sea (now Ostrov Zmeinyy). Sherds with scratched dedications to Achilles
have been found there, dating from c.600 onwards (see further Hupe
2006; Parker 201 1: 244-6; West 2013: 156). Achilles in later texts is clearly
a figure of cult — the analogy with Heracles is given a new aptness.
Although the argument from silence is a dangerous one, this conception
is probably a later development than the Iliad. (But see Burgess 2009: chs
7-8; Currie 2016: 63—4. A. Edwards 1985 believes that the conception of
Achilles living on in the White Island was known at least to the poet of
the Odyssey.)

¢i 57: the emphatic 57 adds a note of confidence which reduces the
force of the conditional: ‘if’ here is more or less equivalent to ‘since’
(Denniston 223 with n. 1).

121 keicop(ar) ‘I shall lie still’, that is ‘I shall be inert, inactive, devoid
of glory’; this leads on to the focus on action in the present.

viv 8¢ xhiog éoBAdv &poipnv: although the desire for revenge is para-
mount, glory remains important to Achilles. It is well established that the
notions of heroic fame, and the memory that prolongs that fame through
song, are deeply embedded in the poetic tradition and can be traced back
to Indo-European origins. The ideas are paralleled in other poetic tradi-
tions; more important, some of the key expressions, including xA¢os éo8A6v
used here, are paralleled in the Indo-Iranian linguistic tradition; so are
KAéos &gpbrtov, dvopa kAutév. The longing for fame, which plays so great
a part in the Homeric value-system, is thus of immense antiquity. (On all
this see West 1988: 152-5; 2007: 401-2, 406). But the poet of the Iliad
complicates his plot by combining this passion for glory with other motives
rooted in personal loyalty and affection, and by making Achilles’ lust for
fame the cause of his personal tragedy.

121-5 After the simple initial clause, the rest of the sentence is elabo-
rately constructed, conveying the intensity of Achilles’ vision of his future
actions. The syntax is ‘may I cause (é¢¢einv) one [i.e. one or other, some-
one] of the Trojan and Dardanian women to groan intensely, as she wipes
away a tear, and may they learn [shifting from singular to plural subject]
how very long I have abstained from warfare’. This structure is enriched
with amplification: not just Trojan women but Dardanian, and described
as deep-bosomed; they will need to use both hands (&ugoTtépmow); their
cheeks are tender (&mwaAdwv); their groans will be abundant or intense.

The comment of schol. bT on 121 deserves quotation: ‘He already has in
view the sufferings which will ensue for the enemy and sates himself in his
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thoughts of vengeance’ (cited by Griffin 1g80: 122). One may add that the
malice with which Achilles envisages the sufferings of the blameless
women goes beyond his previous utterances in its ferocity.

122 Aap8aviSwv: again at 339. ‘Dardanian’ seems in the Iliad not to be
simply a synonym for Trojan. Dardanus was the son of Zeus and ancestor of
Priam: for the fullest genealogical account see 20.215-41. There it is said
that he founded Dardania, since Troy did not yet exist (216-18), but
although two potential founders (Tros and his son Ilos) are mentioned
later in the speech, the circumstances of this new foundation are not
explained. However, the catalogue of Trojan allies mentions the
Dardanians separately, as coming from the foothills of Mt Ida; they are
led by Aeneas and Antenor’s sons (2.819-23). The older settlement
evidently still continues. Possible rivalry between an older and a wealthier
city explains the references to antagonism between the two royal lines, the
family of Anchises and that of Priam (13.459-61, 20.178-83).

124: &Swaé: the sense is ‘abundantly’ - either referring to repetition or
intensity or volume: cf. the cognate &5nv, ‘to the full’ (and see g16n.).
The ending -&, not &dwév, is favoured by Homeric usage elsewhere. This
will be the adverbial use (going with oTovayficau) rather than adjectival
with Sakpua.

épeinv: 1st sing. pres. optative from #¢inui, a compound of inu. ‘May
I cause, impel’.

125 ‘and realise that I was indeed long absent from the conflict’.
We might expect ‘that I have indeed returned to the conflict’; the point
is the same, that the unhappy women will see the huge difference now that
Achilles is back. (Lattimore obscures the point, by translating ‘learn that
I stayed too long out of the fighting’, which makes no sense from the
women’s point of view.)

ToAépoto Témwavpar: the middle tenses of waiw take the genitive of the
activity from which one desists.

126 undé W ... oU8é pe meioais: Achilles’ concluding line is similar to
a line used by Hector to Helen in 6.360 (there the opening line of
a speech). Helen has asked Hector to remain and spend time with her
rather than proceeding with the task in hand. Female characters in Homer
often seek to restrain or hold back a male hero from his dangerous path
(Kakridis 1971: 68-75; Griffin 1980: 6-8). Here Achilles urges Thetis not
to make the attempt; in fact, she will persuade him to delay, though she
knows better than to seek to alter his resolve.

127 &pyvpédmela: a stock epithet, but of the individualised type, i.e.
used only of a single person, Thetis.

128 ‘yes, these words are true, child. Itis no bad thing ...’ The sense of
Thetis’ opening comment is clearly ‘you are right, my child’, but the exact
punctuation and syntax are debated. Probably there is a sense pause after
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¢tATupov; the literal meaning will be ‘these words are indeed the truth’;
some late MSS read Toito for Taita, which is obviously an attempt to
produce simpler syntax. The alternative, to punctuate strongly after
Tékvov and treat érfjtupov as an adverb, is implausible (so Leaf, rendering
‘yea, as thou sayest; verily it is not ill to save ...").

vai 8f TaUrd ye: in most cases these words are followed by katé poipav
germres (5 instances in the fliad: Kelly 200%7a: 180-2). Thetis is not prepared
to go that far: see next n.

ou kakév éioti: Thetis accepts her son’s point with some reluctance: she
concedes ‘it is not a bad thing’ rather than expressing more positive
endorsement (not e.g. ‘it is an honourable deed’). No talk of dulce et
decorum here.

129 ‘to ward off sheer destruction from hard-pressed comrades’.
The construction is &udve plus accusative of the danger repelled, dative
of those who are being defended. Similarly 1.6, 16.32, 512, and often.

130-1 Amplification again (55-7n.), emphasising the importance
of the missing armour: Thetis does not just say ‘the Trojans have your
armour’, but describes it with three adjectives (stressed by enjambe-
ment), and then reiterates the point by specifying that Hector not
only has it in his possession but is actually wearing it (this point was
not made explicit by Antilochus at 21, though the audience witnessed
Hector donning the armour at 17.182-97, a description which was
followed by words of ominous import from Zeus as he observed
Hector’s actions).

132—3 Death is close to Hector. The same point was made in Patroclus’
defiant dying words (16.851—4), and more sombrely by Zeus as he watched
Hector don Achilles’ armour (17.198-208, esp. 201—2). In the latter
passage it is made very clear that Hector is overstepping the mark.
Hence the wearing of the armour is here associated with his death, almost
as cause and consequence. Virgil develops this idea with still more empha-
tic moral overtones when Turnus slays Pallas and puts on his baldric (Aen.
10.501-Q).

The speech of Thetis is a good example of how character-speech can
be used to foreshadow later events, a technique more familiar in the voice
of the narrator (310-13n.). Cf. Duckworth 1933. Richardson 1980: 268—g
richly documents examples of this technique noted by the scholia.
Narratologists designate this technique ‘prolepsis’ (de Jong 198%: 81—go;
2014: 78-87).

132 oudé & enui ‘I do not think’: gnui, normally rendered ‘I say’, can
also have this sense; in any case Thetis is here declaring her thoughts.

133 @évos éyyubev airdi: a verb needs to be supplied. In view of the
directional ending of éyyi8ev (‘from near at hand’), a verb of motion is
appropriate (‘is coming’).
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134 pddov &pnos ‘the tumult of war’: for the expression cf. 2.401,
7.147, 16.245. Ares, as often, by metonymy stands for war and conflict
(so also 213, 304). Similarly at 2.426 Hephaestus’ name is used to signify
fire, and at Od. 22.444 ‘Aphrodite’ means sexual desire. In Latin poetry
‘Bacchus’ and other names are frequent for wine, though Lucretius
judged this an abuse of language (2.656—7) and Quintilian warns that it
is a figure unsuited to oratory (Inst. 8.6.24). See further Wackernagel
2009: 477-9. Modern practice is inconsistent in capitalising “HpoioTos
and Agpoditn in all such cases, but often leaving &pns in lower case.
The distinction would be meaningless to the early audiences of epic,
since (a) the poems would most often be experienced through perfor-
mance; and (b) early Greek texts did not distinguish between upper and
lower case as modern texts do.

135 Tpiv...i8na: for wpiv plus the subjunctive (rather than the more
common infinitive) see Monro §297.

136 veUpan ‘I shall return’: a contracted 1st sing. pres. indicative form
from véopau, here clearly with future sense.

&y’ fledicwr &vidvT: see 19.1-5 for the fulfilment of the promise: Dawn
and Thetis arrive simultaneously. The scholia remark that Thetis seems to
have no doubt that Hephaestus will work all night.

137 TeUxea kA& pépovoa: Thetis’ proposal is introduced very suddenly
and not elaborated; it may be that Hephaestus’ role as supplier of armour
for heroes (or for Achilles in particular) was already well established.
In late archaic vase-paintings, and in a chorus of Euripides’ Electra,
Hephaestus provides Achilles with the armour that he wears from the
start of the war onwards (El. 442-50, cf. IA 1071-5), though in the Iliad
this armour, eventually worn by Patroclus, is the gift of the gods to Peleus.
In the Aethiopis he evidently forged armour for Memnon at the request of
his mother Eos: see Proclus’ summary §2 in GEF110; West 2013: 143; Virg.
Aen. 8.384; Gantz 622—4.

138 w&Awv goes closely with the genitive: ‘she turned away from’; cf.
e.g. 20.439.

éofo: possessive adjective (‘her’): see Introduction, p. 64.

140-2 Thetis dismisses the Nereids, who were introduced only to con-
tribute to the lamentation. The instruction to report to their father all that
has been happening is from one point of view a device to get them ‘off
stage’; there is no special need for Nereus to be informed of these events.
But repetition of her intentions also serves to enhance the importance of
Thetis’ mission.

140 xoéAtov: lit. ‘bosom’; the metaphorical use referring to the sea is
also found in 21.125, Od. 4.435; plural at Od. 5.52. It suggests the curving
and rippling of the water. See also 398n.

141 Syéuevan: fut. participle expressing purpose.
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142 paxpév "OAupmrov ‘lofty Olympus’. paxpéds can indicate extensive-
ness of all kinds —length, height, width, even volume of sound (as in paxpév
&uoev, ‘he shouted in a loud voice’, 3.81).

143 & wap(&): wapk with accusative indicates motion towards some-
one or something, so as to end beside or near them: hence it can be used of
visiting a person, e.g. Od. 13.414.

KAuToTixvnv: a stock epithet specific to Hephaestus, cf. 391, 1.571
(nominative), Od. 8.286.

oi ké (plus subjunctive) ‘to see if he will ..., ‘in the hope that’.
The same construction is found at 199, 213, 457.

144 wxAuté Tevxea wapgpavéwvra: Thetis did not need to say more than
‘give him armour’: the amplification reminds us that the workmanship of
a god will be magnificent. In a sense the line serves as a trailer for the later
description.

146 OUAupT6vse: in 142 Olympus was spelt with an initial O, here (and
148 below) with Ou. The variation is common, and purely for metrical
convenience. For other words subject to metrical lengthening see West
1982: 38. &vopa/olvoua is a good parallel. For the directional ending -3¢
(or -Le) cf. 18&xnvde, Kpfitnvde, &oTude (‘to the town’), xépale (‘to the
ground’), épale (‘to the earth’). On the accentuation see Probert 2003:
§300.

1447 fiev: grd sing. imperfect indicative from i (‘go’).  éveikon: grd
sing. aor. optative of ¢épw, ‘bring’. The conjugation of this verb is irregular,
and several tenses and forms use the root évex- (e.g. aor. infin. éveykéuev or
évewcéuev), which originally derives from a different verb. The optative is
used because the main verb of the sentence, fjiev, is in the imperfect,
a secondary or historical tense (Smyth §2196).

148-201 The Achaeans are hard-pressed; Iris comes to encourage Achilles
to show himself

We return briefly to the battlefield, where the situation has developed
slightly since the end of book 1%, with Achaeans and Trojans continuing to
fight for possession of the corpse of Patroclus. As there, the two Ajaxes are
leading the defence against Hector, but Menelaus and Meriones were
earlier described as carrying Patroclus’ corpse; this is now forgotten, and
the body is at the centre of a general mélée (also, Aeneas, mentioned at
17.754 and 758 as attacking alongside Hector, is now ignored, focusing
our attention on the principal Trojan warrior).

Iris is the customary messenger of the gods in the Iliad. She is one of the
clearest examples of a divinity who represents or personifies a natural
phenomenon - the rainbow. The Greek word ipis means rainbow: it is
so used at 11.27, 17.547. She is normally the emissary of Zeus (see
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esp. 8.397—408, 11.185—96, 15.157-67, 24.77-84, 144-58), though occa-
sionally (as at 3.121) she seems to act on her own initiative. In both the
‘rainbow’ passages mentioned it is Zeus as sky-god who places them in the
heavens. This is the only place in which Iris is said to be executing Hera’s
wishes. Like the deception of Zeus in book 14, this shows Hera attempting
to gain control of events. (Remarkable in a different way is 28.198-211,
where she responds to Achilles’ prayer to the winds to help kindle the fire
for Patroclus’ funeral pyre. There she relays his request to the winds, an
indication of Achilles’ privileged position in relation to the gods.)

On Iris see further West on Hes. Theog. 266, Erbse 1986: 5465, Kelly
200%7a: 322—4; for her iconography, LIMC v.1.451-60. On gods as perso-
nifications see Stafford 2000, Stafford and Herrin 2005,

148 OUAuptrévde: 146n.  Todes pépov: an odd expression, since Thetis
must surely fly to her destination, or travel by some other supernatural
means. The poet avoids raising the question in the parallel scenes 1.497,
24.95-7-

149 Oeorreciwt &AaAntan ‘with phenomenal din’. 8eorécios means ‘mar-
vellous’ or ‘extraordinary’, often with a suggestion of the supernatural: it
may suggest extreme scale or size as well as sound, and when applied to
sound may imply beauty or sweetness (as of the song of the Sirens, Od.
12.158). Here the deafening noise is emphasised. &AoAnTés signifies a loud
shout or battle-cry (perhaps onomatopoeic). The combined phrase does
not occur elsewhere, but cf. fix#it 8eomecin, peydion dAainTdr.

év8pogévoro: a conventional epithet, but highly appropriate in this
context.

150 ixovto ‘sought to reach’ (conative imperfect).

151 oUdé xe ... ‘nor would the well-greaved Achaeans have recovered
Patroclus ...’ This is clearly the apodosis of a ‘clifthanger’ sentence (see
n. on 165-6), but the ‘if’ element never appears, as the poet is caught up
with description of the conflict. A fresh apodosis has to be introduced at
165. For this reason among others Leaf wished to delete 153-65, but the
description of battle that they contain is necessary to bring out the des-
peration of the Achaeans. For other cases of apodosis without protasis see
Smyth §2349.

Tep implies a contrast with the preceding clause. On the one hand the
Achaeans have fought their way to safety; they almost failed, however, to
recover Patroclus. See Denniston 483: in some of the passages he lists, the
initial clause includes pév and nep performs a very similar function to &¢.

152 vékuv, Bepatrovt AxiAfios ‘the corpse, the companion of Achilles’.
Both nouns are in apposition to TM&tpokAdév (151). A 8epdmewv is a hero
subordinate to and normally accompanying another. The expression
Bepamrovt’ AxiAfjos does not occur exactly elsewhere, but comparable
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phrases are used of Patroclus at 16.165, 865, and of Meriones in relation to
Idomeneus e.g. at 23.113.

153 aUmis: the relation to earlier events is rather loose, but it is easy to
interpret ‘again’ in terms of the ebb and flow of combat since we left the
action at the end of book 17.

kixov ‘came upon’, grd pl. aor. indicative of kix&ve.

154 The entire line is devoted to Hector: amplification of this kind
enhances the hero’s status. The precise phrase goyi eikedos &Akny is not
found elsewhere.

155—6 In place of these lines Zenodotus (quoted in schol. A on 154-6)
included the following, the first half closely resembling 155-6, the rest
based on 1%76-7 (which he deleted in that place): 85 v Tpis peTémiode ToBGV
A&Pe kai péy’ &bt | EAképevan pepacss, kepaiy 8¢ & Bupods dvaye | o dva
okoAdTrEcT1 Tauévl &rodiis &mwd Seipiis (‘who three times seized him by his
feet and gave a mighty shout, being eager to drag him away, and his heart
urged him to cut his [Patroclus’] head from his soft neck and to fix it on
stakes’). The effect of this is to provide confirmation in the narrative that
Hector intended to decapitate and impale the head of his victim (this was
already said to be his intention at 17.126); in the standard text this idea is
only re-introduced (provocatively) by Iris in her effort to stir up Achilles
(see 176—7n.). If Zenodotus was concerned to justify Iris’ claim, he would
not have deleted her words in that later passage; if he wanted to remove
the atrocity, he should have cut there without altering things here. His
motives for the double amendment are obscure.

155, 157 Tpis pév ... Tpis 8¢ ...: again at 228-9. A regular way of
building tension is to describe repeated attempts which have the same
outcome, leading the audience to expect a final effort which alters the
pattern. In many cases the pattern is ‘three times he did X ... but the
fourth time . ..’, where the fourth marks some significant breakthrough or
setback. Here, however, there is no such fourth element, so that the device
simply heightens the tension: so also 8.169-71, 11.462—4, 23.817. (See
Fenik 1968: 46-7, 105, 212, 216, 222; Kelly 2007a: 194—7.) Later poets
also use this pattern: e.g. Scutum 362—3; Ap. Rhod. Argon. 3.654; Virg. Aen.
4.690-1, 10.685-6.

157 6BoUpv émepévor &Axfv ‘clad in vigorous might’, a formula used
twice of the Ajaxes elsewhere, and in the singular of Achilles at 20.381.
The verb is perf. middle participle (nom. masc. pl.) of *¢mévvum (‘puton’,
‘clothe a person in something’); Ak is treated as the direct object of the
verb. Here the two warriors are metaphorically clothed in their own
martial strength and prowess. For a different conception, insulting rather
than laudatory, see g.372, where Achilles sneers that Agamemnon is aiév
vandeiny émepévos, ‘always clothed in shamelessness’ (cf. 1.149). On
expressions of this kind see Cairns 2016.
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The sense of 8oUpos, of which 8olpis provides a feminine form, seems to
be ‘energetic’ or ‘impetuous’. The word’s etymology is obscure; it may be
related to 8opeiv ‘leap’. For discussion see LfgrE.

158 vexpolU ‘from the corpse’: the genitive is explained by the presence
of the &mo- prefix in &mweoTupéhifav, whose object is understood to be
Hector; he then becomes the subject of the next clause.

159-60 émaifaoxe ... oraoxe: when the suffix of a verb is preceded by
-ox-, the verb has a ‘frequentative’ sense, indicating repeated action.
Frequentative verbs are common in Homer: cf. 259, 289, 599. One may
translate in similar ways to the imperfect, but with more emphasis on
repetition.

kat& pébov ‘amid the tumult’: the same phrase at 537.

160 péya i&xwv: the second syllable of péya is artificially lengthened
(Chantraine 1.139—40). The effect gives weight to the bellowing of Hector;
it is less likely that it is meant to be onomatopoeic.

wé&umav ‘at all’, a reduplicated form of wév.

161-2 A brief simile comparing an attacking warrior to a lion and the
defenders to herdsmen. This is a common type, and some of the details are
typical (e.g. the lion’s hunger, cf. .25, 16.758). It is especially apt here as
the conflict in both simile and narrative is over a body. The ineffectuality
of the shepherds is made clear (cf. Haubold 2000: 20): the simile suggests
the need the Greeks feel for the decisive intervention of Achilles. For
a more extended lion-simile see 316—22 with n., and for an attack by
lions portrayed on Achilles’ shield, 5%79-86.

161 7 ‘atall’.

aifwva ‘tawny’, the regular meaning when applied to animals (of
metals etc., ‘bright’ or ‘gleaming’).

162 S8iecBou: infinitive from dieyon, ‘chase away’, ‘drive away’; cf. 584
évdieoav.

163 5Uw Aiavte: the dual form for ‘the two Aiantes (Ajaxes)’ probably
referred originally to the two sons of Telamon, the greater Ajax and his
brother Teucer. It was then misunderstood and re-applied to the greater
and lesser Ajaxes, envisaged fighting as a pair. The Iliad incorporates both
usages: see 8.262-6, where the Aiantes and Teucer are evidently separate
persons. See West 2011a: 144, 2770.

xopuota ‘both leaders of men’; nominative dual of xopuoTts. This is the
standard dual nominative /accusative form for nouns ending in -ng; cf. 1.16
A1peida, ‘the two sons of Atreus’.

164 Bdeadifacfn ‘to frighten away’: aor. infinitive of Bedicooum,
a reduplicated development of 5eidoka (‘I fear’).

165-6 xai vU xev ... & pf: the poet is fond of what may be called
cliffhanger situations, in which we are told that X would have happened
had notY intervened. Normally, as here, the intervention is that of a god,
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acting directly or through a human intermediary. Thus e.g. in book 2 the
demoralised army, misled by Agamemnon's illjudged test, would have
boarded the ships and the expedition would have ended had not Hera
despatched Athena to spur Odysseus into taking action (2.155-6, and
what follows). Full lists in de Jong 1987%: 68-81 (who uses the term ‘if ...
notsituations’); Nesselrath 19g2; Kelly 2007a: 128-g2. The device is much
rarer in the Odyssey, perhaps because divine intervention is much less
frequent; see however Od. 5.426-7, 436-7, 24.528-30 (the closest analo-
gue to the cases in the lliad).

165 = 3.373, Menelaus dragging Paris. But there the victim is still alive
and is swiftly rescued by the protective Aphrodite; here the conflict con-
cerns the body of a dead man, and the intervention which will save him,
though human, is momentous (see 202—38 introductory n.).

&ometov fiparo xiiSos ‘he would have won unutterable glory’, i.e. glory
beyond description.

167 &yyedos HABe ‘she came to bring word to the son of Peleus to arm
himself’.

8wpnooeoBar must be taken as exegetical infinitive after MnAeicon ...

168 xpUpba A1dg &NAwv Te 8edv ‘unknown to Zeus and the rest of the
gods’ (apart from Hera, as the next clause makes plain). It is assumed that
Zeus’s ban on divine intervention is still in force, though it is less clear why
the other gods need to be kept in ignorance (perhaps the reference is to
the gods who support Troy). In the next scene Athena seems free to
intervene without fear of Zeus, and the whole idea of the ban then lapses:
the plot has moved beyond the point where it was required.

fixe ‘sent’, grd sing. aor. indicative of inu1.

169 For ‘winged words’ see 772n.

170 &poto: Achilles is imagined as still (or once again) prostrate on the
ground with grief (cf. 178).

w&vTwY ixTTayAdTaT &vbpdv ‘most extraordinary of all men’. This voca-
tive formula is used twice elsewhere: once by Agamemnon to Achilles
(1.146), once by Achilles to the minor Trojan hero Iphition (20.3809,
addressing his corpse). Since Iphition is introduced for the first time in
that scene and killed without difficulty, the use in book 20 is either
sarcastic or a rather careless use of the formula. It is possible that Iris’
tone is sarcastic here too, in order to provoke Achilles into action, but this
is not a necessary assumption: Achilles is indeed a formidable figure, and
will show as much in what follows.

171 The name of Patroclus is effectively thrust to the beginning of the
clause and line: cf. 179.

puAoms aiv) ‘dreadful combat’, a stock phrase in nominative and
accusative.
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172 #omxe ‘has begun’, g sing. perf. indicative of icTnu. In its active or
transitive sense this verb means ‘put in place’, ‘set up’; here, as the perfect
is used intransitively, it means that the combat has been ‘set up’, is under
way.

SAéxouctv: SMékw is a less common equivalent of AAuw ‘kill’, ‘destroy.’

174 épUooacfar: infinitive after émBUouot in the next line. The shift of
construction (participle in the uév clause, finite verb in the &¢ clause) is
common (Denniston g6g).

fivepdesoav ‘windy’, an accurate description (see Bowra 1g6o: 19,
a discussion of Homeric epithets for Troy), though the epithet is also
used of other places.

176—7 These lines were deleted by Zenodotus: cf. 155-6n. At 16.836
Hector told the dying Patroclus that he would be food for birds of prey, but
said nothing of decapitation. At 17.126—7 the narrator described Hector
beginning to drag away the dead Patroclus, and said that his intention was
‘to cut his head from his shoulders with piercing bronze, and give the
corpse to the Trojan dogs’. In the present passage the reference to impal-
ing the head on a stake is a new point (but see 155-6n. for Zenodotus’ text
there), and conceivably a fabrication by Iris, intended to spur Achilles into
action. More generally, the savagery of the conflict is on the increase in
the second half of the poem. The lesser Ajax decapitates a corpse at 13.
202—4. Heads are cut off at 11.146, 261, 14.496-8 (Fenik 1968: 84).
Threats of mutilation play a part in this escalating process (Segal 1971,
esp. ch. g, analyses the evidence in detail). But these threats all go unful-
filled, except for those of Achilles (Morrison 1992: 142 n. 47).

For mutilation, esp. impalement, in Near Eastern texts, see Griffin 1980:
45—7; West 1997: 388.

177 é&vé: with locative dative: ‘on top of’ (cf. 1.15).  okoAémesorn: the
stakes are probably mounted on the outer walls of Troy: cf. Od. 7.45
(describing the city of the Phaeacians).

amalfis ‘tender’ intensifies the emotional appeal. The adjective sug-
gests vulnerability, and hence is sometimes associated with female flesh:
cf. 123 (Trojan women), 19.285 (Briseis); cf. 3.3771 (the unwarlike Paris).
See also, however, 22.32%7 (Hector’s throat pierced).

178 &N &va: here, &vais used in an imperatival sense (= &vdoTnér): ‘up’ =
‘get up!’, ‘stir yourself’; so also 6.331 (Hector to Paris), 9.24%7, Od. 18.13.

un8 éni xeico: whether or not Achilles is still prostrate, keipon can suggest
idleness or inactivity: cf. Callinus 1.1 péxpis Téo kaTéxeloBe;

oéag 5é oe Buudv ixéioBw ‘let shame enter your heart.’ oépas occurs only
here in the Iliad (it is commoner in the Odyssey), but see 6.167, 417 for the
verb oepdooato. Cairns 1993: 137-8 discusses the term, concluding that in
Homer it is very close to aidds, sharing with that term an inhibitory aspect
and a close link with the potential for disgrace.
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179 Tl&arpoxdov: 171n. Tpwifjlor xuciv pédmmlpa  yeviofar ‘that
Patroclus should be a plaything for the Trojan dogs’. A péAtn8pov is some-
thing which provides sport (from péAmew, ‘play’, esp. with reference to
dancing or song). For the phrase cf. 13.233, 17.255 (the latter is the
same line as here). That the dead warrior may be prey for dogs and birds
is a motif which occurs repeatedly in the Iliad (the idea was introduced in
the proem, 1.4-5): cf. Griffin 1980: 115-19. Itis unusual for the dogs to be
specified as Trojan, but see 17.241, 558; and in a dark moment Priam
anticipates that the house-dogs he himself has raised will soon devour his
dead flesh (22.66-71). Here it seems to be implied that the animals will
share in the victory of the Greeks. That the feminine is used (‘Trojan
bitches’) adds to the hero’s potential humiliation; cf. 13.623 xaxai kuves,
quoted in next n.

180 ooi AdPn: we should understand #oton: ‘It will be a disgrace for
you.’ AP refers to outrageous and humiliating action, and can be used of
its effect on the recipient. At 19.208 Achilles refers to the need to avenge
the AoPn that Hector has inflicted on him and the other Greeks. Cf.
13.622—-3 (Menelaus abuses the Trojans) ‘you who have no lack of other
wrongdoing and shameful acts that you have inflicted on me, vile bitches’
(Ad>Pns Te xai aloyeos . . . | fiv 2t AwPrioacte, kokai kUves).

aixev...#8m ‘if the corpse should go mutilated in any fashion (71).” This
seems the likeliest rendering for the line. The verb is rather vaguely used,
almost equivalent to ‘be’; if pressed, it presumably means ‘passes into the
control of the other side’. (This rendering assumes that vékus is nominative
sing. and the subject of #]8m. Others (e.g. Leaf) argue that it might be
accusative pl. and that the line means ‘if he should pass to the dead [i.e. to
Hades] mutilated in any fashion’, but this seems much less plausible.)

filoxuppévos ‘defiled’, ‘mutilated’ (perf. participle passive of aiocyivw),
referring to the savage treatment allegedly intended by Hector.

181 &ios: the classic instance of a stock epithet which is indiscrimi-
nately applied to all manner of characters and seems to carry virtually no
local significance: see Parry MHV 146—7 for a list of thirty-two people to
whom it is attached.

182 A strikingly brief response to Iris’ exhortation. For another one-
line speech in this book cf. 3g2; there are thirteen examples in the Iliad,
twelve in the Odyssey (listed for both epics by de Jong 2001: 189). Achilles
recognises Iris immediately, as he did Athena in book 1. As son of
a goddess he has a closer relationship to the immortals than normal
men. In the Iliad he is only once deceived by a god’s disguise (Apollo’s
trick at 21.599-611, swiftly ended by the god). It is unusual for a mortal to
reply to or question a command by a god, and in fact this is the only place
where any human replies to a message from Iris. Again this seems to bring
out Achilles’ special status.
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Achilles could have simply replied with the speech he utters next
(188-95). Why is he concerned to know who sent Iris? His mother’s
warnings no doubt carry some weight, but he is not the man to shrink
from battle in self-protection. It may be that in the wake of the recent
disaster he is less confident of divine support (contrast 9.608) and seeks
reassurance before taking further action.

Tap (see 6n., esp. Katz 2007) should be read here, as in 188; this is an
interrogative particle which is used in epic but then forgotten or assimi-
lated to T’ &pa. (yép, a variant both here and in 188, is probably to be
rejected as facilior lectio (that is, a scribe has replaced a more difficult with
an easier or more familiar term). If yé&p is retained, it would be best
defended as an example of Denniston’s category 1v.(2) (pp. 81-5; cf.
Ruijgh 19%71: 807-9), in which an answer takes the form of a question,
but where the speaker wishes to learn something further: see e.g. Soph.
Ajax 101, 282.)

184 Twpoinke: compound form of ke, used with wpé in tmesis at 168
above.

Ao xubpty Tapaxoris: the honorific expression enhances Hera’s status.
It is not however uniquely used of her: at 21.4779 Aids aioin Tapakortis is
used of Leto.

185 Uyiluyos ‘high-seated’, a recurrent epithet of Zeus. {uyév can
refer to a bench, such as the benches where the rowers sit in a ship.
A grander and more elevated conception is no doubt meant here; still
more so at Aesch. Ag. 183 (the gods) oéApa oepvdv Huévev (cf. Fraenkel on
that line (p. 109 of his commentary) and on 1617-18).

188 Tap: see 6n. Exouot 8é: here 8¢ is equivalent to yé&p (‘for’), as
often in Homer and other poets: Denniston 169g. This usage is rare in
prose.

189 ¢iAn hardly means more than &ufj (‘my’) (27n.). Achilles in this
context has no reason to stress his affection for her.

18990 Tmpivy'...mpivy’ ‘atanyrate until...’ The first occurrence of
these words is syntactically superfluous (cf. 1.977, Cunliffe s.v. wpiv (77)).

191 oveUro ‘she promised.’ grd sing. aor. indicative from oTedpa,
‘declare’, ‘vow’, ‘promise’. Only this form and the present oredrar actually
occur.

192-3 ‘I do not know of any other man whose glorious armour I can
put on, unless [sc. I put on] the shield of Ajax Telamon’s son.” The words
&\ou Teo are attracted into the genitive (rather than the accusative as
object of oida) by association with the second Téo (‘whose’) (on attraction
see Smyth §926). There is a slight shift of construction in the second line:
rather than saying ‘any other man apart from Ajax’, Achilles focuses on the
chief attribute of Ajax, his tower-like shield. The poet’s mind is already
occupied with the idea of a shield for Achilles.
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Achilles ignores the possibility, which will occur to many readers, that he
might use Patroclus’ armour: it must be close at hand, and will fit him as
readily as his fitted Patroclus. The poet will not allow his hero to wear the
armour of a warrior so inferior in prowess to himself. Hence Achilles only
considers the option of using the armour of Telamonian Ajax, the hero
who is regularly said to be second only to Achilles among the Achaeans
(e.g. 2.768—9, 177.2779-80, Od. 11.469-70, Soph. Ajax 1340-1). The heroic
hierarchy is more important than mere practicality.

For Ajax’ mighty shield see the description in 7.219-23, preceding his
duel with Hector.

oé&xkos: one of the two terms for a shield in Homer, the other being
&oris. At 458 Thetis begs Hephaestus to manufacture an &oris for Achilles,
but the poet describes him as forging a oéxos (478, 608-9), and there is no
sign that he has done anything different from what she requested. Perhaps
they originally designated different types, but it seems clear that the liad
regards them as synonymous (so Whallon 1969: 36—41, against Gray
1947).

194 #Amop(au): the word is parenthetical (‘I imagine’): it may be ped-
antic to place it between commas, but it certainly makes the syntax clearer.

Achilles’ supposition has been confirmed by the narrative, see 157, 163.

195 Sniéwv ‘laying waste’, here used intransitively (more usually ‘kill’,
‘slay’, ‘ravage’).

197 8 = ém, ‘that’ (Cunliffe s.v. & (7b)): cf. e.g. 5.433, 9.493.
fxovran ‘are in their possession’: KAut& Tedxea is the subject (in epic the
rule that neuter plurals take singular verbs is often not observed: Monro
§172, Chantraine 11.23). Homeric usage elsewhere (and the clearer case at
130) strongly suggests &xovron must be passive.

198 alrtws ‘justasyouare’,i.e. without armour (cf. 338). Some editors
ancient and modern have preferred to read adTés, ‘you yourself’ (so e.g.
Willcock), but the sense is hardly affected.

émri Tagpov ‘to the trench’. This means the great ditch which was dug as
part of the construction of Achaean defence-works in book %7 (see esp.
337-44, 436—41).

pavnt ‘show yourself’: aor. imper. from gaive.

199 «iké ‘to see if they may ..., ‘in the hope that’; cf. 143n.

200-1 =11.800-1 (Nestor’s advice to Patroclus) = 16.42-3 (Patroclus’
appeal to Achilles). Both lines are absent from the present passage in
several papyri and many manuscripts have only line 200. The sentence
could end either after 199 (the subject being understood from context)
or, more smoothly, after 200. West brackets both 200 and 201. I prefer to
retain 200, which allows Iris to state the consequences for both sides; 201,
however, ends the speech with a gnomic comment which seems more
appropriate to Nestor and less suitable to the urgency of the present
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scene (the same line is deleted by Heyne at 16.43, where the same argu-
ment applies). For fuller discussion see Apthorp 19g6.

201 SAiyn 8¢ T &vémrveuois roAépoto ‘but brief is the breathing-space in
war’: a quasi-gnomic expression (as the generalising T¢ indicates: see
gogn.). The comment develops the use of the cognate verb dvamveiowat
in the preceding line.

202—-238 Achilles makes his appearance at the trench; the Trojan
forces are thrown into panic; the Achaeans succeed in recovering
Patroclus’ body

One of the most impressive scenes in the poem now begins. Achilles’
appearance on the wall above the trench is almost like an epiphany;
Athena enhances the effect by giving him the divine aegis, normally
used exclusively by herself and Zeus (though also by Apollo in book
15). She creates a golden cloud and kindles supernatural fire above his
head; this goes further than the parallel glorification of Diomedes in
preparation for his aristeia in book 5. Achilles is described in two unusual
similes, both related to the siege or sacking of a city (with obvious fore-
shadowing of the fate of Troy), and the first with a strong fire-element (on
Achilles’ association with fire see Whitman 1958: 128-53; Taplin 1992:
226—7; Mackie 19g8). The visual is reinforced by the auditory effect: his
deafening shout (trebled, see 228) terrifies the Trojans. Athena echoes
his cry with her own: as at the climax of the Odyssey, the prowess of the
hero merits divine support (there is no suggestion that it in any way
diminishes the mortal’s achievement). On the extraordinary effect of
Achilles’ shout see 230—1n.

202 Iris departs without waiting to hear whether Achilles assents to her
proposal (similarly at 138 Thetis assumed his consent). This is relatively
common with divine instructions, and illustrates the power which gods can
exert over mortals. But in any case further debate would only slow down
the action: cf. next n. on Athena’s instantaneous arrival.

203 &pro: Achilles rises literally from his recumbent position; but the
verb also carries a heavier significance, as he returns to the conflict which
he had abandoned because of his wrath.

Siigidos: originally Aii gidos, but by the time of the Iliad probably best
regarded as a single word (manuscripts often divide the expression into
two words, but ancient grammarians regarded it as a compound adjective).
For discussion of such forms see West’s edition, vol. 1, xxviii-xxix.

é&uei & Afqvn: suddenly Athena is there, supporting Achilles; the poet
does not delay the action by describing her descent or saying whether
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other gods are aware of her intervention: contrast the more leisured scene
with Iris.

204 aiyida: the aegis is worn around the shoulders also at 5.738 (by
Athena herself, arming for battle). It is rather vaguely conceptu-
alised. The word ‘aegis’ was etymologised as ‘goat-skin’(in 15.309 it is
&ugiddoeiav, ‘hairy all around’), yet the smith-god Hephaestus is said to
have made it (15.308-10). Sometimes it is a kind of garment or cloth
(here with tassels), as when worn by Athena here and in 2.446—49, but
when used to cover and protect Hector’s corpse it is described as ‘golden’
(24.20-1); and in other passages it is treated like a shield wielded by Zeus
or Apollo (4.167, 15.229-30, 318-22). In 5.738—42 Athena’s aegis has
emblems resembling those of a shield, including the Gorgon’s head,
Phobos, Eris and so forth (cf. Agamemnon’s shield, 11.36—7). Rival con-
cepts seem to be in play, but whatever its nature, those who use the aegis
can bring terror and confusion upon an army or a company of men (as
here, and at Od. 22.297-8 where Athena uses it to inspire panic in the
suitors). See further HEs.v. ‘aegis’; Griffin 1980: go-1; Macleod on 24.20.
For illustrations of Athena wearing the aegis see LIMC ‘Athena’, 11.1.121
and 127.

fuccavéecoav: a standard epithet of the aegis. A 8ioavos is something
which hangs off it — a tassel, or some other form of decoration. The
description of the aegis in 2.446-51 includes more detail: ‘the precious
aegis, ageless, immortal, with a hundred dangling tassels, all of pure gold,
and each finely woven, and worth the price of a hundred oxen’ (tr.
Green). ‘Woven’ there may suggest decorations of gold wire. Hera’s girdle
is also adorned with tassels, not explicitly of gold, at 14.181.

205 #otepe ‘surrounded’: oTépw, like oTegavdw (485n.), means envel-
oping or crowning someone with something. The metaphor is sometimes
used quite loosely, e.g. 13.736 where the ‘crown of battle’ is said to blaze
around the warriors. At Od. 8.170 a god ‘crowns’ (i.e. enhances) good
looks with eloquence (popeiv #meor otéger). Here Athena surrounds
Achilles’ head with a golden cloud. Gold is often associated with divinity
(375n.). For golden clouds see esp. 14.342-5, 350-1, where Zeus creates
one in order to prevent prying eyes from witnessing him making love to
Hera.

206 Athena kindles flame from Achilles’ head. This resembles the
beginning of Diomedes’ aristeia at 5.1-8. In the first half of the poem
Diomedes is sometimes presented as a ‘stand-in’ or lesser equivalent to
Achilles during the greater hero’s absence (see 6.99, Andersen 1978). He
too enjoys Athena’s support and causes terror among the Trojans. In book
5, however, the kindling of supernatural flame immediately preceded
Diomedes’ entry into battle; here Achilles’ appearance only presages the
devastation he will cause on the next day; actual intervention is ‘retarded’
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(on Homeric retardation see Bremer 1987 (on the delay before Hector’s
death); Morrison 1992: 35-49; and de Jong 2001: 386—7 on delayed
recognition in the Odyssey).

Light radiating from the face or head is typical of an epiphany: see
Richardson 1974: 210. An interesting contrast can be drawn with Ap.
Rhod. Argon. 3.1017-19, where it is Eros who kindles fire from Jason’s
head, captivating the love-sick Medea — an indication of the very different
priorities of Apollonius’ epic, esp. in book 3.

207-13 ofter a simile comparing the blaze emanating from Achilles
first to smoke rising from a besieged city, and then to fire beacons with
which the inhabitants are trying to signal to their allies. Similes relating
to war and the battlefield are rare (normally the poet is concerned to
produce a contrast rather than a closely related comparison). Besides
this example, see 219-20, 21.522-5, 22.410-11 (the lamentation for
Hector compared to the wailing of a city - Ilium itself - in flames: obvious
foreshadowing of the now inevitable outcome), Od. 8.523-30. See
Moulton 197%7: 107-8, 111.

A city under siege appears on a silver rhuton (a type of jug used for
libations) from Shaft Grave IV at Mycenae (sixteenth century Bc; Karo
1933: no. 181; ill. e.g. in Hampe and Simon 1981: 88, nos. 130-1; and
Marinatos and Hirmer 1973: pl. 196). Closer to the poet’s own time is the
seventh-century Phoenician silver bowl from Amathus (see Figure 3 on
p. 203), illustrated in Edwards 205, as also in Boardman 198o: 50 fig. 19;
more detail in Markoe 1985: 172—4, 248—9; West 1997: 99—100, 389—go.
The relation between archaic siege warfare and Homer’s treatment of the
theme is discussed by Crielaard 1995: 215-24.

207 &g & 8ve ... lkmra: similes are often introduced by ¢, s 8te, s
&'&tav, etc.: lists in Lee 1964: 62—4. ds te may be followed by indicative
verbs (as in 601), or by subjunctives. Metrical convenience may be
asufficient explanation for the difference (so Lee 20), but there is perhaps
a sense that the subjunctive moves the imagined action onto a different
plane from the narrative. Although a simile may begin with subjunctive
verbs, there is quite a strong tendency, if the simile is of some length, for
the sentence to revert to the indicative: e.g. 6.506—11 (subjunctive in 507
but three indicatives in 50g9—11). Here metre guarantees the subjunctive in
207; in 208 the whole tradition, including two papyri, gives indicative
&uqipdyovtan (emended to subjunctive by Hermann); in 209 the manu-
scripts are divided, but the same papyri give the subjunctive kpiveovrar.
In 211-12 the verbs are plainly indicative. It may be relevant that the verb
in 208 is within a relative clause (cf. Chantraine 11.355-6), so that this verb
is not on a par with the others. The subjunctive almost never appears in
a subordinate clause introduced by the relative pronoun within a simile
(Ruijgh 1971: 462, 458: the only exception he finds is Od. 16.19). Decision
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is somewhat arbitrary, but in view of the last point it seems reasonable to
follow the oldest testimony and allow the variation.

208 éx vijoou: this seems to be one feature introduced in order to
differentiate the situation in the simile from that of the narrative.
Heroic mythology probably did include some narratives of attacks on
island peoples: Achilles seized the island of Scyros (58n.), and
Agamemnon’s offer of seven captive slave-women from Lesbos as
part of his appeal to Achilles refers to a similar raid (9.128-30,
270-2, cf. 664).

209 oi 8&: manuscripts and papyri all read Te, but 8¢ (conjectured by
Heyne) seems a necessary change. oi Te would have to refer to the besie-
ging forces (the 31jio1); the amended text will refer to the besieged side.

Tavnuéptor: this suits the narrative situation: see 239—42, where Hera
sends the sun to rest, bringing to an end the long day of fighting which
began in book 11.

xpivwvTan ‘are marshalled for combat’, so ‘contend’. The verb is often
used of military disposition: cf. 2.362, 16.199, Od. 24.507. On the sub-
junctive mood see 207n.

210 &oeos ik o@etépou: this phrase picks up 207 é€ &oreos. We revert to
the subject of signals sent up from the besieged city: the two previous lines
are treated as though they were in parentheses. This long-range connec-
tion is awkward, however (we expect the phrase in 210 to be related
somehow to the action of the preceding line), and Gregory Hutchinson
has suggested to me that 20g-10 might both be deleted. The main advan-
tage would be to ease the syntax, but this deletion would also remove the
potential puzzle over the identity of of in 209, and it would dispose of the
oddity of ogeTépou, a specification which seems superfluous to the sense, as
no other township appears to be in question. Line 209 might well be
derived from 2.385.

Gpa 8 fedicot karaduvti: again we should compare 239—42, where Hera
brings on sunset. With the coming of darkness, smoke signals give way to
fire, which is more visible by night (as was noted by the scholia on 207 (bT)
and 211 (T") and by Eustathius I. 1138). If 209-10 are interpolated, the
addition could have been made in order to clarify the times, distinguishing
smoke and fire, day and night.

211 Trupooi: fire beacons are mentioned only here in Homer. For later
references see Aesch. Ag. 281-311 (Clytemnestra on the chain of bea-
cons), Hdt. 7.183, 9.3, Thuc. 2.94.1, 3.80.2, Polyb. 10.43-7.

éritpipon: a rare word (but cf. 552), of uncertain meaning; usually
rendered ‘close together’ or ‘in close succession’. It was commonly etymo-
logised in antiquity as from fjtpiov ‘warp’, a term of weaving, so that the
adjective suggested threads woven closely (a false etymology according to
LfgrE, but none better is proposed).
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213 o kév: for the construction see 143n. Here ws (‘somehow’) adds
a further note of uncertainty.

&pfis &AxTiipes: see 100n.

214 «aifép’ ixave: the hyperbole of ‘reaching’ or ‘striking’ heaven
becomes an epic commonplace; see e.g. 15.686, 19.379, Od. 9.20, Virg.
Aen. 3.423, 619—20. Housman (1894) briefly discussed expressions of this
type and complained of Virgil’s habit of ‘using language too grand for the
occasion’. For a more sympathetic approach to the figure of hyperbole see
Hardie 1986: ch. 6.

215-16 Achilles does not cross the trench. The reminder of Thetis’
typically restraining counsel brings out her son’s belated concern to follow
her advice (cf. 189—go) but also suggests the violence and anger waiting to
be unleashed.

216 &miler(o) ‘felt respect for’: cf. 22.332. The verb is cognate with
&ms, which means the watchful eye kept on mankind by the gods (e.g.
16.388, Od. 13.148 (with Bowie’s n.), 14.82).

217 &mwérepOe 8¢ TTaAAds Abfvn: &méTepfe means ‘apart’, ‘at a distance’:
Athena performs the function of an echo, no doubt greatly amplified.

218 g@béyfar’: for divine warcries to hearten or terrify mortal armies,
cf. 11.10-12 (Eris), 15.321 (Apollo), 20.48-52 (Athena and Ares).

Tpweoow: the passage makes no reference to Hector (contrast the ear-
lier scene 148-64, where he was fighting in the forefront and had hold of
Patroclus’ body). The poet avoids the problem of bringing Achilles and
Hector face to face too soon (if he saw Patroclus’ killer, would Achilles still
be able to restrain himself?); also, if it were made explicit that Hector
shared the panic-stricken reaction to Achilles, that would diminish his
status and make it harder to explain his defiant attitude in the Trojan
council (285-309, esp. 293-6, 305-8).

&ometov: see 165n.  Qpoe: the subject could be either Achilles or
Athena; I prefer the former, taking the clause about Athena’s shout as
parenthetical. But the effect on the Trojans is the same whichever is
chosen. For other divine shouts see Griffin 1980: 37-8.

219-20 A much briefer simile than at 207-13, but one which continues
the theme of a city besieged. There the fire blazing from Achilles was
compared with fire-signals sent up by the besieged forces; here Achilles’
voice is compared to the sound of a trumpet rallying the forces. In both
cases the comparison brings out the way in which Achilles’ return to battle
will prove to be a turning point, relieving the hard-pressed Greeks (who
correspond here to the besieged forces): ‘As when a piercing cry (is
heard), when a trumpet gives voice because of the hostile forces, life-
wreckers, who surround a town, such was the piercing cry of the scion of
Aeacus at that moment’. See Moulton 19%7: 107, 111.
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219 &g & 87 &pilnAn gwvi: the clause has no verb; ‘occurs’ or ‘rings
out’ needs to be supplied.

¢wvi: a term more usually applied to human voices (though also to the
utterances of animals or birds). For other cases where the word refers to
the noise made by inanimate objects see LS] s.v. 1.4. Here the trumpet’s
‘voice’ is a metaphor; it could be seen as a case of transfusion (222n.).

o&Amyé: as the scholia (Arn/AT) remark, the trumpet is an anachron-
ism, in the sense that Homer’s heroes do not use the instrument: it is an
intrusion from the poet’s own era. This is a common phenomenon in
similes: another example is horse-riding (15.6%79), and ancient scholars
also commented on the suggestion in the simile at 24.480—2 that the killer
needs to be purified, since they held that such cleansing of pollution
belonged to a post-heroic age (they may have been wrong on this point:
see Parker 1983: 130-5). Later poets observed and imitated this tendency:
Virgil and Ovid include similes referring to siege-engines and catapults,
which are post-heroic (Aen. 12.921—2, Met. 8.357-8), and Milton goes as
far as allowing himself references to Galileo’s telescope and to the dis-
covery of America (Paradise Lost 1.287—9, 9.1115-18). See further Schmidt
1976; Niinlist 2009: 118, 296. On the trumpet see West 19g92: 119.

220 ‘because of murderous enemies who encircle the city’. dwo here
seems to mean ‘in the face of’, ‘under pressure from’. The syntax is
peculiar, since weprrAopévewv (from mepimédopen) is elsewhere always intran-
sitive, but here seems to govern the accusative &otu (the prefix mwepi- makes
this somewhat easier). The phrase &oTu TeprrAopéveov should be taken to
refer to the ‘enemies’, those besieging the town. This allows the trumpet in
the preceding line to be that of the defending side, rallying support.
(Others, e.g. Edwards, understand &otu Tepimiopéveov as dependent on
o&Amy§ (‘as when the trumpet of those encircling a city rings forth’);
this makes dniwv Umo BupopaioTéwv into an independent phrase (as at
16.591), but this seems awkward, especially as the function of Yo becomes
very obscure.)

BupoppaioTicwv: from Bupds + paiw (‘break’), hence ‘life-destroying’;
used of death at 18.544, 16.414 = 580.

221 Aiaxidao ‘descendant of Aeacus’; Achilles is grandson, not son, of
Aeacus. (Contrast 433, where the patronymic is used more precisely of
Peleus.)

222 &g oUv: a common Homeric combination to introduce a clause
containing a verb of seeing, hearing or ascertaining. In all cases the object
perceived has been mentioned shortly before, so that odv has a recapitu-
latory force: here in effect ‘when they heard this voice that has just been
mentioned ...’ See Denniston 416-17; de Jong 1987: 266 n. 12.

&iov ‘perceived’: the verb can refer to sight, sound and even touch
(11.532, of feeling a blow).
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Sma xaAkeov: Achilles’ voice is described as ‘brazen’, an adjective better
suited to the trumpet with which it is compared. This blending or cross-
over between comparison and comparandum is quite common in ancient
poetry. Different critics have used a variety of terms to describe the usage,
including ‘transfusion’ and ‘interaction’: see Rutherford 2012: 121-2;
a detailed study of the phenomenon is Silk 1974.

xé&Akeov is used despite the fact that the noun &y is feminine; the
feminine forms yxaAxény or xoAkeiny would not scan here (though
Zenodotus as cited by schol. A 222 conjectured xoAxkénv, scanning -énv as
a monosyllable (synizesis)).

223 Ta&ow épivin Bupds: so also at .29, at the beginning of Diomedes’
aristeia, and at 16.280 (Patroclus’ onslaught).

224 &y Sxea Tpoémreov ‘turned the chariots around’: that is, they wheel
round, dragging the vehicles with them, in their anxiety to flee. The verb
occurs only here in Homer (tpémw is more usual), but Tpor) is common in
later authors for ‘flight’ or ‘rout’.

éooovro ‘they foresaw’: cf. Od. 18.154, where Amphinomus has fore-
bodings (37 y&p xaxdv ooeto Bupidt) because of the stern warning he has
just received from the disguised Odysseus. 8coopau is cognate with 8ooe
(‘eyes’).

225—7 We have already been told of Athena kindling fire on Achilles’
head at 205-6, but here we see the horrifying sight through the eyes of the
panicking onlookers: the adjective dewév reinforces the focalisation.

225 fxmwAnyev ‘were thunderstruck’ (understand ¢pévas, ‘in their
hearts’, cf. 13.394, 16.403). The grd pl. aor. passive of éxmAfioow is
g€emAdynoav, but that form is not found in epic. The shorter form here is
paralleled in the uncompounded verb in the two passages just cited; cf.
also the aor. participle mAnyeis (8.12, 23.694). The grd pl. ending in -ev is
typical of Aeolic, one of the dialects which forms part of the Homeric
linguistic mixture: compare fjyepfev for fiyépbnoav (&yelpw).

&xduaTov ‘untiring’, ‘inexhaustible’, from & + x&pvw.

228-9 Tpis ... Tpis: see 155—7n.

229 xuxhfnoav ‘were thrown into confusion’, g pl. aor. passive of
kukdw, ‘mix’, ‘stir’. The verb can be used of troubled waters, as with the
river Scamander (21.285) or the whirlpool Charybdis (Od. 12.238, 241).

KAatoi ‘renowned’, cognate with xAeiw, kAéos. The adjective is regularly
used of the Trojans’ allies; so also ThAekAeiTol ‘far-famed’.

230—1 The interpretation of these lines is difficult. Either the Trojans
in question simply die of fright, or they are entrammelled in their own
chariots and impaled on one another’s weapons in the chaos of retreat.
Interpretation depends on the sense of &uei: ‘around (i.e. near)’ or
‘upon’? The scholia refer to criticisms of the passage as ‘unbelievable
and excessive in its hyperbole’, but offer a defence from the extraordinary
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situation. For discussion see Griffin 1980: 38-9, who argues that Homer
intended the naturalistic explanation (the weapons cause these deaths),
but that he is drawing on traditions which admitted more terrifying and
supernatural effects, as in the Tdin, where the horrible scream of the
warrior Cichulain brings about the death of a hundred men. For other
parallels see West 2007: 457.

Zenodotus seems to have accepted or invented a version of 231 which
may be an attempt to avoid the ambiguity. In place of &ugi ocgois éxéecor he
read ofow év PeAéecor (‘on their own weapons’), but metre would require
ofow to be scanned as a spondee, implausibly. His version is cited by the
schol. A on the line, with the objection that this is not the proper way to
express that idea; ‘for it ought to be Tois &AAjAwv’. In other words, the
scholiast felt that it would be more plausible for the panic-stricken men to
die wounded by each other’s weapons than by their own. Payne Knight cut
the knot by deleting 230, which makes &ugi oc@ois dxéecor qualify kuxkhénoav
(229): ‘they were thrown into confusion around their chariots’. But as
usual we have to ask why anyone would have taken the trouble to inter-
polate such a line.

Later military rhetoric can speak of winning victory with (only) a shout
(Tac. Agr. 34.1), but this expression reduces the epic conception to mere
morale-boosting.

230 #vladi ki TéTe ‘and there and then’: 3¢ provides a connection with
the previous sentence, while xai joins #v8a and téTe.

232 &omaciws ‘gladly’. The adjective &oméoios is used in different
senses and needs to be interpreted according to context. It can mean
‘welcome’, as when the sight of a shoreline is welcome to shipwrecked
sailors, but it can also, applied to human beings, mean ‘glad’ (i.e. welcom-
ing what they see or anticipate). In a well-known passage of the Odyssey
both senses are found (23.233, 238). The same ambiguity prevails with the
adverb.

Umrex: a composite preposition, combining the ideas of ‘out from under’
and ‘away from’.

233 x&rfecav év Aexéegor: no doubt some kind of makeshift stretcher
could be swiftly provided, but the language here and in 236 (eépTpwr,
‘bier’) suggests rather more. The poet does not wish to linger on distract-
ing practical details. He probably has in mind already the laying-out of the
body in state (prothesis), the first stage of funereal ritual, as represented on
Geometric vases (one is shown in Figure 1; see further Kurtz and
Boardman 1971: 58-61 and plates 4 and 5). Aexéecor is ‘poetic plural’
(Bers 1984: 22-61).

¢idor &' augéoTav étaipor: despite the use of Axaiof in 281 and 314, it
seems likely that here (as explicitly at 323, 355) Achilles is joined in
mourning by the Myrmidons alone, his own followers, who accompanied
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Figure 1 Athenian terracotta grave marker, c.750-735 BC. The repeated
patterns of figures illustrate the ‘Geometric’ technique. The upper panel
shows a line of mourning women, with a dead man lying on a bier.
(Metropolitan Museum of Art, New York: 14.130.14)

Patroclus on his doomed assault. Other Greek warriors have not been
mentioned since 157 (the Aiantes). The poet is not yet ready to tackle the
complicated negotiation of a new relationship between Achilles and the
Greek commanders whom he previously abandoned. That confrontation
is deferred to the next day (book 1g).

234 Hupdpevor: the sense is complete at the end of the previous line,
and there is a pause after the first word here. Enjambement of this type is
likely to be deliberately emphatic (1gn.).

235 S&xpua Beppud xéwv: face to face with the body of his friend, Achilles
weeps, whereas he was not said to do so before. Antilochus wept in bring-
ing him the news, but the poet only mentions Achilles groaning
and uttering cries of grief. The earlier omission may be accidental (see
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79 Ti KAaiers), but it is relevant that Achilles in book 1 only weeps once he is
alone on the shoreline (349, 357). Tears came readily to the heroes, but
for a man to weep in public, even in epic, can involve loss of face (e.g. Od.
2.81), even if self-control was valued more highly at a later date (e.g.
Archil. 13.10, rejecting ‘womanish grief’; Eur. Helen g47-53 with Allan’s
n.; Dover 1974: 167; Van Wees 19g8; Follinger 2009). But although
Achilles now weeps, he does not yet give voice to his feelings: we have to
wait until 324—42 to hear him address the corpse.

TmioTov étaipov: a stock phrase, but here best read as ‘focalising’
Achilles’ own assessment of his devoted friend. Patroclus’ neglect of
Achilles’ warnings (13-14) is forgotten here.

236 @épTpwn ‘abier’: the word occurs only here in Homer and is rare in
later Greek, but seems to derive from ¢épe (cf. Lat. feretrum from fero, Eng.
‘bier’ from ‘bear’).

237-8 bring the scene to a close with a two-line retrospect of the
action from book 16 to the present. The recapitulation of the sequence
of events underlines the enormity of Achilles’ mistake in sending his
friend out in his place, and the pathos of the outcome. On homecoming
see 6on.; here the idea is transferred to returning to the safety of the
camp.

237 Tév ‘whom’. In Homeric Greek the definite article can function as
a relative pronoun (e.g. 1.36 AmwéAAww &vakTi, TéV fikopos Téke AnTd,
Monro §262). See Introduction p. 63.

fitor ‘truly’, ‘indeed’. To1 and its compounds are rare in narrative, and it
has been suggested that this may be a vivid way of conveying Achilles’ own
reflections and self-reproach (de Jong 1987: 121—2 speaks of a ‘stream of
consciousness’ technique). On the other hand, there are some narrative
uses of this particle-combination which seem to have no such force (e.g.
1.68; Denniston 553—4).

239-242 Hera brings on the sunset

The central day of battle in the Iliad lasts for seven and a half books; it
began with dawn at 11.1-2. Critics have sometimes found difficulties with
the poet’s conception of the day: see especially 11.84—go, where the mid-
point of the day seems to be reached too soon, and 16.7%7%7-80, where the
sun reaches the middle of heaven and begins to decline: does the day
have two widely separated hours of noon? Older analysis explained this in
terms of multiple authorship; for a modified form of that solution see
West 2011a: 326—7. Fenik 1968: 216 rightly insists that realistic time-
keeping is irrelevant: in book 16 ‘his [the poet’s] only interest is in the
splendid symbolism of the Sun’s descent heralding the final hour of
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Patroclus’. So too here the sunset marks the beginning of Hector’s
declining fortunes.

In any case nightfall cannot come too soon for the exhausted
Achaeans. In contrast the sun is ‘tireless’ (239 éxé&uavra) and reluctant
to set (240 &éixovra), so that Hera must accelerate his course. Her
intervention demonstrates her concern for the Achaean side.
(The Hellenistic critic Crates, fr. 26 Broggiato, ingeniously argued that
the sun was equivalent to Apollo, who as a pro-Trojan deity is reluctant to
allow the fighting to end so soon. One objection to this view is that the
identification of Apollo with the sun seems to be considerably later: it is
possibly attested in Aesch. Supp. 212-14, certainly in Eur. Phaethon fr.
781.12/225.)

The natural processes of day and night are also modified in Od. 23.
243-6, where Athena prolongs the night so that Odysseus and Penelope
may enjoy their love-making after their long separation. The Odyssean
passage doubtless imitates the present scene. The contrasting tone is
typical of the relation between the two great epics: in the Iliad, temporary
relief from combat and suffering; in the Odyssey, a domestic setting and
a more positive outcome (see further Rutherford 1991-1993).

For nightfall elsewhere in Homer see Kelly 2007a: 349-51, de Jong
2001: 42. Night brings relief to the Greeks also at the end of the
previous day of battle, in book 8 (48%7-8). There too a Trojan council
follows: see 243—-314a introductory n.

239 fékov § éxépavra: the expression is formulaic at this point in the
line (cf. 484 and Hes. Theog. 956 (dative)), but the adjective ‘untiring’ has
added point here, reinforced by ‘unwilling’ in the next line.

“Hpn: Hera continues to take the initiative in giving support to the
Achaeans: cf. 168, 184. Zeus comments on her determination at a later
point, 357-9.

242 époiico ‘common to all’: the adjective is also used of old age and
death. All these things are unwelcome or unpleasant, and one ancient
interpretation glossed the adjective as ‘bad’ (schol. D on 4.315, cf.
Aristonicus in schol. A™ on the same line, citing ‘the glossographers’).
But the derivation from 6uds, époios is plausible, and the sense ‘bad’ will not
suit other early uses, notably Hes. Op. 182. The ending -co is a modern
reconstruction of an older genitive: the manuscripts have the more famil-
iar later termination -ou, with which the word will not scan. If we restore
the older ending (here and in a number of other passages), the adjective
becomes five-syllabled, scanning v — v v — (the length of the final syllable is
the result of the double consonant . See further Chantraine 1.45; Palmer
1g62: g5; West vol. 1, xxxiii—iv.
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243-314 A Council of the Trojans; the prudent advice of Poulydamas is
rejected by Hector

This is an important scene for Hector’s characterisation, and one which
paves the way for the disasters next day. Hector throughout the latter part
of the poem is a successful fighter and a charismatic leader, but he
persistently overestimates his own abilities. See esp. 16. 860-1, where he
rejects Patroclus’ prediction that Achilles will avenge him; also 20.366—72,
434~7. In part this is explained by his reaction to Zeus’s promise of
support (see 293—4n.), but he forgets that this promise was limited to
a single day.

Speeches in Homer may be divided between those which are more
private and intimate (as is obviously the case with the conversations
between Achilles and his mother) and more public utterances such as
speeches made in a larger gathering, where face-saving and personal status
are powerful motives (see Introduction, pp. 46—7). The two speeches here
have some of the qualities of the later tragic agon, paired opposing
speeches normally of roughly the same length (here Poulydamas’ is 3o
lines, Hector’s 25). The poet allows some parallelism of structure and
rhetoric: both speakers contrast an earlier period with the present situa-
tion (using viv 8¢ to signal the transition, 261 and 293); both urge
acceptance of their own proposals (266, 2g97), though Hector is more
authoritarian and emphatic. Both anticipate the next day’s events, using
the same line to introduce the proposed scenario (277 = 3og) but con-
tinuing in different terms (Poulydamas speaks of fighting from the walls,
Hector of fighting by the ships); and both use the phrase &\yiov of «’
£8éAnion, ‘the worse for him, if he wishes’, with reference to Achilles (278,
306). This technique, sometimes called ‘responsion’, shows the sophisti-
cation of Homer’s rhetoric. The same kind of effect is achieved in many of
the most notable exchanges, e.g. between Andromache and Hector
in book 6. See Lohmann 1970 (esp. 30-3, 11g-20, 179-81 on the
present passage; 131-8 on Andromache-Hector), Macleod 1982: 52-3.
On techniques of speech-making in general see the Introduction,
section 5.4.

The episode as a whole should be compared with 8.48g-549, the eve-
ning of the preceding day, where the Trojans encamp out on the plain
after achieving great successes. There too Hector makes an optimistic
speech which the Trojans applaud (8.542 = 18.310), and they remain
encamped on the plain for the night; but there noone raises any objec-
tions, and the day which follows is to see still greater success.

For Poulydamas’ role in this scene see 249-52n.

243 &wé ‘away from’, ‘at a distance from’.
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244 U@ &puaociv: the preposition here means ‘from under’ rather than
the more usual ‘under’ (Monro §202).

245 is & &yopfiv &yipovro: a figura etymologica, i.e. a combination of
words derived from the same root: the agora is where one gathers (‘gather’
is the sense of the passive and middle forms of &yetipw). The figure seems
sometimes simply to produce a tautology, though occasionally it can draw
attention to a connection between words which may be less obvious (or
indeed spurious: e.g. 4.323, 9.422 T y&p yépas éoTi yepdvTtwv). For straight-
forward cases see 2.788 &yopds &yépevov, 9.70 Salvu Soita, Od. 6.61,
Fehling 1969: 153-62. The expression in the present line is echoed by
Ap. Rhod. A7rgon. 4.214.

8optroto: the 8épmov (cf. 298, g14) is (at least for soldiers) the main
meal of the day, taken in the evening. Homer also speaks of the &pioTov
(‘breakfast’), e.g. 24.124, and the 8eimvov, taken at some point during
the day (e.g. at 560, the meal for the workers in the vineyard; also 11.86
(simile), referring to a woodcutter breaking for his snack). The Setrrvov is
more frequent in the Odyssey, reflecting peacetime conditions.

246 ép8&v & éoTadTwy: contrast the normal conditions of assembly, as
at 2.95-100 (note esp. 96 i{évtwv, gg &leto Aads). There only the speakers
stand up.

oUdé Tis éTAn ‘nor did any one of them have the courage ...’

247-8 oUvex’ AxiAAeUs ... &Aeyewviis: the phrase is repeated with refer-
ence to the Greeks’ reaction at 19.45-6, and to that of the gods at 20.42-3.
The return of Achilles to the conflict has a powerful impact on all three
groups.

248 péxns ... &Aeyeawviis: war and combat are ‘painful’ as well as heroic,
and this is reflected in the language applied to them in Homer. Other
cases include 307: see n. there.

éwéwaut’ ‘had ceased from’, grd sing. pluperfect indicative middle of
Tadw ‘stop’.

249-52: Poulydamas is introduced as if he has not appeared in the
poem before, not because the poet has forgotten the previous occasions
but because this is his most important intervention. The technique can be
seen in other authors (e.g. Thucydides, see Griffith 1961; also Virgil, see
Tarrant on Aen. 12.138). He is a classic example of the ‘wise adviser’
figure: cf. Mentor and Halirrhothius in Od. 2, Odysseus addressing
Amphinomus in Od. 18.125-50, Solon to Croesus in Hdt. 1.30-3,
Artabanus to Xerxes in Hdt. 7.10 and 44-52, Tiresias to Pentheus in
Eur. Bacch, 266-327, etc. It is a common feature that the recipient of the
advice not only rejects it but threatens violence to the well-meaning
counsellor (so Hdt. 7.11.1, Eur. Bacch. 345-51). Often the rash advisee
recalls the advice too late: thus Hector admits his folly at 22.99-10%7 (so
also Croesus in Hdt. 1.86, Creon in Soph. Ant. 1261-76). Virgil’s Drances,
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Turnus’ personal enemy, is an interesting variation on the adviser figure:
his advice is prudent but his motives suspect (Aen. 11.336-444).

Later literature, especially historiography, also makes use of the contrast
between a brave leader and a more cautious general whose advice is
generally correct. See e.g. Livy’s presentation of the prudent Fabius
Maximus (the Cunctator) and the bold Scipio Africanus (28.40—4); also
Livy 6.22, 8.33, 10.28.

For the earlier occasions on which Poulydamas has given advice to Hector
see (a) 12.60-80, (b) 12.210-51, (c) 13.725-53. In (a) he gives sound
tactical advice which Hector gladly accepts. In (b), after initial expressions
of unease about Hector’s reaction, he gives a pessimistic interpretation of
a bird portent, which Hector rejects. (The opening line of Hector’s reply is
identical to his opening here: 12.231= 18.285.) Hector’s dismissal of the
omen includes the famous line ‘One omen is best, to fight for one’s country’
(243). In (c), Poulydamas introduces fresh tactical suggestions with a long
preamble emphasising how hard a man Hector is to advise, how quick to
anger. In fact Hector on that occasion does agree with Poulydamas’ sugges-
tion, but in the event the course proposed cannot be carried out.
On Poulydamas’ role in general see Schadewaldt 1938: 105—7; Reinhardt
1961: 272-7; Redfield 1975: 143—7; Taplin 1992: 157—9.

Of these earlier episodes the scene in book 12 is of special importance.
There Hector dismissed the advice and went on to do battle without
disastrous consequences. This may well fuel his overconfidence in the
present scene.

Poulydamas reprises his role as wise adviser in Quint. Smyrn. 2.41-62
and 10.10-25, where he is answered indignantly by Paris and Aeneas
respectively (at 2.61—2 Quintus makes him refer to his earlier warnings
to Hector, an allusive gesture to the epic model for this scene).

249 Temwvupévos: only here is Poulydamas is given this adjective. Others
so described include Antenor, Meriones, Antilochus (rather pointedly, see
23.570 with 586), and Telemachus in the Odyssey. It normally stands in this
metrical place in the line. It looks like a marginal case of a stock epithet
which is convenient to use with names of a certain metrical shape (-v v -
or —--), but which retains some of its significance.

250 Spa: an unaugmented 3rd sing. aor. form. mpéoow xai
émiocow: most naturally taken to refer to future and past, ‘forward and
backward’; but some interpret ‘saw the immediate and the remote future’.
The same phrase is used of Halitherses in Od. 24.452, butas he is a prophet
it is natural to think of him having insight into the future. For discussion
see Dunkel 1982/1983.

251—-2 The point about their shared night of birth has not been men-
tioned before: it is almost as though Hector and Poulydamas are twins.
The second line spells out what has been clear from earlier scenes, that
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their qualities are complementary (for opposed pairings of various kinds
cf. the brothers Prometheus and Epimetheus, Eteocles and Polynices,
Castor and Polydeuces, Romulus and Remus). Here however Hector
with his superior authority will overrule Poulydamas’ good counsel.

253 There are nine occurrences of this formula in the Iliad: in seven
cases the advice is accepted; in one other (2.78) it precedes a speech by
Nestor which expresses justified reservations about Agamemnon’s confi-
dence. It thus seems likely that the audience would have an almost auto-
matic expectation that Poulydamas’ advice will be sound (Kelly 2007a:
375; see also his discussion at 164-5 of this and other speeches recom-
mending retreat).

254 ¢ikowi: at no point in this speech does Poulydamas address Hector
directly, whereas in each of their earlier encounters he used Hector’s
name in the first line of his utterance. This indicates his misgivings as to
Hector’s likely reaction.

xédopanr ‘I urge you’: the verb need not mean ‘order’, and the whole
scene makes clear that Poulydamas does not have the authority to give
commands. There is in general some unclarity about his status: in 22.106
Hector fears the criticism of ‘one who is baser than I’, and in 12.213
Poulydamas speaks ingratiatingly to Hector (oudt piv oudt Zowke | Sfjpov
¢évTa Tapt§ &yopeutpe, ‘it is in no way fitting for a man of the people to
speak out against you’). The latter passage has even been taken to imply
that Poulydamas is one of the 8fjuos, but this seems incompatible with his
being the son of Panthoos, one of Priam’s counsellors (3.146): more
probably he is being excessively deferential (cf. Hainsworth on 12.213).

255 Hf pipvav & Siav: Poulydamas urges the Trojans not to do what
they did at the end of book 8 (565 éoTadTes ap' Sxeoqw éUbpovov ‘Héid
pipvov).

257 S@pa uév is balanced by Téppa 3¢ (Denniston 179) in the next line,
but the true antithesis comes at 261 viv &' (‘but now’).

oUtos &viip: Poulydamas’ fears are such that there is no need to specify;
the identity of their chief opponent is vividly present in all the Trojans’
minds. For other passages where the person meant is similarly unnamed
see Macleod on 24.702.

258 pnitepor wohepilewv ‘easier to make war against’.

259 xaipeoxov: frequentative (159-60n.): ‘I often rejoiced.” Pouly-
damas exaggerates, since there is no evidence that the Trojans have
spent more than one night encamped on the plain. Indeed, the reverse
is claimed by Hera at 5.788-91 (‘as long as godlike Achilles was marching
out to war, the Trojans never ventured out of their gates’), but there too
the version given naturally serves the speaker’s rhetorical needs.
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yvé&p: the sentence illustrates the general statement in the previous two
lines with the particular experience of Poulydamas (Denniston 58, 66).
The emendation pév shifts the emphasis so that the sentence 259-60
anticipates the contrast with 261 viv 8¢ . ..

260 &uqiediooas ‘curved’ or ‘rounded’ seems the simplest rendering.
Another possible sense is ‘twisting both ways’ (&ugi- + éMoow), i.e. readily
manouevrable, ‘versatile’ (‘oarswept’ in Lattimore is implausible). See also
Steiner on Od. 17.427, and for ship-epithets Alexanderson 1g7o0.

261 aivids SeiSoixa: it is remarkable that Poulydamas admits openly
before the army to being afraid; the heroes are normally reluctant to
reveal any such feelings for fear of losing face. In 10.93-5 Agamemnon
admits his fear to Nestor, but that confession occurs in a private dialogue.
At Od. 11.43 Odysseus admits fear at the fringes of the underworld, but
as part of a retrospective narrative, and he goes on to show how he over-
came it.

262 olos xelvou Bupds Umippros ‘because of the nature of his violent
temper’; lit. ‘of such kind (is) his violent temper’. See Cunliffe s.v. olog
(3), ‘in causal sense’.

oUk iéfeAnoa . ..: Poulydamas’ certainty about the outcome is expressed
through the firm future indicatives here and in what follows: 265
paxhoetal, 266 &8 yép EoTal, 268 xixhoetan, 270 &pieTan, culminating in
the vivid use of the present with future sense (271).

264 pivos &pnos ‘the frenzy of war’. The essence of uévos is its dynamic
force: it can refer to the energy or vitality of a human being, or to the
violent motion of rivers, fire, wind, a spear in flight, etc. ‘As a quality of
character or mood, pévos represents a furious urge to action that can tend
eventually to frenzy and self-destruction’ (Clarke 1999: 111).

Sariovrar: from Satéopcn, ‘divide’, ‘sharc’, herc metaphorical: both
sides share in warlike frenzy. See also Introduction 5.5, p. 50.

266 iomev ‘let us go’; in Homer the present subjunctive often has an
ending with a short vowel where later Greek would use along: so here fopev,
not iwpev. Similarly oi8a has pres. subjunctive 1st and 2nd pl. ei8ouev, eideTe
(Monro §80).

268 &uppooin ‘heavenly’. The adjective normally refers to sweetness of
smell (e.g. of fragrant skin or freshly washed clothes); applied to night, its
meaning is less specific. It is regularly associated with the gods, their
physical attributes (e.g. Zeus’s flowing hair, 1.529), and their possessions;
‘ambrosia’ is of course their food. Although &uBpooin is a standard epithet
of night, nowhere else does the expression straddle two lines; the enjam-
bement is probably emphatic (1gn.).

&uue = fpés, ‘us’: an Aeolic form. Cf. the dative form &uw in 279.

269 oUv TeUxeov: Hector has taken Achilles’ armour from Patroclus,
but Poulydamas assumes that their opponent will enter battle suitably clad.
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The audience, already aware of Thetis’ intentions to secure him a new
array, is unlikely to ask what alternative armour Poulydamas is envisaging.
The point is rather to anticipate the terrifying sight of Achilles armed for
battle.

26g—70 €U ... yvdoeran ‘anyone will easily know him’, i.e. he will be
obvious to all. This is grim understatement: ‘know him’ means in effect
‘feel his onslaught’. In narrative terms this is especially true in the event,
since the poet focuses entirely on Achilles’ part in the action, paying no
attention to the other Greeks. Possibly there is an allusion to Patroclus’
earlier disguise as Achilles, when the Trojans failed to recognise the newly
arrived warrior.

270 &omaciws: see 232n.

271 ESovrau: as in 283, grd pl. middle from £5c: this is used as the fut.
tense of éoBiw, ‘eat’: see LSJ’s entry for the latter. Cf. Od. 9.369 (the Cyclops
declares ‘I shall eat Nobody last’).

272 of yép 51 pot &m’ oUatos &8¢ yévorro ‘I pray I may never hear that
news’; lit. ‘may it thus come about far from my ear’. of (&i) y&p introduces
a wish. &8¢ belongs closely with yévorro: ‘let it happen in this way (if it
must) —but don’tlet me hear about it!’ The closest parallel is 22.454 of y&p
&' oUaros ein éped Emos, where the presence of the subject &wos eases the
syntax. It was even suggested in antiquity that &’ oatos be read here as
&mouaTos, an adjective signifying ‘bad’ (Schol. D, applying it to Achilles in
an effort to make this line into a prayer that Achilles might be base or
cowardly). The suggestion is absurd (and is impossible in the parallel
passage in book 22), but it was taken up, perhaps mischievously, by
Callimachus, who used the phrase &mwovatos &yyedos (‘an unwelcome
messenger’) in his Hecale (fr. 122 Hollis). This is an extreme example of
the learned Alexandrian poets’ habit of engaging with Homeric scholarly
problems in their poetry (see further Rengakos 1993). Modern scholars
have continued to worry about the line: it is deleted by West, following
Bakker. (Leaf deleted all of 2%72—6, but with hesitation and largely because
of concern over neglect of digamma.) Yet the exclamation powerfully
conveys Poulydamas’ agitation.

For the motif of being devoured by dogs and birds see 177gn.

273 Poulydamas uses the first person plural, a rhetorical device
intended to associate the audience with the speaker’s viewpoint
(cf. 24.601 with Macleod’s n.).

kndopevoi Tep ‘in spite of our distress’: mep has its concessive sense.

274 vixta pév ‘for the night/tonight at least’, contrasting with 277
Tp&di &' UTrnoiol.

eiv &yopijt oBévog éfouev: a puzzling phrase. Literally it means ‘we shall
keep our strength in assembly’. The Trojan host is already gathered in
assembly (245) out on the plain, butsince the whole thrust of Poulydamas’
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speech is to advocate retreat within the walls, he must be taking that for
granted, and the next two lines confirm this. Probably the idea is, ‘we shall
keep our fighting strength together in a gathering/a united force’; that is,
although they will withdraw to Troy, the army should not disperse to their
homes. (Aristarchus interpreted ‘in the assembly (i.e. by debate) we shall
find strength’, but this does not fit well with the context; Leaf prefers ‘we
will husband our strength (by resting) in the agora’.)

275 oavides: in Od. 22.174 these are planks or boards; here they seem
not to refer to the gate-leaves themselves but to some form of additional
reinforcement that can be attached to them. &papuia (‘fitted’) is regularly
associated with cavides elsewhere in Homer.

The accumulation of words referring to the Trojan defences is intended
to appeal to the army’s desire for security. But it also strongly suggests that
they will no longer be able to launch any kind of offensive. Poulydamas can
offer no strategy for victory (see next n.).

277-83 Poulydamas’ scenario is over-optimistic. It is hard to imagine
that retreating into Troy will save the Trojans for long, now that Achilles
has reappeared. They will have to prepare to resist either frontal assaults or
a long siege. Given how long the Achaeans have already spent on the war,
they will hardly give up at this stage. But it is necessary for him to devise
some form of argument that will convince Hector and the rest.

2%7%7 Ummoior ‘at the coming of dawn’ (). Spelling and word division
vary in the manuscripts, but this adjectival form is confirmed by usage
elsewhere, esp. Od. 177.25 oipn Umnoin ‘the early morning frost’. The line is
repeated in Hector’s response (303).

278 &u = &va, by ‘apocope’ (24n.). The change from v to p typically
occurs when the preposition precedes certain letters (B, T, ¢), e.g. &u
TéAayos. See Smyth §75D, g1, Chantraine 1.87-8.

279 &uput = fipiv, ‘with us’. Cf. 268.

280 éwei xe with the subjunctive is the regular construction for a ‘when’
clause if the verb in the main clause is future (Monro §296).

épravyevas ‘strong-necked’; an epithet used only of horses. The prefix
¢p- commonly has an intensifying force: e.g. épikns ‘loud-bellowing’,
¢pioBeviis ‘immensely strong’.

281 &om: grdsing. aor. subjunctive of &w, ‘sate’, ‘satisfy’, ‘give a fill of".
Here the sense is ‘once he sates (exhausts) his long-necked horses with
every kind of running (i.e. running in every direction?) while he skulks
around beneath the city’.

fidaokalwv ‘skulking’. HAackd{w and HA&okw normally have a dispara-
ging tone (cf. 13.104, Od. 9.457).

282 Again false optimism. Poulydamas can only mean that Achilles will
not have the courage to make an assault; he would have been wiser to insist
that such an assault will be ineffectual.
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épopunbijvan ‘to attack’; aor. passive infinitive. épopudw means ‘stir up’,
‘propel into action’ (e.g. 3.165 of po1 épcdppnoav woéAepov, ‘(the gods) who
stirred up war against me’). In the middle and passive it means to be stirred
or to stir oneself, hence to take an initiative; in martial contexts, to make
an attack.

283 ouUsé mot(e): highly emphatic at line-beginning: see Faulkner on
Hom. Hymn. Aphr. 16.

iSovrari: on the tense see 271n. The idea reverses the danger to the
Trojans of which Poulydamas warned earlier. The speech thus ends on
a strongly positive note (as also with the emphatic avroiou 8pépou in 281).

284-5 =12.230-1 (Hector’s previous rejection of Poulydamas’ advice).

284 Tov & &p' Umdédpa i8v ‘glowering at him’, a frequent formula to
introduce a hostile response (e.g. 1.148, 4.349, 5.888, 12.230). It probably
conveys the idea of glaring from under frowning eyebrows (vwé +
8épropan). The verbs UropAémw and Umodépkopan express the same notion.
See Holoka 1983, who discusses all uses in the liad and concludes that the
expression regularly prefaces an assertion of status by a speaker who is
resisting opposition from someone he judges his inferior.

285 =12. 231, also the opening of a speech in which Hector rejects his
comrade’s advice.

uév seems superfluous here: Denniston g6o lists the line after the
comment ‘Occasionally uév stresses a pronoun which seems to need no
stress.’

oukéT(1): Hector allows that Poulydamas has given sound advice in the
past.

286 &Afpevar: aor. infinitive passive from eiAw, ‘pen in’, ‘hem in’, ‘shut
up’.

287 wexépnode éeApévor: Hector shifts to the plural; it is all the more
striking when he reverts to addressing Poulydamas, with insult and threat,
at 295; plural again at 297—9.

éepévor: pref. participle passive from eiAw, ‘pen in’, the same verb as
used in the previous line.

2889 Cf. 24.543-6, where Achilles addressing Priam speaks of his
reputation in time past as supremely fortunate in his wealth and his
stock of sons. A similar reference to Troy’s past prosperity occurs at g.
401-3; see also 17.225, where Hector alludes to the expenditure on
provisions for their allies. Perhaps these passages reflect a sense of the
historical changes in terms of control of the region by the poet’s own time
(West 2011a: 349, on 29o—2 below).

288 uépotres &vBpwmrorn: the nominative expression is found only here:
itis probably an adaptation of the more traditional formula in the genitive,
uépotrwv &vBpd v, used at 49o below, 1.250 etc. In the genitive the phrase
scans without difficulty; in the nominative it is necessary to pronounce the
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final syllable of pépotres as long. This strongly suggests that the present
phrase is a secondary development (West 1982: 39).

The meaning of pépoy is lost, and the word already baffled ancient
scholarship. This is a case where the poets have probably inherited
a phrase which they no longer understand. Traditionally it was associated
with speech (mankind being defined by articulacy), but linguists nowadays
reject this, and it is more plausible that the root &y has the sense of ‘face’,
as in other compounds (oivoy (‘wine-faced’), Aifloy (‘man with burnt
face’, black)). The prefix remains obscure.

289 uubioxovro: frequentative (159-60n.).

TroAUxpucov TroAUxaAkov: doubling the adjective enhances the sense of
Troy’s past wealth, and the use of the identical prefix adds rhetorical force:
cf. 9.154 &vBpes . . . ToAUppnves TOAUBoUTAn (part of Agamemnon’s catalogue
of the compensation he will grant Achilles); Hom. Hymn. Dem. 31
ToAuonudvtwp ToAudéypwy (titles of Hades); Fehling 1969: 246; West
1988: 156.

290-1 &1 ... &%: the use of this emphatic particle twice in successive
lines is notable. It suggests Hector’s emotional delivery of the lines. For
repetition of this particle see esp. 9.348—g; for the rhetoric of repetition
more generally see Denniston 1952: 78—98.

290 ifamwéAwAe 8épwv ‘are vanished (lit. have perished) from our
homes’. A strong metaphor: cf. Agamemnon’s ruthless words at 6.59—60:
(let no Trojan escape), &A\' &pa wavTes | Aiou E€amoloiat’ dxhdecTor kai
&gavtor (‘but let every one of them perish utterly out of Ilium, uncared for
and unseen’. The genitive 8éucwv seems to depend on the é¢- prefix, as does
Nou at 6.60.

291 ®puyinv kai Mnovinv: Phrygians are mentioned in various pas-
sages and seem to be considered inhabitants of an unspecified area east of
Troy: see esp. 3.184—9, where Priam remembers his youthful service as
their ally against the Amazons on the River Sangarios, which runs past
Gordion and disgorges into the Black Sea. Phrygia is mentioned in the
similar passage on Priam’s past good fortune in 24.545 (288-gn.).
Maeonia is the region in north west Anatolia later known as Lydia (a
name not used in Homer). Phrygians and Maeonians are mentioned in
sequence in the catalogue of Trojan allies (2.862-3, 864—6); the two areas
are also paired at 3.401. On both regions see HE.

292 Tepvauev(a): neuter pl. nominative, pres. passive. participle of
wépvnu, ‘sell’, ‘export’ (cf. 22.45, 24.752). Troy’s riches have been
exhausted, presumably either in gifts to allies in return for their military
support or as payment of ransom for Trojan captives sold as slaves by the
Achaeans earlier in the war. Lycaon is the most notable example of this
category: see 21.34—44 and what follows (note 58 memepnuévos from the
same verb).
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éwmei ... Zeus: Hector’s admission that Zeus has been angry with them
before is hasty and swept aside by his bold claim about the present.

@8Uoaro: 3rd sing. aor. indicative from é3Uooouai, ‘rage at, be angry
with’. The verb is used several times in the Odyssey to suggest an etymology
for Odysseus’ name (‘man of wrath’, i.e. victim of others’ wrath): see Od.
1.62 (with S. West’s n. in Heubeck etal.), 5.340, 423, 19.275; and Kanavou
2015: gO—100.

293—4 viv & 8ve ... vnuoi: Hector refers to the promise Zeus made to
him at 11.192—4 (‘I shall give him power tokill...’), cf. 207—9, 300, 318-109;
recalled at 12.235-6 (Hector to Poulydamas), 13.153—4, 15.490-3, '71g-25,
17.453-5 (cf. Taplin 19g92: 153-61 on ‘Hector’s day’) . But Hector overlooks
the time limitation there specified: ‘until he reaches the fine-benched ships
and holy darkness comes down’ (11.193—4). The significance of the sunset
we have just witnessed (239—42) is evident: Hector’s day of glory is ended.
See further Kelly 200%a: 204-F5, on passages in which characters correctly
but incautiously lay claim to Zeus’s favour.

293 é&yxulopnTew: originally this epithet probably meant ‘of the
crooked sickle’, referring to the weapon with which Cronos castrated
Ouranos (see West on Hes. Theog. 18): it is compounded from &yxiAog
(‘bent’; cf. &yxdwv, the ‘bend’ of the arm or elbow) + dudw (‘plough’).
The false etymology connecting it with pfitis (‘cunning’) resulted in the
interpretation ‘of crooked counsel, devious, wily’: this was already current
by the time of Hesiod, who applies it to Prometheus. Homer uses it only of
Cronos. (This assumes that an older adjective &yxuAapfTns has undergone
a reinterpretation and a change of spelling: for comparable shifts in
meaning see Hainsworth 1993: 29-30. Some scholars still prefer the
interpretation ‘of crooked counsel’, e.g. Latacz et al. on 2.205.)

294 #Acau: aor. infinitive active from efAw, ‘pen in’, already used of the
Trojans’ confinement to the city in 287%. In the central books of the poem
we have seen the tables turned and the Achaeans driven back within their
own defensive walls by the ships.

295 vhmie (voc.): an important word in the Iliad. Its basic meaning (as
in the formulaic line-end vfma Téxva) seems to be ‘childish’, hence ‘fool-
ish, naive’; here ‘you fool’. This is one of four passages in the poem in
which one hero uses it to insult another: the others are 16.833 (Hector to
the dying Patroclus; again, misguided in his triumph), 21.99 (Achilles to
Lycaon), 22.333 (Achilles to Hector). It is notable that the word is used as
a form of address only by the two principal heroes of the poem. Gentler
uses are possible: see esp. 16.8, where Achilles compares the weeping
Patroclus to a little girl running along behind her mother and wanting
to be picked up: there the comparison is mocking but implies Achilles’
tender affection for his friend. For the use of vfimos by the narrator see
311n,; for more detailed treatment, Edmunds 1ggo.
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295 vofjpaTa ¢aiv(e): unusual language. Hector does not just say ‘do
not utter these words’ but ‘do not reveal these thoughts’.

évi Sfpwr: losing face in public is anathema to the honour-hungry
Hector. See Scodel 2008, and 254n. on the question of Poulydamas’ status.

296 oU yép ... émmeicerar ob yap éidow: the future tenses are empha-
tic. Hector’s determination to assert his authority leads him to declare as
a certainty what will happen.

297 At this point Hector shifts from attacking Poulydamas to a general
exhortation (or rather a series of orders) to the army as a whole. The line
offers little invitation to further debate.

298 év Tehitoor: a standard expression, signifying ‘in your separate
units’ (LS]J s.v. Téhos 10): cf. 7.380, 11.730. In later Greek TéAos signifies
a squadron of infantry or cavalry, e.g. Thuc. 6.42.1.

299 éypriyopfe: perf. pl. imperative of éyeipw (wake up): here, ‘keep
watch’.

ixaorog: the shift to singular is construction according to the sense,
‘each and every one of you’.

300-1 A strange proposal, the point of which is unclear. The lines must
be directed at Poulydamas, accusing him of recommending cautious
tactics because he is concerned for his own wealth (this follows
a suggestion in schol. bT: ‘He indicates that Poulydamas, being rich, is
afraid to run risks’). It seems likely that Hector is challenging him, if he is
not prepared to fight for his city and possessions, to surrender his property
publicly (cuMé€as implies a gathering summoned for the purpose).
Loosely comparable is the idea that draft-dodgers who declined to join
in the expedition against Troy might be punished by ‘the harsh fine of the
Achaeans’ (18.669 &pyohény 8oty . . . Axauésv). Whatever is intended, noth-
ing more is said about the suggestion.

300 ‘whosoever of the Trojans is excessively burdened with posses-
sions’ (cf. the scholion cited in the previous note on Poulydamas as
‘rich’); but the sense is uncertain given the obscurity of Hector’s actual
proposal. If the translation given is right, dwepgi&Aws is here used in
a milder sense than is normal: elsewhere it usually means ‘recklessly’.
&vidlw is here intransitive ‘is grieving’ (as at Od. 4.460, 22.87); contrast
Od. 19.323 where it is transitive (‘cause grief to’).

301 Aaoicw: the term Ados (‘populace’) is regularly used in Homer in
contexts which highlight the relationship between a leader and his fol-
lowers: here it marks Hector’s concern for their wellbeing (provided they
are obedient to his orders). See Haubold 2000 (g1 and n. 238 on this
passage).

xaTtadnuoopficar ‘to consume publicly’; infinitive of purpose after 8étw
(Smyth §2008). The verb here is an absolute hapax; the uncompounded
verb is also extremely rare, and virtually confined to Homeric
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commentators. The verb is based on the adjective dnuopopos (‘people-
devouring’), found at 1.231 in a passage where Achilles abuses
Agamemnon (cf. Hes. Op. 39 on bribe-swallowing kings, with West’s n.);
but in Iliad 1 and Hesiod the sense is that greedy rulers prey on their
people, whereas here the populace is to ‘eat up’ or make use of whatever
property Hector is suggesting be redistributed. Later evidence provides
a vital clue: a Locrian inscription of the early fifth century uses the verb
‘devour’ as a term for confiscation of possessions (ML 20.41-2, cited by
Van Wees 2013: 21-2): the verb there is TauaTopayéw (méua ‘property’ +
gayeiv ‘eat’), but both passages must mean that others are to have the
benefit of the wrongdoer’s property. See further Od. 16.424-30, where
aman who has joined a raiding party against allies of the Ithacans is almost
subjected to a public lynching: the people would then have ‘devoured his
patrimony’ (429 xat& {wiv gayéew pevoeikéa TOMY).

302 T&v...¢omv: ‘itis better thatone of them... (sc. the Trojans)’.
émraupépev: pres. infinitive active of éraupiokw, ‘benefit from’.

wep: the particle appears to strengthen the contrast between ‘anyone
else’ and the Achaeans of all people (Denniston 487).

303—4 These two lines are exactly repeated from Hector’s exhortation
in the parallel scene in book 8 (530-1). There he goes on to speculate
about a possible confrontation with Diomedes the next day, in rather
similar terms to the end of the present speech (esp. the alternatives
posed at 532—4). But in the event Hector does not have to confront
Diomedes; contrast the conflict with Achilles envisaged here. For
Diomedes as a ‘stand-in’ for Achilles earlier in the Iliad see 206n.

303 Tpdi & Utmoion: besides the parallel with book 8 just cited, in the
present context the phrase echoes Poulydamas’ advice at 2777; cf. 30o6n.

304 vnuoiv im yAagupfiiow: Hector persists in the expectation that the
same conditions will prevail on the next day as on the one just ended.

tyzipopev 6§Uv &pna: on the metaphor see Introduction p. 50. Ares here
means ‘war’ (134n.). The verb form is pres. subjunctive (cf. 266n. on
fopev).

go5 ¢i & étedv: itis hard to believe that Hector really questions whether
Achilles did appear and terrify his forces. That would suggest that his
overconfidence verges on the delusional. More probably he is questioning
whether he is actually going to resume his place on the battlefield.

vaU@iv: epic genitive or dative plural (here dative) from vads (‘ship’).
The concluding nu is a case of nu-ephelkustikon (preceding a vowel). This
ending is associated with various senses, of which the relevant one here is
‘from’. On the -¢1(v) suffix, see Palmer 1962: 107; Thompson 19g8.

306 &Ayov o K i0éAmior T foosTan: echoing Poulydamas’ words
at 278.

fywys: emphatic: ‘I for my part’.
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306—7 oU... gevfopcr: Hector’s overconfidence here is exposed by his
loss of nerve in book 22, where at first he does indeed stand and await
Achilles’ onslaught, but at the last moment turns to flee (22.5-6, go-7,
136-7).

307 éx Tolépoto Suonyéos: war is ‘evil-sounding’, even when Hector is
enthusiastic for battle. The epithet is attached to death in line 464 (and at
16.442 = 22.180).

War and battle receive a variety of epithets in epic. payn is regularly
‘battle which brings glory to men’ in accusative and dative, but also ‘tear-
ful’ (8axpuoéoons, moAudakpuTou, &Aeyewiis) in the genitive. Other formulae
tell the same story: réAepov 8paciv but also oTuyepol oAéuoto (x 2), ToAépov
photivopa (X 4), & ToMépov BwpricoeTo Sakpudevta (x 2), and so on. Cf.
Vermeule 1979: 83-116 (a rich discussion, though overemphasising the
positive view of war in epic). Cf. 248n.

308 oThoopa: the sentence is elliptical: ‘I shall stand firm (and find
out) whether he may carry away mighty victory, or whether I might do so.’

fi ke gépmiot . .. 1) ke pepoiuny: for the posing of alternative outcomes in
very similar terms see 13.486 (a speech by Idomeneus) aiy& kev it péporro
péya kp&ros, fit epoiuny (‘(if he and I were of the same age) he would swiftly
win great victory, or else I would do so’): there too the expression occurs in
the final line of the speech. In that passage both verbs are in the optative;
here one option is expressed in the subjunctive, the other in the optative;
cf. 16.648-51, 22.245-6 (reading Sapein). In each of these passages the
optative comes second, but expresses the outcome chosen or preferred by
the character. (Monro §275b thus seems wrong here in saying that where
the moods are mixed in this fashion, the subjunctive gives the alternative
which is stressed. Hector will hardly be stressing Achilles’ prospects.)
The optative form géporro is attested in one papyrus and as a variant in
one MS; this may be an attempt to regularise the syntax, or may be simply
reminiscence of 13.486.

xpé&vos: the basic sense is ‘strength’, but by extension the word may
signify success or mastery, hence victory in combat (e.g. 1.509).

309 A gnomic line, clearly marked as such by the absence of the verb ‘is’
in the first clause, by the use of the gnomic aor. in the second, by the
alliterative jingle and etymological play of the last two words, and by the
use of Te, commonly used (but untranslatable) in generalising statements
(cf. e.g. 201, 13.733—4, 19.221, Od. 14.228,and LS] B 1; Palmer 1962: 1477).
For other proverbs or quasi-proverbs in Homer see 1.218, 2.204, 5.531,
12.243, Od. 17.347 (cf. Hes. Op. 317-19g), 19.13, the last two also at the end
of a speech. See further Ahrens 1937; Edwards 198%: g8-101; Lardinois
1997 and 2000. There are no other true gnomaiin this book, though Ahrens
31 cites a number of marginal cases (107-10, 128—g, 201, 328).
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§uvoeg = xowds, ‘common’. Here the sense is ‘even-handed’: war and the
war god can favour either side. Cf. Arist. Rhet. 2.21.1395a15-16, quoting
this as a proverb; Romans also knew it well (Cic. Att. 7.8.4 quotes the first
two words of the line), and there is a Latin equivalent, ‘Mars communis’
(OLDs.v. communis 2b).

Enualios, mentioned in eight other passages of the poem, is a war god
closely associated with Ares (the two are identified at 17.211); they are
separate deities in Mycenaean texts.

kteviovra katixta: the combination of cognate forms (polyptoton) is
frequent in poetry and in gnomic expressions (e.g. Hes. Op. 23, 25-6, 382;
English has ‘the biter bit’). The present case follows close upon gépniot . ..
gepoipny in the previous line. Many examples of roughly comparable
phrases are gathered by Fehling 1969: 221-34, esp. 231; West 200%:
111-16. In general they emphasise either similarity or contrast — here
the latter.

xrevéovra is fut. participle, indicating intention, here frustrated: ‘and
he slays the would-be slayer’. In our texts the future of kteivew is sometimes
kTevéw, sometimes ktavéw, but philologists are agreed that the former is
linguistically correct.

g10: This line is repeated from 8.542, a significant parallel
(Introduction, p. 11). There the applause was justifiable, and no negative
comment followed.

310-13 The narrator’s comment heavily underlines Hector’s error.
Such intervention to make explicit comment on the decisions or actions
of the characters is rare in the Iliad, and all the more effective when it does
occur. It is slightly commoner in the Odyssey. See further S. Richardson
1g90: 140-66 (his notes give an exhaustive inventory); de Jong 1987:
18-19, 136—45; de Jong 2012: 18—20.

When someone makes a foolish decision, the epic poet characteristically
ascribes this misjudgement to a deity (e.g. 6.234—6). The characters often
echo this assumption, but without the narrator’s knowledge (hence incre-
dulous questions such as ‘which of the gods put an unprofitable plan in
your mind, and stole away your good sense?’ (17.469-50)). See further
Dodds 1951: ch. 1; Lesky 1961. For Athena as deceiver, cf. 4.86-104,
where she dupes Pandarus, and 22.226—47% (cf. 294—9), where she takes
the form of Deiphobus and tricks Hector into facing Achilles; closer still
are the passages in the Odyssey where she deludes the suitors and leads
them on to fresh folly (e.g. 18.346-8 = 20.284-6, with my n. on the latter).
She is an appropriate deity in the present passage because of her antagon-
ism to Troy, and also as a regular supporter and ally of Achilles
(1.194—222, 18.203—4 above, 22.214).

311 vhmot is strongly marked, coming so soon after Hector’s insulting
use of the word addressing Poulydamas (295): it is not Poulydamas but



160 COMMENTARY: 312-316

Hector and his supporters who are the fools. The use of vijmos at this point
in the line, to introduce a comment on the ignorance or misguided action
of a human character, is a recurrent device. Often the tone is poised
between criticism and compassion: ‘poor fool(s)’ (for examples see 2.38,
873, 5.406, 12.113, 16.686 (Patroclus goes too far), 20.264, 296, 466; in
pl. e.g. 17.236, 497). For a case where pity for the character must be
present see 22.445 (on Andromache’s ignorance of Hector’s death).
This is an important difference between the usage of the term in oratio
recta and in the narrator’s voice: the latter has the detachment which
permits sympathy.

See further de Jong 1987: 86—7; Edmunds 199o; de Jong on 22.445-6
and on Od. g.44; Kelly 2007a: 205-8.

312-13 “ExTopt pév ... TTovAuSauavT: §(¢): the two names are thrust to
the front of their clauses to bring out the contrast more strongly.

314 8épmrov: 245n.

314b-355 Mourning for Patroclus

There are three stages to the Homeric funeral: the prothesis (the laying out
of the body; see further 343-55n.), the ekphora (carrying it forth) and the
funeral proper. For the later stages of Patroclus’ burial see 23.1-34 (fun-
eral feast), 109—-26 (building of the pyre), 127-91 (the ekphora or funeral
procession, and placing of the body on the pyre), 22657 (collecting of
the bones), with Richardson’s commentary on all these. Honorific games
and communal feasting conclude the proceedings, reintegrating the com-
munity after the sorrow of death. But that festive conclusion is far off at
present, and in the event Achilles does not join with the rest of his
comrades in celebratory feasting (see 24.1-13). On Homeric funeral
customs see G. Mylonas in Wace and Stubbings 1962: ch. 16;
Andronikos 1968: 1-37; Kurtz and Boardman 1g71: 186—7; Vermeule
1979: 11-21; Garland 1985: ch. 3.

314 altdp Axaoi: the shift of scene in mid-line is rare but not unparal-
leled; cf. 148. Most striking is Od. 13.187%, where we leave the Phaeacians
(whom we never see again) praying to Poseidon for forgiveness and switch
to Odysseus awakening on the beach far away in Ithaca.

315 (almost = 355): a four-word hexameter (cf. 289). (For the rarer
three-word instances see Richardson 1980: 287 with references)

316-22 The grief of Achilles is compared with a lion grieving for its lost
cubs. The relation of the two friends is also compared to that of parent and
child by Achilles himself at 16.7-10 (where the mockery of Patroclus
masks pity and affection), and by the narrator at 23.222-3. This is one of
the passages which has been seen as indebted to the epic of Gilgamesh
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(West 1997: 341-3; see Appendix). Homer’s passage in its turn influences
later epic poetry: see Ap. Rhod. Argon. 4.1338-43 (with Hunter’s n.), Ov.
Met. 13.54'7-8 (on Hecuba grieving for Polydorus: in line 549 cum luctu
miscuit iram aptly parallels the Iliadic situation).

The simile is of a common type (warrior compared with lion). See
already 161-2 above. The situation envisaged here is unusual: a hunter
stumbles across a lion’s lair and steals its cubs, probably to bring up as pets.
The scenario conveys the rashness and folly of Hector’s eagerness to
confront Achilles’ wrath. (Alden 2005 explains it by arguing that Greeks
of this period were familiar with lion-hunting as practised by the royal
court of Assyria: Assurbanipal boasted of capturing alive fifteen lions and
fifty cubs which he kept for breeding.) That the man in the simile is a deer
hunter perhaps suggests how ill-matched the two warriors are. It is in any
case clear that the comparison involves not only the distress of warrior and
lion but also vengeful anger. For xéAos (322) cf. 337.

Whether the poet or his audience really had any personal experience of
lions is unknown. Lions are shown attacking deer on a Theran fresco of
1550-1490 BC (Warren 1979: 123 with pl. A(d)); they were still found in
Macedonia in the fifth century (Hdt. 7.125-6), and in Asia Minor much
later. But in any case a formulaic repertory has developed, which depends
on the recognition of the animal as the fiercest of the beasts (cf. Heracles’
slaying of the Nemean Lion as his first labour, and adopting of its mane as
his battle-garb).

For discussion of this type of simile see Scott 1974: 58-62; on the
present passage Moulton 1977: 105—6. For lions in art in relation to
Homer see Markoe 1989, Alden 2005 and other references given under
573-86n.

316-17 = 23.17-18: at that point, after slaying Hector and ending the
combat for the time being, Achilles resumes the rituals of mourning in
preparation for Patroclus’ funeral.

316 Toion ‘among them’ or ‘for them’, ‘on their behalf’.

&Svol éEfipxe yooro: Achilles performs the role of chief mourner. Cf.
51N.; 22.430, 23.17, 24.74"7. Achilles laments for Patroclus in three sepa-
rate scenes (this one, 19.315-37, and 23.19-23; cf. 23.217-25). He is the
only male character in the poem to utter a formal lament: this brings out
the intensity of the emotional bond between himself and his lost friend (cf.
Introduction p. 5).

&dwés is an adjective applied to both motion and sound: the common
element seems to be intensity (a swarm of bees or flies, swift and frequent
beating of the heart, continuous lowing of calves; here, continuous weep-
ing, cf. the adverb at 124). It is frequently associated with mourning (as
alsoin 19.314, 23.225).
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317 xepas ... &vSpogoévous: the ‘manslaying hands’ are gentle here;
the poet brings out the combination in Achilles of terrible strength and
a capacity for deep feeling. Apart from 23.18 (see last n.), the other
passage in which the adjective is used in an extraordinary context is
24.479, where Priam kisses ‘the terrible manslaying hands which had
slain many of his sons’. In all other cases in the Iliad the adjective is
attached to a proper name (most commonly Hector; also Ares and
Lycurgus).

ém(i) ... Bépevos belong together (‘tmesis’).

318 Auyéveios ‘shaggy-haired’; used of a lion also at 15.275, 17.109.
The prefix 715- is an epic/Ionic equivalent to -, as in fiiixopos, ‘with lovely
locks’. yéveiov denotes facial hair, which with the lion will extend to the
mane as a whole. Alternatively Janko (on 1%7.109) speculates that it may
once have meant ‘strong-jawed’, from yévus.

319 &t ‘from whom’; dative of disadvantage after &pwéom. Ums ...
&prraonu: ‘tmesis’ (2g-gon.).

320 UAng éx wukviis: lions are likely to hide in the thick vegetation, as
in the simile describing Odysseus emerging from the thicket to approach
Nausicaa (Od. 6.127-8).

Uorepos éAcv ‘coming too late’. 333 echoes this in a different sense.

321 per(&) ‘after’, ‘following’ (Cunliffe II (2d)), governing the accu-
sative ixvia.

322 ¢ wobev éfeUpor ‘to see if he might find him anywhere’. See Monro
§314 (cf. Chantraine 11.278-g) for this use of the optative in a clause
introduced by ‘if: the ‘if’ clause constitutes the object after verbs of
seeking or desiring (here #peuvisv). Cf. esp. 4.88 Tlavdapov &vtiBeov
Silnuévn € Tou égelpor, ‘seeking if somewhere she might find godlike
Pandaros’, i.e. trying to find him. wé8ev here lacks a strong sense of ‘from
anywhere’; it is equivalent to mov in the line from book 4.

aipei ‘possesses him’, ‘has him in its grip’; understand adTév.

323 Papu orevaxwv: cf. 70, 78.

Muppuidéveoov: although Achilles speaks ‘amid’ the Myrmidons, he
does not address them: the only vocative in the speech is to Patroclus
(333, cf. the second-person verbs and duals in the lines which follow).
The technique emphasises his preoccupation with his lost friend and
consequent loss of ‘contact’ with the living. The point is reinforced by
the fact that his speech is not followed by a report of a responsive lament
from the others present (contrast 19.301-2, 24.745, 760, 7776: Beck 2005:
263). Butin 343, with the shift to indirect speech, the poet makes him give
instructions to his followers.

324 & wémor a common expression conveying distress, displeasure or
vexation. There was a theory in ancient scholarship that it meant ‘ye gods’,
with & (thus accented) introducing a vocative form (Lycoph. Alex. 943;
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Euphorion fr. 133 Lightfoot; Etym. magn. s.v.). That view is now discre-
dited: rather, the expression is comparable to other distressed cries such as
étoTol. For a catalogue of twenty-nine examples and discussion of its usage
see Kelly 2007a: 220-3.

A p(x) ‘soafterall...’ The combination here, like &pa, marks realisation
of the true state of things (Denniston 45).

325 Bapouvwv fipwa MevoiTiov év peydapoior: Menoetius has been
a resident at the court of Peleus along with his son: see 11.765-9o,
where Nestor reminds Patroclus how he and Odysseus arrived there on
a recruiting-drive, and how Menoetius gave parting advice to Patroclus.
In book 23 the situation is clarified: Patroclus had slain another boy in
a childish quarrel (85-9). Since he is too young to go into exile alone (the
normal consequence of homicide in the poem: see e.g. 13.694—7, 16.
570—4; Fenik 1974: 169), Menoetius escorts him to Peleus’ halls
(23.85-6; note 85 TuTBOY 2dvTax). This means that there is some awkward-
ness in év pey&poiot here, since the line would naturally mean that Achilles
reassured Patroclus’ father in his, Menoetius’, halls. That the poet is
momentarily thinking in these terms is confirmed by Achilles’ promise
to bring Patroclus home to Opous (see below).

326 ofiv ‘Isaid’ (1 sing. aor. indic. from gnui).

oi ‘to him’. The pronoun refers to Menoetius.

eis ‘Oméevra: Patroclus originally came from Opous (23.85), a town in
Locris (2.531).

TepikAuTév: in later poetry we would read this as a ‘proleptic’ use of an
adjective, i.e. Achilles would be promising to bring Patroclus back covered
with glory. Butin Homeric diction it is more likely to be conventional (and
other grammatical cases of the adjective regularly appear in this metrical
position): Patroclus is a hero of noble stock and therefore ‘illustrious’
from the start.

327 éxmipoavrta Aaxévra Te: the participles agree with uidv, i.e. they
describe Patroclus, not Achilles.

Anjidos aioav ‘his allotted share of booty’: the accusative depends on
Aaxévta, and Anidos is a defining genitive. Although some of the heroes,
particularly Agamemnon, are particularly acquisitive, all of them value the
spoils of war (witness the ransoms demanded for captive warriors), and
naturally anticipate much more of the same once Troy has been taken.
Also, these possessions bring honour: the larger one’s share in the loot, the
greater one’s prestige.

328 &AN' o0 ZeUs ... Tedeutdn a weighty gnomic line. Achilles must
accept that, like all mankind, he is inferior to Zeus. Contrast his earlier
confidence that Zeus was on his side (esp. 9.608).

329 &uow: dual.
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TémpwTan: ‘fate’ is man’s ‘portion’, what is provided (wépw) or granted
by the gods. Cf. 3.309, 16.441. Life as one’s portion seems to be the basic
sense of a number of common expressions for fate in Greek (e.g. poipa,
aloa (‘measure’)). See West 2007: 379-85, with parallels from other
cultures (the Roman Parcae, Norse Norns, etc.); also Introduction
section §.

épeUoar: aor. infinitive active of épelBw ‘redden’, ‘dye’. ‘both redden the
same earth’ is more vivid than e.g. ‘both lie dead in the same earth’.

330 «UtoU ‘here’ (as again in 332; cf. 2.237, 332, 5.262 etc.).

voorhoavra: the phrasing is close to Thetis’ complaint at 5g-60: see
n. there on homecoming.

332 ouUdt Oitig unTnp: as at 5g—60 (see g6n.), there is some inconsis-
tency as to whether Thetis still lives with her husband or not; the narrative
of the Iliad suggests that she no longer has any contact with him.

333 TarpoxAe: although Achilles has been standing over his friend’s
corpse, he has not yet used the second person, so that this use of the
vocative heightens the emotional pitch. Second-person pronouns follow,
until in the final two lines Achilles speaks of their past exploits in the first
person plural, with a dual participle in g342.

Addressing the dead man by name is common in lamentation:
cf. 23.179, 24.742 (deferred), 748, 762; Soph. El. 101; Beck 2005: 249,
333-

334 xTepd: an lonic fut. of krepilew, ‘bury’.

335 xepaAnv: the theme of mutilation reappears, this time with refer-
ence to Hector. See 176—7n.; Segal 1971: 28. In the event, although
Achilles tries to maltreat the body, he does not go so far as decapitation,
and the gods preserve Hector’s corpse from defilement.

meyabipuou oo  govijos: probably the complimentary adjective
peyaBipou refers to Hector, and the line means ‘bring the weapons and
head of great-hearted Hector, the one who slew you’. Praise of his arch-
enemy may seem unexpected from Achilles, but respect for his slayer adds
dignity to Patroclus’ death (cf. 15.440, where Ajax speaks of Hector in
similar terms; also 6.145 ~ 21.153). The alternative is to take the adjective
as referring to Patroclus (‘the man who slew you with your great heart’).
This is less attractive, as the adjective has to depend on a genitive pronoun.

336—7 Further atrocities are threatened by Achilles, and these he will
indeed carry out (21.27-31, 23.22-3, 175-83). This slaughter of Trojan
youths is the only instance of human sacrifice in Homer: scholars disagree
as to whether the poet knew of the sacrifice of Iphigenia at Aulis, but if he
did, he ignores it. On early references to and images of that event see
Gantz 582-6, and on Greek myths of human sacrifice, Henrichs 1981,
Hughes 1991.
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336 &mwodeiporounow ‘I will slit the throats of (&mo + depf) (‘neck’) +
Topéw ‘cut’; cf. Téuvw, Toun); the verb is used only here and in the related
passage 23.22 (again a speech of Achilles to the shade of Patroclus).
The extreme situation calls forth unusual vocabulary.

337 oéfev xTapivolo xoAwdeis ‘wrathful at your slaying’.

338 Tégpa 8¢ ‘but until then’; ‘meanwhile’.

pou: the so-called ‘ethic’ dative (Smyth §1486): ‘as far as I am con-
cerned’, ‘for my part’.

adrtws ‘justasyou are’; cf. 198. 339 AapSavides: 122n.

340 xAavoovtai: the slave women present (already mentioned at
28-31) are not individualised. Only when Briseis is restored are we given
aspeech of lament which conveys the distress of one captive woman for the
dead man (19.28%-300, a memorable passage).

341-2 Achilles refers to the victories he and Patroclus have won
together (note the shift from plural to dual in 342 wépBovte: the rest of
the Achaeans are ignored); cf. 9.325—9, 24. 6-8. ‘The ghost of his gentle
companion, significantly, speaks instead of the times they talked alone
together’ (Edwards 187, referring to 23.78).

341 T&s...kaudpeoda ‘whom we won by our toil’, ‘for whom we toiled’.
Tés refers to the women. x&pvw means ‘toil’, ‘strive’, ‘exert oneself’; it can
also be used transitively, as here, where the sense is ‘acquire by effort’.

avvoi: Herwerden emended to avte (dual), which would be in har-
mony with wépBovTe but not with the intervening xaudpeoba; in the absence
of any support in the textual tradition, the plural should be retained.

343-55 These lines describe how the Myrmidons lay out the corpse
(prothesis) and make it fit for burial. There are three stages described here:
washing the body with heated water, application of various types of oil,
putting fresh clothing upon it. The ritual activity provides an interlude;
although the occasion is still one of grief and mourning, the intensity of
Achilles’ solo lament gives way to more general sorrow, providing
a moment of calm before the scene changes. For similar use of ritual as
a calming break in the action see 1.458-76 (sacrifice and feasting in
propitiation of Apollo); Macleod 1982: 45-6.

The practical aim of these procedures is to remove the hideous traces of
the battlefield and restore Patroclus to something close to normality.
Anointing with oils may have a preservative effect; in any case, the scents
will do something to counteract the swift effects (and others’ perception)
of bodily decay. The body is also clothed with clean linen. The dead are
honoured by doing everything possible to mimic the appearance of life.
An actual corpse would begin to decompose rapidly, but the poet makes
Achilles appeal to Thetis on this score at the first opportunity, and she
promises to preserve it from corruption (19.23-39; West 1997: 343). See
further Vernant 1991: 50-74.
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Pritchett 19771-1991: 4.94—259 assembles much information on Greek
treatment of those who died in war. For the prothesis and ekphora see ibid.
102-6; for representation in Geometric art see Ahlberg 1971.

344 &uei Trupi: the tripod stands on its legs straddling the fire.

345 The verb Aovoeiav has a double object, M&rpoxAov and PpéTov (‘to
wash the gore off Patroclus’). &mwo and AoUoeiav belong together, a case of
‘anastrophic tmesis’, where the prefix follows the verb (so too 23.41).
The undivided compound &mroAoUoopa is found at Od. 6.219. (One late
MS registers the alternative reading lMatpdxAou, but this is clearly a feeble
attempt to simplify the syntax).

ppéTov: there are two words, etymologically unrelated and differently
accented. Ppotés means ‘mortal, a human being’ (contrast the divine
associations of ambrosia, and the adjective &uppoTos, ‘immortal’); BpéTos
means clotted blood or gore. For later literary examples of washing the
wounds of the dead see Eur. El. 1227-8, Tro. 1152, Phoen. 1667.

346 MAoetpoxdov: here an adjective, ‘in which water is poured for wash-
ing’; at Od. 20.29'7 MoeTpoybos is a noun, referring to a servant who will pour
water for the bath.

xknAéwn is scanned as a disyllabic word, i.e. ¢ is treated as single syllable
(synizesis).

347 i\évTes: in effect ‘they picked up’; the aor. participle of aipéw
combined with an active main verb means ‘take up and do something’
(Cunliffe (10)).

349 fivom:: probably ‘glittering’; the word is always used in combina-
tion with yaAkéi.

350 AoUoav Te kai fjdenpav: understand adtév as the object of both
verbs.

Airt’ éAaiwr: in Homer Ain’ is always elided, so that it is impossible to
know whether the full form is accusative Afra or dative iri (agreeing with
#Aaicor). Itis usually understood as ‘thickly’, an adverbial accusative. See LSJ
s.v. AMimra, S. West in Heubeck et al. on Od. 3.466.

351 &AdigaTos: unguent or oil. Evidently a different substance from the
olive-oil of the previous line. The scholia suggest cedar oil. The verb dAeipw
means to anoint the skin with oil, after bathing or for gymnastics. Jars of
honey and oil are cremated along with Patroclus in 23.170 (archaeologists
have found amphorae with the dead in archaic graves, e.g. in Cyprian
Salamis, where one is inscribed as containing olive oil).

Some scholars render the term as ‘fat’. At 23.167—9 Patroclus’ body is
covered with fat in preparation for the pyre; there it is explicit that it comes
from freshly slain beasts. The same substance is applied to his bones at
23.243—4, 252—3. In view of the way that animal-bones are wrapped in fat
when offered to the gods in sacrifice, there is evidently a ritual aspect to
this procedure. See also Andronikos 1968: 2-5, 25.
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évvewdpoto ‘nine years old’. Marinatos 1951: 131-2 has an elaborate
argument that the various uses of évvéwpos in Homer can be elucidated
by assuming an average nine-year cycle of ideal levels of rainfall, producing
the most satisfactory crop. The description of Minos as évvéwpos . .. Aids . ..
éapioTis (‘nine-year companion of Zeus’) in Od. 19.179 is thus explained
as areference to his regular appeal to the sky-god to provide the necessary
conditions for fertile harvests.

352 éavdd Aiti k&Auyav ‘they covered him with soft cloth’. The accusative
Aita and dative Aiti are found but no nominative form of this noun is attested.
At 23.254 the dative is again used, referring to the cloth with which the
Achaeans cover the urn containing Patroclus’ ashes. But other uses indicate
that cloths of this kind could be used for everyday purposes.

For further devoted attention to Patroclus’ body see 19.23-39,
28.184-91.

3545 Tavvixiol, and TM&TpokAov &veoTevéyovTo yodvTes, reappear from
line g15: not exact repetition, but still a form of ring composition (49n.) to
close the scene.

356-368 An exchange between Zeus and Hera

Now that we have seen the situation of both Trojans and Greeks, the poet
leaves the world of mortals and turns to the reaction of the Olympians.
We have not seen Zeus and Hera together since book 16, when they
conversed about the fate of Sarpedon. Throughout the poem so far,
husband and wife have been in conflict. The immediate cause is Hera’s
resentment that Zeus has made a promise to Thetis to assist the Trojans, at
least in the short term (she guessed as much at 1.555—9, and subsequent
events have proved her right); more generally, Hera like Athena hates the
Trojans and is working for their destruction, whereas Zeus declares his
love for Troy at 4.44—7. This enmity is powerfully demonstrated in the
divine council which opens book 4, a scene which has some similarities
with the present shorter episode (two lines are repeated: 4.60-1 =
18.365-6). In that scene Zeus expresses astonishment at Hera’s vicious
hatred of the Trojans, and there too she emphasises her status as Zeus’s
wife and eldest daughter of Cronos, but without explaining the reason for
her behaviour. Probably her vendetta is a consequence of the Judgement
of Paris, whose choice of Aphrodite as fairest was an insult to Hera; but
Paris’ decision is largely suppressed in the Iliad (it is mentioned only at
24.25-30), perhaps to render Hera’s hatred more shocking and daemonic
(cf. Reinhardt 1938, with the additional remarks by Jones in Wright and
Jones 1997: 18-20).

Thus Hera has a double motive for her resistance to Zeus. Now that he
has effectively fulfilled his promise to Thetis, that bone of contention can
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be dropped (cf. 24.101—2, where Hera shows kindness to Thetis). There
remains the fact that Zeus is sympathetic to Troy (and to Hector), an
attitude which will cause further tension in later scenes (22.166-87,
where Athena speaks for the anti-Troy faction; 24.55-76). For the
moment, however, the mood is relatively calm; Zeus comments on
Hera’s persistence but does not provoke her (contrast 4.5-6); she asserts
her own right to persecute her enemies. The more subdued atmosphere
on Olympus contrasts with the passionate reaction of Achilles and the
Myrmidons to the momentous events on earth. Although briefer than
most, this scene, like other divine interludes, helps us understand the
gulf between god and man.

The question of Zeus’s authority over the other gods, and the degree to
which his will coincides with fate, has been endlessly debated (cf.
Introduction pp. 15-1%7). Recently it has been argued that despite short-
term conflicts among the gods there is an overall consensus leading to
a just outcome of the war, namely the destruction of Troy; this consensus
constitutes a divine plan orchestrated throughout by Zeus. This thesis
(argued esp. by Allan 2006) is hard to reconcile with the present passage.

Lines 356—68 were deleted by the Hellenistic scholar Zenodorus (schol.
on 356; cf. Nunlist 2009: 62, 2779—80 for a detailed rebuttal). His argument
is partly from Homeric narrative technique: it is abnormal to include
two consecutive but unconnected divine episodes, whereas here we have
first the present scene, then the much longer episode of Thetis’ visit to
Hephaestus; normally, says Zenodorus, we would expect to return to the
human world after the first. It may be going too far to say that these two
scenes have no connection: both portray reactions to the altered situation
on earth. Zenodorus also objected to the inconsequentiality of the scene,
to the fact that Zeus reproves Hera for intervening while ignoring the
much more drastic actions of Athena, and to various linguistic oddities in
the speeches. The first point is addressed in the earlier part of this note;
the focus on Hera is explained by the persistence of her antagonism
throughout the poem thus far; she and Athena operate as a pair in several
scenes, and Hera is often the one who takes the lead (1.195, 5.711-109,
8.350-56). On the verbal difficulties see below, 362, 368nn.

356 xaoryviiTnv &Aoxév Te: Hera’s status derives both from her parentage
and from her position as Zeus’s wife (cf. 4.58-61, 16.432). The point is
taken up by Hera in her reply, 364—6. The brother-sister incest is permis-
sible among the gods though forbidden among men: marital and sexual
behaviour is one of the ways in which myth marks divine existence as
different from human (Rudhardt 1982). In the Odyssey, we are told that
Aeolus, king of the winds, has six daughters and six sons, all married to one
another (10.5-12). This is treated as unproblematic, though Euripides
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later saw the story’s potential for complication and impropriety (Aeolus,
fragments and discussion in Collard and Cropp 2008: 12-31).

357 Empnfas kai éwarta ‘you've done it again’ (lit. ‘you did it then
also’). Zeus refers to the sending of Iris to propel Achilles into action,
but kai #waita (‘then too’) indicates that this is one instance of Hera’s
regular determination to get her way (cf. Od. 8.520 where the same phrase
marks Odysseus’ triumph at the sack of Troy as last in a sequence of
successes won by that hero). By intervening thus, Hera has brought
a premature end to Zeus’s scheme to glorify Achilles, as conceived in
book 1.

358—9 lit.: ‘Surely the long-haired Achaeans were sprung from you
yourself’, i.e. surely they must be your own children (since you take such
pains to support them). Cf. 23.783, where the lesser Ajax comments that
Athena always looks after Odysseus ‘like a mother’. That relationship
represents the most positive form of contact between god and mortal.
But in this passage Hera in her reply makes no reference to her love of the
Achaeans, but only to her determination to have her revenge on the
Trojans, who have dishonoured her.

oglo = ogol.

361 aivéTare Kpovidn, Troiov Tov piifov Earmres: a stock Iliadic line which
is reserved for Hera: it occurs in five other places (including 4.25, the
parallel scene mentioned above, 356-68n.), in each case introducing
a protest or objection on her part. It may be punctuated either as
a question (‘what have you said?’) or as an exclamation (‘what a thing to
say!’); early texts had no punctuation marks. See Kelly 2007a: 225-6 for
other examples.

362 The syntax is elliptical: the sense is ‘Even a mortal man, I suppose
(Trou), one who is mortal and has no such cunning (as I have), is likely to
accomplish (his aim) against (another) man.’

Hera’s argument is a fortiori: even a human being, far inferior to myself,
wants to get revenge on his enemy; so given my own divinity and distinc-
tion, I must naturally strive all the more for the same end. As often, the
analogy between man and god also suggests how utterly different they are,
since Hera’s power is superhuman and she herself is immune from any
retaliation.

Some have found the ellipse in Hera’s argument intolerable, and have
resorted to emendation. Brandreth’s substitution of kétov (resentment,
grudge) for ppotés would provide a much-needed object for Tedéooat, and
Tis would serve as the subject of the main clause (‘a man is bound to satisfy
a grudge’).

kai pév: Hera first asserts a general proposition (‘It is true, after all, that
a mortal man ...’), then in 364 treats this as justification for her own
action, still more appropriate given her divinity. In Od. 20.45-8 (Athena
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speaking) we find a very similar a fortiori argument introduced by this same
combination of particles. See further Denniston ggo.

363 undea ‘schemes’, ‘plans’, ‘devices’. The emphasis is on Hera’s
plotting rather than on any kind of divine wisdom.

864 w&s introducesa question, the main clause of which comes only in
367 with ouk 8gedov: ‘how should I, angry as I am with the Trojans, fail to
plot evils for them?’ The imperfect tense of 8peAov reflects the fact that the
schemes she refers to are in the past, but in English it is perhaps more
natural to use the present.

81 intensifies the force of wés: ‘how in the world . . .7’

é&pion: the question who is ‘best’ is important on the divine plane as
well as on the human (see 1.91, 243—4, 411-12; 2.82; 16. 271, 2774; 23.
891).

366 xixAnpar ‘I am called your consort’; lit. I have been called (and so
now bear the title). The use of this verb rather than simply ‘I am’ is apt,
since Hera is so much concerned with her own status in the eyes of others.
Cf. 14.210 (part of her speech of deception to Zeus). In Homeric human
society the leading figures are constantly alert to how others regard and
speak of them: see e.g. 2g95n.; 1.293, 22.105—7; Cairns 1993: 50-68; Scodel
2008 passim. For kaAéw in such contexts see 2.260, 9.461. In this passage
we see the same attitude present in divine society: cf. Poseidon’s fears at
7.446-53, Od. 13.128-30.

867 payar: aor. infinitive active of pé&mrrw, ‘stitch’, metaphorical for
‘scheme’, ‘devise’; cf. the use of Ugaivw (‘weave’) of making plans or
devising tricks (Od. 9.422, and Rutherford on 19.139-56; Clarke 1999:
252).In 15.16 Zeus refers to Hera’s machinations using the abstract noun
kakoppagin (‘vile scheming’). The variant reading pé€on, ‘act’ (preferred by
Zenodorus), is flat by comparison.

368 A common closing line for a scene in both epics (Kelly 200%7a:
226-8 collects the Iliadic instances). Several of the parallels show that
Zenodorus was mistaken in thinking it a misuse of &yopeiw to apply it to
dialogue between two people: see e.g. 5.274, 7.464.

369—467 Thetis visits Hephaestus and is made welcome; she laments
her situation and requests armour for Achilles; Hephaestus promises to do
as she asks

On Homeric scenes of hospitality (a ‘typical scene’, i.e. one which recurs
with variations in a number of places), see Arend 1933: 34-53; Edwards
1975; Reece 1993. Most scenes of this type involve human host and guest,
but for god entertaining god compare Calypso’s reception of Hermes in
Od. 5.75—96. The present scene is imitated, with ingenious variations, by
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Ap. Rhod. Argon. 3.36-54 (Hera and Athena visit Aphrodite to request
a favour). For stock elements in ‘journey and visit’ scenes see Richardson
1974: 205.

This is the first appearance of Hephaestus in the poem since book 1,
where he intervened to protect his mother from Zeus’s rising anger and
succeeded in defusing the situation. There the poet presents him as
a somewhat comical figure, causing mirth among the divine company
because of his stumbling gait (1.571-600). In general there is a somewhat
light-hearted tone to the scenes involving him — as also in the Odyssey,
where he is cuckolded by Ares and Aphrodite, and where, although he
traps the lovers in the act, he is not altogether successful in reasserting his
rights (8.266-366).

On Hephaestus as a figure of myth and cult see Burkert 1985: 16%7-8;
Brommer 1978; on his presentation elsewhere in Homer, Halliwell 2008:
59-63 (on Iliad 1), and 777-86 (on Odyssey 8).

For visual representations of Hephaestus in Greek art see LIMC
1v.1.627-54; in the lists there nos. 1-10 are representations of the god
with the armour of Achilles (earliest example a kanthara signed by
Nearchus, c.560-550 BC).

Pompeiian wall-paintings of Thetis, Hephaestus and the finished shield
are illustrated in Schefold 1957; summary in Hardie 1985: 18-19.

West 1997: 388—9 discusses parallels with the Ugaritic craftsman god
Kothar; it is possible that this god too was lame.

g370—-1 The sense is complete at the end of 369; these two lines elaborate
on the splendour of the god’s house. That the house is on Olympus is
taken for granted (142, cf. 616).

370 &otepéevra: the house shines like a star. Both epics regularly com-
bine the adjective with oUpavés.

&Bavaroion: the dative is explained by the conjunction with petampers:
the house is conspicuous among the immortals, i.e. admired even by them;
petampétew ‘be eminent among’ also takes a dative (e.g. 11.720).

871 woimfjoaro: elsewhere in the poem Hephaestus is said to have con-
structed the houses of all the other gods as well (1.606-8; cf. 14.166-8,
338—-9 on Zeus and Hera’s bedchamber); he also forged the sceptre of
Agamemnon (2.101) and the breastplate of Diomedes (8.195), and Hera
promises Sleep that she will have him manufacture a golden throne to be
her gift to him (14.238—40, using the same language that we find in
389—g0 here). Even the aegis worn by Zeus and Apollo is said to be his
work (15.310). Clearly, whenever an artefact of divine workmanship needs
to be mentioned, it is naturally the work of Hephaestus.

Kuldotrodiwv ‘Little clubfoot’. xuAAés means ‘bandy-legged’ or
‘crippled’, and the ending -iwv suggests a diminutive, as usual with
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potential for affectionate or contemptuous sense (cf. Dunbar on Ar. Av.
143). In book 1 we saw Hephaestus hobbling about the hall offering nectar
to his fellow deities; his ungainliness there aroused ‘inextinguishable
mirth’ (1.59%7-600, with Halliwell 2008: 59-63).

372—3 Hephaestus is hard at work. Three participles are used to describe
him, emphasising his busy-ness. He works without assistance. In later poetry
the Cyclopes are often represented as his helpers: strange though itseems to
the reader of Odyssey g, this conception of the Cyclopes as a team of
industrious smiths may well be as old as the Homeric epics (in Hes. Theog.
13946, they forge lightning-bolts for Zeus, but are not associated with
Hephaestus). For their role as Hephaestus’ subordinates see Callim. Hymn
3.46-85, Nisbet-Hubbard on Hor. Carm. 1.4.7. Whether or not this concept
of the Cyclopes as dutiful artisans was known to the poet, it would not suit
the present scene, where Hephaestus’ personal debt to Thetis calls for him
to repay the debt with his own hands. (Contrast Virg. Aen. 8.416-53: in the
more hierarchy-conscious Roman epic it is natural for Vulcan to delegate
some of the work on Aeneas’ armour to subordinates.)

A further difference is the location of Hephaestus’ workshop as an
annexe to his own home. In Callimachus, Virgil and elsewhere his forge
is on the volcanic island of Lipari, off the north coast of Sicily; other texts
place it on Etna or on Hephaestus’ own Lemnos. The Sicilian locale no
doubt developed later, as the Greeks gained more familiarity with the west.

372 Toév & eUp for the expression see gn. iSpdovra: for gods to
perspire is rare but not unique: cf. 4.2%7 (Hera on her efforts in mustering
the Achaean forces for the expedition to Troy). See further 414, where
Hephaestus cleans himself up. Bremmer 2010 uses this feature as
astarting point for a broader account of Hephaestus as an atypical divinity.

éMoodpevov ‘turning to and fro’, the literal sense, provides a vivid pic-
ture, and is apt enough with twenty jobs on the go simultaneously. Others
interpret metaphorically, of being ‘constantly in or about a thing’ (LSJ;
Leaf ‘Lat. versari’). Ap. Rhod. Argon. 3.1277 uses the word, at the same
point in the line, to describe the frenetic activity of Aeetes.

¢puoas: like ‘bellows’, the plural denotes a single instrument, but this is
explicable if there are two handles by which it is manipulated (in English ‘a
pair of bellows’). The device pumps air from a nozzle to feed the flame.
At 470 it is made clear that for the major task of Achilles’ shield
Hephaestus will employ twenty pairs at once. The related verb guodw
(‘blow’) occurs at 470; at 23.218 it is applied to winds. Given the word
order and line division mepi pUocas probably belongs with élooépevov rather
than with owevBovra, but it is artificial to split up the phrase too strictly:
Hephaestus is turning to and fro with the bellows, but also eagerly at work
with them. wepi = over, about.
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373 Tpimodas: tripods made of bronze or iron were valuable objects in
the Greek world of the early Iron Age and archaic period (9.407). Often
they were used to support cauldrons. In the Homeric poems the Phaeacian
elders each give Odysseus a tripod and a cauldron (Od. 13.13). Menelaus
brought tripods back from Egypt, among other treasures (Od. 4.129). He
also brought a silver wool-basket which Helen uses for her weaving: this is
described as having wheels (131 TéAapév 8'Uékukdov, cf. 375 here), but is
not of course self-propelled. Hesiod won a tripod at the games for King
Amphidamas, and dedicated it to the Heliconian Muses (Op. 656—9).
Tripods were often prizes at games: e.g. Iliad 11.700, 23.259, 264 (with
Richardson’s n.), Scutum g12-13. The combination tripod-plus-cauldron
provided an excellent medium in which to show off wealth in metal; the
more elaborate the workmanship, the more the object would impress. See
further Whitley 2001: 143—4; Papalexandrou 2004; and for illustrations
Wace and Stubbings 1962: 420 fig. 33; Hampe and Simon 1981: pl.
151-66 (pl. 166 is a magnificent colour illustration of a specimen from
Cyprus standing 1.25 metres tall; now dated c.7750: iron tripod, bronze
cauldron and attachments); Snodgrass 1998: 48 fig. 20.

éeixoor: twenty tripods, just as there are twenty automated bellows at
work (470). This could be coincidence, twenty being a convenient round
number, but it is possible that each tripod gets its own bellows.

wavras ‘in all’ (cf. 7.161 éwéa wdvTes, ‘nine in all’; Cunliffe (2¢)).

374 ‘he made them ... to stand’, i.e. so that they would stand (once
complete): for the use of the infinitive see Chantraine 11.301.

375 Xpuoea: the possessions of the gods are typically made of gold; see
Macleod on 24.20; West 2007: 153—4. In prosaic reality gold would be
a most impractical metal for mechanical applications such as wheels.

0¢'. .. ikdoTwi ruBpévi: three independent datives: ‘for them’, ‘on each
one’, ‘on the base’.

Umo ... Bfjkev: ‘tmesis’. (Some ancient sources seem to assume that
UrékukAa is a single word, and the compound is found in Od. 4.131, but
there it is clearly an adjective, whereas here we need a noun.)

876 oi ‘for him’, ‘at his bidding’.

avtéparor ‘of their own accord’ (hence ‘automatic’): cf. esp. 5.749 =
8.393, where the doors of the heavenly ‘garage’ open to allow Hera’s
horses and chariot to emerge. The word is also used in Hesiod of the
earth yielding forth crops of its own accord, with no cultivation: this is
aregular feature of descriptions of the Golden Age and of fantasies about
the return of such paradisial conditions. These dreams of a world without
work or hardship are frequent in Attic Comedy: examples in Olson 2007:
B g32-5: they sometimes involve ‘automatic’ devices, as in Crates, Theria
(Wild Beasts) fr. 16 = Olson B g2 where ladle and cookpot do the job of
serving the wine and food themselves.
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More specifically these ideas could be connected with particular inven-
tors. Since daiSadov (400n.) and cognates are frequent in this book, and
since Daedalus himself is mentioned in the course of the ecphrasis
(592n.), it is particularly notable that he was himself associated with
moving statues and devices. Socrates in several passages of Plato (esp.
Meno g77d) refers to Daedalus as having manufactured mobile statues,
and Aristotle mentions this tradition alongside a reference to ‘the tripods
of Hephaestus’ (Pol. 1253b3g3—1254a1). There are parallels to the idea in
comedy, of which Cratinus fr. 775 predates Plato. See Bluck 1961: 408-11;
Frontisi-Ducroux 1975: g5—11%; Morris 1gg2: ch. 8 (and further below,
417n. on Hephaestus’ robots).

Wheeled metal stands are known from Cyprus as early as the twelfth
century (e.g. British Museum 1946.101%.1, a four-wheeled example); and
fragments of wheeled tripods have been excavated in Ithaca from the
ninth or eighth centuries (Benton 1934-1935a: 53; Benton 1934-1935b:
88-9, 99). A biblical parallel is to be found in the Phoenician bronze
trolleys made for King Solomon by Hiram of Tyre (I Kings 7.27-37).
I Kings probably only reached its final form in the sixth century Bc, but
the proximity of Cyprus to Phoenician territory makes it likely that the
technology moved westward at a much earlier date.

Suoaiar(o): grd pl. aor. middle optative from 3uw, 8Uvw, ‘enter’ or ‘go
into’. The advantages of this mobility are not explained. In the human
world tripods support cauldrons in which food may be cooked. Divine
cuisine is different, but the poet may have been carried away in imaginative
elaboration: the tripods might carry receptacles of nectar and ambrosia for
the gods to partake of.

&y&va ‘gathering’, ‘assembly’ (as at 7.298), from which derives the
later sense of contest, since a gathering is where contests and competitions
take place.

877 Ofalpa idéoBi: wonder is the typical reaction to Hephaestus’ mir-
aculous creations: see further 83, 466-7, 549.

378 oi&... Tédos ‘these indeed were finished to such an extent ...’ (lit.
‘had their finish’). The subject is the tripods. The odata (‘ears’) are the
handles. The passage is imitated by Ap. Rhod. Argon. 1.730—4 (téoov at
791), which forms part of the ecphrasis of Jason’s cloak: there the Cyclopes
are toiling over the manufacture of a thunderbolt for Zeus.

379 ScbdAea: the first instance of a word which, with its cognates,
seems to be thematic in this episode: see 479, 592nn., and Introduction,
PP 30-1.

SeopoUs: a Seopds is anything that binds or links things together: a door-
latch, a mooring-cable, or in plural chains (hence the title Prometheus
Desmates, ‘Prometheus in chains’). Here it means the rivets or whatever
the divine smith uses to attach the handles.
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380 iSuinior mpamiSeoor ‘with his intelligent understanding’. In the
Iliad the phrase is used only of Hephaestus’ workmanship (482, 1.608,
20.12); so also at Od. 7.92. The mpaTrides, found only in the plural, have
a physical location: several wounding scenes describe a man being struck
in his fiwap Uwd Tpamidwv (‘in his liver, under the wpamides’), where it is
usual to render the word ‘midriff’ or ‘diaphragm’ (so LSJ]) (11.579 =
13.412 = 17.349). Clearly the word also has a psychological reference,
like @péves and other terms of this kind. See Clarke 1999: 74-5, whose
general argument (in his ch. 4) is that it is wrong to separate physical and
mental conception in Homer’s use of these terms.

381 This line is omitted from many MSS and one papyrus, but it should
probably be retained. It does not fit altogether neatly in the context (since
Thetis does not at this point approach Hephaestus; rather, he will come
out and greet her in due course), but this may arise from the unusual
nature of this hospitality-scene, in which Thetis is welcomed by two differ-
ent hosts in turn. For 8gpa to be picked up by &¢ in 382 rather than by the
usual téppa is perhaps not impossible (for missing téppa Leaf cites 61 =
442 in this book, 5.788 and 9.352), but would be exceptional in Homeric
usage: none of Leaf’s parallels involves 8¢ (9.352 has o08¢). (Discussion:
Apthorp 1980: 137—40; Edwards 1975: 62—3, and in his n. on §80-1).

382 Xé&pis: in the lliad Charis (‘Grace’, singular of the Charites) is the
wife of Hephaestus; in the Odyssey he is married to Aphrodite, and has
much cause for discontent at her infidelity with Ares (8.266-366). Since
Aphrodite in the Iliad is consistently pro-Trojan, it would create a conflict
of loyalties if her husband were asked to provide armour for the greatest
Greek hero, so bringing Troy’s doom closer. The poet prefers to avoid this
complication by introducing a different consort (383 gives the audience
the necessary explanation), one who can be friendly and welcoming to
Thetis. Schol. A Il. 21.416 suggested that Hephaestus changed wives over
time. Burkert 1960: 134-5 notes that the marriage of Aphrodite to
Hephaestus is thinly attested outside the Odyssey: if the Odyssey-poet
invented it, the problem disappears.

That Charis is invented for this scene is made likely by her generic name:
in Hesiod there are three Graces and they have individual names (Theog.
907—9). (Hesiod in fact names one of them, Aglaie, as Hephaestus’ con-
sort, ibid. 945.) The scholia (bTA) remark that ‘Grace’ is appropriate
because Hephaestus as a craftsman creates objects of grace and beauty.

382 MirapoxpnSepvos ‘with shining veil’, a unique adjective in Homer
(though it does figure in other epic texts: see esp. Hom. Hymn. Dem. 25 with
Richardson’s n).

383 &muie ‘had as a wife’: g sing. imperfect of émuiw, ‘marry’.

&uqryunas ‘crooked on both sides’, a regular epithet for the lame
Hephaestus but used of no other character in Homer. The translation
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assumes a derivation from &u¢i (implying ‘both’ + yuiéw ‘to lame’). It is
sometimes understood to mean ‘bow-legged’ (yuns means a curved piece
of wood). Other suggestions are that it actually means strong (or skilled) in
both limbs (yuiov ‘limb’), referring to the arms, not the legs; or that it
signifies ‘user of the double axe’. Like some other divine epithets, it is
probably old enough for the poets to have been unsure of its meaning (cf.
Argeiphontes). West prints it capitalised, as a proper name. (Other dis-
cussions in Pulleyn on 1.607%, Hainsworth on Od. 8.300, LfgrE).

384 #v T’ &pa oi @U xepi ‘she clasped her hand tightly’, a gesture of
affection. Cf. 423 (Hephaestus does the same); Lateiner 1995: 57. &v . .. 90
belong together (tmesis). The basic sense of the verb ¢iw is ‘grow’ (tran-
sitive or intransitive); combined with #v it means ‘grow into’ or ‘attach
oneself to’ something, here the hand. In Od. 1.381 and elsewhere 63&€ év
xeiAeor gUvTes means ‘biting their lips’ (lit. ‘growing in the lips with their
teeth’). Parallels like this show that ‘clasped her hand’, not ‘touched her
with her hand’, is the correct rendering; xepi is not instrumental (see
Graziosi and Haubold on 6.253).

885 Tiwre: ashortened version of ti wote, ‘why ever’.

385 ©ém1 Taviumemhe: the second syllable of Thetis’ name must be
scanned as long (as also at 407), and the final ¢ of TavimemAe must be
scanned as a single long syllable in combination with the ix- of ikévei
(synizesis). The metrical awkwardness shows that this vocative formulation
has been adapted from the nominative form. See West on Hes. Theog. 964.

386 «iboin Te @iAn Te: the adjectives grammatically belong to the
addressee (‘you’), but really describe the attitude of Charis and her hus-
band to Thetis: ‘whom we respect and care for’.

The punctuation adopted here includes these words in the question
asked by Charis: the phrase is in apposition to ‘you’. Alternatively we may
place the question mark at the end of 385 and treat the first half of 386 as
a separate comment, with the verb ‘to be’ understood: ‘(you are) one we
respect and care for’. The general sense is not affected.

T&pos ye piv ol T1 8apileis ‘before now you’ve not been a regular visitor’.
There is a charming note of domesticity, even in this divine setting.
Compare Od. ;.88 (Calypso to Hermes), Pl. Rep. 1.328c (Cephalus to
Socrates, using the same verb in a genial Homeric allusion), Theocr. Id.
15.1-3 (the housewife Praxinoa greets her friend Gorgo). Ap. Rhod.
Argon. 3.52—4 imitates the passage, though without using the same verb:
there, Aphrodite greets Hera and Athena, but her courtesy veils hostility.

Bapileis is what is called a timeless present: that is, the present tense is
used to describe something which is generally the case and has been for
some time (Wackernagel 2009: 202-3).

887 &AX #rreo: Charis asks her question but does not wait for an answer.
Itis an important part of Homeric etiquette that the guest must be allowed
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to sit down and be given nourishment before any practical matters are
addressed (though in this scene the fetching of food is forgotten or
omitted).

§eivia Beiw ‘so that I may make you welcome’, lit. ‘put forth guest-gifts for
you’. The relation of host and guest is ethically charged in Homer; indeed,
Zeus in his capacity as Xeinios, lord of hospitality, can punish neglect of
this relationship. See 13.624-5, Od. 9.2771, 14.284, and my n. on Od.
19.185.

389 6pdvou: aspecial chair for an honoured guest. This seems to be the
most distinguished type of chair in the epic (see Athenaeus 5.392e-f, who
tries to establish a hierarchy).

390 The line, like 3701, is not strictly necessary to the sense, but adds
to the atmosphere of divine splendour and courteous hospitality. For
SadoAéou see g7gn.

Umé ... fev belong together (‘tmesis’).

391 xAutoTéxvnv: another stock title of Hephaestus, used already at 143.

392 On one-line speeches see 182n.

393 TepikAuTos augryvnas: cf. 383n.

394 Mol Sewv) Te kai aioin Beds: stronger phrasing than Charis had used
at 386. On the terminology here see Cairns 1993: 88—go.

395 fiu éodwo’...: adigression follows explaining why Hephaestus has
such a high regard for Thetis. Like many Homeric digressions, particularly
in speeches, it is clearly framed by phraseology marking the beginning and
end: see 4056 of p’ Eoéwoav.| f viv ... On ‘ring-composition’ see 4gn.

The way in which Thetis helped and protected Hephaestus in the past is
reminiscent of the way she helped Zeus at a time of rebellion among the
gods (as Achilles reminds her in 1.396—406). In both cases her past service
gives her a claim on them, but in both scenes she tactfully refrains from
reminding the other deity of his debt to her (Aristotle remarked on this,
NE 4.1124b, noting that those who have received help do not relish being
reminded of services done to them). In fact both stories are probably ad
hoc inventions by the poet to provide her with such a claim. For such
inventions see Braswell 1971, Willcock 1964 and 1977 (the contrary is
maintained by Slatkin 19g1: ch. 4).

ue agrees with Teoéva, as the object of &piketo (‘came upon me’).

396 unTpos éufis: Hephaestus’ mother is Hera. In Hesiod’s version he
has no father: Hera chose to bear a child without male assistance in
resentful competition with Zeus, who had fathered Athena without need
of a female to bear the child (Theog. 924—9, cf. fr. 343.2). Other versions
regularise the childbirth by making Zeus and Hera the parents of
Hephaestus (II. 1.578, 14.338, Od. 8.312).

kuvaymbos ‘bitch that she is’ (lit. ‘dog-faced’). For the insult cf. 3.180
and Od. 4.145 (Helen on herself: cf. Il 6.344, 356 xivos), Od. 8.319
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(Hephaestus on the unfaithful Aphrodite), 11.424, and cf. 19.91 (with my
n.), West on Hes. Op. 67. xuvdombdos is exceptional for Hera; a gentler
alternative was to read the standard epithet Bodmdos, ‘ox-eyed’ (suggested
by one of the scribes of T). The god’s hostility towards his mother is in
marked contrast with his sympathetic concern for her at the end of book 1,
where he seeks to protect her from Zeus’s wrath (571-600).

That contrast is related to the difference in the reminiscences there and
here. In book 1, Hephaestus was flung out of Olympus by Zeus because he
attempted to defend Hera against her husband. In book 18, it is Hera who
is the angry one and Hephaestus is a helpless victim, perhaps even a child.
The two versions are not incompatible, but most likely the poet is employ-
ing a typical story-pattern, whereby a major divinity punishes a less power-
ful one in a fit of rage. Other passages confirm that conclusion, esp. 1g.
12631, where Zeus is said to have cast Ate out of Olympus in rage at being
deceived; also various passages in which Zeus’s power and violence are
recalled or feared (as by Sleep when urged by Hera to render assistance,
14.252-62).

Other myths, not relevant to Homer’s tale, described the process by
which Hephaestus and Hera were reconciled and Hephaestus welcomed
to Olympus: see Gantz 74-8; also West 2011a: 292-3; West 2011c.

397 xpUywar Hera certainly wanted the deformed child removed from
her sight; but the implication seems to be that she wanted him dead, or at
least badly hurt. The immortality of the gods is briefly ignored (see esp.
407 {widypia), as at 5.388.

xwAdév #vra: cf. Od. 8.308 (Aphrodite despises Hephaestus for his
lameness). For lameness as a stigma cf. Hdt. 5.92.81, Soph. OT 1035.
Hephaestus is surely lame from birth; the suggestion (e.g. in Willcock’s
n.) that his condition is the result of his fall is excluded by this very
sentence. He might indeed have been lamed when hurled from
Olympus by Zeus for defending his mother (1.590—4, cf. 396n.), but that
episode assumes he is already mature; in any case, both passages look
like ad hoc inventions (3gxn.).

397-9 Another cliffhanger or ‘if ... not’ situation: see 165-6n.

398 Umedifaro: the shift to singular after a plural subject presumably
indicates that the poet’s (or the character’s) real concern is with Thetis.
For Thetis as a protectress see also 6.136, where she provides refuge to
Dionysus and his nurses, who are being persecuted by the impious
Lycurgus. Some of the names of the Nereids also have ‘protective’ implica-
tions: note esp. Dexamene, ‘The one who receives’ (44). The idea of
hiding a deity in his infancy is paralleled in the myths of Zeus’s childhood
(when the Couretes hid him from his father Cronos) and of Dionysus
(again in danger of persecution from Hera): see Gantz 41-3, 4773-6.
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xéAmwi: an ingenious play on meanings: both the recesses of the sea
and the motherly bosom of Thetis welcoming the refugee are sug-
gested. There is the same ambiguity in Latin sinus: cf. Virg. Aen.
8.711-13, of the Nile receiving the fleet of Cleopatra returning in
defeat. The use of kéAtmos is paralleled in the passage of book 6 refer-
ring to the occasion when Thetis gave refuge to Dionysus (6.135-7);
see also Hom. hymn 26.4.

399 Eupuvéun Buyamp &yoppdou Qkeavoio: so also in Hes. Theog. 358.
The line interrupts the narrative and has almost the quality of a footnote;
Payne Knight deleted it. But Eurynome in Hesiod is the mother of the
Graces ( Theog. 9o7—9) and hence Hephaestus’ mother-in-law. If we accept
that the Iliad-poet had the same family tree in mind, then it is courteous of
the god to pay tribute to his mother-inlaw (so schol. T). Stylistically the
line is notable for the repetition of the name Eurynome from the previous
line. This is normally called epanalepsis, though other terms are some-
times used. For parallel examples involving proper names see 2.849-50
(Axios), 870-1 (Nastes), 6.395—6 (Eetion); the device also occurs with
halfline phrases (22.12%7-8 with Richardson’s n., 23.641-2). Sometimes,
as here, the repetition seems to have little rhetorical force; it may rather
reflect the poet’s fondness for sound-effects, amply illustrated elsewhere
(see Edwards 55-60, Richardson 1980: 202-10). Later poets followed
Homer’s lead and devised still more elaborate verbal patterns (Wills
1996: 125 n. 5, 185, 360 n. 15).

&yoppdou ‘which flows back (on itself)’; i.e. the Ocean flows in a circle
around the world, so that its waters return where they started from (for
a highly speculative alternative etymology see West 1997: 146-8, criticised
by Kelly 200%7b). Ocean is imagined as a river rather than a sea: see further
607-8n.

400 Tijior w&p' eivaeres ‘with them for nine years’. Hera presumably
threw Hephaestus out of Olympus on his birth, when she saw his physical
defect (397n.). Since gods mature swiftly, Hephaestus’ precociousness
need not surprise us (cf. the child prodigy Hermes in the Hom. Hymn.
Hermes, and West on Hes. Theog. 492).

Nine (évvéa) is a favourite number when a poet needs to specify a span of
time, or indeed other things (so is seven). The king of Lycia entertained
Bellerophon for nine days before asking for his credentials (6.174),
Phoenix spent nine nights virtually imprisoned in his father’s house
(9.470); Patroclus makes three devastating attacks, killing nine men
each time (16.785). More examples in Kelly 2007a: 261-3.

wép’: the preposition follows the pronoun it governs, and the accent
moves back to the first syllable (anastrophe): see 7n.

XéAkevov SaiSada moAA& ‘I fashioned many a cunning work of metal’.
A Baidodov is a work of clever craftsmanship, attractive or ingenious rather
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than merely functional. xaAkeiw of course suggests bronze in particular,
but a yoAxeUs is described as working with gold at Od. §.432-5.

ToMA&: Zenodotus and Aristophanes preferred to read wévra, and this
reading seems to be endorsed by Apollonius (A7gon. 3.42; Rengakos 1993:
63). The same variation is found in 482. But in both places ToAA& gives
good sense, whereas mwévta would be pointless hyperbole (so also at
14.179; but in 5.60 Twévta is probably right, as there the poet is speaking
of a craftsman’s ability, not of a specific task).

401 The line gives examples of the kind of thing Hephaestus made:
probably ‘pins for clothing, curling spirals, ear-rings and necklaces’.
Precisely what each term refers to is to some extent guesswork.
Brooches seem to have replaced pins c.600, which would be too late for
the Iliad; hence ‘pins’ is the preferable rendering (Lorimer 1950: 4014,
514). The ‘spirals’ (8ukas from éMoow) could be arm-bands, hair-bands,
bracelets or the like. ké&Aug is normally used for the ‘cup’ of a flower, so
perhaps cup- or flower-shaped earrings (Hera has a pair of these at Ii.
14.182-3, as she beautifies herself for Zeus; compare also Penelope
extracting presents from the suitors, Od. 18.297-8: precious pearl ear-
rings shaped like mulberries are among those provided). éppos is prob-
ably a necklace: cf. Hom. Hymn. Aphr. 88, where 8puor are placed around
Aphrodite’s ‘tender neck’ (they are also prominent in her iconography).
Pandora in Hesiod wears them too (0p. 74), and Eurymachus presents
Penelope with one in the Odyssean scene already mentioned
(18.295-6). It is interesting that so many of the parallels are found in
scenes which prepare for seduction (Hera with Zeus, Aphrodite with
Anchises; Penelope’s advances to the suitors are a complex variation on
this type of scene); perhaps the similarities suggest that in those early
days Thetis and Eurynome were eager to look glamorous to male divi-
nities. In any case all these are plainly intended as jewellery or decoration
for his protectresses. The line is re-used verbatim at Hom. Hymn. Aphr.
163: see Faulkner’s n. on that line and on 8%7-9, where some of the same
terms appear.

402 #v oTriji yAagupé: the nymphs dwell in undersea caves, cf. 50, 65,
24.83, and the narrative in Virg. Geo. 4.333-85, where Cyrene hears the
distress of her son Aristacus and welcomes him into her underwater world.
That scene echoes the Thetis—Achilles relationship but with a twist: instead
of her coming to comfort him, he is brought to her.

Qxeavoio: for Ocean see 399 and 607-8nn.

403 poppupwy ‘boiling, roaring’; cf. 5.599 (simile) and 21.325 (the
angry river-god Scamander).

&omreros: 165n.

405 iocav ‘knew’, from oida, though more often this form derives from
i ‘I shall go’.
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406 @ viv ... ixea: the ring composition which began at gg5 is com-
pleted (49n.) and Hephaestus turns back to the present situation.

7o ‘therefore’.

406—7 upe péda xpeo ... Tivaw: xped is a feminine noun for ‘need’.
The verb ‘is’ must be supplied, and the expression is followed by
accusative and infinitive: ‘it is absolutely necessary for me to ... Cf. Od.
4.707-8.

407 wavralwikypia ‘full (or ‘any’) recompense for my life’, i.e. gifts in
thanks for saving his life. Cf. Od. 8.462 (Nausicaa delicately points out the
debt Odysseus owes her). Charis promised Thetis the hospitality due to
a guest, but Hephaestus’ debt to her is greater than that.

408 &\A& oU pév viv: no Sé-clause follows, but an obviously contrasting
clause does (focusing on what Hephaestus will be doing). For such cases
see Denniston 379, final paragraph.

oi mapafes Eaviia xaA&: Charis had already assured Thetis that she
would make her welcome. Hephaestus urges her to do so, and we should
assume that food and drink are being provided while the god finishes his
work, though this is not mentioned.

410 7 ‘he spoke’: a verb found in Homer only in this form (grd sing.
imperf indic.) and always at the end of a speech. The present form fui is
found in Attic dialogue (e.g. Ar. Ran. 37); the imperfect is particularly
common in Plato.

Téikwp «inrov: translation disputed. Probably the phrase describes
Hephaestus. ‘So he spoke, and rose up, a monstrous panting (?) figure,
from the anvil-block.” weAdpios means ‘huge’, sometimes monstrously
large. The noun wéAwp is used at Od. 9.428 (of the Cyclops) and 12.87
(of Scylla); also at Hom. Hymn. Aphr. 3774 of Python, the snake slain by
Apollo. The main problem lies in the adjective, found only here.
(At 21.395 Ares insults Athena, accusing her of having 8&poos &ntov, but
this may be a different word.) According to one theory, there is a link with
&nu ‘blow’, in which case the adjective here may refer to Hephaestus
puffing and breathing heavily. Another view takes the word to be des-
cended from a Mycenaean term for ‘craftsman’ (Palmer 1963: 339).
Beekes s.v. dismisses all theories as unsatisfactory.

Some scholars prefer to take &véorn as transitive and wéAwp as accusative,
and render ‘So he spoke, and lifted up a huge mass of metal from the anvil-
block.” But since nothing is said about what Hephaestus does with it, this
seems unsatisfactory. (Lattimore’s version, ‘took the huge blower off from
the block of the anvil’, seems far-fetched; Powell’s ‘arose from the huge
puffing anvil’ is flatly impossible.)

411 xwAevwv: the initial position and the pause following the first word
make the enjambement emphatic: ‘limping as he came’. So also below at
417. The subject of the sentence, éAwp aintov, was neuter, but since the
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phrase refers to Hephaestus, a shift back to the masculine is natural
enough (‘construction according to the sense’).

paovro: 3rd pl. imperfect indicative from paopat ‘speed along’, ‘move
quickly’. The verb goes with Umé (‘tmesis’): ‘his shrivelled thighs made
haste beneath him’. There is a contrast between the smith’s mighty torso
(410) and his spindly, deformed legs.

412 8mAa ‘equipment’, not here armour or weapons. Similarly in the
Odyssey the word is often used of ships’ tackle, e.g. 2.390.

413 A&pvax’ és &pyupinv: a Adpvaf is a chest or casket. In 24.795 the
word is used for a funerary urn, and in Bacchyl. 5.141 for the container in
which Meleager’s mother has stored the fateful log that guarantees his life.
A silver tool-box may seem extravagant, but all the gods’ possessions are
precious and beautiful.

414 owdyywn: in the Odyssey a sponge is used to clean surfaces before
a meal, or after a bloodbath (1.111, 20.151, 22.439, 453); in Aesch. Ag.
1329 a wet sponge erases a drawing (cf. Suet. Aug. 85.2); in Ar. Vesp. 600
a sponge is used to clean shoes. The epithet woAdtpnTos (‘with many
a hole’) is used in three of the Odyssean lines, which makes it clear that
the poet did mean the same thing we do by the word. The curious should
consult Arist. Hist. an. 5.16.548a for more sponge-lore.

416 The variation of pace is striking. Since Hephaestus spoke the poet
has described his actions at a fairly leisured pace: 410-11 on his standing
up, 412-13 on how he puts away his equipment, 414-15 on sponging
himself down. Now we have three separate clauses in a single line (8¢
thrice), suggesting a greater eagerness; but the repetition of the enjambed
xwhetwv (417 ~ 411) reminds us of the limitations on Hephaestus’
movements.

417-21 The lame god is assisted in walking by robots of his own crea-
tion. Hephaestus is also said to have manufactured immortal watchdogs of
gold and silver for the palace of Alcinous on Scherie (Od. 7.91—4) and
ferocious bronze bulls for Aeetes of Colchis (Ap. Rhod. Argon. 3.230-1).
Inspired or instructed by Athena, the Telchines of Rhodes manufactured
miraculously moving objects in the shape of men (Pind. OL 77.50-2). Other
mythical androids include Talos, the man of bronze on Crete (Soph.
Daedalus F 160—1, Ap. Rhod. Argon. 4.1636-88, Apollod. Bibl. 1.9.26).

417 XwAsUwv: see 411n.

pwovto ‘attendants hastened to assist their master’. For the verb, and
the separation of (T, see 411n.

419-21 doi ... iocacv: by his use of present tenses the poet seems to
imply that these servants continue to exist and to do their work in his own
time.

419 véos éoTi perd @peoiv ‘there is thought in their breasts’: véos/vois is
regularly associated with intellectual activity (though sometimes with
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emotional content: cf. e.g. Od. 8.78 xaipe véw1). It seems not to have
anatomical status: noone’s vdos is ever exposed by a wound. véos can
mean a plan or the result of thought; in some passages it comes close to
meaning ‘mind’ or ‘intelligence’: besides the present case, see esp. Il.
15.80—-3 (the simile describing Hera moving with the swiftness of
a man’s shifting thought), and Od. 10.240, where the companions of
Odysseus have been transformed physically into pigs but we are told that
voUs fiv &umeBos s 16 Tpos mep (‘their minds remained as they had been
before’). See further Jahn 1987: 46-118; Clarke 1999: 120-5.

420 &BavaTwv 8t Beddv &mo fpya icacv: cf. Hes. Op. 61—4, part of the
description of the manufacture of Pandora, which West (controversially)
sees as the model for the present passage. There Hephaestus is given
instructions to give her a human voice and strength, while Athena is told
to teach her craftsmanship (#pya): weaving is mentioned. &wo governs
8ecdv, as the accent on the preposition shows (anastrophe: 7n.)

421 Umaiba ‘under’. Sometimes used as an adverb, here a preposition
with the genitive &vakros. Usually there is some implication of motion
(away from under), but here it simply refers to the robots supporting
Hephaestus from below.

ippwv ‘moving’: it seems to be implied that he does so with some diffi-
culty. The basic sense of the verb is ‘go’, but it often has negative implica-
tions; the imperative can be used to dismiss or send someone packing:
8.164, 9.377, 23.440, 24.239, Od. 10.72 (cf. the colloquial #pp’ &5 képaxas
‘to hell with you’, Ar. Plut. 604). The verb can thus suggest that the journey
will involve mishap or misfortune — here, simply physical difficulty.

423—7 =384-6, Charis’s reception of Thetis: see nn. there. The repeti-
tion makes Hephaestus clasp or stroke his guest’s hand (423 & 1" &pa oi U
xepl). It is less common for a male to initiate such physical contact, but
Hector does caress his wife (probably her face) at 6.485. Here the gesture
presumably expresses the gratitude of Hephaestus and his intimacy with
his childhood protectress.

426—7 =14.195-6 (Aphrodite responding to Hera’s overtures). 426 is
clearly necessary here, but 427 is missing from a number of papyri and
manuscripts, and is plausibly deleted by West as a ‘concordance interpo-
lation’ (see Introduction section 5, n. 151). For fuller discussion see
Apthorp 1980: 140-1.

427 i Tereheopévov éoriv ‘if it can be accomplished’. This must be the
meaning, though the perfect participle is illogically used here and in the
parallel passages (e.g. 14.196); similarly 22.219 wepuypévov (from gelyw).

42961 On Thetis’ speech, Schol. bT comment: ‘He has portrayed the
female character, as she does not answer his question but explains what
she is upset about.’ This is not entirely fair, as Thetis does make her request
at 457-61, and she needs to explain the background. Certainly her
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explanation is a long one, so long that editors have suggested cutting the
speech drastically (444—56n.). But the recapitulation is in the Homeric
style, and the emotional description of her unhappy marriage gives a fresh
perspective on matters touched on only lightly by Achilles earlier (86—7).

429 1 &pa &1 715, doa Beai elo’ ‘is there anyone at all, of all the god-
desses that are/dwell ...”" &pa introduces a question. T, doon Beai is
elliptical: i m&owv Becov of would have been more straightforward.

430-1 To00&b’... 800’ ‘as many ... as’ (Cunliffe s.v. Téoos (4)). The
double sigma in both words is for metrical convenience.

432 ixpiv ... 434 8 pév: for the duplication of uév see Denniston 384,
who comments on these lines, ‘here the point of view shifts, Thetis
empbhasising first the mortality of her consort, secondly the old age atten-
dant on that mortality, in contrast with her other sorrows’.

M... &vbpi S&pacoev ‘subjected me to a man’: the language is that of
taming or overpowering an animal (5audAn, d&paiis = heifer); the poetic
word &éuap for ‘wife’ shows how deeply embedded the concept is in the
Greek language. For the use of this verb in sexual contexts, see 3.301
(rather different is 14.315-6, where passion subdues Zeus). For love or sex
as taming/subjugating a female see esp. Hor. Carm. 2.5 (with Nisbet-
Hubbard’s commentary); Carm. 1.26 (based on Anacreon) uses similar
metaphors more playfully. Thetis’ choice of words (cf. étAny, ‘I endured’,
in the next line) conveys her bitter resentment.

In Pind. Isthm. 8.26-47 (cf. Aesch. (?) PV 755—68) Zeus marries off
Thetis to a mortal having previously considered wedding her himself; he
is dissuaded on learning of a prophecy that the son of Thetis will be more
powerful than his father (cf. the succession-myth in Hesiod, where there is
similar danger from union with the goddess Metis: Theog. 886—goo with
West’s n.). Itis not clear that this tradition goes back to early epic. If it does
(as argued by Slatkin 1991), there is an added reason for Thetis’ resent-
ment (though in Jliad 1 her relationship with Zeus seems far from hostile).
See further Homer 116-17.

433 Aiaxidm MnAfi: Peleus was son of Aeacus: for the genealogy see 21.
187-91.

434 ™oOMA& ... #8idovoa ‘very unwilling though I was’. moM& pdda
belong together, the second word adding force to the first: this is
a formulaic line-opening (13 xin I.). The adverbial use of ToAA& is parallel
to 6.458 woMA& &exalopévn (‘greatly humiliated’), 11.557 = 17.666 woAn’
aékwv (‘very reluctant’). In view of these parallels the alternative, to take
ToAAd uéAa with étAny in the preceding line (‘I endured very many times’)
is implausible.

yhpai Avypdi: Peleus has been mentioned many times before book 18,
and in four places he is referred to as ‘old’ (9.400, 438, 11.772, 783).
At 16.14-16 Achilles remarks that if they received news of the death of



COMMENTARY: 435-444 185

Peleus or Menoetius there would be good cause for grief. But this is the
first explicit statement that Achilles’ father is utterly decrepit. The poet is
paving the way for book 24, where much is made of Peleus as a wholly
wretched old man, living only to hear news of his son and destined never to
see him again (534—42; see further Od. 11.494-503). For Peleus as
a symbolic figure representing the misfortunes of old age, see Juv.
10.256 (but Juvenal goes on to make much more of Priam).

435 &pnuévos ‘broken’, ‘stricken’. A perfect participle passive, but the
verb is found only in this form (and in the Iliad only in this passage). It was
glossed by ancient scholars with BepAappévos (from pA&mTw), ‘afflicted’. Its
root must be the noun &pn, ‘harm’, found in 100 above.

&\Aa 8¢ por viiv ‘now (Zeus has given) me other sorrows’. 8¢ contrasts
with uév in both 432 and 434 (see 432n.).

436 S&we: Zeus, not Peleus, is surely the subject. For the mythical
background see 432n.

yeviohar Te Tpagépev Te ‘to be born and raised’: a regular expression.
Tpagépev is 2nd aor. infinitive of Tpépw, regularly intransitive (passive) in
this tense.

437-43 These lines are repeated from 56-62, where Thetis was addres-
sing the Nereids: see notes there. 441 is omitted by some MSS, although it
is present at the equivalent point in the earlier passage (60). In the new
context it is more awkward, since Thetis has already referred to her
unhappiness with and separation from Peleus. Hence the deletion of
441 (advocated by West) is attractive. See Apthorp 1980: 142-5.

444-56 Summary of the earlier action of the Iliad. These lines were
deleted by Aristarchus. But Thetis’ unhappiness justifies a fuller com-
plaint. Moreover, Hephaestus does not necessarily know all that has hap-
pened. Itis a mistake to suppose Homeric gods omniscient (cf. 63—4, 168):
Zeus can be tricked, Hera does not know what Thetis and Zeus have
discussed in book 1 (though she can make a shrewd guess). Hephaestus
does not get involved in events on the Trojan plain until book 21, and
indeed in book 1 disparaged these events as trivial, declaring that mortal
affairs should not disturb divine feasting (574). So the recapitulation is
reasonable.

For a comparable summary of recent events by a participant see
Achilles’ account to Thetis of the origins of the quarrel, 1.366—92 (ana-
lysed by de Jong 1985).

The narrative given by Thetis would mislead any reader who took it to be
an exact summary of the Iliad so far: in particular, she makes it sound as if
the sending out of Patroclus was a concession in response to the embassy
(450—2). But precision is not her concern. (See further de Jong 1987:
216-18.)
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444 woupnv: the girl Briseis, captured on Achilles’ campaigns reducing
the allies of the Trojans and allotted to him as part of the spoil. She was last
seen in book 1, when Agamemnon’s heralds removed her from Achilles’
quarters; she is returned to him in book 19, in which she utters her only
speech (287-300, a moving lament over Patroclus’ body).

445 éx xapdv: this of course exaggerates the degree of Agamemnon’s
involvement; he did not take the girl in person, but sent heralds. From
sympathy with her son, Thetis makes the king’s behaviour even more
outrageous than it was. Achilles had given her a more accurate account
in 1.391-2.

446 Tiis &xéwv ppévas ‘grieving for her in his heart’. The genitive after
a verb expressing grief or anger (indicating the cause of that feeling) is
common in Homer (Monro §147 (1): cf. 88 above, 22.272). ¢pévas is
‘accusative of respect’ (belonging with &yéwv). The subject is now
Achilles (8).

fpthev: probably grd sing. imperfect indicative from ¢8iw, a rarer varia-
tion on ¢8ivew, here intransitive, ‘he wasted away’. The form is found onlyin
this line; there is disagreement about both the root form of the verb and
the tense. (Some understand it as transitive with gpévas as object: ‘he
ravaged his heart’; a separate question is whether the tense might be aorist
rather than imperfect.)

4477 &eideov: 3rd plur. imperfect indicative of iAéw, an alternative form
of éAw (‘hem in’, ‘coop up’). For the aor. infinitive Ao see 294, for the
aor. passive infinitive see 286, for the pref. passive participle cf. 287.

fupale: see 2gn.

448 dwv: grd plur. imperfect indicative active from 2w, ‘let, allow’.

AiocoovTo yépovtes: the reference is to the sending of the embassy to
Achilles in book g. The verb may remind the reader of the parable of
the Litai (‘Prayers’ personified) which forms part of Phoenix’s appeal
(9. 502-12: Mooopat is used in 9.501 and 511). yépovTes seems somewhat
misleading. Phoenix can undoubtedly be so described, but ‘elders’ seems
a less apt term for Odysseus and Ajax. Perhaps the reference is to the
council which dispatched the embassy (where the aged Nestor is
prominent).

449 5&p’ 6vépalov: these were listed at 9.121-56 (repeated with minor
changes at 9.262—98).

451 ‘but he put his own armour on Patroclus’. The order of words in
the Greek emphasises Patroclus, in contrast with adTés pév in the previous
line. ‘As for himself, he refused ... (but Patroclus was another matter).’ 8
(‘he’) is Achilles. In what follows &ooe is g sing. aor. indicative of &vvup,
‘clothe’, ‘put clothes on’, with double object. & is the neuter accusative pl.

of the possessive adjective (851 &).
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452 Swaooe: g sing. aor. indicative active from émé&lw (&maoe is also
found). The verb means ‘make over to’, ‘present to’ or ‘attach to’
someone.

453 Tav § fiuap pépvavro: again exaggerating the events as presented
in the Iliad. A considerable portion of the day had elapsed before Patroclus
entered the battle. See 239—42n.

wepi Zxaufjior wUAnion: see 16.712 for the mention of these gates shortly
before Patroclus’ demise. These gates are the focus for many of the key
events of the war: Hector and Andromache say farewell there, after the
encounter which is treated as their final meeting (6.393); Hector awaits
Achilles there (22.6); Achilles will be fighting there when Paris and Apollo
slay him (22.360); see also 6.237, 307, 9.354. oxcués means ‘left’, and the
name for the gates most probably means that they look to the west: cf. Od.
3.294 okadv plov ‘the west headland’.

These gates are by far the most frequently mentioned, but ‘Dardanian’
gates are mentioned at 5.789, 22.194-5, 413 (Aristarchus identified them
with the Scaean), and Troy has many gates at 2.809 (perhaps to place it on
a par with seven-gated Thebes: the Theban and Trojan wars are often seen
as parallel, e.g. Hes. Op. 161-5).

454 Another ‘if ... not’ situation (165-6n.), reflecting the use of the
same type of expression in the narrative proper, 16.780-3.

frpafov: g plur. ‘strong’ aor. indicative from mép8w, ‘sack’ or ‘lay waste’.

455 WoM& xax& péfavta: Thetis’ summary of Patroclus’ aristeia is
vague; she concedes that he did some damage to the Trojans, but she is
not really interested in his achievements and shows no sympathy here for
his death or indeed for Achilles’ distress.

457 T& o& youvad' ikavopar: the verb here means ‘arrive at’, ‘come to’,
but ix&vew is cognate with ikétns ‘suppliant’, iketevw ‘supplicate’, because
a suppliant is one who ‘arrives’ somewhere in desperate need.
The reference to ‘knees’ activates these associations: suppliants regularly
cling to the knees of their potential benefactor, since direct physical
contact establishes a stronger claim (e.g. 1.500-1, 512-13; 6.45; Od.
22.342). If this scene is to be understood as supplication, it parallels
Thetis’ earlier appeal to Zeus in book 1, which was a full-blown suppliant
scene. But there is no suggestion here that she abases herself or physically
clutches Hephaestus’ knees; nor would that suit the relaxed relationship
between them. Hephaestus has already promised that he will fulfil her wish
if he can. Hence this is a case of ‘figurative supplication’ (Gould 1973: 77).
On supplication see Gould 1973 (with a catalogue of Homeric examples at
80 n. 39), Naiden 2006.

458 ul' iud1 dxrupdpwr: the first three words as found in the manu-
scripts (uiel éuén dxupdpoot) are metrically intractable: the line will scan only
if -1 is short by correption and the two omegas are run together
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(‘synizesis’). Emendations were already proposed in antiquity. The sim-
plest remedy (adopted by Willcock) is to read ul’ &uést doxupdpan (elision of
uli, the shorter dative form of viés) and scan the phrase — v v - v v
shortening the third syllable by correption. The whole phrase is obelised
by West.

@xupépwr: Thetis characteristically dwells on this theme: see gn.

458 Tpugaaav ‘a helmet’. The poet uses several terms for helmets,
most commonly képus (611) and kuvén. Tpupdheia seems actually to be an
adjective (with képus understood), meaning ‘with g&Aor’, horns or bosses,
perhaps ornamental or perhaps to hold crests. At 12.384 and elsewhere it
is clear that helmets have four such @&Aor (TeTpagdAnpos, TeTpdaios).
In view of this recurring detail it is likely that the obscure prefix Tpu-
signifies ‘four’ (cf. Tp&mela, ‘four-legged (table)’). On the design of hel-
mets see Snodgrass 1964: ch.1. Close to the time of the Iliadis the Mykonos
pithos, a storage jar (c.670) decorated with scenes of the sack of Troy and
including Greek warriors wearing crested helmets (see Archaiologikon
Deltion 18.1 (1963) 37-75; Van Wees 2004: 125). Somewhat later, the so-
called Euphorbus plate (c. 600 BC) shows Menelaus and Hector in combat
wearing helmets of the hoplite type (British Museum A%749; ill. in Schefold
1966: pl. 75; Snodgrass 1964: pl. 6). On the crest, not mentioned here, see
612n.

459 xai xahés xvnuidas ‘beautiful greaves’: Snodgrass 1964: 86-8.
These protected the leg below the knee and were generally secured
with laces (as holes in surviving examples suggest); in some cases
bronze lacing-wire is still present (as in a Mycenaean greave from
Cyprus c.1200, Snodgrass 1964: pl. 28). (Page’s notion that they were
specifically Greek (‘you could tell a Greek by his greaves’, Page 1959:
245) is refuted by the case of Paris (3.330-1), hidden away by Page in
a footnote.)

émogupiois &papuias ‘fitted with leg-guards’, quaintly described as ‘gai-
ters’ by Lorimer 1g50: 253.

460 xai 8opnx(«) ‘and a corslet’, i.e. a piece of armour covering the
torso: see Snodgrass 1964: '72-86, esp. fig. 4 on p. 8o.

Schol. T, followed e.g. by West 201 1a: 352, observes that Thetis does not
request a sword to replace the one Patroclus took (16.135), and
Hephaestus is nowhere said to make one. Despite this omission, Achilles
has one at 19.372 and subsequently in battle. This seems to be a case of
Homer ‘nodding’ (a notion first formulated by Horace, Ars poetica
358-60). However, the sword is much less important in Homeric combat
than the spear.

8 ... fiv oi: the whole phrase (lit. ‘that which was to, i.e. belonged to,
him’) is collectively the object of &rdaeoe: ‘for the one he had, his trusty
companion lost’.
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461 was deleted by Diintzer, followed by West. This is a judgement of
style and content, not one derived from manuscript evidence, but it is
probably right. We do not really need to be reminded that Patroclus lost
the armour because the Trojans slew him; the shift to a further reference
to Achilles’ grief is abrupt; and when the audience last saw the hero he was
no longer lying on the earth, but had risen to drive off the Trojans and to
lead the mourning for his comrade. A defence of this line might be that
Thetis, preoccupied as ever with her son’s condition, is remembering how
Achilles was when she left him. But its deletion would be no great loss.

6 8é: the subject of the sentence is now Achilles.

463 pn ... peddvrwv ‘let not these things be a concern to you’; i.e. do
not worry about all that (3rd pl. imperative; cf. 197n. for epic neglect of
the principle that the verb is singular when the subject is neuter plural).
The expression is also found at Od. 24.357 (cf. Od. 10.505).

464-6 aiyép...dH8e. .. ds: Hephaestus assures Thetis that he will fulfil
her request and produce the armour; he only wishes he could go further,
and save Achilles from his fate. ai yé&p introduces a wish (in the optative):
‘If only I could hide him far away from ill-sounding death, as surely ... as
lovely armour shall be provided for him.’ Similar construction at
8.538-41, 13.825—9, 22.346-8, Od. 9.523-5, 21.402-3; Denniston go-1.

466—7 oix ... iSnTer ‘such as any man who may behold it, from any
people, will marvel’. &v8pd>meov oAéwy, lit. ‘of many men’, is genitive after
Ti15: the words are superfluous to the sense, but imply the range of potential
admirers of Hephaestus’ artifice.

467 8aupéooeran: the ‘wonder’ or marvellous quality of the work is
emphasised at a later stage as the forging of the shield progresses (see
549). Cf. g77n. for 8adpa as characteristic description of Hephaestus’
workmanship. We may compare 19.12—22 for the reaction of Achilles
and his Myrmidons when Thetis delivers the armour. ‘Wonder’ is not
explicitly mentioned at that point; instead we are told that the sight of
the weaponry fills the rest of them with trembling fear (tpéuos), so that
they cannot look at it (19.14-15; cf. Eur. EL 456-7); Achilles however is
filled with passionate rage (16 xéAos) and delight (18 tépmwero, 19).
Contrast Aeneas’ reaction on beholding the shield brought by Venus
(Virg. Aen. 8.619 and %730 miratur).

468-477 Hephaestus begins work on fresh armour for Achilles

469 xéAeuoi Te épyalecbai: we have already heard that Hephaestus was
manufacturing self-propelling tripods, and seen him assisted by helpful
female robots. Now it appears that the bellows can move and respond to
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his commands. One almost wonders why the entire work of the smith
cannot be automated. That however would remove the element of art
and creativity, which plays so large a part in what follows.

470 xoévowowv ‘melting pots’ heated by Hephaestus’ furnace fire.
xoéavos is derived from xéw, ‘pour’: it can refer to anything within which
metal is smelted. In a parallel passage in Hesiod (Theog. 863) the xo&vor
have apertures (as also in Apollonius, see below), through which the
bellows can be thrust and from which heat and molten metal can flow
out. The present passage is imitated by Ap. Rhod. Argon. 3.1299-1305,
a simile comparing the fiery breath of the bulls harnessed by Jason to the
blast from bellows at a furnace. (Jameson, cited by Edwards 209-10,
prefers to render xoavor ‘funnels’, channels through which the bellows
can be inserted.)

471 wavvoinv ‘in all directions’; cf. 2.397, 17.56 (of the winds).
(Cunliffe’s suggestion ‘with every desired degree of force’ seems too
pedantic.)

eUmpnorov: the adjective only occurs here. It means ‘strong-blowing’,
deriving from mp78e, ‘blow’.

472-3 ‘to be there to aid his eager movements at one moment and at
another, as Hephaestus willed and as the work advanced’.

472 Topéupevan = Tapeivar, with purposive sense (Monro §231,
Chantraine 11.301). The subject is the bellows: the automated implements
are given a sense of purpose.

omeuSovri: dative sing. of the pres. participle of omeidw (make haste),
referring to Hephaestus: hence ‘in his eager movements’. This is a dative
of advantage: the bellows blow (etc.) to provide assistance to him in his
urgent task.

473 ‘as Hephaestus willed and as the work advanced’. The optatives in
the dependent clause are needed after a ‘secondary’ tense, the imperfect,
in the main clause (470 ¢pUowv) (Smyth §360).

&vorro: grd sing. pres. optative of &upai (‘be completed’, ‘reach fulfil-
ment’). The poetis not here speaking of the accomplishment of the task as
a whole but of each small stage of the process; hence the translation
suggested in the previous n.

4'74-5 The metals named are bronze, tin, gold and silver. Bronze is an
alloy, produced by combining copper and tin, but Homer never refers to
the mixing process, and seems to regard bronze as a metal on a par with
the others.

Hephaestus is preparing to work with all four metals, using bronze as the
base, the defensive exterior of the shield, but creating the images on the
shield by inlaying the other metals. By so doing he can produce a variety of
colours: silver is white, gold yellow, and alloying the metals can vary the
shades. There is also a technique which produces black by mixing
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powdered sulphur with lead, copper or silver: the mixture results in the
alloy called niello (Gray 1954: 4). These methods go back to Mycenaean
times. But the poet misunderstands the different treatment needed for the
different metals (Gray 1954: 12-13). He supposes that all must be heated
to ared-hot state and beaten heavily into shape with a hammer. This is true
of iron but not of the other softer metals, which need to be initially melted
and poured into moulds, then tapped into shape with light tools; this
applies to bronze as well as to gold and silver. ‘Wherever metal is worked,
the poems show familiarity with the working of iron and of no other metal’
(Gray 13).

Gray 1954 is a magisterial account of metal-working in Homer. See
further HE s.v. Metals (Muhly).

475 mpfjvra: a contracted form of the accusative sing. of Tipfeis; the
uncontracted form, tipnévra, is found at Od. 11.327.

476 &xpobétwt péyav &xpova: the anvil-block was mentioned already at
410 (and cf. Od. 8.274, again of Hephaestus’ workmanship). The anvil is
placed (tiénw) upon it.

yévro: grd sing. aor. indicative: ‘he seized/grasped’, a verb found only
in Homer, who uses it only in this form.

477 paroriipa ‘hammer’, from  paiw, ‘batter’,  ‘smash’.
Trupaypnv ‘tongs’, ‘pincers’ (wip + &ypn, cf. &ypéw ‘take’, ‘seize’).

478—-608 Hephaestus forges the great shield; the designs which decorate it
are described as he works on them

For general discussion of the shield, including ancient and modern inter-
pretations, see Introduction section 4. Edwards 1991: 200—9 and Coray
2016: 192—200 provide valuable introductory essays. The following notes
concentrate on detailed points. Some passages, though not especially
difficult syntactically, include much unusual vocabulary because of the
special subject matter; in these cases longer sections are translated than is
usual in this commentary.

For a reproduction of Willcock’s plan of the shield’s layout, see Figure 2;
other attempted reconstructions are cited in the Introduction, n. 5o.

The essay ‘Pyrrhus’ by Philostratus the Younger, a writer of the Second
Sophistic, Imagines 10, includes an extensive paraphrase of the ecphrasis in
prose: his occasional comments are sometimes illuminating.

479 Sai8&Mwv ‘adorning’, ‘decorating’. Cf. 400 and 482 5aidaia. On the
etymological link with the craftsman Daedalus see 592n. In Od. 23.200
Odysseus uses this verb to describe his fashioning of the marital bed from
a mighty tree-trunk: Odysseus, Hephaestus and Daedalus are all in their
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River Okeangg

Ploughing

City at peace

Earth, sea,
sun,
moon, stars

Figure 2 Possible design of the shield of Achilles (by M. M. Willcock, in
vol. 11 of his commentary on the entire lliad: Macmillan, London 1984,

p- 270)

various ways cunning artisans. Frontisi-Ducroux 1975: 29-34 provides
a table of formulae or phrases including words from the SadaiA-root used
by Homer and Hesiod.

&vrtuya: an &vtu€ is a rim or rail: the word is more frequently used of the
rail surrounding a chariot and protecting the driver from falling. For its
use of a shield-rim compare 608, 6.118.

B&AAe: this should be combined with Tepi (see 2g—-gon. on tmesis): ‘he
set/placed around’.

480 TpimAaxa ‘triple’. Probably this means there are three decorative
bands encircling the shield proper.

Mappapéinv ‘glittering’.

481 mivre ... wrUxes: at 7.245-8 Hector’s spear penetrates the bronze
surface and six further layers (rriyas) of Ajax’ shield but is stopped by the
seventh. This shows that what is meant here is that Achilles’ shield has five
defensive layers. The question is what these layers are. Although the poet
here focuses on Hephaestus’ design for the exterior of the shield, other
passages make clear that most Homeric shields consist of layers of oxhide
with an outer layer of bronze. Oxhide is often mentioned as the defining
material, and some words for shield carry this meaning: poein (5.452 =
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12.425), Séppa (6.117); also the adjective Taupein applied to shields (e.g.
13.160-1, 163).

A later passage, however, might seem to show that the layers are of
different metals: in book 20, Aeneas’ spear strikes Achilles’ shield but
does not pierce it: ‘for the gold, gift of the gods, defended it’ (268).
There follows a modification of this statement: ‘but it did drive through
two layers, while three still remained, since the club-footed god had made
five layers, two of bronze, two within of tin, and one of gold, in which the
ashen spear was held firm’ (20.26g—72). These lines in book 20 are
suspect: they contradict what was just said in line 268, and they present
an incredible picture of Hephaestus’ design, with gold as the third of five
metal layers (the five being bronze, tin, gold, tin, bronze, in that order).
In that case the bronze layer would be the only layer visible once the shield
was complete, while the visually impressive gold would be hidden. 20.
26g-72 should therefore be deleted (so Aristarchus). It is better to take
the layers mentioned in 18.481 to be the leather substructure — not layers
of metal as the interpolator in book 20 understood it, adapting ideas from
book 7 and deriving the metals he names from 18.474-5.

482 8aidoda oMAG: see goon.  iSuinior wpamiSeoowv: see 38on.

483—489 Prelude: the earth and the heavenly bodies

The constellations and stars are important both for celestial navigation
and for calculation of the seasons of the year (see West on Hes. Op. 383—4,
with his excursus 11 ‘Time-reckoning’). Other named stars or constella-
tions in Homer are Sirius, also known as the Dog-star (22.26—31: simile),
Hesperos the evening star (22.31%7-18) and Bodtes, the ploughman (Od.
5.272). For later poetry on the heavenly bodies see above all Aratus,
Phaenomena, with Kidd 1997 (esp. 12—23 on the tradition of which he
forms a part, 25-6 on Homeric imitation and use of rare Homeric dic-
tion); Mynors on Virg. Geo. 1.204ff., 233. More generally on star names see
Allen 1963.

483 évpiv...év8...év8é...: the threefold pattern gives a sense of the all-
inclusiveness of the shield (and of the craftsman’s vision). This amplifica-
tion is suited to the opening of the description. At the start of each fresh
scene in what follows a single v 8¢ is used (exceptional is 535, where as
here we find three uses of év 8¢, but that line is part of a suspect passage: see
535—40n.). For a quadruple év &¢ see 5.740-1 (part of a description of
Athena’s aegis, which is often regarded as a shield: see 204n.).
The ‘multiple anaphora’ is imitated by later hexameter poets (Wills 1996:

362—71).
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484 fihdv T &xéuavta ‘the tireless sun’, the same phrase as used in
239, where Hera hastened the sunset. The precise expression occurs only
in these two places (dative in Hes. Theog. 956). In 239 the adjective was
pointed in contrasting the sun’s continued vitality with the exhaustion of
the Greeks, to whom Hera is anxious to bring respite. Here it serves rather
to bring out the permanence of the heavenly bodies.

wAnBoucav: some have felt that a crescent moon would be more readily
identifiable, as on two gold signet-rings found at Mycenae (Marinatos and
Hirmer 1960: 207). But it seems easy to assume that the moon is the largest
heavenly body depicted other than the sun, which presumably occupies
a central place.

485 Teipsa: an artificially lengthened plural of tépas, ‘marvel’ or ‘por-
tent’ (for tépas of various heavenly phenomena see 4.76, 11.28 (again in
the context of shield decoration), 17.548). It is one of the Homeric
hapaxes that Aratus re-uses in tribute to the master (Phaen. 692).

T& T’ oUpavéds torepavwrar ‘with which heaven is crowned’. Perhaps the
implication is that the sun is at the centre and the other heavenly bodies
surround it like a crown or garland. 74 is an ‘internal’ accusative with
a passive verb: syntactically clearer would be Teipea TévTa v oTépavov
oUpavos éoTepdvwTal, ‘all the marvellous signs with a crown of which heaven
is adorned’ (Schwyzer .80, Smyth §1748). According to schol. A™
Hellenistic scholars found the line difficult: Zenodotus suggested chan-
ging the verb to ¢opiktan (‘the signs which heaven has fixed to it’ from
opil{w), whereas Aristarchus sought to simplify the construction, reading
oUpavodv toTepdvwke (making Teipea the subject: ‘the signs which have sur-
rounded heaven’).

Te need not be translated, but appears often in relative clauses (Cunliffe
s.v. (9)).

486 TTAnidBag 6’ ‘Yabag Te: in the Works and Days Hesiod mentions the
Pleiades several times: their rise above the horizon marks the beginning of
the harvest, their setting the start of the season for ploughing (383-4);
their disappearance (in flight from Orion, he says) marks the end of the
safe season for sailing (618-20). The Pleiades are also referred to in
connection with Odysseus’ navigation on his journey from Calypso’s isle,
Od. 5.272; Arktos and Orion, in the same context, at Od. 5.273, 274
(2735 = 487—9 here). For later references see the very full n. by Kidd
on Aratus Phaen. 254—67; he discusses the variation of name between
Pleiades and Peleiades (often understood as ‘doves’).

The Hyades are not mentioned elsewhere in the Homeric epics, but see
Hes. Op. 615, and Kidd on Aratus Phaen. 167-8, 173. Later writers counted
five stars or more (sometimes seven, perhaps to match them with the
Pleiades). Hes. fr. 291 gives five names. Greeks generally derived the
collective name Hyades from Uew ‘to rain’ (e.g. schol. Arat. 171; hence



COMMENTARY: 486-488 195

Virg. Aen. 1.744 = 3.516 pluviasque Hyadas, Hor. Carm. 1.3.14), but most
constellations are named for their shape, not their functions or signifi-
cance for the weather, so that modern scholars normally think in terms of
Us, ‘pig’ (an interpretation known in antiquity but derided by Cicero: see
Nat. D. 2.111 with Pease’s n.).

76 Te obivos Qpiwvos: for the type of expression see 117n. Most refer-
ences to Orion in early epic emphasise his importance as a marker of the
seasons (Hes. Op. 598, 609, 615). In other contexts Orion was a figure of
Boeotian mythology, renowned as a hunter, a pursuit he continues even in
the underworld (Od. 11.572-5). In Hes. Op. 619—20 he is conceived as
a constellation, but he is still a hunter, in pursuit of the Pleiades; scholia
refer to their fleeing from him and being metamorphosed into doves. See
further Kidd on Aratus Phaen. 322—-5, who comments ‘The celestial Orion
was then accommodated to the myth and provided with a Dog (Aratus
326—37), a Hare to hunt (ibid. 338-41), and for weapon a sword (588),
later a club’ (p. 303).

On Orion’s mythology see Gantz 212-14, 271-3.

486 is echoed at Eur. Electra 468 (part of the choral description of
Achilles’ shield at Aulis).

487 (= Od. 5.273) "Apktév ... Apafav: Arktos is the Great Bear, Ursa
Major. See Aratus Phaen. 26-44 on the Bears, with Kidd’s nn. Aratus
expands on the double name, extending it to both Bears: ‘On either side
of it [the North Pole star] two Bears wheel in unison, and for that they are
called the Wagons’ (26-7).

It takes quite a lot of imagination to find a bear in the seven stars so
named by the ancients, and it has been proposed that Arktos is
a corruption of an Akkadian word for ‘wagon’ (this would explain the
double name), perhaps taken over from the Phoenicians. (Szemerényi
1962: 19o—1; West 1997: 29-31.)

For the choice of constellations singled out here, see the discussion by
Phillips 1980, with the reply by Hannah 19g94. Hannah, on the assumption
that all the stars mentioned should be linked in significance, maintains
that ‘the mention of these star groups by Homer could signify just two
specific times of the agricultural year — about our November for ploughing
and sowing, and our May/June for harvesting — rather than the whole
period continuously from May to November. The period between May
and November also includes the time of the grape harvest in September.’
Thus these introductory lines anticipate the scenes of ploughing and
harvesting later in the ecphrasis.

éwikAnowv: adverbial: ‘by name’. The same phrase is used by Aratus
Phaen. g6.

488 (= Od. 5.274) adroU ‘in the same place’, anticipating the point
that Orion does not vanish.
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oTpéperar ‘turns’, or as we might say ‘orbits’.

Soxeun1 ‘keeps an eye on’: the Bear is uneasy at the approach of Orion
the mighty hunter: the same use of this verb (of a potential victim’s
alertness) is found in 16.313.

489 (= 0d. 5.275) oin & &upopds éoTi AoeTpdv Nxeavoio: thatis, the Bear
never sinks below the horizon (from the viewpoint of those in northern
latitudes). In fact the Great Bear is not the only constellation of which this
is true, but Aristotle commented that the expression is defensible ‘since
“alone” means “best known”™’ (Poet. 25.1461a20-2), part of a discussion of
answers to ‘Homeric problems’ raised by scholarly pedants. (His good
sense did not deter later critics, ancient and modern, from efforts to save
Homer’s credit as an expert in astronomy: Crates, fr. 277 Broggiato, repunc-
tuated of- §), trying to join of with the preceding line, giving the sense ‘keeps
watch for itself’, and making ) introduce a relative clause. But the enjam-
bement is wildly implausible. Diintzer replaced oin with oiel, printed by
Nauck.) The line is imitated by Aratus Phaen. 48, Virg. Geo. 1.246: both
poets, doubtless conscious of the scholarly debate, avoid language that
might suggest that the Bear(s) are a unique case.

Aoetpiv: for the idea of stars bathing in Ocean’s stream cf. 5.6
(Aehoupévos).

490—540 Scenes I and 2: two cities, one at peace (491—508),
one at war (509—40)

For the diptych of two cities compare Hes. Op. 225-47 (there, a Just and
Unjust city), with West’s n. There are also two cities on the Hesiodic shield
of Heracles (237—70, 270-85): he describes the city at war first, then the
city at peace (imitation with variation). For the Greek fondness for anti-
thetical or polarised contrasts see above all Lloyd 1966. Other examples
include the Pythagorean table of opposite principles mentioned by
Aristotle (Metaph. A.5.986a22-34, Lloyd 2), the later enthusiasm for anti-
thetical speeches in tragedy and historiography, and the related sophistic
interest in arguing both sides of a case.

490 pepéTreov: 288n.

49I1-6 Scene 1(a): a scene involving weddings

In this scene itis clear that there is more than one wedding in progress (see
esp. 492 vupgas). For representation of wedding celebrations in Homer see
Od. 4.3-19 (double wedding of Menelaus’ offspring at Sparta); at Od.
23.130-51 Odysseus issues instructions for a sham celebration to deceive
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passing enemies. The Hesiodic Scutum also includes a wedding scene
(272-85). See further on wedding procedures Oakley and Sinos 1993:
24-8, with generous illustrations from vases; Garland 1ggo: 217-25.

491 év T pév ‘in the one .. .’, balanced by 5og Ty &' étépny TéAW . ..

492 éx BaAéuwv must refer to the chambers of the brides at their
parents’ homes; the variant é 8oA&uous, ascribed to Zenodotus, reflects
a reader’s sense that the emphasis should be on their destination, the
marital chamber. Either reading makes sense, but in such a case one
should follow manuscript authority.

Umo ‘with the help of’, ‘accompanied by’.

493 fyiveov: grd pl. imperfect from &ywéw, ‘lead’, ‘bring’, ‘conduct’.
The subject is not stated, but must be the entourage (including the brides’
relatives). The wedding procession escorted the bridal couple to the
groom’s house (Oakley and Sinos 1993: 26-8). Singing accompanies the
procession in the marriage-celebrations at the end of Aristophanes’ Peace
(1332-59) and Birds (1720—43).

ToAUs &' Upévaios épcdper: (> Scutum 274) an important indication of
the poet’s awareness of other genres of poetry: cf. 570 below (the ‘Linos-
song’), 1.472-4 (the paean). On later wedding-songs see West 1gg2:
21-2; Swift 2010: ch. 6. Sappho fr. 44 is the most notable archaic exam-
ple (describing the wedding of Hector and Andromache); see
also Stesich. fr. 88 Davies-Finglass (the wedding of Helen and
Menelaus), Eur. /A 1036-79 (the wedding of Peleus and Thetis). Later
and more ‘literary’ re-creations of the form include Theoc. Id. 18,
Catull. 62.

ToAUs ‘loud’: the word indicates the scale or intensity of the singing (cf.
the formulaic TwoAUs &' dpupaydds dppet, ‘a loud din arose’, 4 x in I1).

494 éSpxnotiipes: dancing accompanied all stages of the wedding pro-
cession: cf. Od. 4.18-19, 23.134; Scutum 2723, 27777, 280, 282, 284; Eur. IA
1040-3; Theoc. Id. 18.1-8; Lonsdale 1993: 206-33.

495 aUloi @épuiyyés Te: auloi are pipes (not ‘flute(s)’ as the word is
often rendered). Players generally played two of them at once, one held in
each hand (as many illustrations on vases show); hence the plural.
The pipes are rare in epic, which pays much more attention to the lyre.
Apart from this passage there is only 10.13 (18.606a is interpolated: see
note there). For discussion see West 1992: 81—109, who thinks it likely that
the aulos was a late arrival in Greece (82); Wilson 1999. For musical
instruments in Homer see further 56g—70n.

Bofv éxov: with the whirling motion of the dancers and the music of
pipe and lyre, the poet is already appealing to the audience’s senses,
making the first scene on the shield one of motion and sound: as
often in ecphrasis, the description brings the scene alive, transcending
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the real-life limitations of a static physical representation. This practice
continues below (e.g. 527-8, 5467, 571—2, 605-6). See further de Jong
2011.

There is more dancing elsewhere on the shield: see 590-606.

496 Bavpalov: this may refer specifically to admiration of the brides.
Praise and compliments to the bride are natural on such occasions and
figure in wedding-songs (e.g. Sappho 103b, 108, 112.3-5; Swift 2010:
245). Alternatively the women may simply be enjoying the whole spectacle.

497-508 Scene 1(b): a lawsuit in progress

In the wedding-scene, the description hardly went beyond what a real-life
observer would be able to see on an actual shield presenting such a scene.
Here the poet begins to allow added detail to enter the ecphrasis. There is
no way to show visually the subject of the debate or the precise claims of the
litigants; nor is it easy to see how the sum of money could be precisely
quantified. The same technique of providing supplementary narrative
continues in the next section (where schol. bT on jz11a comment:
gyUxnTon f) ypagh &s kai T& &pavf] SnAolobon Tois dpddo; ‘the picture has
been animated so as to reveal even what is invisible to the observers’). For
more detailed analysis of narration within the ecphrasis see Becker 1995,
de Jong 2011, and other works which they cite.

The lawsuit is a much-discussed passage. The details are obscure, but
I take the situation to be as follows. One man (A) has killed another (B).
It appears that it is not an automatic consequence that he be punished in
a certain way (whereas elsewhere in the poem a murderer generally has to
go into exile: examples listed by Fenik 1974: 169). Rather, a procedure
exists by which the proper penalty can be determined. It seems likely that
the trial scene is intended to reach that decision (rather than this being
a dispute as to whether payment has been made). The litigants are the
killer (A) and another man who presumably represents the relatives of B;
we may call him C. A and C have been unable to reach an agreement, and
therefore appeal to a body of elders for arbitration (on the problem of the
relation between these and the mention of an ioTwp, see jo1n.).
The hearing is held in public, in the agora, and each side is accompanied
by supporters (the &pwyoi of 502). Heralds are present to keep order
(503). Formal speeches are made by both A and C (499-500: again we
see the poet’s interest in oratory). The elders apparently give their views
individually (506 &uopndis ‘by turns’), rather than as a united body.
On this interpretation, they will each propose an appropriate penalty,
whether a sum to be paid in compensation or some harsher penalty.
A payment has been set aside (507—9) to be awarded to the elder who
pronounces the fairest judgement. What is not clear is who decides which
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this is: is the key point that the two litigants should agree with the assess-
ment, or do the assembled people have a role? Neither process seems free
of potential difficulty, but probably we should assume the latter: popular
pressure induces the opponents to accept a fair judgement.

The relation of the episode to the main plot of the Iliad hereafter is
important. There too a man has been killed and recompense is due, but we
have already seen the ferocity of Achilles’ determination to avenge his
friend; half-measures such as fines or exile are out of the question.
The parallel is more of a contrast than a comparison: in the main plot
the key issue is vengeance in war, and against the leader of an opposing
army. Nevertheless, how far retribution should go will be highlighted as an
issue in the later part of the poem. Already Ajax raised the subject in
connection with Achilles’ earlier wrath (9.632-8): he commented that
aman will accept compensation (636 wowfv) from the slayer of brother or
son; hence it was unreasonable of Achilles to be intransigent over a lesser
matter such as a captive woman. When Hector has been mortally
wounded, he tries to appeal to Achilles to accept gifts in exchange for
his body, but this request is violently rejected (22.340-3). (Apollo in
24.46—9 also complains of the excessive nature of Achilles’ wrath (there
against Hector), but makes no reference to compensation.) There are
looser parallels with the setting of terms in preparation for the duel
between Menelaus and Paris (3.290 ~ 18.498).

A simile in book 12 (421—4) compares a battlefield encounter with an
altercation between two men in dispute over boundaries of land, but no
legal adjudication figures there. Another simile, in the Odyssey, refers to
a man who has been judging many conflicts among litigants in the agora
taking a break for his meal (Od. 12.439—40). It is plausible that both the
shield and the similes represent conditions closer to the poet’s own
experience. Another passage which perhaps shows a less advanced form
of conflict resolution is Il. 23.566-85, where Menelaus is challenging the
verdict in the chariot race because of Antilochus’ misbehaviour: there he
proposes that the other chieftains arbitrate on the matter, or that
Antilochus swear a solemn oath (cf. 499 in our passage) that he did not
deliberately foul Menelaus’ chariot.

Discussion: Leaf, vol. 11, appendix I, §§23-31; Murray 19%8: 58-60;
Van Wees 1992: 34, 134, 370 n. 143. Andersen 1976 discusses the
relation of the passage to the main plotline of the Iliad, as do
Westbrook 1992; Alden 2000: 55-60; Scodel 2008: 86-8. The scene is
also examined in most works on Greek law, e.g. Bonner and Smith 19go:
31—-41; MacDowell 19%8: ch. 1, esp. 18-21; Gagarin 1986: 26—40; see
further Lintott 1982: 13-81, on efforts to limit conflict in the early polis.
Sundahl et al. 2011: 63—71 provides a bibliography of work on epic
evidence for Greek law.
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497 v &yopii: agorain Homer normally means ‘assembly’; here it means
the place in which men gather, the city square or public space. Its physical
space is clearly in question at Od. 6.266, where Nausicaa describes its
location in the Phaeacian city. Cf. 16.387, Od. 12.439 (both similes). For
the association of the agora with the gathering of the laos see Haubold
2000: 35 n. go. See further Longo 2010.

499 é&mopbpéivou: Zenodotus claimed that ‘the majority’ of editions
read the more explicit &roktauévou, but the evidence of the papyri goes
the other way.

499-500 On the reading of the passage adopted here, we should
translate: ‘one man, declaring his case to the people, sought to pay full
compensation, while the other refused to accept anything’. The alterna-
tive, taking the dispute to be about the actual paying of the blood-money
rather than the principle, involves translating ‘one man . . . claimed to have
paid the whole amount, while the other denied that he had received
anything’. The first rendering suits normal Homeric use of &vaivero,
though the second gives more of a function to the word wévt'. Gagarin
1981: 6-10 has suggested a complicated scenario according to which the
relatives of the dead man are unable to agree on the appropriate compen-
sation, but this seems to go beyond the text, let alone any imaginable
representation.

501 &uow & itofnv ‘both men were eager’ (LSJ inm 11.2).

émri ioTopi: an ioTwp is an arbitrator; cf. 23.486, where the word means
‘umpire’ in a dispute during the funeral games. Yet the notion of an
individual arbitrator does not seem to fit with the decision being made
on the basis of speeches by the elders. Conceivably the istor could be the
president of the elders, but nothing is said to suggest that any of the judges
has a special status. It is better to reject the idea of an individual with
special authority, and to take the phrase as roughly equivalent to ‘they
were eager to settle the case by arbitration’.

Teipap éAéofan: the simplest view is that this means ‘to obtain a verdict’,
and so to reach a resolution. weipap, like Tépas, means an end, limit or end
result (see further Bergren 1975). Others suggest ‘to determine (lit. to
obtain) a limit’, i.e. to fix the point beyond which the penalty for the
homicide is not to go (so Westbrook 1992).

502 &ugoTépoiotv goes closely with &pwyoi (‘supporting both sides’);
Sugis is adverbial.

émiruov  ‘gave assent to’, ‘voiced their approval of” (plus dative). grd
plur. imperfect indicative active from émwnmiw, a compound of #mwiw,
‘call’.

503 éphituov: for the restraining role of the heralds cf. 2.97, in the
Achaean assembly.

504 ciat’ ‘they were sitting’: grd pl. imperfect indicative of fua.
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émi §eoroion Aibois: there is a similar emphasis on the council-stones of
Pylos on which Nestor sits in Od. 3.406-8, and the same phrase is used of
the seats of Alcinous and his elders in the agora of the Phaeacians (Od. 8.6).
These stones represent the stability of a well-ordered community. §eoroiot
means ‘polished’ (not ‘hewn’ asin LSJ), and implies that they are anointed
with fat (explicit in the parallel at Od. 3.406-8), probably from sacrificial
victims, to mark their special importance: these are sacred stones (cf.
Burkert 1985: 72; Aesch. Eum. 806; Theophr. Char. 16.5 (with Diggle’s
note)).

iepan: because justice and law are overseen by Zeus, who has given the
‘ordinances’ (8¢woTes) to rulers to uphold: see esp. 1.237—9, 2.206. This
theme is much more extensively developed in Hesiod (Theog. 81—92; Op.
35-9, 225-73)-

505 oxiiwrrpa: the skeptronis a symbol of office and authority (though it
can also be used, as by Odysseus at 2.265—9, to take punitive action against
those who resist that authority). Zeus has entrusted Agamemnon with
‘the sceptre and laws’ (9.98—9); the basileis of the Phaeacians are called
‘sceptre-bearing princes’ (Od. 8.41, 47). The figures with authority in this
scene are surely the judges. In that case the phrase oxfirrpa ... knpUkwy
should mean that the heralds are the elders’ subordinates who keep the
sceptres ready for the elders’ use, not that the sceptres are properly in the
possession of the heralds: cf. Od. 2.377-8, where a herald puts the sceptre in
Telemachus’ hand as he is about to address the Ithacan assembly. See HE
s.v. ‘sceptre’ (Kelly); also Griffin 1980: g—12; S. West in Heubeck et al. on
0d. 2.3'7; Garvie on Od. 8.40-1; Van Wees 1g92: 2/76-80; Finglass on Soph.
El 420-1.

fiepogdvwy ‘clear-voiced’ seems the best rendering, assuming the root
meaning is that the voice resounds through the air. (This and other
renderings are dismissed by West, Studies 249-50, who is attracted by the
poorly attested variant iepopdvewv, ‘of holy utterance’, which would allude
to the sacred status of heralds. The positive argument offered is that this
would parallel an expression in Sanskrit. He does not however go as far as
printing it in his text.)

506 Toiow Errat fjicoov ‘thereupon they dashed forward with them’.

Toiow seems to refer to the staffs just mentioned. The subject of &xov in
the previous line and of dixalov in this one must be the elders, and it is
most natural to assume that the same is true of the verb in this clause. For
the use of the dative referring to the implement or object which the bearer
carries with him cf. 5.81 gaoydva &ifas ‘dashing up with his sword’ (the
same phrase at 10.456), 11.484 &loowv @ Eyxer. Some have doubted
whether such rapid movement suits the dignity of the judges, but the
following alternative renderings are not persuasive. (1) ‘They [the her-
alds] sped to their side’ (i.e. they brought the sceptres to the judges). But
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the heralds are subordinate figures, and emphasis on their activity is
distracting. (2) ‘They [the litigants] hastened to them’ [the judges].’
This can hardly mean that they are hurrying to the agora, since we have
already been told of their disputation there. Hence some assume that both
verbs in line 506 have the litigants as the subject: (3) ‘The two men rushed
before these [sc. the judges], and took turns speaking their cases’
(Lattimore). This involves an unacceptable interpretation of Sikalov,
which means ‘judged’, not ‘pleaded their cases’ (which would require
the middle Sik&lovto).

#mwaTta here seems to have little temporal force: compare Leaf’s com-
ment on 13.586, that the word ‘merely brings the new sentence into
immediate connexion with what precedes, without having as usual the
full sense petd TaiTa’.

&uoipnBdis 8t Sikalov: each elder gives his view in turn: for the situation
see 497-508n. above. &poipndis occurs also at Od. 18.310; cf. Hom. Hymn.
Dem. 326. Cf. later ‘amoebaean’ (turn-and-turn about) singing in pastoral
poetry (e.g. Theocr. Id. 1.34, 8.30-2).

507 T&Aavra: in Homer’s pre-monetary economy, a talent is a unit of
weight (cf. the English ‘pound’). But the same weight will be of different
value where different metals are involved. When the poet is explicit,
a talent is always of gold. What then is the value of the amount?
The clearest guidance is given by the list of prizes in the chariot race at
the games for Patroclus (23.262—70). There the first prize is a skilled
female slave and a tripod, the second a horse and a mule, the third
a cauldron, and the fourth prize is two talents of gold. Elsewhere consider-
ably larger sums are mentioned: ten talents form a small part of the
catalogue of gifts offered by Agamemnon to Achilles, and Priam provides
the same amount as part of the ransom for Hector (9.122, 24.232: gold is
specified in both places). This suggests that two talents is not a large
enough sum to represent the blood-price. Rather, it is a sum deposited
(presumably one talent from each litigant) pending the judgement and to
be made over, as argued above, to the judge who succeeds in resolving the
conflict by proposing an acceptable settlement (Philostr. Iun. Imag. 10.8
expresses uncertainty about the reward but prefers the view that it is meant
for the judges).

508 ifUvrara: superlative adverb, ‘most straightly’, i.e. most fairly.
Justice should be ‘straight’, not ‘crooked’ (ckohiés): cf. 28.580, Hom. Hymn.
Dem. 152, Hes. Op. 36; for ‘crooked’ see 16.386-8 (simile: Zeus is enraged by
men who pass crooked judgements in the agora, and sends storms as punish-
ment). It has been suggested that the metaphor originally derives from
boundary-division: a ‘crooked’ boundary would be one that gave unjust
advantage to one landowner by encroaching on another’s land. See West
on Hes. Theog. 85-6, Op. 356, 250-69; Finglass on Soph. OT 851—4.
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509—-540 Scene 2: a city at war

The poet now makes clear that the shield does not just present idyllic or
peaceful conditions (see also 579g—-86 on the attack of marauding lions).
Nevertheless, the warfare here seems less ruthless and more everyday than
the conflict in the main narrative, certainly than the fighting which we
witness in the books that follow. Here too there are analogies and contrasts
with the situation at Troy. The possibility of a settlement which will avoid
destruction of the city still exists (510-12; cf. 512n.); the fighting can involve
surprise attacks or ambushes, which the Iliad does not favour (513n.), yet
there is no suspicion of trickery (526); the two armies seem to move around
quite freely, perhaps even making use of a common watering-place (521);
the besiegers enjoy musical accompaniment as they march (526).

For similes referring to the siege of a city see 207-13, 219—21 above. For
siege-scenes in Greek art see 207-13n. and Figure 3.

If it is correct to see the warfare on the shield as a milder or more
conventional style of conflict than the war dramatised in the Iliad, that
supports the deletion of the macabre lines 535-8: see n. there.

Figure 3 Fragment of Phoenician silver dish from Amathus (southern
Cyprus), c.750-600 BC. The decorations, arranged in concentric circles,
show a variety of scenes comparable with the illustrations on Achilles’
shield: see esp. the siege of a city on the outer ring. (British Museum, BM

123053)
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509 8Uw oTpatoi: most easily understood as the army of the besiegers and
that of the besieged. It has been suggested that the poet meant two
separate camps of the besieging forces (or, alternatively, that he has
misinterpreted a visual representation of two such camps). But if women
and old men are left defending the walls (514), there must be a substantial
force in the field. In [Hes.] Scutum 23%7-70 it is made clear that the two
armies are of the opposing sides.

fiato ‘were sitting’ (504n.).

510-12 ‘they were divided in their preferences, whether to sack (the
town) or divide everything two ways, all the property that the lovely citadel
contained within it’. “They’ must be the besiegers: the decision is between
a full-scale assault (with risk of much loss of life) and reaching an agree-
ment with the inhabitants of the town whereby they surrender half of their
possessions and the attackers go away and leave them the rest. For
a parallel in the main plot for such a surrender, cf. Hector’s hypothetical
proposal at 22.117-21 (also Antenor in 7.348-53). In later texts cities are
quite often represented as paying off their besiegers in the hope that once
paid they will withdraw: see e.g. Hdt. 9.8+, Livy 5.48 (Rome and the Gauls).

510 TeUxeor Aaumropevor: here there is a blurring of the scene repre-
sented and the medium of representation. The armour and weapons of
real-life warriors would indeed gleam in the light, but so would the metal
which Hephaestus uses to create miniature images of such warriors on the
shield.

Sixa 8¢ o@ioww fivBave poudn ‘they were divided in their preferences’, lit.
‘two ways did their resolve please them’. This is a regular epic locution to
describe a division of opinion: cf. Od. 3.150 (disagreement among the
Greek forces); 8.506—10 (Demodocus’ third song), where the Trojans
debate how to deal with the wooden horse left behind by the Greeks: in
the latter passage three different options are considered (tpixa). Again the
description goes beyond what it is visually possible to portray: cf. schol. bT
on this passage, cited in 497-508n. above.

511 &vdixa = dva + Sixa ‘in two portions’.

512 is almost identical to 22.121, where Hector contemplates making
such an offer to the advancing Achilles, before recognising the bitter truth
that his enemy will not be open to negotiations (but 22.121 is absent from
four papyri and a good many manuscripts, and editors commonly regard it
as interpolated from our passage).

513 ol 8(¢): change of subject: this sentence must refer to the army of
the besieged side.

ol Trw mreifovro ‘they were notyet persuaded’, i.e. they were unwilling to
accept such punitive terms.

Adxwt & UmreBwpriooovto ‘and were secretly girding themselves for an
ambush’.
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Aéxwi: the Iliad with its heroic conception of open warfare and face-to-
face combat has little interest in the ambush as a tactic: the main exception
is book 10, the nocturnal spying expedition (see esp. 344-6, 349-64; Dué
and Ebbott 2010). There are a few passing references elsewhere (e.g.
1.227, 18.276-8), and the word Aéxos is used with reference to Paris’
surprise shot at Diomedes (11.379). The Odyssey unsurprisingly has more
time for surprise attacks: see especially the hero’s extended story to
Eumaeus about a night raid (14.462-506; the term is used at 469).
Pritchett 1971-1991: 11.156-89 collects material on ambushes and sur-
prise attacks in Greek history.

The verb UmoBwpriooouar appears only here and in ancient scholar-
ship commenting on this passage. The Umwo- prefix probably adds
a note of surreptitiousness and trickery: cf. UmokAoméopan (‘conceal
myself’) in Od. 22.382, umouvédopar (roughly, ‘woo illegitimately’,
because the husband is still alive) in Od. 22.38. See also Finglass on
Soph El 297, OT 386.

514 pév: balanced by 516 of &' joav. The contrast is between the non-
combatants and the warrior males in their prime.

514-15 For defence of the city by inhabitants on the walls cf. 6.433-7,
Thuc. 2.4.2, 3.74.1, Aen. Tact. 40.4, Plut. Mor. 245c, Van Wees 2004: 144
n. 41, Horsfall on Virg. Aen. 11.475; for non-combatants watching the
conflict, 22.25-91, 405-36, 460-515, Scutum 242-8, Nisbet-Rudd on Hor.
Carm. 3.2.6-8. Nine walled cities are mentioned in the course of the Iliad
(Scully 1990: 41-53). Walled cities in Homer were once thought to be
reminiscences of the great fortifications of the Mycenaean age, but fresh
work on the rise of the polis combined with a tendency to date the
Homeric epics c.700 or even later has made them look more like an
echo of the poet’s own age (cf. esp. Od. 6.10, 262—3). On defensive walls
and the urban polis see Hansen 2006: g5—6; Frederiksen 2011 (esp. 27-8,
34-5, 38-9).

Teixos . .. puar’ ‘were defending the wall’: p¥aro is grd pl. imperfect of
puopau (the verb is cognate with ZpUcw, but Homer often drops the initial
syllable and uses only the middle forms).

515 pera: adverbial: ‘among them’. Understand ‘were’.

516 ol & icav ‘but the others (the fighting men) went forth’.  "Apng
kai TTaAA&s Abfjvn: only here in the description of the shield are represen-
tations of the gods mentioned (on the interpolation of the passage on Eris
and other entities see 535-8n.). In the narrative of the Iliad Ares and
Athena are generally at odds (esp. in books 5 and 21), so that this is
another point of contrast between the shield and the main body of the
poem.

517-19 For the first time in the ecphrasis, the poet reminds us that the
scenes described are merely images, representations on a work of art. This
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again occurs at 539, 548—9, 562, 563-5, 574, 577-8, and perhaps at 598
(see n. there).

517 #obnv ‘they were clad in’, g3 dual pluperfect middle indicative of
éwwup ‘clothe, put clothes on’.

518 peyddw: for gods in epic as larger than human beings see 21.407;
Virg. Aen. 2.591-2 (Venus) confessa deam qualisque uideri / caelicolis et quanta
solet. The convention in classical iconography in scenes combining gods
and mortals is to make mortals smaller (e.g. worshippers on votives: for an
example from the fourth century see LIMC 11 ‘Artemis’, no. 974 = CAH
Plates to Volumes v and vi (1994) no. 151). This line and the next seem to
anticipate that convention.

&g Te Bed ep ‘being gods’, ‘as one would expect, gods as they were’:
cf. 3.381 = 20.444 peia p&ha és Te Beds, ‘very easily, being a god’. &g Te and ds
¢l Te often appear in comparisons; this is related to the use of ¢ in general-
isations, since comparisons are often generic. This line does not exactly
involve a comparison (Ares and Apollo are not like gods, they are gods);
but it does connect these specific representations of gods with what one
might expect of gods generally. Cf. Denniston 522, Ruijgh 1971: 575-6.

519 Acoi 8 U’ SAifoves floav ‘the armies below them were smaller than
they were’. Only here in Homer does 4Ailwv occur. It is a comparative
form of éAlyos (compare peilwv as comp. of péyas; for the shift g > z see
Sihler 1995: 362). The statement that the gods were portrayed as larger
than the mortals seems to imply more than the usual assumption that
deities are tall and shapely (for the supernatural stature of gods in
epiphany see last n.; Richardson on Hom. Hymn. Dem. 188-go). Perhaps
the stress on this point is another indication that the figures on the shield
belong to a non-heroic world (Introduction, pp. 25-6). The Iliad com-
monly remarks on the inferiority of ‘men on the earth today’ to the race
of heroes (5.303—4, 12.447-9, 20.285—7), and Nestor emphasises that
the younger heroes are inferior to those whom he encountered in his
youth (1.260—72). In that passage he mentions strength, but height may
also be implied. (Many texts print UmwoAiloves as a single word, but to
divide it is preferable, as the compounded form is not used elsewhere,
whereas the uncompounded is attested, and indeed occurs at 2.717 as
a place-name.)

520 861 ogiow eixe Aoxfjoan ‘where it seemed best for them to lay an
ambush’. The verb is g sing. imperfect indicative of eikw, more common in
the perfect Zoika. The basic sense is ‘seem’, and impersonally ‘seem fit’.

521 T(¢): the epic use of Te for generalised situations or statements: in
this case, the place where the besiegers regularly watered the livestock
(Denniston 522).

&pduds: a watering-place for cattle (cf. &pdw, ‘I water’). The besieging
forces have acquired livestock which would presumably have been the
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property of the locals and which they have had to abandon outside the
walls. Cf. Sophocles’ Ajax, in which the hero in his madness slaughters
cattle and oxen together with the Greek herdsmen in charge of them
(25-7).

522 cidupévor ‘clothed’: present participle passive (nom. pl.) of eidvw,
‘cover up’, ‘wrap up’, ‘cover in’.

523 #mwat(x): here in a logical, not a temporal sense (cf. 16.668,
Od. 9.116, L§J 11.2), introducing a fresh point or a new aspect of an
episode.

eiato ‘sat’, or ‘took up position’ (cf. 504, 509).

Aadv: genitive after okotrol, ‘the people’s scouts’ (cf. 509 dUw oTparoi. ..
Aaddv, ‘two armies of peoples’).

524 Séypevor drmwoTe uijAa iSoiato ‘waiting for the moment when they
spotted the herds’. 8¢ypevor is nominative pl. perf. participle from &éyopa.
For the use of this verb in the sense ‘wait in expectation’ cf. 2.794, 9.191
(in both cases followed, as here, by ém(tw)éte); elsewhere it sometimes
takes a direct accusative. The sense ‘wait for’ seems to be confined to the
perfect and pluperfect. The optative iSoiato (after the imperfect eiaro in
the main clause) indicates the uncertainty of the event anticipated. For the
construction cf. 7.415, 9.191, Monro §308 (2).

525 ol 8 Taxa Tpoyévovro: ‘they’ are the animals being driven by the
herdsmen.

Téxa here means ‘soon’.

8Uw & &’ #rovro vopdies: for cowherds accompanying the cattle cf. 577,
Hom. Hymn. Herm. 209, Hom. Hymn. Aphr. 78.

526 Tepropevor cUpryr: bucolic piping, the characteristic pastime of
herdsmen in literature. The syrinx or reed-pipe is closely associated with
both Pan and the bucolic poetry over which he presides (Hunter on
Theoc. Id. 1.1, 3, 14).

oU T ‘not at all’; mi is adverbial (‘in any respect’).

5247 ot pév: the ambushers.

T& Tpoidévres: the object is vaguely defined but presumably means the
herds (despite the masculine used in 525).

528 Tapvovt' &ugi Boddv &yédas ‘they cut off the herds of oxen ... on
both sides’. The sense of the verb is confirmed by Od. 11.402 Bois
TepiTapvdpevoy HS’ oidv Thea kaA&, Hom. Hymn. Herm. 74 wevtiikovt' &yéAng
ametépveto Pols épudkous. Random slaughter of the animals would be
wasteful, and the poet distinguishes what is done with them from the
killing of the herdsmen. &ugi, like mepr- in the line from the Odyssey,
suggests that the ambushing force is attacking from both sides.

529 émwi: adverbial, ‘in addition’.

530 oi 5(¢) ‘But the rest (of the besieging army)’.

g oUv: the same combination at 222: see n. there.
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531 sipdwv: genitive pl. after wpoméporBe; from eipn, a rare word of
uncertain meaning and spelling (probably to be restored at Hes. Theog.
804; see West ad loc.). If it is rightly connected with *¢ipw ‘speak, tell’ (as by
the scholia (AD and schol. min.), Eustath. Il. 1160.32-39, and ancient
etymologists), it presumably means ‘place where speaking takes place’, i.e.
assembly or gathering-space.

531-2 ig imrmwv | Pavres: at first sight this looks like a reference to
riding, an anachronism normally confined to similes (see esp. 15.679-84
with Janko’s n.); the fact that Odysseus and Diomedes ride horses in the
Doloneia is one of the eccentric features of that book. This might be
thought acceptable for the shield, given the extensive similarities between
the world portrayed here and that of the similes. However, fwmor com-
monly refers to the combination of horses and chariots, or even solely to
the chariot; for #p’ immwv in the sense ‘on (our) chariot’ see 5.249, 12.82,
24.356.

533 {méxovro péxnv: cognate accusative. For combinations of this kind
see 245n. and Fehling’s book cited there. The same phrase occurs at Od.
9-54-

534 fyxeimowv: éyxein and éyxos both mean ‘spear’, being convenient
alternatives used in different metrical contexts.

535-8 These lines, though present in all manuscripts, must be consid-
ered an interpolation (as first seen by Duntzer); 539—40 are also suspect,
but defensible. 535-8 appear in almost identical form as [Hes.] Scutum
156—9. The main argument against their inclusion here is that they are ill
suited to the spirit of the Iliad in general and this context in particular.
(a) Throughout the description of the shield the poet seems concerned to
create a vision of normal human existence, removed from the extreme
conditions of the narrative. Even when misfortune strikes, as in warfarc or
the attack of lions, it is on a less grandiose scale than in the main plot of the
Iliad. Here however the description becomes more macabre and horrible
than in the narrative: these personified beings not only offer support to
the human fighters but participate visibly and physically (dragging away
corpses) in a way that even the Olympians do not do in the /liad. Homer's
gods normally work through mortal agents; only once, exceptionally, is
Ares referred to as having killed and begun to strip a man of his armour
(5.842—9). The present passage goes much further than this, introducing
the bizarre notion that the Ker might drag off victims who are still alive and
even unwounded (536). (b) The poet has already said that one army was
accompanied by Ares and Athena, though we are not told that the mortal
force is aware of this, nor do the gods play any part in the action. It would
be unparalleled in the Iliad if these two gods abstained from battle while
personified entities such as Eris did play an active part. (c) The use of &v &¢
in 535 is anomalous (so is the repetition of the expression, cf. 483n.).
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Elsewhere in the ecphrasis this expression consistently introduces
a statement of what Hephaestus next puts on the shield, but here it
merely adds that other characters were present in the scene already
described (cf. Solmsen 1965: 3). By contrast the usage here is regular
in the description of Heracles’ shield in the poem on that subject by
[Hesiod]. (d) The lines are more at home in other ways in the Hesiodic
Scutum: that poet cultivates the macabre and makes considerable use of
deified abstractions. The Scutum is certainly much later than the Iliad
(Janko 1986 argues for a date c.570; cf. Cook 1937): if the passage was
composed for the Scutum, it must be an interpolation in the Iliad.
Solmsen, however, argues that it is interpolated in both (partly because
both Eris and Keres appear in other passages of the description of
Heracles’ shield), and this may well be correct. (¢) A further point,
which would have little weight in itself, can support the previous argu-
ments: without demanding arithmetical exactness, we would expect the
poet’s treatment of the two cities to be of roughly equal length. As they
appear in the manuscripts the city at peace occupies nineteen lines, the
city at war thirty-two. The removal of the four (or six) suspect lines would
at least reduce the disproportion.

The opposite view, that the lines should remain in the text, is main-
tained by Erbse 1986: 28; Clarke 1999: 234; Alden 2000: 61-2 n. 33.

535 &v & "Epis, év 8¢ KuBoiuds dpideov: Eris appears as a personified
entity at 4.440 alongside Deimos and Phobos (‘Fear and Rout’) in the
entourage of Ares and Athena; see also 5.518, 20.48. Kudoimos (whose
name means ‘hubbub’ or ‘din (of battle)*, figures at 5.593 (where he is led
into battle by another martial deity, Enyo); he reappears as a slave of
Polemos (‘War’) in Ar. Pax 255-88. Eris is also despatched to earth by
Zeus at the beginning of the great day of battle (11.3) and is described as
looking on and rejoicing in the combat (11.73).

épideov ‘engaged with them’. [Hes.] Scutum 156 has é80veov, ‘raged’; the
change in our passage seems intended to link the lines with 53g9—40, where
opileuv occurs.

éMon Kip: see Scutum 248-5'7 for an extended description of the Keres.
The poet who composed that passage was concerned to make these
frightful beings as horrific as possible: they are ‘terrible of face, gruesome,
blood-red, unapproachable’ (250); they gnash their teeth, they are eager
to drink human blood, they grip their victims with huge black claws; they
are accompanied by the Fates and by the loathsome figure of AxAus
(‘Darkness’), whose description was singled out by ‘Longinus’ as particu-
larly repulsive (264—70: ‘Long.’ de subl. 9.5). (Scutum 248-57 is the main
treatment of the Keres. The argument for deletion of Scutum 156—60, the
lines which correspond to our passage, rests partly on the assumption that
the poet would not have included a shorter reference to a specific Ker
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before the full-scale description of these beings as a group.) See also
Vermeule 1979: 39—40 with n. 68.

536—7 The description strongly suggests that the Ker has at least three
arms, since otherwise she could hardly pull away three men simulta-
neously. This monstrous picture reminds us of multi-limbed beings such
as Geryon or the Hundred-handed Giants. The Iliadpoet knows of such
creatures but as narrator normally avoids referring to them (Achilles does
mention a single hundred-handed giant at 1.402): they do not suit his
strongly anthropomorphic vision of the gods. (In the Scutum the Keres are
said to have great claws, 254.)

&\ov ... &\Aov ... | &hov: for the triple anaphora, cf. 13.730—2, Od.
22.257—9 = 274-06; fivefold anaphora at Il. 77.473-5.

537 xar& pébov: see 159n.

538 Sagowedv ‘blood-red’. Bagoweds is a colour term (cf. going,
gowikdels, ‘red’ or ‘purple’; powikomwdpnios, ‘red-prowed’, of ships), but it
is clear that poets connected it with the root gov- (‘slaughter’); cf. 16.159
ofpaTi powédv . . ., 162 pdvov aipatos, where there seems to be a kind of word-
play between the two terms. So the Ker’s mantle may be red to begin with,
butalso stained with the blood of her victims. The same adjective is used of
the Keres at Scutum 250.

539—40 These two lines, which do not appear in the Scutum, should be
retained in the text. As the text is transmitted (i.e. with 535-8 present) we
might expect the subject of duireuv (‘they engaged in battle’) to be the
daemonic figures described in 535-8, but if those lines are removed, the
subject can be the warring mortals; the three lines 534, 539, 540 then each
describe a stage in the conflict: initial skirmishing, fullon combat, and
recovery of the dead. (Solmsen 1965 argued that 539—40 must be ejected
along with 535-8, but Lynn-George 1978 deletes 535-8 while defending
539—40.) As things stand cpiAeuv might seem to pick up 535 duireov, but if
we accept that 535-8 has been interpolated from the Scutum, that verb
appears to have been altered from the source’s ¢8Uveov, ‘raged’ in order to
provide a link with this line: see 535n.

539 &g Te {woi: it is a commonplace in ecphrasis to stress how lifelike
the figures are: cf. Od. 19.229-31, Hes. Theog. 584, Scutum 189, Virg. Aen.
5.254 anhelanti similis, 8.649, Zanker 1987: 43-50; parodied at Petr. 52.1 et
pueri mortui iacent sic ut vivere putes. The use of &g Te here ‘justlike’ is distinct
from that in 518.

54I-549 Scene 3: ploughmen at work

This is the first of a sequence of rural scenes. Ploughing, reaping and
harvesting of grapes are certainly appropriate to different stages in
the year, and for this reason critics have tried to align them with the
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seasons. The difficulty is that the concept of seasons is fluid. Homer and
Hesiod regularly refer to spring, summer and winter, but in two Odyssean
passages (12.76, 14.384) a distinction is made between 8¢pos (high sum-
mer) and éwwpt), which is late summer rather than autumn (though in later
usage the term is elastic). It is not clear that 573-86 (Scene 6) represents
winter (so e.g. Alden in HE ‘Shield’), though Taplin 1g80: g suggests that
the cattle are kept in the midden-yard (575) during the winter months.
A four-season division is first attested in Alcman PMGF 20, where it may be
a novelty. On the whole it is better to see the rural scenes as providing
separate vignettes of agricultural life, rather than connecting them with the
seasons (see further Richardson on Hom. Hymn. Dem. 399ff.).

The most relevant ancient text on the agricultural year is Hesiod’s Works
and Days 381-61, which likewise begins with ploughing: see esp. 458-92
on ploughing; 571-81, 597-602 on winnowing (a stage not mentioned in
the ecphrasis though found in similes); 60og-17 on the grape-harvest.
The nature of Hesiod’s moralising and didactic project means that he
lays greater emphasis on the necessity of hard labour (382) and on times
of year suitable for various tasks (383-7, 564—9, 598, 60g-17). There is
much more on the back-breaking labour involved (though even Hesiod
paints an idyllic picture of the summer day when it is too hot to work:
582—96). The shield ignores the rigours of winter: contrast Hesiod’s
extended description at 504-63, mentioning hard frost, stormy weather,
short days, snow, and the need for warm clothing. This might suggest that
Homer (at least on the shield) paints a more idyllic vision of rural life than
the down-to-earth Hesiod, but the comparison is complex. Hesiod makes
the audience feel for and with the man doing the work, yet he himself, or
his ideal addressee, owns slaves and hires temporary labour (Op. 441-7,
469—71, 602-3); Homer presents things from the distant perspective of
the god — also, perhaps, through the eyes of the landowner (as is explicit
with the king of line 556) who organises the labour of others, takes
pleasure in their work and reaps the rewards (whereas Hesiod appears to
be an independent farmer). Thus there is an ideological slant to the
passage, in support of the (supposedly) benign rule of aristocrats.

For a reconstruction of the farmer’s year see the valuable table in West’s
edition of Hesiod, Works and Days, pp. 252—3; Osborne 1987%: 15 has
a comparable table with other details.

Otherwise, the descriptions on the shield find their closest parallels in
similes: for ploughing in similes see 10.351—4, 13.703-8, Od. 13.31-5.

On agriculture in Homer see Stubbings in Wace and Stubbings 1962:
523-30; D. W. Tandy, HEs.v. In the Odysseywe hear of slaves busy with the
grinding of corn by hand at night (20.107—9, cf. 7.103—4), a telling
contrast with the agricultural workers on the shield, evidently free
labourers rewarded for their work (550n.). As for storage of the harvest,
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granaries are not mentioned in epic but figure often in Hesiod’s Works
and Days (e.g. 301).

The sequence ploughing, reaping, grape-picking is imitated in the
Hesiodic Scutum (285-99); there the scenes are not clearly distinguished,
and grape-treading is added.

541 év & étibe: this phrase opens scenes 3, 4 and 5, an indication that
they form a series (and probably that they are to be envisaged as grouped
together on the shield, perhaps in a single band or ring). An unanswer-
able question is whether the poet thought of the scenes as linked also in
the sense of forming part of a single landowner’s large and diversified
estate. The second scene describes a royal Ttépevos (550n.) and the
BaoiAels mentioned in 556 is overseeing the work of the reapers, but his
possessions might also embrace the vineyard and indeed the livestock of
scene 7.

541-2 ‘On it he set a fallow field, soft, rich ploughland, broad, thrice-
ploughed’ (cf. Od. 5.12%, Hes. Theog. 9’71, Op. 463). There are two nouns
here, veiés and &poupa, the second being apparently in apposition to the
first. &poupav is framed by four separate adjectives in asyndeton; cf. 611-12
for four, 561-2 for three qualifying phrases.

vaidv is cognate with veds (‘new’ or ‘fresh’), and indeed the noun is
sometimes spelt without the ‘i’. Greeks and Romans were well aware of the
need to allow land to lie fallow: the principle is first stated at Hes. Op.
463—4, and Theophr. Caus. pl. 4.8.1 advises giving time to allow the field to
be ‘renewed’. See further Virg. Geo. 1.71-83; Isager and Skydsgard 1992:
20-6 and ch. 6; Horden and Purcell 2000: 574.

TpiTrodov ‘thrice-ploughed’; cf. ToAéw, ‘plough’, in Hes. Op. 462. In the
same passage Hesiod recommends triple ploughing, as do many later
authors: cereals were normally sown in alternate years, and the ploughing
is to be done in the fallow year, as often as possible (the process aerates the
topsoil). The triple ploughing may have some ritual significance.
The name of the agricultural hero Triptolemus is perhaps to be connected
with the idea (cf. Hom. Hymn. Dem. 153 with Richardson’s n., 474).
Theophrastus later recommended four ploughings (Caus. pl. 3.20.8).
See further Pomeroy 1994: 324—9.

542-6 ‘Many ploughmen were busy there, driving their yoked beasts,
turning them around this way and that. And whenever they turned around
and came to the edge of the field, a man would come up to them and place
in their hands a cup of honey-sweet wine.’

543 JeUyea Sivevovtes ‘turning the yoked oxen’.

éA&oTpeov: EAaoTpéw is a rarer variation on éavvw ‘drive’.

544 ovpiyavTes ixoiavo: it looks as if the ploughman gets his reward
after returning to the side of the field where he began.
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TéAoov &poupns: Hesychius defines Ttédoov as mépas (‘limit’ or ‘peri-
meter’), which makes good sense whether or not there is a connection
with TéAos. A rare word, TéAoov is found only in contexts of farming and
ploughing: in Homer it occurs elsewhere only in a ploughing simile at
13.707; later it appears mostly in passages imitating or commenting on
Homer (e.g. Apollonius on Jason’s ploughing task, Argon. 3.412).

546 Séoxev ... orpéyacxov: frequentative verbs (159-60n.).

&v’' dypous ‘along the furrows’. An &ypos is a row or strip; the word is also
used at 552, 557, of the area cleared by the reapers; cf. 11.68, Hom. Hymn.
Dem. 455.

547 ituevor: gentle humour: they are eager to finish the furrow and
receive their reward (544-5). Again we see the poet going beyond the
scope of the visual (49%7-508n.): such eagerness could not be represented
on a static medium and with stylised figures.

548 i 5¢ peAaiver: the blackness is achieved by the application of niello
to the gold (see 474-5n.).

549 T6 8N Tepi Balpa TétuxTto ‘that indeed was a great wonder’.
The pronoun T4 is demonstrative, the particle & emphatic. wepi, though
best rendered by an adjective in translation, is adverbial, ‘greatly, exceed-
ingly’ (Cunliffe (3)).

The wonderment is to be shared by the Homeric audience: such phrases
are a kind of prompt to the listener or reader (cf. 46/7n.)

550—560 Scene 4: reapers at work in the service of a king

For reaping in similes see esp. 11.67—9. There too the labourers are said to
be working for a rich landowner. In the Odyssey the disguised hero provo-
catively declares his willingness to match his endurance against the suitor
Eurymachus in a reaping contest (18.366-70).

A variety of grains were sown in the ancient Greek world. In the Odyssey
several are mentioned: in 4.5.9508 Tupés, {eiad and kpi Aeukdy; in 19.112
mupot and kpiBai (cf. 9.110). Itis generally agreed that upés and {eiad refer
to species of wheat (Triticum), the former being emmer wheat (Triticum
dicoccum), the latter ‘soft’ wheat suitable for bread ( Triticum aestivum). xpt
and xpi8ai refer to barley (hordeum).

Wheat, vine and olives have been called the Mediterranean triad of
agricultural staples (Renfrew 1973: 229). These formed the core of the
common man’s diet. Grain not only provides bread, but can be utilised as
the basis for food of other kinds, e.g. by boiling it in water, milk or both,
flavouring with honey to produce a sweet dish, or mixing with spices or
vegetables to produce a savoury dish. The meal being prepared for the
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labourers in line 560 below is probably of this type, perhaps a kind of
porridge.

On ancient farming much useful information is to be found in Osborne
1987, Isager and Skydsgaard 1992, Shaw 2013 (whose first chapter takes as
its starting point /. 18.550-60). The centrality of grain cultivation in the
ancient Mediterranean is emphasised by Davies 2007: 342-4; cf. also the
essays in Wilkins et al. 1995, esp. those by T. Braun (‘Barley cakes and
emmer bread’) and K. D. White (‘Cereals, bread and milling in the Roman
world’); Garnsey 1999.

550 Téuevos: a Tépevos, in Homeric usage, is a specific area of land cut off
(Tépvw) from the adjacent territory and assigned as the private domain of
a king or dignitary, e.g. 6.194-5, 9.578, Od. 6.293, 177.299 (also often of
land sacred to a god, e.g. 2.696: this is the invariable use after Homer).
It may consist of various parts: the temenos offered to Meleager is half arable
land, half vineyard (Il. 9.578-80); Glaucus and Sarpedon enjoy territory
‘rich in orchard and wheat-bearing ploughland’ (12.314). The term seems
already to exist in Linear B (Ventris and Chadwick 19773: 152). For fuller
discussion see Donlan 198g; also Van Wees 2013: 22.

BagiAfjiov: the variant paBl Afiov or pabBuljiov is also well attested. This is
evidently a case where the text of the Iliad has been corrupted by reminis-
cence of a parallel scene in the Shield of Heracles. At Scutum 288 (again
a farming scene) BabU Afiiov (‘a deep corn field’) is clearly the right read-
ing, but here the reference to a royal estate anticipates the appearance of
the king at line 556. The combination of the two words in the Scutum to
form an adjective is a misunderstanding, though one deliberately taken up
by Apollonius (Argon. 1.830).

ip18or ‘labourers’, sometimes etymologised as originally ‘wool-workers’
(from £piov, ‘wool’). They can be male or female: cf. Od. 6.32 (ouv-), Hes.
Op. 602-3, Dem. 57.45. Hesychius defines épi8eia as work for hire; this, as
well as the absence of any form of 3ucs, the normal epic word for ‘slave’,
makes clear that the workers on the shield are to be regarded as free men.

551 fiuwv: grd pl. imperfect indicative of &uée, ‘reap.’

Sperravas ‘sickles’. A neuter form is found at Od. 18.368. W. Schiering,
Arch. Hom. H (1968) 154-8, collects what we know from archaeology
about such tools. That they are described as ‘sharp’ is perhaps more
than conventional: this could not be taken for granted in the early iron
age (Hes. Op. 573 urges Perses to sharpen the sickles for harvest-time).

s51a According to the exegetical scholia (on 483-606, Erbse 1v:
528-31, at 530), a few ancient texts had an additional line here, xapmév
’EAevotving Anpfitepos &yAaodpou, ‘the crop of Eleusinian Demeter, giver of
glorious gifts’. kapmév provides an object for the verb fjpwv ‘were reaping’
in the preceding line. No extant manuscript or papyrus includes this line,
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and Eleusis is mentioned nowhere else in the Homeric poems or in
Hesiod. The exegetical scholia in a general note introducing the shield
(on 483-606) cite a critic called Agallis of Corcyra for the view that
Hephaestus is presenting not a generalised picture of human life but
‘the early history (&pxaioyoviav) of Attica’: she held that the two cities on
the shield represent Athens (the city at peace) and Eleusis. This line forms
part of that implausible argument: by introducing a place-name it associ-
ates the scene with a particular locale. The line is poorly attested and
distracting; it should be rejected, as it is by most editors. The note just
cited is the only place in the Iliadic scholia where Agallis’ views are quoted,
but she also seems to have commented on the Odyssey (Athen. 1.14d,
where she is said to have shown favouritism to a fellow-Corcyrean by
making Nausicaa the inventor of ball-games. Corcyra was identified with
the Phaeacians’ island of Scherie already in Thucydides’ time, 1.25.4,
3.70.4.). For the scanty evidence about Agallis, see RE 1.1718 (Agallis 1).

552 Spaympara ‘handfuls’ or ‘armfuls’, the amount a reaper can carry
(the related verb, 8p&ooopai, means ‘grasp’ or ‘clutch with the hand’).
The reapers cut the corn with the sickle in their right hand, take hold of
the shorn crop with the left.

per’ dypov ‘along the line of the furrow’.

éimirpipa ‘close together’ (211n.). wimrov #pale: presumably the
sheaves that fall to the earth are collected by the boys who follow behind.

553 &ualroderiipes ‘binders’ (&uoMAa ‘sheaf’ + 8éw ‘bind’).

é\AeSavoior ‘bands’ or ‘bindings’ for the sheaves: a term found only here
and in comparable contexts at Hom. Hymn. Dem. 456, Scutum 291.
Hesychius indicates a connection with e ‘bind’ or ‘plait’, iAA&{w ‘bind
up’; cf. LSJ s.v. eidw (‘contain, hold’). The sense preferred by Chantraine
and Edwards, ‘turn’, does not seem so apt.

556 wapexov ‘handed over (the sheaves)‘: the imperfect indicates
repeated action.

BaoiAevs: not a king on the heroic scale like Agamemnon, clearly, but
the ruler of a local community, a noble or lord like those mentioned in
Hesiod (West on Hes. Op. 38). See further Guizzi 2010: 83-5.

557 oxijrrrpov: the sceptre is the symbol of the king’s authority, here
evidently stable and accepted (in contrast with the contentiousness of
Agamemnon’s domination of other kings). See also 5o5n. (sceptres held
in readiness by the heralds in the lawsuit).

yn8éouvos xilp ‘rejoicing in his heart’, accusative of respect.

558 xfpukes: heralds assist with the provision of meals also at g9.174,
0Od. 1.109.

&rmavevlev ‘at a distance’ (sc. from the reaping).
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Saita: probably a feast for the king and his close associates (perhaps
including the heralds), as distinct from the &¢imvov which the women are
preparing for the labourers, which will be cereal-based (like porridge).
Alternatively both meat and barley are to be provided for all (an early
example of euergetism). They might be combined: Eumaeus sprinkles
barley over roast pork (Od. 14.77, 429). Rundin 1996, an acute analysis of
Homeric power-dining, discusses the two options at length, and concludes
that the first view is more plausible. See generally HE s.v. ‘Feasting.’

559 PoUv: the singular is striking. We may contrast the massive num-
bers slaughtered by the heroes prior to feasts (Alcinous slaughters twelve
sheep, eight pigs and two bulls for a mid-morning meal at Od. 8.59-60,
admittedly for a sizeable company); still more extreme is the idea of
a hecatomb (literally a hundred beasts) being offered to the gods. This
extravagance belongs to the grandeur of the heroic age. In the normal life
of ancient Greece most of the population would enjoy meat as a rare treat
at festivals or other religious events. ‘Meat was the food of sacrifice par
excellence, and was offered to participants in religious ceremonies. By the
same token, it was only available on such occasions, and did not make
a significant contribution to the regular diet’ (Garnsey 1999: 16-17,
122-7; quotation from 123).

ispsUoavTes: a passing allusion to a ritual which can be described in far
richer detail: for the fullest description of a sacrifice in epic, see Od. 3.
404-63 (cf. in tragedy Eur. El 791-839); Burkert 1983: 1-12. More recent
discussions include Seaford in HE s.v. ‘Sacrifice’; Hitch 2009; Parker 2011:
ch. 4.

560 Setwrvov: cf. 245n.

épiforov: the specification here adds force to the argument of Rundin
1996 that a separate meal is prepared for the labourers; otherwise it is hard
to see the point of including this word.

&\gita: barley, not wheat, was the most important staple for most
people in the ancient Greek world. It grows more easily on thin soil and
is less affected by varied rain supply while germinating; it matures faster; it
can endure greater extremes of climate (Braun in Wilkins et al. 1995:
25-6). But wheat was more highly valued; barley was common as animal
fodder (and later as punishment rations in the Roman army, Livy 27.13.9,
Suet. Aug. 24.2). Of course, wheat was more plentiful in some regions,
including Troy and the Ukraine (cf. Hdt. 7.147, Braun 33).

561—-572 Scene 5: workers in a vineyard; music and dancing

In Hesiod (Op. 609—14) we are told that the pruning of the vine should be
completed before spring begins, while the wine harvest should be under-
taken at the heliacal rising of Arcturus (i.e. the time when it first becomes
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visible above the eastern horizon after a period of absence; in the
Mediterranean this happens in early September). The grapes are to be
dried in the sun for ten days and covered up for five; on the sixth day ‘the
gifts of Dionysus rich in joy’ are poured into vats. The treading of the
grapes is taken for granted. For ancient Greek viticulture see Isager and
Skydsgaard 1992: 26—-33; Amouretti et al. 1993; Davies 2007: 343-4.

561—70 Translation: ‘And on it he put a vineyard, richly laden with
bunches of grapes, beautiful and golden; but black were the grapes
hanging high there, while all the way along the vines were supported by
silver props. Around it he set a ditch of dark enamel [?], and round that
a fence of tin. A single path led to the vineyard, along which the carriers
made their way whenever they harvested the vintage. Young maidens and
young lads in their innocence bore the delicious fruit away in woven
baskets. And in their midst a boy was playing sweetly on a clear-sounding
lyre.’

561 péya ppifoucav ‘laden heavily’; péya is adverbial.

&\wfv: an &\w) is an area of ground cleared for a purpose — to be an
orchard, a garden or as here a vineyard. The word is used for Laertes’
orchard in Odyssey 24 (221 etc.); for a vineyard see Od. 1.193 and 11.193
(again of Laertes’ estate), 7.122 (Alcinous’ superabundant gardens).
(It can also refer to a threshing-floor, as in several similes: cf. 57n.)

562 xpuoeinv: pédaves: for the contrast, and the reference to Hephaestus’
use of niello or equivalent, see 474-5n., 548—9.

563 éoThka: the subject is the vineyard as a whole, though the refer-
ence is more specifically to the vines.

564 xvavéinv: adjective, made of xUavos. This was a dark metal, usually
rendered ‘enamel’: LS] also cite passages where it seems to refer to lapis
lazuli or blue copper carbonate: see esp. Theophr. Lap. 55. It is found in
the description of Agamemnon’s shield (11.24, 35), on the cornice of
Alcinous’ palace (Od. 77.87), and on the shield of Heracles ([Hes.] Scutum
143), in all cases in combination with other metals. Epic, lyric and tragic
poets liked the word, and devised a plethora of compounds using it (a
Homeric example is the Tp&melav | kofy kuavémelav 20§oov at 11.628—9):
eyes, horses’ manes, veils, brows, hair, robes, the sea, the prow of a ship,
even a bird’s feathers can be given an adjective with xuavo- forming the first
element. See further Irwin 1974: 78-110.

xé&merov: the ditch may be for irrigation, as in the simile at 21.25%7-62
(cf. Virg. Geo. 1.106-10), or to drain off excess rainwater. The latter is
more probable in a vineyard, as vines prefer stony or gravelly, well-drained
soils. See further Horden and Purcell 2000: 237-57.

ipxos: a defence against thieves: such a fence also surrounds gardens or
vineyards at 5.go (simile) and Od. %7.113 (Alcinous’ gardens); cf. Matthew
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21:33 ‘There was a certain householder, which planted a vineyard, and
hedged it about, and built a tower.’

566 Tpuyéwiev: 3 pl. pres. optative from Tpuydw, ‘gather, harvest’, used
specifically of grapes (tpiyn is the vintage or crop of the vine).

567 ‘maidens and boys’: both sexes are combined also at 593; cf. in
darker circumstances Hector’s counterfactual fantasy at 22.126-30.

&tad& gpovéovtes ‘in their young innocence’, lit. ‘thinking child-like
thoughts’, like the infant Astyanax, described as &raAdgpwv (6.400).
Similar phrases are found at Hes. Theog. 989, Hom. Hymn. Dem. 24 (see
Richardson’s n.).

569 @épuryyr: on stringed instruments in Greek musical culture see
West 1992: ch. 3. ‘The Greek words phorminx, kitharis or kithara, lyra,
chelys, and barbitos overlap in usage. Homer uses only phorminx and
kitharis, both of the same instrument, which was probably a round-based
box lyre’ (West 19g2: 50). An illustration on a Geometric amphora from
Cyprus c.800 is reproduced in West’s book as pl. 12; see further Maas and
Snyder 1989: 11-23.

570 iuepdev ‘delightfully’; adverbial accusative. ipepdev kiBépile is used
in Scutum 202 (at the same point of the line) to describe Apollo singing
among the gods, a passage which plainly imitates the Iliadic shield. In both
poems a singer is represented on a physical object described within a song
(mise-en-abyme. see Introduction, p. 32).

Aivov ... &ade: ‘the Linossong’ is a lamentation for the dead mythical
hero or god Linos, a shadowy figure, probably of Oriental origin (Hdt.
2.79 associates him with Egypt, but also mentions a possible Phoenician
connection). Pausanias (9.29.6) gives an account which follows a familiar
story-pattern: he foolishly tried to match Apollo as a singer and was slain by
him for that reason (cf. the myths of Thamyris, Marsyas, Arachne); since
then he is mourned by all. A verse inscription quoted by the scholia
particularly mentions mourning by the Muses. In fact Linos is probably
a name derived from the mourning-cry oiAwov (cf. Pind. fr. 128¢.6, Aesch.
Ag. 121 and Finglass on Soph. A4j. 627). The song is melancholy rather
than despairing: cf. [Hes.] fr. 305, where Linos is said to be commemo-
rated ‘at banquets and dances’. Later Linos was reimagined as a singer and
teacher of religious wisdom, like Musaios and Orpheus; cf. Virg. Ecl. 4.56
(where he is paired with Orpheus), 6.67 (where he presents the pipes of
Hesiod to the poet Gallus).

See further PMG %766, 880; West 1997: 44, 262; Shaw 2013: 182, 194;
Stephens 2002 (mainly on Callim. frr. 23 and 26-30). For other citations
and songs ascribed to Linos see West 1983: 56-67.

Umé: adverbial, ‘in accompaniment’ (i.e. to his own music).

xaAév: also probably adverbial, ‘beautifully’, though it could be an
adjective describing Linos.



COMMENTARY: 571-573 219

571 Aemwrahim gwviji: the boy’s voice has not yet broken. Cf. Stephens
2002 for Callimachus’ interest in this passage, because of the later associa-
tions of this adjective with subtlety and aesthetic quality.

voi 8¢ ... ‘and treading together they followed behind, their feet skip-
ping along together in the dance and with joyful cry’.

priooovTes ‘treading’: Ionic for paoow, ‘strike’ or ‘dash’, here of the
dancing feet beating the earth, but used intransitively.

apaptiiy ‘together’, i.e. in time with one another and with the music (cf.
&pa, &uaptdnv). There was dispute already in ancient times as to whether
the last syllable should end with an iota (see West’s apparatus, citing
Herodian). Modern scholarship remains divided: see West’s app. on
5.656, favouring &uaptt), and LfgrE, which prefers the form printed here.
See also Chantraine 11.249, Beekes 83.

572 moAwiji: singing or dancing or a combination of the two. In 606, as
here, the idea of dancing is foremost, in 1.472 that of song; in Od. 13.27
the cognate verb uéAmw refers solely to song.

ivyuén ‘with a cry’. For once it is reasonable to detect onomatopoeia:
compare the shout io¥ oy (‘Hey!’), and the verb i6loucw used at 17.66
(dogsand men), Od. 15.162 (the cries of excited onlookers who witness an
omen).

oxaipovtes ‘skipping’, a verb used of calves frisking at Od. 10.412.

573—586 Scene 6: herdsmen and cattle attacked by two lions; their dogs
offfer ineffective defence

For lions in the Iliad see above 316—22nn. (Achilles mourning Patroclus
compared with a lion grieving for its stolen cubs). Similes referring to lions
are one of the most frequent types in the poem, and cases where they
attack a herd of livestock or the herdsmen’s settlement at night are also
common (e.g. 5.136—43; see Lee 1964: 65; Scott 1974: 58-62; HE s.v.
lions). For the combination lions—cattle-dogs see 13.198-202, 17.61—7
(compared with the present passage by Edwards 1966: 191—2). Two lions
attack in unison at 13.198 and 15.756-8.

For detailed discussion see Lonsdale 1ggo: 3g—70, who finds twenty-
seven similes in which lions attack domestic cattle, nineteen of which
mention attempted defence by herdsmen with dogs; Alden 2005, who
gives evidence for lions surviving in the Troad and in northern Greece
well after Homer’s time (e.g. Hdt. 7.125-6, Arist. Hist. an. 6.31). See also
Kelly 200%7a: 300-2, who by an oversight categorises our passage as
a simile.

For lion attacks in archaic Greek art see esp. Fittschen 196q9: 76-88,
collecting forty-five men-lion combat scenes from the eighth and seventh
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centuries; also H.-G. Buchholz, Arch. Hom. J (1973) 217, nos. 36-132;
Markoe 198q.

573 épBoxpaip&wv: see gn.

574 Xpuooio ... xaooitépou Te: the genitives are of the type which
indicate the source or material used to perform the task in hand (Monro
§151 (e)): cf. 1.470 ‘they filled the cups to the brim with liquid’ (woToio),
9.214 ‘he sprinkled it with salt’ (&Ads).

575—6 ‘with a lowing sound they went hastening from the midden-
house to pasture, past the sounding river, past the waving reedbed’.
d6va€ is a reed, dovaxeus a thicket of reeds. The sentence includes two
words for sounds (and we may suppose that the reedbed rustles as well as
waving in the breeze). The description continues to animate the scene and
appeal to senses other than sight (particularly sound, but the midden
might evoke smell too). The bull’s bellowing is another example; so is
the frightened clamour of the dogs, accompanied by the exhortations of
the herdsmen.

575 xémpou: cf. Od. 17.296-300, where the dying dog Argos lies on the
dung-heap, and the poet comments that the slaves of the household would
carry the dung away to use as manure (kompficovtes) on Odysseus’ estate
(Tépevos, see pron.). In classical Athens there were dung-collectors who
went from door to door collecting dung and carrying it out of the city to
a specified distance; it must have then been sold as fertiliser (Olson on Ar.
Pax g; [Arist.] Ath. Pol. 50.2; see also Pomeroy 1994: 326—7).

vopévde ‘to pasture’. For the directional ending see 146n.

576 poSavév: aword of uncertain meaning, perhaps ‘waving’. Text and
interpretation were disputed by ancient critics: West follows Zenodotus in
reading padaév, but this is another very rare adjective of disputed mean-
ing, cited almost exclusively by lexicographers or scholars discussing this
line. Joseph. A/ 17.333 uses it as a noun apparently meaning ‘softness’ (of
physical health), which corresponds to the suggestions of late lexicogra-
phers such as Hesychius and Zonaras (‘frail’ or ‘delicate’). Other readings
were current, and whichever we adopt, the sense will be uncertain. In these
circumstances it is best to follow the majority of the manuscripts.
(In addition, Nicholas Purcell points out to me that the reeds are unlikely
to be the slender variety familiar from British river-beds; rather, the
harundo donax, to which the description ‘delicate’ is inapplicable.)

578 The sudden flood of numbers is striking: four men, nine dogs, two
lions. The poet is helping us judge the odds. At the same time the skill and
detail of Hephaestus’ creation of the scene is illustrated afresh.

Tédas &pyoi ‘swift-footed’: wéBas is accusative of respect. In the Odyssey
the hero’s aged dog is called Argos (as one might name a dog ‘Flash’ in
English).
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579 ouepdahiw 8& Atovte 8U: duals, as also 580 éxétny, 582 dvapphavTe,
583 AaglooeTov.

opepdadiw: cf. g5 for the adverb.

év TpdTio1 Béeoor: this could mean either that they attack the foremost
of the herd or the best of them (‘first’ in quality); the former is more likely.

579-86: the succession of verbs (é¢xérnv ... #Aketo ... petexiaBov ...
&vappnavTe ... AaQUOOETOV ... évdicoav ... EMETPWTOVTO ... UA&KTEOV €K T'
&\éovto) makes very clear that the poet is not picturing a single image but
a sequence of events, thus going beyond the limitations of visual
representation.

580 épUyundov ‘bellowing’ (cf. épedyopan, ‘roar’); the emphasis on
sound recurs at once in pepukas.

582 Poeinv ‘the hide’, an adjectival form used as a noun. Elsewhere it is
applied to an ox-hide recently stripped from the dead animal (Od.
22.364), and it can also refer to the layer of hide which forms the bulk
of a shield (481n.).

584 aUtws ‘in vain’, a frequent meaning for this adverb (e.g. 2.342,
9.599, Cunliffe s.v. (5)), to be distinguished from the use in 198 (see n.).

évéicoav ‘pursued’; found only here; grd sing. imperfect active indica-
tive from év + Siepat.

585 o1& ‘but they’ (referring to the dogs).

fitor ‘in fact’, ‘really’.

Saxiéewv ... Aedvtwy ‘shrank away from biting the lions’. The genitive
Aedvtwv follows the verb &metpwmdvro; the aorist infinitive daxéew (from
8&kvew) must be taken as exegetic (‘they shrank from the lions where biting
was concerned’).

586 ‘but instead, standing very close they kept on barking while also
evading them’.

587-589 Scene 7: a flock of sheep

This is the only scene which involves no human participation, though of
course the structures mentioned in 589 are man-made. It also differs from
all the others in that no motion is described. All other scenes are at least
three times as long (discounting the final reference to the Ocean). Leaf
deleted the three lines. They are however universally present in the
tradition.

Sheep are quite frequent in Homeric similes (e.g. 4.433-5), and in the
narrative they are mentioned as part of the property of Andromache’s
father (6.424); the Cyclops Polyphemus keeps a flock, thus providing the
means for Odysseus’ escape (Od. g); and Eumaeus, listing his master’s
possessions, speaks of many herds of cattle, sheep, pigs and goats all kept
by herdsmen on the mainland opposite Ithaca (Od. 14.100-6). The scale is
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suitably heroic, but the idea of combining animal husbandry with agricul-
ture is a plausible model for a landowner in the archaic Mediterranean
(Horden and Purcell 2000: ch. 6). Animals figure in earlier scenes on the
shield, particularly the oxen for ploughing, but sheep are more usually
cultivated for their wool. The scene thus adds something to the economic
picture.

587-8 vopév...uéyav belong together. vouds means a pasture or grazing-
ground, cf. 525 vopfies ‘herdsmen’, 575 vopévde (the noun is to be distin-
guished from vépos = ‘law’, ‘custom’).

589 Te...7e...i8& conjunctions joining three items (‘sheds, huts and
covered enclosures’).

590—606 Scene 8: a dancing-lawn

590 xopév must here signify a dancing-place or area. Cf. esp. Od. 8.260,
where the Phaeacians ‘smooth out’ a xopés in preparation for dancing.
That it is a circular space is suggested by the wheelsimile at 600-1.
The Cretan Meriones is insultingly called a ‘dancer’ at 16.617; in later
times Cretan dancing was famous (Soph. Ajax 700, etc.). Three circular
platforms at Cnossus dating from after 1400 BC have been uncovered, and
many scholars believe them to have been dancing-floors (Warren 1984).
Homer does not mention the Labyrinth, but it has sometimes been iden-
tified with a dancing-floor of this kind, perhaps marked out with maze-like
patterns for the dancers. See further Lonsdale 1995,

ToixiAe ‘fashioned’, used of intricate and varied decoration. Homer
uses the verb only here, but often employs the adjective roixidos. That term
suggests complex and variegated patterning and elaboration: moiidos is
a frequent epithet of artefacts, from embroidered cloth to chariots.
Odysseus is wowiroprTns (lit. ‘of varied wiles’, therefore ‘subtle’). In later
critical discourse wowiAia (‘diversity’) in literary style and arrangement is
greatly admired (e.g. Richardson 1980: 266; Heath 19go, passim, esp.
ch. 8 on Homeric scholia).

591 T ikedov olov: ancient scholars (see schol. AbT) apparently wor-
ried as to whether it was altogether ‘fitting’ for a god to be emulating the
work of a mortal artificer (for the importance of propriety in the scholia’s
judgements see Janko 1992: 23—9, esp. the list of examples in 26 n. 30).
Moderns are likely to find the criticism absurd. But two responses could be
offered: (a) the similarity is one observed by the poet, not necessarily by
Hephaestus himself (the comment is unfocalised); (b) the comparison is
to the advantage of the divine vision. When we read of young men and
women dancing so soon after a reference to Daedalus and Ariadne, it is
hard not to be reminded of the seven pairs of Athenian men and women
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annually sent to Crete to be devoured by the Minotaur in the Labyrinth
which Daedalus designed; it was Theseus who, with Ariadne’s aid, brought
an end to this horror (Gantz 261-8). By contrast the dancers on the shield
have no threat hanging over them, and the scene is one of undiluted
celebration and delight. The perfection of the scene created by a divine
craftsman suits the spirit of the poem as a whole, in which gods achieve
a serenity beyond the scope of men. (This contrast would however depend
on the myth of Theseus as saviour of the young Athenians already being
current at the time of the Iliad’'s composition, which is not quite certain,
though the association of Theseus with Ariadne in Od. 11.322 makes it
likely.)

Schol. bT also regard Theseus’ mission as relevant, but suggest that the
picture represents a celebratory dance of the youths after Theseus has
slain the Minotaur and liberated them (such a scene is portrayed on the
Francois vase, c.570 BC). The suggestion is combined with the claim that
this was the first occasion of mixed dancing. The desire to place the scene
in mythological and cultural history is a sign of later scholarly speculation
(cf. 5512 n.). See further Plut. Thes. 21; Paus. 9.40.3—4; Frontisi-Ducroux
1975: 145-50.

Gutzwiller 1977 analyses the formulae of the passage, arguing that the
use of traditional language implies the Minoan origin of the dance forma-
tion. She accepts the scholia’s view that the dance commemorates Theseus
and Ariadne, but it is highly improbable that the association of Ariadne
and the Labyrinth with Theseus goes back that early.

Tot’: a pointer to the gulf between the narrator’s world and the heroic
age: the events of the main narrative belong to a remote past, and the story
of Ariadne is distanced still further. woté is often used in this way in later
poetry: see e.g. Aesch. Supp. 172, 291, 539; Soph. Phil. 6777. It is particularly
favoured by Pindar (e.g. Pyth. 4.4 and many other examples in Slater’s
Lexicon to Pindars.v.).

évi Kvwod eupeimi: Cnossus was the chief city of Crete. In the Iliad it is
mentioned only here and in the Catalogue of Ships (as part of Idomeneus’
domain, 2.646). In Od. 19.1%7%7-8 it is ‘a great city, where Minos once was
king, he who conferred with mighty Zeus every nine years’. (This is part of
an extended passage about his alleged Cretan origin in one of Odysseus’
lying tales.) Minos is elsewhere said to be the grandfather of Idomeneus.
Crete is generally recognised in both poems as a powerful kingdom:
Idomeneus brings eighty ships to Troy (2.645-52), equalling Diomedes
and surpassed only by Agamemnon (a hundred) and Nestor (ninety). For
Cretan history and mythology see OCD; HE s.wv. ‘Crete’, ‘Minos’, ‘Minoan
civilisation’; EGM 11.385—99; Wallace 2010.

592 AciSalos: Daedalus, mentioned only here in Homer, is a most
intriguing figure. His is evidently a nom pariant, related to Scud&AAw
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(479n.), daud&Aeos (379, 390, 612); he is ‘the Artificer’, to echo James
Joyce, one who creates works of cunning art, SaidoAc, like Hephaestus
himself in 400. In later tradition Daedalus is most famous for designing
the Labyrinth which imprisoned the Minotaur, and for constructing wings
on which he and his son Icarus could escape from Crete; most bizarre of
his inventions was the wooden cow in which the love-crazed queen
Pasiphae could conceal herself in order to experience sex with the bull
to whom she bore the Minotaur. For these legends see Gantz 260—4,
273-5. Socrates in the Platonic Alcibiades I (121a) claims to be descended
through Daedalus from Hephaestus, but the myths differed wildly as to
Daedalus’ parents, and we cannot assume that the epic poets thought of
him as son of the god. Indeed, Pindar seems to use Daedalus as a name
for Hephaestus (Nem. 4.59); so also a Tarentine vase of c.g350 Bc (LIMC
Ares, 73).

The Linear B tablets from Cnossus preserve record of a shrine or
building the name of which may have been the Daedalion, at which
offerings of oil were made (Ventris and Chadwick 1973: 200-1), but the
reconstruction of the name (da-da-rejo) is not so close as to make certain
a connection with the later mythical figure Daedalus (Bendall 2007: 17).

Just as Daedalus is analogous to the divine smith, so both resemble the
poet, as artists in different media. A late and highly questionable source
asserts that the sculptor Pheidias put an image of Daedalus at the centre
of Athena’s shield in the great statue of the goddess in the Parthenon
(Ampelius, Liber memorialis 8.10; Morris 19g92: 261). See further 600—1n.
(the potter simile).

For a detailed study of Daedalus in the context of early Greek art and its
Near Eastern background see Morris 1992; different emphases in Lane
Fox 2008: 19'7—203. For art, see LIMC111.1 (1986) 313—21; for mythology
Frontisi-Ducroux 1975; Gantz, loc. cit.; and EGM 11.397, 468—9, 480-1.

ApraSvmi: Ariadne is also mentioned in Od. 11.321-5, where she is one
of the heroines whom Odysseus sees in Hades. There she is daughter of
Minos, carried off from Crete by Theseus, but slain by Artemis on the isle
of Dia (Naxos) at Dionysus’ bidding. The narrative is obscure, but we can
recognise the motif of a jealous god who strikes down a mortal female
whom he has claimed as his own but who has betrayed him with a mortal
lover (cf. the triangle of Apollo, Coronis and Ischys in Pind. Pyth. 3.8-37).
In other versions Theseus abandoned Ariadne (already at [Hes.] fr. 298),
deliberately or by divine command, and Dionysus claimed her as his bride.

The association with Dionysus led to her deification (Hes. Theog.
947—9). Cult for Ariadne is attested in a number of places, including
Naxos (Plut. Thes. 20); there, young girls are said to have danced in
a circle as if to honour the sleeping Ariadne (Callim. Aetia fr. 67.13-14).
Other rites are mentioned on Delos, Cyprus and elsewhere. Long before



COMMENTARY: 593-595 225

all this, it is possible that Ariadne was worshipped as a goddess in Minoan
Crete (perhaps to be identified with the ‘Mistress of the Labyrinth’ named
on tablets from Cnossus: Burkert 1985: 23), and that the reference here to
a dancing-floor is connected with ritual dances in her honour. But little is
certain about this, and it is doubtful whether the poet was aware of it. See
further Gantz 264-70, Willetts 1962: 193-7, V. Pirenne-Delforge in BNP
s.v., Armstrong 2006, EGM 11.468-73; for art, LIMC 1.1 (1986) 1052-70.

593—606: two different movements seem to be involved, dancing in
a circle (which occupies the bulk of the description), and movement from
one side to another, exchanging positions (the contrast is drawn at 599
and 602, 6T¢ uév ... &\oTe 8" see 5ggn.). In the first phase the dancers are
hand-in-hand, and we might imagine alternation of the sexes. The line of
hand-holding dancers is suited to the circular bands of the shield and to
Geometric artistic practice. For vases illustrating female dancers holding
hands see Coldstream 1977: fig. 36(d), from Marathon, fig. 46(e), from
Argos (both eighth century BC). A vase by the Analatos painter (Attica,
c.700—.675 BC) shows male and female dancers hand-in-hand confront-
ing each other; between them stands a figure with a musical instrument
(Boardman 1998: g9 fig. 188.3 = Athens, National Museum g13).

593 fifeor ‘young unmarried men’, well matched with the virginal
girls.

We saw a similar pairing of the two sexes at 567. Here the combination
strongly suggests a courtship dance (this is supported by the description of
the dance as iuepders (603: not just ‘lovely’ but ‘fraught with desire’).
Lucian describes such a dance, in which male and female dancers alter-
nated in a chain (de saltu 12-13, a passage which refers to the lines in the
Iliad). In later literature the term #ieo1 is often associated with the youths
sent to Crete to be victims of the Minotaur (591n.): cf. [Arist.] Ath. Pol.
56.3, Parker 2011: 200.

&\geoipoian ‘worth many an ox’. The suffix evidently refers to oxen; the
prefix is connected with a verb &\¢évw, found in contexts of ransom or
profit (e.g. 21.79, Lycaon on the ransom he previously brought in for
Achilles; Od. 20.383). Here the profit would derive from a dowry (similarly
at Hom. Hymn. Aphr. 119).

594 Xxeipas éxovres: on Geometric vases lines of figures holding hands
are quite frequently portrayed: e.g. Boardman 1998: 58 fig. 84 (amphora
from Euboea, Eretria 3275), and see 593-606n. above. Line 594 = Hom.
Hymn. Aphr. 196.

595 Aetrras 686vas ‘delicate cloths’, generally understood as referring
to linen (e.g. Stubbings in Wace and Stubbings 1962: 532). Cf. Od. 7.107
with Garvie’s n.
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596 iat(o) ‘had dressed in’. In 504 this was g pl. impfect of fpa, but
here the same form provides the g pl. pluperfect middle of #gwuw, ‘put
(clothes) on’.

tUvvnrous ‘finelyspun’, adjective composed of €0 + véw (‘spin’, cf. Od.
7.198 where it is used of the Fates’ spinning of men’s destinies).

fixa oriABovras #Aaiw: this seems to refer to a process already used in
Mycenaean times, whereby olive oil is used to give a sheen or fragrance to
clothing (cf. Hera's preparations to approach Zeus, 14.171—4, with Janko'’s
n.; Od. 7.107). Oil was often used where we would use soap. Patroclus even
used oil to bathe the manes of Achilles’ horses (23.281-2). See further
Shelmerdine 1995.

597-8 These two lines were criticised by ancient editors
(Aristophanes and Aristarchus, see schol. Am/A), because knives or
daggers were considered unsuitable for a dance, but the evidence of
art (see next n.) refutes them. (They also doubted that the word
péyaipa can mean ‘sword’, but even if true, this would not exclude
a smaller weapon.)

598 Women with garlands and men with side-arms at their waists are
common motifs in early vase-painting (Fittschen 1973: 16 and ill. xaand c;
Snodgrass 1998: 15, though they are not easily seen in his fig. 2).

599 ovi pév is answered by &AoTe §’ in 602: ‘at one time . .. at another’
(Lat. modo . .. modo). Sometimes we find &\ote ... &AhoTe (472) or even
&MoTe pév ... 6TE B¢ (11.566-8).

Bpéfaoxov ‘they would run’, grd pl. past frequentative from Tpéyw.
The frequentative form, here and in 602, denotes repeated action
(159-60n.). The idea is that the dance involves recurrent movements in
one direction or another.

600—-1: a brief simile relating the activity on the shield to
craftsmanship but the craft of the potter, not that of the worker of metals.
There is a touch of the mise-en-abyme here (Introduction, p. g2), in that we
see a creative craftsman at work within a description of a work of art being
produced by a different craftsman, Hephaestus, which is itself part of a still
more ambitious creative work, the Iliad itself. This is especially marked by
the reference to Daedalus, the mythical artificer. For other ‘technical’
similes see 15.410-13, Od. 6.232—4, 9.384-8, 391—4; more examples in
Moulton 1977: g1 n. 8.

Pottery is far older than the Homeric epics; indeed, it goes back to
Neolithic times. In the period in which the Iliad emerged, whether we
date it to the late eighth or the early seventh centuries, geometric patterns
on pots and vases were giving way to figurative representation, often of
typical scenes such as burials, chariots and battles (for an example see
Figure 1); scenes involving animals are also common. The poet has surely
been influenced by seeing such objects. For a combination of subjects see
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the Attic Geometric kantharos showing two lions attacking a man, a duel,
a lyre-player and women (Arias and Hirmer 1962: pl. 8: last quarter of
eighth century BC).

If we grant that the dancing-floor was probably round (cf. 603 wepiiocTaf’
duios), the similarity seems to be between the curving movement of the
pot on the wheel as the potter turns and moulds it, and the circular
movement of a line of dancers around the space.

602 Opifaokov: 59gn.

603-4 meprioTald’ Suidos | Tepmwopevor: by an easy shift, the singular verb
and subject are followed by a plural participle, because the collective noun
(‘throng’, ‘crowd’) represents a plurality (Monro §169). So too in English
we can say ‘the government have announced’, ‘the jury are back’, etc. Cf.
2.278 &g pdoav f TAnBUS.

For an audience surrounding the performers see also Od. 8.10g-10.

5.9508/5 The abnormal line numbering here is the result of a deletion
of a portion of text which has until lately been regularly treated as authen-
tic. After tepmépevor Wolf and many later editors insert peté& 8¢ o éuéAteto
felos &0186s | poppilwv (‘and in their midst a divine minstrel sang as he
played on his lyre’). The additional phrase comes from the Odyssey
(4.17-18). With that addition II. 18.5.9508-6 becomes identical to Od.
4-17-19, part of the account of celebrations at the wedding feast in pro-
gress at Menelaus’ palace when Telemachus arrives there. No manuscripts
of the Iliad include this line and it is also absent from the papyri which
include this passage. Wolf’s insertion rested on a belief that the line did
figure in a pre-Aristarchean text, but this view is based on a misreading of
a passage of Athenaeus (5.181a—d). West’s crisp statement in his apparatus
may be found clearer than the more detailed exposition in Studies 250-2.
I paraphrase his Latin annotation: ‘Athenaeus, following the Homeric
scholar Seleucus, fantastically supposes that Aristarchus excised the
words peté 8¢ . . . poppilwv, and Wolf added the line to the text; the words
are absent from papyri, testimonia, and manuscripts (except that Eudocia
includes them in a passage largely drawing on book 18; but she also
includes Od. 4.15). In my view the words never belonged in this place;
someone at some date (apparently Seleucus) placed them here, maintain-
ing that the passage Od. 4.15-19 was interpolated from book 18 of the Iliad
(as the context in Athenaeus makes clear).’

Revermann 1998 argues from other parts of the ecphrasis and from
scenes on vases that some form of musical accompaniment is needed here;
while accepting that the words added by Wolf are not authentic, he holds
that something similar has been lost.

605 xupromTiipe ‘two acrobats/tumblers’ (dual). For such performers
see Od. 4.19; in Il 16.745, 749 Patroclus uses the third-person verb
xupioté (‘he’s a dancer’) as a term of derision, mocking the unfortunate
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Cebriones as he plunges head-first from his chariot. In this passage the two
men seem to be individual acrobats, performing separately from the larger
teams of dancers described so far.

606 poATriis éf&pxovTes ‘beginning the dance’. For &pyw, ‘take the
lead in’, ‘embark on’, see 51; for poAmn, 572n.

kat' alUrtous ‘among/through them’ is elucidated in the next line by
kot péooous (‘in their midst’, i.e. in between the rest of the dancers).

606 A first-century Bc papyrus (P.Berol.g%774 = pap. 51 in West’s cata-
logue) contains l. 18.585-94 and 596—608; photographs in S. West 1967:
pl. 4 and in Cavallo and Maehler 2008: pl. 73. After 606 this papyrus
includes an additional line, restored by editors as & 8% [av o] Upryye[s, E0]
av kifapis T[e] kad a[vAol (S. West 1967: 134). The line is metrically defec-
tive, attested nowhere else, and is certainly not genuine. The scribe was
apparently unsure whether to write singular or plural of xi8apis, as the
plural is written first and then altered to the singular form. See further
608n.

607-608 Finale: the river Ocean running round the shield as a border

607-8 In early Greek epic Ocean is not a sea but a vast river that sur-
rounds the inhabited world. Since the shield is from one point of view
a microcosm of the world, Ocean is appropriately made to encircle it.
Herodotus makes fun of the persistent place given to Ocean by early map-
makers and geographers (2.21-3, 4.8 and 36); cf. Thomson 1948: 34-5,
39—41; Romm 1992: 12-26, 33—5; Dueck 2012. The god Oceanos and the
river are identified with each other at Il 21.195—9; see further West on
Hes. Theog. 133, 337—70.

Ocean also surrounds the rim of the Hesiodic shield (Scutum g14-17,
mentioning swans and fish as visible in the waters).

péya obivos ‘Qreavoio ‘mighty Oceanus’: on the type of expression, see
117n.

608: mika TwoToilo ‘strongly made’. wika is an adverb connected with
Trukwvds; it does not occur outside epic.

The same papyrus cited on 606 is still more divergent from the
standard text at this stage. After line 608 it preserves traces showing
that it contained four additional lines describing a harbour full of
fishes, lines closely resembling [Hes.] Sc. 207-13 (cf. S. West 1967:
132-6). The papyrus itself contains signs that the addition was consid-
ered suspect, and there is no case for regarding the lines as Homeric.
(Quite apart from the textual arguments, the addition of a further
scene after the mention of encircling Ocean is most improbable: as
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S. West loc. cit. remarks, ‘the Hesiodic lines could have been inserted
more aptly after 589’.)

609-613 The rest of the armour is prepared

The treatment of the remainder of the armour can only strike the reader
as perfunctory. The poet has excelled himself in the description of the
shield, and does not choose to go into any detail on the remaining items
(which in any case offer less scope for elaborate decoration). It is in any
case a common feature of Homeric descriptions or catalogues for the first
items to be treated in detail, the later much more briefly (e.g. 16.173-97,
the listing of the different squadrons of Myrmidons; for other examples
see West 2011a: 114 on 2.494-510).

609-13 6dpnka ... xvnuidas: on the other items of armour made by
Hephaestus see 458-6onn.

609: the line echoes the beginning of Hephaestus’ task at 4778, another
example of ring composition (49n.).

611: on helmet descriptions see 458n.

612 SaiSadénv: see 379, 479 and 592nn.

Aégov is the ‘crest’, but in view of xpUceov presumably refers to the base
into which the crest will be fitted. But helmets sometimes had metal crests:
see e.g. the bronze panoply from a late Geometric grave at Argos, illu-
strated by Snodgrass 1967: pl. 17, Hampe and Simon 1g81: pl. 183 (first
publ. in BCH 81, 1957, 356-67).

fxe ‘added, set in place’: g sing. aor. indicative of inm (&nke is also
found). For the sense cf. 19.383, Cunliffe s.v. (10).

613 éavol xacorTéporo ‘fine tin’. éavés was used at 52 of ‘fine’ linen;
here it means that the metal has been finely beaten into shape. See HEs.v.
‘tin’ (Mubhly).

614—617 Thetis takes the armour and departs

Thetis does not comment admiringly on the armour’s workmanship, nor
does she pause to thank Hephaestus (contrast the lengthy preliminaries to
this scene). After the elaborate description the poet is eager to conclude
the episode and return to earth.

614 x&pe: the prime sense is ‘toil’, ‘exert oneself’; when used transitively,
as here, it means ‘toil over’, hence ‘fabricate’.

615 unTpés: genitive governed by wpomépoiev. ‘Lifting the armour up,
he set it in front of the mother of Achilles.” The object éwAa is understood
from the preceding line.
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616 ipn§ &g ‘like a hawk’. Gods in motion are often compared with
birds (e.g. 13.62—5, of Poseidon); sometimes they even take bird-form
(e.g. Il. 7.58-61, 19.350-1, Od. 3.371-2, 22.240-1). When actual meta-
morphosis is involved, the poet often uses a verb which makes that clear,
e.g. Il. 7.59 towkéTes, Od. 3.372 €idopévn; but occasionally &g is judged
sufficient (as apparently at Od. 1.320, interpretation of which was disputed
in antiquity). But in the present line the phrase must be a simile: we can
imagine Zeus’s eagle carrying off young Ganymede, hardly more than
a child, but for a hawk to transport the whole paraphernalia of Achilles’
armour would be a grotesque picture. See de Jong on Od. 1.319-24;
Bannert 1988: 57-68; Buxton 2009: 29-37.

For the ‘hierax’ (ipn§ in epic-lonic) see D’Arcy Thompson 1936:
114-18; Arnott 2007%: 66-8.

617 The line is similar but not identical to 137, which indeed is repro-
duced here in a few papyri and a minority of manuscripts. Assuming that
137 and 617 are both correctly preserved, this is one of the examples
showing that the ‘economy’ of the formulaic system is not absolute.

¢pépouca: a substantial burden, but gods do all things easily (3.381,
15.361-6; West on Hes. Op. 5—7; Griffin 1g80: 188—).



APPENDIX

GILGAMESH AND HOMER

For most classicists the Iliad stands at the threshold of European literature,
but the tale of Gilgamesh is much older. The object of this Appendix is to
explain as briefly and plainly as possible why the various poems about
Gilgamesh have been thought relevant to Homer and in particular how
this might affect Iliad 18.

Gilgamesh is generally believed to have been a real person, a king of
Uruk some time between 3000 and 2500 BC. After his death he was deified
and worshipped in cult. His story was told in various forms and in a variety
of languages across the Near East. Texts about him have been found at
Megiddo, Nineveh, Babylon, Uruk and elsewhere. A number of Sumerian
poems commemorated his exploits. Eventually a synthesis of various
adventures was produced in Akkadian by a poet of the First Babylonian
Dynasty, which lasted for about three centuries of the second millennium
BC. Parts of this poetic synthesis survive, but much has to be supplied from
later revisions. The fullest is known as the Standard Babylonian version,
which was produced towards the end of the second millennium. For a clear
timechart see George 1999: Ix-Ixi.

The surviving texts are on clay tablets in cuneiform, a script invented in
Mesopotamia around gooo BC, which began to be deciphered in the
second half of the nineteenth century. The first tablet of Gilgamesh was
translated in 1872. What has been reconstructed of the Gilgamesh epic is
an impressive narrative poem, but it remains incomplete. It is estimated
that the Standard Babylonian version was contained on eleven tablets
amounting to approximately g,000 lines. As things stand, Tablets 1, vI, X
and X1 are more or less complete. Elsewhere there are gaps and uncertain-
ties and areas where there is little consecutive text.

The principal episodes are as follows. Gilgamesh’s kingship of Uruk
angers the gods and they create a wild man, Enkidu, to match and rival
him. After a period of antagonism Gilgamesh and Enkidu become close
friends. They journey together to the Cedar Forest to fight the monstrous
Humbaba. After successfully killing the monster they return with its head.
Ishtar, the Babylonian love goddess, is sufficiently impressed by Gilgamesh
to attempt to seduce him, but he rejects and insults her. She urges her
divine parents to let her have revenge, and releases the Bull of Heaven.
Although it first devastates Uruk, Gilgamesh and Enkidu manage to slay it.
The gods punish the pair by killing Enkidu, for whom Gilgamesh grieves
piteously; he then conducts his funeral. The last sections of the poem

231
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(Tablets 1x—x1) show Gilgamesh preoccupied with the problem of death.
He journeys to find the immortal Utanapishti, who survived the flood and
was granted eternal life at the ends of the earth. Aided by an alewife (a kind
of innkeeper) named Shiduri, he succeeds in crossing the waters of death
and questions Utanapishti. The latter, after recounting the story of the
flood, advises Gilgamesh on how to obtain immortality. He fails the test (to
remain awake for a week); he then obtains a magical plant, but it is stolen
from him by a snake. In the end he has to accept his failure and returns to
Uruk, where he eventually dies. A twelfth tablet contains a separate or
alternative version of the death of Enkidu, translated from a Sumerian
poem; it includes a scene in which Enkidu’s ghost appears to Gilgamesh
and tells him of the horrors of the underworld. This section seems to have
been added to the Standard version but not properly integrated.

The epic is composed in verse lines, but of irregular length; sometimes
lines are paired as couplets. The style is formal and dignified, including
many epithets and titles and a considerable amount of repetition (as when
messages are sent and delivered). As in Homer, direct speech and (short)
similes are frequent.

From an early stage in the decipherment and interpretation of
Gilgamesh, scholars became aware of features which resembled aspects
of Homeric epic (and indeed episodes which recalled the Hebrew
Bible, especially regarding the Flood). These similarities have been
explained in various ways, but broadly speaking scholars face a choice
between theories which assume independent development and theories
involving ‘diffusion’, that is, the transmission of story-material from
East to West.

The chief parallels that have been discussed are:

(a) The intense friendship between Gilgamesh and Enkidu, and that
between Achilles and Patroclus; this embraces the mourning and
funeral sequence.

(b) The scene in which Enkidu’s ghost visits Gilgamesh, and the scene in
Iliad 28 in which Patroclus’ ghost visits the sleeping Achilles.

(c) The attempt by Ishtar to seduce Gilgamesh, his rejection of her, and
her consequent desire to punish him; this has been related to a
number of scenes in early Greek epic, notably the attack on Aphro-
dite by Diomedes in Iliad 5, the scene in which the outraged Aphro-
dite seeks comfort from her mother Dione (and the subsequent
exchange between Aphrodite and Zeus). There are also possible
analogies with the Homeric Hymn to Aphrodite, in which Aphrodite
successfully seduces Anchises despite his initial reluctance.

(d) The journey to the land of the dead to exploit the wisdom of a dead
sage; the parallel here is with Odysseus’ journey to Hades
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(represented as lying at the edges of the earth) to consult the dead
prophet Tiresias (Od. 11).

(e) The assistance provided by the alewife to Gilgamesh on his journey to
the dead, and the assistance given to Odysseus by Circe at the end of
book 10 of the Odyssey.

(f) More generally, the way in which Gilgamesh must finally accept his
mortal status is compared with the acceptance of death and human
limitations by Achilles in the Iliad, especially in books 18 and 24. A
more specific parallel here is in Gilgamesh’s declaration to Enkidu
that unlike the gods, men’s days are numbered, and for that very
reason, they should undertake perilous deeds and leave a great name
behind them (George 1999: 110); this is remarkably close to the
heroic ethos articulated by Sarpedon in book 12 of the Iliad (322-8).

In book 18 of the Iliad there are two passages which have been highlighted
as parallel to passages in the Babylonian epic.' Both concern the Gilga-
mesh-Enkidu relationship.

(a)18.23-5

dugoTépniot B¢ xepoiv EAcov kovIv aibaddeooav
XeUaTo k&K KepaAfis, xapiev &' fiioxuve Tpdowov:
vekTapéwt 8¢ X1Tédwt Ao’ apeilave Téppn.

This is compared with the following passage from the epic of Gilgamesh:

His curly hair he tore out in clumps,
he ripped off his finery, like something taboo he
cast it away.
(Gilgamesh, Tablet vi11.65, tr. George 1999: 65)

(b)18.316-23

Toio 5¢ TnAeidns &divol é€fipxe yodoro,

X€ipas &’ &vdpogdvous Béuevos otnBeco éTaipou,

TUKVE pdAa oTevdyxwv, &g Te Als fluyévelos,

@1 p& 8 Urd oxGpvous EhagnPodros &préom dviip

UAns &k Trukiviis, & 8¢ T' &yvutan UoTepos BV, 320
ToM& 8¢ T' &yxe’ EmijABe pet’ &vépos Txvi’ Epeuvddv,

&l Trofev &geupor péAa yd&p Spipts X6Aos aipet.

' For both see West 1997: 340-3. In the same discussion he cites other passages
from book 18 but finds parallels for them in other parts of the Gilgamesh epic: by
bringing them together here, he makes the coalescence of motifs appear greater
than it is.
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The parallel from Gilgamesh is as follows:

He covered, like a bride, the face of his friend,
like an eagle he circled around him.
Like a lioness deprived of her cubs,
he paced to and fro, this way and that.
(Gilgamesh, Tablet vii1.60, tr. George 1999: 65)

That there is a similarity is hard to deny; that there is direct imitation seems
extremely unlikely. In particular we may note that the second passage
involves three comparisons, two of them not found in the Iliadic scene,
to a bride and to an eagle. Even in the parallel comparison to a lion, the
beast is female in Gilgamesh, male in the Iliad.

The case of Gilgamesh does not stand alone: many other parallels have
been found between Near Eastern literature and early Greek epic (for
instance, the determination of the gods to reduce the population of the
earth by cataclysm, or the drawing of lots by the major gods to determine
their spheres of influence). While many similarities could be merely coin-
cidental (different cultures could independently compare warriors to
lions, and so forth), there is enough evidence to suggest some form of
influence, perhaps especially in the area of the divine pantheon and the
early evolution of the cosmos; and much discussion has focused on the
possible channels of communication. Martin West, following the pioneer-
ing study by Walter Burkert, has explored the possibilities, pointing to the
movement of migrant workers, traders, soldiers and mercenaries, and of
course travelling poets in the Mediterranean.” In his determination to
stress the importance of Near Eastern contacts, he perhaps sought for
excessive precision and claimed a more direct link than is altogether
plausible. Others see the influence as more gradual and fragmentary, a
matter of travelling motifs and images rather than full-blown narratives. A
related question is the date at which this material may be envisaged
as crossing into Greek culture: should we be thinking of the Minoan-
Mycenaean period or the so-called Orientalising epoch, or somewhere in
between?3 The latest editor of the Gilgamesh epic sees that work and

? Burkert 1992; West 1997: 586—-630. Osborne 1993, reviewing Burkert, makes
important methodological points. Dowden 2001 is a valuable survey-article which
discusses West’s major work in a wider context.

3 West himself changed his mind on this point. In his commentary on the
Theogony (1966: 28—g) he envisaged much of the Eastern influence as belonging
to the Bronze Age. In his later work he follows Burkert in seeing the eighth and
seventh centuries as crucial (West 1988: 170-1; 1997: 586—90). For recent discus-
sion see Rollinger 2011 (favouring the Iron Age Levant); many more references in
Haubold 2013: 21, 23. Haubold himself (2013: 18-72) minimises the significance
of historical connections, instead pursuing literary comparisons chiefly for their
own sake.
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Homer as ‘much more distant relatives’ than West has assumed, and finds
the hypothesis of a version of the earlier poem reaching archaic Greece
very unlikely. The possibility of intermediate stages (e.g. through Phoeni-
cian or Aramaic) is also available.*

Even if we take seriously all the parallels cited above, it is worth empha-
sising how much even on the level of plot in the Homeric poems is without
parallel in the Gilgamesh epic. To restrict ourselves to the Iliad, there is
nothing in Gilgamesh that corresponds to the Trojan War itself, to the
pivotal figure of Helen, to the wrath and withdrawal of Achilles, to his
foreknowledge of his death at Troy, to the revenge sought for the death of
Patroclus, or to the eventual ransoming of Hector. The way in which
Enkidu dies is completely different from the death of Patroclus. Without
minimising the significance of the parallels relating to the inevitability of
death, it is hard to see the Gilgamesh epic as having a formative influence
on the main plot of the Iliad.5

The debate is far from ended, however, and critics may legitimately
adopt very different viewpoints. In the past scholars were sometimes con-
cerned to insulate a supposedly superior Greek culture from the taint of
foreign influences.® By contrast today there is a reverse tendency to see
Greek society as imbued by and embedded in a much wider world: inter-
national contacts, mixed marriages, cross-cultural exchange, human
mobility and bilingualism are shown to exist from earliest times.? Criticism
is also naturally affected by the critic’s standpoint on the nature of Home-
ric composition. Here an extreme example is to hand in the learned paper
by Bruno Currie on ‘The Iliad, Gilgamesh, and Neoanalysis’, which includes
detailed treatment of book 18.8 Starting from the assumption that Homer
is a highly sophisticated poet, able and willing to use allusive techniques
which we might associate with a later era, he convincingly restates the
arguments that the opening scenes of the book subtly but unmistakably
allude to a narrative of the death of Achilles, comparable to the version in
the Aethiopis; he then goes on to argue that these scenes also allude to
Gilgamesh in a closely comparable way, and that just as the death of

4 George 2003: 1.54-7.

5 A very different view is presented in an unpublished paper by West to which
Dirk Obbink has drawn my attention. West seeks to show that a pre-Iliadic poem
about Heracles had adapted Gilgamesh and that the poet of the Iliad was drawing on
this poem (the argument was prefigured in West 2014: g31-2). I hope that this
characteristically bold speculation will in due course be published, butI find myself
quite unconvinced by the argument.

Burkert 19g2: 1-8. Lane Fox 2008: ch. 20, though far from hostile to ideas of
oriental contact, none the less denies the influence of Gilgamesh on the main plot:
on P 353 he expresses scepticism about the alleged echoes in Iliad 18.

See e.g. Vlassopoulos 2013, a very rewarding work.

8 Currie 2012, now revised in Currie 2016: 147-222.
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Patroclus foreshadows the death of Achilles, so in the Standard Babylonian
version of Gilgamesh the death of Enkidu is made to anticipate the death of
Gilgamesh - but not as presented later in the Standard version, rather as
treated in an earlier Sumerian version known to the Akkadian poet who
composed or compiled the Standard version. As Currie puts it, if his
argument is correct, ‘we are confronted with the possibility that the Iliad
not only engages in imitatio of Gilgamesh, but also imitates the way Gilgamesh
itself engages in imitatic’ (2012: 554). At the opposite extreme Adrian
Kelly in a series of papers has insisted on a methodology which explains
problems or peculiarities in Homeric poetry by closer scrutiny of the
poet’s narrative technique and use of typical scene-patterns, not by appeal
to external sources, known or hypothetical. That approach has led him to
deny the relevance of the Aethiopis and any other poem on the death of
Achilles (Kelly 2012), and elsewhere to dismiss as implausible any connec-
tion between the Homeric poems and the Gilgamesh epic (Kelly 2008).2
Clearly these approaches are diametrically opposed. Although a middle
way is no doubt possible, on the evidence of current discussion it may be
some time before a scholarly consensus on these issues emerges.

Note on translations: Many translations and adaptations of the Gilgamesh
epic exist, but by general consent the most reliable and up-to-date is the
Penguin Classics version by Andrew George (1999), translated by the
author of a magisterial edition (George 2003) of the Babylonian cunei-
form text. The older Penguin Classics version with a prose translation by N.
K. Sandars (1960) has been a precious vade mecumfor many students, but is
now seriously out of date and was the work of an amateur without knowl-
edge of Akkadian. It is worth emphasising that this is a changing field, so
that even George’s account is now out of date in some respects: see George
2007, discussing a new text from Ugarit that permits a full restoration of
the Epic’s opening verses.

Further reading: Burkert 1992: ch. g; Burkert 2004: ch. 2; West 1997:
63—7, 334—4'7, 402—1'7; Dowden 2001 (review-discussion of West and other
related works); George 2003: 1, introduction; Kelly 2012; Currie 2012;
Haubold 2002; Haubold 2013: 18—72. There are also useful entries in HE
under ‘Gilgamesh’ (West), ‘Near East and Homer’ (Powell).

9 See also Kelly 2014, contrasting the manner and ethos of Homeric battle-
narrative with the treatment of such material in ancient Near Eastern texts.
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