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PREFACE

Some thirty years ago I applied for a grant to write a thesis that would consist of a

commentary on Iliad . I was not awarded the grant and when a rumour started

to spread that a team under the supervision of Geoffrey Kirk was preparing

a commentary on the whole Iliad I turned my attention to another topic, the

application of narratology to Homer. Given this history, it was with great joy that

I accepted the invitation of the series editors Pat Easterling and Richard Hunter

to write a ‘Green and Yellow’ on this very book.

I have focused on two aspects in this commentary: Homer’s language (espe-

cially his oral syntax, the meaning of words, and the function of particles) and

narrative style (for instance the structure of scenes, the relationship of narrator

and characters, and the directing of the narratees’ emotional response). Much

important work has been done in the field of the language of the Homeric epics

in the last decades. Thus, the invaluable Lexikon des frühgriechischen Epos was finally

completed in , and this treasure-trove of information deserves to be intro-

duced more fully into English-speaking Homeric scholarship. I feel a special

attachment to this formidable instrument because I spent a very pleasant and

formative year as stipendiary in Hamburg, working on lemmata like 	
��
 and

���	���. Our understanding of Greek particles has advanced greatly since the

publication of Denniston’s standard text, not least, if some chauvinism is allowed,

thanks to the work of Dutch scholars on ��, ���, ���, ��, and ���. Finally, the

insight has dawned that we should approach the oral syntax of Homer somewhat

differently from that of later, written texts. It is a flow through time rather than a

structure on the space of a page, and keeping this principle in mind can help us

to appreciate and better understand the construction of his sentences.

Where the literary interpretation of Homer is concerned, a commentator

finds herself in a land of plenty: the quantity of excellent scholarship is simply

overwhelming. I have tried to summarise what I have read over the last thirty

years as clearly and attractively as possible. Of course, I have profited considerably

from the work of earlier commentators: Ameis-Hentze, Leaf, Richardson, and

the recent Basler Kommentar (though not yet for book ).

The introductory sections are geared to students and offer no more than a

state-of-the-art summary of some central aspects of Homeric scholarship. Biblio-

graphical references should lead the way to more in-depth discussions. Where the

commentary is concerned I hope to facilitate and enrich students’ reading of the

Homeric text, while at the same time proposing new insights and springboards

for new interpretations or research to professional classicists.

In writing this commentary I have been very fortunate in my readers and

advisers. In the first place, Pat Easterling and Richard Hunter offered comments

on yearly instalments of my draft quickly, cheerfully, and expertly. Where the

minutiae of the Homeric language and metre were concerned, I was happy to

vii
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viii PREFACE

be able to consult my former colleague Frits Waanders. Three colleagues and

friends read the entire draft: Rutger Allan, Marietje van Erp Taalman Kip, and

Sebastiaan van der Mije. They saved me from many errors, and their perceptive

questions and constructive remarks helped me to rethink my text at innumerable

places. I would also like to thank Elizabeth Upper for polishing my English. I take

full responsibility for all remaining infelicities of expression. The cross-references

were checked by David van Eijndhoven and (again) Marietje van Erp Taalman

Kip. I also owe much gratitude to Dr. Andrew Dyck for his exemplary copy-

editing. A grant of the Loeb Classical Library Foundation allowed me to finish

the MS in a term without teaching obligations.

A special word of thanks is due to one of my readers. The thesis on Iliad 

that I referred to earlier was designed as a two-person project for Sebastiaan

van der Mije and myself. Although that project was never realised and we have

never officially worked together, he has read and commented upon draft versions

of much of my work in the past thirty years. I have no hesitation in claiming

that his acute eye, literary sensibility, and unfailing generosity in sharing his time

and ideas with me have greatly contributed to its quality. It is therefore with the

greatest pleasure and gratitude that I dedicate this book to him.

Amsterdam I. J. F. d. J.

August 
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INTRODUCTION

 . HOMER, THE HOMERIC EPICS,

AND LITERARY INTER PRETATION

(a) Homer

The life and times of the poet who created the Homeric epics are shrouded in

mystery, as they have been since antiquity. He himself is partly to blame for this,

in that he never mentions his name or gives any other personal information.The

name Homer at some point in the seventh or sixth century  came to be con-

nected to the poems that are called Iliad and Odyssey (the titles are found for the

first time we know of in Herodotus Histories .), and more than one place in

Ionia, most prominently Smyrna and Chios, claimed Homer as its native son.

He was supposed to have lived at any time between the fall of Troy (traditionally

placed in the twelfth century ) and the seventh century. Some Lives of Homer are

known from Roman imperial times, but they are worthless as historical sources

because they are largely composed out of elements taken from the poems them-

selves (the boy Homer is taught by Phemius, a name suspiciously similar to that of

the singer in Odysseus’ palace, and travels together with someone called Mentes,

recalling Odysseus’ old friend and advisor of Telemachus, etc.). More than once

it has even been suggested that Homer never existed; a recent proponent of

this view argues that he was the creation of a group of professional performers

called ‘the descendants of Homer (Homeridai )’, who thus endowed themselves

with a mythical forefather. The name Homer, not common in Greek, would be

their reinterpretation of the designation ������� , which originally referred to

professionals singing at a ∗!�����, ‘assembly of the people’. Conversely, some

think there may have been two ‘Homers’, one composing the Iliad, the other the

Odyssey.

Modern scholarship concurs with antiquity in placing Homer in Ionia, on

account of the predominance of Ionian forms in his language; however, his dates

remain contested. Can archaeology perhaps be of help? Here we must distin-

guish between the world created by Homer in his poems and the world in which

Homer himself lived. As for the first, modern opinions vary between consider-

ing the setting of the Homeric epics by and large Mycenaean (– ),

‘dark age’ (– ), eighth- or early seventh-century, or an amalgam. The

dating of Homer’s own world would seem to be revealed by an awareness of

 For these biographies see Latacz () –; in general for ancient views on Homer
see Graziosi ().

 West ().  For a summary of the discussion see e.g. Garvie () –.
 One of the few exceptions is West () –, who argues for Euboea, an island

opposite the east coast of Attica and Boeotia, as the place of origin of the Homeric epics.

1
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2 INTRODUCTION

some particular material circumstances not found before the later eighth or early

seventh century, including temples, cult statues, and a geography that includes

the Black Sea and Sicily. When we turn, finally, to linguistic criteria, the picture

again is highly complicated, and features have been differently evaluated. The

conclusion must be fairly vague: Homer seems to have lived somewhere between

 and  .

(b) The Homeric epics

More consensus than on the date of Homer seems to have been reached on the

oral background of his poems. The important figures here are the Americans

Milman Parry and Albert Lord. Parry wrote a dissertation in Paris in  in

which he argued that the Iliad and Odyssey were the product of a long tradition of

oral-formulaic poetry. Both ideas, that the Homeric epics were oral and that they

for a large part consisted of formulas, recurrent standard phrases employed at

the same position in the verse (‘swift-footed Achilles’), had been ventured before,

but Parry laid bare the system for the first time in great detail. Moreover he

went to Yugoslavia to look for comparative material among the still existing oral

traditions there, an approach continued by his pupil Lord after his premature

death.

Parry’s theory of the oral-formulaic nature of Homeric composition put an

end to a debate that had divided Homerists ever since Friedrich August Wolf’s

publication of his Prolegomena ad Homerum in . In this treatise the German

scholar argued that the poems were put together by a compiler living long after

Homer, who himself had been a singer of short epic songs. Before Wolf the Italian

philosopher Giambattista Vico (–) had already argued that the epics

were the products not of an individual poet but rather of an entire people, while

the  Essay on the Original Genius and Writings of Homer by the British traveller

and politician Robert Wood claimed that Homer had been illiterate and the

epics had been transmitted orally. Wolf’s ideas were worked out by the so-called

Analysts, who broke each of the poems up into separate layers and attributed

older ones to Homer himself and younger ones to later singers or editors. They

used linguistic, historical-archaeological, and also aesthetic criteria to distinguish

between different poets. Thus, they pointed to forms deriving from different

phases of the Greek language and to incongruities in customs such as cremation

 For an overview of the positions in both debates see e.g. Crielaard () or Osborne
().

 See e.g. Janko (), Horrocks (), and Ruijgh ().
 See Parry () and Lord (), (). A still very readable introduction to the

subject is Kirk ().
 For a translation with introduction see Grafton-Most-Zetzel (). For an overview

of the debate see e.g. Dodds (), Heubeck () –, and Fowler ().
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1. HOMER, THE HOMERIC EPICS 3

versus inhumation. Where aesthetic criteria were concerned, the rule of thumb

employed was that good poetry derives from the original poet, bad poetry from

a second-rate epigone or redactor. A particularly vexed question concerned the

many repeated lines or sets of lines, which already had much occupied critics

before them, including the ancient Alexandrian scholar Aristarchus. Attempts

were made to determine which repeated lines were original and which were

(clumsily) re-used.

Unfortunately, the Analysts could not agree on what was good or bad, and

their criticism was often a subjective affair. It was this subjectivism that their

opponents, the Unitarians, held against them. They stressed the carefully planned

design, consistent artistic quality, and hence essential unity of the poems, which

must be the work of one masterly poet. Some Unitarians made lasting con-

tributions to our insight into Homeric artistry. However, often the Unitarian

responses to the analytic attacks made use of the same subjective aesthetic argu-

ments: they simply proclaimed beautiful what their opponents had considered

bad poetry. Moreover, they were as bothered by repetitions or loosely constructed

scenes as the Analysts.

It was this debate between the Analysts and Unitarians which was relegated

to the background by the theory of the oral-formulaic composition of the Hom-

eric epics developed by Parry and countless other ‘oralist’ scholars in his wake.

Briefly put, this theory sketches the picture of a singer who, forming part of a

long tradition, composed, after long training and some form of premeditation,

poems while performing. He was able to do so because he could use ‘prefabricated’

elements, such as the formula and the so called type-scene, a more or less standard

combination of narrative elements describing recurrent events like preparing a

ship, putting on armour, or receiving a guest.

Parry already suspected that the tradition was ancient, but only the decipher-

ment of Linear B in  enabled scholars to see how old it was: the Homeric

epics turned out to preserve expressions current in Mycenaean times, e.g. ���"��

(a-ro-u-ra), �
��� (di-pa), #$������ (pa-ka-na), ���% (wa-na-ka), etc. Prosodic

irregularities likewise could be explained when reconstructing a Mycenaean orig-

inal (the formula � & ��� � '�$������, with irregularly long - and - �, goes back

to � (�) ��� � h��$������). Linguistics therefore confirmed what archaeology

had already shown for certain objects, places, and customs, i.e. that the Greek

epic tradition must reach back at least to that era (and presumably to even older

times; see the end of the next section). After the destruction of the palaces around

  it was transported by migrating Greeks from the Greek mainland, via

Aeolia (the north coast of present-day Turkey) to Ionia (the middle and south

coast). The contours of this movement can be traced on the basis of the various

dialects that together form the Homeric Kunstsprache (see a).

 See e.g. Schadewaldt () and Bassett ().
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4 INTRODUCTION

The oral-formulaic theory was able to explain the repetitions and inconsis-

tencies that had so occupied the Analysts and Unitarians. The oral nature of

the composition, the singer ‘improvising’ his song, accounts for the large role

played by repetition, while the length of the tradition in combination with the

adherence to stock formulas over time explains why old (linguistic, historical, or

archaeological) features are found next to late ones. Yet not all problems have

been solved, and new ones have arisen. One of the issues not yet settled is the

context in which Homer’s performance must be situated. Some have wanted to

start from the singers depicted in the Odyssey, Phemius on Ithaca and Demodocus

on Scheria. The latter in particular, the highly esteemed blind singer, has often

been taken for Homer’s alter ego, albeit an idealised one. If this comparison is

valid, we could imagine Homer to be a singer who was based at an aristocratic

court, sang epic lays after dinner, and was rewarded by a meal and general

esteem. Were the exceptionally long Homeric epics commissioned in the eighth

century  by an Ionian aristocrat who wanted a last, nostalgic depiction of his

lifestyle that was about to disappear?

Almost the exact opposite view is that the Homeric epics were composed

for one of the Panhellenic festivals that came into existence during the seventh

century  in Ionian places like Delos or Mycale. It was in these new festivals,

drawing large audiences from all levels of society, that Homer found the incen-

tive and the occasion to compose not the kind of two-hour lays produced by his

predecessors, but long and complex poems. Interestingly enough, this perfor-

mance setting may likewise be ‘illustrated’ from the poems themselves, where

we see Demodocus sing in the course of athletic games (Od. .–). What

does single out the Homeric epics when compared with their fictional counter-

parts within the texts themselves is their length. More on this will be said in

section a.

Another question that still is not settled concerns the exact origin of the text:

how did his performance text become a written text? Did the master himself use

writing, did he dictate his poems, did his pupils memorise his texts until they were

written down (somewhere between the seventh and the end of the sixth century

, when the Athenian tyrant Pisistratus instituted the Panathenaic festival where

the Homeric epics were recited)? Or should we give up the idea of ever being able

to reconstruct Homer’s archetype and content ourselves with a multiform text,

the final product of a long process of oral and textual transmission, attributed to

Homer but actually shaped by generations of poets, and not really coming to an

end until the classical or perhaps even Hellenistic period? This new ‘Homeric

question’ is – again – a battlefield where scholars cross swords no less fiercely

than did the Analysts and Unitarians.

 Latacz (), () –.  Taplin ().
 See e.g. Jensen () –, Kirk I –, Nagy (), Janko (), West ().

For a detailed overview of the debate see Reece ().
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1. HOMER, THE HOMERIC EPICS 5

(c) The literary interpretation of an oral text

Another new problem was that, although the large body of work done since 

on formulaic aspects of the Iliad and Odyssey had much increased understanding

of these works qua oral compositions, it seemed to have lessened appreciation of

Homer’s artistry; could one still speak of individual and conscious artistic intent?

Parry’s main object of investigation was the noun-epithet formula, ‘swift-footed

Achilles’, ‘much-enduring Odysseus’, and the like. The choice between epithets,

he argued, is determined by metrical factors. As a rule, there is one noun-epithet

combination for each case of a name or noun, for each metrical slot in the verse

and metrical condition. Thus for the name of Odysseus in the nominative we have

six different formulas, for four different slots: � ����*� +��"���,�, ���,���� �-��

+��"���,�, ���,��� � +��"���,� (or if a preceding syllable needed to be long:

��������	�� +��"���,�), .�	�/� +��"���,� (or if a preceding syllable needed

to be long: �-�� +��"���,�). For Parry this implied that literary critics should

not attach a specific, contextually determined significance to the epithet. Later

critics, generalising this claim, decreed that the Homeric poems as a whole could

no longer be interpreted according to normal literary standards but required a

new oral poetics.

Unfortunately, such an oral poetics was not available. The only thing scholars

could come up with was a wealth of negative prescriptions: there was a ban not

only on contextually significant epithets but also on long-range cross-references,

intentional repetition of lines and scenes, and the concept of an overarching

structure. An oral poet could only think some lines ahead, an oral audience only

remember some lines before. Thus, at the height of Parryism with its flux of

technical studies, a sharp drop in literary studies was discernible.

Only gradually were strategies developed to find a way back to literary appre-

ciation of the Homeric epics. One consists of largely ignoring the oral-formulaic

background of the epics. Another, very fruitful and widespread, demonstrates

Homer’s individual genius precisely in the subtle and effective use he makes of

the traditional, oral style: it sees Homer as master, not slave of his tradition. Yet

another consists of looking at the texts as narratives: thinking in terms of a nar-

rator telling a story to narratees (rather than a poet of flesh and blood speaking

to an audience) makes the distinction between an oral or a written genesis less

pertinent and opens the way to a full appreciation of Homer’s artistry. More

will be said about this narrator and his narratees in section a.

Two other actual currents in Homeric literary interpretation deserve to be

mentioned. The first is neo-analysis, which seeks to trace back elements in the

 An eloquent and influential proponent is Griffin ().
 The list of scholars who have adopted this approach is too long to be given here but

see e.g. Edwards (), (), Martin (), and Taplin ().
 E.g. de Jong (), (), Richardson (), Scodel (), and Grethlein ()

–.
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6 INTRODUCTION

Homeric epics to other, earlier, putative poems within the oral tradition (for

instance an Aethiopis, featuring the Ethiopian king Memnon, who comes to Troy

as ally of the Trojans, kills Antilochus, close companion of Achilles, and is then

killed himself by Achilles). Evidence for these poems is extracted and extrapo-

lated mainly from the so-called Epic Cycle (a group of originally independent

hexametric poems by different authors dealing with episodes of the Trojan war

and its aftermath, which is known to us only in the form of a few fragments and

summaries by a later scholar named Proclus) and painted images from pottery.

The poems of the Epic Cycle have traditionally been seen as post-Homeric,

filling in the gaps left by the Iliad and Odyssey. Recently it has been argued that

they may have developed at the same time as the Homeric poems, the Homeric and

Cyclic traditions mutually influencing each other. Though much must remain

speculation in this field, neo-analysis has made clear that Homer was not only

working in an old tradition (Parry’s point) but also in a broad tradition, and that

his audience would have been familiar with other versions and episodes.

Another important factor to bear in mind when interpreting the Homeric

epics is that of their oriental and Indo-European ‘roots’. The Greek epic tradi-

tion to which Homer belongs was certainly considerably influenced by poetic

traditions from the East or, to put it more accurately, formed part of a common

Mediterranean literary culture. Shared features include not only motifs, such as

the descent into the underworld or the loss of a dear comrade (both also encoun-

tered in the Epic of Gilgamesh), but also matters of literary technique, such as the

epithet or comparison. Before starting to interact with eastern traditions Greek

language and culture had formed part of an Indo-European world, including

its poetic traditions, as ‘Indo-European’ formulas like 0��/� �
��� or 1�
�� �#	 2

��� witness. This insight only increases the fascination of the Homeric epics:

although they are traditionally seen as the first work of Western literature, they

must now be understood to encapsulate centuries of Eastern and Indo-European

story-telling.

 . BOOK  AND THE STRUCTURE OF THE ILIAD

(a) Length and pace

One of the hallmarks of the Homeric epics, which probably sets them apart

from other epic texts (and certainly from their fictional counterparts, the songs of

Demodocus in Odyssey ), is their length and monumental scale. The Iliad counts

some , lines, which take up twenty-five hours to perform, the Odyssey ,.

The length is the result of a leisured style of narration: much of the story is told

scenically, with the narrator meticulously recording all actions of his heroes and

 See e.g. Kullmann (), Danek (), and West ().
 Burgess () and ().
 See e.g. Burkert (), West (), and Haubold ().  See West ().
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2. BOOK 22 AND THE STRUCTURE OF THE IL IAD 7

heroines (including such mundane and recurrent ones as dressing or eating) and

quoting many of their speeches (in the Iliad no less than  per cent of the text is

taken up by direct speech). Only at times, in the Iliad mainly at the beginning and

end, does the Homeric narrator accelerate: the nine days of the plague wreaking

havoc in the Greek camp are presented in one line (.), as are the nine days

of lamentation for Hector (.). In between, four days packed with dramatic

events take centre stage. Indeed, at moments of high tension the narrator may

even further decrease his tempo. A famous example is found at the moment

when Andromache faints at the sight of Hector dragged lifeless behind Achilles’

chariot and the narrator describes in detail her headdress and recalls the glitter

of her wedding (.–).

Despite the length of his story the Homeric narrator has managed to give it a

tight structure and build up tension, in short to ‘enthral’ his narratees, much as

Odysseus does with his Phaeacian listeners (Od. .). The repetition of words,

the recurrence of themes and motifs, the parallelism of scenes, and prolepses

(anticipations) of events to come or analepses (flashbacks) of events already told

are important means of connecting episodes. At the same time, he manages

to include the Trojan War as a whole through recollections and anticipations of

characters and through scenes which mirror events which must have taken place

before and after the Iliad: the Catalogue of Ships recalls the departure from Aulis;

the Teichoskopia evokes the beginning of the war; the duel between Paris and

Menelaus calls to mind the origin of the Trojan war; Hector prophesies Achilles’

death; Priam and Andromache foresee the fall of Troy.

Book  arguably is the climax of this whole structure, recounting the event to

which much of the Iliad has been building up: the confrontation between Hector

and Achilles, which brings both the revenge for Patroclus (which Achilles had

been seeking from book  onwards) and the death of Hector (which Andromache

had already feared in book ). At the same time, the death of Achilles himself

and the fall of Troy loom large in this book. Thus, although the Iliad, famously,

covers only a segment of the Trojan War, book  is at the heart of both poem

and war.

(b) The plot of the Iliad: Zeus’s will and Achilles’ anger 

The narrator announces as the subject of his song the anger (mēnis) of Achilles,

which will lead to the death of many Greeks and Trojans, notably Patroclus and

Hector, though their names are not mentioned. Book  recounts the origin of

this anger: Agamemnon’s refusal to give back the captive Chryseı̈s to her father

 For overviews of prolepses and analepses in the Iliad see Duckworth () and
Reichel ().

 On the plot see e.g. Schadewaldt (), Owen (), Mueller () –, and
Latacz () –.
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8 INTRODUCTION

Chryses, the priest of Apollo; the plague sent by the god as punishment; and

the quarrel between Achilles, who urges Agamemnon to heed the seer Calchas’

interpretation of the plague and give back Chryseı̈s, and Agamemnon, who

demands to be given another slave girl and takes Achilles’ own captive Briseı̈s.

A furious Achilles resigns from the war and asks his mother Thetis to implore

Zeus temporarily to help the Trojans. Reluctantly Zeus accepts Thetis’ request

and from that point on Achilles’ mortal anger has become part of Zeus’s divine

will (Dios boulē ). The exact content of the god’s plan is not revealed right away:

its contours become clear only gradually, probably because the narrator wants

to disclose it step by step to his narratees rather than because Zeus devises it

slowly. Although not completely informed from the beginning, these narratees of

course know more than the mortal characters. At this stage Zeus’s plan consists

of supporting the Trojans until the Greeks honour Achilles again (.–).

Book  sees the start of the execution of his plan: Zeus manages to rouse

the Greeks into action via a deceitful Dream. In typical Homeric manner the

plot is almost immediately sidetracked (an instance of misdirection), however,

in that a duel between Paris and Menelaus threatens to end the war and hence

abort Zeus’s plan (book ). When Paris is mysteriously whisked away from the

battlefield by Aphrodite, the Greeks proclaim themselves the winners and a pre-

ordained truce ensues. At the opening of book , the pro-Greek goddess Athena

makes one of the Trojans break the truce and general fighting finally starts. But

again the plot does not take its expected course, since it is one of the Greek

generals, Diomedes, who is awarded an aristeia (a moment of excellence, of being

the aristos) by the narrator, killing many Trojans (book ). He is so destructive that

Hector leaves the battlefield and goes back to Troy in order to ask his mother to

bring a sacrifice to Athena, hoping to enlist this goddess’s help (book ). While in

town he also meets Helen and his wife Andromache, and this episode, showing

Hector as son, brother-in-law, and husband, brings him close to the narratees,

who will thereby all the more come to see his death as tragic.

After some skirmishes and the building of a wall around the Greek camp,

which will play a central role in ensuing battles (book ), book  sees the start of

the second of the four major days of battle in the Iliad, which will last until book

 and finally bring the Trojans their military successes. Zeus not merely supports

the Trojans, he actively protects and gives glory to Hector, who is thus clearly

marked as the major instrument in executing his plan. But the dire consequences

of this role are hinted at almost immediately, when Zeus reveals to the pro-Greek

goddess Hera, who complains about the Greek losses, that Hector will only be

stopped when Achilles returns to the battlefield to fight over the dead Patroclus

(.–). Although it is not yet spelled out, Hector’s death is here adumbrated.

Zeus’s will also turns out to give an entirely new twist to Achilles’ mēnis: it will

come to an end not so much when the Greeks honour him again (Thetis’ initial

 See Morrison ().
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2. BOOK 22 AND THE STRUCTURE OF THE IL IAD 9

idea) but when he has to avenge his beloved friend Patroclus. The insight here

provided to the narratees allows them to see the tragic nature of what will follow;

the characters involved either never come to understand the true nature of things,

or understand only when it is too late (see sections d and e).

The Trojans are very successful and, brimming with confidence, camp outside

the city for the first time since the start of the war. Their superiority leads to panic

in the Greek camp, and Agamemnon tries to persuade Achilles to join the action

again (book ). He sends an embassy and promises to give back Briseı̈s, offering

many gifts as compensation. This looks like the moment Thetis had hoped for,

when the Greeks would honour Achilles again, but Achilles does not accept

Agamemnon’s offer. He sticks to his decision to refrain from fighting, but makes

one concession that contains the seed for later developments: he will return to

action when Hector reaches his ships and sets them on fire.

Book  then launches the third major day of battle, which will last until the

end of book . Hector is informed by the messenger of the gods Iris that Zeus

supports him ‘until he will reach the Greek ships and the sun sets’ (.–). As

is shown by his subsequent behaviour, Hector primarily understands this to mean

that he will reach his goal, i.e. to seize the Greek ships. However, the narratees may

pay more attention to the ominous restriction (the ‘until’ will turn out to mean

‘and no longer’), of which they will be reminded by the narrator at .–.

Zeus’s promise thus has the ambiguity of an oracle, which also predicts a negative

truth while seeming to bring what its recipient desires. Things now rapidly go

downhill for the Greeks, with three leading generals, Agamemnon, Diomedes,

and Odysseus, being wounded and forced to leave the battlefield. Achilles, who

is watching the Greek rout, sees Nestor bringing in another wounded Greek and

sends Patroclus to find out who it is. The vital moment of Patroclus leaving his

tent and hence starting his fatal role in Zeus’s plan is awarded a memorable

prolepsis by the narrator: ‘that meant the beginning of his doom’ (.). Nestor

informs Patroclus about the plight of the Greeks and urges him to ask Achilles to

allow him to fight in his armour.

While Patroclus returns the situation gets even worse for the Greeks. Hector

is able to destroy part of the wall around the Greek camp, and the battle is

now near (and about) the ships (book ). The situation is completely reversed:

it is not so much the Trojans whose city is beleaguered and who have to defend

themselves but the Greeks who have to fight for their lives and their ‘home’.

The pro-Greek Poseidon does what he can to help the Greeks (book ), but

most effective is Hera’s seduction of Zeus, which diverts his attention from the

battle. The Trojans are rebuffed by the Greeks, and Hector even gets wounded

(book ).

But in book  Zeus awakes and, provoked by Hera’s attempt to thwart his

plan, sets it out once again, revealing new details: Hector will re-enter battle,

Achilles will send out Patroclus, who will kill many Trojans (including Zeus’s own

son Sarpedon) but eventually be killed himself by Hector. Achilles will kill Hector,
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10 INTRODUCTION

and the Greeks will capture Troy through the designs of Athena, probably a veiled

reference to the Wooden Horse (.–). We may note how the divine plan

again has absorbed mortal ideas, this time Nestor’s suggestion that Patroclus act

as Achilles’ stand-in. By the end of the book Hector is at the height of his glory:

he has broken Greek resistance near the ships and is about to set them on fire (the

event marked earlier by Achilles as the moment of his return to battle: .–).

In typical Homeric fashion, his zenith is counterpointed by the narrator, who

once more recalls that Hector is soon to die at the hands of Achilles (.–).

At the beginning of book  Patroclus finally returns to Achilles and begs him

to allow him to lead the Myrmidons into battle, dressed in his (Achilles’) armour.

Achilles agrees but instructs him to return after he has driven the Trojans away

from the ships and not to attack Troy itself, for fear that one of the gods, notably

pro-Trojan Apollo, might come against him. Praying to Zeus he remarks that the

god has granted his earlier request, a temporary setback for the Greeks, and now

asks a new favour, the safe return of Patroclus. Zeus’s reaction, only disclosed to

the narratees, makes clear that Achilles’ mortal plans and desires have definitely

been superseded by divine intentions: Patroclus is not to come back. ‘Zeus’s

mind is always stronger than the mind of men’ (.) could well be the motto

of the Iliad. Patroclus is highly successful and kills amongst others Sarpedon

(as foretold by Zeus). However, buoyed by his own successes (and, at the same

time, according to the principle of double determination, led by Zeus) he does

not heed Achilles’ instructions and presses on towards Troy. Exactly as foreseen

by Achilles, this arouses Apollo, who knocks the armour from Patroclus, allowing

a minor Trojan to wound him and then Hector to kill him.

When Achilles is informed about Patroclus’ death at the beginning of

book , he decides to return to battle again in order to avenge himself on

Hector, even if, as his mother Thetis informs him, this will entail his own death.

For a brief moment he shows himself to the Trojans, who are frightened and

retreat, leaving Patroclus’ body to be rescued. Then Hera sends the sun down to

end this long day of fighting. The Trojans, again camping outside the city, hold

a council in which Polydamas advises Hector to return to the city. This would

have been the moment for Hector to recall the restrictions of Zeus’s support

(until nightfall), but instead he fatally dismisses the prudent advice. Thetis goes to

Hephaestus and in a celebrated passage, the model for countless later extended

descriptions or ekphraseis, Achilles’ new armour, especially his Shield, is described

in detail while the divine smith is making it. The predominantly peaceful scenes

which decorate it symbolise the life which Achilles is now renouncing in favour

of avenging his friend.

Book  starts the fourth and final fighting day of the Iliad, which will end at

the beginning of book . In an assembly Achilles formally renounces his mēnis,

 Aristarchus athetised .–; for a discussion see Janko ad loc.
 The classic discussion is Lesky ().
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2. BOOK 22 AND THE STRUCTURE OF THE IL IAD 11

and Agamemnon offers the same gifts as book , now publicly acknowledging

his mistake in taking away Briseı̈s from Achilles. He tries to save face by claiming

to have been led by Zeus-sent delusion or atē, an analysis which is accepted by

Achilles (.–), for whom the whole issue after Patroclus’ death has lost its

importance, but which is not backed up by the narrator’s version of events in

book  (and is therefore best understood in terms of the common archaic Greek

strategy of ascribing irrational human behaviour to the gods).

Achilles’ anger towards Agamemnon, which had led to passivity, is now

replaced by his anger at Hector, which entails an active search for revenge.

His revenge is postponed — and thereby, according to Homeric standards,

magnified — through many retardations. When he starts massacring Trojans

(book ) he is nearly drowned by the river god Xanthus; he is saved only

because Hephaestus forces the river to give up. Achilles’ behaviour throughout

these books does not bode much good for Hector, since he no longer accepts pleas

for life, in sharp contrast to his previous conduct on the battlefield. By the end of

book  Achilles has driven all Trojans in panic into the city, and book , finally,

after many more delays, brings the confrontation of Achilles and Hector, ending

with the latter’s death. But even now Achilles’ anger does not come to an end. He

ties Hector’s corpse behind his chariot, drags it towards the Greek camp, and then

leaves it uncared for, face down in the dust but saved from real harm by the gods.

Divine initiative in book  leads to the surprising denouement of the old king

Priam going to the Greek camp, conversing with his enemy Achilles, and securing

the body of his son. Though the proem had announced the non-burial of heroes

as a result of Achilles’ anger, the story actually closes with the burial of the hero

who came closest to this fate. There is no epilogue to match the proem, but the

closural motifs of burial and reconciliation, together with the ring-composition

of a father coming to get back a child strongly create the sense of an ending.

(c) Parallels between books , , and 

As the above analysis of the plot of the Iliad has shown, the different parts of the

story are closely connected to each other so as to form a suspenseful and dramatic

unity. Book  takes a prominent place in this whole, but it shows particularly

close connections with books  and .

One important binding factor is the figure of Andromache, who only in these

three books plays a role (while we are briefly reminded of her at .– and

.–). In book  she is introduced to the narratees, with a focus on her sad

family history (her home town Thebes was sacked and her father and brothers

 The classic discussion is Dodds () –.
 See Schadewaldt () – and Grethlein () –.
 See Lohmann () and Reichel () –, with more literature; de Romilly

() – discusses Andromache in European literature, both ancient and modern.
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12 INTRODUCTION

killed), her child Astyanax, and her fear for the life of Hector. Book  brings

echoes, contrasts, and complements. In book  Hector expected Andromache to

be at home, but she actually had gone to the walls to watch the battle; in book 

she is at home weaving, just as Hector had ordered her to do at .–, while

all other Trojans are on the walls. Whereas in book  she lamented Hector

though he was still alive (–), she is preparing a bath in book  although

he is already dead (–). In book  she gave Hector martial advice (–),

while at .– she is weaving a peaceful design of flowers. When she hears

shouting and has a foreboding of Hector’s death, she uses words very similar to

those she voiced before to Hector himself: ‘I fear that Achilles has put an end

to Hector’s courage’ (.–) ≈ ‘your own courage will destroy you’ (.).

In both books she runs towards the walls ‘like a frenzied woman’ (�� ���
�� 

.ı̈1"-�: . ≈ �� �$� 3��: .). Her sketch of their little son’s (�$4� . . . 5� 

��� �� �6�
�: . ≈ ��-�$ . . . �����7��: .) future life as an orphan

at .– contrasts with the hopes still entertained by Hector at .–

and fleshes out her own fears of .. In her final speech in book  she goes

even further: now she envisions Astyanax’s death, after the fall of Troy (–).

For herself she foresees the status of widow (7���(�): , cf. .; .) and

captive woman (–), of which Hector had earlier given a moving description

(.–).

There are more points of contact between books  and . At the beginning

of book  Hector waits for Achilles at the Scaean gate (), the same place where

he had had his memorable conversation with Andromache in book  (). In a

monologue he toys with the idea of trying to strike a bargain with Achilles, but he

rejects this, realising that Achilles is not in the mood for 8���9� � (), the very

verb which had been used of his own intimate conversation with Andromache

at .. He also uses the same formulation about his ‘feeling shame before

the Trojan men and Trojan women’ as he had voiced before vis-à-vis Andro-

mache (. = .). Whereas at that time his shame was still of a general

nature (a man should fight and a general should be with his men), here it has

acquired a more specific reference: he has made a strategic mistake and now

fears being reproached by his compatriots.

Book  is also closely connected to book , the later book both contrasting

with and complementing the earlier one. The contrast concerns the fate of

Hector’s body. When Hector begs Achilles to return his corpse, promising that

his parents will give a ransom (–), Achilles harshly says he will not, not even

if Hector’s parents were to give him a huge ransom or Priam offered his weight

in gold (–). After these forceful words the actual denouement in book 

(Achilles returning Hector’s body to his father Priam for a ransom) comes as a

surprise. When at .– Priam announces that he wants to go to the ships of

the Greeks alone and supplicate Achilles, appealing to the persons of Peleus and

himself as old fathers bereft of their sons, he is held back by his fellow Trojans. But

what at first looked like an absurd and impossible mission is carried out after all

in book . By then Priam’s grief-driven impulse has become Zeus’s will, which is
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2. BOOK 22 AND THE STRUCTURE OF THE IL IAD 13

successfully accomplished with Hermes escorting the old king and Achilles being

duly moved by the reference to Peleus.

Book  complements book  in that the three improvised and spontaneous

laments of Priam, Hecuba, and Andromache there uttered from a distance

and without the corpse of Hector, are now replaced by official ones, voiced by

Andromache, Hecuba, and Helen, and with the corpse carefully laid out. While

in book  the women spoke about the loss which Hector’s death brings to his

wife, son, mother, and city, in  they re-evoke his earlier gains as warrior and

husband, gods’ favourite and dear son, and kindly brother-in-law. These three

women are the same ones whom Hector met in book , when they tried to make

him stay in Troy. The tension there created as to whether Hector would come

back safely to the inner circle of his family is resolved by the intensity and dignity

of their last farewell in book .

It is characteristic of the Homeric narrator to allow women to have the last

(sad) word in his story. Though belonging to heroic poetry, the Homeric epics

do not share that genre’s interest in bloodshed and male glory per se. The two

elements are present, even to a large extent, but much attention is also paid

to the other side of the coin: the high price paid for victory and the pursuit of

glory. No less than three women mourn Hector, while Patroclus is grieved over

by both a woman (Briseı̈s: .–) and a man (Achilles: .–). The

many lesser heroes killed throughout the poem are for a brief moment lifted

out of anonymity, when they are given a name, family, and brief personal touch

in Homer’s celebrated ‘necrologies’. The Trojan opponents are endowed with

such fates and families to become dear to the Greek narratees. Indeed, Homer’s

exceptional sympathy for the Trojans has paved the way for their presence in

Greek tragedy as the victims of war par excellence. Even the gods, impassive

onlookers for the greater part of the story, at times react emotionally to the death

of their favourite heroes or sons (.–; .–; .–). But Homer’s

prime example is the figure of Achilles, the best of the Achaeans (and indeed of

all warriors before Troy), yet the one who pays the highest price for his status:

he loses his best friend and dies young. The Iliad shows human life for what it is,

an alternation of good and bad things, the latter usually self-inflicted but at the

same time part of divine machinations which often find their origin in personal

whims of the gods, rather than principles of justice or morality.

(d) The interrelated deaths of Sarpedon, Patroclus, and Hector

If, as the preceding section has shown, book  has close ties with books 

and , there is also a thread which binds it tightly to the rest of the Iliad: the

 See Griffin () – and Stoevesandt () –.
 On gods and morality in the Iliad, see e.g. – the opposite views of – van Erp Taalman

Kip () and Allan ().
 See Leinieks (), Mueller (), and Rutherford ().
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14 INTRODUCTION

series of interrelated deaths of the three heroes Sarpedon, Patroclus, and Hector.

These deaths are emphatically mentioned in one breath by Zeus when he sets

out his plan to Hera at .– (see section b). They are also linked in narrative

reality, in that they come about according to the ‘killing in succession’ pattern so

often observed in the Iliad: warrior X kills opponent Y and is then killed himself

by a compatriot, friend, or family-member of Y, who avenges him. Patroclus kills

Sarpedon (book ); Hector kills Patroclus, initially setting out to avenge Sarpe-

don but after more skirmishes also having to avenge his charioteer Cebriones,

killed by Patroclus too (book ); and Achilles kills Hector to avenge Patroclus

(book ). These killings, because of their concatenation in Zeus’s plan, acquire

an ominous undertone: the death of each hero dooms his killer to die in

turn.

The Iliad features hundreds of deaths, but these three clearly are the central

ones, and their prominence is underlined by the many times they are anticipated.

Thus the death of Sarpedon is foreshadowed by the narrator (.; .–

; .–) and by characters (.–; .; .–, –); the death of

Patroclus by the narrator (.; .–, , –, –) and by charac-

ters, both in thought, focalisation (.–), and in speech (.; .–);

and that of Hector by the narrator (.–; .; .) and by characters,

in thought (.–; .–) and speech (.–; .–; .; .–;

.–; .–, –; .–). Symbolic actions also prefigure the deaths

of Patroclus (putting on Achilles’ armour but not taking his spear, which only

Achilles can handle: .–; yoking the mortal horse Pedasus in addition to the

two immortal horses, Xanthus and Balius, to his chariot: .–) and Hector

(putting on Patroclus’ = Achilles’ divine armour, which, as Zeus notes, does not

befit him as a mortal: .–).

The narrator brings home the connectedness between these three central

deaths through thematic repetition and verbal echoes: Patroclus and Hector

receive warnings (Achilles urges Patroclus to return after he has driven the Tro-

jans away from the ships and not to press on to Troy: .–; Polydamas

advises Hector to return inside the city after Achilles has returned to battle:

.–); Zeus contemplates saving Sarpedon and Hector (.–; .–

); Sarpedon, Patroclus, and Hector speak last words when fatally wounded

(Sarpedon to his friend Glaucus: .–; Patroclus and Hector, more dra-

matically, to their victorious opponents, prophesying their deaths: .–;

.–); and the moment of Patroclus’ and Hector’s deaths is described in the

same memorable couplet (.– = .–).

An important parallel which connects the fates of Patroclus and Hector is

the fatal pattern of optimism and hope, which, fed by apparent triumph, grows

into overconfidence and delusion, and eventually leads to death. Patroclus starts

chasing the Trojans away from the ships into the Trojan plain. When one of his

Myrmidons is killed, he pursues the Trojans and Lycians and even kills the king

of the Lycians, Sarpedon. Zeus considers having Patroclus killed at this point
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2. BOOK 22 AND THE STRUCTURE OF THE IL IAD 15

but decides to make him first wreak more havoc among the Trojans (.–).

‘Foolish’ Patroclus (.–) even heads for Troy, the very thing Achilles had

forbidden him to do. It is only an intervention of Apollo that can stop him, the

god informing him that he is not fated to take Troy. He keeps on killing Trojans,

however, and Apollo once again intervenes, this time fatally. Patroclus dies with

defiant words on his lips (‘but for the gods overpowering me I would have killed

even twenty men like you (Hector)’: .–) and without any idea about his

role in Zeus’s plan.

Hector displays a mixture of pessimism (.–) and optimism (.–

) in his meeting with his wife Andromache. But then Iris’ message that Zeus

supports him (.–) leads to an unprecedented offensive strategy, successes

(he breaks through the wall around the Greek camp, sets fire to a Greek ship,

and kills Patroclus), and a repeatedly voiced confidence (.–; .–;

.–, –), which fatally continues even after the time limit of the god’s

help (nightfall) has come (.–). This, in turn, makes him refuse to heed

Polydamas’ advice to return inside the city. In contrast to Patroclus, however,

Hector also ‘cools down’. When he awaits vengeful Achilles, who is heading

for him, he is considerably less confident, although he still reckons he has a

chance to be awarded victory by Zeus (.). He also realises that he has

made a mistake in not heeding Polydamas’ advice (.–). Just prior to his

death, noting that Athena has deceived him, he understands that his death has

always been part of Zeus’s plan (.–). That he is awarded this moment

of insight makes Hector’s death even more memorable and tragic than that of

Patroclus.

There are explicit indications that both heroes make mistakes. When Patroclus

presses on the Trojans and Lycians his action is labelled atē, ‘delusion’, by the

narrator (�
�’ '$�	�: .). When the Trojans applaud Hector’s offensive

strategy rather than the more prudent one of Polydamas, the narrator speaks

of Athena taking away their wits (.–), and this obviously also pertains

to Hector himself. Hector later disqualifies his own actions at that moment as

atasthaliē, ‘reckless behaviour’ ('���	���� � � .�� � �: .). The errors of the

two men are most plausibly seen in a tragic rather than a moralistic light: Homer’s

poem lays bare, time and again, the limitations of mortal insight. Human beings

make plans, have aspirations, and initiate actions, but for the outcome they

are always dependent on the power of the gods, who often have very different

intentions. Thus, as we have seen, the deaths of Patroclus and Hector had been

determined long before their fatal errors (.–), and these errors are presented

by the narrator in terms of double motivation: Athena taking away the Trojans’

(and Hector’s) wits (.–) and Zeus urging on Patroclus (.–).

 For studies on this figure see, e.g., Bassett (), Schadewaldt (), Redfield ()
–, Erbse (), Farron (), Metz (), and de Romilly ().
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16 INTRODUCTION

(e) Achilles

Achilles forms part of the concatenation of deaths that involves Sarpedon, Patro-

clus, and Hector, yet it will turn out that his life and manner of death evolve along

somewhat different lines. For one, he knows right from the start that he is destined

to die young (., ). This fact is, in typical Homeric manner, ‘dramatised’

in book  when he tells that he has a choice between a short and glorious life,

if he stays in Troy, and a long and uneventful one, if he returns home (–),

and then chooses to stay (–). When Achilles decides to avenge Patroclus

after his death, his mother Thetis discloses that he will die soon after killing

Hector (.–), a fact that he embraces. More details about his own death are

disclosed to him by his horse Xanthus (.–) and Hector (.–). Thus

Achilles, unlike Patroclus and Hector, is fully aware of his own imminent death;

as Schadewaldt puts it, Hector is ‘the one who is in the grip of death unawares’,

while Achilles is ‘the one who is knowingly ready for death’.

Has Achilles somewhere made a tragic error, like Patroclus or Hector? Here

opinions between scholars are widely divergent; indeed, Achilles is the most

hotly disputed of Homeric characters. Unlike Hector and Patroclus, he is

nowhere explicitly connected with notions like atē or atasthaliē, either by one of

the characters or by the narrator. But perhaps there are deeds of his that can be

seen as a form of error by implication. Scholars have noted the following critical

acts:

) His quarrel with Agamemnon in book  and resulting prolonged mēnis.

) His rejection of the embassy in book .

) His acceptance of Patroclus’ plea to fight in his place in book .

) His extreme revenge (including the killing of countless Trojans and the

treatment of Hector’s body).

Regarding our evaluation of the quarrel we can be brief: it is Athena herself

who identifies Agamemnon’s behaviour as hubris (.) and thereby signals that

Achilles’ anger is justified. (We may compare her early disqualification of the

suitors’ behaviour in the Odyssey as hubris (.), thereby condoning Odysseus’

bloody revenge at an early point.) His angry inactivity is the kind of heroic

behaviour known from other heroes (Meleager: .–; Aeneas: .–).

The crucial point is, of course, how long such anger should last, especially when

it leads to so much harm to one’s philoi.

 Schadewaldt ()  (‘der unwissend todbefangene’ versus ‘der wissend todbereite’).
 Achilles makes one or more tragic errors: e.g., Bassett (a), Redfield () –,

and passim, Rutherford () –, Effe (), Erbse (), Allan () . Achilles
is not to blame: e.g., Yamagata () and Latacz (). Achilles creates his own heroic
norms: e.g., Whitman () – and Zanker (). For a discussion of the figure of
Achilles before and in Homer see Burgess (), from Homer to the Middle Ages King
().
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2. BOOK 22 AND THE STRUCTURE OF THE IL IAD 17

Here the scene of the embassy is crucial. When diplomatic Odysseus presents

Agamemnon’s offer and appeals to Achilles’ desire to win glory (now he could

kill Hector), old Phoenix tells an allegory (about Prayers, daughters of Zeus)

and a paradigm (Meleager), and the sturdy warrior Ajax appeals to Achilles’

solidarity towards his fellow warriors, Achilles does not give up his mēnis. Many

scholars have seen this as a tragic mistake for which he is punished by the death

of Patroclus. Just as Meleager only relented and re-entered battle when his wife

Cleopatra asked him but did not get the promised reward, Achilles will give in

to Patroclus (letting him go to war in his place) but when he himself re-enters

battle take no pleasure in Agamemnon’s conciliatory gifts. Just as the allegorical

Prayers, Litai, when not treated with respect by a man, beg Zeus to visit that man

with Folly ‘so that he pays with his own hurt’, so Achilles’ rejection of the prayers

of the ambassadors (cf. ������	� : .) will lead to the death of his best friend

and eventually his own death.

There are strong indications, however, that Agamemnon’s gesture of recon-

ciliation simply was not good enough: he should have come himself and publicly

admitted his earlier error in taking away Achilles’ prize Briseı̈s and hence dis-

honouring him. That this would have been the right course of action becomes

clear from book , where we see Agamemnon doing exactly this. In book ,

however, he is not yet ready to apologise or restore Achilles’ honour: instead of the

sweet words prescribed by Nestor (.), he ends his ‘conciliatory’ speech with a

harsh demand for Achilles to acknowledge his higher rank (‘let him yield . . . and

let him submit to me, in that I am the greater king’: .–), words wisely

suppressed by Odysseus when conveying the message. As regards the allegory

and mythical paradigm, here it is important to distinguish between the function

which these stories have for the characters and that for the narratees. Phoenix

tells the Meleager story by way of dissuasive example: Achilles should not act like

Meleager. Likewise, the allegory is held up as a model: a sensible man accepts

prayers and prospers (an example to be followed by Achilles), while someone

who does not heed them comes to harm (an example not to be followed). For the

narratees, however, Phoenix’s stories are not so much warnings as prolepses; they

know from Zeus’s announcement at .– that Achilles will only re-enter battle

because of Patroclus’ death. They can ‘read’ these events in Phoenix’s stories; the

characters cannot.

Did Achilles make a mistake when he accepted Patroclus’ plea to let him

fight in his armour? According to some scholars he did, for he should have

recalled Thetis’ prophecy that ‘the best of the Myrmidons would die while he

(Achilles) was still alive’ (.–). Here it should be noted, however, that the

narrator relates Thetis’ prophecy only at the moment when Achilles worries

about Patroclus (whom the narratees know is already dead), not when he accepts

 For discussions of the allegory and Meleager-story see esp. Rosner (), Yamagata
(), and Alden () –, who also cites more literature.

imperator
Sticky Note
None set by imperator

imperator
Sticky Note
MigrationNone set by imperator

imperator
Sticky Note
Unmarked set by imperator



18 INTRODUCTION

his plea (.–). This suggests that the narrator does not expect us to see

Achilles’ acceptance as a fatal — and reprehensible — neglect of a divine warning.

Finally, there is Achilles’ bloody revenge. His rampage in books – is natu-

rally criticised by the Trojan river god Scamander (.–), but it is not con-

demned by the narrator, and the hero is duly saved from drowning in the river’s

streams by Poseidon and Athena. Many have taken the reference to Achilles’

treatment of Hector’s body as '� 1
� . . . 5��� (.) as a sign of criticism on

the part of the narrator. But it should be realised that this means ‘disfiguring

deeds’ and does not so much imply wrong deeds (for Achilles to commit) as

shameful deeds (for Hector to suffer). Moreover, '� 1
� . . . 5��� forms part of

Achilles’ focalisation (������), who earlier had announced that he intended to let

dogs maul his opponent '41:� (.–). Finally, the narrator indicates that it

is Zeus who allows his enemies to disfigure ('� 1�����	� ) Hector (.–).

Hector’s prophecy that Achilles’ failure to take proper care of his body will

lead to his own, divinely ordained death (.–) is perhaps the closest we

get to the idea that, in a way, Achilles himself ‘earned’ the death which fate had

meted out for him, just as Patroclus and Hector did. When Achilles continues

to mistreat Hector’s body for twelve days, this leads to a condemnation by the

pro-Trojan god Apollo, who calls Achilles ‘wild’ and ‘lacking in respect and

pity’ and refers to the danger of nemesis on the part of the gods (.–). But

Zeus’s decision that Achilles should give back Hector’s body flows from a desire

to honour him, rather than from a condemnation of his behaviour (.–).

And the way in which Achilles indeed releases Hector’s body and allows it to be

buried would seem to absolve him from all blame.

All in all, it would seem that Achilles stands out among Homeric heroes

for his clear-sightedness: he knows — and chooses and accepts — that he is

to die young. He makes important decisions himself or after a discussion with

a god (e.g. Athena when deciding upon his mēnis and Thetis when deciding to

kill Hector), while other characters are much more (mis)led by the gods. The

death of Patroclus was the only thing Achilles did not foresee, but he takes full

responsibility. He is therefore the right person to cap the Iliad with a memorable

speech on the condition humaine, the fellowship of suffering which links friend and

foe, Greek and Trojan (.–).

 . NARRATIVE ART AND ORAL STYLE

(a) Narrator and narratees

The Homeric narrator, the ‘I’ of ‘Muse tell me about the man’ (Od. .), is

a highly elusive entity: he does not mention his name, place of birth, time of

 See de Jong () –, –, Richardson (), and Morrison () –.
Though it is debated whether Iliad and Odyssey stem from the same poet (see section a), it
is customary to speak of the Homeric narrator in both cases.
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3. NARRATIVE ART AND ORAL STYLE 19

living, or any other item of personal information. We can deduce a few things,

most importantly that he is a professional singer like Phemius and Demodocus

in the Odyssey; these alone invoke the Muses, the ‘patron’ goddesses of their

art, whereas ‘amateurs’, such as Achilles in the Iliad (.–) or Odysseus in

the Odyssey (books –), do not. Another tiny scrap of information is that he,

and, by implication his addressees, the narratees, belong to a later period than

that of the story, since he contrasts his characters with ‘men such as they are

now’ (e.g. Il. .–). This difference in time is also suggested by his use of the

expression ;��� 1���
 , ‘on that remote day’ (Il. . and .), and his –

single – reference to the heroes of his tale as <� 	

� �
��� '���:�, ‘a race of

semi-divine men’ (Il. .).

From the eighteenth century onwards, the near absence of the Homeric nar-

rator in his own work led to the widely held view that the narrative style of the Iliad

and Odyssey was distanced and objective, and that events told themselves. Closer

scrutiny has revealed this view to be questionable: although largely invisible, the

Homeric narrator qua narrator and focaliser (the one who ‘sees’ the events) is

very active, rigorously controlling his narratees’ beliefs, interests, and sympathies.

To start, there are a handful of devices which show him openly stepping forward:

Muse invocations, which mark decisive points in the narrative (e.g. ‘Tell me now,

Muses, who have your homes on Olympus, how fire was first thrown upon the

Greek ships’: Il. .–); apostrophes, when the narrator addresses one of his

characters (e.g. ‘Then whom did you kill first, whom last, Patroclus, when the

gods called you to your death?’: Il. .–); narratorial comments (e.g. con-

cerning Andromache, ‘Poor woman, she did not know that far away from any

bath Athena had brought Hector down at the hands of Achilles’: Il. .–);

rhetorical questions (e.g. ‘How could Hector have kept clear of the fates of death,

if Apollo had not stood by him for the very last time?’: Il. .–); and ‘if

not’-situations, which sketch what might have been (e.g. ‘And now the Greeks

would have taken Troy at the hands of Patroclus, if Apollo had not taken his

stand on the battlements, intending death for Patroclus and helping the Trojans’:

Il. .–).

Much more numerous are the implicit ways in which the narrator steers

his narratees’ reception of the story and often stirs their empathy: through

the insertion of motifs such as ‘death far from home’ and ‘bereaved parents’

(e.g. ‘he collapsed . . . far away from generous Larisa, and he could not repay

his dear parents’ care; he was short-lived, beaten down beneath the spear of

high-hearted Ajax’: Il. .–); the description of symbolic objects and places

(e.g. Andromache’s headdress given to her on the day of her marriage with Hec-

tor, which recalls her former happiness: Il. .–, and ‘the washing-places

where the Trojan women used to wash their shining clothes, in earlier times, in

peace, before the Greeks came’: Il. .–); and the use of pathetic comparisons

 See Griffin () –.
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and similes (e.g., young Imbrius ‘dropped like an ash-tree which is felled by the

bronze . . . and brings its soft leaves down to the ground’: Il. .–).

The Homeric narrator should not therefore be called objective, but there is a

marked difference between his vocabulary and that of the characters: emotional

or evaluative language is largely relegated to the speeches. Only (or mainly)

characters use words like ‘hubris’, ‘unfortunate’, ‘most pitiable’, ‘dearest’, ‘reck-

less’, etc. When such words occur outside speeches, they are usually found in

passages of embedded focalisation, when the narrator represents the percep-

tions, thoughts, or feelings, of one of the characters, e.g. Andromache seeing

Hector ‘being dragged in front of the city; fast horses pulled him without proper

care ('1��
��
�) away towards the hollow ships of the Greeks’ (Il. .–).

It is thus appropriate to speak of a distinct character-language in the Homeric

epics.

The addressees of the narrator are the narratees, who, like him, are hardly

visible. The most explicit sign of their presence is an occasional ‘you’ (e.g. ‘then

you would not have seen godlike Agamemnon sleeping, or cowering in fear,

or reluctant to fight, but he was in fact rushing towards the fight where men

win glory’: Il. .–). But their constant implicit existence is unmistakable and

essential: the narratees are the active recipients of the devices of the narrator, the

ones who pick up the pathos or feel the suspense he creates. It is for their benefit

that the narrator inserts explanations (e.g. concerning the ichor which runs in the

gods’ veins, ‘for they do not eat food, nor drink wine, and so are without blood’:

Il. .–), or to contradict their expectations or pique their curiosity that he

uses negations (e.g. the fact that Patroclus did not take Achilles’ spear with him

at Il. .– both counters an expectation based on other arming scenes and

creates tension about its later use).

The Homeric narrator is omniscient, in that he reveals the outcome of events

beforehand in numerous prolepses (e.g. ‘this was the beginning of Patroclus’

downfall’: Il. .), and in that he has access to the inner thoughts of his

characters (e.g. ‘the Dream left Agamemnon there with thoughts in his mind

which were not fated to be fulfilled. For he thought that he would take Priam’s

city that day’: Il. .–). He is also omnipresent: he recounts what happens

among the gods on Mount Olympus and among the heroes on earth, in the

Greek camp and in Troy, on Ithaca and on such remote places as the island of

Calypso, regularly and effortlessly switching back and forth between the different

locations.

Such an omniscient and omnipresent narrator is in fact the archetypical

story-teller, but what singles out the Homeric narrator is that he accounts for his

omniscience. In his proems (and in the Iliad also in the course of his narrative) the

narrator invokes the Muses and asks them to ‘tell’ him (5�����/5�����) certain

facts. Since the Muses are eyewitnesses of everything that happens in history

 See Griffin () and de Jong (), ().

imperator
Sticky Note
None set by imperator

imperator
Sticky Note
MigrationNone set by imperator

imperator
Sticky Note
Unmarked set by imperator



3. NARRATIVE ART AND ORAL STYLE 21

(Il. .), it is they who feed his omniscience. Far from considering the narrator

a mere mouthpiece of the Muses, however, the collaboration between mortal and

goddesses should be understood in terms of double motivation: they are both

involved at the same time, just as the Ithacan singer Phemius claims that he is

both ‘self-taught’ and that ‘a god has implanted’ songs in his mind (Od. .–).

The narrator’s concern for explaining his omniscience is clearly related to

what could be called the proto-historiographical function of his epics. Although

offered as entertainment (whether on a more private or public scale, see

section b), epic song has serious aspirations. Telling of the deeds of heroes from

the – recent or more remote – past, it preserves their glory. Gaining such kleos,

fame as ‘doer of deeds and speaker of words’ (Il. .), is a central concern of

Homeric heroes. They themselves can broadcast their feats, as we see Odysseus

do among the Phaeacians, but professional singers offer a divinely authorised

version of the 1�
� '���:�. By becoming part of his poetry, the narrator self-

consciously suggests, their kleos will even become immortal (cf. Il. .). Where

physical remains of the war may disappear with time, as is graphically illustrated

by the wall around the Greek camp (Il. .–), poetry is ‘more durable than

bronze’, as Horace later will say. The idea that preserving the memory of the

past is worthwhile will be taken up by historiography, with its founding father

Herodotus acknowledging his debt to Homer by the prominent use of the key

term kleos in his proem (���� 5��� ���$�� �� 1�) 	
����$ . . . '1��� �
���� ).

(b) Comparisons and similes

One stock ingredient of epic poetry that Homer bequeathed to European lit-

erature is the simile. While other epic texts employ the same type of short

comparisons, ‘like a god’, ‘like a lion’, it seems to have been Homer’s invention

to develop such comparisons into extended similes that take up several verses.

This thesis is corroborated by the fact that the phrasing of the similes is much less

formulaic, and that they contain many hapax legomena and late linguistic features.

Also, of the c.  similes in the Iliad only six are repeated verbatim (in the Odyssey,

the figure is two out of forty).

Most extended similes take one of the following three forms:

) X did Y, like a . . . ; thus X did Y:

e.g., ��"$����� =� 	’ >���� . . . | !� ?$ �� . . . 	
�� . . . | @� +�7 ��A� �� B��C

����� 1�) ��,���’ .�D��, ‘Achilles was moving at full speed, like a horse

which gallops . . . ; thus Achilles quickly moved his feet and knees’ (.–;

– and – have the same structure).

 For the Homeric Muses see e.g. Murray (), de Jong () –, Finkelberg
(), and Ford () –.

 An excellent brief introduction is Edwards –.
 See Bowra () – and West () –.
 Discussed in Shipp () –.
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22 INTRODUCTION

) X did Y. As (when) a . . . ; thus X did Y:

e.g., '��’ ! �� ����’ . . . | E� �F ��$1
� . . . �
��� � . . . | @� GH1�
� . . . �I7

J��7D�� , ‘but Hector awaited Achilles. As a snake awaits a man . . . ; thus

Hector did not recoil’ (.–; cf. –).

) As (when) a . . . ; thus X did Y:

e.g., E� �’ !�’ . . . ���) �
����� . . . >��� | . . . ��
7:� . . . | @� �K . . .

��� � �
� � ��	����, ‘As when horses run around turning-posts . . . ; thus

the two (Hector and Achilles) circled around the city’ (.–; cf. –,

–, –).

Similes and comparisons draw their material (in technical terms, their vehicles)

from the world of nature and the everyday, often humble, life of ordinary men

and women. Thus, we hear about lions, stags, wolves, dogs, boars, donkeys, bulls,

eagles, hawks, flies, wasps, locusts, bees, snakes, goats, an octopus and a dolphin;

about poplars, oaks, and a poppy; about snowstorms, gales, tempestuous seas,

and forest fires, as well as starry, windless nights; and about reapers, smiths,

carpenters, threshers, fishermen, herdsmen, and hunters.

Almost without exception the setting of the similes is not geographically spec-

ified, its inhabitants are anonymous, and the action timeless or rather of all

times (omnitemporal), as is linguistically marked by the use of presents, gnomic

aorists, iterative subjunctives and epic ��. Whenever the narrator does refer to a

specific place, it is located in Asia Minor (e.g. a water-meadow beside the river

Caÿstrius: Il. .–; a woman making a cheek-piece for horses in Maeonia or

Caria: Il. .–). Needless to say, some situations, although presented linguis-

tically as omnitemporal, refer to a world which is not ours anymore (e.g. when

people stretch and drench a bull’s hide with fat: Il. .–, or when a woman

stains ivory with crimson dye: Il. .–). But the majority of similes refer to

phenomena we are still familar with, such as a bird of prey hovering in the air

and then swooping down to catch its prey (Il. .–), waves roaring against a

jutting cliff (Il. .–), or a dreamer’s feeling of being unable to move properly

(Il. .–).

In the Iliad the world of the similes, with their scenes from ordinary life and

vignettes of nature, contrasts with the harsh reality of the battlefield. It should

be noted, however, that most similes show mankind in a losing struggle with

nature (storms, flooding rivers, and wild animals) or animals killing each other;

only a handful provide more peaceful scenes, such as harvesting, fishing, and

irrigating a garden. Just as heroes have their battles to fight, ordinary man is

engaged in an unending struggle to survive in an often hostile natural world.

In the Odyssey similes are fewer but often more closely linked to the narrative in

their imagery: when Odysseus is tossed about by a storm on sea, we get wind

similes (.–); Penelope’s joy at being reunited with Odysseus is compared

 For the subjects of similes see Fränkel (), Lee () –, and Scott () –.
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3. NARRATIVE ART AND ORAL STYLE 23

to that of a shipwrecked man spotting land (.–); when Odysseus weeps

at hearing Demodocus sing about the sacking of Troy, he is likened to a woman

weeping over the dead body of her husband who has died fighting for his city

and people (.–). The effectiveness of these Odyssean similes consists in

their supplementing or reversing the main story (the victor Odysseus becoming

a victim, Penelope a ship-wrecked sailor such as Odysseus).

Similes and comparisons illustrate an element of the main narrative: the

movement of a person (Achilles quickly running back to Troy like a race horse:

.–) or his appearance (the glitter of Achilles’ armour resembling that of a

star: Il. .–), sound (the Trojans marching with cries like those of cranes:

Il. .–), space (Polypoetes out-throwing other discus-throwers by the distance a

cowherd can reach with his throwing-stick: Il. .–), time (Charybdis spewing

out Odysseus’ mast and keel at the time of day when a judge rises from his seat

in the marketplace and returns home for his meal: Od. .–), numbers (the

mass of Greeks ready to attack the Trojans being like the great crowds of flies

swarming around milk-pails: Il. .–), or an emotion (shipwrecked Odysseus

being as joyful when he sees land as children when their father recovers from an

illness: Od. .–). The point of comparison, or tertium comparationis or tenor, is

often ‘advertised’ by the narrator in the form of a verbal echo: e.g., E� �F ���*�

�L �� �/� 8�,���� . . . , @� M7 ��A� N�$�� � 8�,���� (Il. .–).

Homeric similes are famous – or notorious – for their length, or as the French

critic Charles Perrault called it in his Parallèle des Anciens et des Modernes (–

), their ‘tail’, by which he meant that they seem to detach themselves from

their context and start to lead a life of their own. An example is Il. .–,

when Diomedes fiercely attacking the ranks of the Trojans is compared to a river

sweeping over a plain and bursting dykes. The river is not checked by the banks

of thriving vineyards, and many farmers see it flatten the fruit of their labour. It is

clear that the Trojans are to be compared with the dykes, banks, and farmers, but

there is no exact correspondent in the story for the fruit of their labour. In most

cases, however, details do make sense. For this we have to realise that similes, not

only those with a tail, usually have more than a mere illustrating function, either

in relation to the surrounding lines or to the wider context.

A first, fairly common additional function is to create pathos: e.g. when Apollo

kicks down the wall erected with so much effort by the Greeks around their ships

‘most easily, like a child playing in the sand by the sea, who makes buildings

in his childish play and then in sport destroys them with his feet and hand’

(Il. .–). The juxtaposition of the Greeks’ hard toil to build the wall and the

divine ease in destroying it conveys something of the pathos that the narrator

feels attached to human effort. The narrator may also choose to stress the point

of view of one party (e.g. when he describes the glitter of Achilles running towards

 For the functions of similes see Fränkel (), Coffey (), Moulton (), Minchin
() –, Danek (), and Scott ().
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Troy through Priam’s eyes, comparing the Greek hero to ‘the star called Orion’s

Dog, a sign of evil, bringing much fever to poor mortals’: Il. .–; or when

Odysseus, ‘terrible and disfigured by brine’ looks like a lion who is ‘rained and

blown upon’ to the frightened eyes of Nausicaa and her maids: Od. .–).

A second function is that of the anticipation or prolepsis, as when Hector is

compared to a boar or a lion that feels no fear when facing a mass of hunters

and dogs but keeps on attacking, and the narrator ominously adds, ‘it is his

courage that kills him’ (Il. .–). Next, there is the symbolic function, e.g. when

warriors are compared to a star or fire, so as to underline their heroic stature

(e.g. Il. .–).

The characterising function of similes is well illustrated by the series of ‘parents-

children’ similes that are found in connection with Achilles, the ‘parent’, and

Patroclus,‘the child’ (.–; .–; .–, –; .–). Of these, the

pathetic climax comes when Achilles is mourning as he burns Patroclus’ bones,

as a father mourns who burns the bones of his son who was recently married and

whose dying has brought intense grief to his parents (.–). Similes may also

run through the poem or parts of the poem by way of a leitmotif and acquire a

thematic function. An example is the series of similes dealing with a beleaguered

city. The first is found at .–, when Achilles has just announced to the

Trojans that he will return to battle. His shouting is compared to the sharp and

clear sound of a trumpet blown when a city is surrounded by murderous enemies.

The next time the theme occurs, the beleaguered city has already been taken

and the gods are bringing its inhabitants hardship and loss, just as Achilles is

doing, wreaking havoc among the Trojans (.–). The climax of this series is

then formed by the brief comparison of the Trojans wailing and lamenting over

the dead Hector as if Troy itself was on fire and smouldering from top to bottom

(.–).

Finally, there is the structuring function of similes. From antiquity onwards

similes have been said to achieve poikilia or variation; the long battle narratives

in particular would seem to need them in order to avoid monotony. This idea

hardly seems to do justice to this celebrated narrative device. To start with, similes

produce a pause in the action and hence are well suited to mark an important

point in the story. The moment need not necessarily be a turning point or

the start or end of an action, but may just be something the narrator wants

to dwell upon for some reason: the marching out of the Greeks, which has no

fewer than six similes (Il. .–); the start of Achilles’ pursuit of Hector, which

has two comparisons and one simile (Il. .–;); the reunion of Penelope and

Odysseus (Od. .–); but also a stalemate in the fighting between Greeks

and Trojans (Il. .–). Often, similes come in pairs, one for each opponent

(e.g. Paris versus Menelaus: Il. .–, and Hector versus Achilles: Il. .–,

–), or two for one and the same person (e.g. Ajax is first compared to a lion

 See de Jong () –.  Bassett ().  Martin ().
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3. NARRATIVE ART AND ORAL STYLE 25

driven away by herdsmen and then to a donkey stubbornly ignoring the sticks of

children: Il. .–).

The imagery of similes and comparisons is a particularly powerful means

of establishing connections between different parts of the story (Andromache is

compared to a frenzied woman both in book , when her fear is still unfounded,

and in , when disaster has struck). It can also mark the stages in an action (e.g.

when the Trojan Asius attacks the Greek wall, the stones of the defenders are

compared to snowflakes: Il. .–; but when great warriors like Sarpedon

and Glaucus attack, the stones volleyed from both sides are compared to a

snowstorm: .–). Or it can point up a reversal of fortune (e.g., Diomedes

is first compared to a swollen river: Il. .–, but later to a man who has to

jump back in front of a turbulent river: .–). In book  we may note

how the imagery of the racehorse is briefly adumbrated when Achilles runs back

to Troy in search of Hector (–) and fully worked out when his pursuit is in

full swing (–); how the fleeing Trojans are compared to fawns at a moment

when Hector still confronts Achilles (), but this hero later finds himself in the

position of a fawn, too, when fleeing from Achilles (–); and how Achilles

is compared to a star both when Priam first spots him running towards Hector

(–) and when he is about to kill him (–).

(c) Epithets

Another well known characteristic of the Homeric epics is the epithet. Persons,

places, and objects are regularly accompanied by an attributive adjective (or sub-

stantive): ‘swift-footed Achilles’, ‘leader of men Agamemnon’, ‘high-gated Ilion’,

and ‘curved ships’. As was already noted in antiquity, epithets are occasionally

also used in contexts where they are less apt, e.g. when ‘swift-footed Achilles’ is

sitting idly near his ships (����� O1A� M7 ���,�: Il. .–), or Nausicaa sets

out to wash ‘shining clothing’ (.�	��� #�� ���: Od. .). The explanation of the

ancient commentators is that the clothing is shining ‘not then, but in general’. It

would seem that epithets are not chosen with an eye on the specific context but

are used in general, or, as Alexander Pope once phrased it, are ‘a sort of attribute

with which it was a matter of religion to salute them (heroes) on all occasions, and

which it was an irreverence to omit. They were in the nature of Sir-names.’

The question of the interpretation of the Homeric epithets was revolutionised

with the advent of Parry’s line of research (see section b above) in . In his

theory of the oral-formulaic nature of the Homeric epics, epithets play a central

role; indeed most of his formulas, ‘expressions regularly used, under the same

metrical conditions, to express a given essential idea’, consist of a noun and

epithet. He contends that epithets are chosen because of their metrical shape,

 See esp. Moulton ().  Preface of The Iliad of Homer (–).
 See Parry ().
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not because of their meaning. When the poet needed to fill the metrical slot

after a bucolic diaeresis, he used �-�� +��"���,� (or after a consonant .�	�/�

+��"���,�); after a hephthemimeral caesura, he used ���,��� � +��"���,�; and

after a penthemimeral caesura, he used ���,���� �-�� +��"���,�. The essential

idea of all these three formulas remained the same, i.e. ‘Odysseus’.

At a single stroke, Parry’s theory solved the problem of unfitting epithets,

such as the dirty ‘shining’ clothes, by suggesting that they were chosen for purely

metrical reasons. But the baby seemed to be thrown out with the bath-water,

since now all epithets were considered devoid of any contextual relevance. Thus

Combellack in  rejected an ironic interpretation of #"��9��� �P� at Il. .,

where Helen, standing on the walls of Troy, does not see her brothers, Castor

and Polydeuces, after which the narrator remarks that ‘the life-generating earth

already held them under, in their native land Lacedaemon’. He wrote that ‘such

interpretations have lost any plausibility they once have had, because they require

us to believe, not only that the formulary poet used his formulas every now and

then in a nonformulary way, but also that his audience, thoroughly trained in

the techniqe of listening to formulary verse, could be expected to know when

an epithet was formulary and when it was not.’ In other words, Parry’s theory

appeared to have dealt a deathblow to the literary significance of epithets.

Epithets have not fared much better in the more recent theories on Homeric

versification of Visser and Bakker, which replace Parry’s formula model with

the nucleus-periphery model. It is unlikely that a singer would have thousands

of noun-epithet formulas in his head; rather, he built his sentences like every

other speaker, by starting with the nucleus (the verb, subject, and object) and

then filling up the remaining periphery with epithets and conjunctions. Since

the noun belongs to the nucleus and the epithet to the periphery, they no longer

together form a noun-epithet formula. In this model epithets are not necessarily

interchangeable, but their choice would still be determined by and large by

metrical factors.

Of course, strategies have been developed to salvage as much as possible

of the significance of the epithet. In the first place, there is what could be

called the ad hoc strategy, which is followed e.g. by Kirk in connection with

the passage just mentioned, #"��9��� �P� at Il. .: ‘It is unlikely, in view of the

careful construction of Helen’s whole speech and the pathetic tone of these verses

in themselves . . . that “life-generating earth” is to be taken as just a standard

formular phrase, used at this juncture without special significance . . . In general

it is true that formular epithets are not specially selected for their appropriateness

to a particular occasion; but nevertheless the singer does from time to time choose

language, including formular language, that takes on special significance or irony

in an individual context.’ This strategy – or actually hardly a strategy but more

a cri de coeur of a commentator who wants to give as rich as possible an exegesis of

 Combellack () .  Visser () and Bakker ().
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3. NARRATIVE ART AND ORAL STYLE 27

a beloved text – is familiar, sympathetic, and one to which most commentators

are likely to resort from time to time.

But in many cases it is possible to back up one’s interpretation by observable

facts. For one thing, not all epithets are the same. Thus Parry himself suggests

that we distinguish between ornamental epithets and particularised epithets, the latter

having contextual relevance or, as Parry formulates it, pertaining ‘directly to the

action of the moment’. Acknowledging the subjectivity of this criterion he adds

the following elaboration: ‘It will be objected that opinions here will differ, and

the objection has some force. But in practice, if we keep in mind the directness

which is from every point of view the mark of Homeric style, and firmly exclude

any interpretation which does not instantly and easily come to mind, we shall

find that there is hardly a case where variety of opinion is possible’. His rule

of thumb, directness, is not watertight, but in practice he looks for particularised

epithets amongst those epithets that are indeed likely to have a special meaning: ()

determinative epithets (e.g. 7��
��-� � .�
��� �, ‘with angry words’, as opposed

to '����-� .�
��� �, ‘with gentle words’); () epithets with an identical metrical

shape, which means that the singer had a choice (e.g. between � Q# ���, ‘dear to

Zeus’ and ���D� ��, ‘gigantic’); () epithets that are separated from their noun

(e.g. ��-�� �’ .��) �,�� �� #����: Il. .); and () epithets in runover position

(e.g. ��� � �� ��, 	�$, . . . | �I���
���: Il. .–). Parry also distinguishes between

generic epithets, which are used of more than one person or entity (e.g. �-��,

‘glorious’, said of more than twenty different persons), and distinctive epithets,

which are found in combination with one person or entity only (e.g. ���,����,

‘much-enduring’, used only of Odysseus). It is obvious that distinctive epithets

are more likely to be significant.

A third strategy for saving the literary value of epithets consists in enlarging the

context.Thus Whallon has argued, for example, that Nestor’s epithet 0�����,

‘horseman’ ( x Il.), is not significant in every context in which it occurs, yet

is relevant to the Iliad as a whole, because this character is clearly portrayed as

a man who knows about horses, e.g. when he expertly instructs his son when

he participates in the chariot-race: Il. .–. Vivante, who has devoted a

whole monograph to the poetic defence of the epithet, goes even further: epithets

describe the quality that is intrinsic to a person or entity. A ship is called ‘curved’

by Homer since that is what it is, true to itself and not subjected to the particular

requirement of the action at a certain point. In effect, this position is close to

that of Alexander Pope and even Parry, who claims that the ornamental epithet

does not so much adorn a single line or even a single poem as the entirety of

heroic song. At this point it is important to realise that the ornamental epithet

is a hallmark of all heroic poetry throughout the world, both oral and written.

It seems likely that it found its origin not in metrical exigencies but in stylistic

 Parry () –.  Whallon ().  Vivante ().
 See Bowra () – and West () .
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register: it served to add lustre to the people, the objects, in short, the world of

heroic times. In an oral tradition like Homer’s it could, precisely because of its

recurrent nature, become an important element of versification.

A fourth strategy consists of analysing the context of all epithets of one noun

to see whether there are significant patterns. The word ‘hand’, for example has

five epithets, of which three (������, ‘irresistible’; 	���,�,‘stout’; R��,�, ‘heavy’)

have emotional force, describing the hand as a harmful instrument, while two

(��7,�, ‘thick’; �� R����, ‘strong’) are merely descriptive.

A fifth approach is to look at the distribution of an epithet over the text: is it

found throughout or is it inserted at (a) particular point(s)? For instance, it seems

significant that Odysseus is first given the epithet ��������	��, ‘sacker of cities’,

at the opening of book  of the Odyssey, because this book features Demodocus

singing about the Greeks capturing Troy with the help of the Wooden Horse

devised by Odysseus. Obviously, this approach is liable to subjectivity (again), as

can be illustrated by the metrically equivalent pair G H1����� 0����$�� � ( x)

versus G H1����� '����#��� � ( x). It has been suggested that 0����$�� � is

used where Apollo plays a role, '����#��� � where Achilles does. However, we

actually find 0����$�� � when Achilles is Hector’s direct opponent (Il. .) and

'����#��� � when Andromache comes home after her conversation with Hector

(Il. .).

A final parameter that seems relevant when interpreting epithets is their

presentation: are they used by the narrator or by characters? For one thing,

epithets occur much more often in narrator-text than in speeches. But when we

turn to emotional or subjective epithets, these are found more often in speeches

or passages of embedded focalisation, not surprisingly considering the existence

of a separate character-language in Homer (see section a): e.g. J���#�����,

‘overbearing’, is found  times in speech, four times in embedded focalisation,

and only once in narrator-text. The intuition that the epithet of night 8����,

‘baneful’, which is used by Achilles at . (�,7	’ S�� ����’ 8����) might

be significant because it is separated from its noun, is fully confirmed when we

realise that it only occurs in speech (here and Od. .) and embedded focalisation

(Il. .).

All in all, there seems to be enough room for arguing for the literary value of

(many) epithets, although the subjectivity of the interpreter, a factor which can

never be totally excluded in literary criticism, is likely to play a larger role than

usual. The reader should refer to the commentary for further examples.

 Eide (). An invaluable tool for carrying out this kind of research are the indices
of epithets compiled by Dee (), (), ().

 Sacks () –, –.
 This point is addressed by Austin () –, Vivante () –, Shive (), and

de Jong (). For Achilles’ use of (noun-epithet) formulas see Martin () –.
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4. LANGUAGE, METRE, AND TEXT 29

 . LANGUAGE, METRE, AND TEXT

(a) Language

The language of the Homeric epics is not the spoken dialect of any period or

area but an artificial language. It is a composite of different dialects: primarily

Ionian, with some elements of Aeolian (e.g. infinitive endings in -���, -���� )

and ‘Achaean’, the language of the Mycenaeans known to us through the deci-

pherment of Linear B (e.g. �I�$�, �P��). There are occasional Attic elements,

which probably result from the regular performances of the Homeric poems in

Athens at the Panathenaic festival (see section c below). This dialectal mixture

is the result of the long tradition of Greek oral poetry before it culminated in

the Homeric epics; it started in the Mycenaean centres; after their destruction,

it was transported by migrating Greeks to Aeolia, and it ended in Ionia (see

section b). Although singers would always modernise the language and adapt it

to their own dialect, the formulaic nature of their medium encourages fossilisation

and the creation of artificial forms.

The following pages offer an overview of the most frequent characteristics of

Homeric language, which are referred to in the commentary as ‘(L )’, etc.

Phonology

. Many forms are not yet contracted, e.g. '1
���� (), ���7���, �$1�� ().

. Many forms have �" or � , where Attic has � or �. This is in some cases the

result of the disappearance of the digamma ((, the Greek letter pronounced

as w), which in Ionian (but not Attic) leads to lengthening of the preceding

vowel, e.g. ��,���� () from ∗���(��� (Attic: ������). In other cases we

are dealing with an artificial lengthening of a syllable for metrical reasons,

e.g. �I�,��� � () instead of +��,��� � (which would yield an unmetrical

sequence of k – – k).

. Words often show a single or a double consonant, depending on metrical

convenience, e.g. ���(�)����, 5�(�)���� , M7 �(�)�,�.

. Contracted forms may be ‘stretched’ (metrical diectasis), so as to regain their

former metrical shape, e.g. ��
� � (k k –) < ���-� (k –) < ��
�� (k k –) ().

Often the wrong vowel is restored: ��� $��	� (– k k – k) < ��� ��	�

(– k – k) < ��� $��	� (– k k – k) ().

Morphology

. The genitive singular of first declension words may end in -�� or -�
, e.g.

+�Q��� (). Genitive plural of first declension words may end in -�
� or

-�
�, e.g. T���� $
� ().

 The best grammar of Homeric Greek is still Chantraine (–), referred to in
the Commentary as GH, but for a shorter overview and update on many details one may
fruitfully consult Wachter ().
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30 INTRODUCTION

. The genitive singular of second declension words may end in -� �,

e.g. ����� � ().

. The dative plural of first and second declension words may end in -� � ,

-� �, -� � , -� � , e.g. 1��� � � (), 8��� � (), U�� � ().

. Dative plural of third declension words may end in -��� , e.g. ��7
��� (),

��7
��� ().

. The suffix -# (�) may be added to form the equivalent of genitives and

datives, singular and plural, e.g. �A� V7��# � (), W# R��# � 	���� (),

� C ���	��# � ().

. The augment is optional: '��B,7����, ����, '1
���� ().

. Infinitives may end in -���, -���� (athematic stems) or -����, -����� (the-

matic stems), e.g. �
�
��� (), 8�� 9
���� ().

. The addition of the suffix -�1- may turn past verbs into iteratives,

e.g. ��,���1�� (), ‘they were in the habit of washing’, '����
B��1�

(), ‘every time he would head him back’.

. The subjunctive of thematic stems may have athematic endings: .	
�
� 

(Od. .), �$	� �	� (.), 	
�� (). In the third person an iota sub-

script has entered the texts at a later stage (.	
��� > .	
��� > .	
�� � , in

analogy with .	
�� ).

. In the third person plural we find the endings -��� , -���, e.g. ���,��� =

�3�"��� (). Likewise we find -� (after a short vowel) next to -��� (after

a long vowel), e.g. ���� = ������ (), 5���� = 5������ (), 5R����

(.).

. Originally, only thematic stems had a subjunctive with -�- and -
-, while all

other stems had -�- and -�-. The Homeric epics still contain many instances

of this short-vowel subjunctive, e.g. �3����� (), ��D����� ().

. In Homeric Greek the dual, a separate form to indicate ‘two things or

persons’, is found frequently:

Verbs

second person, present and past -���, -�	��

third person, present: -���, -�	��

third person, past: -���, -�	��

e.g. �����"����� (), '��,�	�� ().

Nouns

second declension (nom./acc.) -
, (gen./dat.) -�  �

third declension (nom./acc.) -�, (gen./dat.) -�  �

e.g. ��-�� (), 1��"�K . . . 1��� ���
 ().

The dual is an inheritance from the Aeolic, but its use was continued by the

Ionian-speaking singers, who had no dual in their daily dialect. Often it is

no more than an expedient metrical variant of the plural, with which it may
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4. LANGUAGE, METRE, AND TEXT 31

be combined in one verse. But there are also places where its original force

is exploited, e.g. in a line like @� �� �� 1������� �����"����� #���� "0��

(), where the dual stresses the joint effort of Hector’s parents in imploring

him.

. The forms of the later definite article �, <, �� in the Homeric epics

still have demonstrative force. They are used as anaphoric pronouns, i.e.

pronouns which refer back to somebody/something just mentioned, e.g.

@� M7 ��A� . . . .�D��. | �/� �’ . . . X������ . . . 3��� (–), ‘Thus Achilles

moved . . . And him Priam saw’, 	��) . . . ��:���Y | ��-� �F . . . (–), ‘the

gods watched. And amidst them . . . ’ The person or thing need not literally

have just been mentioned but may instead be foremost in the mind of the

speaker or implied by the context, e.g. ��A� �+ .�$
��� (), ‘you have saved

them’, where ��,� are the Trojans, mentioned last in .

The pronoun may also point forward to somebody/something about to be

mentioned (the so-called cataphoric use), e.g. � �
 �0 �7��/� Z�	�� M7 ���,�

(), ‘and he came near to him, Achilles’.

Sometimes the pronoun and substantive follow immediately upon each

other and we are close to the later article, e.g. � �
�
� X������ (), ‘he, the

old man Priam’ virtually amounts to ‘the old man Priam’.

The anaphoric pronoun can be used as relative pronoun, e.g. �,�

��-�� . . . , | ��,� . . . �
1��� (–), ‘two sons . . . , whom X bore’. Often met-

rical factors are involved, e.g. ��[ '����	��:���; ! �� �,1�$� �� 1�) Z���

(), where we find � instead of !� in order to avoid the pronoun having to

be scanned long.

There are some variant forms: ��-� (= ��[), ��- � (= ��-�), ��� (= �0),

��� (= �0), �$
� (= �:�), ��-� (= ��-�), �� � , �� � (= ��-�). There is also

a dual: (nom./acc.) �:, (gen./dat.) ��-�, ��- �.

. Possessive pronouns:

���� = ��� ‘your’

N�� = !� ‘his/her’

(reflexive like Latin suus)

T��� = <�
����� ‘our’

J��� = J�
����� ‘your’

�#�� = �#
����� ‘their’

. Personal pronouns:

First person

.�D(�) <��-�, �����

.�
�, .��-�, .��[, .�
	�� (��") <��:�, <���
�

.��� (�� ) <�-�, ��� 

.�
 (��) <�
��, ����

�:4, �D (dual nom./acc.)

�:4� (dual gen./dat.)
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Second person

�,, �,�� J��-�, 6����

�
�, ��-�, �
	�� (���, ��") J�

�, J���
�, 6���
�

��� (�� , �� ) J�-�, 6�� 

�
 (��) J�
��, 6���

�#:4, �#D (dual nom./acc.)

�#:4� (dual gen./dat.)

Third person

N�, �J, N	��, \�, �]�, �L, \	�� �#�
�, �#��
�, �#

�

�0, �], N�- �# � (�), �# (�), �#�� (�)

N, � �, \, N
 �#���, �#
��, �#��

�#
� (dual nom./acc.)

�#
4� (dual gen./dat.)

When the third person personal pronoun has an accent, it is reflexive, e.g.

.�) �] ����:�’ (): Achilles hit Hector ‘who was charging him’.

Syntax

. Prepositions are used much more independently in Homer and often func-

tion as adverbs, e.g. ��/� �’ .�F . . . .�
���� (), ‘and in addition pity me’,

.�) �F ����$7���� ���-�� (), ‘and in response (to Priam’s lament) the

citizens mourned’.

Likewise they often are not yet combined into a compound verb, e.g.

'�/ . . . 5�	� (), '�C . . . \�1��� (). Grammars refer to this phenomenon

as tmesis, the ‘cutting’ of a compound verb, which is incorrect: the Homeric

language has not severed an existing compound. Instead, the split form is

the older, original one.

Prepositions frequently follow the noun they govern, e.g. ��� � �
� (),

�,��
 5� (). In those cases the accent moves to the first syllable: 5� 

instead of the normal .��.

. The particle �� is a connector (standing after the word it connects), e.g.

0��: '��B,7���� ���� �’ '1
���� �� ��B��: ‘they dried the sweat from

their bodies and drank and slaked their thirst’ (). It may also be used in

relative, less often conditional or temporal clauses, often as part of a simile. In

those cases we are dealing with so-called epic ��: the particle signals that the

action or event described is regularly recurring or exists in all times (hence

linguists speak of omnitemporality). E.g. �3����� . . . =� �’ ����/� . . . , !�

�’�P� � �������� (–), ‘he swooped like an eagle, which darts to a plain’;

epic �� often occurs in conjunction with a gnomic aorist and in similes.

. In Homer the possessive dative is used more widely than in Attic, where it is

confined to the combination with �P�� (type ‘there is for me’ = ‘I have’); e.g.

�0 �I��� (), ‘its rays’, �I�’ G H1��� 	"�/� 5�� 	�� (), ‘he did not persuade

Hector’s heart’. Linguists call this the ‘sympathetic’ dative.
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4. LANGUAGE, METRE, AND TEXT 33

. Homeric style has a strong tendency towards parataxis (lit. ‘setting along-

side’) instead of hypotaxis (‘setting below’), that is to say towards coordination

(the adding of independent clauses) instead of subordination (the combina-

tion of main clause and subordinate clause). E.g. �B �’ M7 ��4 ����", �$	�

�’ G H1���� (), ‘(Athena) gave back the spear to Achilles and escaped the

attention of Hector = while escaping the attention of Hector’.

(b) Metre

The metre of Homeric epic is the dactylic hexameter, which consists of six

metra or ‘feet’:

–́
−

k
−
k|–́

−
k
−
k|–́

−
k
−
k|–́

−
k
−
k|–́

−
k
−
k|–́ x.

In this notation – indicates a long syllable, k a short one, while x (anceps)

indicates that a syllable can be either long or short. The last syllable will be

metrically treated as long because of the slight pause after each verse. One long

and two short syllables form a dactyl, while two long syllables form a spondee. A

spondee in the fifth foot is less common than in the first four (some instances in

book  are lines , , , , , , , and ), while a wholly spondaic

verse is extremely rare.

Prosody

A syllable is short if it contains a short vowel (�, �, ^, �, _), which is followed by

no more than one consonant; this consonant in the syllabification belongs to the

next syllable, e.g. �I�C� M7� �� (au-ta-ra-chai-oi), – k k | – x ().

A syllable is long () by nature if it contains a long vowel (�, 
, `, �, a) or a

diphthong, or () by position if it contains a short vowel followed by more than

one consonant; the first consonant in the syllabification belongs to this syllable,

the other(s) to the next: e.g., ����, �, (= a-len-su), k | – k ().

The rough breathing (spiritus asper) does not count as a consonant. 9 = ��;

% = 1�; B = ��.

Length by position is often due to the original presence of the digamma, e.g.

��:��� (() ��� 8#	����-� �, – | – kk | – – | – x‖ (), where the final syllable of

��:��� is scanned long because it was originally followed by a consonant.

Words starting with �-, �-, �-, �-, �- may also cause lengthening when they

originally started with two consonants, e.g. �I�F 1��C ��-���, – kk | – – | –

(.), where the final syllable of 1��$ is scanned long because ��-�� originally

was ∗smorya. Even words which did not originally start with two consonants

may make position in this way, through analogy, e.g. ���F �
�� 1[��� 8�
%� �,

 For fuller treatments see e.g. West () and Sicking ().
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– | – kk | – kk | – – ‖ (), where the final syllable of ���
 is scanned long because

of �
�� = ��
��.

The combination of mutes (�, R, #, 1, �, 7, �, �, 	) and liquids or nasals

(�, �, �, �), both within words and between two words, occasionally does not make

position, e.g. ��������� �����,��, kk|– kk | – x (), where the final syllable

of ��������� is scanned short in spite of it being followed by two consonants

(��).

Diphthongs are pronounced as one syllable. When two adjacent vowels belong

to two syllables, this is indicated with a double dot (diaeresis) in modern editions,

e.g. ?�4��
�, – kk | – (), M7 ��4, kk| – k ().

Two or more vowels within a word are occasionally treated as one (long) vowel

(synizesis), e.g. '��’ ��� �� ��

���, – k k | – – | – (), with -�
 taken as one

long syllable.

In the case of a series of three or more short syllables, one (usually the first)

syllable is scanned long to fit the metre, e.g. b�A� .	
�� ���
�� c�’ '	$���� ,

– k k | – k k | – – | – k k | – (), where the first syllable of '	$���� is scanned

long. This licence is frequently taken with words which would otherwise not fit

the hexametric metre. In the case of � and �, we find the lengthening reflected in

the spelling, e.g. �I�,��� � () instead of +��,��� � (see above L ).

When a word ends with a short vowel and is followed by a word beginning

with a vowel, there may be elision (‘squeezing out’), which means that the first

vowel is dropped and (largely) ignored in pronunciation. The elision is marked

by an apostrophe, e.g. �’ '1
���� (), where the � of �� is dropped; �$1�’ U�� � 

(), where the final � of �$1�� is dropped; or ���#�����	’ @� (), where the

final � of ���#������� is dropped and the � assimilated to 	 under the influence

of the following rough breathing. In Homer -� of person endings and infinitives

and -� of dative singular of the personal pronouns may also be elided.

When a word ends with a long vowel or diphthong and is followed by a

word beginning with a vowel, the first voweł or diphthong is scanned short (epic

correption, ‘tightening up’), e.g 0��: '��B,7����, – k k | – – | – k (), where -


of 0��: is scanned short; Z �" �� �6, – k k | – (), where �� is scanned short

(compare �� scanned regularly long in �6 �� ���� ���: ).

In Greek poetry hiatus (‘gap’), i.e. the conjunction of a final vowel and an initial

vowel in which both vowels retain their full pronunciation, is normally avoided.

Regular exceptions are final " and monosyllables ending in other letters than �

(e.g. �$, ��, ��, � , ���), which are never elided. In Homer there are many more

instances of hiatus. It is often due to the loss of an initial digamma, e.g �"��� \���

(), where the -� of �"��� is not elided because \��� originally started with

(. Another generator of hiatus is the use of the more recent form -�" instead of

-� (�), e.g. d �"�/� ��	��
��" c’ c����" '� �����, – k k | – k k | – – | – k k |

– k k | – x (), where the -�" of ��	��
��" and c����" are scanned long although

they are followed by a vowel (no epic correption) because the original form was
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4. LANGUAGE, METRE, AND TEXT 35

d �"�/� ��	��
�� ’ c’ c���� ’ '� �����. Hiatus often occurs at caesurae and when

two formulas are juxtaposed.

Caesurae

The internal articulation or rhythm of a verse is determined by the occurrence

of word end at regular places: the main caesura occurs in the third foot, either

after the first, long syllable (penthemimeral or masculine caesura) or between the

two shorts (1��C �/� ������ ���7�-�� or feminine caesura). There usually are

additional word ends after the first foot (diaeresis) or the first, long syllable of the

second foot (trithemimeral caesura), and also after the first long of the fourth foot

(hepthemimeral caesura) or after the fourth foot (bucolic diaeresis).

Enclitics like ��, � �, ����, ��, ��, particles like �
, �
�, �$�, ��, proclitics like

1��, �I, ��, and monosyllabic prepositions cohere so closely with the preceding

or following word that no caesura occurs between them.

The opposite of a caesura is a ‘bridge’ (zeugma), a place in the verse where

word end is avoided. There is one significant bridge in the Homeric hexameter,

detected by the German scholar Gottfried Hermann and consequently called

Hermann’s bridge: it refers to the fact that there is hardly ever word break after

the first short of a fourth foot dactyl.

The caesurae contribute to the variety of Homeric versification. They allow

the singer to avoid the monotony that would result from sequences of lines that

have the same rhythm, all the more so since the melody of each line probably

was the same. How far metrical rhythm also corresponds to sense is a matter

of debate. It is clear, however, that there is a close correspondence between

formulas and the cola (lit. ‘members’, units) created by the caesurae, e.g.

�I�C� X����
�� �����,�� / (bucolic diaeresis) �	
�	� 
������ ()

�/� �F �
�’ 87	���� ����
#� / (hephthemim.) ����� ���� 
������� ()

�� ��� ������� / (penthem.) ���,����� #$������ 8%, ()

�/� �’ .��) .%��$� %� / (feminine caesura) �	������ �
	� 
������� ()

Cola also often correspond to syntactic units (which in our modern texts are

regularly marked by punctuation), e.g.

5R��B$� �’, / (trithem.) N1$����, / (feminine caesura) 	�:� 8��D���� �$��
�

()

����������� �F� ! �’ .���, / (feminine caesura) 1�1/� �
 �� ���� �
�"1�� ()
����
� .1 1�#����·/ (penthemim.) �I�’ G H1��� 	"�/� 5�� 	�� ()

 See e.g. Macleod – and Kirk I –.
 This approach has made much progress since the introduction of the modern lin-

guistic concept of the intonation unit, which is the oral pendant of the sentence and clause
of written grammar; see Bakker ().
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Enjambement

We speak of enjambement when a sentence does not correspond to one verse

but continues into the next one, e.g. ���
� X�� $�� ������ 1��C ��% /� e��� ‖

�� ��� (–). We may distinguish between (at least) two different forms of

enjambement in Homer: () adding enjambement, when a sentence in principle

is finished but receives additional information in the next line, as happens in the

example just quoted, and () necessary or periodic enjambement, when a sentence

or clause is not finished but needs (part of) an additional verse, e.g. U �� .�D�,

�� �
� 1� �,��� 1�) ���7�� �,
, ‖ X�"�"�$��� �� ��:��� .���7���� '��	��� 

(–), �I�
 �, �D �� ‖ 5��
� E� 	��� ��� (–).

Enjambement occurs quite often in Homer and it can therefore not be main-

tained that every word in runover position is emphatic, but in combination with

other phenomena, e.g. the separation of noun and epithet, the device may acquire

weight, e.g. �
���� �’ .�������� 	"��� ‖ '����" (–). There is also a ten-

dency for enjambement to occur in clusters, when we find a row of sentences

where neither the beginning nor the end coincides with verse boundaries. A

clear example is found at –, as part of Andromache’s anxious speech at the

moment she hears the wailing of the Trojans: ������� N1"��� 8�/� 51�"��, .� �


�� �I�� ‖ ��� ��� �$����� Z��� '�C �����, �
�	� �F ��[�� ‖ ��!�"���·

.��A� �� � 1�1/� X� $�� � �
1��� �.‖ �f �C� '�’ �6���� �3� .��[ 5���· '��C

�$�’ ���:� ‖ ��#�� �* �� �� 	���A� GH1���� �-�� M7 ���,� ‖ $	%�	� '���2

��%�� ��� �� �������� ����� . Higbie speaks of skewed verses and argues that

these are found at moments of heightened emotion.

An Example

Here is the opening of book , with metrical annotation:

–́ – | –́ / k k| –́ k / k | –́ k k|/ –́ kk| –́ – ‖

@� �0 �F� 1��C ���", ��#"9���� cg�� ��R���, ()

–́ k k | –́ – | –́ k/k| –́ k k| –́ k k | –́ – ‖

0��: '��B,7���� ���� �’ '1
���� �� ��B��,

–́ k k | –́ / – | –́ k /k | –́ k k |/ –́ k k | –́ – ‖

1�1� �
�� 1��� � � .�$�%�� �· �I�C� M7� ��

–́ k k |/ –́ k k| –́ / k k | –́ – |–́ – | –́ – ‖

���7��� ����� 3���, �$1�’ U�� � 1��������.

 See e.g. Parry () –, Kirk I –, Higbie (), and Friedrich ().
 Higbie () –, esp. . Bakker () – speaks of antimetry (a secondary

rhythm is temporarily set up against the normal hexametric flow of sentences).
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4. LANGUAGE, METRE, AND TEXT 37

–́ k k | / –́ – | –́ k /k| –́ – | /–́ k k | –́ – ‖

G H1���� �’ �I��[ ��-�� 8�� * ��-�’ .�
����� ()

–́ – |–́ /k k | –́ k /k | –́ – | –́ –| –́ – ‖

+����" ����$�� 	� �"�$
� �� �1� $
�.

–́ – | / –́ – | –́ k / k | –́ – |/ –́ k k | –́ – ‖

�I�C� X���Q
�� �����,�� h�-R�� M����
�·

–́ k k |/ –́ k k|–́ k/k|–́ /k k|–́ k k| –́ – ‖

“����
 ��, X��
�� "0
, ���)� ��7
��� � D1� �,

–́ – | / –́ k k |–́ /k k |–́ k k |/ –́ k k| –́ – ‖

�I�/� 	���/� .K� 	�/� ��R�����; �I�
 �, �D ��

–́ – |/ –́ k k | –́ k/ k |–́ – | –́ k k | –́ – ‖

5��
� E� 	��� ��� , �A �’ '����7F� �������� �. ()

–́ k k |/–́ k k |–́ / – | –́ k k |/ –́ k k| –́ – ‖

Z �, �� �6 � �
�� i�D
� �����, �j� .#�R����,

–́ – | –́ / – | –́ k/k|–́ / k k |–́ k k | –́ – ‖

�k �� �� ��� ���" ����, �A �F ��[�� � $�	��.

–́ – | –́ / k k |–́ / k k| –́ – |/ –́ k k | –́ – ‖

�I �
� �� 1���
� �, .��) �6 �� ���� ��� ��� .”

–́ k k |/ –́ – | –́ / k k |–́ / k k | –́ k k | –́ – ‖

�/� �F �
�’ 87	���� ����
#� ����� O1A� M7 ���,�·

–́ – | –́ k k |–́ k /k|–́ / k k| –́ k k | –́ – ‖

“5R��B$� �’, N1$����, 	�:� 8��D���� �$��
�, ()

Notable features:

Line : first caesura after �
� rather than �0 because �
� is enclitic. There is

hiatus between 1��$ and ���" because it originally was (���".

Line : epic correption of the 
 of 0��:. There is only one caesura.

Line : the � of 1��� � � is long because the form originally was 1��(��.

Line : has a spondaic fifth foot (which occurs in % of Homer’s hexameters).

There is no third caesura.

Line : epic correption of the � of ��-�� .

Line : the second iota of +����" must scan long. This is a linguistically modern

version of an older (metrically regular) formula: +����� ����$�� 	�, –́ k k –́ k

k –́ k. Besides the older genitive ending-� � a new ending -�� was created,

which eventually contracted to -�". The line has a spondaic fifth foot.There

is no third caesura because �� is enclitic.
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Line : the mute + liquid of �����,�� fail to make position.

Line : there is no third caesura.

Line : epic correption of �� . The first word break falls after �� because �� is

enclitic and �6 proclitic.

Line : there is hiatus between �� and �6, since �� is not shortened.

(N.B. There can of course never be epic correption of the first long of a foot).

Line : epic correption of the � of .���.

(c) Text

The history of the transmission of the Homeric text is long, complex, often

obscure, and, especially where its first phases are concerned, the subject of fierce

debate. What follows is a mere outline, which is needed to understand the critical

apparatus.

. Writing down of the oral-performance text. How this was accomplished is a

matter of debate (see the end of section b), but most scholars would agree

that it took place somewhere between  and  .

. Classical period. Variant texts started to circulate, which were the possession

of individuals or cities. There were also public recitations of the Homeric

texts by rhapsodes, who (probably) recited from memory. The most impor-

tant were the recitations at the Athenian Panathenaic festival, instituted in

the late sixth century  by Pisistratus and his son Hipparchus. Scholars

are divided over the question of how to evaluate the (fourth-century and

Hellenistic) tradition of a ‘Pisistratean recension’: was the Homeric text

then fixed in script, was it edited into monumental form (i.e. was a full set

of the separate book-rolls which make up the whole being collected), or

was one text chosen to become the official festival text? At any rate the

Athenian phase in the transmission of the text has left its traces in linguistic

and orthographic Atticisms and, probably, some interpolated Athenocentric

passages (the most striking being the Attic entry in the Catalogue of Ships:

.–).

We can get an idea of how these texts looked from papyri of the third and

second centuries , quotations by ancient authors, and ancient variants

mentioned by the Alexandrians. In comparison to the later manuscripts

these texts include many additional lines (so-called ‘plus’-verses). The fourth-

century quotations in authors like Plato and Aristotle show a high proportion

of variant readings, but these are largely to be explained by the fact that

those authors quoted from memory.

 A full and lucid overview, with older secondary literature, is Haslam (). Since
then see West () and Nagy ().
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4. LANGUAGE, METRE, AND TEXT 39

. Alexandrians. In the third and second century  the famous library of

Alexandria hosted three scholars who made editions of Homer (and numer-

ous other texts): Zenodotus of Ephesus, Aristophanes of Byzantium, and

Aristarchus of Samothrace. Of these Aristarchus was the most important.

One of his main concerns was to eliminate the numerous ‘plus’-verses that

had crept into the tradition. He did not remove lines that he suspected, but

he ‘athetised’ them, i.e. marked them with an obelos or dash in the left-hand

margin. The original works of these scholars are lost, but we do have excerpts,

preserved as part of the scholia (from �7�� ��, ‘comment’, the explanatory

glosses which were inserted in the margins of ancient manuscripts, from the

fifth century  until the eighth century ).

. Roman and Byzantine times ( – ). The Homeric text at this stage

of its transmission is known to us from over  manuscripts, quotations,

and the scholia. In many places it presents a different reading from that

known to have been preferred by Aristarchus. In this respect his influence

seems to have been small. His determination of the number of lines and

length of each book was more influential. From that time, the ‘plus’-verses

largely disappeared.

. Middle Ages and Renaissance ( – ). There are some 

manuscripts, of which the most famous is the Codex Venetus A from the

tenth century. It is also an important source for our Homeric scholia.

Scholars regularly use the term ‘vulgate’ (from Latin vulgata, ‘common’

or ‘standard’) to refer to the Homeric text in stages  and . Unlike the

Bible, for which the ‘vulgate’ refers to the fourth-century Latin version by

Jerome, this term does not designate one particular text. Instead, it is merely

a form of shorthand that indicates that a reading is found in all or most of

the manuscripts of this period.

. Editio princeps. In  Demetrius Chalcondyles printed the first text of the

Iliad in Florence.

The text presented in this volume is my own but is essentially a ‘collation’ of

the editions of Monro-Allen (), van Thiel () and Martin West (). On

the whole I have stayed closer to Monro-Allen, because scholars are still debating

many of West’s editorial principles and decisions, a discussion which lies outside

the scope and aims of this commentary. I have adopted punctuations of my

own, not found in any of these editions, at –, –, , and – (see notes

ad locc.). Parallels from other books are quoted from the OCT (for the Iliad) and

von der Mühll (for the Odyssey).

 For the literary criticism by scholiasts see Nünlist ().
 For a detailed review see Führer and Schmidt ().
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40 INTRODUCTION

The selective apparatus criticus follows the example of that of Richard Ruther-

ford in his edition of Odyssey – in this series (). I have not reported obvious

scribal errors, variations of spelling, or minor variants. Nor have I given details of

which manuscripts contain a given reading. The edition of Martin West presents

a full overview, including some  medieval manuscripts not previously collated

by Monro-Allen in the OCT edition, some  papyrus fragments, and ancient

quotations from the classical period until the ninth century.

I present manuscript evidence in the form:

 '��B,7���� : '��B,7����

This indicates that both readings are found in the manuscript tradition; the

reading preferred is given first. It is indicated whether a reading occurs only in

a papyrus, is an ancient variant, a modern editor’s conjecture, or a quotation in

an ancient author.
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�� �� : 1$�� �� (ancient variant)  c’ (Fick) : d (MSS) 1���1���2
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this line, which is nearly identical with ., is omitted in some papyri and MSS 
��� : �� �� (ancient variant)  .��� 1’ : ���� (one papyrus) a ]������ �
������� ��1�"������ (added by one papyrus) – !�� �$7 ���Y �3����� : V#��
�$7 ��� �3�����  1�� +��,�� �� : r��� ��� b�"� (one papyrus)  =��� �� :
!��� �� – these lines are lacking in one papyrus (which has them as a-c instead)

imperator
Sticky Note
None set by imperator

imperator
Sticky Note
MigrationNone set by imperator

imperator
Sticky Note
Unmarked set by imperator



������� � 47

�� ���Y '�#) �F 7��1/� .�$����� �31���� �I�� 

d �"�/� ��	��
��" c’ c����" '� �����. 

G H1���� �’, E� .������, \�� ������Y �I�’ ��’ 5�’ 5���

�p	 �
�� �, 8���
 �F �,��� ����, R� �F #�R�	���.

X���Q��� �’ .����"�� ���) 1�� ���-� ���� 	D�.

cg�� 1��1�� V���# �, .��#������� ������:�,

?�4��
� �3���� ���C ����
�� �
�� ��, 

< �
 	’ S�� 	� #�R�-�� , � �’ .��,	�� 8%A ����1D�

���#
’ .��Q��� N�
� � �
 N 	"�/� '�D�� ,

@� ��’ ! �’ .�����K� �	A� �
����, ��
�� �’ G H1�
�

��-7�� S�� i�D
�, �� B��C �F ��,���’ .�D��.

�0 �F ���C �1�� *� 1�) .� ��/� c�������� 

���7��� ��F� S��1 1��’ '��% �/� .���,����,

1��"�K �’ >1���� 1��� ���
Y 5�	� �F �����

�� �) '��Q���"� �1��$����" � �������.

< �F� �$� 	’ S��� � ��: ?
� , '�#) �F 1�����

������ .% �I��� E� �� �"�/� ��	��
�� �Y 

w �’ N�
�� 	
��4 ����
� .41"-� 7��$9� 

d 7 �� B"7�� c’ .% S����� 1�"��$��
 .

5�	� �’ .�’ �I�$
� ��"��) �I�
�� .��A� 5�� �

1���) ��Q��� , !	 �>���� � ��������

��,���1�� i�D
� ���7� 1���� �� 	,������ 

�/ ��)� .�’ �������, ��)� .�	�-� "]�� M7� :�.

�� ?� ��������
���, #�,�
�, � �’ V� �	� � D1
�Y

����	� �F� .�	�/� 5#�"��, ��
1� �
 � � �
�’ '����
�,

1�������
�, .��) �I7 0���4�� �I�F R�����

'��,�	��, u �� ����)� '
	� � ������� '���:�, 

'��C ���) B"7�� 	
�� GH1����� 0����$�� �.

E� �’ !�’ '�	��#��� ���) �
����� �D�"7�� >��� 

?��#� �$�� ��
7:� Y �/ �F �
�� 1�-�� ��	���,

d ������ cF �"�*, '���/� 1�����	��:���Y

@� �K ��)� X� $�� � ��� � �
� � ��	���� 

1�������� � ������ Y 	��) �’ .� �$���� ��:���.

��-� �F �,	
� Z�7� ���*� '���:� �� 	�:� ��Y

 c’ (Fick) : d (MSS)  ���) 1�� ���-� ���� 	D� : ��� � ��7����[ � D1
�
? (one papyrus)  ?�4��
� �3���� : 1����� �[
�] 
���[�� (one papyrus) 
��-7�� : ���7�  c�������� : c���������  ���7��� : ������  '��Q�2
��"� : '��Q�7�"� : ���R�,���"�[ (one papyrus)  ������ : ������� 
c’ (Fick) : d (MSS) a #�[�’ "0/� X� $�� �, ��
1� �F �-�� M7 ���,� (ancient addi-
tion)  �
����� : �
���� : �
����  �/ �F �
�� 1�-�� : �/ �* 1�-�� �
�’
 �’ .� : �
 ��
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“e ���� , Z #���� ����� � 
1������ ���) ��-7��

8#	����-� � ��:�� Y .�/� �’ 8��#,���� Z���

GH1�����, !� �� ����C R�:� .�) ����’ 51��� 

l ���� .� 1��"#� � ���"��,7�", ������ �’ �p��

.� ���� '1���$�� Y �[� �p�
 N �-�� M7 ���,�

���" �
� X� $�� � ���)� ��7
��� � D1� .

'��’ ����� #�$9��	�, 	��), 1�) ��� $��	�,

c
 � � .1 	��$�� � ��D�����, Z
 � � d�� 

X���Q�� M7 ��4 ���$������ .�	�/� .����.”

�/� �’ �p�� ����
� �� 	�C ���"1:� � M	���Y

“e �$��� '�� 1
��"�� 1��� ��#
�, �]�� 5� ���Y

����� 	���/� .����, �$�� ����
�
��� �3�� ,

mB .	
�� � 	��$�� � �"��7
�� .%����[�� ; 

5��’Y '�C� �6 �� �$���� .�� �
���� 	��) ���� .”

�*� �’ '���� R������ ����
#� ��#������
�� b�,�Y

“	$��� , i� ���
�� �, #���� �
1��Y �6 �, � 	"�: 

���#��� �"	
��� , .	
�
 �
 �� d� �� �P�� .

5�%�� !�� �� �� ���� 5�����, ���’ 5�’ .�D� .” 

@� ���K� U��"�� �$��� ����"-�� M	����Y

R� �F 1��’ �I�,��� � 1����
� 'Q%���.

G H1���� �’ '����7F� 1���

� 5#��’ O1A� M7 ���,�.

E� �’ !�� ��R�/� V���# 1,
� .�$#� � ����� 

V���� .% �I��� � $ �’ ��1�� 1�) � C R�����Y 

�/� �’ �3 �
� �� �$	�� 1������%�� J�/ 	$��
 ,

'��$ �’ '� 7��,
� 	
� 5������, V#�� 1�� �S�� Y

@� GH1�
� �I ��	� ���D1�� X���Q
��.

���$1 �’ ������ � �"�$
� ������ $
�

'����� 'Q%��	� .o�����"� J�/ �,���"�, 

�3 �
� �0 1�	,���	�� '�$�1� �� R��
��� �,

����$1 � � ����$�� 	�� '����
B��1� ����#	$�

��/� ������Y �I�/� �F ���) ���� �� �
���’ ����.

E� �’ .� 8����
 �I �,���� #�,����� � D1� � –

�6�’ ��’ � �/� �,���� J��#�,�� �, �6	’ � � D1� � – 

@� � �/� �I �,���� �$�B� �����, �I�’ s� '�,%� .

�:� �
 1�� GH1�
� 1���� J��%
#"��� 	��$�� �,

 e : x ��-7�� : ���" (Plato Rep. c)  1��"#� � : 1����-� 
���’ 5�’ : ���
 �’  U��"�� : V��"��  ������ � : ������ �� 
'����� : '����� 'Q%��	� : 'Q%��	� J�/ : .�) : '�/  '����
B��1� :
'�����
B��1� : ������
B��1� (ancient variant) ����#	$� : ������$� : �7 ���"[�
(one papyrus) – athetised by Aristarchus – suspected by Nauck and
others  J��%
#"��� : J��%
#���� (papyrus and an ancient variant)
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�� �� �0 �,����� �� 1�) S������ ;����’ M����
�

.��,	��, !� �0 .�:��� �
��� �� B��$ �� ��[��;

���-� � �’ '�
��"� 1����� �-�� M7 ���,�, 

�I�’ 5� 0
���� .�) GH1��� � 1�C R
�����,

�� � � 1[��� ��� �� R��D�, � �F ��,����� 5�	� .

'��’ !�� �* �/ �
������ .�) 1��"��A� '#�1����,

1�) ���� �* 7�,�� � ���*� .���� �� �$�����,

.� �’ .��	� �,� 1��� �������
�� 	��$�� �, 

�*� �F� M7 �����, �*� �’ G H1����� 0����$�� �,

\�1� �F �
��� ��RD�Y ?
�� �’ G H1����� �3� ��� Z���,

U 7��� �’ ��� MQ���, ����� �
 N h�-R�� M����
�.

X���Q
�� �’ >1��� 	�C ���"1:� � M	���,

'�7�[ �’ 0����
�� 5��� ��������� �����,��Y 

“�[� �* �:Q �’ 5����, � �# �� #��� �’ M7 ���[,

�3���	� �
�� 1[��� M7� �-� ����) ����,

G H1���� �� D����� �$7�� y��� ��� .����.

�6 �0 �[� 5� �’ 5�� ��#"��
��� ���� ���
�	� ,

�I�’ �3 1�� �$�� ����C �$	� N1$����� M����
� 

������1"� �������� ����/� � /� ��� �7� �.

'��C �A �F� �[� ���	 1�) ����"�, ����� �’ .�D �� 

��7��
�� ��� 	��
 .�����R �� ��7
���	� .”

@� #$�’ M	�����Y � �’ .���	���, 7�-�� �F 	"�: ,

��� �’ ��’ .�) ������ 7��1���D7 ��� .�� �	���. 

< �’ ��� �/� �F� 5�� ��, 1 7����� �’ G H1���� �-��,

��4#�R
 .41"-� �
��� 1�) '�� �
� #
���Y

'�7�[ �’ 0����
�� 5��� ��������� �����,��Y

“c	�-’, Z �$�� �� �� R $9��� O1A� M7 ���,�,

���" �
� X� $�� � ���)� ��7
��� � D1
�. 

'��’ ��� �* ��

��� 1�) '��%D���	� �
������.”

�*� �’ �p�� ����
� �� �
��� 1��"	������ GH1�
�Y

“��Q#�R’, Z �
� �� �/ �$��� ���A #������� Z�	�

��
�:�, �j� tH1$R� c�F X������ �
1� ��-���Y

�[� �’ 5� 1�) ������ ��

 #���) � �����	� , 

s� 5���� .��[ �>��1’, .��) 3��� 8#	����-� �,

���7��� .%��	�-�, ���� �’ 5����	� �
��"� �.”

�/� �’ �p�� ����
� �� 	�C ���"1:� � M	���Y

 ���-� � : ���� � �  0����$�� � : '����#��� � (Maximus of Tyre x ) 
�
��� : ?[�� (ancient variant)  �:Q �’ (Aristarchus, MSS) : �:4� (Zenodotus,
MSS) : �
ı̈ (Bentley)  y��� : �����  ���� : ���  5��� ���������
�����,�� : ����
#� ���"1:� � M	��� (one papyrus and one MS)  �*� : ���
(one MS)
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“c	�-’, Z �F� ����C ���*� 1�) ���� � �����

������	’ N%���� ��"��,���� , '�#) �’ N��-�� , 

�p	 �
�� �Y ��-�� �C� J������
�"� � u������Y

'��’ .�/� 5���	 	"�/� .������� �
�	�4 �"��: .

�[� �’ �	A� ����:�� ��7D��	�, ���
 � ��,�
�

5��
 #� �
��, >�� �3����� �3 1�� M7 ���,�

�:4 1���1������ 5���� R�������� #
���� 

���� 5� ���#"�$�, Z 1�� �: ��"�) ����� .”

@� #��
�� 1�) 1�����,�� <�����’ M	���.

�0 �’ !�� �* �7��/� Z��� .�’ '����� � � ������,

�/� �������� ����
� �� �
��� 1��"	������ GH1�
�Y

“�6 �’ 5� , X��
�� "0
, #�R����� , E� �/ �$��� ��� 

��)� ���) ���" �
�� X� $��" ����, �I�
 ���’ 5����

��-�� .���7������Y �[� �p�
 �� 	"�/� '��1��

������� '���� ��-�Y \�� �� 1��, d 1�� T�����.

'��’ ��� ��[�� 	��A� .� �D��	�Y ��) �C� �� ��� 

�$��"�� 5������ 1�) .���1��� T���� $
�. 

�I �C� .�D �’ 51������ '� 1�
, �3 1�� .��) b�,�

�D� 1��������, �*� �F B"7*� '#
�
�� ,

'��’ .��) �� 1
 �� �"���
 1�"�C ��,7�’, M7 ���[,

��1�/� M7� �-� � �D�
 �$� �Y @� �F �A ?
9� �.”

�/� �’ ��’ J����� ��K� ����
#� ����� O1A� M7 ���,�Y 

“ G H1���, �� �� , ������, �"�����,��� '����"�.

E� �I1 5�� �
�"� 1�) '���$� � !�1 � � ��$,

�I�F �,1� �� 1�) ����� ���#���� 	"�/� 57�"� �,

'��C 1�1C #���
�"� � �����F� '����� � �,

@� �I1 5��’ .�F 1�) �F # ������ , �I�
 � �:4� 

!�1 � 5������ , ���� c’ \����� �� �������

�>����� y�� q���, ����,� ��� ����� ����.

�������� '����� � ����1��Y �[� �� �$�� 7��

��7����� �’ 5���� 1�) 	�����
�� ����� ����.

�6 �� 5�’ 5�	’ J�$�"% �, �#�� �
 �� X���C� M	��� 

5�7� .�: ���$� . �[� �’ T	��� �$��’ '������� �,

1���’ .�:� N�$�
�, �j� 51����� 5�7�4 	"�
�.”

Z ?� 1�) '������K� ���Q� ��� 7��1 �� 5�7��.

 ���
 � : �* �’ 5�  ����� : ������  ���� : ����  '��1�� :
��
�� (one papyrus)  .� �D��	� : .� RD��	� : .� �
����	’ �k  �$�2
�"�� : �$��"���  '� 1�
 : '� 1 :  a, b = – added by one papryus
 �I�
 � : �6�� � : �6�� ��  ���� : ���� �’ c’ (Fick) : d (MSS)  �[�
�’ : �[� '������� � : '������ �  	"�
� : 	,
�
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1�) �/ �F� ���� ��K� c��,��� #��� ��� GH1�
�Y

\9��� �C� ���4�D�, �/ �’ J�
������ 7$�1��� 5�7��, 

.� ���� �’ .�$��. '�C �’ v����� X���C� M	���,

mB �’ M7 ��4 ����", �$	� �’ G H1���� �� �
�� ��:�.

G H1�
� �F ����
� ��� '�,���� X���Q
��Y

“;�R�����, �I�’ ��� �D � , 	��-� .� ��1��’ M7 ���[,

.1 � /� c����� �/� .�/� �����. ;�� 5#�� ��, 

'��$ � � '�� ��*� 1�) .��1����� 5���� �,	
�,

V#�$ �’ J��������� �
���� '�1�� �� �$	
�� .

�I �
� �� #�,���� ����#�
�
 .� ���" ��%� �,

'��’ �	A� ����:� � C ���	��# � 5������,

�3 �� 5�
1� 	���. �[� �p�’ .�/� 5�7�� ���"� 

7$�1���. E� �� � � �: .� 7��& ��� 1����� �

1�� 1�� .��#������� ������� i�D��� �
�� ��

��-� 1���#	 �
�� �. �A �$� �# � ���� �
� ����.”

Z ?� 1�) '������K� ���Q� ��� 7��1 �� 5�7��,

1�) R$�� X���Q��� �
��� �$1��, �I�’ '#$������Y 

���� �’ '����$�7	� �$1��� ���". 7D���� �’ G H1�
�,

!��� ?$ �0 R
��� O1A .�D� �� 51#"�� 7� ���Y

��� �F 1���#����, �I�’ ���’ 57� ���� ��� 5�7��.

��Q#�R�� �’ .1$�� ��"1$�� �� ��1�/� 'g���Y

; ��
 � � ���" ��1���Y � �’ �6 �� �0 .��,	�� Z��. 

G H1�
� �’ 5��
 W � � .�) #���) #D���
� ��Y

“e ���� , Z �$�� �� �� 	��) 	$������� 1$������.

��Q#�R�� �C� .�D �’ .#$��� v�
� ����-�� ,

'��’ � �F� .� ���7� , .�F �’ .%��$����� M	���.

�[� �F �* .��,	 �� 	$����� 1�1��, �I�’ 5�’ ���"	��, 

�I�’ '�
�. Z �$� ?� �$�� �� �� #������� Z��

b��� �� 1�) � /� "] N1�R��
 , �> �� �$��� ��

���#����� ���,���Y �[� �p�
 �� ��-�� 1 7$�� .

�* �C� '���"��� �� 1�) '1�� :� '��������,

'��C �
�� ?
%�� � 1�) .����
�� � �"	
�	� .” 

@� ��� #
����� ���,����� #$������ 8%,,

�� �0 J�/ ���$��� �
����, �
�� �� �� R���� ��,

 #��� ��� GH1�
� : 7$�1��� 5�7��  7$�1��� : ���� ��� (ancient variant) 
c����� : c���� �  �,	
� : �,	� � (ancient variant)  J��������� : J��������
 �$	
�� : ��	�����  ����:� : ����:��  ���"� : ���"� 
1�� : �# � (ancient variant) .��#������� : .��#�������  .1$�� : .R�� 
e : x  �I�’ 5�’ : �I�
 �’  �$�� �� �� : �$�� ���� : �$�� 	
 �� 
'���"��� : '���"��
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�3����� �F '��)� =� �’ ����/� JB ����� �,

!� �’ �P� � �������� � C ��#

� .��R���:�

T��$%
� d ���’ '���*� d ��:1� ���
��Y 

@� GH1�
� �3���� � �$��
� #$������ 8%,.

E���	� �’ M7 ��,�, �
���� �’ .�������� 	"���

'����"Y ����	�� �F �$1�� ��
��� � 1$�"B��

1��/� �� �$����, 1��"	 �’ .�
��"� #�� �� 

�����#$�
 Y 1���) �F ��� �������� 5	� �� 

7�,��� , z� G{#� ���� >� ��#�� '�#) 	��� $�.

�]�� �’ '��*� �P� ���’ '���$� �"1�/� '����: 

\������, s� 1$�� ���� .� �I���: >����� '����,

@� ��7��� '�
����’ �I�1���, w� ��’ M7 ���,�

�$���� ��% ���� , #���

� 1�1/� GH1��� ��
 , 

������
� 7��� 1����, !�� �3%� � �$� ���.

��[ �F 1�) ���� ����� �F� 57� 7��� 7$�1�� ��,7��

1��$, �C X����1�� � R��� .�$� %� 1���1�$�,

#������ �’ W 1��|��� '�’ U�
� �I7
�’ 57�"� �,

��"1�����, >�� �� B"7�� U1 ���� V��	���. 

�� ?’ .�) �] ����:�’ 5���’ 5�7�4 �-�� M7 ���,�,

'�� 1�A �’ T����-� � ’ �I7
��� ;�"	’ '1
1�.

�I�’ ��’ '�’ '�#$����� ����� �$�� 7��1�R$�� �,

V#�$ �� � � ���� ���� '�� R������ .�
��� �.

;� �� �’ .� 1���� �. � �’ .��,%��� �-�� M7 ���,�Y 

“ G H1���, '�$� ��" 5#�� X����1��’ .%�����9
�

�:� 5����	’, .�F �’ �I�F� 8��9�� ���# � .����Y

��� �, ��-� �’ ���"	�� '�����*� �
�’ '����
�

��"�)� 5� ���#"�� � � .�K ����� �	� ���������,

!� �� ��,���’ 5�"��. �F �F� 1,��� c�’ ��
��� 

N�1���"�’ '41:�, �/� �F 1�����"� � M7� ��.”

�/� �’ 8� ������

� ����
#� 1��"	������ GH1�
�Y

“������’ J�F� B"7�� 1�) ��,�
� �:� �� ��1�
�,

�� �� 5� ���C ��"�) 1,��� 1����$B� M7� :�,

'��C �A �F� 7��1�� �� u� � 7�"��� �� �
��%�, 

 � C : '�/ (ancient variant)  T��$%
� : T��$9
� '���*� : T����*�
 .�
��"� : .�
��"��  1���) : �� ��)  = . omitted by some MSS
 a–c = – inserted after  by one papyrus  #������ : #�-��� (ancient
variant)  ��"1����� : ��"1����� (ancient variant)  ����:�’ : ����K�
5�7�4 : G H1����  athetised by Aristarchus  .��,%��� : .��,7��� 
'�$� : �#�� (ancient variant)  N�1���"�’ '41:� : N�1���"�’ '� 1:� : N�1���"� 
1�1:� (Antimachus) : N�1���"�’ ' 1

� (West) 1�����"� � (Buttmann) : 1��� �[� �
 7��1�� . . . 7�"��� : 7�"��� . . . 7��1�� �
��%� : �
7��	� 
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�:�� �$ �� �D��"� ���*� 1�) ���� � �����,

�:�� �F �31��’ .�/� ������ �$� �, V#�� �"��� ��

i�:�� 1�) i�D
� ���7� ���$7
� 	������.”

�/� �’ ��’ J����� ��K� ����
#� ����� O1A� M7 ���,�Y

“�� ��, 1,��, ��,�
� ��"�$9�� ���F ��1�
�. 

�f �$� �
� �I��� �� �
��� 1�) 	"�/� '����

U�’ '������������ 1�
� 5����� , �]$ �’ 5�����,

E� �I1 5�	’ s� ��� �� 1,��� 1�#���� '���$�1� .

�I�’ �3 1�� ��1$1 � �� 1�) ��1�� ��� �’ ��� ��

����
�’ .�	$�’ �������, J���7
��� �F 1�) ����, 

�I�’ �3 1
� �’ �I�/� 7�"�: .�,���	� '�D�� 

���������� X������, �I�’ }� �
 �� ���� � �����

.�	��
�� ��7
��� ������� , s� �
1�� �I��,

'��C 1,��� �� 1�) ��
��) 1��C �$��� �$����� .”

�/� �F 1���	�� �1
� ����
#� 1��"	������ GH1�
�Y 

“Z �’ �p � ��D�1
� ���� ������ , �I�’ ��’ 5������

����� �Y Z �C� ��� �� � ������ .� #���) 	"���.

#�$9�� �[�, �� ��� � 	�:� ��� �� �
�
�� 

d��� �: , !�� 1
� �� X$� � 1�) h�-R�� M����
�

.�	�/� .���’ 8�
�
� � .�) �1� � � �,�� � �.” 

@� ��� � � ������� �
��� 	��$�� � 1$�"B��,

B"7* �’ .1 ?�	

� ����
�� q4����� R�R�1� 

s� ������ ���
��, � ��[�’ '�������� 1�) vR��.

�/� 1�) ��	��:�� �����,�� �-�� M7 ���,�Y

“�
	��	 Y 1��� �’ .�K ���� �
%��� , ������ 1�� �* 

b�A� .	
�� ���
�� c�’ '	$���� 	��) ���� .”

Z ?� 1�) .1 ��1��-� .�,����� 7$�1��� 5�7��,

1�) �� �’ ���"	�� 5	�7’, � �’ '�’ U�
� ��,7�’ .�,��

�0�������’. ���� �F ���������� "]�� M7� :�,

�k 1�) 	������� #"*� 1�) �P��� '����� 

G H1�����Y �I�’ ��� �> � � '��"����� �� ���
���.

}�� �
 � � �3���1�� ��K� .� ������� �����Y

“e ���� , Z �$�� �* ����1D����� '�#�#$��	� 

GH1�
� d !�� ���� .�
������ �"�) 1��

 .”

@� ��� � � �3���1� 1�) �I�����1� ������$�. 

�/� �’ .��) .%��$� %� ���$�1�� �-�� M7 ���,�,

 �:�� : ����� �[ (one papyrus)  ��’ J����� ��K� : '���� R������
(ancient variant)  �]$ : !���  .� #���) : 5���	  = . absent
in some papyri and MSS '�������� : '������� (Plutarch De aud. poet. d) 
'��"����� (Barnes) : '��"���� (MSS)  e : x  .�
������ : .�
���	��
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��C� .� M7� �-� � 5��� ��������’ '����"��Y

“e #��� , M����
� <������� c�F �
������,

.��) �* ����’ ����� 	��) ���$���	� 5�
1��,

s� 1�1C ����’ 5���%��, !�’ �I �,������� �0 ���� , 

�� �’ ����’ '�#) ��� � �A� ��,7�� �� ��	

���,

V#�$ 1’ 5� ��:��� i�D
� ����, !� � �’ 57�"� �,

d 1������B�"� � ��� � �1��� ��[�� ��������,

Z� �
�� � ���$�� 1�) GH1����� �I1
�’ .�����.

'��C ��� �� ��[�� #���� � ��
%��� 	"���; 

1�-�� �C� ����� �
1"� �1��"��� �	�����

X$���1���Y ��[ �’ �I1 .� ������ , V#�’ m� .�D ��

9
�-� � ���

 1�� �� #��� ��,���’ 8�D�� .

�� �F 	�����
� ��� 1�����	���’ ��� MQ���,

�I�C� .�K 1�) 1�-	 #���" ��������’ N�����". 

�[� �’ ��’ '�������� �� ����, 1�[�� M7� :�,

��"�)� 5� ���#"�� � ��D��	�, ����� �’ ��
���.

c�$��	� �
�� 1[���Y .�
#����� GH1���� �-��,

} i�:�� 1��C ���" 	�: @� �I7���
���.”

Z ?� 1�) GH1���� �-�� '� 1
� ������ 5���Y 

'�#��
�
� ����� �	� ���:� �
����� �
�����

.� �#"�/� .1 ��
����, R�
�"� �’ .%����� 0�$����,

.1 ��#�� � �’ 5����, 1$�� �’ \�1��	� 5����.

.� ��#��� �’ '��RC� '�$ �� 1�"�C ��,7�’ '�����

�$�� %
� ?’ .�$��, �K �’ �I1 '
1���� ���
�	��. 

��[ �’ Z� N�1��
�� � 1��������, '�#) �F 7�-�� 

1"$��� ��������, 1$�� �’ u��� .� 1���� � �

1�-�� �$��� 7�����Y ���� �F b�A� �"����
��� �

�:1�� '� 1�����	� N� .� ������ ���� .

@� ��[ �F� 1�1�� �� 1$�� u���. < �
 �" ����� 

����� 1����, '�/ �F � ���*� 5�� B� 1��,�����

������, 1D1"��� �F �$�� �
�� ��-�’ .� ��[��Y

 ��������’ '����"�� : ��������� �����,��  e #��� , M����
� <����-
��� c�F �
������ : M���Q�� �� 1�) ���� '� ����� X���7� :� (Zenodotus) : e
#��� v�
�� ������, 	��$������ q����  5���%�� : 5����1��  �� ��	

-
��� : �� ��	:���  �1��"��� : �1��"����  .�D �� (Bekker): 5�
��
 9
/� .� M����� � # ������
�� � �����
 (ancient variant) a 1� �]�	�����
��� ���� ��� 1�1 ���[��� �7� �"� (one papyrus) – athetised by Aristarchus
 ������ : ������  '�#��
�
� : '�#��
�
 �
����� : �
������ : �
�����
 omitted by one papyrus  �������� : �������� (ancient variant) : �������� :
��������� (Dion. Halicarnassus De comp. verb. a)  �"����
��� : ���� 1
��"���
(ancient variant)
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U �
%�� �’ .��� �C ���*� #����Y '�#) �F ����

1
1"�: �’ �37���� 1�) ���
�� 1��C ���".

�: �F �$� ��’ ��’ 5�� .�����1 ��, E� �� u���� 

l �� �� 8#�"����� �"�) ��,7� �� 1��’ �1���.

���) �
� ?� �
����� ��� � 57�� '�7���
���,

.%��	�-� ����:�� �"�$
� ������ $
�.

�$���� �’ .�� �$��"� 1"� �������� 1��C 1�����,

.% 8����1����� 8���$9
� ����� \1�����Y 

“�7
�	�, #��� , 1�� �’ �P�� .$���� 1�������� ���

.%��	���� ������ 01
�	’ .�) ���� M7� :�Y

����
�’ '�
�� ��[��� '�$�	���� 8R� �������,

;� �
� <� 1��� ���
����� c�’ .����� 

�����. 1�) �
 �" �: �� ���*� �� ���� �
�"1�� , 

X���,�, !� � � 5� 1�� 1�) 5���#� ���� ���
�	� 

i�
��Y �$� ��� �’ .��) ���) �$��
� ����’ 5	�1��.

�����"� �$� �� ��-��� '�
1���� ����	$�����.

�:� �$��
� �I ������ 8�,���� '7�,����� ���

E� N���, �L �’ �7�� 8%A 1�������� q4��� �3�
, 

G H1�����. E� V#���� 	��
� � .� 7���)� .�� � �Y

�D 1� 1�����$��	� 1������
 �� �"���
�
 ��

����� 	’, v � � 5� 1�� �"�$������, c�’ .�K �I���.”

@� 5#��� 1���
�, .�) �F ����$7���� ���-�� .

i�
 � � � �’ tH1$R� T� ��[ .%��7� ��� �Y 

“�
1���, .�K �� ��Y �� �" R����� ���C ��	�[��

��[ '����	��:���; ! �� �,1��� �� 1�) Z���

�I7
�* 1��C ���" ���
�1��, ���� �’ V�� ��

i�
�� �� 1�) i�
 � � 1��C ���� �, �> �� 	�/� =�

�� �
7��’Y Z �C� 1�� �# �$�� �
�� 1[��� 5��	� 

9
/� .D�Y �[� �p 	$����� 1�) ��-�� 1 7$�� .”

@� 5#��� 1����"�’, ���7�� �’ �6 �D � �
�"���

GH1�����Y �I �$� �> � � .���"��� ������� .�	D�

;��� �’ !��� ?$ �0 ��� � 51��	 ����� �"�$
�,

'��’ v �’ 0��/� S#� �� �"7: ����" JB���-�, 

�����1� ���#"�
��, .� �F 	���� �� 1��’ 5������.

 ��,7� �� : ���7� ��  ��� � : ��� �  .�� �$��"� : .� �$��"� 
1�������� : 1��������  ����
�’ : �������  ;� : ��  �: �� : �: ��
 ����’ 5	�1�� : ����� 	�1��  �����"� : ����"� (one papyrus)  �$�2
�
� : ����
�  �D : �:  ���-�� : �
������ (ancient variant) : �"��-1��
 R����� : R���� : R
��� ��	�[�� : ��1�[�� (Aristarchus)  1�� : 1

 rejected by West  ���#"�
�� : ������
�� 	���� : 	���
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1
1���� �’ '�# ���� � � .o���1$�� � 1��C �:��

'�#) �"�) ����� ������� �
���, V#�� �
�� ��

GH1��� 	���C �����C �$7�� ~1 ��������� .

�����, �I�’ .������ ! � � �$�� ���� �����:� 

7���)� M7 ����� �$���� ���"1:� � M	���.

1
1"��[ �’ ;1�"�� 1�) ���
��� '�/ �,���"Y

��� �’ .����7	� �"-�, 7���) �
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 �� �I�� 
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�	� �F ��[��
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1��� �.

�f �C� '�’ �6���� �3� .��[ 5���, '��C �$�’ ���:�

����
 �* �� �� 	���A� GH1���� �-�� M7 ���,� 

��[��� '�����%�� ��� �� �������� ����� ,

1�) �� � � 1�����,�� '�������� '���� ���,

v � � 57��1’, .��) �6 ���’ .�) ���	"- �
��� '���:�,

'��C ���A ���	
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��� �I���) �31
�.”
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�� ���$�� � � 
��"�� �� �$� 3��, 

������
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5��� ��������’ .�) ���7�4Y �/� �F ������

N�1������ ����	�� ��� ��Y ��7
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 � � >��� 

\�1�� '1��
��
� 1����� .�) ���� M7� :�. 

�*� �F 1��’ 8#	���:� .��R���* �A% .1$�"B��,

d� �� �’ .%����
, '�/ �F B"7*� .1$�"����,

���� �’ '�/ 1���/� R$�� �
����� � ��������,

���"1� 1�1�,#���� �� ��F ���1�*� '���
����

1�������� 	’, ! ?$ �0 �:1� 7�"�� M#������ 

;��� �: , !�� � � 1��"	������ c�$��	’ G H1�
�

.1 ����" +{���
���, .��) ���� �"��� \���.

'�#) �
 � � ����
 �� 1�) �����
��� u� � 5����,

�> N ���C �#�� � �P7�� '�"9��
��� '���
�	� .

 � ]B� � �� ��# �[��� � � �"���1��� � 1���"��� (one papyrus)  7���)� :
7���] "� (one papyrus)  !� �’ : !�� : u� �’  .� �
 �� : .� �’ .��� �I�� :
�I���  ��[�� : �"-�  1������ : 1�����  �"��� ��� �1� ��] ��
�"�[�� 1� ] �"����  1���� (one papyrus)  ���7�4 : �� 7[�� ] (one papyrus) 
'�/ : '�C  R$�� : 7
�  5���� : Z���
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�[� �F �A �
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�$��� �’ J������"1�, ���$1�"��� �F ���� ��,
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�7��Y
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“5��’ �S�
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�,

�S���1’ .� �
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�"� �Y
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�
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COMMENTARY

–

In the preceding book the stage has been prepared for the final, climactic battle

of the Iliad, the fight between Hector and Achilles: the gods, who had temporarily

joined the fighting on earth, have returned to Olympus, and pro-Trojan Apollo

has sidetracked Achilles from the city via the Trojan Agenor to allow the other

Trojans to flee inside the safety of the walls. The dramatic nature of the encounter

between the two heroes of the Iliad is increased by the presence of spectators:

not only the divine audience of the gods, as always sitting in their Olympic ‘sky-

boxes’, but also the old Trojan king Priam, Hecuba, and the other Trojans (but

not Andromache! see –n.), who are standing on the walls of Troy. We are

virtually dealing with a teichoskopia as found in book  (–) and depicted

on the Shield of Achilles (.–). In the case of the duel between Paris and

Menelaus in book , Priam does not ‘dare to look with his own eyes on his dear

son fighting’ (.–).

Before the confrontation between the two heroes can start, however, another

scene has to be rounded off. The fight between Achilles and Agenor (.–)

at . had evolved into a ‘god meets mortal’ scene, when Apollo had taken the

place (and shape) of Agenor. The opening of this book recounts the customary

final part of such a meeting, the god revealing his divine identity. For ‘god meets

mortal’ scenes see –n.

– �� 	& $'� . . . �(�)� 
���	#: there is no scholarly consensus about who is

responsible for the Homeric book-divisions: Homer himself, the rhapsodes, who

recited the epics during the Panathenaic festival, or the Alexandrian scholars who

edited the texts; for an overview of the positions see the special issue of Symbolae

Osloenses  () edited by Jensen, to which should now be added Edwards

() –. Whoever was responsible clearly had a method in mind: books

very often open with a sunrise (e.g. Il. , , ) or a change of scene (here and

cf. Il. , , , , , , , , , , , ).

The change of scene is accomplished by a combination of a �
�-clause, which

recounts the activities of one party (Trojans inside Troy), and a �
/�I�$�-clause,

in which the narrator turns to another party (Greeks and Hector outside the

walls); see Richardson () –. The �
�-clause forms a recapitulation of

what preceded: from . onwards the Trojans have been fleeing in panic inside

the city, parched with thirst (cf. ��#"9���� at ., , ��#�R��
�� at .,

and ��B� at .). The imperfects suggest that they continue to cool down

and slake their thirst while the narrator turns to the action on the battlefield,

effectively contrasting their respite with the martial and athletic exertions of

Achilles and Hector.

59
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60 COMMENTARY: 1–5

 ���": in Homer a metrical variant of ��� �; see –n. ���"*���� ‘having

fled in panic’; this form of the perfect exists alongside ��#�"����� (Od. .). +,��:

see n. ����	#: deer/fawns typically symbolise the chased as opposed to chasing

lions, dogs, or hunters; often there is an undertone of fear and helplessness. The

imagery will be taken up in the form of a full simile at –n. (see also

Introduction b).

 &��- .��/��	��	: lit. ‘they let their sweat cool down’; cf. .; .. The

verb is probably related to both B"7�, ‘blowing’, and B"7���, ‘cold’; see LfgrE

s.v. There is an ancient variant '��B,7����, which is favoured by Aristarchus;

this verb is however combined with #���� Z��� (.; .) rather than 0��:.

.�0	��	 . . . �#/��: the meaning to ‘heal’ one’s thirst occurs only here, but the

verb is used metaphorically at other places (e.g. patching up a ship: Od. .).

 �����$0�	� �������� 1���2���� ‘leaning against the beautiful breastworks’; it

seems most natural to take this posture as expressing their exhaustion, but there

might also be a hint of their seeking the protection of the walls (so the scholia, and

cf. e.g. Paris ����� 1�1� �
���, when shooting an arrow at Diomedes: .).

5���% �, from .���
%
, ‘to defend’, is a breastwork on a wall to protect defenders

(cf. .–). We hear about such breastworks repeatedly in connection with the

wall around the Greek ships, but only here with the Trojan walls. The narrator

typically zooms in on a detail of the scenery when his story asks for it; see –n.

This is the only instance where breastworks are given an epithet, the ‘beautiful’

perhaps reflecting the relief of the Trojans, who have been able to flee inside the

city (cf. their being called '��$� � ‘glad’, at ., typically of those who have

escaped from danger).

– �(�)� 
���	#: though the Greek forces at large are briefly mentioned

here, the ensuing action will revolve mainly around Achilles and Hector; their

presence is acknowledged again at – and –, but their role is that of

onlookers. ���	� ‘nearer’ (comparative of ��7 ). West , xx prefers this accen-

tuation to that of the vulgate (y����). 3��� = ; ���. ����’ 4$	��� ��#������:

lit. ‘leaning their shields on their shoulders’. The exact interpretation of this

posture, which recurs only twice (. and .), is unclear, but ‘it might

indicate a shield held out almost horizontally, with the top resting on the shoul-

der’ (Richardson). It would seem to be a defensive manoeuvre for protection

against missiles thrown from the walls of Troy (cf. the Trojans who at .–

hold up their shields to protect themselves against stones thrown by the Greek

defenders from the wall around the ships; at  the possibility of the Trojans

pelting Achilles from the walls is mentioned).

– The last time we saw Hector, he was snatched away and wrapped in

mist by Apollo at the moment Achilles attacked him (.–). When we meet

him again, he is standing alone in front of the walls of Troy, i.e. fulfilling his

quintessential role of its ‘sole’ defender (–n.). His moving to this place has

been ‘passed over in silence’, according to the typical Homeric principle of 1��C

�/ � 
�D�����.
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COMMENTARY: 5–9 61

 ‘Hector baneful fate shackled, so that he stayed on the spot’. �(�	% $�
���: in

Homer infinitives are often (syntactically) loosely attached to other verbs, having

final or consecutive force (GH II –). 5�	�6 $	
�’ 1�0�����: ��-�� is one

of many Homeric words for fate, cf. �3�� (, ) and ������ (n.). Since

it usually pregnantly means ‘death-fate’, it is often accompanied by negative

epithets, such as ‘forceful’ (.), ‘accursed’ (.), and ‘evil’ (.). The

force of the metaphor ‘fate (or a god) shackling people’ (.; Od. .; .;

.–) nearly always is still felt: whereas the other Trojans ‘did not dare to wait

for each other outside the city and wall’ (.–), Hector has to stay, since he

is doomed to die at Achilles’ hands (see Introduction d). Soon we will see that

Hector is forced to stay not only by an external force, fate (–n.), but also by

an internal one, his own resolve.

 78�#	" ��	���	� �: the preposition follows the word it governs (L ). The

form +����" occurs in all MSS and scans with an irregular long second iota; the

original formula presumably was +����� ����$�� 	� (printed by West in his text).

�"���� . . . 9������: again, the narrator mentions a significant piece of scenery:

the Scaean gate is the main gate of Troy, giving access to the plain where the

battles are fought. It was at this gate that Hector had his memorable meeting

with his wife Andromache and son Astyanax in book  (cf. .–), a scene

which clearly forms the backdrop to this entire book (see Introduction c). It is

also the gate at which Achilles will be killed (cf. ) and where earlier the Trojan

women prayed for Diomedes to be killed by Athena (.). Troy has many gates

(cf. .), presumably in order to make it resemble that other famous mythical

city, seven-gated Thebes. At – we will hear about a Dardanian gate. For

discussion of the Trojan gates, including possible archaeological identifications,

see Mannsperger ().

– With a second �I�$� (cf. ) the narrator turns from the Greeks and

Hector near Troy to Achilles and Apollo, who are running farther away on the

plain, near the river Scamander (cf. .–). Because the god’s goal of averting

the danger to Troy and the Trojans (cf. .) has been reached, Apollo can end

his ‘ruse’ of luring Achilles away from the city. His tone is offensively mocking,

which is in tune with his being a pro-Trojan god and hence Achilles’ opponent.

(He will kill him together with Paris, as Hector predicts at –.) Contrast

the sympathetic mockery of Athena towards Odysseus at Od. .–, who

likewise ‘chides’ her mortal addressee for not recognising her but at the same

time offers support and praise.

 :���;��� ‘son of Peleus’. Besides a patronymic on - ���, Achilles has two

other ones (on - 
�, acc. - 
��, and on - ��).

 �#���: forceful ‘why’ (either �� + syncopated ���� or IE ∗kwidpe>∗titpe>

�����).

–  ���<� . . .  ���: the juxtaposition underlines the gulf between the two;

cf., e.g. .. 1��: Ionic participle of �P�� . 	(�0 �� �� ‘not even now’; cf.

., also mocking. �I�
 in Homer often is adverbial (GH II ). Enclitic �" is
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62 COMMENTARY: 11–14

a shortened form of �[�; it may be temporal (as here) or indicate a conclusion.

$� | =!��� >�  ��� �?$�: �� is a proleptic object, anticipating the subject of the

dependent clause; see –n. �� �’ . . . $����#���� ‘but you keep on striving’ sc.

to get me; cf. ���) 5��� �� (Ach.) 1 7����	� ���)� �]� � (.). �
 marks a

new action rather than a new subject; see –n. .�����0� ‘without pause’

(adverbial), here with connotation ‘to no avail’, since a god cannot be overtaken.

One papyrus adds an extra line (+����" .%����$%� .o1������� ������	���) after

, which at . also follows after '����7
� �������� �, but here is less apt

(Achilles is not desiring to destroy Troy, but pursuing a Trojan away from that

city).

– Apollo mockingly suggests that Achilles is not interested in killing the

Trojans he had been routing. Of course, the Greek hero had been very much

intent on doing this before he was sidetracked by the god (cf. .–). @ ��

‘for sure’; the use of the particle Z, which stresses an objective truth (n.) and

is reinforced by �", creates a mocking effect when used in connection with an

unlikely suggestion. �	� = �� (L ). A���� ���	�, 	B� 1������� ‘the fight

with the Trojans, whom you put to flight’. i�D
� is objective genitive (scholia

and Ameis-Hentze). ����� often specifically means the toil and moil of fighting

(e.g. .). 	C �� �	� �?� ���" ����, �� �' ��%�	 ���� �� ‘who were penned up

inside the city thanks to you, and (i.e. while) you bent away here’; an instance of

the Homeric paratactic style (L ). This second relative clause, added without

a coordinator but with a repetition of the relative pronoun, specifies the first; see

GH II . ���� = ������ (L ), passive aor. from �3�
; cf. ��� � �’ 5������

'�
��
� (.). � $�	�� has the connotation ‘you turned aside from your

original course’, which was the pursuit of the Trojans. ��: see n. ��%�	: the

liveliness and naturalness of Homeric speeches is due in part to the presence of

deictic words; ‘here’ evokes the picture of Apollo pointing at the spot near the

river Scamander where they find themselves.

 $0� = ���, as often in Homer. With the particle ���, ‘really’, ‘in truth’,

a speaker, as it were, personally guarantees the truth of his proposition, often

because it is in contrast with what his addressee supposes or wishes; see Wakker

(b) –. �	�: a frozen form of the ‘ethic’ dative (n.) of the second-person

personal pronoun. It functions as a particle, which, if pressed into words, should

mean ‘you see’, ‘you know’, or ‘let me tell you’, but which is often left untranslated.

$����$	� ‘(someone) fated to die’ = ‘(someone) who could be killed’. At the end

of his speech Apollo returns to its beginning: mortals can not overtake immortals,

nor can they kill them.

– Apollo’s mocking tone has struck home: Achilles reacts with an angry

speech, in which he picks up Apollo’s points in reverse order: ‘you deceivingly

turned me out here away from the wall’ (cf. b and the echo of ��[�� in .�	$��);

‘(if this hadn’t happened) I would have killed many more Trojans’ (cf. –a); ‘if

you were no god, I would take my revenge on you’ (cf. –). Though Achilles’
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speech is unusually offensive (the only parallels being Menelaus addressing Zeus

at .– and Helen addressing Aphrodite at .–), it is not out of the

ordinary: as Jones () has shown, Homeric heroes speak about the gods in

terms of powerful human beings (rather than numinous and venerable beings).

This attitude and, of course, the frivolous behaviour of the gods themselves, was

a cause of great concern to later Greeks; see Feeney () –.

 $0!’ 5� ���� ‘(having become) greatly vexed’, ‘deeply troubled’; the aorist

is ingressive. Although the etymology of this verb is unclear (related to 57	��, ‘a

taking of offence’?), it is clear that it conveys an emotional release (of frustration,

fear, anger) when one cannot react in the way one would like, cf. LfgrE, with

references. ����� ����: Achilles is called ‘swift-footed’ thirty-one times, an epi-

thet which he shares with the messenger of the gods Iris (nine times). Achilles

has three more epithets which stress his swiftness: ���$�1��, ���D1��, and

(�����) ��7,�. The present book shows him living up to his reputation with the

spectacular chase of Hector; see Whallon () –.

– =���/�� $’ . . . ��0/�� .�< ��#��	� ‘you have fooled me . . . by turning

me away from the wall’; a coincident use of the aorist participle, which means

that the main verb and the participle describe the same action or different aspects

of the same action. R�$��
, ‘disable’, ‘hinder’, often has a figurative sense ‘to

harm someone’s wits’, i.e. ‘fool’, with the gods, atē, or wine as agent. In his

anger Achilles uses stronger language than the narrator, who at . had said:

���
 . . . 5	����� M����
�, lit. ‘Apollo beguiled him with a trick’, i.e. ‘tricked’.

D����!� ‘working from afar’. The etymology and meaning of this word are

disputed. It is usually explained by modern scholars as ∗(�1� (cf. N1D�) + 5����,

‘working at will’, but it is clearly related by the epic singers to N1$� (∗�(�1$�), ‘far’,

as in N1�R����, which refers to Apollo as an archer-god. The word is used as an

epithet with the name Apollo, but it also occurs as a substantive, as here. Its use as

a form of address is found only twice more (.; .), both times in speeches

by gods. Achilles’ informal address to this venerable god seems indicative of his

anger and is well suited to his speech as a whole, in which he does not mince

his words. More generally, outspokenness is a prime characteristic of Achilles (cf.

.–). Apollo, though revealing his true divine nature, had not mentioned his

name; contrast Hermes at .– (.�K 	�/� ��R����� ������"	�, | tH������).

Achilles nevertheless correctly identifies him, presumably on the basis of his

awareness of Apollo’s constant support of the Trojans. Thus at . he said,

�$�� ��,� �� (Trojans) # ��- N1$����� M����
�.

– Achilles’ angry frustration first finds expression in a counterfactual

(past indicative + 1�), followed, as often in Greek, by a �[� �
-clause, ‘but now’ =

‘in truth’,‘in reality’ (cf. , ). He then adds a potential optative + �� which

refers to something that is not possible yet is imaginable for a moment; see GH II

. Both utterances are headed by Z, ‘for sure’ (n.), mirroring (and countering)

Apollo’s Z ().
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– �’ . . . !�
�� 5�)2 �E�	� ‘would have bitten the dust’ (lit. ‘would have

taken ground with their teeth’). 8�$% is adverbial.

 1$' . . . �%�	� .��#��	: as is common with verbs of taking away, it takes

two objects (‘to take away x from y’). For 1[��� see –n. �	��: anaphoric

pronoun (L ), here of persons (the Trojans) who are uppermost in Achilles’

mind.

 F�G�#��: it is a commonplace in Homer that gods do things ‘easily’ (cf. e.g.

.–, where Apollo ‘easily’ destroys the wall around the Greek ships, like a

child knocking down a sandcastle on the beach); see Griffin () –. Here

this ‘fact of life’ becomes a complaint on the lips of the victim. 	H ��: � modifies

�I: ‘not at all’. =������� = 5�� ���, from 5�(� ���. 5�#���: adverb, with ��� �,

‘(vengeance) in the future’.

 �’ . . . �����#$�� ‘I would have taken vengeance on you’; from ���
. The

MSS generally give � ������, here and elsewhere, but this is probably due to

iotacism; see GH I  and West , xxxv–vi. ����$��: while 1�$��� and �	
���

mean power, force per se, �,��� � derives its meaning from the context, here

‘power to take revenge’, but, e.g. at ., ‘power to fight’.

 A divine intervention is usually concluded by a statement that the god went

away to X (Olympus or some other place); see de Jong on .–. The absence

of such a conclusion here prepares us for the fact that Apollo will soon intervene

again (). ��	�# = ����. $0!� ��	�0�� ‘high-spirited’; the expression refers

to a mixture of fighting spirit and confidence. One may hesitate whether to take

�
�� as adverb, ‘with a high pitch of resolve’ or as object (as in '��	C/# �C

#���

�), ‘with high thoughts in his mind’. 1�������: verbs of motion in Homer

often are in the perfect tense; see GH II .

– A comparison with a racehorse illustrates Achilles’ speed and at the

same time introduces the theme of a race, such as will soon take place between

Hector and Achilles. Another comparison involving a horse race will be used

in the course of that scene (–n.). Horse-racing in the Homeric epics always

involves chariots, never a single horse with jockey; for a detailed scene of horse-

racing see .–. ��"�$��	� I�  ’ . . . J� . . . �� . . . I�: for the structure of

Homeric similes see Introduction b. For epic ��, which is typical in this context,

see L .

 .� �	���	� ‘prize-winning’. In Homer this epithet is only given to horses;

later it will also be attributed to men, e.g. Cleobis and Biton in Herodotus Histories

.. ��� K������: the suffix -# � is added to form the equivalent of a dative plural

(L ).

 F�: see n.  0���: thematic subjunctive with athematic ending (L ). In

Homer the iterative subjunctive is found both with and without �� (as here); GH

II . �������$��	� ‘stretching himself’, ‘running at full stride’. ���#	�	 ‘over the

plain’; the genitive of the space traversed (GH II ).

 ���/��� ‘quickly’ (adverb). !	����’: the first vowel is lengthened because

of the disappearance of the digamma, <
∗���(��� (L ).
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–

Achilles is running at full speed towards the city, where the narratees know Hector

is waiting. Finally the fatal confrontation between the two heroes seems about

to take place. Anticipated for the first time by Zeus at . and announced

by Achilles at .–, it had been postponed many times. First Achilles had

to be provided with new armour (book ); then he had to reconcile himself

with Agamemnon and allow the other Greeks to eat (book ); when he entered

the battlefield, he looked for Hector (.–) but actually fought an abortive

duel with Aeneas; when Achilles later spotted him, he was saved by Apollo

(.–); Achilles went on killing many Trojans but was nearly overwhelmed

by the pro-Trojan river Scamander (.–); the river being checked again

by Hephaestus, other gods joined the battle; in order to allow the Trojans to

flee inside the city, Achilles was lured away from Troy by ‘Agenor’/Apollo (see

–n.). The retardations increase the tension and underscore the importance of

the event; see Bremer () –, Morrison () –, and Introduction b.

They also allow the narratees to see Achilles in martial action for the first time

in the Iliad; see Schadewaldt () –.

But even now, with Achilles on his way towards Hector (again), the narrator

does not bring the two together right away. Effectively filling in the time needed

by Achilles to get back to the city, he shows us Hector’s parents begging their

son to come inside before it is too late and Hector struggling with his fear of

confronting Achilles. For the Homeric ‘fill-in’ technique see –n.

– A typical Homeric narrative pattern: action (Achilles running through

the plain) – perception (Priam sees him running through the plain towards the

city and Hector; note the significant change of ��"$����� () into .����,�����

()) – reaction (Priam urges Hector not to await Achilles); see de Jong on .–

. The pattern here, in accordance with the importance of the moment, is

elaborated with a simile (–) and a doubling of the reaction (Hecuba also

addresses Hector).

– This star simile illustrates the glitter of Achilles’ armour as he runs

through the plain; the point of contact between simile and context is ‘advertised’

through verbal echos (���#�����	’ ≈ #������� , ����������� ≈ 5�����). War-

riors and their armour are often compared to stars, with the gleam underlining

their heroic stature; cf. .–; .–; .–, and esp. .– (Achilles

again). In the case of Achilles we may also recall the stars on his shield, which

have been described in detail as part of the ekphrasis of his new armour (.–

). But the simile also conveys something of Priam’s feelings of fear: for him the

star/Achilles is ‘a bad omen’, which/who will bring fever/misery to ‘wretched

mortals’. See Fränkel () – and de Jong () . For the typical use of

epic �� (, , , , ) see L .

 ��� ‘him’; the anaphoric pronoun refers back to M7 ��,� at  (L ). L

!0��� :�#�$	�: lit., ‘he, the old man Priam’, but the pronoun here is close to its
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later use as the article, ‘the old man Priam’ (L ). ��-�	� 3��� 5� ��$	
���: for

the ‘X saw/heard as (very) first’ motif cf. .; .; Od. .. Priam already

at .– stood on the tower of the Scaean gate and, then also noting Achilles,

had ordered the gates to be opened to let the fleeing Trojans in.

 ��$��#�	� ’ . . . 1�����$��	� ‘rushing while glittering’; for the asyndetic

combination of participles see n. .����,����� is middle perfect participle of

.� ���,
. ���#	�	: see n.

 F�: see n. 5����� ‘in late summer’: genitive of time within which (GH

II ). �M��� ‘rises’; for this use of �P� cf. Z��� . . . N
�#���� �P� , ‘when the

Lightbringer (= the Morning Star, the planet Venus) rises’ (.). See also n.

	& �(!�# ‘its rays’. �0 is third person personal pronoun (L ), used as a possessive

dative (L ). The relative construction is given up: ‘a star, which rises . . . , and

its’ (instead of ‘whose’).

 �"��<� .$	�!-�: a typical example of an expression of which the exact

meaning was obscure even in antiquity. Originally it may have meant ‘at the

milking time of night’, i.e., ‘the moment (at the beginning of the night) when

animals are milked’, but it is clear that it is interpreted by the singers as ‘at the

dead of night’. It is the time when stars are most clear (here and ), when lions

attack herds (.; .), and when people have dreams (Od. .).

 ���’ 7N�#��	� 1�#������ ���0	"��� ‘(whom) they call “Orion’s dog” by

way of nickname’ (.��1��� � is internal accusative). Both narrator and characters

employ this type of formulation (.–; .; .; Od. .). In its full

form the expression runs ‘X, whom they call Y by way of nickname’, but here

(and ) X is lacking. From Hesiod Erga –, , and especially  (where

Orion and Sirius are mentioned together), it is clear that ‘the dog of Orion’

must be Sirius: ‘Its heliacal rising ( July for Hesiod) marked the season of most

intense heat and severe fevers, and these were ascribed to the star’s being in the

sky all day with the sun’ (West () on ). For the mythical hunter Orion see

Od. .–.

 J !’ ‘he, sc. the aforementioned star’: anaphoric pronoun (L). For

the redundancy of this combination see –n. �0�"���� ‘is (made)’; the per-

fect middle of ��,7
 is often used as a metrically convenient variant of .���.

Here a stylistic factor, the avoidance of repeating .���, may also have played

a role.

 �"����� ‘heat’ or ‘fever’ (as in later Greek). ����	
�� ��	�	
���: �� ���

belongs to the character-language: it is used mainly by characters (thirty-eight

times out of a total of forty occurrences). Its exceptional occurrence here in the

narrator-text underscores the point that the simile also gives expression to the

effect of Achilles on Priam (–n.), who will use the same formulaic expression

in his ensuing speech ().

 �	% ‘of him’, the anaphoric pronoun (L ) refers to Achilles, last mentioned

at . ������: sc. his bronze corslet, which at . was said to be #�� �������

�"�/� �I���.
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– A rare combination of two ‘supplication’ scenes; cf. Od. .–,

where we even find three supplications in a row. The supplications by Hector’s

father and mother form a pair and are meant to reinforce each other, as the

capping line at  with duals demonstrates.

Suppliants supplicate to save their life, to acquire something important, or

to persuade a person to do something. A ‘supplication’ scene typically consists

of () the approach of a suppliant; () gesture(s); () the supplication speech;

() the reaction of the supplicandus. Other examples are Thetis’ supplication of

Zeus (.–), Priam’s supplication of Achilles (.–), and Odysseus’

supplication of Nausicaa (Od. .–) and Arete (.–); for supplications on

the battlefield see –n. Supplication in Homer is discussed by Gould (),

Pedrick (), Thornton (), Crotty (), and Naiden ().

Here the special situation of Priam and Hecuba standing on the wall above

Hector effects some variations to the pattern of supplication. () There is no

approach of the suppliant. () Instead of grasping the knee or touching the chin

of the supplicandus, Priam and Hecuba make gestures of mourning (weeping,

beating their heads, tearing out their hair) and emotional appeal (stretching out

the hands and exposing the breasts). The body language of mourning underscores

the message of their ensuing () supplication speeches, in which they argue that

confronting Achilles means Hector’s certain death and beg him to come inside.

() The reaction of the supplicandus in both cases is negative.

The sequence of pleas by Priam and Hecuba, which can be seen as a sequel to

Andromache’s earlier plea to Hector to stay inside at .–, will be paralleled

at the end of the book by the sequence of laments by Priam (–), Hecuba (–

), and Andromache (–); the two sets of speeches form a ring-composition

around the central scene of the duel between Hector and Achilles.

Throughout this scene Priam is referred to as ‘the old man’ (, , ), a

circumlocution which highlights the central theme of his speech, the appeal to

his old age (– and –). Hector is referred to as #���� "0�� (, ) and

Hecuba as ����� (). Contrast the scene of the truce and duel in book , where

Priam is referred to with X������ (, ), since he is there acting as king of

Troy. For the technique of circumlocution (periphrastic denomination) in Homer

see de Jong ().

– Speech-introductions are among the most formulaic parts of the Home-

ric epics: since the singer had to mark his change of role from narrator to

character, speeches are introduced and capped by tags. But variations are found

even within this group of formulas; see Edwards (). Thus here we find a

unique speech-introduction, which is one of the longest. They usually take up

only one verse but there are other long instances at .– and .–. The

narrator introduces Priam’s speech with no less than four verbs of speaking, each

with its own significance: U �
%��/���D%��, crying out (always by men) as a

spontaneous reaction to physical or mental distress (–n.); .���D�� , shouting

so as to make oneself heard (necessary because of the distance between Priam and
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Hector); ����������, supplicating; and .��� �C �����,��, speaking in a piteous

way or perhaps in a wailing tone (BK on .).

The narrator underlines the high emotionality of the moment by using three

skewed sentences, i.e. sentences of which neither the beginning nor the end

coincides with the verse boundaries (–); see Higbie () –, especially

, and Introduction b (the section on enjambement).

– 4�$�2�� . . . 	?$�2��: taking up a main verb by a participle is a common

characteristic of the paratactic style, which is found regularly in Homer, e.g.

�������� �F 	�C . . . G{��. �� ������ �F (.–), but also in Herodotus, e.g. �

r����,��� c�$�	� ��� N
"��[ �"�� 1��, .���	�)� �
 (Histories ..). See GH

II  and Fehling () –. In the Homeric epics men display sadness and

despair and shed tears as freely as women; cf. again  and . As van Wees

shows (), gender differentiation where weeping is concerned evolved only

after Homer. J !�: the anaphoric pronoun is often redundant and �� unnecessary:

there is no doubt that the narrator is (still) talking about Priam. The combination

is found very often, however, and may have been of metrical use to the singer.

�����6� . . . ��/��	 ����#� | O/��’ .�����$��	� ‘he beat his head with his

hands, raising them high’, in order to beat all the more forcefully; cf. .; Od.

.; ..

– The narrator repeats the information of –, but now stresses Hec-

tor’s own resolve. �$	�	� $�$�P� 
����G $���� ��: part. of �
����, ‘to feel the

urge’, ‘be eager’ combined with an adverbial accusative of uncertain etymology,

‘intensely’, ‘forcefully’ (the interpretation ‘incessantly’, ‘indefatigably’, already

found in the scholia, is now generally abandoned). This is the omniscient nar-

rator’s reading of Hector’s mind, who is still fully determined to face Achilles

(and will only start to waver when he actually sees him approaching), rather than

the focalisation of Priam and Hecuba (‘in the eyes of those who look on, Hektor

initially displays a stubborn determination to stand firm’: Richardson on –

and Petersmann () –), while the hero himself would already be in inner

turmoil. See further –n.

 1������: an internal accusative functioning as an adverb. ����)� 5��!���:

stretching out one’s hands (horizontally or vertically, towards heaven) is a gesture

of prayer (cf. .; .), which also suits a supplication.

– Priam’s speech consists of two parts: ‘Do not await Achilles, for con-

fronting him will mean your death, the merciless man. I wish he would die (here

he starts trailing off ), that man who has already killed so many of my sons and

caused me grief. The grief of the Trojans will be less, if at least you remain alive.

(He resumes his main point.) Come inside, in order that you save the Trojans and

yourself. (Instead of continuing with ‘and save me’, he paints a picture of what will happen

to him when Troy falls.) Have pity on me, who will have to see my family killed and

whose body will be mutilated after death.’

 $	�: a so-called ‘ethic’ dative, which gives expression to the speaker’s

involvement. It cannot be easily brought out in translation, but here its force
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is captured by ‘please’. See GH II . $#$��: the force of the present tense in com-

bination with �� is ‘stop waiting’. .�0�� �	%�	�: '�
�� is a variant of �����;

the first syllable has to be scanned long in order to avoid three short syllables

in a row (see Introduction b). Achilles is not referred to by his own name but

by a circumlocution; see –n., and compare Hecuba’s ��4�� ����� at . It

shows that the singer was not obliged to use name-epithet formulas; Shive ()

discusses the many ways in which ‘Achilles’ can be referred to. The scholiast

aptly remarks that Priam is evoked through the use of the deictic pronoun as

pointing out Achilles to his son (‘that man there with you’). There may also be a

touch of the pejorative in the choice of this deictic pronoun; see GH II  and

cf. e.g. . (�#���� ��[���),  (��[��� �� �������).

 	M	�: see –n. ���$	� 1�#����� ‘meet/touch your death-fate’. ������

is one of several words for ‘fate’ in Homer; see n. It belongs to the character-

language ( x speech;  x embedded focalisation, e.g.  = .;  x narrator-

text) and is used often in warnings or prophecies; cf. e.g. ..Traditionally

.#-
�
 is taken as ‘drive (your horses) in pursuit’, hence in the aorist ‘reach (or

meet) your goal’, but a recent interpretation is ‘touch’, on the basis of an original

force of \�
 (from ∗sep-) as ‘handle’; see Forssman ().

 :���;���: see n. @ ‘for sure’; through this particle a speaker marks his

proposition as objectively true; cf. Wakker (a) –. The narrator calls

Achilles ���A #
������ of the Greeks (.), Poseidon calls him 1�����
�

than Aeneas (.), and Achilles and others call him(self) �� ���� M7� :�

(.; .–); the last qualification he shares with others (Agamemnon: .;

Diomedes: .). Priam’s repeated Z in this part of his speech (cf. , ) shows

how intent he is on persuading Hector of the validity of his words.

 ��0���	� ‘the merciless man’ (Achilles); most likely an exclamation trig-

gered by the preceding .���-clause, rather than a vocative addressed to Hector.

This word, obviously related to 57
/5�7��, literally means ‘holding out’, ‘tough’,

and is sometimes used in affectionate remonstrances, ‘foolhardy’ (cf. Hecuba of

Hector at ), but more often in a negative sense, ‘harsh’, ‘merciless’.

– For a brief moment Priam allows himself to picture the death of Achilles:

�3	� (= �3	�) + optative expressing a wish, followed by two potential clauses (1� +

optative). The three clauses follow each other without any connector (asyndeton).

This, together with the verses being skewed (–n.), gives expression to Priam’s

intense emotion. Priam not merely wishes Achilles dead but his body eaten by

dogs and birds, and the important theme of the mutilation of the corpse is voiced

for the first time in this book; see –n. It will return later in Priam’s speech,

then in connection with himself (–).

– The grim irony of the �3	�-clause resides in ��������: ‘may he become

so very dear to the gods as he is to me = so little’. This is better than understand-

ing #���� to imply its opposite, ‘so dear’ = ‘so hated’ (Richardson, following

the scholiast). At Od. .– we find a similar wish, there uttered sincerely

(Odysseus to Eumaeus: ‘may you become so beloved to the gods as you are to me’).
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D = �I��� (L ). =�	���: this is the reading of Aristarchus, while the MSS have

the future indicative 5����� (as at .; .; .). We do find 1��/�� +

future indicative in Homer (see – n.), but the optative is better in view of the

other optatives in this passage; Priam is only imagining Achilles’ death.

 ��#$��	�: often in the pregnant sense of ‘lying dead/slain’, cf. e.g. ; .;

.; here with the additional suggestion of lying unburied (cf. –). $	� �?�<�

.�< ����#��� ��	� =� 	�: in Homer people may have pain, sorrows, etc., but

pain, sorrows, etc. may also have, seize, reach, enter, or (as here) leave persons;

see Rijksbaron (). For �7�� see n. �� is either ‘ethic’ dative (n.), ‘grief

would be gone for me from the heart’, or possessive dative (L ), ‘grief would

be gone from my heart’. ������
� (plural only) means ‘(physical) breast’, hence

(mental) ‘mind’; for the many words for ‘heart’ or ‘mind’ in Homer see n.

– Priam’s sad loss of many valiant sons in the Trojan war is mentioned by

many, Priam himself (here, –; .–, –, and ), Hecuba (.–

), and even Achilles (.–). He is the embodiment of the theme of the

‘bereaved parent’, which is prominent in many ‘obituaries’, e.g. after Diomedes

slew Xanthus and Thoon ‘to their father he left lamentation and bitter grief,

since he did not receive them alive returning from battle’ (.–); see Fenik

() , Griffin () –, and Stoevesandt () –. J� . . . �Q��� = ����:

best analysed as a loosely attached relative clause, which almost functions as an

independent exclamation (‘. . . ; that man who robbed me of many sons’). Others

take it as a relative clause dependent on N (), with the intervening Z-clause as a

parenthesis (‘soon dogs would devour him – indeed, grief would be gone from my

heart – who’) or a main clause introduced by !�, which for metrical reasons takes

the place of � and functions as an anaphoric pronoun (‘He robbed me’). �� ��#

‘and’; the combination is used instead of 1�� in cases where the two connected

words form a close unity. �Q��� = ���� ‘made me bereaved of’, an emotional

variant of .��
����. The expression occurs only once more: Od. . (Odysseus

wishes to rob the Cyclops of his dear life). ������: for Achilles selling Trojan

princes, cf. .– (Lycaon: �� �
������ . . . ������ .� c��	
��) and .–

 (Hecuba: ����"� . . . ��-��� .��A�. . . . M7 ���A� | �
����7’ . . . | .� �$��� 5� �’

l ��R��� 1�) ������ '� 7	��������). =��: in postposition (L ). ����������

‘remote’ (and hence making it difficult for relatives to arrange ransom) suits the

pathetic tone of Priam’s speech. In view of the fact that Priam’s sons have actually

been taken to Lemnos, Samos, and Imbros, islands not that far from the Troad,

there may be some rhetorical exaggeration involved (but note �
����7’ . . . �
���

T�/� '��"�
�� � at ., where the word-play suggests distance). There is an

ancient variant (also at .) 	��"���$
�, ‘female’, which would here have to

mean ‘fertile’ or refer to the fact that Lemnos and Imbros were ruled by women.

– In order to exemplify his general claim of – (Achilles has killed and

sold many of my sons) Priam mentions two sons whom he does not see among the

Trojans who have fled inside Troy and whom he imagines to have been either

captured or killed: Lycaon and Polydorus. The narratees know that the second
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alternative is true: both have been killed by Achilles (Polydorus at .–

and Lycaon at .–). Priam’s voicing of the first alternative therefore is an

instance of ‘pitiable’ dramatic irony (scholion). The situation resembles that at

.–, where Helen says that she is not able to see her brothers Castor and

Polydeuces among the Greeks in the plain, and the narrator, after her speech,

comments that they are dead.

Making Priam mention precisely these two sons at this point, and not e.g.

Mestor and Troilus, whom he mentions at .–, is highly effective. The

narratees know from .– that ‘Priam tried to keep Polydorus from fighting

because he was the youngest son and best beloved among his children’ and from

.– that Lycaon had linked his own death at the hands of Achilles to that

of his brother Polydorus.

 ��R !)� �%� ‘for now too’. 1�) �$� typically signals the introduction of

an example which must back up a general claim; cf. .– (q��, w �$����

'��� . . . 1�) �C� �� �, ���� b�A� �����); .– (�[� �F ����D��	� ���2

��". | 1�) �$� . . . � �R� .������� ����"). ��
��: the dual (L ) is still regularly

used in Homer, while in later Greek it became rare. Sometimes the form is used

merely for metrical convenience, but often it has its full force. Thus it here sug-

gests a close tie between these two children of Priam, which indeed exists: they

were born from the same mother, Laothoa (.–).

 ?�0���: metrical diectasis (L ): ��
� � (k k –) < ���-� (k –) < ��
�� (k k –).

A���� �?� ���" .�0���� ‘among the Trojans who are penned up in the city’.

'�
��
� is passive aor. from �3�
 (cf. ����: ). It seems preferable to take

i�D
� as partitive genitive, with '�
��
� an adnominal participle, rather than,

as Ameis-Hentze do, to take the phrase as a genitive absolute, a construction

which is very rare in Homer (see GH II –).

 �	��: in Homer the anaphoric pronoun is regularly used as relative

pronoun (L ). ���#	"�� ‘distinctive’,‘famous’ among women (because of her

beauty). This feminine form of 1���
� occurs only here. The meaning of 1���
�

is unclear: perhaps originally ‘distinctive’, it developed into ‘ruling, lording’,

notably of Agamemnon; see LfgrE. The epithet suggests that Laothoa is not a

concubine but an official wife of Priam, which is confirmed at  by the mention

of her dowry. As appears from .–, ., and .–, Priam has at least

three wives, an orientalising trait. As Hall ()  aptly suggests, the monogamy

of Hector and Paris is the exception, created by the Homeric narrator in order

to focus full attention on these characters as husbands.

– The topic of ransom, which is fleetingly raised here, will recur in full,

dramatic force when Hector begs Achilles to let his parents ransom his body

(–n.). $��) �����-� ‘among the (Greek) army’ (collective noun). @ �(�) ‘for

sure’. This combination occurs often in the apodosis after a conditional clause;

�� underlines the close connection between protasis and apodosis but is left

untranslated. See Ruijgh () –. S� . . . .�	�"��$� ’: two interpretations

are possible: () as prospective subjunctive (with short vowel: L ), which in
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Homer is also found in main clauses; or () as modal future indicative, which is

a peculiar feature of Homeric syntax. See GH II –, which opts for the first

interpretation. The ancient variant '���,����� is obviously inferior, since the

active is always used of the one accepting the ransom (cf. e.g. .). The plural ‘we’

indicates Priam and Laothoa. ����	% . . . ��"�	% ‘for bronze and gold’ (genitive

of price).

 The issue as to whether parents gave their daughters a dowry or the hus-

bands paid a bride-price in Homeric society has been hotly debated among

historians. Both practices are mentioned (for dowry cf. e.g. .–; for bride-

price  or Od. .), and Morris () – argues for a combination:

first gifts are offered in both directions to establish good relations between the

bride’s kin and potential suitors, then there is the bidding of gifts by suitors

and acceptance of the best offer by the bride’s father. 5�	$���"�	�: although

Altes is called ‘of famous name’, he is only mentioned here and .–. T����:

king of the war-loving Leleges, who lives in steep Pedasus, by the river Sat-

nioeis, i.e. in the southern Troad (.–). The Leleges live up to their rep-

utation in that they are among the many allies of the Trojans in the war

(.; .).

– Priam returns to Hector in chiastic order: ‘(A) if Lycaon and Polydorus

are dead, (B) this means grief for their mother and me; (B’) but for the Trojans

grief will be shorter, (A’) if you will not die also’. It is significant that Priam

had used �� + indicative (neutral conditional) when talking about the fates of

Lycaon and Polydorus, but that he now, discussing the fate of his addressee

Hector, turns to ;� + subjunctive (futural conditional; showing that the speaker

considers the realisation of his proposition very well possible); see Wakker ()

–.

 ��R �?� 
;��	 ��$	����: sc. �����; cf. Od. .. MQ��� is a genitive (L ).

 �	# = �0; the anaphoric pronoun is used as relative (L ). ����$�� � =

��1���	�.

 ��	
��� . . . ���	���: ����� has its ‘inclusive’ sense here: ‘the others, i.e. the

people (of Troy)’; see KG I . For ���� see n.

 =������ = 5��� .

– Priam resumes his argument from – and once more urges Hector

to come inside; note the repeated vocative .�/� �
1�� () ≈ #���� �
1�� ().

Whereas in the first half of his speech he merely indicated that Hector was sure

to be killed by Achilles, he now reiterates this point but adds that Hector will

actually save the Trojans by coming inside. The underlying, unexpressed thought

here is that Hector is the most important defender of Troy and hence that his

death will seal Troy’s fate (see –n.). Priam then works out this idea of the

fall of Troy in terms of his own death rather than the destruction of the city. In

so doing he follows the strategy of Andromache, who at .– had likewise

painted a moving picture of her own fate after Hector’s death in order to persuade

him to stay inside. Contrast .–, where we hear how Cleopatra, the wife of

imperator
Sticky Note
None set by imperator

imperator
Sticky Note
MigrationNone set by imperator

imperator
Sticky Note
Unmarked set by imperator



COMMENTARY: 56–7 73

Meleager, managed to rouse her husband from his wrathful inactivity by summing

up all the evils which the fall of a city entails for its inhabitants.

Troy’s fall is, like Achilles’ death (–n.), not recounted in the Iliad. It

is referred to, however, all the time, both by the narrator (.–) and by

characters (.–; .– = .–; .–; .–; .–). It is

also suggested by a series of thematically linked similes concerning beleaguered

or destroyed cities (see Introduction b). The fate of Thebes, Andromache’s

native city, also prefigures that of Troy (–n.). As a result, ‘the later events –

the death of Achilles and the fall of the fated city – have impressed themselves

upon the consciousness of the reader as vividly as if the poet had extended his

epic to include them’ (Duckworth () ). For a full discussion, including

instances where Troy seems not to be taken and the Greeks seem to return

home empty-handed, see de Jong (). The ‘Ilioupersis’ theme returns in the

Odyssey (.–; .–; .–) and will be reworked by poets throughout

antiquity; for archaic and classical Greek examples see Anderson (), especially

–.

When we compare Priam’s speech with .–, we note how he has changed

what may be considered the stock elements of the description of a captured city

(the victors kill the men, set the city on fire, and drag away the children and

women) into a family version: his sons are killed, his daughters and daughters-in-

law are dragged away, and their bedrooms ruined. His extended family and their

bedrooms have been introduced at .–. Priam’s anticipation of the fall of

Troy in terms of the dissolution of his family of course serves his persuasive

aim: the infant children being flung to the earth and the daughters-in-law being

dragged away should make Hector think of Astyanax and Andromache and bring

the warning closer home to him. Hector himself at .– had anticipated

what the sack of Troy would mean for his own family. Priam further increases

the pathos by making himself the one who has to watch all this first () and then

be killed ‘last’ (); cf. Polyphemus’ perverse guest-gift to Odysseus, the promise

to eat him ‘last’ (Od. .–). Homer’s cue is taken up powerfully by Virgil,

who makes the death of Priam the climactic end of Aeneas’ story of the capture

of Troy (Aeneid .–).

Though Priam here evokes his own death in harrowing detail, he, of course,

does not know the name of his killer and instead speaks of � � (). Likewise

Andromache at .– foresees that Astyanax will be thrown from a tower

by � � M7� :�. Assuming that the stories later assembled in the Epic Cycle (or

perhaps even the cyclic poems themselves) were already current alongside the

Homeric epics, as has been argued e.g. by Burgess (), the narratees will have

been able to fill in the names: Priam will be killed by Neoptolemus, Astyanax by

Neoptolemus or Odysseus.

 .��’ marks the transition from arguments for action to a statement of the

action required, ‘come now’; GP .

 �%�	�: one of several Homeric words for ‘glory’; see –n.
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 �#��� �?-�	�: ��D� (m.) primarily means ‘life force’, then ‘life span’ (cf.

Latin aevum); it is often used together with B"7�, and hence is taken as feminine

here. For #���� see n.

 ��<� �’ ‘and besides’ (��/� adverbial: L ). 1$' �<� ������	� ‘me that

miserable one’. The pronoun may convey an emotional tone; GH II –. =��

��	�0	��’ ‘while I still have my senses’, an emphatic variant for ‘while I am still

alive’, which is chosen with an eye to what will follow (Priam will have to watch

how his family is murdered). At .– Priam wishes to be dead before the

city is destroyed. 1�0��	�: suppliants do not ask for pity as a rule; it is primarily

the old (here and , –; ., ), young and inexperienced (.;

.), and lesser heroes (Od. ., ) who do so. See Konstan () –

and Naiden ()  (‘the appeal to pity is optional’). The idea is taken up at

the very end of his speech in �31� ����. For pity (in the Iliad ) see Crotty ()

–, Kim () –, and Most ().

– F�: see n. ���6� U�	�#��� . . . | �3��� 1� .�!��0�� � �#��� ‘(whom)

father Zeus will destroy with a cruel fate’. .� expresses the circumstances under

which something happens; GH II . Zeus is ‘the father of men and gods’ (),

and cf. Od. ., where it is said that Zeus ‘begets men’, and the vocative b�[

�$���, which is used by gods and mortals alike. In some cases this is literally

true (he is the father of e.g. Sarpedon and Athena), but most of the time it is

metaphorical in the sense that he enjoys the natural authority of a father in a

patriarchal society, who watches over and rules his family. For the gods and fate

see –n. 1�R !���	� 	(�-� ‘at the threshold (between life and death), which

is formed by old age’ (defining genitive). This formulaic expression ( x Il.,  x

Od.) is an emotional (and metrically useful) variant of simple ����4, ‘at old age’.

� �#���: for this spelling, instead of the vulgate’s #	��� , see West , xxxvi.

– For a similar series of participles, cf. Od. .–, where Odysseus says,

‘I would rather die than watch these shameful things, strangers being beaten

about (��"#�� 9��
��"�), serving women being molested (?"��$9�����) shame-

fully, wine being drawn to waste (� �#"��������), and men eating food (5������)

without end’. The effect is graphic rather than ‘monotonous’ (Richardson).

 D��� �#���: the ‘dragging’ of women primarily refers to their being led

from their homes to the ships and homes of the enemy as captives, cf. .–

(����� ),  (N�1�	��-�); . (���"� ); and Od. . (�����$��"� ). At Od.

. the (active form of the) verb seems to have the more violent sense of

‘to rape’. This is an easy extension, since captivity would have implied sexual

subservience to the new master; cf. Chryseı̈s (.–) and Briseı̈s (.).

 1� �?��� ��G	����: the capture of the city of course involves further fighting

inside its walls; cf. Od. .– (especially ��������� �������).

– Again the theme of the mutilation of the body or lack of care after

death is voiced; see –n. Priam here increases the horror of the idea of dogs

devouring a corpse by envisioning that it will be domestic ones that he had reared

as tabledogs and watchdogs, not wild dogs. The paragon of such a domestic dog
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COMMENTARY: 66–71 75

is of course Odysseus’ dog Argos (Od. .–). For dogs in Homer see Lilja

() –.

– S� . . . 1��	"���: .�,�"� � is a future; see GH I . Together with ��

this creates a modal future indicative (–n.). ��������  ������� ‘at the first

doors’, i.e. the doors which open to the street (dative of place). The same location

in the Ilias Parva (fr. , ed. West ), while in other versions Priam is killed

after having taken refuge at the altar of Zeus. Is it because dogs are most likely to

find themselves near the entrance? Or does Priam give himself a similar liminal

position to that of his son?

 ��/�� +' ����� ‘having struck (from nearby with a sword) or hit (from a

distance, with a spear)’. F� 0�� 1�  "$<� V�����: originally ?
	�� meant ‘face’,

but in Homer it is reinterpreted as ‘limbs’ (cf. �
���). The only other occur-

rences are . = .. .1 . . . \���� is tmesis (L ); cf. ��[��� . . . , v ��

�$� ��� . . . ���

� .%������ 	"���, ‘illness which most of all tends to take the

life out of limbs’ (Od. .–).

  "����	��: this is the reading of Aristarchus, a papyrus, and some

manuscripts, while the vulgate has �"��
��,�. �"��
��� recurs at . and

., while 	"��
��� is found only here. It is to be preferred because �,�� in

Homer refers to the gate of a city and 	"��
��� ties in with ��D�� � 	,�� � �

() and .� ���	,�� � (): while the dogs are supposed to guard the palace (cf.

the golden watchdogs at the entrance of the palace of Alcinous: Od. .–), the

madness of war turns them into the attackers of their own master.

– 	W: anaphoric pronoun. �’ . . . ��#�	��’: modal future indicative (–

n.). ������� .����	����: when two participles are combined asyndetically,

one is usually logically subordinate to the other (KG II –): ‘maddened because

of having drunk my blood’. '�,��
 occurs only here and is either a variant

of '�,
, ‘to be beside oneself ’, or derived from �,���, ‘madness’. If �,���

originally meant ‘rabies’ (see LfgrE s.v.), the blood-drunk behaviour of Priam’s

dogs would resemble that of rabid dogs. ���R  "$-� ‘very much (adverbial) in

their heart’.

– Priam ends his speech with an argument e contrario: ‘in a young man it

looks well to lie dead on the battlefield, but when dogs defile the body of an

old man, this is most pitiful’. There are many indications of the old man pulling

out all rhetorical stops: he no longer refers to himself with ‘me’ but as it were

objectifies his appeal by speaking about ‘an old man’ (), turns to generalising

moods and tenses, employs anaphora (repetition at close distance) of ��� �� at

, and twice uses the interactional particle �� (, ).

These lines are also found, with minor variations, in Tyrtaeus (fr. .–,

ed. West ); the context is a speaker urging young men to fight. Scholars

have taken up three positions: () Tyrtaeus intertextually reworks Homer, e.g.

Garner () –; () Tyrtaeus’ text has been interpolated into Homer’s text

and the lines should be excised, e.g. Lohmann () ; and () both Homer

and Tyrtaeus are independently making use of a passage belonging to the epic
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76 COMMENTARY: 71–4

tradition, e.g. Richardson. Of these three positions, the third is always possible.

The main argument brought forward in support of the second is that the lines

would be less fitting in the Homeric context, where Priam is begging the young

man (Hector) to abstain from fighting instead of urging him to fight. However,

Priam is playing upon Hector’s pity for him as an old man in this final part of

his speech. He introduces the young man only in contrast, without meaning him

to be connected specifically to Hector. The careful echo of ��� �� () in the

narrator-text (��� $�: ) also presupposes the lines. Finally, it should be observed

that Homeric speeches often end with a general saying or gnomē, as will many a

rhēsis in later drama; cf. e.g. Il. .; Od. .–; and see Lardinois (). This

makes the first position the most likely one.

– ‘Everything looks well in a young man, to lie killed in war and torn by

sharp bronze’. The infinitive clause is epexegetic, explaining �$���, and the

participles 1���
�
 and ����4��
�
 are predicative with 1�-�	� ; cf. Patroclus,

!� �� .�) 1� ��� ����4��
��� 8%
4 7��1: | 1�-�� (.). It is therefore best

to place a comma after .�
� 1��, not after 7��1: (as all editors do). For the

participles being attracted to the dative of �

 cf. �� �
� �� . . . ��-�� � /�

����
�� 1���"�: | 1�-�	� , ‘if it is fated for me to lie down hit by Zeus’ (.–

); see GH II –. Priam’s claim that a young man is beautiful even when

dead is backed up by –, where the Greeks gather around the dead body of

Hector and admire it. The Homeric narrator, on the other hand, often stresses

the pathos of beauty brought low, most intensely in connection with Hector; see

–n.

 ���G ���$0��� is found only here; but cf. ���4 #����, ‘killed in battle’

(e.g. .). Some editions print one word, which is then an adjective ('��4-

1���
�
 ); in view of the predicative function of the participle, it is preferable to

print it separately. For ����, ‘the fury of battle’, and l����, the god, see Clarke

() –. Richardson notes that ‘the series of dative endings, repetition

of the same idea, and heavy spondaic opening’ of this line give it ‘a dirge-like

effect’.

 ‘Everything of him is beautiful even though he is dead, whatever part of

his body is visible.’ ����� . . . J��� ������: for a (distributive) singular relative

in connection with a plural antecedent cf. . (��A� ����"� . . . , !� 1� 1 7��
),

and see KG I .  ������ ���: the particle ��� indicates the highest degree:

e.g. '��	�� ��� .D�, ‘being much the best’ (.). It often has, with or with-

out preceding 1��, a concessive nuance, as here; cf. later 1�����. See Bakker

().

– The theme of the mutilation of the body (–n.) is intensified by

Priam. Rather than describing dogs as tearing apart (and devouring) a human

body, he zooms in on the details of them mutilating the head, beard, and genitals.

�?�-: only here and . in the sense of ‘private parts’ (����-�). Homeric

decorum in general avoids references to the private parts; cf. only . (a clinical

description of a wound) and Od. . (Odysseus is keen to cover his �����, facing
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COMMENTARY: 76–9 77

Nausicaa and her servants). In the present context the use of ���: also suggests

the shamefulness of an old body being exposed naked and mutilated, as opposed

to the ‘seemliness’ (.�
� 1��) of a dead young man. ���$0�	�	: the middle of root

and thematic aorists may still have passive meaning in Homer; see Allan ()

.

 ��: different proposals have been made about the etymology and mean-

ing of this particle. The two most widely accepted interpretations are () that it

expresses that what is said is evident to both speaker and addressee (an exag-

gerated translation would be: ‘as you and I know only too well’) or () that it draws

special attention to the importance and interest of a proposition; see Wakker

(a) –, for discussion and bibliography. In regular combinations such

as !�� �� (), its force is less distinct. �0����� ‘turns out to be’, ‘is’; see n.

����	
�� ��	�	
���: see n.

 @ ‘he spoke’; this is the only form of this verb found in Homer, and it always

appears at the beginning of a verse. This short speech-capping formula is used

when words are immediately followed by action, usually by the same subject;

cf. , , , . Capping formulas usually do not have an explicit subject,

but here the narrator does not miss the opportunity to repeat � �
�
� (cf. –

n.). F’: for this particle see n.; here it avoids hiatus. �	����: the narrator

echoes a word of Priam’s speech and thereby renders his words all the more

pathetic. .�) . . . V����	: tmesis (L ). ��#���: see –n. Tearing out one’s

hair is a common sign of mourning in Greek culture; it is depicted in art from

the Mycenaean and Geometric periods onwards.

 	(�’ X Y��	��  "$<� =��� �� ‘but he did not move Hector’s heart’; G H1��� 

is possessive dative (L ). As usual, the reaction of the supplicandus is noted

explicitly; cf. e.g. .. It is the failure of Priam’s appeal which will lead to a

second supplication by Hecuba.

A number of words in Homer refer to ‘heart’ or ‘mind’: 	"���, #���/#�
���,

Z���, 1��, 1�����, ����, and ��������. Scholars have tried to connect each of

these with parts of the body (lungs, heart, midriff), but this position has been

generally abandoned; only rarely is a physical organ at play. The body-soul

opposition, so common to our modern thinking, may be less relevant to Homer.

There remains the question as to whether the terms refer to separate mental

functions (Darcus Sullivan (), Schmitt () –) or are interchangeable

(Jahn () and Clarke ()). The latter very often is the case, but sometimes

differences are observable. Thus it would seem that there is a difference between

	"��� and #���/#�
��� in the context of ���	� �, in that ���	� � someone’s

	"��� presupposes (as ���	� � someone’s #�
��(�) does not) an addressee who is

emotionally ‘occupied’ and therefore not open to rational arguments; see van

der Mije (b). For the relation between thumos and psuchē see –n.

– At .– only Priam had been mentioned as standing on the walls,

but it now turns out that, as in book , the urgency of the situation has brought

the women there too (although not Andromache: see –n.). In order to
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underscore the pathos of the situation and to prepare for the approach which

Hecuba is to follow in her supplication speech, the narrator does not mention

her name but refers to her as ‘his mother’. Her speech is much shorter than

Priam’s but no less emotionally intense; like him, she is convinced that Hector

will be defeated by Achilles. She strengthens her request to come inside with

an argument which also occurs in prayers: the claim to favour on the basis of

past service, here her nursing of Hector (b-a). The underlying thought is that

his death would rob her of the 	�
����, ‘repayment for the care of rearing’,

which Hector owes her; cf. .– and .–, where this motif occurs in

obituaries. Like Priam, she ends with a horrifying picture of what will happen

in the future if Hector does not listen to her (–). The urgency of her appeal

is conveyed by her use of three vocatives (, , ) and the thrice repeated ��

(, ).

This is the first in a series of three speeches by Hecuba: here she merely uses

the (body) language of lament in order to persuade Hector, but later she will both

spontaneously and officially lament him; see –n.

 �Q ’ = �p��, ‘in turn’ (n.). D�0�� �� ‘on the other side’ (of the tower);

apparently the Trojan men and women stand on the tower in separate groups

(cf. .–).

 ����	� .���$0�� ‘loosening (and hence opening) the fold of her dress’.

The 1����� is the fold which is formed by the upper part of the peplos falling

loosely down over the girdle; it is fastened with brooches or clasps (������ ,

cf. Od. .–), and it is presumably by unfastening those that Hecuba now

loosens the fold of her dress. D�0����: sc. 7� ��; –# functions as dative ending

(L ). Baring a breast is a unique supplication gesture in Homer. It inspired

Attic dramatists; cf. Aeschylus Choephoroi – (Clytemnestra: ����� �’�3���� ,

�
1���, | ������); and Euripides Electra – and Phoenissae –. It supports

Hecuba’s ensuing claim to favour on the basis of past service, i.e. her nursing of

Hector. Murnaghan () – suggests that pointing at her breasts might also

signal to Hector to remember his mortal vulnerability. At .– the nursing of

Hector and Achilles by mortal and immortal mothers respectively is contrasted,

and Hector seems to have ‘taken in mortality itself along with his mother’s milk’.

It should be noted, however, that what is at issue there is not so much mortality

versus immortality (Achilles is not immortal after all) but status: as the son of an

immortal mother, Achilles may claim higher honour.

 =��� ���������: see n.

– ���� �’ �3��	 ��# $’ 1�0��	� | �(���: suppliants are protected by Zeus

and supposed to be treated with ‘respect’ (���D�, see –n.); cf. the Greeks who

want to respect the priest Chryses at .–. Suppliants may, as here, explicitly

urge their addressees to show such respect: .; .; Od. ., ; and cf.

.–, , .–. In all these places, the suppliants also ask for pity (since

they are young, old, or less valiant; see n.). �3 �	�� . . . 1�0��	�: conditionals

may not so much indicate a condition as a fact (the so-called ‘obviously realised
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conditional’; see Wakker () –): ‘if ever I offered you’ (almost ‘since I offered

you’). �	� = �� (L ). �� ����0� ‘bringing forgetfulness of cares’, ‘soothing’;

only here in Homer.

 �-�: anaphoric pronoun (L ): ‘those things’, i.e. the (repeated) breast-

feeding as described in the ��-clause. ��G	� �����: ��4�� means ‘destructive’

(often of fire or war), but also came to be used as a word for ‘hostile’, ‘enemy’.

Here its original force is still felt: ‘the destructive man’ = Achilles; for the effective

circumlocutions for Achilles see n.

 ��#��	� 1��<� 1��: the MSS hesitate between .D� and �D� (for the latter

cf. .: ���7��� .��/� ������), and both readings are possible. $��' ���$	�

W����	 �	���� ‘and do not take up the position of frontline-fighter against that

man’, i.e. do not fight with Achilles. ������ = �����7��. For single fights see

–n.

– While Priam foresaw the mutilation of his own body, Hecuba foresees

that of Hector’s; see –n.

 ��0���	�: see n. It seems most effective to take it as a vocative addressed

to Hector. In principle it could also, as in , be taken as an exclamation and

connected with Achilles, the subject of the ensuing clause. �3 ��� . . . ����������:

in Homer the prospective subjunctive can also occur without �� or 1�. It expresses

something the speaker expects to happen; everybody agrees that Achilles is the

best fighter before Troy (n.). The more urgent subjunctive is to be preferred

to the neutral variant reading 1���1����� . The particle ��� here seems no more

than a metrical filler. 1!� !�: this form instead of the Attic 5�
�� of the MSS

has been restored by Bekker; see West , xviii.

  ��	�: literally ‘young shoot’, metaphorically ‘offspring’, always with affec-

tive connotation and focalised by parents: Od. .; Homeric Hymn to Demeter ,

; Homeric Hymn to Aphrodite . Closely comparable is 5����, ‘sapling’, to

which beautiful and much loved youths are compared: .; ., ; Od.

., ..

 ��	�	� �	�����	�: this expression occurs only once more in the Iliad

(.), again about Andromache. It refers to a woman bringing with her a

dowry and/or eliciting a bride-price from suitors; see n. Hecuba hopes to

increase the emotional force of her appeal by including Andromache in her plea.

For the narratees she cues Andromache’s appearance later in this book (–).

���" � . . . $0!� �-G� ‘at a very great distance from the two of us’. �:4� is genitive

of the dual of the personal pronoun (L ).

 ���0�	����: the middle of the verb 5�
 is used as future, which can be

explained as a reinterpretation of originally prospective subjunctive forms with

short vowel, as 5�
 was originally athematic (cf. infinitive 5����� ).

– �� !� ���#	��� ��	��"����� . . . ����	$0��: capping the double sup-

plication scene with dual forms, the narrator stresses that the parents work

together and increases the effect of Hector not heeding their combined plea.

�	���: adverbial, ‘intensively’.
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–

Having looked at Hector from his own omniscient standpoint (–, –) and

from the walls of Troy, via the eyes of his parents (–), the narrator now

‘descends’ to the position of the hero himself. His feelings are revealed to us in

a monologue, which effectively ‘fills in’ the time Achilles needs to get near to

him (see –n.): at  Hector has spotted ‘gigantic’ Achilles, too (cf. Priam at

), and fear starts to mingle with his heroic resolve. Nevertheless, he decides

to make a stand. When his opponent has come close at hand (), however,

he panics and flees after all. Similar psychologically realistic and dramatically

effective swings in Hector’s mood will follow at –. Hector’s behaviour is

movingly generalised by Cavafy in his poem ‘Trojans’: ‘Our efforts are like those

of the Trojans. We think we’ll change our luck | by being resolute and daring, | so

we move outside ready to fight. | But when the great crisis comes, | our boldness

and resolution vanish; | our spirit falters, paralyzed, | and we scurry around the

wall | trying to save ourselves by running away’ (trans. E. Keeley and P. Sherrard).

The scene is an instance of the ‘lone fighter’ type-scene, which we also find

at .– (Odysseus); .– (Menelaus); and .– (Agenor). Such

scenes typically consist of () a fighter finding himself alone facing a multitude

of enemies or a superior opponent, () a monologue in which the alternatives of

retreat or resistance are weighed and which leads to a decision for a course of

action, () a simile illustrating the decision, and () the course of action. Odysseus

deliberates in terms of honour and shame and decides to resist, is compared to a

boar holding hounds at bay, and fights; Menelaus deliberates in similar terms as

Odysseus but decides not to fight, is compared to a lion chased from a farmstead

by men and dogs, and retreats; Agenor considers ways to escape Achilles but

decides to make a stand, is compared to a leopard at his den holding out before

hunters and dogs, and confronts Achilles.

Hector’s monologue is the longest and most important of the four; it is the

dramatic finale to which they build. It displays some significant variations on

the pattern. Hector’s argument mainly revolves around the question of how to

escape, like Agenor, but he reaches his decision in terms of shame and honour,

like Odysseus and Menelaus. His is the only case where the action does not match

what the lone fighter has resolved to do. Because his quick change of mind after

the monologue leaves no time for a simile, the simile precedes the monologue. The

most dramatic difference is that all other lone fighters are saved in the end, while

Hector dies. The monologue in a way provides an answer to the supplications

of Hector’s parents: it makes clear to the narratees why he does not heed their

emotional appeals. The fact that he does not answer his parents but instead

converses with himself underscores his loneliness.

The literary form of a person speaking to his own heart in a monologue

also occurs in Near Eastern literature (see West () ). Homer’s varied and

complex use of it foreshadows that of the tragedians. The passages show how
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Homeric characters are neither puppets controlled by the gods nor unthinking

adherents to a heroic code, but human beings of flesh and blood who are capable

of making their own decisions. For discussions of this scene see Petersmann ()

–, Fenik () –, and Burnett () –; for monologues and decision

making, Gaskin () and Gill () –; for Homeric monologues in general,

de Jong on .–.

– The narrator repeats the refrain ‘but they did not move Hector’s heart’

from , but this time switches to Hector himself. ������	� ‘gigantic’ (from

�
�
�, which is used of the Cyclops, Od. ., and Scylla, Od. .). It belongs

to the character-language:  x speech;  x embedded focalisation (cf. .);  x

narrator-text. This detail signals that Hector spots Achilles and also sets the tone

for what is to follow: Hector feels overpowered by his opponent. ���	� ‘nearer

by’ (see –n.).

– At .– Paris’ frightened reaction to the sight of Menelaus step-

ping forward to fight him had been compared to a man suddenly spotting a

snake. Here the perspective is reversed: Hector is compared to a snake coil-

ing at its hole, determined to defend it against a man. The main point of

the comparison is ‘advertised’ (����’ M7 ��� ≈ ����� �
��� �, and cf. �I7

J��7D�� ), but there are two more points of contact: both man and animal

are filled with ‘adrenalin’/venom (�
��� ≈ 7����) and find themselves in front

of their city/hole. Perhaps the choice of a snake low on the ground versus a

man towering above also conveys something of the way Hector pictures him-

self in comparison to gigantic Achilles and thereby prepares for his frightened

monologue.

As often in Homer, the animal of the simile is endowed with human traits

(see Lonsdale (), Clarke (), and Heath () –): the snake, which

apparently has been disturbed by the chance arrival of a man at his territory,

awaits that man, like a warrior awaiting the enemy (cf. e.g. @� �����) i�:��

�
��� 5������: .). It may seem unlikely that a snake would wait rather than

hide in its hole in such circumstances, but this behaviour does suit the Homeric

snake which ‘does not forget its fighting spirit’ even when held in the claws of an

eagle (.–). The snake is filled with cholos (usually of human anger or bile; see

n.), and it has a menacing look (this fits both snake, ��$1
�, to be connected

with �
�1��� , (aor.) 5���1��, and man, cf. Paris and Menelaus, who start their

duel �� �/� ���1����� : .). For discussion and literature see van der Mije

(a).

 1�R ����� ‘at its hole’. Snakes have holes to which they return year after year

to hibernate or shelter from the heat of summer. 5�0����	�: the MSS hesitate

between 8�
������ and 8�
������, but it clearly makes more sense to describe

an animal as ‘of the mountains’/‘mountainbred’ (cf. �,1� . . . 8�
����� c�F

�
�����: Od. .) than a man. The specification of the locale, the same as that

of the other snake simile (�6���� .� R���� �: .), is meaningful: mountains

in Homer have the connotation of danger; see n. $0�����: third person
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thematic subjunctive with athematic ending (L ); iterative subjunctive without

�� (n.). As usual in extended similes the subjunctive will be abandoned in

favour of indicatives after the first clause (5�", �
���1��); see GH II –.

 ��������: perfect participle from R R�D�1
 ‘eat’; cf. Virgil Aeneid .,

who speaks of a coluber mala gramina pastus leaving his lair after hibernation and

darting with his three-forked tongue (i.e. being ready to bite). =�" �0 �0 $�� ���	�

�?��� ‘and as a result terrible venom enters him’; gnomic aorist and epic ��

(L ). The ancients seem to have thought that snakes got their poison from the

food they ate, see e.g. Aelian De Natura Animalium .. 7���� is a psychological

force, anger, as well as a substance in the body, bile, which is produced by the

organs known as 7��$��� (. = .); see Clarke () –. Here it is

uniquely used to refer to the poison of a snake, and the translation ‘venom’

captures both aspects well. $��: personal pronoun, ‘him’ (L ).

 �$�����0	� ‘dauntingly’, accusative neuter used as an adverb; cf. the

��$1
� . . . �������
�� of the omen at Aulis (.–). �0�	���� ‘he glares out’;

intensive perfect. See Rijksbaron () . D�����$��	� ���R ����� ‘coiling round

in his hole’; the choice of ���� rather than .�� (as at ) is either determined by

the circular movement implied by N� �������� or the result of formulaic asso-

ciation (cf. N� ����
�� ���) 1���: , ‘(fatty savour) twirling around the smoke’:

.).

 ������	� . . . $0�	�: �
���, related to �
����, ����D� (), is a multifaceted

concept, referring to a liquid substance which ebbs and flows in the phrenes and

thumos (e.g. ), the force of natural elements (e.g. .), and the ‘adrenalin’ to

move and fight, often given by gods to man (here and e.g. ). See Redfield

() –, Jahn () –, and Clarke () –.

 ���!��: a bulwark attached to the wall. The bulwark in the Iliad always

is that at the Scaean gate; it offers a platform for viewers from the wall (cf. ;

.; .). =��: the preposition stands after its substantive and hence the accent

has moved backward (L ). ��	H�	���: ���
7��� , from ���
7
, ‘protruding’,

‘jutting out’. An instance of crasis (lit. ‘mingling’): the contraction of vowels across

the boundary between words or, as here, parts of compounds, which is marked

by a coronis (identical in appearance to a smooth breathing) over the contracted

vowel. �����6� .����’ 1��#���: Hector’s gesture of leaning his shield against the

bastion is purely pragmatic (the shield is heavy and Hector has to wait for some

time; cf. Lycaon, who throws down his shield, helmet, and spear in exhaustion

at .–). At –, when he is considering surrender, this gesture will acquire

symbolic significance. Two types of shield are mentioned in Homer: the long

body shield, '����, and the (nearly) round shield, �$1�� (see Kirk on .–).

Hector carries the heavy body shield here and elsewhere.

 This verse invariably introduces monologues. 5� ����: see n. ���: this

particle in Homer is found in several more forms: ��’, ��, ?�, ?’, and ?. There

is no consensus about its etymology; for a discussion see Ruijgh () –.

Its basic meaning seems to be to express ‘a lively feeling of interest’, often for a
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surprising fact; GP –. Here it marks the fact that furious Hector turns out to

be troubled inside, but it is hardly to be captured in translation.The particle is

very frequent in Homer, and this has weakened its force; the shortened forms

in particular often are no more than an expedient metrical filler or a means to

avoid hiatus. �M�� ��<� Z� $�!����	��  "$��: Homeric monologues take the

form of a dialogue with one’s thumos; see also n. !� is possessive pronoun, ‘his’

(L ). �������
�, lit. ‘great-hearted’, ‘valorous’, is a generic epithet of heroes.

In combination with 	"��� ( x), its etymology (����� + Z���) seems forgotten;

cf. n.

– Hector’s monologue, like the other ones by lone fighters (–n.),

is deliberative: alternative courses of action are weighed until a decision is made

in the end. Hector twice considers retreat and twice decides to fight: (A) if I

flee inside the city, (B) I will be criticised by my fellow Trojans for having led so

many to their deaths, (C) so it is better to face Achilles; (A’) if I approach Achilles

unarmed and offer him a truce, (B’) he will kill me, (C’) so it is better to fight with

him.

The very structure of his speech suggests that Hector’s decision to fight is

fragile; he is nervous and feels outclassed by his superior opponent. Thus we

need not be surprised at his flight immediately afterwards. Although Hector is

realistic about his own chances against Achilles and the latter’s implacable mood,

he still does consider help from the gods a possibility (). His moment of insight

that the gods have deserted him will come only at –.

– Hector first considers the possibility that was also suggested to him

by his parents: going inside the city (cf.  and ). This option is precluded,

however, not so much by the principle of noblesse oblige, i.e. leaders having always

to fight in the front lines (his father had offered him a way out, by suggesting

that, in his particular case, coming inside and not fighting would actually save the

Trojans: –), as by his own behaviour in the past (his failure to heed Polydamas’

advice to lead the army back into the city): ‘What bars his way to the city is he

himself ’ (Schadewaldt () , my translation).

It is part of the greatness of Homeric characters that they look back at and

reflect on their own behaviour: Hector now sees that it would have been ‘better’

to have listened to Polydamas, just as Odysseus, while recounting the Cyclops

adventure to the Phaeacians, admits that it would have been ‘better’ if he had

not stayed to ask the monster for guest-gifts (Od. .–). With such reflective

heroes, Homer anticipates historiography (Cambyses admits his mistake in killing

his brother Smerdis: Herodotus Histories .) and drama (Pentheus admits his

mistake in not acknowledging Dionysus: Euripides Bacchae –).

It is one thing for Hector to admit his fatal mistake to himself, but he cannot

live with (and hence is prepared to die for) the idea that others would confront

him about it. This was a key passage in Dodds’ () famous qualification

of Homeric society as a shame-culture (as opposed to a guilt-culture): it knew

nothing of guilt or the sanction of guilt; rather, the fear of losing face (to equals
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or inferiors) impelled its heroes to take certain actions and restrained them from

taking others. This qualification has been modified, e.g. by van Wees ()

–, Cairns (), and Williams ().

 4� $	�: this spelling (instead of U �� ) is considered the right one in ancient

sources and is still found in many medieval MSS; see West , xxxvii. 1!�� =

.�D; the � is not a movable nu but an unexplained suffix which the pronoun gets

in Homeric Greek, Lesbian and Dorian (see DELG s.v.). ���: aorist subjunctive,

from �,
, ‘enter’.

– The figure of Polydamas belongs to the type of the hero’s companion

(and often alter ego); cf. Roland and Olivier in the Chanson de Roland. He also

anticipates the ‘warner’ we know from later Greek literature (Solon in Herodotus’

Histories or Tiresias in Sophocles’ Oedipus Tyrannus). His role as Hector’s foil is

clearly indicated by the narrator at .– (‘he was a companion of Hector,

the two of them born in the same night, but he (Polydamas) was much better

with words, the other (Hector) with the spear’). It is reinforced by the fact that he

figures in the Iliad only during the third day of battle, the day of Hector’s greatest

successes and demise (see Introduction b). We see him occasionally participate

in the fighting (e.g. .–), but his main activity consists in offering Hector

cautious strategic advice (.–, –; .–; .–) that Hector

twice follows (.–; .–) and twice rejects (.–; .–).

Here, Hector recalls the last (and longest) debate with Polydamas. Achilles

had just made a brief appearance (the first after his protracted inactivity), which

allowed the Greeks to save the body of Patroclus. However, nightfall and a lack

of armour had prevented him from starting battle (.–). Then Polydamas

had advised the Trojans to withdraw inside the city and fight from the walls

(.–). Hector had scornfully rejected the advice and confidently announced

that he would face Achilles (–). This time the debate was public, not

private (unlike the previous three times), and the Trojans chose Hector’s side en

masse (.–). The result was the massacre Achilles caused on the next day

(books –).

Polydamas’ advice in  had been based on common sense (Achilles’ absence

made the Greeks easier to fight; his return would wreak havoc among the Tro-

jans). The narratees know it to be sound advice because Iris had told Hector

that Zeus would support him until nightfall (.–), and night had just fallen

(.–). Moreover, the narrator ‘plugs’ the speaker and his advice both before

and after Polydamas’ speech. The debates with Polydamas make both Hector’s

error and his greatness as a hero clear. For Polydamas see Reinhardt () –,

Redfield () –, and Schofield () –.

 1��!��#�� .�� ���� ‘will lay (heap) reproach upon’; the verb is found only

here in Homer. Cf. ., where we hear of .���7���� being ‘poured down over’

somebody.

 1�0��"��: at first sight it may seem surprising that Hector uses the imper-

fect rather than the aorist when referring back to the one particular moment
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of Polydamas’ warning him on the night of Achilles’ return. However, verbs

indicating ‘ordering’ (1���,
, .� �
��
) or ‘sending on an errand’ (�
��
) are

commonly used in the imperfect in Homer, since they ‘imply an effort or are the

start of a new development’ (GH II ). �	�R = ����.

 ��� ’ [�	 ����� . . . , J�� ‘during this . . . night, when’. For this rare

temporal use of J�� cf. �$�	’ J�/ ��� 	���, ‘all the time during my wrath’

(.). The temporal marker is to be taken with ���) ���� � <�����	� ; cf.

Polydamas at .: ‘let us keep the forces for the night (�,1��) in the mar-

ketplace’. We are dealing with a unique variant of the ‘;��� �: , !��’ motif

(n). ����� expresses emotional intensity: ‘this night which I remember only

too well’; see KG II . ��� ’ . . . 5�	��: �,% is given an epithet in  of

its  occurrences. Of the  different epithets, characters tend to use the

more emotional ones, such as �"�1����, ‘bringing discomfort’, 1�1�, ��9"��,

‘wretched’, �"����, ‘sleepless’, and 8���, ‘baneful’ (here and Od. .); see de

Jong () –. J�� �’ 4���	: an irregular use of epic ��, which normally

occurs in omnitemporal contexts, here in connection with one specific event. It is

inserted to prevent elision (which would result in the unmetrical sequence 8����,

!�’ U����, k k – k – k k). U���� is a (thematic) aorist of (athematic) V��"�� ,

‘rouse oneself ’; an expressive verb for the crucial moment of Achilles (finally)

shaking off his wrathful inactivity. �
	� 
�������: this formula occurs  times in

the Iliad. �-�� is a generic epithet, used of many heroes; cf. e.g. G H1���� �-�� (,

n.). It is uncertain whether the word derives directly from the IE root ∗dei-

‘shine’ or from Mycenaean di-u-jo, di-wi-jo, ‘belonging to/descending from Zeus’

(cf. b�,�, gen. � ��). In Homer it has weakened to ‘godlike’or ‘noble’. Characters

regularly make use of the same stock epithets as the narrator, even if this implies

speaking in positive terms about opponents, as here. One might ask whether this

is a sign of heroic chivalry (the best example being the meeting between Glaucus

and Diomedes at .–) or metrical convenience.

 @ �’ ‘and yet’; see Ruijgh () –. �0���	� ‘better’; comparative

neuter, cf. 1
����, ‘profit’, ‘advantage (for oneself)’. There is an ancient variant

1$�� �� (again at , and cf. ., ), which would fit , but not this line.

Moreover, 1
�� �� also occurs in the identical line Od. ., in a very similar

context of a character ruing earlier behaviour (–n.). @�� = Z�.

 �%� �’ ‘but now (in reality)’; see –n. 4���� ‘I have caused the death

of/destroyed’; cf. Agamemnon at . (���A� U���� ����) and Achilles at .

(�/�, sc. Patroclus, '�D����). ����: the Homeric ���� (more commonly, the

plural ����) is the ‘people’ of a society: the men and women that come together

during battle, assemblies, games, or funerals. It is typically dependent on a leader,

who is called ‘the shepherd of the people’ and whose main task is to protect

them. Failing this task and instead destroying one’s people is therefore a justified

reason for (self-)accusation; see Haubold (), esp. – and (for Hector) –

. .��� ��#����� 1$����� ‘my reckless behaviour’. This word belongs to the

character-language ( x speech,  x embedded focalisation,  x narrator-text).
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It indicates behaviour which breaks social or religious rules and which people

pursue despite warnings. A good example is Odysseus’ crew in the Odyssey, who

do not heed Odysseus’ warnings and slaughter the cattle of the god Helios; see

de Jong on .–, with further bibliography. Its use here is highly apt, in that

Hector had been – twice – warned by Polydamas, who moreover had pointed at

an omen to back up his warning at .–. This is Hector’s moment of insight

into his own error; at – he will realise how he has been part of Zeus’s plan

from the beginning. See also Introduction b and d.

– ‘I feel shame before the Trojan men and women, lest somebody (sc.

of them) will say’. The ��-clause is loosely added in the typical paratactical

style; see GH II . Line  repeats ., where Hector used it to justify his

decision to return to the battlefield rather than follow Andromache’s advice to

stay inside. Though verbatim repetitions are part and parcel of Homeric oral

technique, the many other echoes of book  in book  (see Introduction c)

point to a deliberate effect: the same force which sent Hector into battle now

prevents him from returning home. The expression later became proverbial, as

witness e.g. Cicero Letters to Atticus .. (and elsewhere): ‘I fear not Pompey only

but the Trojan men and women’ (i.e. Atticus himself). �?�0	$��: ���D� is a central

concept in Homeric society. It indicates a sensitivity to what another is entitled

to (‘respect’) or what another may say or think about oneself (‘shame’). It is an

emotion that is quintessentially bound up with the Homeric preoccupation with

‘face’ and honour, yet it is clearly fed by internal as well as external factors. Hector

not only (prospectively) fears criticism from the Trojans, but also (retrospectively)

condemns his own behaviour as '���	����. See Redfield () – and

especially Cairns () – (for Hector: –). D������0��	"�: usually taken

to mean ‘of the trailing robe’, but perhaps ‘drawing up the robe (at the ankles)’;

see LfgrE s.v.

– ��� . . . �������	� ���	� 1$�
	: the structure of the line, with the first

half also occurring elsewhere (.), suggests taking 1�1D����� ����� .��-�

together as an apposition to � �: ‘lest somebody will say, different and lesser than

I’. An alternative is to take ����� with � � and 1�1D����� .��-� as an apposition:

‘lest somebody else, lesser than I, will say’. 1�1�� in Homer is not a moral term

(‘bad’), but it refers to a cowardly, socially inferior, or harmful person. Fear for the

words of a 1�1D����� ����� is also expressed by the Phaeacian princess Nausicaa

(Od. .) and one of the Ithacan aristocratic suitors (Od. .). .��-� = .��[

(L ). �3����: third person thematic subjunctive with athematic ending (L ).

\�� ‘his’. The ending –# is equivalent to a dative (L ); for the possessive pronoun

!� see L . �� ����: intransitive aorist of ���	��� , ‘trusting’. 1�0	"���: future

of �3�
, ‘speak’, ‘say’ (cf. ?�� �, ?����).

Hector spells out the criticism that he fears in the form of a ‘potential tis’-

speech: an imaginary, future speech put in the mouth of an anonymous person,

here, significantly, a Trojan man or woman of lower social standing than Hector

himself (or, for that matter, Polydamas); see de Jong (b). It is clear that,
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as always, the speech of the anonymous person in fact externalises the inner

thoughts of the speaker himself: thus the tis virtually repeats what Hector had

earlier said himself ( G H1�
� . . . U���� ���� ≈ U���� ����), replacing ‘through

his reckless behaviour’ by ‘trusting in his own strength’. Of the eight ‘potential

tis’-speeches in the Iliad, five derive from Hector (as opposed to one each by

Agamemnon, Sarpedon, and Menelaus): .–, ; .–, –. They

contain (self-)praise or (self-)blame. They can be considered a characterising trait,

marking Hector as a man who, as the single most important leader on the Trojan

side, knows he has the eyes of the world on him; see Martin () –.

– Hector decides to stay and kill or be killed; for this heroic idea see

.–, ; .–; .–; .– (of a lion); .; .–, .

���’ ‘in that case’, i.e. having to be spoken to in that way; cf. . = ..

����� ‘in a face to face meeting’. This crucial word (countering his first option of

going inside) is put before the two alternative outcomes of such a confrontation.

+’: the MSS have ;, but in cases where this word occurs before a vowel without

correption it probably represented elided c
, and this form is restored by West

in his text. �������#�����: this reading of the vulgate is to be preferred to the

ancient variant 1���1������� . It is characteristic of oral syntax that a speaker

gives up the correct construction (1���1������� in accordance with .��� ) and

adopts an easier one (1���1��������: the accusative is the most frequent case

of participles); see Slings () –, who coined the term ‘downslip’. �0�� ��

‘return’, often with the connotation ‘to escape safely’. ���: the particle seems a

mere repetition of �� (), rather than turning 8�
�	� into a modal infinitive,

of which construction there is only one sure instance (.); see GH II . The

variant line found in one papyrus may have been an attempt to get rid of the

particle. �(�-� 5�0� �� ‘or die myself’; predicative �I��� (dative after .���) marks

the contrast with +�7 ���. 1]����-� ‘with good reputation’, ‘in a manner which

will earn one glory’; for kleos see –n. -� - is metrical lengthening, to avoid a

sequence k – k – (L ). ��< ����	�: the literal meaning, ‘in front of’ (cf. ), and

figurative one, ‘in defence of ’ (cf. .), coincide.

The sentiment that it is glorious to die on the battlefield is also voiced by

Hector at .–: �6 . . . '� 1F� '�"���
�
 ���) �$���� | ��	�$��� and .–

. However, as Renehan () observed, the way that the narrator presents

heroic death differs considerably from the theory voiced by his characters in

their speeches: Homeric heroes show fear in the face of death, and the narrator

invariably stresses the sorrow their death causes to friends and family rather

than the glory it brings. Hector himself will provide a prime example of this

phenomenon. Its human, all-too-human, outlook is of course one of the main

reasons for the Iliad’s eternal appeal. This realistic interpretation of heroic death

in Homer is more convincing than Vernant’s () idealised claim that Homeric

heroes choose early death as a means to avoid the ugliness of old age and to win

eternal glory. The sentiment that it is dulce et decorum to die for one’s fatherland

(Horace Ode ..), though modelled after Hector’s words in book , only
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becomes prominent after Homer; cf. Callinus .–; Tyrtaeus .–, –;

.– (ed. M. West ). See Müller ().

– Hector’s second alternative is to approach Achilles unarmed and try

to strike a bargain. This is virtually a supplication (cf. the key words >1
�� ,

.����� , ���
���� ), with the suppliant Hector, as general of Troy, offering a

peace settlement instead of the customary private belongings. The conditional

protasis is spun out and even turns into an independent main clause at –

, with Hector heaping detail upon detail and clinging to the possibility of a

settlement and hence escape from death. He abruptly cuts off his own train of

thought and rejects his second alternative on the basis of a realistic assessment of

Achilles’ present state of mind: he is not in the mood for talking (again Hector

briefly trails off, lingering on the idea of intimate talk between men and women)

and will kill him. Thus Hector had seen Achilles kill his brother Polydorus just

before (.–).

The narratees know even better that Hector is right: Achilles killed two other

Trojans, Tros and Lycaon, although they had supplicated him (.–; .–

), and the narrator commented that he ‘was no sweet-minded man, no gentle

heart, but a man in full fury’ (.–).

– ���� �#	$��: subjunctive with short vowel (L ); -� - is due to metri-

cal lengthening (L ) to avoid a sequence of four short elements. 5$���������,

������� ‘bossed’, ‘heavy’, are both stock epithets of shields and helmets, respec-

tively; their use here by Hector adds to the lingering style of his speech, his

clinging to life and all that belongs to it. The circumstance that Hector had

already leaned his shield against the wall at  is here passed over: what he is

considering is a symbolic disarmament to accompany his peace offer, such as we

also find at .–. �(�<� ?�� ‘going on my own, just like that’, i.e. without

armour. The idea will later be picked up by the graphic �"���� (). 
����	�

.$�$	�	�: again (cf. ) Hector uses a positive epithet in connection with his

opponent. '�,�
� is a frequently used generic epithet of heroes ( x Il. and

Od.). It is conventionally translated as ‘blameless’, but this is based on a ques-

tionable etymology (alpha privative + -�"�-, to be derived from �:���, ‘blame’).

Amory Parry () proposes ‘beautiful (because possessing a strong, well-shaped,

well-coordinated body)’. Heubeck () suggests another etymology: '�"- (from

the verb '��,��� , ‘to surpass’, which is found in Pindar) + suffix –�
� (which

we also find in e.g. ����
�, ����
�); this would yield the meaning ‘excellent’.

.��#	� =� �: suggestive of a supplication, cf. e.g. ..

– Hector envisions offering Achilles a peace settlement. There have been

three earlier talks about a peaceful solution to the war: one belonging to the time

before the Iliad (.) and two in an early phase of the Iliad, the duels between

Paris and Menelaus (.–, cf. , ) and Hector and Ajax (.–, cf. –,

–). When we compare what the Trojans’ offer comprised on those occasions

(book : Helen; book : Helen, Paris’ booty, and additional recompense for the

sons of Atreus; book : Paris’ booty and additional recompense), we see how
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Hector here surpasses those earlier offers in his desperation, adding half of the

wealth of Troy (a common way to end a siege, cf. .–).

Hector starts rehearsing what he will say to Achilles in indirect speech (‘I will

promise him to give . . . ’), but he seems to talk more to himself from  onwards

(‘I will later make the Trojans take an oath’). For a brief moment he is carried

away by his own idea and starts daydreaming about returning to Troy. In a

comparable way, Agenor dreams about escaping in his monologue: he might flee

to the Trojan plain, to the spurs of Ida, and return in the evening to the city

again after washing himself in the river and drying his sweat (.–).

– O�����$�� ^Y�0��� ��R ���$� ’ . . . | ���0$�� 
���;������ �!���:

typical oral syntax, in that the accusatives tH�
��� 1�) 1����	’ are first taken by a

hearer as object of J���7
�� , (‘I will promise Helen’) and then, when hearing

�
�
��� . . . ��� �, are reinterpreted as object of these verbs (‘I will promise to

give Helen to the sons of Atreus to take away with them’).

 	&: personal pronoun (L ).

 J��� �’: �� mainly is inserted to avoid hiatus; for a possible linguistic

explanation of its use here see Ruijgh () –. 
�02����	�: an alternative

name for X$� �; cf. Astyanax and Skamandrios (.–). In the latter case

the doubling of the name is explained, Skamandrios being the name given

by Hector, Astyanax his nickname given by the people (–n.). In the case of

Paris/Alexandros no such explanation is given. For a discussion of the provenance

of the two names see Kirk on .. He suggests that ‘there is no difference in the

nuance of the two names’ and that they are merely useful ‘metrical alternatives’.

There has been an attempt to find a nuance: Paris is mainly used when a

Trojan speaks or focalises, or more generally in a ‘Trojan’ context, while the

international name Alexandros is reserved for the gods, the Greeks, the narrator,

or Trojans addressing Greeks (as here); see de Jong (a). This thesis has been

challenged by Lloyd (). �	#���� 1�# ��"�#�: the typical epithet of ships when

they transport goods; see n.

 A�	#���’ ‘to Troy’. _ �’: the relative is attracted to the gender of '�7�;

it refers to all that preceded, i.e. Paris taking with him Helen and capturing

goods. Here, as at  and , epic �� is illogically used in connection with a

single event from the past, rather than having its normal omnitemporal force

(L ). =����	 ‘became’, ‘turned out to be’. The verb �
���� is often used as

a metrically expedient variant of ������� or ���� but has a distinct semantic

force of its own, related to its Indo-European root ∗kwel-, ‘to turn’; see Waanders

(). ��#��	� .���: Paris’ role as the one who started the conflict is mentioned

by friend and foe alike: Menelaus (., and cf. ), Helen (.), Hector

(here and .), and even the narrator (.–), who characteristically stresses

the misery which Paris’ expedition brought the whole Trojan population: ����

(sc. of Paris) . . . | '�7�1$1�"�, �k ��� 1�1/� i�D��� �
�����. For Hera and

Athena, Paris’ misbehaviour ‘began’ even earlier, when, on the occasion of his

Judgement, he chose Aphrodite rather than them (.–). The question ‘who
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began?’ was important in Greek warfare, as in modern; see BK on .. An

illustrative example is the start of Herodotus’ Histories (.–), where he goes to

great lengths to recount the various opinions as to who started hostilities between

Greeks and barbarians (even though he will reject all of them in the end); Paris

features in that passage, too, although he is not the first to act but is part of a

longer chain of retaliations.

The fact that Paris not only abducted Helen but also took with him, i.e. looted,

many of Menelaus’ possessions is important for understanding why the Trojan

War started. Paris’ expedition was a demonstration of his courage, of which

Hector furiously reminds his brother at .–: ‘Is this the man you were when

you gathered your trusted companions and sailed out over the sea . . . mixed with

strangers and brought back on board a beautiful wife?’ By that same token the

expedition brought a double disgrace to Menelaus, which needed to be avenged.

For all aspects of Homeric society, in which status and prestige were of paramount

importance, see van Wees (), especially – on Paris’ expedition.

– ���0$�� = �D�� � (L ). `$� �’ .$�R� 
���	
� | ���’ .�	������ ��

‘and at the same time apart from that (sc. what is given to the sons of Atreus) to

give the Greeks other things as their share’. Aristarchus’ reading '���$����	� 

is to be preferred to the vulgate’s '���$����	� , since the infinitive stands on a

par with �
�
���. �0��" �� ‘holds’, ‘contains’.

 A���R� ‘among the Trojans’ (local dative). �Q: the basic meaning of �p

or �p�� is ‘on the other hand’ (cf. Latin aut, autem), which may have the nuances

of an adversative ‘on the contrary’ or additive ‘again’. Here it marks that Hector

is mentally turning from Achilles and his promise to him, to the Trojans and

what he will ask them. $������ � ‘later’. !��	���	� J��	�: an oath pledged by

the Trojan elders in the name of the entire population. The gerontes of a Homeric

community (city or army) deliberate in a boulē. These leaders are not necessarily

old; cf. Latin senator, from senex. V��$�� ‘I will exact’; cf. Od. . .��[ �’ \����

�
��� !�1��. The subjunctive (with or without ��, 1
�) in Homer is often used in

a main clause, here as an emphatic future, with a clear undertone of the subject

of the verb wanting to do something; see GH II –.

 ����� ��: the future is to be preferred to �$���	� , which seems to have

entered the text here from . (where it stands on a par with � ����	
� �).

 Some papyri and MSS omit this line, which may have entered the tradition

from ., and most editors want to remove it from the text as an unnecessary

repetition of  (Ameis-Hentze, Leaf, West). If one retains the line, it is best to

place a comma at the end of  to make clear that 1��� � . . . is an apposition

to �$���. It may be defended as forming part of the text of the oath which

Hector draws up in his head; the official oath of the Trojan elders echoes his

own. ��	�#� �	� 1�����	�: ������	��� is in principle a useful metrical variant

of �(�)�� �, but it is used less and seems to have a more solemn flavour about

it. The word has many epithets (see LfgrE s.v.), but .�������, ‘lovely’, is found

only here and at .. We are gradually prepared for the pathos of –,
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the moving reference to the ‘beautiful’ Trojan scenery in peacetime. 10�!��: the

original ( has already disappeared (.(
��� ) but the two vowels have not yet been

contracted.

 This line occurs in the four ‘lone fighter’ monologues (.; .; .)

and once in a dialogical speech (). It is typically used to break off a train of

thought abruptly and drastically. �#� = ��, ‘why’. $	�: possessive dative (L ).

�#�	� ‘my dear’; see n.  "$��: for the thumos as seat of intellectual activity see

LfgrE s.v. .

– $� $�� 1!P $'� W��$��, L �0 . . . 	(� 1������: an example of parataxis

(L ). In a translation we have to make some adaptations: ‘I fear that if I will

come up to him as a suppliant, he will not pity me’. For a prospective subjunctive

in a main clause see n. >1
�� here is specifically ‘come as a 01
���, suppliant,

to someone’ (cf. ). 	(� 1������ | 	(�0 . . . �?�0�����: the fact that Hector talks

not merely about ‘respect’ but also about ‘pity’ makes clear that he feels weaker

than Achilles (see n.) and leads up to his ‘like a woman’ in the next line. Apollo

likewise concludes that Achilles has lost his sense of respect and pity at .–.

For Achilles’ anger after the death of Patroclus see Introduction b. 	(�0 �# ‘and

not a bit’. !"$��� ‘naked’ in the sense of not wearing armour; cf. ., ;

.; and cf. Herodotus Histories ..

 �H��� I� �� !"��
�� ‘exactly like a woman’; see LfgrE s.v. �6�
� a.

Others take �6�
� to mean ‘just as I am’, but this results in the awkward

sequence ‘he will kill me naked, just as I am, like a woman’. The comparison

with a woman here indicates defencelessness because of the lack of weapons.

More often the comparison of a man with a woman is used tauntingly to suggest

cowardice, e.g. ., –; .. .�< . . . ���: tmesis (L ). The verb is used

regularly for putting on or taking off clothes or armour.

– 	( $0� ���: a forceful denial, ‘for sure, not by any means’ (�
� = ���,

see n.). =���� ‘it is possible’. .�< ��"<� . . . .�< �0����: although the precise

meaning of the obviously proverbial ‘from oak or from rock’, which occurs once

more (Od. .) is lost (for a discussion see West () on Hesiod Theogony

), it here means something like ‘(to talk about) irrelevant, fanciful, things’.

A scholion glosses ��� �������-�, ‘speak superfluous things’. �-� ‘with him’,

sc. Achilles, who is constantly in Hector’s mind. 5���*0$����, ` �� ��� 0�	�

+; �	� ��, |��� 0�	� +; �	� �’ 5��#*��	� .����	���: the construction changes

in the course of the sentence: ‘to talk, (apposition) as girl and boy (do), (as) girl

and boy (predicate inserted) talk with each other’. Perhaps under the influence of

‘like a woman’ of , Hector lets his thoughts trail and envisions the possibility

of a friendly and leisured talk with his enemy, albeit in negated form. The verb

8���9� �, ‘to converse intimately’ (from 8$�, ‘wife’), only occurs once more, in the

conversation between Hector and Andromache (.); it is one more significant

reference to that earlier scene (see Introduction c). It also nostalgically evokes

happier, peaceful times at the moment of the grimmest martial truth for Hector

(cf. n.). Finally, this is an instance of the common Homeric tendency to speak

imperator
Sticky Note
None set by imperator

imperator
Sticky Note
MigrationNone set by imperator

imperator
Sticky Note
Unmarked set by imperator



92 COMMENTARY: 129–32

about war in erotic terms, cf. 8�� ��,�, which is both lovers’ talk (.) and the

dalliance of fighters (.;.), and see Monsacré () –.

u �� ���	
��� c4	��� �� | ���	
��� c4	��� �� is an instance of epanalepsis, the

repetition of a word or word group at the beginning of the next verse. In Homer

we find two types: epanalepsis of proper names (.–, –, –, –;

.–, –; .–; .–, .–, –; Od. .) and word groups (here;

.–; .–). Two of the three longer instances of epanalepsis occur in

speeches by Hector and concern Achilles. The phenomenon is nowadays seen as

a figure to create emphasis or pathos (see Fehling () – and the Byzantine

commentator Eustathius, who suggests that it gives expression to Hector’s fear

and nervousness), but originally was a mere product of oral syntax. It was later

taken up e.g. by Virgil Aeneid .– (‘may Jupiter hurl me’ ad umbras, | pallentes

umbras Erebi).

– For the second time, Hector decides to confront Achilles, comforting

himself with the thought that it is after all Zeus who decides who will win; for this

idea cf. ., ; ., .–, etc. Hector had uttered a similar sentiment

(victory lies ‘on the knees of the gods’) at .–, during his first confrontation

with Achilles. �0����	�: the etymology of this word is unclear, but it means

‘better’ and is often found, as here, at a moment of decision-taking. �Q�’: see

n.; it here underlines the idea that to fight is an alternative to the earlier

option of trying to talk with Achilles. =���� 2"����"�0$�� J��� �������a | �3�	$��

‘to engage in combat as soon as possible. (asyndeton) Let us find out’. This seems

to be more forceful than the variant reading V#�� �$7 ��� �3�����, for which

cf. .–. �3����� is a subjunctive with short vowel (L ). 7b��$��	�: ‘the

Olympian’ in the singular in Homer always refers to Zeus; cf. the variant found

in one papyrus. �Q�	�: lit. ‘a reason to boast’, hence ‘glory’; for the different

words for glory see –n.

– Whereas at  Hector had merely spotted ‘gigantic’ Achilles from afar,

Achilles is now �7����, ‘close at hand’, and Hector is able to discern details. It

is thus attractive to take the description of Achilles’ armour at – as focalised

by Hector (cf. E� .������ at ).

 L �0 . . . 
������� ‘and he . . . , Achilles’, kataphoric use of the demonstra-

tive pronoun (L ).

 As befits the moment of dramatic climax Achilles is awarded a unique

four-word verse. Mortals are regularly compared to gods in Homer, warriors of

course mainly to Ares; see Amory Parry () –. M�	� 7Y�"��#��: in Homer

Enyalios virtually is another name for Ares. In Mycenaean times, however, there

existed a god Enyalios (the name is found on a clay tablet from Knossos), and this,

taken together with the fact that the name Enyalios is most frequently associated

with the Cretan Meriones (.; .; .; .), suggests that he originally

was a local Cretan god. For later Greeks the two are clearly identical: thus one

may compare Homeric %"�/� +H�"$� �� (.) with Archilochus’ .���"��� �C�

%"�/� '�	�D�� � q��� (fr.  West ). P��� originally implies size (‘as big as’),
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but the sense has weakened to a mere ‘like’. �	�" �G�� ‘with quivering helmet’,

a Homeric hapax; cf. 1��"	������, once used of Ares (n.). At other places

Ares is called a ����,� ��� ����� ����, ‘shield-bearing warrior’ (–n.), but

here the narrator draws attention to his helmet, perhaps to prepare for Achilles’

helmet, which will be prominently mentioned later on during the fight (–).

– ��#�� :������ $��#�� . . . | ������: Achilles’ spear is called ‘Pelian’

because the centaur Chiron made it of wood from Mt. Pelion in Thessaly and

gave it to Peleus at the occasion of his marriage to Thetis, just as the gods gave

him armour (.– = .–; .–; .–). The event was, according

to a scholion on Iliad ., recounted in more detail in the Cypria; see p.  of

West’s edition. For possible special qualities of this spear and armour see n.

Warriors regularly brandish a spear by way of threatening gesture (cf. n.);

Achilles doing so here creates suspense, since this weapon has been carefully

introduced in preceding books. The spear is ‘huge, heavy, massive’, like Athena’s

spear (. = .; cf. Od. .); no other Achaean can wield it except

Achilles (.– = .–); and Chiron ominously gave it to Peleus ‘to be

death for heroes’ (. = .). When Patroclus dons Achilles’ armour it is

explicitly said that he does not take his friend’s Pelian spear (.–), which

therefore does not fall in the hands of Hector but remains available for Achilles

to use; see Bannert (). Indeed, arming himself with his new armour, he pulls

‘his father’s spear out of its casing’ (.). He kills many Trojans with it on his

way to Hector, and the narrator takes care not to lose this important prop: when

the spear is stuck in the earth after shooting through Aeneas’ shield, Poseidon

returns it to Achilles (.–, –); when it misses Asteropaeus and instead

becomes stuck in the bank of the river Scamander, it is carefully pulled out by

Achilles (.–, ). All of this leads up to the moment when Achilles, after

a false start (he misses Hector, but Athena returns his spear to him: .–),

will finally put his spear to its most important use: killing Hector (–).

Chiron once giving Peleus the spear that Achilles is now wielding is all Homer

has to say about this famous centaur. However, Hesiod (Catalogue of Women fr.

, –, ed. Most), seventh century art (LIMC, s.v. Achilleus, pl. ), and many

later texts portray him as rearing Achilles. Instead, Homer makes Phoenix the

educator of Achilles (.–, –), probably an ad hoc invention in order

to make this aged retainer one of the ambassadors who try to make Achilles

re-enter war.

– Once again (cf. –) the glittering of Achilles’ corslet is mentioned,

but this time it is compared not to the gleam of a star but to the brightness of

the sun and fire. Achilles had also been compared to the sun after he had put on

his new armour (. ≈ ., there of Paris). The comparison with fire has a

thematic significance: the combination fire-Achilles constitutes a leitmotif in the

final books of the Iliad from the moment when he returns to battle until his revenge

on Hector is accomplished (cf. .–, ; ., –; .–). The fire

gives expression to Achilles’ martial spirit (cf. e.g. .–, where the fire coming
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94 COMMENTARY: 136

from Diomedes’ head and shoulders represents the energy and courage which

Athena has just given him), but also, more specifically, connotes destructiveness

(cf. e.g. .–). It thus prepares for the climactic moment when the death of

Hector is compared to Troy burning (–). See Whitman () –. .$�#

‘around him’ (adverbial).

– The dramatic moment of Hector panicking and abandoning the deci-

sion to confront Achilles, which he had reached only seconds before, is presented

emphatically: ‘he no longer dared to stay (contrast �����:  and �
�
�: ),

left the gates behind (which at  he had still contemplated entering), and fled’.

Hector’s reaction is understandable if we recall that Achilles’ own Myrmidons

reacted in a comparable way to their leader’s new armour: �"�� ����� �’ ���

�$���� \�� ������, �I�
 � � 5��� | ����� ��� �
� �, '��’ 5������ (.–). The

skewed verses (–n.) are suggestive of his panicky emotions. �Q �: shortened

form of �I��	 , ‘on the spot’. �� . . . �	�� �#�: lit. ‘he set off in flight’. In Homer

the verb #�R

/#�R
��� means ‘to put to flight’ (act.)/‘flee’ (middle and pas-

sive), with the connotation of fear; later this connotation will predominate and

the verb will mean ‘to frighten’/‘be afraid’ (perhaps already at .).

–

Achilles’ prolonged chase of Hector means yet another postponement of their

final, fatal confrontation (see –n.). It is, as Bassett ()  noted, ‘the

longest account of important action, unrelieved by speeches, in either poem’;

this absence of speech will soon be fully compensated for by the actual fight,

which, on the contrary, contains the longest battlefield conversation. The effect

of an almost interminable pursuit is heightened by numerous devices that slow

down the narration: four similes, a uniquely elaborate description of scenery, and

an Olympic scene. Thus the speed of narration slows down where the action

is at its fastest, which is always a sign of importance and emotional intensity

in Homer. The unique episode of the chase seems to have been a celebrated

one in antiquity: Aristotle Poetics mentions it as an example of the greater scope

for ‘the marvellous’ which epic has as compared to drama (see also –n.),

and in Plato’s Ion  B Socrates mentions it as one of Homer’s most ‘thrilling’

scenes.

Normally warriors only flee when confronted with a greater number of oppo-

nents (.–) or a god (e.g. .–), or when wounded (e.g. .–).

At .– Hector had declared emphatically that he would not flee before

Achilles. Homer nevertheless manages to turn Hector’s flight before Achilles into

a heroic and pathetic high point. The fact that Hector manages to outrun the

fastest runner of all for so long is a token of his qualities. The sight of Hector

running past the wash-places of the Trojan women, symbols of the former peace

of his city, creates pathos. But the surest way in which the narrator prevents us

from seeing Hector’s flight as an ignoble affair is by having the gods intensely

imperator
Sticky Note
None set by imperator

imperator
Sticky Note
MigrationNone set by imperator

imperator
Sticky Note
Unmarked set by imperator



COMMENTARY: 138–44 95

follow it. Thus no contradiction will be felt when Hecuba later claims that ‘it was

no coward that Achilles killed, but he was standing in defence of the men and

women of Troy, with no thought of flight or shelter’ (.–).

– The first of four similes that illustrate Achilles’ chase of Hector; see

–,–, and –nn. Birds often figure in comparisons to make clear

the speed of warriors (–; .–; .–), ships (Od. .–), and horses

(.; .). Here Achilles, ‘trusting in his speedy feet’, is compared to a hawk,

‘fastest of birds’. But there are many more points of contact: Achilles/the hawk

going after Hector/the dove (.����"��, �	A� �
���� ≈ �3����, .��Q��� ); Hec-

tor/the dove trying to escape (��
�� . . . ��-7�� S�� i�D
� ≈ S�� 	� #�R�-�� );

and the eagerness of Achilles/the hawk to catch his prey (.�����D� ≈ N�
� � . . . N

	"�/� '�D�� ). Since the hawk and the dove are natural enemies, we are pre-

pared for Achilles’ implacable words at –. The Homeric narrator much

more often compares Greeks to predators than Trojans; see Stoevesandt ()

–.

 ���	� �� ‘trusting completely’; intensive perfect (n.).

 +,��: introduces comparisons in Homer, either short ones (cg�� + sub-

stantive, e.g. ‘like fawns’: ) or, as here, a longer one (cg�� + finite verb: ‘as a

hawk swoops’), which is picked up in a ‘so’-clause (). For the form of Homeric

similes see Introduction b. K������ ‘in the mountains’; for -# � as equivalent to

a dative plural ending see L . Mountains are associated with danger in Homer:

this is the place where wild animals live, fire rages, trees are felled, storms rage,

and herdsmen fight a continuous battle against predators; see Elliger () .

 	3$��� ‘swoops’; a gnomic aorist, as often in similes. �������: either an

adjective ‘timid’ or a specifying substantive together with �
�� �� (‘the timid one,

a dove’) of the type also found e.g. in �[� 1$����.

– [��� � ‘out from under’; the word is found twice more in the context

of a living being escaping from the onrush of water (Achilles: Scamander, at

.) or an overpowering opponent (Hera: Artemis, at .). �	��
��� ‘she

flees’ (see –n.). 52� ������� ‘with a shrill cry’ (unique expression); intensive

perfect (n.), with adverbial neuter accusative. ����0(�) ‘repeatedly’ (adverbial

use of accusative neuter). D�0���: metrical diectasis (L ): N�
� � (k k –) < N��-�

(k –) < N�
�� (k k –). D: �I��� (L ).

 ��’: see n. J !’: an anaphoric pronoun (L ) which picks up X���Q���

at . �0���	: this verb is regularly used of horses and people moving quickly. Its

metaphorical force is still felt here and e.g. at ., but elsewhere is no longer

discernible. ��0��: the verb ��

 in Homer primarily means ‘fear’ (cf. X���Q��,

���’ �� � ���� ��
� ���� � �$�R� : .), but also, as here, ‘flee’ or ‘retreat’

(.).

 ��
�	� [�	 ‘under the wall’, i.e. at the foot of the walls, which provide

Hector with (hypothetical) shelter, in the form of the Trojans on top who might

shoot at Achilles; cf. –. S�� in postposition (L ). ���/��� . . . !	����’: see

n.
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– Marked off by ring-composition (���C . . . .���,���� ≈ ����-

����
���), this passage offers a description of the Trojan plain. Whereas the

Odyssey has quite a number of scenery descriptions (see de Jong on .–), the

only instances in the Iliad are this place and the descriptions of Priam’s palace

(.–) and Achilles’ hut (.–). We usually only get stray references

to single landmarks, which have a thematic or symbolic meaning. The present

description combines five of these props: a look-out place, the fig tree, a wagon

track, a miraculous pair of springs, and the Scamander.

As often in Homer, the description entails a slowing down of the speed of

narration but no complete pause: at  the heroes arrive at the springs, which

are then described, and at  they have passed them. Indeed, the series of

geographical references suggests the movement of the characters, as at .–

(Agamemnon pursues the Trojans, who flee past the mound of Ilus and the fig

tree, until they reach the Scaean gate and the oak). The slowing down effects

emphasis and suspense; see –n. The way the narrator dwells on the wash-

places of the Trojan women, where they used to wash before the Greeks came,

is an effective flashback. It turns the scenery into a contrastive backdrop to the

deadly chase taking place before it: ‘the beauty of the place, the prosperity and joy

it once brought when there was still peace, makes the present horror all the more

clear’ (Schadewaldt () ; my translation). Finally, these quintessentially

Trojan landmarks touch on a theme that will soon become prominent: the

pathos of Hector fighting for his own land and being killed and mutilated in it

(see –n.). Thus the whole passage is a prime example of the typically Homeric

technique of implicitly building up pathos by the description of an object; see

Griffin () –.

Though few would deny that the site of Hissarlik is Troy (for a spirited and

detailed defence see Latacz ()), it is more debatable whether the Homeric

landmarks here listed are discernible in the landscape around that site (an ardent

believer is Luce (), who even provides photographs). For literary discussions

of the scenery around Troy see Elliger () –, Thornton () –,

Scully () –, and Trachsel () –.

 ��	����: this look-out place is mentioned only here (for another one

see .). 1������: this fig tree is mentioned twice more (.– and .);

it is positioned near the place where the wall of Troy is weakest. Its extended

description by Andromache in book  is one of many points of contact between

these two books (see Introduction c). Only here is the fig tree called ‘windy’, an

epithet usually reserved for Troy itself.

 ��#��	� . . . [��� ‘a little way out from the wall’; the preposition in post-

position (L ). West , xviii–xix follows ancient grammarians in accentuating

S��1 rather than J�
1. .$�2����: this landmark, a wagon track, is mentioned

nowhere else. Ameis-Hentze suggest that the narrator inserts this detail here

in order to provide his ‘athletes’ with a smooth terrain. One might add that

the word suggests human activity and thus prepares for the theme worked out
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more fully in connection with the springs which offer water for the Trojan

women.

– The landmark of the two springs only occurs here. Its description is

organised as a list (5�	�, < �
�, < �’ N�
��, 5�	�).The verbs are in the present

tense, except for the imperfect ��,���1��. The women ‘used to wash’ there (but

since the war no longer do so); see n. Perhaps the imperfect is also a sign

that we are dealing with Hector’s (implicit) focalisation, who recalls the springs’

use in former times while running past them. Cf. the description of the natural

scenery around Calypso’s cave (Od. .–), where the imperfects suggest that it

is looked at through Hermes’ admiring eyes; see de Jong ad loc.

Springs are typically situated just outside cities and are a liminal point of

transition between culture and nature (cf. Od. .–; .–; .–). It

is therefore symbolic that Hector, the main defender of the Trojan city, will

eventually be killed at this very place (cf. ) by the temporarily ‘wild’ Achilles

(see –n.). His death will mean the end of Troy and the end of the Trojan

women’s use of these springs; instead they will have to labour at Greek springs as

slaves (cf. .–).

– ��	"�P . . . ��!�R �	��#: Greece being a country full of springs, we

come across different words for ‘spring’ in Homer: 1��"��� (big spring), 1����

(spring with numinous association or fountain), ���� (big spring), and �-��%

(small spring). Here the ����� of the Scamander must mean its ‘sources’.

��	"�P . . . ��������: though the dual (L ) is often inserted for metrical con-

venience, it here has its full force: the wondrous nature of this landmark consists

in the two different springs (one hot, one cold) springing up as a pair, i.e. at the

same time and at the same place. Springs are regularly said to be ‘lovely-flowing’

(cf. 1��� �
�	���: Od. .; 1��������: Od. .), but here the epithet sets the

tone for the peaceful scene, featuring 1���� wash-places and 1���� daughters, at

–. �	��#: often is a mere metrical variant for �,
 but occasionally has a spe-

cial, stronger force, ‘of two sorts’; cf. the �� �) . . . ��	� of Zeus (.–) or the

�� �) . . . �,�� of dreams (Od. .–). 9��$����	" �������	�: together with

the Simoeis, the Scamander is the main river near Troy; the two rivers, which are

brothers (.), form the left and right boundaries to the battlefield. Of them,

the Scamander plays a greater role in the story. Indeed, it is this personified river

which, as natural defender of Troy, tries to kill Achilles at .–; and it is in

connection with this river that Hector calls his son Astyanax Scamandrius (.).

For the epithets and the formulaic system of the Scamander, see Richardson on

.–. At .– it is said that the Scamander (like many other Trojans rivers)

streams from Mt. Ida to the sea, whereas here its sources are located near Troy.

This contradiction had already been noted in antiquity, and various solutions

had been offered (the springs are fed by Scamander underground or are near

the river). It is more likely that either Homer ‘was nodding’ at this place or,

preferably, sacrificed consistency to poetic effectiveness in order to bring in the

prop of the Scamander in his evocation of the Trojan plain.
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  ’: epic �� (L ). [���� ����-� (runs) ‘with warm water’; comitative dative

(describing the circumstances); see GH II . .$�#: adverbial, ‘round it’.

 >� �? ‘as if’ (from burning fire). A fossilised combination; see KG II .

–  0��G ‘ in summer’. 1G�"
�: the perfect 5� 1� has two participles: .� 1D�

and ��1D�. The verb normally describes a resemblance in outward appearance,

but it here refers to likeness in temperature. ����*�� | c ����� /"���� +’ 12

[���	� ��"�������: the three dative clauses form an instance of the ‘Gesetz

der wachsenden Glieder’ or tricolon crescendo: each is longer than the previous.

This ancient device of Indo-European rhetoric is also frequent in Latin and later

literature (cf. Shakespeare’s ‘Friends, Romans, countrymen’).

 The proximity of the wash-places to the springs is indicated no less than

three times: ‘there beside these (springs) nearby are . . . ’ The accumulation of

adjectives describing them, ‘broad’, ‘lovely’, ‘stone’, has the effect of a close-up.

=���� = �����.

 �W$��� ��!�������: the epithet is of uncertain etymology (see DELG s.v.)

but is commonly taken as ‘shining’ (cf. Hesychius: �����$, �� 1���, 1�) �C

!�� �); it is used of clothing (e.g. Andromache’s headdress: ), reins, a throne,

and a chamber. In the case of clothes, the shine may result from metal objects

being attached to them or their being treated with oil (for this latter procedure,

known from Mycenaean times, see .–; Od. .; and Marinatos ()

–). Elliger ()  has drawn attention to the fact that light and dark are more

important than colour in Homer: thus forty-six per cent of the instances refer to

light/shining, forty per cent darkness, eight per cent to red, six per cent to yellow,

and only a handful to blue or green.

 Throughout the Iliad we find references to (�/) ����, the time before

the Greeks came, when Troy was at peace and still fabulously rich (.–;

.–; .–) and Priam still had many sons (.–, ). Together

with other nostalgic moments (–, –, –), they form the backdrop

against which the gruesome events of the war stand in pathetic contrast. In a

similar way the Odyssey abounds with evocations of life on Ithaca at the time

of Odysseus’ departure for Troy (his son had just been born: .–; his

wife was still a young bride: .; his dog Argus was still vigorous: .);

there the evocations serve to make clear the length of Odysseus’ absence. "E��


���-�: this formula occurs  times in the Homeric epics. There is a variant

formula to follow words ending with a vowel: 1�[�� M7� :� ( times). See

Parry () –. This type of expression seems to be due to Near Eastern

influence; see West () , who compares Hebrew ‘sons of the Levites’ =

‘Levites’. When the battle cry of the Greeks at Salamis sounds e ��-��� tH�2

���
� at Aeschylus Persai , this is a heroisation of this battle through Homeric

language.

– An instance of the ‘action’–‘perception’–‘reaction’ pattern; see –

n. Achilles pursues Hector – this is seen by the gods and – Zeus reacts with

a speech, in which he first verbalises his perception (� 
1������ . . . � D1� ≈
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��
1
� . . . ��
1�; ���) ��-7�� . . . ���" �
� X� $�� � ≈ X� $�� � ��� � �
� )

and then comes up with a suggestion for counter action. See further –n.

– Wedged in between two aorists (��������
��� . . . � ��	����), a

series of imperfects (5#�"��, ��
1�, '��,�	��, 	
��) scenically paint the footrace.

For the ‘scenic’ use of the imperfect in Greek see Rijksbaron () –.

At first sight, the combination of ‘it was no sacrificial beast or ox-hide, typical

prizes of athletes, they were competing for’ and ‘they ran quickly like prize-

competing horses’ seems odd. In fact, however, the juxtaposition is effective:

first we get the human focalisation of the narrator, who stresses that it was not

an ordinary contest but a race for life and death, and then we get the divine

focalisation of the gods, for whom the race is a spectacle, albeit a moving one.

The passage therefore forms the transition to the divine scene –. See de Jong

() –. Somewhat different interpretations are given by Moulton () ,

who suggests that the narrator, wanting to bring home both the gravity of the

race and its swiftness, had no other method available than ‘linear progression’;

and Griffin () , who merges the two pictures: ‘It almost was an athletic

spectacle of the conventional sort – except that the gods were the audience and

the stake was the life of Hector.’

– Throughout the protracted scene of the chase, we are reminded of the

situation: Hector is fleeing in front, while Achilles is chasing him (cf. –; –,

–, –).

 ��� ‘there’; dative singular of the feminine anaphoric pronoun (L ).

F�: see n. �������$0���, ���!��, J �’ . . . ������ ‘the two ran past, the

one . . . , the other . . . ’ The dual (L ) is significant in that it stresses the fatal

connectedness between the two men locked in a race of life and death; cf. again

the duals at  ('��,�	��) and  (� ��	����). Instead of � �
� . . . � �
, we

only find � �
, although the two participles clearly stand in balance to each other;

cf. e.g. . and Aristophanes Clouds : �����$ �’, e ��#
�� , ��1� � �
. See

GP .

– 1� �<� . . . $0!’ .$�#���: characters and narrator agree that Achilles is

the best fighter before Troy (n.), but by choosing this formulation the narrator

manages to add lustre to Hector’s flight. ���� � $'� . . . �#��� �0: while we

are used to �
� – �
 being symmetrically arranged, i.e. for the words standing

immediately before them to be the corresponding elements, there is much more

variation in the order in Homer (and poetry in general); cf.  and see GP –

. $�� ‘him’, personal pronoun (L ). ������#$��: the adverb should be taken

with both 5#�"�� and ��
1�. It will be explained in the ensuing .���-clause: they

were running so quickly because this was no normal race but a race for life and

death.

– These verses contain a priamel, the rhetorical device which consists in

listing a series of alternatives which serve as a foil to the true, climactic point: they

were not competing for a sacrificial animal, nor for a shield, but they ran for the

life of Hector. Cf. e.g. Od. .–: (the ‘Cretan’/Odysseus speaking) ‘Farming
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100 COMMENTARY: 159–62

was never to my taste, nor the care of the house. My love is ships and battles and

spears and arrows.’ A detailed discussion of Homeric priamels is found in Race

().

– 	(� . . . | .���� �� ‘they were not trying to win’, i.e. competing for.

&���G	� ‘a sacrificial animal’. Oxen are used as prizes in the funeral games for

Patroclus (.), notably as second prize during the footrace (). �	�#��: sc.

? ��� (f.), ‘an ox-hide’, which could be used to make straps (.; .) or

shields (.), or for sitting (Od. .) or lying on (Od. .). �	��#� ‘for the

feet’, i.e. in a footrace.

 ���R /"���: originally the combination ���� + genitive is used to indicate

the prize ‘around’ which the combatants gather to compete (cf. e.g. .–).

By an easy extension we find this combination in connection with what is ‘at

stake’ during a contest, fight, or encounter, e.g. a dead man’s body (.) or a

person’s psuchē (here and Od. .; .). See GH II . For the concept of

B"7� in Homer see –n. It here virtually amounts to ‘(they ran) for Hector’s

life or death’. X Y��	�	� &��	��$	�	: this noun-epithet formula is used five times

of Hector, out of a total of  instances. There exists a metrically equivalent

combination G H1����� '����#��� � (used  times of Hector, out of a total of

 instances). The existence of a pair of equivalent formulas suggests that they

are meaningful and that they were chosen for contextual reasons. The presence

of >��� at  may have led to 0����$�� � by association, and the narrator,

knowing that Hector’s own death is at hand, would perhaps be reluctant to call

him ‘man-killing’. Sacks () –, – suggests that 0����$�� � is used

in contexts where Apollo plays a role, but '����#��� � where Achilles plays a

role. This observation fits 0����$�� � at  (where Apollo is mentioned at ,

), but not this place, where Achilles is Hector’s direct opponent. Parry ()

– can detect no significant distribution, while Janko () suggests that the

clustering of formulas may be a relevant factor.

– The second of four similes in the context of the chase; see –n. The

simile of the horse race, adumbrated at –, illustrates the speed (?��#� �$��

��
7:� ≈ 1�������� � ������ ) and the circling movement (���) �
�����

≈ X� $�� � ��� � �
� ) of the two runners. It is perhaps not far-fetched to read

the fact that the race in the simile forms part of funeral games as an ominous

sign and to take it as an anticipation of Hector’s death. This seems preferable to

the rather prosaic note of the scholia that Homer only knows horse-racing in the

context of funeral games.

 >� �’ J�’: Homeric extended similes may be introduced by simple E�,

‘as X does Y’ (e.g. ) or longer E� !��, ‘as when X does Y’ (here) without

any difference; see Ruijgh () –. .� �	���	�: see n. ���R �0�$���

‘round the turning posts’; for a graphic description of such turning posts and the

technique for rounding them see .–. $��"��� W��	� ‘one-nailed horses’,

i.e. ‘with unified hoof’ (as opposed to cloven-hoofed animals like deer, sheep,

and goats). This verse-end formula is found  times; the corresponding formula
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after consonants is O1
�� >��� . If a longer formula is needed there is, amongst

others, 1�����D�"7�� >���"�, ‘strong-hoofed horses’ ( times). Horses in Homer

have no less than  epithets, describing their speed, manes, hoofs, and necks.

See Parry () – and Vivante () –, who notes that  of the

ca.  occurrences of the word ‘horse’ are without an epithet, thus drawing

attention to the important fact that nouns do not automatically get an epithet.

This is often forgotten in view of the abundant presence of noun-epithet formulas

in Homer.

– ����-��: this verb occurs elsewhere only at Od. ., in connection

with mules drawing a cart (and cf. the clearly related ���7�
��� at Od. .,

there of a toddler). Both places make it difficult to take the verb to mean ‘run’ (cf.

��
7
). In DELG it is suggested that it is related to ���7��, ‘wheel’, and means

‘go round’. �< �' $0!� ��
��� �� �	� | . . . .���<� ������ ��-�	� ‘and it, a big

prize, . . . is set out for (i.e. in honour of) a man who has died’. For 1�-�� cf. .–

: ‘First Achilles set out the prizes (��	�� 	�1�) for the charioteers. Then he said:

“These prizes are set out (�$�’ ��	�� . . . 1�-�’) to await the charioteers . . . ”’

Next to the regular perfect forms 1�����	������ and 1�����	��:���, we find

1�����	��:��� for metrical reasons. For the genitive with ��	��� cf. ��-��� �F

	
��� R�� ���� ��	��, ‘his sons set out prizes for the (dead) king’ (.). c

��#�	� +0 !"��: for a tripod or (slave) woman as prize see .–, where they

are the first prize in a chariot-race.

– A split variant of the ‘three times X, three times Y, but the fourth time

Z’ motif: here we find the ‘three times X’ part, while only at – do we find the

‘but the fourth time Z’ part. This motif, which occurs eight times in the Iliad and

Odyssey, usually marks a turning point in the story: e.g. .– (Patroclus attacks

the Trojans three times but is killed by Apollo the fourth time). The narratees

would have expected a turning point to follow after hearing ‘three times they

ran’, but, as so often in this book, the climax of the confrontation is postponed.

See Bannert () –. ����� �0��: the preposition stands in postposition

(L ). ������� = ��� .

– An Olympian scene interrupts the narration of the chase. The inter-

ruption does not create a pause; rather, it fills the time Hector and Achilles need

to run around the city three times. In the same way the conversation between

Glaucus and Diomedes at .– fills the time Hector needs to move from

the battlefield to Troy; for the ‘fill-in’ technique see de Jong () xiv and (for

this place) Schadewaldt () . At the same time the Olympian scene is one

more instance of retardation (see –n.) and adds to the suspense: when is the

fatal confrontation finally to take place?

The Iliad abounds in Olympian scenes, which provide a divine perspective on

mortal events on earth and (often) are the start of interventions into those events

by gods. They underline significant moments in the story and increase their

dramatic effect. Clear examples are .–, where the continuation of the Trojan

War is decided upon; Od. .–, where the return of Odysseus is initiated; and
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Od. .–, where the time needed for Odysseus to get back to his ship is filled

by a divine scene in which the destruction of his last ship and men is decreed.

See Kullmann (), Griffin () –, and Taplin () –.

Zeus expresses pity for Hector and ponders saving him for the time being

or letting him be killed now by Achilles. Athena rebukes him for trying to save

a man who has long been fated to die, and Zeus quickly assures her that he

was not serious and gives her permission ‘to do as she likes’ (which will turn

out to be to help Achilles defeat Hector). Similar divine interruptions in the

context of battle scenes are found at .– (gods debate about Sarpedon) and

.– (gods debate about Aeneas), and cf. .– (Zeus deliberates with

himself, in embedded focalisation, whether to make Hector kill Patroclus now or

later). While the debate about Aeneas leads to this hero’s rescue by Poseidon, the

situation around Sarpedon is very similar to the present one: when Zeus considers

saving his son Sarpedon, Hera reacts angrily and says that Sarpedon has long

been destined to die (.– = .–) but also suggests an intervention

to secure Sarpedon’s burial in his homeland. The correspondence between the

scenes is one signal that the deaths of Sarpedon, Patroclus, and Hector form

an interlocked chain; see Introduction d. On the other hand, there are also

differences: Zeus’s intervention in the case of Sarpedon does not lead to the

hero’s escape but at least to his honourable burial; his intervention in the case of

Hector, activating Athena as it does, only precipitates Hector’s death, while the

topic of the hero’s burial is not raised at all (yet).

At first sight this scene might suggest a somewhat cynical view of the gods:

they watch the deadly chase just as spectators watch athletic games, discussing

its outcome (as do the Greek spectators of the chariot race at .–). Also,

Zeus suggests saving Hector but, being snubbed by Athena, reveals that he had

not been serious. Upon reflection, however, scenes like these add to the grandeur

and tragic nature of the Iliad. The continuous presence of a ‘divine audience’

‘both exalts and humbles human action. It is exalted by being made the subject

of passionate concern to the gods, and at the same time it is shown to be trivial in

the sublime perspective of heaven’ (Griffin () ). The fact that we see Zeus

wrestling with Hector’s fate, grieving over it but eventually adhering to it, calls

attention to its tragic nature: ‘is that which causes Zeus grief not the most terrible

truth?’ (Reinhardt () , my translation). For gods and fate see –n.

A divine assembly in the highest god’s palace was most probably a literary

motif taken over by the Greeks from the Near East; see West () –.

Religious reality in Greece consisted of local cults, a situation which is occasionally

mirrored in the epics themselves (cf. Poseidon in Aegae: .–, Aphrodite on

Paphos: Od. ., Athena in Athens: Od. ., and Achilles praying to Zeus of

Dodona: .). Homer showing gods living together in one place and having

their individual haunts is one indication that his gods are both the metaphysical

forces of everyday religion and humanised characters in a story. See Kearns

().
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 The change of scene from the plain around Troy to Zeus’s palace on

Mt. Olympus is effected midverse by following a line of perception: the gods see

Hector being pursued, and this brings us to them. For this technique see Richard-

son () – . �’ 1�: this reading is preferable to �
 ��, since omnitemporal

epic �� is out of place in a specific context. 1� . . . L�-��	: tmesis (L ). The

middle instead of the active form of the verb for ‘seeing’ is used (again at ),

because the perception strongly affects the viewer; cf. Zeus’s own words at –,

where #���� ����� and 8��#,���� explicitly give expression to this emotional

involvement. See Allan () –.

 A formulaic speech-introduction ( x Il.,  x Od.). For Zeus as father of men

and gods see –n. �	
�� ‘amongst them’; anaphoric pronoun (L ), picking up

	��) . . . �$����.

– Zeus’s speech almost completely consists of skewed verses (see –n.

and Introduction b), which evoke his emotional state of mind.

 d ���	�: gives expression to (often negative) surprise ( x Il.,  x Od.),

always at the opening of a speech. West opts for the e of Herodian, instead of

the U of most of the MSS. @ ‘for sure’ (n.). �#�	� ����� ‘a dear man’. In tune

with his high-pitched emotions Zeus refers to Hector not by his name but by an

expressive – and unique – circumlocution (–n.). Cf. ., where Zeus even

calls Hector #������� . . . 	��-� R���:� �k .� +���
 �����. The idea that a hero

is loved by the gods derives from the Near East, where it takes the form of the

god protecting him against his enemies. In the Homeric epics the love of gods,

except that of Athena for Odysseus, is a trickier affair: ‘the love of Zeus . . . seems

to be as dangerous to men and even to cities as it was to heroines like Semele

and Callisto’ (Griffin () ). Hector, Achilles, Sarpedon, and Troy, who are

all loved, sometimes exceedingly, by Zeus, do not survive.

– 5�	������� . . . | X Y��	�	�: the verb means ‘lament’, ‘weep’ (e.g. .:

8��#"������� 5��� ��������� �����,��), hence ‘feel pity for’ (+ genitive) (here

and e.g. .; .). Zeus’s interventions often are triggered by pity: e.g. .;

.; ., ; .. @�	�: one of many Homeric words for ‘heart’ or

‘mind’; see n.

– Sacrifices play an important role in the do ut des-structure of Greek

religion: gods feel obliged to help mortals in return for their sacrifices (.–;

.–; .–, –; Od. .–), while mortals refer to sacrifices they have

offered in their prayers for help (.–; .–; Od. .–; .–).

 $	� ‘for me’, dative of interest. 1�R . . . =���� ‘burnt (on an altar)’; aorist

from 1��
 (for this form see GH I ).The combination .�) . . . 1��� � (also at

Od. .; .) derives from fuller versions of the expression, e.g. ����C �F ����’

51�� 	�:� 0���-�’ .�) R
��-� (Od. .).

 e 8��� . . . �	�"����	": Ida is a mountain range in the south of the Troad;

it includes several peaks, of which Gargarus (modern Kaz Dagh) is the highest

and the favourite haunt of Zeus (e.g. .), ‘where his precinct and altar are’

(.). Ida is ‘rich in springs’, ‘covered with wood’, and (here) ‘rugged’ (an epithet
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it shares with Olympus). For Minoan-Mycenaean peak sanctuaries see Burkert

() –. ���	�� �’ �Q�� ‘at other times’ (without preceding ������ �
�).

 1� ����� .��	����� ‘on the upper part of the city’, i.e. on the acropolis

(cf. Od. ., , where we hear about the '1����� � of Troy). Troy’s acropolis

is also called X
������ (e.g. .; .). The temples of Athena (.), Apollo

(.), and we may assume Zeus (cf. .) are located there. �%� �Q�� ‘now

however’: Zeus emphasises the contrast between Hector’s pious behaviour in the

past and his present plight. D: personal pronoun (L ). �
	� 
�������: see n.

 ���" �0��: the preposition stands in postposition (L ).

 .��’ �!��� ���*�� � ‘but come consider’. ��� and �����, originally

imperatives, occur usually in fixed combinations like '��’ �����, �� �’ �����,

and �[� �’ ����� and are used as exhortatory particles.  �	#: Zeus’s use of a voca-

tive and the rare vocative 	��� at that (cf. ., ; ., , ) underscores the

urgency of his request; in the comparable debates on Sarpedon and Aeneas (see

–n.) no vocatives are found. $������ �: metrical diectasis (L ): ��� $��	�

(– k k – k) < ��� $�	� (– k – k) < ��� $��	� (– k k – k).

– ����	$�� . . . ��$���	$��: deliberative aorist subjunctives with short

vowel (L ). $�� . . . 
����G ��$���	$�� ‘we will bring him low via Achilles’, i.e.

‘have him killed by Achilles’. This use of ���$9
/�$���� with divine subject

and mortal agent recurs at –, ; and cf. .; .; .. 1� �<� 1����

‘even though he is a brave fighter’; the upcoming defeat of Hector is presented

as honourably as possible (cf. –n.).

As ;�� makes clear, the gods can only temporarily save a hero from death. They

cannot exempt him from death altogether; cf. Athena telling Telemachus that

‘even the gods cannot keep death away from a beloved man, when the cruel fate

of death’s long sorrow takes him’ (Od. .–). Human mortality belongs to the

cosmic order of the world, which the gods are keen to uphold.

 ��	�0����: 5� �� < 5(� ��, an older aorist form next to �P��.  �)

!��"�-��� 
 ���: verse-end formula ( x Il.,  x Od.). The epithet is only

given to Athena, as is R�:� � to Hera. Its meaning is most probably ‘bright-

eyed’; see Pulleyn on .. Although Zeus addressed all the gods, it is Athena

who answers on their behalf ().

– Athena’s speech closely mirrors that of Hera at .–; see –

n. The main difference lies in the way the two female goddesses address Zeus:

Hera’s �������� r������, ‘dread son of Cronus’ is aggressive, while Athena’s

vocatives are more deferential.

 �����: this form of address is used both of literal fathers (as here, cf.

Zeus’s address of Athena as �
1�� at ) and of elderly or venerable people. The

case of Zeus is special, since he is ‘father of gods and men’ (–n.). .�!��0��"��:

probably ‘with bright lightning’; the word recurs at .; . (both times in

speeches by gods). ��������0� ‘(god) of dark clouds’, standard epithet of Zeus

( x). For Zeus as weather god see n. 	E	� =�����: exclamatory, ‘what a thing

to say’.
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 ����� �����$0�	� �3��� ‘long ago destined by fate’, sc. to die. The verb

5�����, ‘give’, ‘bestow’, in the perfect passive has the special sense of ‘to be given

by fate’ = ‘to be destined’; cf. e.g. ��#
 �C� �
��
�� ������ ��-�� .��[�� ,

‘for it is fated that we both (Achilles and Patroclus) colour the same ground red’

(.). Since �$�� may refer to any moment in the past preceding the present

of the speaker (cf. Eurycleia at Od. . telling Penelope that Telemachus �$�� 

knew that Odysseus had returned, although the return had taken place only a

couple of days earlier), it is not clear whether we are to understand that the deaths

of Hector (and Sarpedon: .) had been fated from their birth onwards (see

–n.) or only for one or two days (from the moment that Zeus authoritatively

announced them: .–). Cf. Hector realising that his death �$�� was dear

to Zeus ().

 �/ ‘away’, ‘back’ (related to '��). It conveys that what was settled (Hec-

tor’s death) is being annulled; cf. Achilles who mB . . . '�
�"�� the mother of

Andromache, whom he had taken captive (.).  ����	�	 �"���0	�: the exact

meaning of this epithet has been disputed since antiquity: it is to be connected

either with c7�, ‘ill-sounding’, or �7��, ‘causing much misery’; see LfgrE s.v.

The noun-epithet formula recurs twice (.; .); all three times gods

are speaking. Otherwise the epithet occurs with ������� ( x). 12����%���

‘deliver from’. For this metaphor cf. Od. . (	��) 1�1������ 5�"���); .;

.. It is to be related to the idea of death or bad fate shackling (n.) or

binding a person or a person getting entangled in the ropes of fate; see BK

on ..

 This line is also found at . and .. =��� ‘go ahead’, lit. ‘do (it)’.

.���: though etymologically distinct from �I�$�, it is used indiscriminately as a

metrical variant, both words having an adversative (‘but’) and progressive (‘and’)

meaning. See Ruijgh () –. �	� = �� .

 A common speech-introduction formula for Zeus ( x Il.,  x Od.). �����f

�!��0�� ‘cloud-gatherer’. This nominative in -� is probably a secondary use of

what originally was a vocative; see GH I . In the division of power between

Zeus, Poseidon, and Hades (referred to at .–), Zeus was apportioned the

sky, so nine of his sixty-one Homeric epithets are related to aspects of weather;

see Dee () s.v. b�,�. He was originally an Indo-European sky god, but as

weather god, he also shows some resemblance to Near Eastern gods of storms;

see West () –. He sends rain, thunderbolts, lightning, hail, and snow.

– The same lines occur at .–, where Zeus has forbidden the gods to

interfere in the battle and then, after Athena protests, speaks conciliatory words.

For an interpretation of Zeus’s words here see –n. A���	!0����: a title of

Athena which occurs  x Il.,  x Od. The meaning is unclear, ‘born at the river

Triton’ (in Boeotia or Thessaly)? For discussion and literature see LfgrE s.v. 	H ��

�� ‘not at all’. Both �" (see –n.) and � (see LSJ, A  c) intensify �I.  "$-� |

�����	�� ‘with a sincere mind’. For ���#�
� see –n. In the combination

with 	"��� its etymology (-#�
� from #���) seems forgotten; see n. g��	�
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‘soothing’ (of medicinal herbs), ‘friendly’, here ‘I am willing to do you a favour’,

i.e. accept your protest.

 =�2	� J��� �� �	� ��	� =����	 ‘act in the way in which your mind is

set’: Zeus repeats a word of his interlocutor Athena (5�%�� : 5���); an instance

of the ‘catchword’-technique (see de Jong xii). For the alternation of the present

imperative and aorist imperative cf. . + . For �
���� see n. The use of

the past tense seems idiomatic in this type of expression, cf. 5�%�� !�
� .	
�� � 1�)

�� #���� 5����� 	"�: (Od. .). $��’ =�’ 1����: urging Athena not to hold

back ‘any longer’, Zeus alludes to the fact that Athena is the destined executor

of Hector’s death at Achilles’ hands (cf. .–).

 �� �?�P� 4��"�� ‘by speaking such words he encouraged’; coincident use

of the aorist participle (–n.). ���	� $�$�"
�� 7h ����: the same expression

occurs at .; .; Od. .; each time Athena is given an order by Zeus

that she is only too eager to execute.

 b(��$�	�	: instead of +��,��� � because of metrical lengthening (L ).

Olympus is a mountain ridge with several high peaks (the highest one approx-

imately , m) in Thessaly. The Olympian gods are supposed to have their

palaces there around the highest palace of the supreme god Zeus, just like a royal

family that lives together on a citadel (e.g. the Trojan royal family: .–): cf.

e.g. .– and the expression +��,�� � �D���’ 57�����. Sometimes, however,

we hear that the gods live in the sky (e.g. .–: Z�	� �’ M	��� | �I����	��).

This dual conception – which much occupied the ancient scholiasts, especially

Aristarchus (see Schmidt () –) – may be explained by assuming that () the

peaks are so high as to be virtually in the sky; () the sky is used by way of abbre-

viation for Olympus, since the main inhabitant of Mt. Olympus, Zeus, is a sky

god, and () the two locations derive from the conflation of the Indo-European

conception of a sky-god and the Near Eastern conception of gods living together

on a mountain. For literature see LfgrE s.v. �� . . . .;2��� ‘she went darting’;

coincident aorist participle (–n.).

– Unusually, the narrator does not follow in the footsteps of Athena

and arrive with her at the scene of action (cf. e.g. Od. .–). Instead, he paints

another picture of the chase before reporting Athena’s arrival at the place where

Achilles finds himself (at ). Having first indicated the speed of the runners and

the deadly nature of the chase (–), he now describes a stalemate: Achilles is

unable to overtake Hector and Hector is unable to find shelter near the Trojan

walls. The two passages – and – together evoke the three ‘rounds’

of the chase (cf. –), rather than subsequent stages in it. The scene contains

two similes that by slowing down the narration emphasise the dramatic nature

of what is going on. The elaboration of the stalemate prepares for the dramatic

denouement, the tipping of the scales followed by Athena’s intervention, starting

at .

– The simile describes how a hound/Achilles pursues a fawn/Hector

incessantly ('����7
� ≈ 5������), how the fawn/Hector hides under a
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COMMENTARY: 188–94 107

thicket/tries to move towards the Dardanian gate and under the wall (J�/ 	$��
 

≈ J�/ �,���"� ), but cannot escape the attention of the hound/Achilles (�$	�� 

≈ �I ��	�), who finds the hidden fawn/blocks Hector’s way and heads him back

towards the plain again. The incessant nature of the pursuit is linguistically

expressed by the correlatives ���$1 . . . ����$1 , the iterative optative ������ �,

and the iterative '����
B��1� (L ). Deer in Iliadic comparisons/similes are

typically symbols of helplessness, often fear (e.g. .–). Most ‘deer’ similes

concern the Trojans; cf. –n. At the same time, however, the simile seems to

build up sympathy for Hector, casting him in the role of a young animal that is

startled away from its lair. At the opening of this book the Trojans, having fled

inside the city, were compared to fawns (.). Hector, who alone remained out-

side, stood in contrast to his compatriots at that stage; now he shares in their role

of pursued prey. It has been a long time since Hector himself acted as the hunter

(cf. the simile at .–). It is entirely appropriate to this stage of the story that

the simile is inconclusive, with the outcome of the confrontation between hound

and deer being omitted.

 ��	�0�� ‘putting to (panicked or confused) flight’; usually of masses, only

here of a single person.

 >� �’ J��: see n. K����� ‘in the mountains’. –# functions as dative

ending (L ). For the connotation of mountains see n. �#����: this form can be

the subjunctive of the thematic aorist � ���� or of the athematic present ����� ;

see LfgrE s.v. ���� , ��
.

– �<� �’ �3 �0� �� �� ���: an instance of (grammatical) prolepsis; an

element of the subordinate clause is put ‘in advance’ into the main clause. Instead

of ‘even if it (fawn) manages to hide from him’, we have ‘him, even if it manages

to hide from (him)’; see GH II –. For an analysis in terms of oral syntax (the

accusative �/� �’ is a frame within which other units are uttered) see Bakker ()

–. �3 �0� �� . . . | .��� �’ ‘even though . . . still’. The use of epic �� (L ) in

both subordinate and main clause strengthens the close connection between the

actions expressed in them. For the concessive use of �3 ���, which only occurs

in Homeric Greek, see Wakker () –. After a conditional subordinate

clause we may find apodotic '��$ in the main clause, which indicates the contrast

between the two clauses; see GP . K��� ��� �[��� ‘until he finds it’; the temporal

conjunction with 1�� has a final undertone.

 �	�����: one of Achilles’ four epithets indicating his swiftness, here used

in a contextually relevant way; see n. :���;���: a patronymic (n.).

– ‘Whenever he set about to make a dash straight for the Dardanian gate

(to get) under (the protection of) its well-built towers’. �"���� i���������:

the Dardanian gate is mentioned twice elsewhere (., .). Aristarchus

identified it with the Scaean gate. Originally it may have been a separate gate

leading to the city of Dardaniē (cf. .). For the gates of Troy see n. .;2�� ��:

there is a variant 'Q%��	� , but the close parallel .– favours the aorist.

The verb ���$
 is usually followed by a present infinitive (e.g. .; .).
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1]�$��	"� O�< ���!	"�: since the bulwarks are places on which people find

themselves (see n.), it is logical that Hector, seeking shelter, tries to reach them.

Bulwarks are typically called ‘well-built’ (here, .; .), but here the epithet

brings home the sense of security which Hector hopes to gain by getting near

them.

 ‘hoping that they (i.e. those standing on the bulwarks) might defend

him with their missiles from above’. �3 ���: in Homeric Greek, conditional

clauses with the optative (or subjunctive) may have a final nuance. The difference

from regular final clauses is that the subject hopes or tries to achieve something;

see Wakker () –. 	& ‘him’ (personal pronoun, see L ). .����	���: a

reduplicated aorist optative from '�
%
, ‘defend’.

– ‘(Each time Hector would dash for the walls), Achilles would be there

before him and would turn him back towards the plain.’

 ��	���	� ��: this word is used both with local (‘before’, ‘in front’) and

temporal (‘sooner’, ‘earlier’) senses, the first being much more frequent than the

second. Most commentators have opted here for the second meaning, following

the scholiast, but the LfgrE suggests that we may be dealing with a combined

local-temporal meaning: Achilles was at the spot Hector was heading for before he

could reach it. .�	��0/����: this reading seems preferable to '�����
B��1�

in that ��
�
 is more suggestive of Achilles forcing Hector from his course than

���
#
, which lays more stress on the movement of turning. There is also an ancient

variant ������
B��1�, which is, however, precluded by the direct collocation

with ����#	$�. ����� ��: the same ambiguity is noticeable in this verb as in

����$�� 	��; the three times it occurs (all in a context of ‘racing’) it means

‘getting ahead of’ someone, both in time and place (cf. .; .).

 �	�R �����	� ‘on the city side’; this is an exceptional use of ���� +

genitive, which GH II – explains as an extension of the genitive of origin, Fr.

‘du côté de’. While Hector runs along the wagon track (), Achilles runs nearer

to the city and hence debars him from reaching the walls and gate. ���� is the

Aeolic form of Ionian-Attic ����. ���� �� = ��� ��; the variant is chosen for

metrical reasons (to lengthen the - of ����). �0���’: see n.

– Aristarchus athetised these lines as being ‘shabby’ (�I����-�), both

as regards their content and their style: the simile, which indicates that the race

does not progress, would contradict the simile of the racehorses at –, and line

 seems a mere repetition of . Here we may be grateful that Aristarchus

merely obelised verses (putting an obelos or dagger in the margin) rather than

removing them, because they are among the most haunting in the Homeric

epics (and imitated to great effect by Virgil at Aeneid .–). Similes may

illustrate different aspects of one and the same action: – the speed of the

runners,– the impossibility for Hector to escape Achilles’ attention, and

– the equality of speed. As far as the style of this simile is concerned,

.– offers a parallel: �I�F �,����� | �6	’ � �/� .%��$�� . . . | �I	’ � �/�

mB U���	� .
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This is the only Homeric simile to refer to dreaming. Dreams occur regu-

larly in the Homeric epics and take one of two forms: most revolve around

a visit by a dream figure (e.g. the misleading Dream which visits Agamem-

non: .–), occasionally they involve a symbolic episode (e.g. Penelope dream-

ing how her geese are killed by an eagle, who turns out to be Odysseus: Od.

.–). For dreams in Homer see Harris (), with more literature. This

simile features the second, episodic type of dream. Placing himself in the posi-

tion of both Achilles and Hector, the narrator makes their feelings clear: both

men feel that they are hardly moving although they are running at full speed,

since the one cannot overtake the other and the other cannot escape. We may

all recognise this type of dream in which movements do not seem to yield

results.

 �������: sc. � �.

 J�: the relative pronoun is here used as anaphoric pronoun (see L ) for

metrical reasons (because the next word begins with a vowel).

– At this climactic point of his story the narrator gives up his usual

reticence for once and steps forward qua narrator by inserting a rhetorical

question. While rhetorical questions are posed regularly by characters (e.g. –

: ‘Why would I go on living, now that you are dead?’), the narrator only uses

them twice more, at .– and Od. .– (at a similarly climactic point of

his story: the suitors are feasting, not expecting any harm: ‘for who would think

that one man, alone against many, though very strong, could ever inflict death

and dark doom upon him?’).

The present instance takes the form of an ‘if not’-situation, a special type of

counterfactual that describes a moment of high tension, e.g. .–: ‘And now

he (Menelaus) would have dragged him (Paris) back and throttling him would

have won limitless glory, if Zeus’s daughter Aphrodite had not watched sharply

and saved Paris’ life by breaking the strap around his neck’. Here, instead of

‘and Hector would not have escaped death if he had not been helped by Apollo’,

we find ‘how could Hector have escaped if he had not been helped?’. See

Reinhardt () –, de Jong () –, Lang (), Nesselrath ()

–, Morrison () –, and Louden ().

The effect of this rhetorical question is complex: in the first place it answers

a question which by now must have intrigued the narratees: how is it possible

that Achilles, the fastest runner of all, cannot overtake Hector? Secondly, it adds

to the pathos of the situation: whereas normally heroes in situations like these

are saved, here Hector is assisted by a god only temporarily, as the ominous ‘for

the last and final time’ reveals. Finally, Apollo’s assistance of Hector adds, in the

usual archaic way of thinking, to his glory: the gods only help those who deserve

to be helped. The mention of Apollo, whom we had last seen conversing with

Achilles in the opening scene of this book, also prepares for his dramatic exit at

. All in all, there seems to be no reason to suspect these lines, as e.g. Leaf (see

his appendix K) has done.
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 ����� . . .  ����	�	 ‘the spirits of death’; ‘these kēres of death are given

little description, but it emerges, almost against the poet’s will, that there are

thousands of them, haunting human life, and in the end no man can escape

them; those who die are “carried off” by them’ (Griffin () ). Cf. e.g. .;

.–. At times 1�� seems no more than another word for death-fate; cf. e.g.

.

 	&: personal pronoun (L ). ��$��	� �� ��R [����	� ‘for the very last

time’, lit. ‘for the last and final time’. An instance of synonymous doubling such

as we often find in Homer; see O’Nolan (). This emphatic expression, both in

singular and plural, belongs to the character-language: it occurs in direct speech

(Od. .; .) and embedded focalisation (.). Its unique use by the

narrator shows his emotions at this high point of his story. g����’ ‘encountered’,

of an intended rather than a chance meeting; here virtually ‘stood by’. The same

verb occurs at .–, where Apollo ‘meets’ Patroclus in order to strike his

first deathblow. 
������: Apollo in Homer belongs to the pro-Trojan gods (cf.

his intervention to save the Trojans: –n.), and particularly assists Hector: at

.– he encourages him and gives him renewed energy after he has been

wounded by Ajax; at .– he saves him from Achilles. After Hector’s death

he will continue to take care of his body (.– and .–). For possible

reasons why Apollo supports the Trojans see Erbse () –.

 1!!� ��: originally ‘from close at hand’ but in Homer also simply ‘close

by’; cf. .��,	 , ���"	�� (). 1�-��� $0�	� ���/��� �� !	%�� ‘he stirred up

his energy and quick knees’, i.e. ‘made his knees move quickly’. Gods may stir

up (cf. .), give, send, throw, breathe into, or fill (heroes) with menos. For menos

see n.

– ��	
���: see n. .�0��"� �������: it seems best to connect this verb

closely with �I�’ 5� 0
���� : ‘he nodded with his head and did (thereby indicate

that he did) not allow the men to throw’. The raising of the chin as an emphatic

‘no’ is perhaps ‘the best-known ancient and modern ethnogest . . . in symbolic

communication’ (Lateiner () ). �
	� 
�������: see n. &0$����: infinitive

(L ). ����) �0��$�� ‘sharp missiles’ (arrows or spears). �%�	�: a kind of lustre

or mana, specifically the glory of victory. It is objective glory that is often given by

a god, is strictly personal, and belongs only to the living; �p7�� is the subjective

glory a victorious warrior claims for himself directly after victory (cf. Achilles at

); and 1�
�� is the objective fame which remains even after death and which

may be won also for others (–n.). See Redfield () –. L �0 ‘while he’;

anaphoric pronoun, referring back to �-�� M7 ���,�. It is perhaps surprising to

find this pronoun as part of Achilles’ own thoughts, but it is needed to make

clear the opposition between the � � and Achilles himself. ������	� =� 	�: this

expression, which recurs at ., combines a literal and figurative meaning:

coming second, because another acts first, and thereby becoming less honoured.

This passage was discussed by Aristotle in his Poetics, chs.  (a–) and

 (b–): he argues that epic has greater scope for the ‘marvellous’ or

imperator
Sticky Note
None set by imperator

imperator
Sticky Note
MigrationNone set by imperator

imperator
Sticky Note
Unmarked set by imperator



COMMENTARY: 208 111

‘illogical’ in that it is not seen: ‘The circumstances of the pursuit of Hector would

be patently absurd, with the men standing and refraining from pursuit, and

Achilles nodding his head, but in epic the effect is not noticed.’ Somewhat later

he adds that when such ‘impossible things’ increase the emotional impact, the

poet may be forgiven this technical error. Coming to Homer’s defence we might

note that () (potential) interfering onlookers, namely Trojans standing on the

walls and throwing missiles at Achilles, had been mentioned before (–) and

hence the present passage might be seen as their necessary Greek counterpart;

() the mention of the Greek onlookers, who must have come closer and closer

to the city-walls since line three, adds to the pathos of the situation: virtually all

players in the Iliadic drama are present as actors or spectators (see –n.); and

() the essential point of these lines is to portray Achilles’ heroic temperament,

which does not leave him even in these exceptional circumstances. His fear of

being diminished in glory when killing Hector while coming second resembles

his fear of being ‘less honoured’ if Patroclus should take Troy (.–). We

may also think of Patroclus’ dying jeer at Hector (.) that the latter only

killed him ‘coming third’ (after Apollo and Euphorbus). By implication, Achilles’

concern for the glory attached to killing Hector adds to the glory of the Trojans.

Cf. Achilles’ words at –: ‘We have won great glory (kudos): we have killed

glorious Hector, whom the Trojans venerated like a god in their city.’

–

The deadlock of the chase is ended, in the customary Homeric way, by a divine

intervention. It happens in two stages: first, Zeus weighs the fates of the run-

ning heroes and Hector’s fate sinks; then, the divine champion of the Trojans,

Apollo, leaves and the pro-Greek Athena arrives at the scene. Although Homer’s

narratees are used to the idea that gods interfere in mortal life (see –n.),

the present intervention by Athena finds little sympathy because, as the narrator

explicitly notes, she uses deceit (1�����,�� : ) to persuade Hector to make a

stand (and die). Thus the scholia consider what Athena does here ‘inappropriate’

(������), and Erbse ()  thinks that ‘Athena breaks all rules of chivalrous

behaviour’. Her role remains unsympathetic in the ensuing duel, when she gives

Achilles his spear back after it has missed Hector (–).

In order to evaluate Athena’s behaviour fairly, we may recall Apollo’s role in

the fight between Hector and Patroclus (.–): Apollo, who was invisible to

Patroclus, struck him on the back, knocked off his armour, and broke his spear.

Athena’s use of deceit rather than force is in keeping with her famous wiliness (cf.

Od. .–). It has even been suggested by Erbse ()  that Athena’s use

of deceit when killing the main defender of Troy mirrors her ruse to bring about

the fall of Troy itself (the Wooden Horse). More generally, it should be noted

that Homeric gods do not shun deception: for example, Zeus sends a Dream

to Agamemnon that promises victory for the Greeks but in fact sets them back
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(.–). Their duplicity was one of the reasons why they were criticized in later

Greek society; cf. –n.

As always, the divine assistance does not detract from the glory of the mortal

actor Achilles. On the contrary, the narratees would see it as a mark of respect,

since the gods only help those who deserve to be honoured: ‘The poet . . . prefers

to use the gods, when it is some really great and famous action’ (Willcock

() ).

– The climactic moment to which much of the Iliad has been leading

and which many prolepses have announced, the death of Hector, is marked by a

kērostasia, Zeus weighing the heroes’ (death-)fates on his golden scales. The use of

imperfects in this passage, framed by aorists ('#�1���� . . . �����), creates a scenic

effect; see –n.

Although the weighing suggests that the future is still open, Zeus’s act only

graphically and symbolically illustrates what had already been decided in the

preceding Olympic scene. Even divine assistance can no longer postpone Hector’s

death, as Apollo’s departure from the stage immediately after the weighing shows.

See Erbse () –. Some scholars, e.g. Morrison () , suggest that

the weighing scene demonstrates Zeus’s reluctance to implement Hector’s fate: in

this view he would be torn between the larger design of a Greek victory (including

the sack of Troy) and his individual pity for one hero, and he would leave it to

the objective weighing of the scales to decide between them. This is not plausible

in view of the ‘green light’ that Zeus had already given Athena at .

A similar scene of weighing, that of the fates of the Trojan and Greek armies

(i.e. their success in battle), is found at .–. Reichel ()  suggests that

the two scenes mark the beginning and end of Hector’s short period of success,

which runs parallel with Zeus’s plan to give defeat temporarily to the Greeks;

see Introduction b. Zeus’s scales are mentioned more briefly at . (Hector

‘knew the holy scales of Zeus’, i.e., that the Trojans’ chances in the war were low)

and .– (Odysseus said that many men die in war, ‘when Zeus, who holds

the issue of men’s fighting, inclines his scales’). At .– an evenly balanced

battle is compared to a woman weighing spun wool.

The image of weighing may go back to Mycenaean times and have an oriental

background (it is often depicted in Egyptian art); see West () –. It perhaps

also appeared in the Aethiopis, at the moment of the duel between Achilles and

Memnon. The scholia and Plutarch suggest that Aeschylus was inspired by the

Iliadic passage when writing his (now lost) Psychostasia, the weighing of the souls

of Achilles and Memnon after their deaths, but the Aethiopis and vase paintings

seem more likely sources; see Taplin () –.

Fate is one of the forces that propel the action in the Homeric epics, together

with the gods and the heroes. There is a sense that important events in a man’s

life (e.g. the year of Odysseus’ return: .–) or the moment of his death (n.) are

determined by fate, sometimes at the moment of birth (e.g. .– or .–).

But still there is room for the heroes to make their own decisions, if only because
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COMMENTARY: 208–12 113

usually they do not know their own fate (Hector) or are confronted with different

options (Achilles: .–). Zeus and the other gods accept fate (cf. –)

because they (ultimately) consider it beneficial to uphold the cosmic order, not

because they are subordinate to it; they are often seen executing it (as here).

Whether it is fate or the gods which are invoked largely depends on the context:

‘if stress is placed on the inevitability of an event, its importance in a character’s

life-story or the need to endure it, fate is invoked; if the emphasis falls on an

action’s power or strangeness, then it tends to be the work of a god’ (Janko ).

Scholars are divided as to whether fate in Homer is primarily a poetic device

(‘what happened’ because of the demands of the tale or of tradition) or whether

it represents a genuine religious concept. For discussions of fate in Homer see e.g.

Eberhard (), Erbse () –, Janko –, Jones () –, and Allan

() –. For the interrelation of fate, gods, and hero in the case of Hector see

Introduction d.

– .��’ J�� �6 �< �0����	� . . . | ��R ���� ��: 1�) ���� �� marks signif-

icant moments in the story; cf. .; .. Often it is used as the main clause

(apodosis) after a temporal subordinate clause; cf. .–. The incisive force of

the ‘but when . . . , then’ is strengthened here by taking the form of ‘but when for

the fourth time (cf. .; ., ; .), then’. Only now do we have the ‘but

the fourth time Z’ part, after the much earlier ‘three times X’ part; see –n.

1�R ��	"�	��: for the landmark of the springs see –n. �����: an abbrevi-

ated form of ���*� '���:� �� 	�:� �� (cf. ) = Zeus. 1�#����� ������� ‘he

stretched out the scales’, apparently a technical term for setting up the balance

(pans hanging from the ends of a horizontal pole supported by a vertical pole),

which perhaps was folded up when not in use.

– The weighing is described in a series of symmetrical half-line clauses:

�*� �
� . . . �*� �’ . . . \�1� �F . . . ?
�� �’ . . . U 7��� �’ . . . ����� �
. The staccato

rhythm suggests speed: after all the retardation and building up of suspense, the

actual sealing of Hector’s fate takes only a few seconds. Whereas in the weighing

scene of book  we hear of the fates of the Greeks settling on earth and those of

the Trojans being lifted up into heaven, here all stress falls on Hector’s doomed

sinking fate.

 ‘And in them, sc. the pans of the scales, he placed the two death-fates’. ����

������!0	�  ����	�	: for 1��� 	��$�� � see n. The combination �������
��

	��$�� � occurs only in the genitive, always at the end of the verse, in combina-

tion with 1�� or ��-�� ( x Il.,  x Od.). The meaning of the epithet is debated,

‘woeful’ (from ���"-, ‘long’, and �����, ‘pain’, ‘sorrow’) being most probable;

see LfgrE s.v.

 X Y��	�	� &��	��$	�	: see n.

 V��� �' $0��� ����� ‘he took (the scales) in the middle and raised them’;

\�1
 means not only ‘draw’, ‘drag’ (horizontally), but also ‘draw up or down’.

F0�� �’ X Y��	�	� �3��$	� @$��: instead of saying ‘Hector’s death-fate’ sank,

the narrator turns to a much weightier expression ‘Hector’s day of doom’ sank.
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There are a number of such periphrases, including ‘day of freedom’ (.��,	���� Z.),

‘day of slavery’ (��,� �� Z.), ‘day of return’ (���� ��� Z.), and ‘day of orphanage’

(Z. 8�#�� 1��: ). They belong to the character-language: of a total of forty-four

occurrences, thirty-six are in direct speech; of the eight instances in narrator-text,

four occur in special contexts (an ‘if not’-situation: .; a simile: Od. .; a

proem: Od. .; a prolepsis: .). The rare use by the narrator here (and .)

might betray emotion on his part. The older Z��� is used much more in Homer

than the younger but metrically difficult form <�
��.

 4����	 �’ �?� 
;��	 ‘and tipped in the direction of (the house of) Hades’.

The narrator uses a more dramatic expression than in the similar situation

at .–, where the fates of the Greeks ‘settled on the nourishing earth’, in

accordance with the fact that Hector will not merely be defeated (like the Greeks)

but killed. �#���: the verb ����
 primarily means ‘to leave a person behind while

one departs’ (e.g. .: Thetis leaves Achilles after their conversation), but at

times it may have the more pregnant meaning ‘leave to one’s fate’, ‘abandon’

(e.g. .–: Poseidon leaves the Greeks after Zeus orders him to stop helping

them, and they long for him). D: personal pronoun (L ). �	
�	� 
������:

standard verse-end formula ( x Il.,  x Od.). The meaning of the epithet is

unclear (‘bright’, ‘pure’?); for literature see LfgrE.

– The narrator, highly effectively, now resumes his narration of Athena’s

journey from Olympus to the Trojan plain (see –n.) and thus is able to

present the goddess’s arrival in direct juxtaposition to the departure of Apollo.

For Apollo and Athena as directly opposing forces cf. .– and .–.

Athena’s intervention is a special variant of a ‘god meets mortal’ scene (see

–n.), in that she assumes no mortal disguise. Achilles is one of the few

mortals who is directly approached by a god (again at .–). The others

are Diomedes (.–), Hector (.–), and Odysseus (Od. .–;

.–; .–). As the narrator states at Od. ., ‘the gods do not openly

appear to all’.

 :���;���: a patronymic of Achilles (n.). !��"�-���: see n.

 .!�	% . . . &���$0��: the speech-introduction that features speakers who

are ‘standing near’ their addressee introduces intimate, secretive, or (feigned)

affectionate words, cf. de Jong on .. Athena’s tone here is secretive, at

 feigned affectionate. =��� ���������: a common and celebrated Homeric

formula ( x Il. and Od.). Its exact meaning is, however, disputed: are we dealing

with ‘winged words’, like birds, or ‘feathered words’, like arrows? In favour of the

first, ������ normally means ‘wing’ rather than ‘arrow’; in favour of the second,

birds are called �������� rather than ������ �, while arrows are called ������ �

(.; .; .; .). Whatever the exact metaphor, the expression refers

to the spoken word, which swiftly and irrevocably finds its way from the mouth of

the speaker to the ear of the addressee. According to Martin () –, speech-

introductions with ‘winged words’ always introduce directive speeches, which are

aimed at making the addressee do something; this suits Athena’s speech well. For

literature see Pulleyn on ., to which Latacz () should be added.
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– Athena’s speech is an instance of a parainesis or exhortation to battle:

friendly address (‘splendid Achilles, dear to Zeus’) – argument (‘the moment to

kill Hector has come and not even Apollo can prevent it’) – call to action (‘you

stay here and I will exhort Hector to fight against you’). Indeed, many of the ‘god

meets mortal’ scenes in the Iliad naturally concern divine paraineseis; cf. .–;

.–, –; .–, –, –; .–; .–, –.

The stress on ‘we’, both plural (����) and, even more emphatic, dual (�:ı̈,

�� D�����), is distinctive to Athena’s speech. Although exhorting gods occa-

sionally employ the ‘we’ form (.; ., , , ), Athena’s repeated

stress that she and Achilles would defeat Hector together stands out. Rather

than referring to fate or Zeus’s weighing of the scales Athena speaks about the

upcoming death of Hector in martial terms, very much like the war-goddess she

is (cf. her bloodthirsty words spoken to Odysseus at Od. .–: ‘I will certainly

be at your side and will not forget you, when we go to this work’, i.e., the revenge

on the suitors, ‘and I am sure that endless ground will be spattered by blood

and brains’). Also, if Achilles is taking revenge on his archenemy Hector, Athena

seems to enjoy her moment of triumph over pro-Trojan Apollo (cf. also n.).

The thrice repeated �[� (, , , and cf. , , , , , )

marks – to Achilles and narratees alike – that the moment of revenge has now

come after all the delays and retardations.

 �-G ‘the two of us’ (dual of the first person personal pronoun: L ). =	���

‘I am confident’; intensive perfect (n.). ��#���� ��#��$’ 7h�����%: the default

name-epithet formula for Achilles at this place in the verse is 	��-� .� ��1��’

+�7 ���[ (n.), but perhaps a divine speaker like Athena is not likely to use the

epithet ‘godlike’, and, moreover, the notion that Achilles is ‘dear to Zeus’ is apt

in view of the immediately preceding scene. The epithets � �# ��� and #��� ���

are generic, i.e. are used of different heroes (� �# ��� :  x Achilles,  x Hector,

 x Odysseus; #��� ���:  x Hector,  x Ajax). It may be significant that Hector

is only called � �# ��� as long as he is granted victory by Zeus in the context of

the Dios boulē (.; .; .; .). The epithet is differently printed in

our texts: � �# �� or � & #���; for the second option see West , xxviii. � �- (with

long second iota) is a replacement of the old dative in –� ; cf. Mycenaean di-we

(� (��).

 ‘(I am confident) that we will bring great glory for the Achaeans to

the ships.’ 	3��� �� $0!� �%�	�: see –n. 1[��� is normally connected with

���"�	� , ‘(trying to) win’ (e.g. , ). The combination here with #
���	� 

may be due either to Athena’s thinking of Hector’s armour, cf. �3 1�� . . . 5����

R�������� #
���� | ���� 5� ���#"�$�, ‘(we will know) whether he will carry

away our bloody armour to the hollow ships’ (–), or to the closely similar

1�� . . . #
�� �� �
�� 1�$���, ‘he would win a great victory’ (.). 
���	
��:

best taken as dative of interest (‘for the Achaeans’), which is rhetorically forceful

and apt in view of Achilles’ later words to the Greeks, ‘we have won great glory’

(). Others take it as a dative of reference: ‘(great glory) in the eyes of the

Achaeans’. ��	�# = ����.
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 ���������: dual of the aor. participle (L ). $���� j��� ��� 1���� ‘even

though he is most insatiate in fighting’. y��� < ����� < �-����� (privative alpha

and �-�� , aorist infinitive, ‘satisfy’, cf. Lat. satis). Texts hesitate between the

uncontracted older and contracted younger form. For ��� see n.

 ‘It now no longer is possible for him to escape the two of us.’ 	& . . . =���

���"!$0�	� �$$� !��0� ��: 5�� = 5%��� . ���� is accusative plural of the first-

person personal pronoun (L ). The periphrastic construction ‘become escaped’

instead of simple #�,�� � adds a note of finality: Hector’s chances to escape

are over, once and for all. See Rijksbaron () –. In Homeric and later

Greek we regularly find a shift from dative (�0) to accusative (��#"��
���) after

impersonal verbs.

– ‘Not even if Apollo would be prepared to suffer very much, grovelling

before Zeus.’ An instance of the ‘(not) even + hyperbole’ motif, which also occurs,

e.g., at –; see de Jong on .–.

 D����!	�: see –n.

 ��	��	�"�����$��	�: this verb only recurs at Od. ., in a slightly

different sense (Eumaeus: ‘the beggar’/Odysseus has come to Ithaca, rolling, i.e.,

wandering, on and on). Here the image is that of Apollo supplicating Zeus to

spare Hector; cf. Priam, who 1"� �������� 1��C 1�����, ‘rolling in the dung’,

supplicates the Trojans to let him go to the Greek camp (). The idea of Apollo

supplicating Zeus in itself is already somewhat far-fetched (the only god we

witness supplicating is Thetis at .–), but Athena paints an even stronger

picture of Apollo actually humbling himself. We may compare ., where

Athena looks back on Thetis’ supplication of Zeus with the exaggerated ‘she

kissed his knees’. The exaggeration expresses Athena’s winning mood and at the

same time is intended to encourage Achilles, who has been thwarted by Apollo

in his attempts to take revenge on Hector twice before (.– and .–).

�?!���	�	: the epithet is usually interpreted as ‘who has/holds the aegis’ (from

����� and 57
). The aegis is a kind of shield, originally from goatskin (cf. �3%,

�����, ‘goat’), although we hear that the bronzesmith Hephaestus made it for Zeus

at .–. When shaken it can produce a storm (e.g. .–) or put an enemy

to flight (e.g. .–). The interpretation may be etymologically incorrect (an

alternative is suggested by West () –: ‘riding on a goat’), but this seems

to be the way the singers saw it, as witness the expression �����’ 57
�/-�"��

(.; .). The epithet is used of Zeus only, although Athena (.–) and

Apollo (.–) too wield the aegis.

 �$��"� ‘you get your breath’; aorist imperative of '����

 (with apocope

of '�� >'�, followed by assimilation '�� > '��). Here we should recall that

even before his protracted chase of Hector, Achilles had been running in pursuit

of Agenor/Apollo for a long time. �����: referring to Hector with this proximal

deictic pronoun Athena suggests that he is nearby and hence reinforces her

earlier claim that the Trojan hero no longer can escape them. �	� = �� ; the

dative depends on .�����R �� (��7
���	� ).
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 ���� ���: reduplicated future of ���	
, ‘I will persuade him to’. The

reduplicated aorist ��� 	- is found frequently, but the future derived from it

occurs only here. According to GH I , the form may be no more than

a metrically expedient variant of ����
, but Latacz () – argues that

reduplicated futures and aorists have causative force (‘will make him obey’).

 ��
��: Achilles’ joy suggests that he recognises Athena; joy, next to awe,

is a regular reaction to divine manifestations, such as omens (.–; Od. .)

and interventions (Od. .,  = Il. .). Compare also his later words

to Hector: ‘there is no escape for you any longer, but soon Pallas Athena will

beat you down under my spear’ (–). In other meetings between mortals and

undisguised gods, the recognition is noted explicitly with a form of the verb

� ��D�1
 (.–; .; Od. .–).

 As usual, the Homeric narrator reports the execution of an order: Achilles

stands still (��� ≈ ���	 ), leaning on his spear (and, we may suppose, regaining

his breath). Even though he is relaxing for a moment, the narratees are reminded

of his famous ash spear (cf. –n.) with which he will soon kill Hector. In

other situations wounded warriors lean on their spears for support (.; .),

speakers to underscore their authority (.–; cf. ., there of a sceptre).

����	!�����	� ‘bronze barbed’ is a hapax.

– Both the Iliad and Odyssey abound in ‘god meets mortal’ scenes: a

god talks to a mortal, usually assuming a mortal disguise, and then either reveals

his/her divine identity through words or a supernatural departure (epiphany) or

is recognised by the mortal. The ‘masks’ put on by the gods are carefully chosen

(that of a person holding authority for or being dear to the mortal). A clear Iliadic

example is the meeting between Hermes, disguised as a Myrmidon, and Priam,

where the god reveals that he is a god at the end of the conversation (.–);

cf. also e.g. .–, –; .–, –; .–; .–.. See

Kullmann () –, Smith (), Janko on .–, de Jong on .–.

Here Athena adopts – effectively but all the more cruelly in light of her deceitful

purposes – the disguise of Hector’s brother Deı̈phobus. In divine interventions

the god usually gives advice or an order, occasionally strength or courage, and

then leaves again; here Athena/‘Deı̈phobus’ stays and leads Hector towards his

fatal duel with Achilles (). Hector will only recognise her true identity at –,

when it is too late.

Deı̈phobus is the son of Priam and Hecuba () and hence Hector’s full

brother; contrast Lycaon and Polydorus (–), who are sons of Priam and

Laothoa and hence Hector’s half-brothers. He is one of the Trojan commanders

during the raid on the Greek wall (.); at .–, he positions himself in the

front line but retreats when Meriones strikes his shield with a spear; at .–

, he attacks Idomeneus, misses him and hits Hypsenor instead, and rejects

Idomeneus’ challenge of a direct fight; at .–, he again attacks Idomeneus

when the latter leaves the fight exhausted, misses again, is wounded in the arm

by Meriones, and leaves the battlefield. His track record makes him a likely ally
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of Hector against Achilles, though the prime reason why Athena chooses this

mask is Hector’s affection for him (cf. ). Thus, the Homeric narrator here

effectively combines two motifs: () two heroes joining forces against a stronger

opponent (.–; .–; .–) and () two brothers fighting together

(e.g., .–, –, –).

 ���: see n. �<� $'� . . . �������	 �’: for the asymmetrical use of �
�-

�
 see –n. 1 7$�
 normally means ‘meet’, ‘reach’; here ‘caught up’ aptly

captures the goddess’s movement (from Achilles to Hector). X Y��	�� �
	�: for the

epithet �-�� see n.

 �0$�� ��R .����0� ����� ‘(resembling Deı̈phobus) as regards build and

tireless voice’. When a god assumes a mortal disguise, details of the resemblance

may be specified: build and/or voice (here and .; ., ; .; .;

.) or a summarising ‘everything’ (.). According to Homeric belief, the

voices of gods (8�#�) and men (#
��) differ; see Clay (). For �
��� see n.

 For this speech-introduction see n.

 + �
(�) ‘dear/trusted one’ (from Z	��, ‘what one is used to’?). This is an

affectionate and respectful appellative for an elder brother or friend that belongs

to the character-language: it only appears in direct speech ( x). Its repeated use

by one speaker in one scene (cf. ) is unique and underscores Athena’s rhetoric

(vis-à-vis Hector) and deceptiveness (as noted only by the narratees). @ $��� ��:

lit. ‘indeed very much’. A common combination of particles, which belongs to the

character-language ( x Il. and Od; only in direct speech). It presents what is said

as an objective truth (Z, cf. n.), shared by speaker and addressee alike (��, cf.

n.). Thus it is well suited to contexts in which a speaker expresses his sympathy

for his addressee, as here, or reads his mind; cf. e.g. Hecuba asking Hector, who

has returned from the battlefield: ‘Why did you return to the city? The Greeks

must be very much wearing you down, and therefore your heart has moved you

to come here’ (.–). ���*���� ‘is pressing you hard’. ���� 
�������: the use

of this stock formula for Achilles ( x Il., e.g. ) here is contextually apt and

leads up to the next line.

 ≈ .

 .��’ �!� �� ‘come then’, a common formula of exhortation. For ��� see

n. ��0�$��: the two vowels -

- are scanned as one long one (synizesis).

 ���: although Athena has assumed a male personality, the narrator con-

tinues to refer to her as a female to avoid confusing his narratees.This is common

Homeric practice (cf. e.g. Od. ., , ), but it is not recognised by one

MS, which has ���. ��	�0����: see n. $0!�� �	�" �#	�	� XY����: �
��� is

a generic epithet of heroes, 1��"	������ a distinctive epithet of Hector ( x,

once of Ares: .). The combination �
��� 1��"	������ GH1�
� occurs  x

Il., the shorter formula 1��"	������ GH1�
�  x Il. Despite the ubiquity of

1��"	������, its use at this phase of the story (again , , ) calls atten-

tion to Hector’s most distinctive piece of armour one last time just before he is

stripped of it (–), leaving his unprotected head and hair to sweep through
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the dust (–). The exact etymology and meaning of the epithet are disputed:

‘with glittering helmet’ or ‘helmet-shaking’. For details and literature see LfgrE

s.v. It would seem that the singers thought of both aspects when using the epithet:

at . we hear about Hector’s shining helmet shaking around his temples

and at .– about Astyanax being frightened by its glitter and moving

plume.

– Hector’s speech consists of one long clause only: ‘already before you were

my most beloved brother, but now I see I have to honour you even more, since . . . ’.

 @ $0� ‘truly’: Z expresses objective certainty (n.) and is here reinforced

by �
� = ��� (n.). �< ���	�: in Greek we find both �$��� and �/ �$��� (�[�

and �/ �[�/�C �[�, etc.), whereby the simple form is the indefinite one (‘in the

past’), the longer form the definite one (‘in the entire past up until now’); see

LfgrE s.v. �$��� and Rijksbaron ().

 !���-� means ‘relatives’ in general (.), but its meaning here (and

elsewhere) is narrowed down to ‘brothers’, as becomes clear in the following

relative clause (‘whom Hecuba and Priam begot as their children’). ^Y���� +�'

:�#�$	� �0��: the number of the predicate is in accordance with the last of the

two subjects (and hence singular instead of plural); cf. e.g. .–; . and

see GH II –.

 �	0� ����R ��$���� �� ‘I am minded/intend to honour’ sc. you. The

middle � �����	� is used instead of the active for metrical reasons. For the

combination ��

 #���� cf. ..

 3��� 5� ��$	
���: sc. ��, derived from .��[.

 ���	� �’ . . . $0�	"��� ‘while the others stay inside’ (parataxis: L ).

– Athena’s answer consists of two parts: first she picks up on Hector’s

remark about Deı̈phobus daring to leave Troy (Z �
�:  = ; �
�� � ≈

�
��"� �) and then she reiterates and expands her own earlier exhortation to

fight. ‘Deı̈phobus’ fictional account of his parents and companions begging him

to stay will sound all the more plausible to Hector, who has just been supplicated

by Priam and Hecuba, too (–).

 �#��	� ’: imperfect. D2�#�� ‘one after the other’. .$�R �’ D��
�	� ‘and my

friends around me’, sc. begged me; '�#� is adverbial (L ).

 �Q � ‘on the spot’, ‘there’, sc. inside the walls of Troy. �	
	� . . .

O�	��	$0	"��� `������ ‘such is the fear of them all’. For this adverbial use

of ��-�� cf. Od. .; .; .. The element J��- in J������
�"� � indi-

cates that their fear has a particular cause, sc. Achilles. The same verb is used in

a fuller expression at .: � � . . . J������
��1�� ��:����, ‘they (Trojans) used

to tremble at the sight of him’ and cf.  �’ J���������.

 1��#���	 �0� �G �"!�-� ‘(my heart) was distressed by painful sorrow’ sc.

for you. This expression recurs once, at Od. .– (when Telemachus speaks

about the presence of the suitors in his palace).

– The second half of Athena’s speech consists of four skewed verses in a

row, which suggests heightened excitement; see –n.
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– ? �� $�$�-�� ‘charging straight on’. This expression occurs regularly,

e.g. again at .

$��0 �� �	���� | =��� ������� ‘let there be no sparing of spears at all’. A

unique expression (#� �
�� occurs only here in Homer). The combination of

an abstract noun and third person imperative has a formal ring and resem-

bles the equally formal ������,�� � � . . . �"�/� ��Q� � ���
�	
, ‘let there be

considerable thought of destructive fire’ (.).

– �3�	$�� �3 ��� . . . | . . . �0����� . . . | . . . @ ��� . . . ��$���: �3����� is a

subjunctive with short vowel (L ), ����� an uncontracted subjunctive (L ).

For the pairing of alternatives in subjunctive clauses cf. e.g. #�$�����	’ ; 1�

��D��	’ . . . Z 1� �
�
���, ‘let us consider whether we will go home or whether

we will stay’ (.). The subjunctive + 1� is prospective, here as part of an

indirect question. Most MSS have ������, and the alternation of subjunctive

and optative in dependent clauses occurs quite regularly in Homer; cf. e.g. '��C

�$�’ ����� | ������� , ; 1� #
��� �
�� 1�$���, Z 1� #�������, ‘I will position

myself against him, to see whether he will win a great victory or I win it’ (.–

). According to GH II –, , the (potential) optative presents a less likely

or more modest alternative. This pleads against ������ (adopted by West), since

this would mean that ‘Deı̈phobus’/Athena would undermine the rhetoric of her

intervention by presenting Hector’s victory as less plausible than Achilles’. It

would also spoil the subtle effect of her claim that defeat would involve them

both (�:4) but victory would be the work of Hector alone (�: ��"��), as noted

by the scholia.

 �-G ‘the two of us’; accusative of the dual personal pronoun (L ).

 ���� =�� !���"���: this is one of the most common epithets of ships

(cf. , ), which seems no more than a metrical variant of 1����� .�) ����.

For epithets of ships see n.

 The 1�� in this sentence has been variously analysed: () a scholion suggests

‘thus Athena led him, speaking and with guile’; this analysis has the disadvantage

of breaking up a speech-capping formula (@� #��
��). () GP  takes 1�� as

apodotic, the protasis uniquely taking the form of a participle: ‘after having

spoken thus, she led him with guile’. () Perhaps the singer, wanting to add

1�����,�� to two formulas (@� #��
�� and X���C� M	��� (x Od.)) and needing

one more syllable, added a meaningless 1��. �� #�$0��: although a present

participle, #��
�� in this formula ( x Il.,  x Od.) often has a past meaning

(e.g. Od. ., where it would be strange if Penelope came down her staircase

while speaking rather intimate words to her servants) and is a metrical variant

for the far more common @� �3��"��/@� ��� #
������. ����	����� ‘in her

cunning’, almost adverbially ‘cunningly’; it is, not surprisingly, found only with

Athena (here) and Odysseus (Od. .; .). The abstract noun is derived from

1
����, which means ‘advantage (for oneself)’, ‘profit’, pl. ‘tricks’, and refers to

behaviour which is aimed at misleading another and thereby benefiting oneself.

The word may have been chosen because Athena is not merely deceiving Hector

(cf. ) but at the same time preparing victory for herself and Achilles (cf. –).
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k!����(	): underscores Athena’s active role in setting up the fight; she walks

in front and leads the way, as generals lead their troops (cf. . = .;

.) or Odysseus a delegation (.). It is a typical Homeric sleight-of-hand

to let ‘Deı̈phobus’ disappear after this line (cf. ‘Dymas’ daughter’/Athena, who

is not heard of again after she emphatically announces that she will accompany

Nausicaa on her trip to the beach: Od. .–), and have only Hector and

Achilles face each other (although Athena resurfaces suddenly and briefly at

–).

–

Finally, the fight between Hector and Achilles starts. The Iliad displays two kinds

of single fights or monomachiai. There are () two ceremonial duels, when two

heroes, representing the two armies, fight according to preagreed conditions

while the rest of the army stops fighting to watch (Paris versus Menelaus at

.–, and Hector versus Ajax at .–) and () numerous single fights

which take place simultaneously between warriors in the frontline of each army

(the promachoi) while the multitude (plēthos) keeps its distance. As van Wees ()

 notes, ‘the apparent isolation of individual “champions” is . . . to some extent

an optical illusion, produced by the poet’s habit of focusing on the actions of

a few famous heroes amidst the general melée’. The fight between Hector and

Achilles is a special, hybrid case: it is not really a ceremonial duel, since no terms

are agreed upon beforehand, yet the rest of the armies do not fight but watch

passively. For Homeric single fights see Latacz () –, –, van Wees

(, ), and Hellmann () –.

In its fullest form a single fight consists of the following elements: exchange

of verbal challenges, exchange of missiles, hand-to-hand fight, death of one of

the warriors, vaunt by victor, and stripping of armour. Most meetings between

warriors in the Iliad, however, involve only one or two elements and are relatively

brief (‘hit-and-run attack(s)’: van Wees () ). The longest fights are those

between Patroclus and Sarpedon (.–:  lines), Hector and Patroclus

(.–:  lines), and Hector and Achilles (.–:  lines). As always,

length indicates importance. These are the three most important single fights of

the Iliad, which are causally related to each other: Patroclus kills Sarpedon, but

is himself killed in turn by Hector, who is later killed by Achilles. Of these, the

Patroclus-Hector and Hector-Achilles duels are crucially linked in that Achilles

kills Hector to avenge Patroclus; the link is signalled both implicitly by verbal

echoes (–n.) and explicitly by an analepsis or flashback (n.). See also

Introduction d.

The climactic meeting between the two main champions of the Greeks and

Trojans consists of all of the standard stages: an exchange of verbal challenges

(–); an exchange of missiles, expanded by two speeches by Hector and a

divine intervention (–); hand-to-hand fighting (–); a protracted death

scene which incorporates a vaunt by victorious Achilles while Hector is still alive
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and four more speeches (–); and a much expanded stripping of the armour

(–).

– After coming within reach of each other (�7����) and hence within

speaking distance, the warriors commence the customary exchange of challenges.

These challenges mainly serve to pump up adrenalin, by insulting one’s opponent

and/or extolling oneself, only rarely to identify one’s opponent. Most heroes –

conventionally rather than realistically – simply know each other, see de Jong

() –. A typical example is the exchange between Aeneas and Achilles at

.– (Achilles: ‘Aeneas, why do you want to fight me? . . . Go back and do

not oppose me, before you come to harm.’ Aeneas: ‘Achilles, do not think you

will frighten me with words as if I were a child. I too know insulting words . . . So

quickly now, let us try each other with our spears’); cf. .–; .–; .–

; .–. For challenges see Létoublon () and Stoevesandt () –,

–.

Achilles’ challenge, bursting with self-confidence (and vindictive anger), is typ-

ical, but Hector’s opening is untypically timid: instead of a confident announce-

ment of imminent victory, there are () an admission of his earlier fear, () a

hesitant potential ‘I might kill you or be killed’, and () a pacifying proposal con-

cerning the treatment of the body of the vanquished. The exchange prefigures

the supplication at –, where Hector, by then mortally wounded, again asks

for his body to be given back, only to be rebuffed by Achilles.

– 	& �’ . . . , | �<� . . . X Y����: a pendant nominative (or frame), which

is split up, literally ‘and they, when they approached each other, him Hector

addressed’. This is a fairly common phenomenon in the Homeric epics (GH II

–), a clear manifestation of their oral syntax (see –n.).

 This formulaic line typically introduces martial duels ( x), once an

athletic contest (.) and the approach of two armies (.).

 This formulaic speech-introduction ( x Il.,  x Od.) is used in situations

where there is no prescribed rule as to who should talk first. ������	�: suggests a

speaker taking the initiative, either by way of apology (Paris at .), in irritation

(Apollo at .), or as a challenge (here; .; .; .; .). ��	�0����:

see n. $0!�� �	�" ����	� XY����: see n.

– The three consecutive skewed verses (–n.) are expressive of Hec-

tor’s nervousness; cf. again –. Hector’s focalisation of his own behaviour

mirrors that of the narrator: �I . . . #�R����� ≈ R� . . . #�R�	��� (); ��)� ���)

���" . . . X� $��" ≈ ��)� X� $�� � ��� � �
� (); �I�
 . . . 5���� ��-�� ≈

�I�’ . . . 5��� . . . �
�� � (–). Whereas the narrator had added that Hector’s

fated moment of death had arrived as he circled the city a fourth time (–),

the hero himself of course lacks this vital information.

– ‘I will no longer run from you the way I fled three times before.’ The

verb ��
 means ‘to be afraid’ (cf. ����
), only here ‘flee in fear’. The variant

reading ����, found in some MSS and papyri, is a rare active form of ����� ,

‘pursue’; cf. .������� (.). This would lead to a different syntactic analysis
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and punctuation of these lines: ‘I will no longer run from you the way I did just

before: (explicative asyndeton ) for you pursued me three times.’ �’ . . . �	���	$��:

this verb (for which see –n.) is only here construed with an object. >� �<

���	� ���: for �/ �$��� see n. ��� (n.) is best taken with E�, like later

=����.

 1�����$��	�: sc. �� (from �’: ). �%� �Q��: literally ‘now conversely’,

�p�� indicating that the ‘now’ contrasts with ‘before’; see n. The combina-

tion occurs  x Il. and Od. (cf. ), always in direct speech. For the promi-

nence of ‘now’ at this crucial stage of the narrative see –n.  "$<� .�����:

Hector does not refer to ‘Deı̈phobus’/Athena’s intervention, which actually

had made him abandon his flight and take a stand. Indeed, her presence

seems forgotten by narrator and heroes alike until . It is typically Home-

ric to say ‘my thumos has incited me to do X’ rather than ‘I have decided

to do X’.

 ���$����: infinitive (L ). .��#�: neuter plural of '�����, used adverbially

(with genitive). V�	�$# ���, g ��� l�	#��: potential optatives, which sketch two

alternatives both deemed (equally) possible by the speaker; cf. �C �
 1�� 	�/� d

���
�� ��, ; 1’ '�
����’ �3� (Od. .–). For the sentiment ‘to kill or be killed’

see –n.The aorist �]��� in Homer is one of the many (ca. ) verbs of killing;

cf. 5�	’ \�� �������7�� . . . 1�� �, 1’ 5� ��
���� 1�$�� (Il. .–). For an

overview see Visser () –.

 .��’ �!� ��%�	 ‘but come’. ��[�� is an adverb (‘hither’) which is also

used as an exhortative particle, like ���, ����� (n.), with which it is often

combined. As usual the main verb follows asyndetically.  �	�� 1����$� � ‘let us

give each other the gods (as witnesses) to (what we agree)’; the expression virtually

amounts to ‘let us swear’. In the duels of books  and , too, an oath (.–)

and solemn declaration (.–) are found, both accompanied by invocations

of the gods. The middle .� ������ only occurs here and, as a variant adopted

by Aristarchus, at .. There the majority of MSS have .� R
����	�, ‘we

shall call upon’, which is here found as a variant (.� RD��	�), and cf. Od. . =

.. �	#: anaphoric pronoun (L ).

 $���"�	� . . . 1�#��	�	�: the gods are witnesses (�$��"�� ) of the making

of an agreement now and guardians (.���1��� ) of mortals adhering to it in the

future. The same idea is expressed at . as ‘you (gods) are witnesses (�$��"�� )

and watch over (#"�$�����) all oaths’, and cf. . ‘may Zeus be our .� �$�2

�"���’. It is an ancient and universal function of gods to see everything and, if

necessary, intervene to punish evil-doers, including oath-breakers. Whether the

Homeric gods always live up to this ideal is debated; see Yamagata (), van

Erp Taalman Kip (), and Allan (). The MSS regularly hesitate between

�$��"�� (from �$��"���, adjective used as substantive) and �$��"��� (from �$�2

�"�, substantive). l�$	�����: this word is used here figuratively, ‘agreement’, but

elsewhere concretely, ‘joints’ (to connect the wooden beams of Odysseus’ raft:

Od. .). The word will be picked up in Achilles’ reaction by �"�����,��� and
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!�1 �. The preponderance of these types of words gives a legalistic ring to the

exchange.

– On the occasion of an earlier duel, too, Hector suggested that he

and his opponent treat each other’s bodies decently after death (.–); see

Thornton ()  and Kirk on .–. Hector’s preoccupation with this topic

from early on in the narrative adds to the suspense and pathos around the theme

of the mutilation of his body (–n.). However, it should be noted Hector has

no qualms about considering mistreating Patroclus’ corpse (cf. .; .–;

.–).

 !��: this is the typical �$� ‘after an expression denoting the giving

or receiving of information, or conveying a summons to attention’ (GP ).

It introduces the ‘text’ of the oath/agreement that Hector proposes. 1!�: the

emphatic use of the personal pronoun prepares for �,; the two pronouns together

underline the reciprocity of the agreement. =���!�	�: adverb from ∗51�������

(cf. .1�����
, .1������� ), which means ‘striking’, both in a positive (‘won-

derful’) and, more often, in a negative sense (‘vehement’). It is usually combined

with .��,%���, ‘he boasted in an excessive way’, and only here with '� 1�
: ‘I

will not defile your body outrageously (= which would be outrageous)’. .���#�:

future of '� 1�9
, ‘to mutilate’, either by leaving a body for dogs and birds or by

cutting off parts of it. As a result, the mutilated body becomes '� 1��, ‘unseemly’.

See also n. MSS hesitate between '� 1�
 and '� 1 :. GH I  defends the

older form '� 1�
 < '� 1��
, which is also adopted by West in his text.

 ���� ��$$	�#�� ‘will give me endurance’, i.e. the power to stay and

hold out against you (cf. �
�
); the same expression recurs at . at the

same place in the verse, but in the context of an athletic rather than martial

confrontation. The use of this rare expression, instead of the more usual ‘will give

me victory’ (e.g. .), may have been triggered here by the preceding �I�
 ���’

5���� | ��-�� . �6� . . . /"�6� .�0��$��: one of the innumerable expressions for

‘kill’ in Homer (n.). This is a – perhaps more expressive – variant of the

common 	"�/� '#
�
�� (., .; Od. .), which recurs once with slight

variation (.: .%
���� B"7��).

 ��"�) �����’: this formulaic expression occurs  x in the Il.,  x in the

Od.; of these  instances, six concern Achilles’ old armour, five his new (here;

., ; .; .), which we ‘saw’ Hephaestus making in book . 1�"���

means ‘famous’, but lexica tend to weaken its meaning to ‘glorious’ or ‘beautiful’

in cases like the present, where, strictly speaking, the armour has just been made

and can hardly be said to be famous. The word may, however, be metapoetical

or self-referential: Achilles’ armour instantly is famous because it forms part of a

famous narrative. For Homer’s self-confidence regarding his own poems see de

Jong (). 
�����%: the renewed insertion of a vocative (cf. ) underscores

the urgency of Hector’s appeal.

 ����<� . . . ���� �����: during his earlier duel with Ajax, Hector had

worked out this idea more fully: ‘I will give back the body, so the Greeks may
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embalm it and heap a mound over it’ (.–). Normal practice is that the

comrades of a fallen warrior fight to recover his body, preferably including

his armour. In the case of (quasi-)ceremonial duels, where no such comrades

are around, it makes sense to make arrangements of the type proposed by

Hector. F0*���: the infinitive is used as imperative, a common phenomenon in

Homer; see –n. Hector here uses it to imply that in light of the proposed

agreement (T���� $
�), Achilles is obliged to reciprocate his offer. After this

verse one papyrus reads lines –, which are, however, redundant after @� �F �A

?
9� �.

 O����� ?���: lit. ‘looking from under gathered and lowered brows’;

<
∗J��-���1, from J�� and the aorist 5���1�� (�
�1��� ). This recurrent speech-

introduction ( x Il.,  x Od.), discussed by Holoka () and Cairns ()

–, immediately bodes ill for Hector: it indicates irritation and anger with

an element of threat, which is provoked when the speaker’s timē is offended by

rude or inconsiderate words, usually spoken by an inferior. Here and at 

the expression ‘prefaces speeches which express implacable hatred, desire for

vengeance, and determination utterly to extinguish the prestige that Hector has

won in killing Patroclus . . . the speech thus introduced gives off a strong flavour

of contempt’ (Cairns () ).

– Achilles answers Hector in the usual reverse order: (Hector) ‘(A) I will

no longer flee but make a stand, (B) but let us agree to give back the body of the

vanquished’ – (Achilles) ‘(B’) There can be no agreements or friendship between

you and me, so (A’) now you will have to prove yourself a warrior, and there is

no escape’.

 $� $	� . . . .!���"�: the force of the present tense is ‘stop talking to me

about agreements’; cf. n. �� is best taken with '����,�; cf. �: �$��’

'����"
���, ‘tell him everything’ (.). An alternative interpretation would

be to take it as an ‘ethic’ dative (n.). ������: the etymology and mean-

ing of this adjective, usually found with �
�	�� ( x) or �7�� ( x), only here

in connection with a person, have been disputed from antiquity. Chantraine

in his DELG, with some hesitation, opts for the connection with ���	$�
,

‘forget’. An interpretation ‘doer of unforgettable deeds’ (following the scho-

lion ad loc.) would suit the context, since Achilles will soon come to speak

of Hector killing Patroclus (). Others opt for ‘fierce’ (LfgrE) or ‘accursed’

(Richardson). �"��$	����� ‘agreements’ (hapax), from �"���� , ‘come to terms’

(.).

– >� 	(� =��� . . . �� 	(� =��’ ‘just as there exist no agreements between

lions and men, and wolves and lambs have no mutual sympathy, in that way

we cannot be friends or have oaths’. Similes and comparisons occur much less

frequently in speeches than in narrator-text: the figures for the Iliad are  of a

total of . Achilles utters not only the greatest number (, as against Hector

), but also the longest (.–, ,  = .; .–; .–; .–;

.–). His fondness for similes has been qualified as a characterising trait by
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scholars; see Moulton () –, Friedrich, Redfield () , and Griffin

() .

The comparison, with the lions/wolves obviously standing for Achilles and

the men/lambs for Hector, has a double significance: intended by Achilles to

convey his absolute implacability and superiority in the upcoming confrontation

with Hector, to the narratees it signals his present ‘wildness’, his animal-like lack

of pity and respect after the death of Patroclus, which will only stop after his

meeting with Priam. Thus at .– and .– he is compared to a lion;

at . the river Scamandrius calls him ��� ��; at .– Achilles says that

he would like to eat Hector’s flesh raw; and at .– Apollo says that Achilles

behaves like a lion (cf. especially �

� �’ @� ��� � �P���: ). See Moulton ()

–, Clarke () –, and Kim () . For Achilles’ behaviour see also

Introduction e.

 	(� =��� . . . J���� ����� ‘there do not exist reliable agreements, sanctified

by oaths’.

 A simile at .– graphically paints a murderous confrontation

between wolves and lambs, the latter being ‘snatched from under their mothers’

and ‘torn apart’ by the former. �� ��#: this combination is used (instead of simple

1��) in the case of natural pairs. It suggests that wolves and lambs are a prover-

bial pair of natural enemies; indeed, we may be dealing here with (a Greek echo

of) ‘a cliché of oriental rhetoric’ (West () –, with examples). L$���	��

 "$��: the adjective occurs only here in Homer, but cf. ���#���

 ( x) and

���#���,�� ( x) in the Od. It literally means ‘having one (����) mind (#���)’,

which amounts to ‘harmonious’, ‘with mutual sympathy’. In combination with

thumos the etymology seems forgotten; cf. ���������� 	"��� () and 	"�: 

���#��� (–) .

– =��’ ‘it is possible’. ����$���� = # ��-�. 	(�0 �� . . . =��	���� ‘and there

will be no . . . at all’ (� adverbial). �-G� ‘for the two of us’ (dual personal pronoun

of the first person: L ).

– ‘(and there will be no agreements between us) before one of us at

least (��), fallen, has satiated Ares with his blood’. Achilles’ formulation amounts

to a strong denial: there will only be an agreement when one of the two is

dead (and is no longer able to make agreements at all) = there will never be an

agreement. The same type of expression occurs at .–; .–; .–;

.–; and .–. ��#� +’: this combination effectively means the same

as simple ����; it occurs only here and at . but is common in Ionic prose

(e.g. Herodotus Histories .). Originally an adverb, ���� also functions as a

conjunction, in Homer mainly with the (aorist) infinitive (cf. ) but occasionally

with other moods. The MSS hesitate between ���� c’ and ���� �’ c’, the first

being slightly preferable (see Leaf on .); the  of ���� was originally long by

nature. For c’ instead of ; see –n. ��������	� ‘carrying a leather shield’

(∗���$(� ���, from (� ���, ‘ox-hide’, ‘shield’, and ���$��� /����� , ‘to bear’).

This is a particularised epithet of Ares: cf. .; ..
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– Challenging Hector to fight, Achilles turns to asyndeton, which con-

veys urgency and perhaps impatience: ‘Call to mind . . . Now is the time . . . There

is no escape any longer.’

 ����	#�� .����� $�$�����	 ‘call to mind your various fighting abilities’.

The combination ������- '���- occurs twice more, at the same place in the verse,

and refers to different abilities in warfare (.: running, fighting, intelligence)

or in general (Od. .). Here it might refer to the various forms of fighting

(with spear, sword, stones) which belong to a single fight. In Homer, the verb

� ����1��� (related to the root ∗men-, found in �
���� and Latin memini)

primarily means ‘muster and direct one’s thoughts and energy at’ (e.g. �����"

� ����1��	� , ‘to think of return’: Od. .), only at times specifically ‘remember’

(e.g. 1�) 1�-	 #���" ��������’ N�����": ), the common meaning in later

Greek. See LfgrE s.v. Only here the verb is connected with '�����, the usual

combination being � ����1��	� '�1��, ‘to think of courage’. For the opposite,

‘to forget courage’, see n. Martin ()  suggests that, since this type of

expression is usually employed by a commander urging on his own troops, its use

here by Achilles against Hector may be insulting.

– 	H . . . =�’: Achilles ominously echoes Hector’s �6 . . . 5� (): ‘I will

no longer flee you’ becomes ‘there will no longer be an escape for you’. �	� =

�� . O���"2�� ‘escape’ (a hapax). :���)� 7h ��� | =!��� 1$-� ��$���: for this

use of �$���� + instrumental dative see –n. ���$� is future of �$���� .

The form is created by diectasis (L ): ���$� (k k –) < ���� (k –) < ���$� 

(k k –). Achilles is using the information here that he got from Athena at –.

How exactly she will kill Hector will become clear at – and –: she gives

Achilles his spear back after an ineffective throw, and his second thrust, from

close range, is successful and mortal.

– ‘but now you will pay for everything in one go, my sorrows because of

my comrades, whom you killed raging with your spear’. Cf. �[� �’ T	��� �$��’

'�
�� �� (Od. .) and �[� �F� �* . . . Z �$�� ����� � | ��
�/� .���, �/� 5��#���

(.–). l ���: scholars are divided as to whether it should be T	��� or '	���;

for discussion see LfgrE s.v. .�	��#����: future of '�����
. For the variation

in MSS between '������� � and '������ � see n. ����’ 1$-� 1����� is in

apposition to �$��’; it is therefore best to place a comma after '������� �. .�:�

.�$�
� is objective genitive; Achilles is of course thinking primarily of Patroclus

(cf. –). He had first announced his intention to make Hector pay for his

friend’s death at .–: (I do not want to live) �3 1� �* GH1�
� . . . '�/ 	"�/�

8�
��� , X����1�� � �’ \�
�� . . . '������� , ‘unless Hector dies and pays the

price for his taking of Patroclus’; cf. also .–. =!��G  "#��: the expression

is typically used of warriors wreaking havoc amongst their opponents; cf. .;

.; .. According to West , xxxi, the best MSS have 	"�
� rather than

	,
�.

– The usual Homeric pattern of two warriors fighting together is: () A

throws at B and misses; () B strikes A’s shield or body armour but fails to pierce
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it; () A kills B; see Fenik () . This pattern is expanded here in accordance

with the special occasion: () Achilles throws at Hector and misses (but is given

back his spear by Athena); () Hector strikes Achilles’ shield but fails to pierce

it (he asks ‘Deiphobus’ for another spear, finds out that he has gone, and then

attacks with his sword.); () Achilles slays him.

 The fight begins routinely, the narrator employing a line which occurs  x

more in the Il. (e.g. ). @ F� ��#: for Z see n. 1�� indicates that a speaker suits

the action to the word; it therefore seems best not to print a comma after Z ?� as

most editors do. .$�������: aorist participle of '���$��
 (with apocope '��

> '�, assimilation > '�, and reduplication), ‘swinging up and to and fro’ (before

casting the spear). For this gesture cf. �3�� ���’ . . . .� 7� �) 1���� ���" (.),

and see n. �	�������	� =!�	�: most probably ‘casting a long shadow’ (from

��� 7��, ‘long’ and �1 $, ‘shadow’); for other analyses see LfgrE s.v. This is one

of many epithets for ‘spear’; see Dee () –. It occurs  x Il.,  x Od.

– ‘and Hector avoided it (sc. Achilles’ 5�7��): for he crouched down,

and it flew over him, the bronze spear’. A typical specimen of oral syntax: at

the end of the sentence, the singer feels the need to make clear (again) what

�� refers to. Warriors often manage to dodge spears thrown at them. Thus

line  recurs in almost identical form  x Il., and b recurs at .. The

spear either hits another warrior instead ( x) or, as here, gets stuck in the

ground. ���� ?��� ‘looking straight ahead’ (and thus anticipating the direction

of the cast). ��#��$	� XY����: #��� ��� is a generic epithet which is found with

Hector ( x), Ajax ( x), and Achilles ( x). It is studied in detail by Sacks

() –, who suggests – not entirely convincingly – that it is used in con-

texts where Hector is ‘retreating, deluded, defeated, and finally, essentially, dead’

and hence would implicitly convey Homer’s rejection of the ‘shining’ norms of

heroism.

– The series of six half-line clauses suggests speed; cf. –n. There

are more instances of gods returning a spear (.–; a whip at .–),

warding off blows (.–; .; .–), or breaking a spear/string of a

bow (.–; .–). Athena returning Achilles’ spear may be a rationalised

version of the folktale motif of a spear returning magically to its owner; see n.

The detail that Athena’s intervention is not seen by Hector heightens the tension

and prepares for the tragic delusion of Hector claiming that Achilles was wrong

in announcing his death (–). Athena’s act forms part of a sustained deceitful

intervention on behalf of Achilles; see –n.

 :���)� 
 ���: verse-end formula ( x Il.,  x Od.). The etymology

and meaning of the epithet are unclear: ‘mistress’, ‘maiden’? It is used only in

literature, not in cultic texts. For secondary literature see LfgrE s.v. X���$�.

 7h����G �#�	", �� � �’ X Y��	��: an example of parataxis (L ): Athena

gave back the spear and escaped = while escaping the notice of Hector. �	�$0��

��-� ‘shepherd of men’. This verse-end formula occurs frequently in connection

with kings ( x Il.,  x Od.). The metaphor is common in oriental texts, from
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COMMENTARY: 278–81 129

which it might be derived (West () –), and is worked out in comparisons

at .– and .–. For a full discussion see Haubold () –.

 ��	�0�����: see n. .$�$	��: see –n.

– Hector’s speech is a variant of the motif of the ‘premature boast’:

cf. .–, –; .–. He can boast only that Achilles has not wounded

him, whereas it would be normal for a warrior to vaunt that he had (mortally)

wounded his opponent. He goes on to claim that he will not flee but instead attack

Achilles. As in his first challenging speech (–), he does not sound convinced.

As Stoevesandt () – remarks, his words are less a provocation than a

self-exhortation, a sign of the continuous struggle with the fear of dying that we

have seen him engaged in since .

– ‘It turns out (���) that you did not in any way (�I�’ . . . �D) know at

all (� ) my fate from Zeus (i.e. for sure). You said you did, but you lied, in order to

frighten me’. ;�� (this spelling is to be preferred to Z �� : GP ) has the same

force as preparatory �
�; see Ruijgh (). While limitative �� indicates that 5#��

contrasts with preceding �I�’ . . . c�����, ;�� indicates that another contrast is

about to follow ('��$). Others (Leaf, Richardson) take ;�� as adversative and

put a semi-colon after �� (‘You did not know my death for sure; yet you thought

you did’). Cf. .–; Od. .–.

For the sentiment cf. Aeneas and Hector to Achilles at .– = – (‘Do

not think you will frighten me with words as if I were a child’).

 g$��	���: aorist of T����$�
.  �	
� 1���#���’ 
�����%: a regular voca-

tive formula for Achilles after the feminine caesura ( x Il.,  x Od.). Shive

() – suggests that the formula is not used automatically but only when

effective, as e.g. at .–, when Phoenix says '��C �F ��-��, 	��-� .� ��1��’

M7 ���[, | �� �,���, which virtually amounts to ‘I made you the godlike man

you are’. Here it could be argued that Hector is using the epithet in effective

contrast to �I�’ . . . .1 � /� c�����: ‘although you are godlike, your present claim

about my fate has no divine origin’.

 1� i�<� +�#���: c����� is the pluperfect of (()�P��, with an augment �-

instead of �-, which is found before roots starting with (; see GH I . For

the combination ‘to know from the gods’ cf. 	�:� ��� ����� ���D� (Od. .).

=���: #�� means ‘to think’, ‘imagine’, ‘declare’, i.e., it introduces a subjective

or illusory claim; see Fournier () –. In speech-capping formulas like @�

��’ 5#� it has weakened to the neutral ‘say’. Hector refers to Achilles’ claim that

Hector would surely die by his and Athena’s hands (–).

 .������� ‘(someone) who can fit together ('�����1
) words (5���)’, with

the connotation of being so good at this that one can even sell lies as truth

(‘glib’). Thus at Od. .– Alcinous talks about an .��1����� man, of the type

that puts together lies (B�,��� '��,������); at Hesiod Theogony  the Muses,

who themselves admit that they also tell B�,��� (), are called '�� 
�� � .

1�#��	�	� . . . $� �� ‘cunning or skillful in words’, cf. .��1����� ��%
�, ‘skilful

with the bow’. Since .��1����� contains the root 1���- from 1�
��
, ‘steal’,
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it has a connotation of deceit, like '�� ����. =���	 ‘you turned out to be’;

see n.

 O�	���#���: see n. $0��	� .���� �� �� �$�� ‘I would forget my energy

and valour’. The combination '�1�� ���	$�
 is common ( x Il.), but the com-

bination �
���� '�1�� �� occurs only here, but cf. (with a different construction)

�� �’ '���" D�� � �
����, '�1�� �� �$	
�� (.). Hector picks up Achilles’

�������� '����� � ����1�� (); an instance of the ‘catchword’ technique

(n.).

– ‘me you will surely not while I am fleeing fix a spear in the back, but

while I am charging straight on, drive it through my chest’. Hector emphati-

cally uses a polar expression: �I . . . #�,���� corresponds to �	A� ����:� , and

����#�
�
 to � C ���	��# �. $0� = ��� (n.). $	�: dative of person involved, on

which both participles depend. ��� �����: the suffix -# � forms the equivalent

to a genitive plural (L ). =����	�: sc. ���", ‘drive a spear’; aorist imperative of

.�$
, with metrical doubling of the -�- (L ).

– �3 �	� =����  ��� ‘if a god really granted you this’, sc. to hit me. The

aorist in this context is common, cf. e.g. �[� <�-� �$��
� b�A� �% �� Z���

5�
1�, ‘now Zeus gave us a day that repays us for all’ (.). For the gods

‘giving’ mortals things see –n. The use of �� + indicative expresses a certain

scepticism on the part of the speaker; see Rijksbaron () , note . With

this afterthought Hector returns to – and once more tries to play down

Achilles’ reference to Athena’s support at –. �%� �H�’ 1$<� =!�	� ���"��

‘(You missed.) Now in turn avoid my spear’; cf. �/ �F� . . . c��,��� (). ���"� 

is aorist imperative of '�
(()��� .

 >� . . . �	$#���	 ‘would that you took it home fully in your flesh’. The

optative expressing a wish in Homer is generally introduced by �� �$�, �3	�,

occasionally by E�, as here and .; Od. .; .. 1���9
 means ‘take care

of’, ‘take home’; here (and at .) it is used metaphorically, by way of grisly

sarcasm. Such sarcastic metaphors are common in the context of challenges and

vaunts, cf. e.g. Patroclus about Cebriones, who has just fallen dead from his

chariot: ‘Oh this is really an agile man, a ready acrobat’ (.) and n.

– ��# at the opening of a main clause has consecutive force, ‘and as a

result’. 1��������	�: the step from ‘light in weight’ to figuratively ‘easy to bear’

is easy to make, just as in the case of R��,�, ‘heavy’ = ‘hard to bear’. This

metaphorical use occurs only here in Homer. ��
	 ����� �$0�	�	: the genitive

absolute (which in Homer is still relatively rare) repeats the idea of . �����

‘for them’, personal pronoun of the third person plural (L ). ��$�: often of

persons who bring disaster, calamity to other people; cf. .; .; .;

and see also –n.

– This passage nicely shows the variety in formulas which singers had

at their disposal: ��� 7��1 �� 5�7�� – ���" – R
��� O1, – ���� ��� 5�7�� – ���"

��1���. It is hard to attach contextual significance to the different epithets.

 See n.
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– The polar expression ‘he hit and did not miss’ is also found at .;

.; and . (and cf. the closely similar .). However, hitting is no

guarantee of effectively wounding someone, since in all these cases the missile

rebounds from the armour or breaks off at the socket. The narrator might

have explained that Hector’s spear did not pierce Achilles’ shield because it was

divinely made (as he did at .– and .). Taplin ()  suggests that

his suppressing this detail ‘makes Hector’s failure seem horribly perfunctory’.

$0�	� ���	� ‘(hit) the shield at the centre’ (�
��� predicatively).

– �����	 . . . | . . . ������ = .– (again of Hector). The aorist

7D���� is ingressive: ‘he was angered’. The !�� -clause gives us Hector’s focal-

isation, as the possessive dative �0 (L ) with R
���, ‘his spear’ also suggests.

We find a similar reaction at .–, where Meriones ‘was terribly angered

(7D����) on two accounts, because of the victory (which was denied to him) and

his spear, which had broken’. 1����	� ‘ineffectively’, ‘fruitlessly’; the etymology

of this word, which is used often in connection with missiles being thrown, is

unknown.

 ��� . . . ���������, 	(�’ . . . =�� ‘he stood there downcast, and (= for) he

did not have’; an instance of parataxis (L ). The combination of the participle

and ��� suggests that Hector was in a state of shock for some time; cf. the closely

similar ��� . . . ��#D�, ‘he stood there dazed’ at . (when Patroclus has been

stripped of his armour by Apollo) and . (when Priam has spotted ‘the young

Myrmidon’/Hermes in the dark). The etymology of the root 1���#- is unclear,

but it conveys a mixture of grief and shame. The expression, which occurs only

here, therefore nicely suits the modulations of Hector’s emotions: he shifts from

being angry to downcast (when he realises that he has no other spear), and then

resigned (when he realises that he has been abandoned by the gods). Though

Hector usually carries two spears (cf. .; ., etc.), it is dramatically apt that

the narrator here has endowed him with only one, like his opponent Achilles

(and as in the ceremonial single fights: ., –; .–).

– 1����� . . . | g����: the scholia perceptively note that the urgent asyn-

deton triggers our pity here. They are less correct in taking the two verbs to

be a repetition: .1$�� means that Hector calls Deı̈phobus’ name to attract his

attention (hence the addition of ��1�/� 'g���), while ; ��� indicates that he asks

him for something. We may imagine him to shout (repeatedly): ‘Deı̈phobus, your

spear!’

 ��"�������: a unique epithet; ‘it is as if Hektor were looking all around

the battlefield for this conspicuous sign of his brother’s presence . . . only to find

emptiness and silence’ (Richardson). Deı̈phobus’ shield had played a prominent

role in book  (he advances under cover of it, and his opponent breaks his

spear on it: –), and it may be supposed to be a characteristic piece of his

armour, although the visual detail of its whiteness is reserved for this place. The

white may be due to painting, or to an alloy of gold and silver. White shields are

the stock attribute of the Argives in Greek tragedy; see e.g. Euripides Phoenissae
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 and Mastronarde () ad loc. $���<� .,��� ‘shouting loudly’; 'g��� is a

coincident aorist participle (–n.).This expression usually occurs in contexts

where warriors have to raise their voice because of the noise of the battle; here it

may suggest Hector’s panic.

 L �’ 	H �# 	& 1!!� �� @�� ‘but he was by no means near to him’. In

.��,	�� the original force of -	��, ‘from where’, has weakened, and the form is

a metrical variant of simple .��,�. The half verse is likely to represent Hector’s

focalisation.

– Plato called Homer ‘the first of the tragedians’ (Republic A), and

this is one of the places that support this qualification. It presents the moment of

insight (what Aristotle calls anagnōrisis; cf. 5��
), when a hero suddenly sees his

true predicament. Actually, Hector had already acknowledged his own error (in

not listening to Polydamas) at –, but now he realises a much more profound

truth: the divine support which had enabled his spectacular recent successes was

temporary, it had not been given for his own sake, and it was part of a larger plan

which had entailed his own death almost from the start. In other words, only

now does he realise his true role in the Dios boulē, which the narratees have known

about for a long time; see Introduction b and d. Hector’s insight also has much

to tell us about the divine in Homer: ‘the Iliad is concerned with the relation of

men and gods; and its plot . . . shows the divine as deceitful, leading men into

disaster and to the insight, too late, that events have all the time been guided in

a direction quite different from that which they imagined’ (Griffin () ).

To be awarded this moment of insight just prior to his death confirms Hector’s

role as one of the main figures of the Iliad and the Homeric narrator’s profound

interest in and sympathy for the Trojans. We may note that Patroclus, whose

death in many respects resembles that of Hector (see –n.), is not given such

insight: at .– he speaks about the gods destroying him but does not reflect

on his own error (made at –) or show awareness of being part of the Dios

boulē (cf. .–).

Hector’s insight is complete: he understands that he has been deceived by

Athena, concludes that Zeus and Apollo no longer protect him, and realises that

his moment of death has come (earlier he had still believed he could win). From

now on he will no longer fight for his life but for a heroic death.

 The same line occurs almost verbatim at . = ., in less dramatic

situations (a character understands why other characters are silent). =!��: abso-

lute, ‘he understood’ (the situation he was in). \����: possessive pronoun (L ).

 d ���	�: see n. @ $��� ��: see n. At first sight it may seem

odd to find interactional particles in a monologue, because they presuppose an

addressee, but Homeric monologues are in fact Selbstgespräche, dialogues between

a speaker and his thumos (cf. n.). $�  �	R  �������� �������� ‘the gods called

me to death’, a sinister variant of calling someone to one’s house for dinner

(Od. .: �P1���� 1��
����), to be put on a par with ‘my (death-)fate has

reached me’ (), rather than, as Ameis-Hentze suggest, taken as a reference
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to Athena literally summoning him to make a stand at , . The narrator

had used the same words at ., apostrophising Patroclus: ‘whom did you

kill, Patroclus’, !�� �� �� 	��) 	$������� 1$������; the repetition is one of the

many points of contact between the deaths of these two heroes (–n.). At

the same time there is a marked difference in that here the words are spoken by

Hector, who is given exceptional insight into his own role in the machinations of

the gods. See Griffin ()  and Rutherford () .

 i�;�	�	� . . . _���: personal names in Homer are regularly accompa-

nied by the qualification ‘hero’ in both narrator-text and speeches; this is the

only instance in which the two words are separated. The etymology of v�
� is

unclear. In Mycenaean Greek it presumably referred to a special rank (‘lord’,

‘master’), but it had become a general qualification of persons belonging to the

leading class of heroic society by the time of the Homeric epics. 1��$��: for

this verb see n. According to Fournier () , there is no semantic differ-

ence between the active and middle forms of this verb, which are merely used

as metrical alternatives. This position is defended, in the context of a discus-

sion of a larger group of synonymous active and middle verbs, by Allan ()

–.

 12��������: the verb means deceiving by picturing a false reality, here

Athena pretending to be Deı̈phobus and on Hector’s side. Cf. Odysseus inwardly

laughing that his false name ‘Nobody’ .%��$����� the Cyclops (Od. .).


 ���: Homeric heroes do not always identify the specific god of an intervention

(instead, they tend to speak in general terms of theoi or daimon, e.g .), but at

this crucial moment Hector is endowed with infallible insight.

 The idea that ‘death is near (.��,	 , .��,	��, ��7 )’ is also expressed

elsewhere (at . and . in connection with Hector’s death; at . and

. with Achilles’ death). Voiced here by Hector about himself, the expression

is given extra force in two ways: it is turned into a polar expression (‘death is near

and not far any longer’) and it contrasts with  (Deı̈phobus is not near, but death

is). �%� �' �� ‘and now clearly’. See –n. for the significant preponderance

of �[� at this stage of the story. 1!!�  : the original force of -	 , indicating the

place where, has largely disappeared and the form, like .��,	��, is a metrical

variant for simple .��,�.  ����	� �����: this combination recurs six times. It

belongs to the character-language:  x direct speech (here; .; Od. .), 

x embedded focalisation (.; Od. .), and once in an obviously emotional

comment of the narrator (.). For an overview of the epithets of 	$����� see

Dee () –. ���" ��: an adverb formed from (adverbial) ���", ‘away from’,

with the ending -	��, which originally indicates the place from where, but which,

as in .��,	�� (), here has lost its specific force.

 	(�’ .�0� ‘and (there is) no escape’; the word occurs only here in Homer.

Hector echoes Achilles’ earlier �6 �� 5�’ 5�	’ J�$�"% � (). @: Hector confirms

(to himself) the objective truth of what he says; see n. F� . . . @��: although

the particle ��� is used so widely in Homer that it often lacks significance
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(n.), here, in combination with the imperfect, it has its well known force of

‘surprise attendant upon disillusionment’: ‘the reality of a past event is presented

as apprehended . . . at the moment of speaking’ (see GP – and Ruijgh ()

–). �����: see n. �� ‘that’, sc. my death.

– Zeus and Apollo have indeed supported and even saved Hector many

times during the past days of battle, e.g. (Zeus) .; .–; .–, –

; .–; .–, –; (Apollo) .–, –; .–; .–; see

Reichel () –. D�������: as in the case of N1$����� (–n.), the meaning

may be either ‘hitting from afar’ or ‘hitting at will’. �����	���: literally ‘with

forward mind’, i.e. ‘energetic’, ‘sincere’. Cf. Hector earlier: ‘I know that Zeus

���#�
� has granted me victory and great glory’ (.–). �?����	: pluperfect

(with imperfect force) of 5�"�� , ‘they used to protect me’. For the ending -���

see L . �%� �Q�� ‘now in turn’; �p�� marks the change in situation, from rescue

to death (see n.). $� $	
�� �������: although the expression ‘death and fate

(have) reached X’ is common (cf.  = . = .), it here has extra force.

At .– Hector’s death had been prophesied to him by Patroclus (cf. esp.

�� ;�� | ��7 ���
���1�� 	$����� 1�) ��-�� 1���� �); he shrugged it off then

but now realises that fate, which he had so far been able to escape, has finally

‘overtaken’ him. For this meaning of 1 7$�
 cf. e.g. .– (Achilles is pursuing

Agenor, all the time hoping to overtake him).

– $6 $)� .��	"��# !�: the same half-verse occurs at .; ., but

Hector adds 1�) '1�� :�. The idea is then repeated in positive form in the next

line to form a polar expression: �* . . . '���"��� ≈ �
�� ?
%�� � , (�*) '1�� :� ≈

1�) .����
�� � �"	
�	� . The particle �$� (aeolic for ���) adds an asseverative

force to his wish (GP ). The MSS hesitate between '���"��� (adopted by

West , xxx) and '���"��; -�� is probably originally a locative ending. The adverb

belongs to a group of similar expressions: �I�’ '�� �
��� ��, ‘not without blood’

(.); �I . . . '� ��
��� ��, ‘not without sweat’ (.); �I . . . '��"����� ��

(), ‘not without stabbing’. In all cases the effect is one of litotes: ‘not without

a struggle’ = ‘after much resistance’. .����-�: recurs at Od. . = ., and

cf. '1��
� at .; '1��
�� at ..

1�
�� is an extremely important concept in Homeric society. Basically it can

mean two things: () an oral report on an event (e.g. .–: the Cypriot king

Kinyres gave Agamemnon a corslet, ‘since he had heard the great kleos that

the Greeks were to sail a fleet against Troy’); and () fame, which a hero or

heroine acquires as a result of being the subject of such reports, preferably (but

not exclusively) in their most sophisticated form, that of heroic song (e.g. Od.

.–: Penelope’s kleos will never die because the gods make a song about

her). Since songs can survive their subjects, kleos implies eternal fame (as opposed

to the more ephemeral forms of glory 1[��� or �p7��, for which see –n.),

an idea occasionally made explicit (��R����� 1�
��: Od. .; 1�
�� �#	 ���:

.). See Maehler () –, –, Redfield () –, Goldhill () –

, and Olson () –, –. $0!� F02�� ��: a unique phrase, but the

imperator
Sticky Note
None set by imperator

imperator
Sticky Note
MigrationNone set by imperator

imperator
Sticky Note
Unmarked set by imperator



COMMENTARY: 306–7 135

notion of doing ‘a big work’ (�
�� 5����) is regularly found in connection with

fighting (.; .; .), chasing the Greeks from Troy (.), or killing

Hector (.). The big work Hector is thinking of here is to confront Achilles.

��R 1��	$0�	��� �" 0� �� ‘(something big) also for people of the future to hear

about’; final-consecutive use of the infinitive (n.). The expression recurs at Od.

.; .; (in connection with negative things) .; Od. .; and ..

It is conceivable that the Homeric narrator is here subtly referring to his own

poem, which indeed ensures Hector’s kleos among later generations, just as he

makes other heroines and heroes ‘predict’ the Iliad (Helen at .–; Achilles at

.–); see de Jong ().

–

The fighting continues, now with sword (Hector) versus spear (Achilles); see –

n. For a warrior to attack first with his spear and then with his sword is not

unusual (cf. e.g. .–), but what is of course special – indeed unique – in

the present situation is that Achilles still has his spear (which was given back

to him by Athena at –, without Hector knowing this). This will give him

the chance to hit Hector first while he is still, sword in hand, storming at him

(). Prior to Achilles’ fatal hit () the narrator slows down his narrative speed

(and increases suspense) with symmetrical descriptions of the opponents’ armour

(b-, –), similes (–, –), a close-up of Hector’s (armoured) body

(–), and analepses (, ).

 �� ��� �������: a common and neutral speech-capping formula ( x

Il.,  x Od.). ���!��	� 52�: the Homeric epics have three words for ‘sword’,

which are conveniently used as metrical variants: #$������, %�#��, and ��� (the

first two words are already found in Mycenaean Greek). When used in battle,

as here, they receive epithets like ‘sharp’ or ‘big’; when they are looked at as

presents, their material, e.g. ‘bronze’, is indicated.

 ��: the anaphoric pronoun is used as a relative pronoun (L ). It irregu-

larly counts as long, presumably under the influence of the following �0, to which

is attributed the original metrical shape of reflexive ((()�] (<∗swoi). 	&: personal

pronoun (L ), possessive dative (L ). �0���	: intransitive pluperfect of ����
,

‘to stretch’, ‘pull’. At . and . we hear of a strap (of a helmet) or baldrick

(of a shield and sword) which is ‘fastened’; here, in connection with a sword, we

either have to assume an ad hoc meaning, such as ‘hanging’ or ‘being extended’,

or adhere to the common ‘fastened’ and assume that the singer had the baldrick

of the sword in mind. O�< �������: the ���$�� is the soft part between the

ribs and hip. The word is found elsewhere in the context of wounding, here to

indicate the place where the sword is hanging. $0!� �� �������� ��: a common

expression, elsewhere used of shields and spears. In accordance with the abun-

dant descriptive style employed at this stage of the story, Hector’s sword is put in

the limelight, although it will soon prove ineffective.
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– The comparison with an eagle that darts down to the earth in order

to snatch away a lamb or hare illustrates the speed of Hector’s ‘swooping’ attack

(cf. –n. and note that the root �3�-, which is here used of Hector, at 

and . is used of the bird of the simile) but above all his aggressive spirit;

cf. .–, when he was also compared to an eagle pouncing upon a flock of

geese, cranes, or swans at the moment he successfully attacked the Greek ships.

The simile stresses the heroic and martial nature of Hector for the final time;

soon this picture will be ‘eclipsed’ by that of the ‘star’ Achilles (–).

– .��#�: part. aorist pass. from �3���� , which here means ‘drawing him-

self together’ to increase the force of his attack (cf. Od. .; and cf. a lion

at .; Agenor at .). I� �(�) . . . , J� �(�): epic �� (L ). O/��������

‘high-flying’; a metrical variant ( x) for JB �
���, a stock epithet of eagles (

x Il.,  x Od.). ���0�� 1������-�: this combination is found only here and as

a variant reading at ., but clouds are often called ‘dark’ when they are

employed by the gods to hide somebody or are a metaphor for death or uncon-

sciousness. Against this background, the blackness of the cloud here (and cf.

the 1"$���� i�D
� �
#�� at .) may be interpreted as having a menacing

connotation.

 .$���� ‘tender, feeble’; the only other occurrence of this word is also in

connection with young animals in a simile (Od. ., of puppies). Some MSS

read the much more common T�����, ‘soft’, which is however normally used of

parts of the human body (e.g. ‘a soft neck’: ). ��-�� ‘cowering’. This adjective

is also used as a substantive, ‘the cowering one’ = ‘a hare’ (e.g. .).

 �������� ���!��	� 52�: normally warriors brandish a spear before

attacking to frighten () or challenge their opponent (.), or to encourage

their own men (.). Here Hector makes the same movement with his sword

(since he lacks a spear).

– $0��	� . . . 1$������	  "$�� | .!�#	" ‘he filled his heart with savage

menos’. It is more common to say that ‘his thumos/phrenes filled itself/themselves

with menos’ (cf. e.g. .–), but cf. . ‘he filled his phrenes with courage and

strength’. menos combines the notion of adrenalin and fury; see n. Only here

is it called ��� ��, the adjective thrown into relief by the enjambement. Ever

since the death of Patroclus Achilles has been ��� �� (cf. .; ., and see

–n.). This mood, contrasting with the beauty and glitter of his armour, bodes

ill for Hector.

– The word 1���� is used six times within ten lines, an ‘extraordinary

concentration’ (Griffin () ). Of these instances only two concern Hector

(, ), and the narrator has opted at this stage to dwell on the beauty of

victory rather than the pathos of death. The whole passage, with its stress on the

beauty and glitter of Achilles’ armour (including the comparison with a star and

the successive mentions of his shield, helmet, and spear) recalls, partly verbatim,

the scene of Achilles putting on his new armour for the first time (.–).

The recollection of this earlier scene brings the story full circle: the episode that
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COMMENTARY: 313–17 137

started with Achilles arming himself to take his revenge on Hector is now about

to come to its end.

– ���� �� . . . ���	� ��0��	�	 ���"/�� ‘he protectingly held his shield

before his breast’; cf. ����	� . . . �0 �
��� � . . . ��,��’ .1$�"B��, ‘she held the

fold of her robe as a covering in front of him’ (.). ���<� �������	�: the same

combination had been used of Achilles’ shield at . and the root �� ���-

occurs three times in the description of the making of Achilles’ Shield: .,

, .

– ���" � �’ 1�0��"� ������� | ����������: shaking the helmet plume,

like brandishing a spear (n.), serves to intimidate the opponent; cf. .,

where the gesture is preceded by '�� ����� .R�R�1� , ‘he stepped forward threat-

eningly’. It is the shaking of Hector’s famous plume when reaching out for his son

which frightens Astyanax at .. The meaning of #$��� in �����#$�
 : ‘with

four phaloi’, has been disputed since antiquity; we are possibly dealing with metal

sheets that were attached to a leather helmet either at the temples ('�#�#����)

or on all four sides (����$#����). Others think that the phaloi are bosses or horns.

See Lebessi ().

– ‘The beautiful golden (horse) hairs waved around it (the helmet), which

Hephaestus let hang thick from both sides of the crest’. The same words (minus

1����) occurred at .–, in the context of Achilles arming himself. Line  is

omitted by some MSS (followed by West). It may be seen, however, as an effective

analepsis of Hephaestus making Achilles’ armour (.–): we are reminded

of its divine nature. A papyrus inserts lines – after . These plus verses may

be due to a rhapsode wanting to slow down the narrative pace even more at this

climactic moment (cf. –n.), but they create an unattractive doubling with

– (���
� ≈ �$����, .�$����� ≈ '�
�����). �����: the variant �� ��� was

known in antiquity, but the sustained stress on beauty of 1���� suits the context

much better (–n.). = �����: in Homer this word is always in the plural, of a

horse’s mane (cf. .) or a horsehair crest (here; cf. 0���1���� ����1�: .);

in later Greek it is used in the singular of human hair. W��: cf. .�) . . . 7�,����

��#�� v1�, ‘Hephaestus made a golden crest on it (the helmet)’ (.). ���	�

.$�#: the preposition is placed after the substantive it governs (L ), but in the

case of this preposition the accent does not move backwards.

– 	E	� . . . I� ‘as the Evening Star rises amidst other stars . . . , which is

(literally stands as) the most beautiful star in the sky, thus a gleam came from

Achilles’ spear’. For similes introduced by �]�� cf. e.g. .; .,  (in total

 x). Warriors and their armour are often compared to stars, but the present

simile should be understood in connection with that of –: the narrator chose

to represent Priam’s frightened focalisation there, but he now spotlights Achilles’

victorious heroism. Perhaps the notion of the Evening Star also has a menacing

tone. The days of Hector’s glory, granted him in the context of the Dios boulē, have

come to an end. See Moulton () –. .��6� . . . .������ . . . | . . . .����:

such repetition at close quarters is not uncommon in Homer (and later Greek).
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�M��: see n. �"��<� .$	�!-�: see n. V����	�: this is the only reference to

the Evening Star in Homer, but cf. the Morning Star at . and Od. .–.

The Greeks distinguished between an Evening and a Morning Star, until they

acknowledged in Hellenistic times (as the Babylonians had done long before them)

that the two are the same, i.e. the planet Venus. Venus is the brightest heavenly

body in the night sky except for the moon. �?�$�� .�0��$�’ �(���	�: literally

‘it gleamed from his well-pointed spear’, a unique impersonal use of this verb.

Perhaps the narrator was inspired by < �’ '��*� @� '�
������ . . . ��"#$�� �,

‘his helmet gleamed like a star’ (.–), appearing in a passage which was

in his mind anyway (see –n.). The epithet �I�1�� appears only here and

heightens the tension: soon the sharpness of the spear will be effectively employed

to kill Hector.

 For the threatening brandishing of a spear see n. ��	�0�� ���<�

XY��	�� �#��: an effective collocation, which will be surpassed by the direct

juxtaposition G H1���� �-�� '� 1
� ������ 5��� at .

– Although the narrator usually turns to a close-up at the moment of

wounding (as he will at ), here he uniquely inserts a close-up of Hector’s

armed body as Achilles scans it to find a place to wound him. The close-up

is another retardation, adding to the build-up of suspense and grandeur at

this climactic moment in the Iliad. For close-ups in Homer see de Jong-Nünlist

().

 �?�	����: an instance of metrical diectasis (L ): �����$
� (– k k –) >

�����:� (– k –) > ������
� (– k k –). J��� �32��� $������: lit. ‘where it (Hector’s

body) would most give way’, i.e. either ‘where it would offer least resistance (to

Achilles’ spear)’ or ‘where it would offer most space (for his spear to wound)’. The

first interpretation is suggested by  ‘the gullet, where loss of life is quickest’

and  ‘through his soft neck’, the second by  ‘but flesh showed’. In view of

the parallel �6 �� 7��/� �3����, ��� �’ ��� 7��1: . . . 1�1$�"#	’, ‘his body

was nowhere visible, but it was entirely covered by his bronze armour’ (.–),

the second interpretation is preferable. �3%� � is an oblique optative depending on

������
� (‘looking and asking himself where . . . ’).

– ‘The rest of his body the bronze armour as good as completely cov-

ered . . . but flesh showed where the collar-bones separate the neck from the

shoulders, the gullet, where loss of life is quickest’. �	% ‘of him’, sc. Hector

(anaphoric pronoun: L ), to be connected with 7���. ��R ���	 ���	� $0� . . . �’:

lit. ‘as for the rest so far . . . but’; cf. e.g. ‘the horse was chestnut all over (�/ �F�

���� �����), except that on his forehead (.� �F ���D�
 ) was a white spot’

(.). Adverbial 1�� emphasises ���� ����� �
�; cf. GP . ��#���	 �’: sc.

7�D�, to be derived from 7���. ��"���#��: the accusative is puzzling, since one

would expect a dative on a par with the W -clause. A possible analysis in terms

of oral syntax would be that the singer started with ‘it (sc. the flesh) showed’

and then, after the relative clause, wanted to reintroduce a subject but could

not use the nominative ��"1���� because the initial vowel of >�� would reduce
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the -� to a short syllable and, hence, distracted by �I7
��, chose the accusative

with its final -�. Other solutions are to adopt the ancient variant readings #�-2

���, ‘but it (the armour) showed the gullet’ or ��"1�����, ‘(the flesh showed) in

the part of the gullet where’ (locative genitive) or ‘as part of the gullet’ (par-

titive genitive). The word recurs once at . (in the genitive, at the same

position).

The place of Hector’s fatal wounding much resembles that of Teucer at .–

, who is, however, merely hit by a stone (thrown by Hector) and survives: ‘him

where collar-bone separates neck and chest, an especially dangerous spot, there

Hector hit him’. The Homeric narrator displays great inventiveness in describing

fatal injuries: a ‘grim list’ drawn by Morrison ()  contains no less than 

different parts of the body which may be affected.

 ������ ������: it has been argued that Achilles’ divine armour, given

to his father Peleus on the occasion of his marriage to Thetis (–n.), lends

invulnerability to its wearer. Though the Homeric narrator, avoiding as much

as possible all references to magic, does not refer to such a quality explicitly, the

circumstances that Patroclus first has to be stripped of the armour by Apollo

before he can be killed (.–) and that Achilles here carefully has to look

for a place where the armour does not cover the body may be reflections of the

folktale motif. Cf. the return to Achilles of his spear (–n.). See Kakridis ()

and Burgess () . At the same time, donning Achilles’ armour brings death

to its two substitute wearers, Patroclus and Hector; cf. Taplin () . The

well-known tradition that Achilles was invulnerable (except for his heel) because

his mother Thetis dipped him into the Styx is post-Homeric; see Burgess ()

–.

 This line is almost identical with ., where Hector announces to his

men that he will put on Achilles’ armour. Here it represents Achilles’ focalisation

(while looking closely at Hector, he thinks back about this hero killing Patroclus

and taking off his armour) and functions as an analepsis. Soon Achilles will also

return to that moment in words: X����1��’ .%�����9
� () ≈ �C X����1�� �

R��� .�$� %� (). Zeus and Thetis condemn Hector’s donning of Patroclus’

(= Achilles’) divine armour (.–, ; .–); the narrator ominously

connects this act with his imminent death (.–); and Achilles considers

the capture of the armour an important additional reason (next to the slaying of

Patroclus) for wanting to take revenge on Hector (., –; ., –). ��:

the anaphoric pronoun is used as a relative pronoun for metrical reasons (L ).

:������	�	 �#�� ‘mighty Patroclus’. A common type of expression in Homer;

cf. e.g. X� $�� � R��� (.). 1����2�: lit. ‘take off the armour of a dead man’,

but also ‘kill’ (e.g. ).

 ��: epic ��, referring to an omnitemporal phenomenon (L ).

/"��� . . . K�� �	� ‘the loss of psuchē ’; a unique expression, but cf. B"7C� 8�
���2

��� at . = .. Commentators understand it as either () ‘the loss of life’,

with psuchē for once being life itself rather than the principle of life, since the
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psuchē leaves the body upon death but is not destroyed (Jahn () –) or ()

‘the expiration of the last breath’ (Clarke () ), with an unparalleled use of

V��	���. For a discussion of the complex term psuchē in Homer see –n.

–

The death of Hector is relayed in a much expanded version of the typical pattern

of death scenes: () a warrior strikes his victim, () the victim is mortally wounded,

() and dies. Here the second element is expanded with a dialogue between dying

victim and victor, and the third with a final speech by the victor. These same two

expansions are only found in the case of the death of Patroclus (.–), while

the death of Sarpedon (.–) also has an expanded second element. Apart

from these structural parallels, there are also many verbal and thematic echoes

between the deaths of Patroclus and Hector, which encourage the narratees to

connect the fates of these heroes (see Introduction d):

Patroclus Hector

Hector thrusts his spear in Patroclus’

belly (.-)

Achilles hurls his spear and strikes

Hector’s gullet and neck, but does not

sever the wind-pipe (.-)

Patroclus crashes down (.) Hector crashes in the dust (.a)

+ simile (.-)

+ dialogue, consisting of two turns

(.-)

+ dialogue, consisting of four turns

(.b-)

victor : You thought (5#��	�) you

would win,

victor: You thought (5#��) you could

safely kill Patroclus,

fool (��� �), fool (��� �),

now vultures will eat your body now dogs and birds will maul you

victim: Please give back my body

victor: I will never give back

your body

victim (8� ������

�): victim (8� ������

�):

Now you win thanks to the gods, I will never persuade you,

but death is near for you but for you death is also near

death of Patroclus (.-) = death of Hector (.-)

+ speech to dead Patroclus by Hector

(.-)

+ speech to dead Hector by Achilles

(.-)

Why prophesy my death? Perhaps

I will kill Achilles

I will accept my fate when the gods

fulfil it

For a general discussion of the typical structure of death scenes see Visser ()

–, – and Morrison (); for the specific similarities between the deaths of
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Patroclus and Hector see Fenik () –, Rutherford () , and Taplin

() ; and for the parallelism of the speeches see Lohmann () –.

 ‘there Achilles hit him (Hector) while he charged (����:��) at him’. 	E:

personal pronoun of the third person, which, as the accent indicates, here is used

reflexively (L ). �
	� 
�������: see n.

 The same line is found at . (the death of Euphorbus) and Od.

. (the death of Antinous). .������: related to '���, but the precise ety-

mology is unclear. It is found almost exclusively in battle contexts, of spear and

arrows which fly ‘straight’ through the air and then through the body they hit.

l���	
	 . . . �(�0�	�: necks are called ‘thick’ (��7,�) or ‘strong’ (�� R����), but

in the context of wounding they are ‘tender’ to explain why projectiles may enter

the body here easily and the resulting death is quick.

– ‘but the spear did not cut Hector’s wind-pipe, so as to make him say

something in answer to him’. This is a special use of V#��, to express the natural

consequences expected in the circumstances; cf. Od. .; .; ., and see

KG II –, note . Scholars not recognising this special use and adhering to

the normal, final force of V#��, have difficulty explaining this passage. Aristarchus

finds it ‘ridiculous’ that the spear would take care not to cut Hector’s wind-pipe

in order for him to be able to speak (>�� ����#
���� ), and athetises . The

scholia, followed by Leaf, Ameis-Hentze, and Richardson, suggest that the gods

or fate are arranging these events and adduce e.g. Od. .– (‘the Nymphs

roused some goats, >�� my men could eat’), but no gods are mentioned in the

present scene.

 ��’: the particle (n.) here has its original force, marking a surprising

fact. $��#� . . . ����	������: only here is Achilles’ Pelian spear (–n.) called

‘heavy with bronze’; cf. . R� 	A �
�� �� R����, ‘heavy, huge, massive’.

 g���� . . . 1� �	�#���: intransitive aorist from .����
, ‘to crash down to

the ground from an upright position’. The verb is typically used of warriors

being (mortally) hit and of trees being felled (cf. .–, where the two are

combined). Warriors may crash down from their chariot, headfirst, in front of

their opponent, or, as here (and cf. .; .), in the dust. 1���2��	: this verb

( x) introduces the customary vaunt after an opponent has been killed. �
	�


�������: see n.

– Just as opponents exchange challenges before fighting, the victor often

celebrates his triumph afterwards with a vaunt. Its regular nature becomes clear

at . = ., where the narrator says ‘there was the groaning and boasting

(�I7
��) of men killed and killing’. This chest-thumping often involves sarcastic

mockery of the defeated enemy. The chief purpose is to hurt one’s defeated

enemy and demonstrate one’s own superiority. For vaunts see Kyriakou ()

and Stoevesandt () –, –.

The structure of Achilles’ vaunt – the last to be heard in the Iliad – closely

resembles that of Hector spoken to Patroclus at .–, and we are dealing

with the ‘overarching’ technique: when speeches spoken at different occasions

(and often at different places, so that the speakers strictly speaking cannot know
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each other’s words) nevertheless mirror, or react to, each other. This technique

will later be employed to great effect, e.g. by Thucydides.

Hector : Patroclus Achilles : Hector
(empty boast

of opponent)

You thought that you would

destroy our city and rob the

Trojan women of their

freedom;

You thought that killing

Patroclus you would stay scot

free;

(importance

of speaker)

Fool, the horses of Hector

speed into battle and I am

preeminent among the Trojans

and ward off slavery.

Fool, I was left behind as his

avenger, who killed you.

(reality) Vultures will eat you. You dogs and birds will maul,

but him the Greeks will bury.

(final dig) Achilles did not help you, who

encouraged you to fight me.

– The motif ‘You thought that . . . ; Fool’ also occurs at .– (Hec-

tor addressing Patroclus); .– (Agenor challenging Achilles); and in a

shorter form .– (Sarpedon rebuking Hector). The thoughts ascribed to

the addressee are hyperbolic: ‘you thought that you could kill Patroclus without

consequences for yourself ’; (Hector: Patroclus, Agenor: Achilles) ‘you thought

that you would capture Troy’; (Sarpedon: Hector) ‘you think that you can defend

the city without allies’.

 .��� �	" =���: at the parallel places we find #�� ��" (.), Z ��"

5#��	� (.), and Z �� ��" �$�’ 5����� (.). This is the only place where

the connective particle '�$� (n.) occurs at the opening of a speech, which

may explain why one scholion has �#��. It ‘indicates the contrast of what follows

with the actual circumstances: he might have begun with 1�-�� , but leaves it to

be expressed by the grim reality’ (Leaf and cf. GP ). Modal ��", ‘probably’,

here conveys ironic certainty rather than hesitation. For 5#�� see n.

 �-� =���� ’: the combination �:� (or uncontracted ����) + a present

tense of �P�� occurs regularly ( x Il. and Od.), e.g. . ‘I want my men to be safe

(���� �P�� ) rather than die’. Only here do we find the future, which expresses

the idea of ‘safely getting away with’. 1$' �’ 	(�'� 5�#*�	 ‘and you did not at all

reckon with me’. This is the only instance where the verb has a human rather

than a divine object, which suggests that Achilles regards his wrathful revenge as

equivalent to that of a god (Cairns () –). ������ 1���� ‘being far away’;

���# � is an adverb with fossilised -# � ending. The Trojans had known about

Achilles’ absence from battle since .–, from Apollo.

 �����: ��� �� and the older form ���,� ��, which is used as its metrical

variant, are terms of abuse which opponents on the battlefield regularly hurl at

each other (cf. e.g., .; ., , , ). The word, originally referring
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to a child that cannot yet speak (�� + c�,
; cf. ), indicates that a person

is too optimistic about his own position and entertains false hopes. For the use

of ��� �� by the narrator see –n. �	
	 �’ ���" �� .	����6� $0!’ .$�#���

‘for as helper of him (I stayed behind) at a distance, much better (sc. than he)’.

The anaphoric pronoun ��-� is best taken with '�������, the adverb ���"	��

being elaborated in ��"�)� 5� ���#"�� � � and ����� �	� (LfgrE s.v. ���"	��),

rather than with ���"	�� as a repetition of ���# � .���� (Ameis-Hentze, Leaf ).

'������� is nomen agentis from the verb '����-� (first attested in the Hellenistic

poet Moschus), which is derived from ∗'����� <
∗sm-sokwyos (cf. Latin socius).

Such helpers assist in situations of war or juridicial matters (when a man has

killed somebody, Od. ., or when an heir has to defend his patrimony in the

absence of his father, Od. .). The scholia and Ameis-Hentze understand �
�’

'����
� as ‘much better than you’.

 $������ � ����#$$�� ‘I was left = stayed behind’; cf. ��� �’ �67��� 

'�*� | ��
�/� .�) ���$�� � � '��� '�1���� � �
�	� , ‘a man prays that a

brother be left at home as avenger of his death’ (.–).

 �	� ‘your knees’; a possessive dative (L ). !	����’ =�"��: to ‘loosen

a person’s limbs or knees’ (so that s/he collapses to the ground) is a regular

Homeric expression for describing the effects of a fatal wound or blow, hence

effectively means ‘to kill’; it may also, less dramatically, refer to the weakening

effects of weariness, fear, or other emotions.

– The threat to leave the body of one’s opponent to be eaten by dogs and

birds (once fish) is a regular item in challenges and vaunts (cf. .–; .–;

.; .–), but it has special resonance in connection with the body of

Hector; see –n. .G�-� ‘in an ugly manner’, i.e., in a way that will leave

your body in a mutilated state which is ugly to see. The adverb occurs only here,

instead of the regular (but unmetrical) '� 1:�. Chantraine has suggested reading

'� 1:� with synizesis of '� -, West has conjectured ' 1

� with synizesis of -

�.

����#	"��� ‘they will give an honourable burial’; originally ‘give a dead person’s

possessions (or other objects) as burial gifts (1�
���)’. For 1�����"� � instead of

1��� �[� � see n.

– The supplication of Hector somewhat deviates from the standard

pattern (–n.): () – () the approach and gesture of the suppliant are lacking

since Hector has fallen down on the ground; () supplication speech (–);

() negative reaction of the supplicandus Achilles (–). Since Hector does not

physically touch his supplicandus, this is a figurative supplication; cf. Odysseus’

restraint from touching Nausicaa’s knees while he is naked at Od. .–, and

earlier in this book Priam and Hecuba gesticulating at Hector from the Trojan

walls.

The Iliad contains four more supplications on the battlefield: .–; .–

; .–; .–.Whereas supplications usually are effective since suppli-

ants are under the protection of Zeus, those on the battlefield are never successful.

This may be due to the supplicandi being Agamemnon, who is generally rather
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violent (the supplication of book ; in book  the supplicandus is Menelaus but

Agamemnon takes over and ‘finishes the job’), and Achilles in his present revenge-

ful mood (the supplications of books  and ). In the past Achilles did spare

people’s lives (cf. .; .–, –, –; .–). See Griffin () –

and Yamagata () – (and the scholarship mentioned in –n.). It may

be no coincidence that only Trojans (Adrastus, Hippolochus and Pisander, Tros,

Lycaon, Hector) are made to plead for their life; see Stoevesandt () –.

The dialogue between Hector and Achilles brings to the fore a theme that

had appeared for the first time in the proem of the Iliad (.–) and which will

be central to the story until its very last line (.): the mutilation of Hector’s

corpse. The most common form of mutilation was leaving a person’s corpse for

the dogs and birds, sometimes cutting off the head or limbs (e.g. ., ;

.–; .–, and see Friedrich () –). Mutilation is both practised

and used as a threat, by individual opponents vis-à-vis each other and by generals

exhorting their men (e.g. .–; .; .–, ). The theme plays a role in

the two heroic deaths which are closest to that of Hector: Sarpedon (cf. .–,

–; his body is saved by the gods: .–) and Patroclus (.; .–,

–, –, –, –; .–; his body is retrieved by the Greeks after

fierce and prolonged battle: .–).

In the case of Hector this theme is referred to so often and by so many

different characters that it becomes a leitmotif: Hector himself is preoccupied

with the fate of corpses early on (.–) and raises the topic of his own body

right from the start of his duel with Achilles (–); after the death of Patroclus,

Achilles announces more than once that he will mutilate Hector’s body (.–;

.–, –; ., –); and Hector’s parents and wife fearfully foresee

mistreatment (–, –; .–, –). The insistence on this theme

by Achilles, whom we have also seen mistreat the bodies of Lycaon (.–)

and Asteropaeus (.–), underlines the savage mood that characterises him

after the death of Patroclus, in contrast with his earlier respectful treatment of

dead opponents (notably Andromache’s father, king Eetion: .–). But it also

creates a highly effective instance of misdirection: as the narratees have been so

often and so emphatically prepared for the non-burial of Hector and have seen

Achilles’ mistreatment of his body (–; .–; .–), the final release

of his body by Achilles and his burial by the Trojans will come as a surprise

(and impressive end of the Iliad). See Segal (a), Morrison () –, and

Reichel () –.

– Hector’s supplication speech contains the usual reference to the

speech-act of supplication (), the request (), the reason why the suppli-

candus should accept it, here a ransom (–), and a repetition of the request

(–). Hector does not, like the other battlefield suppliants, plead for his life

but for the return of his body and his burial; cf. Elpenor supplicating Odysseus

to give him a proper burial (Od. .–). Bassett (b) notes that Hector’s

speech does not contain any vocative, which is rare in Homer and may be a sign
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of the urgency of the situation; Hector is using his last breath to speak. His last

words (–) likewise will not contain a vocative.

 The same line is used at ., when Hector was knocked unconscious,

and an almost identical one in the context of Patroclus’ final speech (.).

5��!	����0�� ‘being able to do little’, ‘weakened’; this rare word is built from

8����� and ��$
. �	�" �#	�	�: see n.

 �#��	$’ O�'� /"��� ��R !	���� �-� �� �	���� ‘I beseech you by/in

the name of your life, your knees, and your parents’. For this use of J�
�,

cf. .; .; Od. .. For ��,�
� see n. Suppliants mainly invoke

fathers, mothers, parents, wives, sons (.–; .–; Od. .; .), or

gods (Od. .; .). Hector here mentions parents, knees, and life (uniquely).

The parents prepare for . The combination ‘I beseech you by your knees’

only occurs here and at , but cf. ��,��	’ 01$�
/-��� (Od. .; .; .,

etc.). The closest parallel for B"7� is Od. .– (Theoclymenus: Telemachus)

������’ J�F� . . . ��� �’ �I��[ 1�#���� 1�) N����
�, where ‘head’ typifies ‘life’

(cf. n.). Clarke ()  suggests that ‘Hector is asking Achilles to remember

the things that bring a sense of moderation or self-restraint to Homeric man: his

parents, his knees, and his mortality.’

 ‘Do not let dogs devour me by the ships of the Greeks.’ ���)

��"�R . . . 
���-�: this location virtually means ‘in the Greek camp’ and hence

has the connotation of ‘on enemy ground’. Hector, like Hecuba at , anticipates

that Achilles will take his corpse with him to the camp (as indeed he will do at

), for his death takes place on the Trojan plain (cf. : N� .� ������ ���� ).

�����: Hector employs the ‘catchword’-technique (n.): he picks up Achilles’

�F . . . 1,��� . . . N�1���"�’ (–). ������/��: cf. (Nestor about Aegisthus:) ���

�� 1,��� �� 1�) ��
��) 1��
��B�� (Od. .) and (Achilles) G H1���� �’ �6

� | �D�
 . . . �"�) ����
���, '��C 1,���� � (.–). The verb �$��
 is also

used of wolves and lions devouring their prey.

– To ransom captives was common practice in the Greco-Roman world;

see Pritchett () – and Naiden () . In the Homeric epics, too, we

regularly come across the phenomenon, often in the context of a ‘supplication’

scene, e.g. .–; .–, ; .–; ., –; .–; see Wilson

() –. Demanding ransom (normally precious metals like bronze, gold,

and iron), together with the selling of captives as slaves, the raiding of cattle, and

the plundering of cities, belonged to the regular benefits of warriors. It would

seem that the ransom of a corpse was less common. Normally, the companions

of a fallen warrior would fight until they have recovered his body (preferably

with armour), as happens e.g. in the case of Patroclus’ body, the fight over which

fills book . Another possibility is to strike a truce so as to allow both parties to

recover and bury their dead, as happens at .–.

– �0��2	: the verb �
7��	� is typical in contexts of accepting a ransom

(cf. .). Only here do we find the perfect tense, which seems to be used to fill

the metrical slot (as at .). There is a variant �
7��	� (imperatival infinitive).
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�-�� �� �	� ���	"��: the sentence is in apposition to 7��1�� . . . 7�"���. �$

is relative pronoun (L ). ���6� ��R ������ $����: the expression is formulaic

( x Il.), but here we may take it as a – belated – acknowledgement by Hector of

the presence of his parents on the walls. ���� � is an honorific term of address

of mortal or divine females.The word occurs in Linear B, and it originally may

have designated a goddess. It is regularly combined with ����� ( x Il.,  x Od.):

‘lady mother’.

– ��$���� = ��[�� (L ). According to Allan (), we find an imper-

atival infinitive when conventional social procedures are evoked. Here Hector,

starting with two direct appeals in the form of imperatives (5�, �
��%�), activated

the ‘script’ of supplication and now presents the return of the body in the infinitive

as the socially accepted action to perform. �"��� . . . �������� ‘make (me) get

the fire (cremation) to which I am entitled’; for the causative reduplicated aorist

see n. A�-�� ��R A���� ��	�	�: Hector is envisioning a full and honourable

public burial, as does Andromache at – (albeit without a corpse), and as

will eventually take place at .–. Cf. .–, where Hector exhorts

his men by threatening that whoever will not fight �I�
 �" ��� �� | ��
��� ��

��
��� �� �"�/� ���$7
� 	������, ‘him the men and women of his family

will not give the cremation to which he is entitled after his death’.

 See n.

– Achilles’ reply is one long and passionate rejection of Hector’s sup-

plication (containing no less than six negations), which mirrors his opponent’s

speech in its structure and wording (Lohmann () –): ‘do not supplicate

me by my knees and parents (rejection of speech-act of supplication; �� �� . . . ��,�
�

��"�$9�� ���F ��1�
� ≈ ������’ J�F� . . . ��,�
� �:� �� ��1�
�). There is

certainly not going to be someone to ward off the dogs from your head (rejec-

tion of request). Not even if they will offer me ten or twenty times a ransom or

Priam himself would bring gold (rejection of ransom; X������ ≈ �����), not even

then will your mother lament you but dogs and birds will devour you (once more

rejection of request; ���� � �����: , , 1,��� . . . 1��C . . . �$����� ≈ 1,���

1����$B� ).’ It is important for our evaluation of Achilles’ behaviour here to

take account of Naiden () –, who shows that rejection of supplication

‘occurs in every genre and culture, regardless of the suppliant’s choice of ges-

ture, argument, or request’ and that it does not ‘offend the gods, who do not

punish it’.

The nine lines which form the speech after the one-line opening are probably

best analysed and hence punctuated, with Leaf and Richardson, as follows:

(sentence one) �f �$� . . . '���� . . . E� �I1 5�	’ . . . '���$�1� . (sentence two)

�I�’ �3 1�� . . . , �I�+ �3 1�� . . . , �I�’ }� . . . �$����� (cf. .–: �I�’ �3 �� . . . ,

�I�’ �3 �� . . . , �I�
 1�� }� . . . ����� ). Others put a full stop after ���� (Ameis-

Hentze) or X������ (OCT and West).

 ��	� ‘dog’ (and cf. 1"�:� � ‘dog-faced’) is a common term of (self-)abuse

in Homer with connotation of shamelessness; see Faust () and for more
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literature LfgrE s.v. c. Hector is called ‘dog’ several times (.; .; .).

$� !	���� !	"��*�	: a unique instance of the figura etymologica, which is used

derisively. For ��"�$9��� + accusative cf. . (1�� � � ��"�$���� ).

– ‘If only my mind would somehow urge me, i.e. I could bring myself, to

eat your flesh raw, just as there is no one who could ward off the dogs from your

head.’ The same combination of impossible wish and certain event appears at

.–; .–; .–; Od. .–; .–; .–; .–. Usually

wish and event are connected via correlatives (e.g. =�/�S�
 . . . E�); here and

at Od. .– and .– the =�/�S�
 is lacking. The intensity of the wish

may serve to affirm the certainty of the event (at least in the eyes of the speaker),

as when Hector says, ‘if only I could be deathless and ageless for all time, and

honoured as Athena and Apollo are honoured, as surely as this coming day brings

disaster to the Greeks’. Alternatively, the certainty of the event may affirm the

intensity of the wish, as when Telemachus says ‘if only I could talk thus having

upon my return home to Ithaca found Odysseus, just as I go back having received

all kindness from you’, which amounts to ‘I wish my chances of seeing my father

were as real as your kindness’. See Leaf on ., Edwards on .–, with

more literature, and van Erp Taalman Kip (forthcoming). Here the clauses each

seem to have equal force: Achilles conveys to Hector both his desire to eat his

flesh raw and the certainty that dogs will devour him.

The idea of eating one’s opponents raw is mentioned more than once in the

Iliad (.–: Zeus suggests that Hera could only assuage her anger by eating

Priam and his children raw; .–: Hecuba wishes she could eat Achilles’

liver). These statements are best taken as rhetorical, signifying extreme anger,

rather than a reflection of actual practice. Only the beastly Cyclops Polyphemus

eats human flesh (raw), to the abhorrence of Odysseus (Od. .–).

 �m !��: this combination regularly introduces optatives expressing a wish

(cf. Attic �� �$�). �(��� $� $0�	� ��R  "$<� .��#�: the combination of menos (n.)

and thumos (n.) often occurs with verbs of inciting or ordering; cf. .– �’

�I��� �� �
��� 1�) 	"�/� ��
��. �I��� �� stands in contrast to the scavenger

dogs of .

 4$’: predicatively with 1�
�, ‘(eat) your flesh raw’. This detail adds to the

gruesomeness of the wish, in that, like an O��#$��� wolf, jackal, or lion, Achilles

wants to eat his opponent’s flesh ‘raw’ rather than ‘cooked’. For Achilles’ animal-

like state of mind at this stage of the story see –n. =�$����: present infinitive

(L ). 	E� $’ =	�!�� ‘the kinds of things you have done to me’, i.e. because you

have done me such wrong. For such syntactically loosely attached, explanatory

�]��-clauses cf. �>����� ��� '��	�-�, . . . , �]’ '����,� �, ‘you are from a good

family, to judge from what you say’ (Od. .) and see GH II –. The perfect

has a totalising value, i.e. it implies that the state of affairs is the result of a series of

occurrences. This value is often found with verbs of ‘wrongdoing’; see Rijksbaron

() , note . �]$ �’ 5����� is the reading of the MSS, but some editors delete

�’, so as to avoid the neglect of the digamma (5����� < (()
(()�����).
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 	(� =� ’ J� ‘there is no one who’; the same idiom e.g. .. ���

!� . . . �������: as often, the head metonymically stands for the whole person.

Usually the connotation is solemnity, affection, or mortality (see Clarke ()

); here Achilles focuses on (the mutilation of) his head because he wants to

hurt Hector (cf. –, where Priam talks about dogs mutilating his beard, head,

and genitals, and –, where we hear of Hector’s head lying in the dust).

.������	�: the optative has potential force; cf. .–: �3� �’ !� � � N��-���

'�������� � �$7 ���.

– ‘Not even if they will weigh out and bring here ten times or twenty

times your ransom, and promise yet other things, not even if Priam would exhort

me to weigh you yourself against gold.’ This type of cumulative, expansive series

is used twice more by Achilles (.–, –) and taken by Friedrich-Redfield

() – as typical of this speaker. For the ‘(not) even + hyperbole’ motif see

–n.

– �?�	�������’: the exact etymology and meaning of this hapax are

unclear: ��1�� �-�� ��� (‘twentyfold’, cf. '� 	���) or ��1�� -��� ��� (‘twenty

times countless’). The unusual combination of an adverb (��1$1 �) and an

object in the accusative (��1�� ��� �’ ��� ��) seems due to Achilles’ desire

to coin an even stronger expression than the ��1$1 � �� 1�) ��1��$1 � ����

which he employs at .. ��� . . . ������’ ‘they will weigh out’ (cf. .;

.); the verb makes clear that Achilles is thinking of a ransom con-

sisting of (unworked) precious metals. At . Priam will weigh out gold.

The unexpressed subject ‘they’ most likely is Hector’s father and mother

(cf. ).

– Achilles’ climactic parting shot is particularly harsh in that it rejects

Hector’s appeal to the sanctity of parents (cf. ) and his offer of a ransom by his

father and mother (cf. ), and thus confirms Hecuba’s forebodings (cf. –).

At this stage the narratees are not able to gauge whether this forceful prolepsis

is reliable or not, and it seems likely that, lacking any signs to the contrary from

the narrator, they will expect Achilles’ words to come true (–n.).

 �’ �(��� ‘you yourself ’ > ‘your body’ (cf. .; .) > ‘the weight

of your body’. 1����� ��: from (().�,
, ‘draw’, which here – uniquely –

should mean ‘weigh’; cf. Theognis – � ��/� '�*� 7�"��[ �� 1�) '��,��"

'����,���	� | �% ��, ‘a reliable man is worth his weight in silver and gold’.

Another interpretation is to connect it with (�)��,
 (cf. Lat. servo): ‘not even

if Priam would exhort (the Trojans) to save you with gold’ (LfgrE s.v.). .��!	�:

from the original perfect ��
�� a present '�D�
 has been derived. Achilles

changes from subjunctive to optative to indicate that he considers the act of

Priam offering Hector’s weight in gold as merely possible rather than very possible

(the subjunctive); see Wakker () –.

– 	(�’ n� �� . . . $���� | 1� �$0�� ���0���� !	������ . . . | .��)

����� . . . : cf. Achilles to dead Lycaon: �I�
 �� ����� | .�	��
�� ��7
��� 
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������� , '��C �1$������� . . . (.–). Unwittingly, Achilles also mirrors

Hecuba’s words at –: �6 �’ . . . 1��,���� .� ��7
��� . . . s� �
1�� �I��.

 ������ $����: see –n.

 1� �$0�� ���0���� ‘having placed you on a bier’, a reference to the prothesis,

a standard part of the Greek burial ritual from Mycenaean times onwards and

a familiar scene in archaic Greek vase painting. Despite Achilles’ forceful denial

here, Hector’s prothesis will ensue, provisionally at . (�I�/� ��� �’ M7 ��A�

��7

� .�
	�1�� '�����) and officially at .– (�/� �F� 5�� �� | �����-� .�

��7
��� 	
���).

 ���) . . . ���	����: the scholia suggest that the tmesis (L ) gives expres-

sion to the tearing apart of the body. In view of the regularity of compound verbs

in Homer still consisting of two elements, this seems fanciful and anachronistic.

The verb means literally ‘to divide’ but it becomes ‘tear apart’, ‘devour’ with

animals as subject. �����: predicatively with �� ().

 A unique speech-introduction, which, as the scholia note, well describes

the progress from 8� ������

� at . �	�" �#	�	�: see n.

– To have dying persons speak impressive last words is a widespread

literary phenomenon: at .– Patroclus is given the same prerogative; at

. Andromache regrets that Hector did not die in bed after ‘speaking some

weighty word (�"1 �/� 5���), which she could have remembered all her life’;

and cf. further e.g. Hamlet’s protracted dying speech (act v, scene ii). Many

anthologies of famous last words spoken by real and fictional characters have

been compiled, and the utterances tend to be prophetic. The idea is that a

moment of clairvoyance comes at the moment of death; see e.g. Socrates in the

Apology: ‘I now wish to prophesy to you . . . : for I am now at the point where

men are most wont to prophesy, when they are about to die’ (c); Virgil Aeneid

.–; .–, Genesis . Saving his breath, Hector again does not employ

any vocative; cf. –n.

– @ ‘for sure’ (n.). �’ �Q !�!������ ��	�����	$�� ‘I look at you in

full understanding (of how things stand)’ (Ameis-Hentze, LfgrE s.v. V����� ); cf.

Od. . ���
 � �’ . . . ���� �����, ‘do not look at anybody’. Hector is referring

to Achilles’ angry mien ( and earlier ) and the fury which speaks from

his words. This interpretation better suits what follows (�I�’ ��’ 5������) than

‘knowing you well I foresee (my fate)’ (Leaf, Richardson), for which cf. e.g.

Od. . �0 1����� ���� �����’ V��	���, ‘his heart foresaw death’. 	(�’ ��’

=$���	� |��#���� ‘and I now realise (��’) that I was not destined to persuade you’.

For this use of �
��
 compare .–: ‘I came trusting on my bow; but I now

realise that it was not destined to be of any use to me (�I1 ��’ 5������ 8���� �)’,

and see LfgrE bR. The particle ��� is common in this context; see GP : ‘the

predestination of an event is realised ex post facto’. ������	� . . .  "$��: iron is a

ubiquitous and easily understandable metaphor for pitilessness; cf. ., ;

Od. .; .; .; ..
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– This is the climax of a series of – increasingly concrete – prolepses

announcing Achilles’ death, which is not recounted in the Iliad (but does occur

in one of the poems of the Epic Cycle: Aethiopis; see West () ). At first we

merely hear that Achilles is destined to die young (., –); then Thetis tells

him that he will die after killing Hector (.–); the horse Xanthus is able to

specify that he will be killed by a god and a man (.–), while a prophecy of

Thetis, which Achilles recalls when nearly drowning, speaks of arrows of Apollo

(.–); Hector, finally, discloses the names of Apollo and Paris and adds the

exact location of his death (the Scaean gate, cf. also ‘under the walls of Troy’:

.; .). See Duckworth () –, Taplin () –, Jones () ,

and Introduction e. This technique of gradual revelation is also employed to

great effect in the Odyssey in connection with Odysseus’ revenge on the Suitors

(de Jong on .–), or later on stage by Sophocles, famously in the Oedipus

Tyrannus.

The death of Patroclus and Hector likewise are announced many times but

never to the heroes themselves, who therefore march towards death unwittingly.

In contrast, Achilles knows, chooses (.–), and accepts (cf. –n.) his fate.

With Hector announcing Achilles’ death we have come full circle in the lethal

domino effect that determines the course of the last third of the Iliad: Patroclus

kills Sarpedon – Hector, angry at Sarpedon’s death, kills Patroclus, who foretells

his death at the hands of Achilles – Achilles, angry at Patroclus’ death, kills

Hector but hears his own death prophesied. See Rutherford () – and

Introduction d.

The end of Achilles was portrayed by other texts and in art: he duels with

the Aethiopian king Memnon (who dies, is removed from the battlefield through

divine intervention, and buried) and then attacks Troy before Apollo and Paris

kill him; see Burgess (). Apollo’s motive is sometimes specified as anger at

Achilles’ killing of his son/priest Troilus.

 �	� = �� .  �-� $���$� ‘an object of the gods’ wrath’; cf. Od. .. In

both cases the divine wrath concerns failure to give due burial. By introducing

this term Hector adds a moral slant to Achilles’ death, suggesting that it is the

result of divine anger because of this hero’s treatment of his corpse. Is this how

the Homeric narrator wants us to look at the matter? Richardson suggests that he

does: ‘it looks as if Akhilleus’ death may be seen as retribution for his behaviour

towards Hektor’s corpse’. The continuation of the story does not back up this

idea, however. When Achilles continues to mistreat Hector, the pro-Trojan god

Apollo criticises him severely and threatens that the gods’ anger might strike him

(�* . . . �������	

���: .). But the point is not taken up by his interlocutor,

Hera, who instead harps on Achilles’ honour as the son of a goddess (BK on

.–). When Zeus eventually decides that Achilles should give back Hector’s

body, he acts as upholder of the cosmic order (he wants to give both Apollo and

Hera their due and to give in to his love for Hector while honouring Achilles:

.–), not because he condemns the hero’s behaviour. When he instructs
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COMMENTARY: 359–62 151

Thetis to tell Achilles that he is angry at his ‘mad’ behaviour (.–), this

seems like a rhetorical exaggeration in order to press his message (BK on .–

). Finally, the way in which Achilles indeed releases the body cannot but absolve

him from any divine wrath. The reference to a mēnima and Apollo’s anger in 

are perhaps to be seen as attempts to motivate Apollo’s (future) killing of Achilles,

which in the tradition was explained differently (see previous note). See also n.

and Introduction e.

– g$��� �-�, J�� ‘on that (memorable) day when’. This type of tempo-

ral reference, which is an expressive variant of simple ‘when’, occurs  x ( x

narrator-text,  x speech). It usually refers to the past (e.g. –, the narrator

recalls the day when Andromache married Hector), but here and . it points

to the future; see de Jong () –. 1� �<� =	��’ ‘though you are brave’.

The word .�	��� in Homer is largely descriptive (‘competent’, ‘valorous’, ‘use-

ful’) not moralistic (‘good’); see Yamagata () –. 1�R 9������� ��������:

see n.

–  = . = .; – = .–. The deliberate echoes link

the deaths of Sarpedon, Patroclus, and Hector (see –n.): ‘the moment is

recalled when Patroclus lay before Hector, as Hector now lies before Achilles.

The poet often in this way links beginning and end and lets the contrast come

out’ (Schadewaldt () , my translation).

 $�� . . . �0�	�  ����	�	 ���"/��: the moment of death of a Homeric

warrior is only rarely described by the straightforward verb 	�� �1
; instead,

we find metaphorical or graphic expressions such as ‘night’ or ‘death’ ‘covering’

or ‘being poured over the eyes’, or ‘limbs being loosened’. See Morrison ().

Usually night/death covers the eyes () or a person . . . his eyes (whole-and-part

construction: .), but here and at . we find an abbreviated form: death

covered him. The expression aptly describes the clouding of sight at the moment

consciousness is lost. �
��� 	��$�� � is ‘the fulfilment of death’, hence death.

�
��� originally means ‘the accomplishment’, and only later became ‘end’; see

Waanders ().

– /"�6 . . . ���$0��: when a person dies both his psuchē and his thumos

leave him, the narrator concentrating in one passage on psuchē, in another on

thumos. Thus the present couplet is an expanded and memorable variant of e1�

�F 	"�/� | U 7��’ '�/ ���

� (.–). The thumos upon death ceases to exist

(LfgrE s.v. b). The concept of psuchē in Homer is complex. According to Jahn

() –, the psuchē of a man knows three phases: when he lives, it is the

principle of life (e.g.); when he dies, it leaves him (here); and after his death, it

is his representation in the underworld (e.g. .). According to Clarke () –

, –, the basic meaning of psuchē is a gasp of breath, from which the other

uses, the principle of life and the soul living in the underworld, are secondary

or metonymical extensions. He analyses the present passage as: ‘When the two

great heroes breathe their last . . . the cold breath of death takes wing, emerging

suddenly in a mythical shape out of the visible realities of the battlefield, and it
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flies off to become one of the wraiths that live out the shadowy afterlife in Hades’

(–).

 F� 0�� ‘limbs’; see n. 
G����� ‘to (the house) of Hades’; cf. ��� MQ���

���� � � (). �������: see n.

 J�: possessive pronoun (L ). ���$	�: see n. !	����: metrical diec-

tasis (L ): ��$�"�� (k k – k) > ��:�� (k – k) > ���
�� (kk – k). .���	����

‘his manhood’, i.e. his existence as a (living) man. The word is scanned with

short first syllable because the original form was ∗anr-, with sonant r (> ∗anro

> '����-); see Wachter () . The line is quoted by Plato and Plutarch

with '�������, ‘vigour’, which removes the metrical anomaly and, according

to Latacz () and DELG, is the correct form. _��� ‘prime of life’. Despite

Priam’s earlier words about the beauty of a young man dying on the battle-

field (–), to lose one’s life before reaching old age, then as now, was seen as

tragic.

 = .. ��# ‘even though’ (adverbial). �� ���-��: adaptation after

quantitative metathesis: ��	��:�� (k – – k) > ��	��:�� (kk – k) > ��	�� :��

(k – – k). �
	� 
�������: see n.

– Only Hector and Achilles address their opponents even when they are

dead; see –n. The scholia explain this feature as expressive of Achilles’

anger, but it seems more likely that in both cases the prophecy of the dying

man calls for a reaction. The similarity of the scenes allows the narratees to

savour the difference: whereas Hector rejected the prophecy of his death and

still saw possibilities of victory over Achilles, Achilles accepts his fate although

he quibbles over the exact moment (‘I will die when Zeus decides’). It is an

essential aspect of Achilles in the Iliad that he knows the circumstances of his

early death with increasing precision (see –n.) and, when Patroclus has

died, accepts it: �I��1� ��	�����, .��) �I1 ��’ 5������ N����
 | 1�� ���
�
 

.���[�� , ‘May I die directly, since I was not destined to help my friend at

his killing’ (.–); cf. .–; .–. Indeed, at .– Achilles used

almost the same two lines when announcing to his mother Thetis that he would

go after Hector, even if this, as she had just told him, would involve his death.

The repetition of these lines at the moment when he has killed Hector is surely

intentional and effective. At the same time they seem to have a slightly different

tone here in that Achilles replaces Hector’s ‘;��� �: , !�� Paris and Apollo’ by

his own, more grandiloquent ‘���� . . . ������ Zeus and the other gods’, thus

not allowing his opponent to have the last word but accepting his fate on his

own terms.

Like Hector (–, –nn.), Achilles uses no vocatives. Bassett (b)

suggests that the absence is explained by the brevity of his speech (there are

eighty-seven speeches of two verses, of which thirty-two, i.e. thirty-seven per

cent, have no vocative). In view of the fact that Hector did use a vocative when

he addressed the dead Patroclus (.), it may be preferable to take the absence

as significant and expressive of Achilles’ grim mood.
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COMMENTARY: 367 153

�0 �� � ‘be dead’. The imperative standing alone is abrupt and dismissive.

In this context we find an aorist (.: 	$��) or, more often, a perfect, cf. e.g.

��	�$�
 (.) and ��	����� (.). The perfect here expresses ‘the satisfaction

that the fate of his great enemy has been finally and fully fulfilled’(Ameis-Hentze,

my translation). ����: see n. ���� . . . L�����: the correlative construction

lends emphasis; cf. .–.

–

The death of Hector, the most important one in the Iliad, has a unique aftermath.

The customary stripping of the armour is expanded with a scene featuring

anonymous Greek soldiers (–) and followed by a speech by Achilles. In

this hybrid speech he hovers between public triumph and private grief (–

), and then abruptly announces the execution of his earlier threats that he

would mutilate Hector’s body, which takes an unexpected and for Iliadic warfare

unprecedented form (–).

– The act of despoiling a defeated enemy is mentioned often (e.g. .;

.; ., –; .; .–; ., ; .; .) and belongs to

the status-seeking Homeric warrior culture: the armour serves as a trophy to

prove martial success. Thus Idomeneus boasts that he has in his tent twenty

spears, as well as shields, helmets, and corselets taken from Trojans as proof

of his bravery (.–); cf. also .– (Hector prays for his son to bring

home the – first? – bloody armour of a defeated enemy) and .– (Hector

says that he will dedicate captured armour in a temple, a habit probably taken

over from the East that would become common practice in classical Greece

and Rome). Thus the customary fight over a slain companion is aimed as much

at saving his body for burial as at not allowing his armour to fall into enemy

hands.

Usually the despoiling is described in one line or less, but here it is much

longer. Firstly, there is the removal of the fatal weapon from the corpse. This was

a preliminary to the despoiling (.–; .–; .–) although it is not

always explicitly recorded by the narrator. It occurs in the cases of Sarpedon’s and

Patroclus’ deaths (.– and – respectively), and is one more connection

between the deaths of these heroes; see Introduction d. Secondly, the narrator

records the reaction of the Greek soldiers to Hector’s body. As the tenses indicate,

they watch while Achilles despoils Hector (: imperfect .�,��, followed at 

by aorist .��) .%��$� %�). Book  has a singularly theatrical nature, in that

events are watched by a great number of (different) spectators; see –n. The

narrator here brings to the fore a set of viewers (cf. 	�������), who had only

played a minor role (cf. –, ) so far. The Greek soldiers are the first to

react to Hector’s death. Soon the camera will switch to Priam and Hecuba

on the walls, the Trojans throughout the city, and finally Andromache inside

the palace.
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– Cf. .–a, where Achilles pulls his ‘bronze spear’ out of the bank

of the river Scamander. @ F� ��#: see n. ���" �� = ��’ ‘he put aside’. For the

form of ���"	�� see n.

– L �’: �
 marks a new action rather than a new subject; see GH II .

.�’ 4$��: we regularly hear of armour being taken ‘from the shoulders’, both in

the context of despoilings (e.g. .; .; ., ) and of the ordinary taking

off of armour (.). This looks like a summary; cf. the fuller forms at .–

 (the victor strips off the corselet from breast and the shield from shoulders)

and .– (Athena takes the helmet off Ares’ head and the shield from his

shoulders). �����’ . . . | �&$������’: armour has twenty-one different epithets in

Homer (see Dee () –), of which 1����, 1�"���, and �� 1���� are most

frequent. Here we find the graphic and contextually relevant ‘blood-stained’ (cf.

5���’ . . . �0�������� at . and 5���� R�������� at  and  x more in the

Il.). ���#���$	� ‘ran up and stood around’ (only here in Homer). "E�� 7h���-�:

see n.

 ��# ‘emphasises the fact that the relative clause contains an addition to the

information contained in the main clause’ (GP –): the soldiers not only stand

around Hector (which merely suggests interest) but admire him. Cf. �
��
�

<�"��*� '����"�� . . . ��[ 1�) '�/ ��D���� �
� ��� ��"1�
� ?
�� �I��, ‘sweet-

spoken Nestor stood up, from whose tongue (also) a voice streamed sweeter than

honey’ (.–).  ������	: this verb (derived from ∗	$(�, Ion. 	
�, Att. 	
�,

both the act of ‘looking at’ and ‘sight’) means ‘watch’, ‘look at’ a spectacle, in

leisure and often in admiration. It was felt to be semantically related to 	�[��

(see DELG s.v.), and it is often found in conjunction with verbs of admiration, e.g.

������"�C� 	��-�� ���:�, 	�,��9� �F 	"�: (Od. .) and ���) . . . 	��[���

�� 	$�R��$� �� (.). Here the admiration is suggested by '�����. �"6� ��R

�M�	� .!����: cf. �P��� '���- at .; .; .; Od. ., all in speech,

which confirms that it represents the Greek soldiers’ focalisation here. Next to

the combination #"� and �P��� (cf. Od. .; .), we also find �P��� and �
���

combined (.; Od. .; .; . = .; .; .; .). In

principle these three words, all of which roughly mean ‘corporeal form/figure’,

have different nuances: #"� (from #,��� ) refers to muscular physique; �P���

(from root - �, cf. �P���) to overall appearance, often specifically beauty; and

�
��� (from �
�
) to build. In practice, however, metrical factors may play a

major role in their choice and combination.

Herodotus echoes this passage at Histories .. (the Greeks admire the body

of the Persian general Masistius): � �F ��1�/� Z� 	
�� �% �� (≈ '�����) ���$	���

�>��1� 1�) 1$����� (≈ #"*� 1�) �P���) . . . .1� ������ �C� �$% � .#���
� (≈ ����2

������) 	�������� (≈ 	�������) ������ ��, ‘the corpse was worth looking at

because of its tallness and beauty . . . they broke their ranks in order to go and

admire Masistius’.

– An instance of an ‘actual tis’-speech (as opposed to a ‘potential tis’-

speech:–n.): a speech voiced by an anonymous collective (in the nine Iliadic
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instances, the Greek or Trojan soldiers). They offer an interesting glimpse of the

feelings and opinions of the masses, which are much less represented in the story

than the individual leaders. Thus, we see them gloat at Thersites being forcefully

disciplined by Odysseus and pray for the war to end (.–). For a discussion

of the Iliadic examples see de Jong (b).

The soldiers’ speech is accompanied by a gesture: �I�’ . . . '��"����� –

�I�����1�, they stab the corpse with their spear. This act, reported only here,

may ‘derive ultimately from the wish to ensure that the dead man is really and

truly dead and that his ghost cannot harm his enemies after death’ (Richardson).

But it certainly is also relevant that those who are doing the stabbing are anony-

mous Greek warriors who probably would never have dared to face Hector while

he was still alive but now want to ‘share’ in his downfall. Finally, as their words

reveal, they intend to mock their once formidable opponent. The narratees will

interpret their behaviour as increasing the pathos of the situation: the greatest

warrior on the Trojan side suffers disgrace by unworthy opponents (Griffin ()

). It is a preparation for what will happen at –, when Hector’s body is

dragged through the dust by Achilles. The many wounds inflicted on Hector

here will be recalled by Hermes at .–: ‘since there were many who drove

their bronze into him’.

 	(�’ . . . .�	"����# ‘not (one stood by) without stabbing’; for this type of

expression and the ending -��� see –n. The adverb occurs only here (but cf.

'��,�����, ‘not wounded’, at .). The litotic effect of this expression pertains

not so much to the stabbing itself as to the number of people who were stabbing:

there was no one who did not stab = everybody stabbed. 	W: personal pronoun

(L ); the accent is due to enclitic � � following.

 ‘Thus many a one said, looking at another man standing next to him.’

This line introduces two other ‘tis-speeches’: .; .. For � � meaning ‘many

a one’, cf. e.g. .. The idea is that the one speech which is quoted repre-

sents many similar speeches. It is also possible to take ������� as substanti-

val, while � � . . . ����� almost is ����� �����: ‘each one said looking at his

neighbour’ (BK on .). Looking at one another underscores the collectiv-

ity of the speech; the soldiers expect their own ideas to be shared by their

neighbour.

 d ���	�: see n. @ $��� ��: see n. $��������	� .$������ ��

‘softer to feel’. The verb is (probably) related to u��
, and it usually refers

to feeling or touching with the hand, e.g. of Eurycleia touching Odysseus’ foot

(Od. .). Here feeling is a sarcastic understatement for the actual stabbing of

Hector, who without his armour is ‘soft’, i.e. easy to wound (Ameis-Hentze and

LfgrE T#$
 , ����1�� a). The soldiers turn to the kind of sarcasm we typically

find in vaunts (n.), and Kyriakou ()  suggest that the ‘tis-speech’

could be considered as such. The continuation of the sentence also suggests a

metaphorical undertone: now that he is dead Hector is easier to handle, i.e. deal

with than when he set the Greek ships on fire. '�#�#$��	� is a case of metrical
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diectasis (L ): '�#�#$��	� (– k k – k) < '�#�#��	� (– k – k) < '�#�#$��	� 

(– k k – k).

 J�� . . . 1�0������: an analepsis of the climactic – and, for the Greeks,

traumatic – moment when Hector set fire to one of the Greek ships (.–

). A Muse-invocation marked the importance of that moment, which saw both

Hector’s greatest military success and the beginning of his downfall, since Achilles

at .– had announced that he would return to battle when Hector set the

ships on fire. The MSS hesitate between aorist and imperfect (.�
���	��). Both

tenses are found in subordinate !��-clauses (cf. e.g. the aorist at . or imperfect

at .) and are equally possible in this place. �"�R ���0�� ‘with burning fire’.

1����� is derived from 1��
. �[� has ten epithets in Homer (see Dee ()

–), which mainly stress its destructive or glittering nature. The combination

�"�) 1��

 is consistently used in contexts where the actual burning of the fire

is relevant: setting fire to ships (., ; .), heating water (.; Od.

.), burning clothes (.), or hardening a wooden stake (Od. .).

 �	������ �
	� 
�������: this formula occurs  x in the Iliad. For �-�� see

n. ���$�1�� is used only for Achilles, and it was clearly understood as similar

to ���D1��, ‘swift-footed’; see n. Yet its original meaning may be ‘defending

himself (from '�1

) with his feet’, i.e. by running away or by kicking (see LfgrE).

– The speech-introduction and capping do not inform us what kind of

speech to expect (except that it is public) or in what mood it is spoken by Achilles.

This is not surprising in that it actually is a unique, hybrid speech, which starts

as a military parainesis, changes halfway through into a personal meditation, and

ends as an embryonic paean. Its structure shows ring-composition (Lohmann

() –):

A Friends, since the gods granted us to master this man, who has done so

much harm (victory),

B let us continue fighting and see whether the Trojans leave their city or stay

(exhortation).

C But why do I consider these things (interruption formula)? Patroclus is lying

unburied, whom I will never forget.

B’ Let us return to the ships (exhortation).

A’ We killed Hector, to whom the Trojans prayed like a god (victory).

The deictic pronouns ����’ (), ��[�� (), and ����� () strewn across

the speech evoke the gestures which the narratees are to imagine Achilles making

while he speaks: he repeatedly points at the corpse lying at his feet.

 The line occurs almost identically at .. The interpretation ‘Taking

up a position among the Greeks he spoke winged words (to them)’, for which cf.

e.g. ��C� .� �
��� � ����#D���� (.), seems better than ‘Standing up (after

kneeling or stooping to strip Hector of his armour) he spoke winged words among

the Greeks’ (Ameis-Hentze). =��� ��������’: see n.

– Achilles starts by suggesting that the Greeks exploit the momentum

of the death of the most important fighter on the Trojan side and attack Troy.

imperator
Sticky Note
None set by imperator

imperator
Sticky Note
MigrationNone set by imperator

imperator
Sticky Note
Unmarked set by imperator



COMMENTARY: 378–9 157

This is one of a series of places where the Homeric narrator toys with the idea

that Achilles might conquer Troy (cf. .–; .–, –, , –).

Together these passages create an instance of misdirection: the narratees are led

to believe that the traditional plot, in which Achilles does not capture Troy (cf.

.–), might be abandoned. Similar examples relating to the theme of the

fall of Troy are found e.g. at .– (the duel between Paris and Menelaus might

bring a peaceful solution) and .– (Patroclus almost takes Troy). Although

the narratees know that Troy will fall and Patroclus and Achilles will die before

that moment, such deviations from the straight narrative course create suspense.

Scholars also look at this passage in neo-analytical terms (see Introduction c):

Achilles’ suggestion to attack Troy would then be modelled after his behaviour

in the Aithiopis, where he kills Memnon and then immediately goes on to

attack Troy. See West () and Burgess ().

 This whole-line vocative is found both in councils (e.g. .) and on the bat-

tlefield (here and e.g. .). Strictly speaking, it addresses only the military and

political leaders, but it is used also in contexts where all Greeks are present (cf. .;

.). Zenodotus’ suggestion of M���Q�� �� 1�) ���� '� ����� X���7� :�

(found at .; .) as an alternative cannot be right, since Agamemnon is

not present on the battlefield (he was wounded at .; cf. . and .–).

Some MSS have e #��� v�
�� ������, 	��$������ q����, which always occurs

when all Greeks are addressed (.; .; .; .); this would be the best

reading to adopt if it were not for the overwhelming manuscript evidence for

the verse printed in the text. 
�!�#��: the Homeric epics have three ethnic

indications for what we call Greeks (from Latin Graeci): M7� �� (inhabitants of

the Achaean country = Northern Greece), +����-� (inhabitants of Argos =

Argolis, the central part of the Peloponnese), and ������ (descendants of

Danaus). The term Achaioi is also found in linear B tablets (a-ka-wi-ja-de =

M7� (�����) and, like Danaoi, probably in Egyptian and Hittite documents. See

BK on .. Although originally dating from different times and referring to

different parts of Greece, the three words are synchronically used as metrical

variants.

 1��R ��: the first syllable has to be scanned long, as at . and  x Od.;

see GH I . The particle �� indicates that what Achilles says is evident to both

himself and his addressees: Hector is dead, for all to see; see n. ����’ �����

 �	R ��$���� �� =����� ‘the gods gave (it to me) to kill this man’. Homeric

mortals tend to ascribe successes and failures to both the gods and themselves,

according to the principle of ‘double motivation’ (the term derives from Lesky

()). Thus Achilles will refer to the mortal part of the action at the end of

his speech: .�
#����� GH1���� �-��. The role of the gods often is merely assumed

by the mortal agent, but here Achilles was explicitly informed by Athena of

her support (–). For the gods ‘giving’ mortals things see –n. The verb

�$���� /����$
, lit. ‘tame’, is used repeatedly in this book in connection with

the death of Hector; cf. , , . It is an expressive variant for ‘to kill’ (n.),

with the connotation of vanquishing a particularly vigorous warrior. The active
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is much more common than the middle (it is used in three other instances in

book ), but the middle is used here to express that the subject (Achilles) benefits

from the action in the sense that he exercises power over the object (Hector);

cf. \�1��	� () and '� 1�����	� () and see Allan () , note . Of

course, it is also a convenient metrical variant.

 A similar claim that Hector killed more Greeks than any other Trojan

is made by Andromache at .–, and cf. Agamemnon at .– (Hector

killed the most Greeks in one day). This assertion proves accurate even within the

four days of battle recounted in the Iliad. During this time, Hector kills twenty-

seven Greeks; other Trojans kill two or three at the most. For an overview of all

killings see Stoevesandt () –. ���) ����’ =���2��: as almost always in

Homer, 1�1�� does not (yet) have a moralistic undertone but simply means ‘did

so much harm’; thus the same expression is used about a boar wreaking havoc

at .. The MSS hesitate between 5���%�� and 5����1��, and at ., even

between 5���%��, 5����1��, 5���9��, and 5����.

– ‘Come, let us test (the Trojans) with arms all around the city, in order

that we find out next what mood the Trojans presently have, whether they want

x or y.’

– �? �’ �!��’: for this formula of exhortation see n.; only here and at

Od. . is it found in a main clause following a (temporal) subordinate clause.

��� ������� ����� 0�$��: the verb is used absolutely, with i�D
� understood, cf.

5��� � �� ������ , ‘I will test (the Greeks) with words’ (.) and (with genitive)

i�D
� �� ������ . . . , �3 1’ .	
�
�’, ‘I will test the Trojans, to see whether they

want’ (.–). �� ��	

��� is to be scanned with synizesis (-

- counts as one

long syllable). Some MSS have the younger, contracted form �� ��	:��� (cf. Od.

.). =��: i.e. before we rest on our laurels or do something else. �’ . . . !�-$��:

the final subjunctive in Homer may be found with 1�/��; see GH II –. A����

��	�, J� ���’ =�	"���: lit. ‘the mind, i.e. mood, of the Trojans, whichever they

have’; an instance of (grammatical) prolepsis (–n.).

– c ������#/	"��� . . . @� $0���� $�$����: in dependent interrogative

clauses the indicative is regularly found (next to the subjunctive and optative);

see GH II . The idea that the Trojans might give up fighting and leave their

city now that their general has died is also voiced by ‘the Myrmidon’/Hermes

vis-à-vis Priam at .–. Abandoning the city is one of several ways ancient

sieges could end (besides victory, defeat, or a peaceful settlement). ����� �����:

this combination means the ‘acropolis’ (cf. n.), and Achilles metonymically

mentions the most important part of Troy. �	%�� ������	� . . . ��R XY��	�	�

	(�0�’ 1���	� ‘now that this man has fallen . . . even though Hector no longer

lives’. The genitive absolute is rare in Homer (see n.), but here we have two

examples in quick succession.

 This is the typical interruption formula used by speakers in monologues

(see n.); its use here in a public speech is nevertheless apt in that it marks the

transition to a more personal tone.
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– ‘There lies near the ships a corpse, unlamented, unburied, Patroclus.’

Much of the force of this sentence derives from its lack of connectives. ��� =

���$. In Homer prepositions may lose their final vowel, even if they are not

followed by another vowel; this is referred to as apokopē (‘cutting off’ the vowel).

����"�	� � ���	�: the same combination is found at Od. .,  (there of

Elpenor, Odysseus’ companion, whose death had not been noted by the others),

and cf. the even more impressive '#���
� '	
� ���� '�
�� �� .�� � .1�-��� | !�,

‘without clan, law, and hearth is the man who’ (.–). Strictly speaking,

Patroclus has already been spontaneously lamented (.–; cf. 1����"��:

, , 1���
�: ), but the official burial and lament will follow only at

.–.

– Achilles expresses the idea that he will never forget Patroclus in an

emphatic form: ‘as long as I live, I will not forget Patroclus. And though people

in Hades tend to forget the dead, I will remember Patroclus even there.’ Soon

Patroclus will reproach Achilles that he has forgotten him (.–), but this is the

typical chiding found at the opening of dream speeches (cf. e.g. the dream/Athena

to Nausicaa at Od. .: ‘How did your mother come to have such a lazy child?’).

Both underworld scenes in the Odyssey show us Achilles with Patroclus nearby

(.–; .–).

Achilles’ claim that the dead forget people is partly backed up in that the

dead in the underworld scenes cannot think or speak unless they have drunk the

blood of sacrificial victims (e.g. Od. .–, –, –, , and cf. their

qualification as '#���
��, ‘lacking phrenes’: .); elsewhere in these same scenes,

however, shades are fully in control of their thoughts and speech (e.g. .–).

As Clarke ()  notes: ‘Just as Homer is ambivalent over whether the dead

in Hades are empty images or dead men of substance, so his conception of their

ability to think and speak like living men appears and disappears in different

contexts’.

The commonplace nature of ‘I will never forget X’ in the context of mourn-

ing should not make us fail to notice that Achilles’ words are unparalleled in

Homer. They are expressive of his massive sorrow over Patroclus. The exact

nature of the friendship between these two men, most famously paralleled by

Gilgamesh and Enkidu (see e.g. West () –), has been much discussed:

are they friends or lovers (the second option was already defended in antiquity,

e.g. Aeschines Prosecution of Timarchus , )? The Homeric facts, briefly, are as

follows. Patroclus is Achilles’ 	��$�
�, N��-���, <���7�� , i.e. is a man of lower

rank. He is older than Achilles (.–) and clearly functions as his foil, just

as Polydamas is Hector’s foil (see –n.): he is gentle (.; .), while

Achilles is quick-tempered (.–). Their close friendship is the result of their

having been raised together, when Patroclus had been taken up in Peleus’ palace

as suppliant exile after he had inadvertently killed a man (.–). Referring to

this shared youth Patroclus asks Achilles for his ashes to be kept together with his

(.–, –). There is no explicit reference to a homoerotic relationship, yet
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the intensity of Achilles’ feeling after Patroclus’ death is unmatched in Homer.

For discussions, see e.g. Dover () –, Clarke (), and more scholarship

listed in LfgrE s.v. X$���1���.

Another issue regarding Patroclus is whether he was invented by Homer or

adapted from tradition in a more important role, perhaps based on that of

Antilochus in the Aethiopis; for discussion see Janko –.

 1!� !�: for this orthography see n.

 The Homeric epics have many expressions for the idea of ‘being alive’:

be among the living (here and cf. e.g. .b), move one’s limbs (here and cf. e.g.

.b), breathe (.–a), and see the sunlight (e.g. .). The present line is

a combination of two of these expressions (.b + .b), while a well attested

ancient reading presents a unique variant: 9
/� .� M����� � # ������
�� � 

�����
. $	�: ‘ethic’ dative (n.). �#�� !	����’ ‘my knees’. Philos originally means

‘belonging to a social group of people bound by reciprocal obligations’, from

which an affective meaning, ‘dear’, ‘beloved’ developed. Often it merely has

a weakened, possessive sense (scholia: #��� = 3� �), though something of the

original force is still felt in that it is used mainly of inalienable possessions such

as limbs or organs. See DELG and Robinson ().

 �? . . .  ������� ���: although placed after 	�����
�, the particle ���

should be taken together with ��. It concerns the whole clause (cf. later �3���) and

has concessive force; see GP – and Bakker () –. ������ 	��’: this

compound verb occurs only here. It was presumably chosen instead of .� ��	��� 

for metrical reasons (since ��� has to scan long, it needs to be followed by a word

starting with a consonant). �?� 
;��	 ‘in (the house) of Hades’; cf. .

 �(���: here used apodotically; cf. . and see GP . It underlines the

opposition between the behaviour of the ‘they’ of the subordinate clause and that

of the .�D, Achilles, in the main clause. ��
 �: the suffix -	 indicates the place

where. �#�	" . . . D��#�	": Patroclus is regularly called Achilles’ ‘dear friend’ (

x Il., of which  x speech,  x embedded focalisation), even his ���A #����2

��� . . . N��-��� (., ). Although other characters may be ‘dear friends’ too

(e.g. Automedon at .), they usually are referred to as such only once or twice

whereas Patroclus is the ‘dear friend’ par excellence of the Iliad. $�$���	$’: future

of � ����1��� , here with the meaning ‘remember’, see n.

– Achilles suggests that he and his soldiers sing a paean. At .– we

also hear of a paean being sung, there to appease Apollo after he has sent the

plague. The paean most likely started as a choral song-dance performance in

honour of a deity called Paian/Paianon, a military god known from Linear B

tablets from Knossos, while the Homeric epics feature the god X� �
�, healer

of the gods (e.g. ., , ). Soon after Homer and Hesiod the god became

identified with Apollo. The paean is sung on many occasions, including before

and after battle. The victory paeans were performed in the course of the army’s

return to its camp right after battle, while setting up a trophy, and at a feast;

cf. e.g. Thucydides History of the Peloponnesian War ...; Xenophon Hellenica
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... See Käppel () and Rutherford (). The scholia suggest that in lines

– Achilles rehearses the content of the paean, as it were, or perhaps rather

its refrain. Many have adopted this attractive suggestion: ‘The asyndeton after

 is in favour of this idea, as is the asyndetic simplicity, brevity and balance

of the two separate hemistichs of ’ (Richardson). The paean is one of several

non-epic genres which are referred to in the Iliad: cf. the thrēnos or lament (.),

the hymenaeus or marriage song (.), and the harvest song (.); see Dalby

().

 �%� �’ �!’: see n. �	%�	� 
���-�: kouroi refers to the age group

of young (unmarried) men who perform tasks which suit their age: they hunt

(.), dance (.; Od. .–), prepare ships (Od. .), and serve at dinner

(.). Here and elsewhere, however, the expression 1�[�� M7� :� seems to be

no more than a metrical variant of "]�� M7� :� (n.), which includes all adult

men. In classical times the paean was sung by adult males, particularly those of

military age (Rutherford () ).

 �!�$��: the use of this verb suggests that the Greeks will transport

Hector’s corpse on a chariot, which was commonly used as an ‘ambulance’

on the Homeric battlefield; cf. e.g. �
����� �’ .1 ���
�� � #
��� ����4� 

>��� | 0��:�� , Z��� �F ��7$���, ‘Nestor the sweating horses of Neleus carried

out of the battle, and transported Machaon too’ (.–). Soon it will turn out

that Achilles has something else in mind.

 Achilles uses ‘we’ when referring to the killing of Hector, which clearly

was his doing alone. Three interpretations are possible. () We = I, as e.g. at

. (�� �" �C� 1���$%����, s ��)� 57��1��, ‘for I broke the spear, which I

had before’). () We = I together with you (so-called sociative plural): Achilles

implies that the glory he has won makes all Greeks more glorious. This is the

interpretation of the scholia (tH���� 1:� 1� ���� �- �*� ��1��, ‘in typical Greek

(democratic?) manner, he makes the victory a general one’), Wackernagel ()

–, and GH II . () We = we: since Hector was not only Achilles’ personal

enemy but also the common foe of all Greeks (cf. –); Floyd () –.

The second interpretation is the most attractive. In any case the plural fits the

entire format of the speech, in which Achilles is talking about what ‘we’ should

do now (cf. �� ��	

���, ��:���, ��D��	�, ��
���), and corroborates the idea

that – reflect the content of the choral paean. +��$� � . . . 1�0��	$��: the

asyndeton is expressive and adds weight to .�
#�����; see GH II . $0!�

�%�	�: Athena had promised Achilles (and herself) kudos (), but he graciously

extends it to his men. We may also recall how at  Priam feared that Hector

staying outside (and dying) would bring kudos to Achilles. For the meaning of

kudos see –n. 1�0��	$�� ‘we killed’. Reduplicated aorist .-�
-#�-����, from

IE root ∗ghwen-,‘hit’; cf. #����. The corresponding present is 	���
. X Y��	��

�
	�: this generic epithet (n.) is used  x of Hector, both by the narrator and

by speaking characters. It here might therefore be a mere metrical automatism,

but the next line suggests that it is used intentionally and expressively: ‘godlike’
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162 COMMENTARY: 394–5

Hector, whom the Trojans prayed to as to a god. Achilles’ laudatory appraisal

of his opponent both ties in with his earlier suggestion that the Trojans might

give up fighting after having lost such a general, and of course explains why the

Greeks have won such great glory. Achilles also seems to have genuine respect

for Hector, whom at .– he had called ‘the best’ (�� ����) of the Trojans

and a ‘good’ ('��	��) fighter. Aristarchus, however, recalling .–, where

Achilles claimed that Patroclus could be a match for Hector even on his own,

thought Achilles’ present praise a contradiction and athetised –.

  �-� �� �(�������	: people may ‘look at’ or ‘greet’ a person ‘like a god’

(e.g. .; Od. .; .; .), occasionally ‘pray to’ someone ‘as to a god’

(here and cf. Od. .; .). The reason for the veneration is martial valour

(here), beauty, wisdom, or a gracious act. Hecuba will report the same about

Hector at –, where see n. �I7���
��� is an instance of metrical diectasis (L

): �I7��$���� > �I7��:��� > �I7���
���.

 @ F� ��#: see n. X Y��	�� �
	� .���0� $����	 =�!�: these words and the

following scene come somewhat as a shock. Although Achilles had repeatedly

talked about his desire to mutilate Hector’s body, i.e. decapitate it or leave it

unburied (see –n.), his immediately preceding speech, especially the neutral

��
��� and the deferential G H1���� �-��, had not suggested violence. It now

turns out that he does carry out his threats, tying Hector’s body to his chariot

and dragging him through the dust.

Scholars have been divided about this act of Achilles, just as they have been

divided about his whole figure (see Introduction e): is it excessive, just as his

mēnis was, perhaps, excessive? Is the expression '� 1
� ������ 5��� to be seen

as one of the rare narratorial comments in Homer, one which criticises Achilles?

Scholars who take it as criticism are e.g. Bowra ()  and Segal (a) –

, esp.  (‘repugnance and even some measure of moral outrage’). But many

point out rightly that '� 1
� . . . 5��� means ‘disfiguring deeds’ and does not so

much imply wrong deeds (for Achilles to commit) as shameful deeds (for Hector

to suffer); thus Andromache envisions how Astyanax, after the fall of Troy, 1��

5��� '� 1
� .��$9� �, ‘would have to perform shaming work’, i.e. the work of

a slave (.). This is the position of, e.g. Bassett () , Griffin ()

, and van Wees () . We should also realise that the '� 1
� . . . 5���

form part of the focalisation of Achilles (������), who earlier announced that he

intended that dogs would maul his opponent '41:� (–); cf. de Jong ()

. As Vernant ()  puts it: ‘By dirtying and disfiguring the corpse instead

of purifying and mourning it, aikia seeks to destroy the individuality of a body

that was the source of the charm of youth and life. Achilles wants Hector to

look like Sarpedon . . . (.–).’ Achilles’ act is even divinely ‘authorised’, as

the narrator tells us at – that it is Zeus who allows his enemies to disfigure

('� 1�����	� ) Hector. When Apollo criticises Achilles at .–, this seems

to concern the fact that he continues the mistreatment too long; see also the

discussion of ��� �� at n. and BK on .. All in all, this line is best taken
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COMMENTARY: 396–401 163

as not implying moral criticism. It does convey pathos, however, through the

juxtaposition of G H1���� �-�� and '� 1
�; see also –n.

As for Achilles’ actual act, here we may note that a Trojan, Hippothous, ties

his shield-strap round the tendons at Patroclus’ ankle and tries to drag his body

away by the foot at .–. No other victorious warrior in the Iliad binds his

victim behind his chariot, but according to Aristotle Fr. , this was an existing

custom, which persisted to his times in Thessaly. In Sophocles’ Ajax Hector is still

alive when Achilles ties him to his chariot (–). This could be this poet’s own

invention, but it more probably goes back to the Epic Cycle. It may even have

been known to Homer but suppressed as being too horrible.

– ‘He pierced the tendons of both feet at the back from heel to ankle,

attached straps of ox-hide (to the pierced feet), bound (the straps) to his chariot,

and let the head drag (over the ground).’

 �#��	�	: ��#��� is the platform of a chariot on which the charioteer

stood, a sense probably intended here, but it is often used as pars pro toto (and

metrical variant) for the chariot as a whole, the u���, as in the next line. For

Homeric chariots see Crouwel (). V���� ��: for the middle cf. . and

see n.

 ��"�) ������: see n.

 This is a formulaic verse ( x Il.,  x Od.), which acquires a grim undertone

in the present context: the horses perform their gruesome task ‘not unwillingly’.

$����2�� . . . 1���� ‘he whipped (the horses) so as to make them go’; for this loose,

final-consecutive use of the infinitive see n. Achilles himself drives the chariot,

both because the presence of the armour leaves no space for a second person

and because he wants to perform the act of mutilation in person. �P . . . .0�	���

���0� ��: dual forms (L , ).

– One of the most pathetic passages in the Iliad. To start with, it is a force-

ful elaboration of the ‘dust’ motif. When warriors die it is regularly said that they

fall in the dust (e.g. .); a gruesome instance is found at ., when Dolon’s

head mingles with the dust while it is still speaking; a playful one at ., when

Ares hit by a stone thrown by Athena sullies his hair in the dust. Pathos is increased

when the beauty of man or armour falling in the dust is stressed (e.g. .–,

where the plume of a helmet, shining with its crimson dye, falls in the dust).

The motif links the fates of Sarpedon, Patroclus, and Hector (see Introduction

d), in that Sarpedon’s body is unrecognisable because it is completely covered

by blood and dust (.–), Patroclus’ helmet is sullied in the dust (.–

), and Hector’s head is intentionally and prolongedly dragged through the

dust. In the case of Patroclus and Hector the narrator emphasises the difference

between former beauty and present disfigurement: (Patroclus) �$��� �� �F� �I 	
� �

Z�� | 0���1���� ����1� � �����	� 1���� � � | '��’ '���/� 	��� � 1$�� 7�����

�� �
�
��� | ?,��’ M7 �����. ���� �F b�A� GH1��� �:1�� | W 1�#��� #��
� �

≈ (Hector) 1$�� �’ u��� .� 1���� � � | 1�-�� �$��� 7�����Y ���� �F b�A� �"�2

���
��� | �:1�� '� 1�����	� .
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Another pathetic detail is the narrator’s explicit comment that Hector was dis-

figured in his own fatherland (N� .� ������ ���� ), thus continuing the melan-

cholic tone of the description of the Trojan washing-places in the course of

Hector’s deadly race (–n.): ‘The bitterness of the ill-treatment of Hector’s

head . . . is increased by his enemy having power to inflict it in his own father-

land, before the eyes of his own people’ (Griffin () ). A similar emphatic –

but ironic rather than pathetic – use of the possessive pronoun is found e.g.

at Od. .–: 1�� �,��� (Penelope) N/� ����� ��������� . . . N*� .�
� ��

(Odysseus) �"��-1�. Its use is even more marked here, since Hector is not the

grammatical subject in any of the proximate clauses; the narrator as it were looks

at the event through his eyes, as he does when speaking of ‘his enemies’ (�"����
��

occurs  x Il., only here outside speech). At this peak of emotion the narrator

employs skewed verses (–n. and Introduction b).

– �	% . . . @� D��	$0�	�	 �	�#���	�: lit. ‘there was a cloud of dust of him

as he was dragged’, i.e. ‘a cloud of dust arose created by him being dragged’;

cf. .–: �:� . . . 1�������� V��"�’ . . . | .�7��
�
�. .$�R �' ��
��� | �"�����

�#�����	 ‘on both sides (of his head) his dark hair streamed’; a unique expression.

While ���7�� refers to hair/manes in general and 1��� to hair which is dressed,

7�-�� is the word for loose hair/manes (which may stream when moving: .;

. = .; ., or which may be plaited: .–). There are two variant

readings, ��������, ���������, which will not do however, since both need a

complement. ‘Dark’ hair is 1"$���� rather than �
��� (cf. .; .; .;

Od. . and the epithet 1"���7�����). Zooming in on the detail of the colour of

Hector’s hair, never revealed before, the narrator leads up to the hero’s handsome

face.

– ���� . . . `��� 1� �	�#����� | ��
�	: as . and . suggest, we must

imagine Hector’s face to be turned face down to the ground. ���	� . . . ���� �0:

the narrator’s variant of �$��� . . . �[� �
 in speech (cf. –, –).

– o��� �"�$��0����� | �-��� .���#���� ��: it is difficult to decide

whether to analyse ‘but then Zeus allowed his enemies to disfigure it (= Hector’s

head)’, with the infinitive as object (as at ), or ‘but then Zeus gave it to his

enemies, to disfigure’, with a final infinitive loosely attached (cf. n.). For the

middle of '� 1�9
 (active at ; .) cf. . and see n.

The gods give mortals objects (e.g. a golden headdress: ), special abilities

(archery, augury) or heroic qualities (courage, eloquence), temporary prosperity

and adversity (see especially .– on Zeus’s two jars, from which he gives,

���
� , mortals good and evil), and failure or success (, ); see LfgrE s.v.

���
� I  and van der Mije (). The mention of Zeus is important both in

that it elevates the death of Hector into a very special event once more (cf. the

divine scene at –n.) and in that Achilles’ treatment of Hector’s corpse is

given divine authority (see n.). The gods now support Achilles, but when he

later leaves Hector’s body for the dogs (.–), they will protect it against them

and all other forms of mutilation and decay (.– and .–). In this
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way they have their cake and eat it, too: they honour Achilles, granting him his

revenge, while showing their respect for Hector at the same time.

–

When warriors die in the Iliad, the grief that their friends, relatives, or compatriots

suffer may be briefly indicated. Only in the case of Patroclus (.–; .–

) and Hector do we get a more extended lamentation.That for Hector is the

most elaborate: it starts with improvised laments on the walls of Troy (Priam:

–; Hecuba: –; Andromache: –), which will be followed by official

ones at his home in book  after his body has been recovered and properly laid

out (Andromache, Hecuba, Helen: –); this is one of the connections between

books  and  (see Introduction c). The speeches of Priam and Hecuba mirror

those at the beginning of this book (– and –), as their fears have become

reality. Likewise, Andromache’s speech now should be compared to her earlier

one at .–, when she was already full of foreboding and fear; see Lohmann

() –.

 The narrator effects a change of scene from Achilles in the plain to the

Trojans on the walls, as often, via a �
�-clause that offers a recapitulation of

what preceded and a �
–clause (cf. –n.). What is striking, however, is his use of

the pluperfect 1�1�� �� in the �
�-clause instead of the customary imperfect that

indicates that the activity at the one scene continues while we move to the other.

From – it appears that Achilles does continue dragging the corpse behind his

chariot towards the Greek camp, but rather than noting this activity the narrator

has opted to stress the state Hector’s head is in (it is completely covered with dust).

�	%: anaphoric pronoun (L ). �": see n. $����: throughout this final scene the

narrator uses circumlocutions: �����, ��-�’ (), ����� (), �
����� (),

���7�� (), and ��� � (); cf. –n. The effect is to turn this scene into a

universal one: this is how family members behave when a loved one is killed.

– �#��� ��$��: for this gesture of mourning see n. .�< . . . �����6�

=���/� ��������� | ������: Hecuba flinging off her headdress is an anticipa-

tory doublet of the much more expanded and emotionally charged scene of

Andromache doing the same at –. Women were expected to cover their

hair, and throwing off their headdress (or even tearing it off: cf. Homeric Hymn to

Demeter – or Aeschylus Persae –) made for a conspicuous inversion of nor-

mality and thus a public display of grief; cf. Llewellyn-Jones () . 1��,����

is a head-scarf or shawl. The epithet � �����, ‘glossy, shining’ suggests that it

was made of linen anointed with oil; cf. n. The addition ������ is expressive

of Hecuba’s strong emotion.

– ���"��� . . . 4�$�2��: both verbs mean ‘cry out’, but they are gender-

specific: ���D9
, lit. ‘cry �3�� ’, is used only to describe men in physical and/or

mental distress, while 1
1,
 means crying out in lamentation and is used only

for women. The verbs refer to the immediate and instinctive expression of grief,
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which may be followed by ��$
 (cf. ), a more formalised and individual form

of lamentation (by both men and women) that is verbalised, which in its turn is

followed by ����$7
, collective wailing (cf. , ). The verb 1���
, ‘weep’,

finally, may refer to both inarticulate and articulate (cf. ) lamenting. For a

discussion of the various verbs of lamenting/grieving/mourning see Derderian

() –. $��� $0!�: this combination occurs only once more (.); cf.

the unique �$� ��� �
�� (.). The narrator uses strong language at this

moment of pitched emotion, cf. �$� ��� at . 1������: internal accusative with

U �
%��, to be translated adverbially. .$�#: adverbial (L ). ��	# ‘the people

of Troy’ (n.). Cf. below ���-�� (). ���"�-� �’ �3�	��	 ��R 	?$�!��: the

periphrasis with 57��� indicates prolonged crying.

– This comparison is unique in several aspects: it concerns a singu-

lar, specific event (the fall of Troy) rather than an omnitemporal one (e.g.

waves crashing on a shore, a lion attacking a herd). The narrator does not

just note the similarity between X and Y but the close similarity (the combination

�$� ��’ . . . .�����1 �� is found only here). Its primary function is to suggest the

intensity and extent of the Trojan lamentation throughout the city. Its secondary

function is to announce, once again (cf. –n.), the fall of Troy: now that

its main defender (cf. –n.) is dead, the destruction of the city is imminent.

Finally, this comparison also forms the climax of a series of similes dealing with

the theme of a beleaguered city: cf. .– and .–, and see Introduction

b. To underscore the solemnity of the moment the narrator opts for vocabulary

that is unique (8#�"�
��� ) or rare (��,7� ��).

 �-� . . . 1���#!��	�, >� �? ‘it most resembled this, as if ’; cf. �: �1
��, E� �� N

R D ��� . . . i�:��, ‘(Odysseus’ voice) resembled this, as if the Trojans oppressed

him’ (.). For E� �� + finite verb cf. .; Od. .; .; and see Ruijgh

() –.

 5��"	0��� ‘beetling’, lit. ‘with brows, i.e. ridges’, ‘set on the brow of a

hill’; for the brow, 8#�,�, of a hill cf. ..This epithet of Troy occurs only

here; it is a metrical equivalent of the more common epithet c��������. Hesiod

fr. ,  has 8#�"����� r�� �	��. Since both cities indeed lie on a ridge, it is

apt. Clarke () – suggests taking it as ‘eyebrowed’ and connecting it with

other metaphors such as the ‘headdresses’, krēdemna, and ‘heads’, karēna, of cities

(.; .). The many epithets of Troy/Ilion are discussed by Scully ()

– and Visser () –. �$��	��	 ‘were burning’; the verb recurs only at

., where Achilles talks about Hector who will ‘burn down’ (1��$ . . . ��[%� )

the Greek ships with fire. It seems related to ‘smoke’ (see DELG s.v.) and has the

connotation of ‘reduce to ashes’. ���’ �����: sc. ����
�, ‘from top to bottom’,

hence ‘completely’; the same expression occurs thrice more, all in speeches by

characters and in connection with the fall of Troy (.; .; .). This

memorable passage was echoed in Virgil Aeneid .–: Tum vero omne mihi visum

considere in ignis | Ilium et ex imo verti Neptunia Troia, ‘then indeed all Ilium seemed to

me to sink in flames and Neptunian Troy to be upturned from her base’.
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– Priam here impulsively announces what he will eventually do in book

, there with the encouragement of Zeus and support of Hermes, i.e. go out

to the Greek camp and supplicate Achilles; for the moment, however, he is

restrained. Once more an action is presented as impossible or unthinkable only

to occur later (cf. –, where Achilles rejects the idea of accepting a ransom by

Priam); this makes the dénouement of the Iliad, affected by the gods, all the more

surprising and unexpected. For the many connections between books  and 

see Introduction c.

– Priam’s lamentation culminates in a gesture of mourning (rolling in

the dung). He is so worked up that the Trojans physically have to restrain him

from leaving the city (and going to the Greek camp). The situation resem-

bles that of Achilles’ reaction to news of Patroclus’ death, when the hero

pours dust over his head, lies down on the ground, tears and defiles his hair,

and Antilochus has to hold his hands for fear that Achilles might kill him-

self (.–). See Parker () – for these forms of self-defilement by

mourners.

 .���������: an instance of metrical diectasis (L ): '�7��$���� (– k k

– k) > '�7��:��� (– k – k) > '�7���
��� (– k k – k). The verb is generally

taken as derived from ∗'�7���� (alpha privative and �7�-�), ‘not being able to

control oneself’. In different contexts, it may acquire such nuances as ‘being

distressed/grieved/vexed’.

 $�$�-��: see –n. �"���� i���������: see –n.

– A unique speech-introduction. �"�����$��	� ���) ����	�: the same

gesture of mourning is made by Priam at .– (and cf. .). There he

finds himself in the courtyard, where the dung of mules and cows was heaped (cf.

Od. .–). We probably should not ask where the dung here, on the walls of

Troy, comes from. 12 5�	$������� 5�	$�*�� ����� V����	� ‘calling each man

by his name’. This tautological expression is a combination of .% 8����1�����

(cf. Od. .a: companions snatched by Scylla shout Odysseus’ name for the

last time) and 8���$9
� ����� \1����� (cf. .b: Menelaus is to urge each

Greek he encounters to stay awake calling him by his name). The ensuing speech

is addressed to the Trojans as a collective (#��� ) and does not contain names

in the vocative. We must either assume that 8���$9
� is here weakened to a

mere ‘addressed’, as in the formula 5��� �’ 5#��’ 51 �’ 8����9�, or that the

speech quoted is a summary of what in fact was a series of speeches addressed to

indviduals (note the imperfect .�� �$��"�). The second analysis seems preferable,

and we may compare ‘tis-speeches’, which are also quoted once but represent

several speeches (see n.)

– Priam’s speech starts off as an appeal but changes halfway through

into a lament. The change is reflected in the speech attributions: (introduction)

.�� �$��"� vs. (capping) @� 5#��� 1���
�, .�) �F ����$7���� ���-�� (the typical

refrain to laments, see n.). It is a prime example of what Lohmann () 

calls free sequence (A-B-C), as against ring-composition (A-B-A’) or parallel order
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(A-B-A’-B’). This order is especially suited to speeches with mounting emotions,

as here:

A (appeal) Friends, let me go to the Greek camp.

B I want to supplicate that man,

C to see whether he will respect and pity my age.

D For he has a father of like age, Peleus,

E who sired him to be an evil for the Trojans;

F (transition) me he gave most sorrows (of the Trojans), for so many sons of

mine he killed.

G (lament) But I do not grieve over these so much

H as over this one: Hector.

I If only he had died in my arms and we could have mourned him.

The intense emotion also appears from the skewed verses at – and –

(see –n.), and the position of all vital elements in runover position: �����,

X���,�, i�
��, E� N���, G H1�����.

The first part of his speech (–) elaborates what the narrator had indicated

before: Priam wants to leave the city (.%��	���� ������ ≈ .%��	�-� . . . �"�$
�

������ $
�) in order to supplicate Achilles. The second part (–) is, as it

were, a rehearsal of the speech with which he will supplicate Achilles at .–

: ‘Think of your father, as old as I am. He is happy, but I am unhappy. Many

of my sons have been killed. But you killed the single most important one, Hector.

It is to release him that I have come. Respect the gods and pity myself.’ As Griffin

()  notes, ‘It is like the overture to a tragic opera, presenting the themes

in short compass.’

– ‘Let be and allow me to leave the city alone and arrive as a suppliant

at the Greek ships.’ ��0� �: lit. ‘(put restraint on yourself =) stop’, sc. holding

me back (cf. : 57��). 	M	�: Priam here introduces a leitmotif of book : at

 Zeus instructs Iris that Priam should go to Achilles alone (these instructions

are repeated to Priam at ); at  Hecuba reacts in fearful disbelief to this

idea; at  Achilles shows pity and admiration for Priam, who has dared to

come to him alone. ����$��	# ��� ‘though caring much (for me)’; for the par-

ticle ��� see n. For the variant reading 1�������� ���, ‘much grieving as I

am’, cf. Od. . '��’ .�F �F� ������� .$���� 1�������� ���, ‘but let me

(Odysseus) eat, much grieving as I am’. It does not suit the present context as well

because we would have two rather unequal participles with �(�). &�0� ’ 1�R ����

h���-�: for the combination 01
�	� and .�� + acc. cf. . = .. For 01
�	� 

see –n.

 �#���$’: best analysed as an asyndetically added main clause. The sub-

junctive ����
�� indicates that Priam has made a decision: ‘I want to sup-

plicate’; see GH II . .�0�� �	%�	� .��� ��	� 5���$	��!��: Achilles is not

referred to by name but identified by a circumlocution (–, nn.); the effect

here comes close to scolding. Likewise, the demonstrative pronoun ��[��� may

have a pejorative undertone. '�$�	����, ‘outrageous’, refers to behaviour which
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breaks social or religious rules; see n. 8R� �������, ‘who does mighty deeds’,

‘violent’, is used once more, of Heracles as he shoots an arrow at the god Hades

(.).

 g� ��� . . . �?�0������ +�’ 1������ ‘to see if somehow he will show respect

or pity’; for the final nuance of conditional clauses see n. ���
����� is an

aorist subjunctive with a short vowel (L ). For the appeal to respect and pity by

suppliants see –n. k���#�� ‘my age’.

 ‘for he (Achilles) too has such a father (as I am)’, i.e. as old as I am. Cf.

the fuller version which Priam employs vis-à-vis Achilles at .: ����1�" =�

��� .�D�, 8��: .�) ������ �I�: , ‘as old as I am, on the miserable brink (of

death) consisting of old age’. ��R �0: in this combination �
 is connector (‘for’),

1�� adverb (‘too’); GP –. �-� !�: anaphoric pronoun (L ). There is a

textual variant �: ��; ! �� and !�� are often variants in Homer. Here �: �� is

less attractive, because Achilles has just been referred to with ��[���. �0�"����:

see n.

– :�����: although Peleus does not play a role in the story of the Iliad, he

acquires substance as a personage because he is mentioned often by characters:

Nestor (.–; .–), Odysseus (.–), Phoenix (.–), and above

all Achilles himself (.–; .–; .–; .–; .–). He is even

quoted in direct speech once and ‘comes alive’ (.–). After these preparations

the narratees will be able to appreciate the impact of Priam’s final emotional ref-

erence to Peleus at .– on Achilles all the more. J� $�� =����� ��R =�����

��$� !��0� �� |A���#: for this type of expression (‘X was born/raised to be

a disaster for others’) cf. .– (about Paris); Od. . (Scylla) and –

n. for a shorter version (‘X is a ���� for others’). For the final-consecutive

force of the infinitive ���
�	� see n. $������ . . . 1$	R ���R ������ ‘me most

above all’; a unique, forceful combination of �$� ��� .��� (.; .; Od.

. = .; .; .; .) and ���) �$��
� (.; Od. .;

.). 1$	R . . . ��!�’ 1 ���� ‘has inflicted woes upon me’. Some MSS read

����� 	�1��.

 For Priam’s loss of many sons see –n. $	�: either an ‘ethic’ dative (to

be connected with '�
1����) or a possessive dative (with ��-���). ���� �	����

‘in their bloom’; ���-�	$-
 derives from 	$��
, ‘grow’, with dissimilation of the

aspiration (< ∗	���	$�����). The metaphorical use of this verb in connection

with young people is common and also found in 	$��� (n.).

– The ‘praise of the dead’ and ‘wish that the dead had died differently’

motifs make clear that by now Priam’s speech has changed into a lament; see

–n. The preponderance of words for weeping/mourning also ‘advertises’

the genre of his speech: 8�,���� , '7�,�����, �7��, 1�������, �"���
�
.

– A summary priamel: ‘I do not grieve over those all so much as over one’;

cf. Od. .– and (a full priamel) .–: ‘my grief will not be so much over the

Trojans, nor Hecuba, Priam, or my brothers, as over you’. For priamels in Homer see

–n. At other places, too, Priam indicates that Hector was the most treasured

and valued of his sons; cf. .–, –.
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 ‘piercing grief over whom will lead me down to Hades’. ��	� 52�: �7�� is

grief (often mingled with anger) which suddenly and forcefully overtakes a person,

as against �
�	��, which refers to more enduring grief. Its typical epithets are

����� ( x) and 8%, ( x). ���	#�����: this compound occurs only here. Usually we

hear about achos befalling/reaching/overwhelming a person, but here it uniquely

(and with some degree of personification) leads Priam to Hades. Cf. the demons

of death leading a warrior (to his death): 1���� . . . ���� �
����� 	��$�� � (.

= .). The idea that grief can kill a person is also found at Od..–,

where Anticlea explains to her son Odysseus in the underworld that longing for

him caused her death. TG�	� �3��: sc. �����.

– ‘if only he had died in my arms: in that case we would have . . . ’: a

combination of impossible wish and past counterfactual. Similar wishes for a

different death at Od. .– (E� �* .�D �’ V#���� 	��
� � ‘in battle at Troy

rather than at sea: in that case I (Odysseus) would have won due burial rites’);

.–; .–; Aeschylus Choephoroi – (‘if only Agamemnon had died in

Troy: then he would have been properly buried’).

 >� K�����: V#���� is aorist of 8#
��
, Aeolic for 8#���
. It is used beside

the imperfect V#�����/U#����� (see ), a metrically convenient variant, with an

infinitive to express an impossible wish concerning the past (as here) or present.

 ��0���: metrical diectasis (L ): 	��
�� > 	���-� > 	��
� �. The form here is

a poetic licence, by analogy to ., where the -�� = -� � is followed by a

consonant and makes position.

 �� ‘in that case’; the anaphoric pronoun (L ) here has an old instru-

mental ending which is also found in ��
, ����
, etc. Most MSS have the

accentuation �:, but West , xxii opts for �D, which seems to have been the

choice of the ancient grammarian Apollonius Dyscolus. �	�����$� � ���#	��0

�� $"�	$0�� �� ‘we would have been sated with weeping and mourning’, i.e.

would have mourned as long and as much as we wanted, until our desire to do

so had been satisfied. Similar expressions occur at Od. . = .; .; and

cf. 1���� 1�"���-� ��� � (Od. .) and .��� . . . 8���-� ������D���	� ��� �

(.). 1������� and �"���
�
 have dual endings (L ).

 �"��$$	�	� ‘very unhappy one’; intensifying contamination of �������,

lit. ‘without fate’, ‘unhappy’, and �,������, ‘with bad/unhappy fate’. The arti-

ficial doubling -��- is for metrical reasons; it is modelled on cases where the

doubling is historically correct (e.g. # ����� ��� < -smei-; cf. ‘smile’). Priam here

touches upon the ‘common fate of mourner and dead’ motif, which will be

worked out more fully by Andromache at – (cf. especially  �, �’ .�D ��

�"�$����� ).

 This line is the typical capping of a lament, with the subject of ����$7����

varying between ���-�� (as here), �"��-1�� (.; .; .), and �
������

(.). The repetition  ≈  is suggestive of the ritual nature of the laments,

even if they are only improvised and spoken in the absence of Hector’s body

at this stage. See Tsagalis () –. 1�# ‘in response to’, i.e. after, seems
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more apt than the scholiast’s ‘parallel to’, i.e. simultaneously. Greek mourning

typically involves a string of solos by the next of kin each followed by a refrain of

keening; see Alexiou () ,  and next note. �	�
���: occurs only here as

the subject of ����$7����, hence some MSS have the more common �"��-1��

(here impossible) or �
������. In view of ���� at  and  ���-�� is to be

preferred. The word occurs thrice more (.; Od. .; .) and should

be understood as ‘inhabitants of a polis’, not as ‘citizens’: ‘They are neither

conscripted nor taxed, they are not governed by a constitution . . . Neither is it

correct, however, to infer . . . that Homeric society is comprised of autonomous

oikoi, with no higher unifying “entity” to define the relation between self and

community. Such a position minimizes the importance of urbanization, of walled

cities, and of residential concentration’ (Scully () ).

 Laments are addressed to same-sex audiences; thus while Priam addressed

the male Trojans, Hecuba turns to the female ones. The same line occurs almost

verbatim at .. A�������� ‘among the Trojan women’ (locative dative). l��f

�	% 12���� !�	�	 ‘she took the lead in a vehement lament’. The expression

(.%)Z�7� ��� � is found at .; .; ., , ; it is to be understood

in combination with the capping formula .�) �F ����$7����: one individual

leads a group of mourners, in that s/he voices a lament which is then fol-

lowed by a collective wailing as refrain. The same verb .%$�7� � is found in

the context of individuals leading a chorus of singers/dancers: . = Od.

.. The root T� �- (or '� �-) is perhaps to be related to u��� (.), ‘to

the full/satiety’, and refers to thronging (of animals), throbbing (of the heart),

or repeated and vehement bursts (of grief); see Silk () –. Used in con-

nection with weeping ( x), it perhaps was felt to be a synonym of �"1���,

‘dense’, ‘thick’ (cf. e.g. T� �C ����$7����: . ≈ �"1�C �$�� ����$7����:

.).

– Hecuba’s lament does not have the regular tripartite structure (see

–n.), but instead consists of two parts: an address to the deceased and a

narrative. It combines three typical mourning motifs: ‘wish that the mourner

had died too’, ‘praise of the dead’, and ‘contrast between past and present’.

She speaks abruptly and informally, with skewed verses (–n.) evoking her

emotion.

– ‘To what purpose am I to go on living, having suffered terrible things,

now that you are dead?’ Hecuba does not, strictly speaking, wish to have died

(as do Andromache at , ‘I wish my father had never sired me’, and Helen

at ., ‘I wish I had died before Paris abducted me’), but her rhetorical

question (–n.) indicates that life has become meaningless to her. 1!P �����:

mourners often also lament for themselves, since the death of the other means

their own sorrow or even ruin; cf. Andromache (.�K �,������: ) and Thetis

(U �� .�K �� ��: .). ��#	$��: a dubitative subjunctive with short vowel

(L ), from 9D
, aor. R :�� ; GH I –. -� - is due to metrical lengthening

(L ), to avoid a sequence of three short elements. �?�) �� 	%��: a unique
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expression, the usual object of �$�7
 being 1�1��/1�1$. Aristarchus read ���C

��1�[��, an expression which is used about Thetis at . and which means

either ‘unfortunate in my child-bearing’ or ‘having given birth to something

terrible’. But there is no compelling reason to replace ���C ��	�[��.

– ‘(you) who day and night were a source of pride for me in the city

and a benefit for all the Trojans throughout the city’. J: the anaphoric pronoun

functions as a relative for metrical reasons (L ). The accent derives from the

following enclitic �� . ������ �� ��R @$��: cf. e.g. .; .. This expression,

with Z��� functioning as a plural (cf. e.g. .������: .), is an older variant of

�,1��� �� 1�) ;���� (.); see BK on .. �(����: only here and . ≈

 predicatively of people. ���) ���" . . . ���) ������: this passage illustrates

that these two words are semantically indistinguishable in Homer and used as

metrical variants; see LfgrE s.v. ��� �. ���0���	: this form does not have its

normal iterative force (L ) but is used as a metrical alternative to the imperfect.

For �
���� see n. K����� (from 8����� ) means (concrete) ‘refreshment’, or

(abstract) ‘comfort’, ‘benefit’; the -� - instead of -�- is due to metrical lengthening.

The word recurs in Andromache’s lament (). For Hector’s role as (the most

important) defender of the Trojans see –n.

– 	W ��  �<� I� | ����0���’: for the Trojans venerating Hector like a god

see n. The etymology of �� �
7��(�) is debated (see LfgrE s.v. for discussion and

literature): from ���1�"� , ‘point at’? It is used in contexts of respectful or friendly

greeting, by gesture and/or words, often of guests arriving or leaving, here and

at Od. .– (�> ��� (Arete) ?� 	�/� @� ������
���� | �� �
7��� �,	� � �) of

citizens meeting a member of the royal family in the streets. For the third person

plural form �� �
7��� see L .

 @ !)� ��# ‘for indeed’; 1�� is adverbial and indicates that the content

of the explanatory �$�-clause is in accordance with what preceded. $��� $0!�

�%�	�: for 1[��� see –n. For its use in connection with people (‘source of

glory’) cf. the formulaic �
�� 1[��� M7� :�, of Odysseus (e.g. .) and Nestor

(e.g. .). The combination �$�� �
�� 1[��� recurs at . (but not of a

person). =�� � = Z�	�.

 This same line occurs at . and  (said by Automedon of Patroclus).

In his edition West removes the line here, which he calls weak and pointless. The

contrast between present and past is a regular element of laments, however,

and the line, which is present in all MSS, may stand. �%� �Q ‘now however’.

For the adversative force of �p see n.  ����	� ��R $	
��: this combination

occurs  x Il. Since ��-�� almost always pregnantly means ‘death-fate’ (n.),

the expression is an instance of the typically Homeric synonymous doubling; see

n. The device serves to create emphasis but is of course also expedient from

the point of view of versification. Thus we find the shorter ��-�� 1 7$�� at .

������� ‘has overtaken you’. The present tense of certain verbs may indicate not

so much a continuing state of affairs as the result; see GH II  and Rijksbaron

() .
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–

The episode of Hector’s death (which started at ) and, on a smaller scale, the

episode of the Trojan reaction to his death (which started at ) is concluded

by a scene totally devoted to Andromache, who comes as a climactic third after

Priam and Hecuba. Her forebodings, amply expressed in book , have come

true. There are many points of contact with book : her comparison to a maenad

(, cf. . ), her lament for Hector (–; cf. .–), and her visions of

her own and Astyanax’s fate after Hector’s death (–; cf. .). Together

these ensure that the narratees have this book in the back of their minds. For

discussions of this scene and its echoes of book  see Schadewaldt () –

, Segal (b), Lohmann () –, and Grethlein () –. See also

Introduction c.

– The description of Andromache, who has not yet heard about Hec-

tor’s death, innocently weaving and preparing a bath, is the longest and most

moving of a series of ‘not yet’ scenes. Others include .– (Hector did not yet

know about the Trojan defeat); .– (Ares had not yet heard about the death

of his son Ascalaphus); and .–, – (Thrasymedes and Antilochus,

Achilles have/had not yet heard about the death of Patroclus). The passages

show us characters who do not know what has just happened, although they will

be deeply affected by it and others already know. They function as prolepses: the

‘not yet’ suggests that the characters will find out at some stage. Thus Hector

finds out about the defeat of the Trojans at .–; Ares about his son’s death

at .–; Antilochus about Patroclus’ death at .–; and Achilles at

.–. In most cases there is not only ignorance but also mistaken (positive)

expectation: Thrasymedes and Antilochus ‘thought Patroclus was still alive and

fighting the Trojans in the clash of the frontlines’; and Achilles ‘never expected

that Patroclus was dead, but that, alive, he would press right up to the gates and

then return again’. The scholia ad . have noted this effect: ‘Homer regu-

larly arouses sympathy in this way, when those who are suffering great disasters

are unaware of their misfortunes and are carried towards tender hopes, as with

Andromache in book .’ Instead of directly giving us Andromache’s thoughts the

narrator indirectly reveals her hope through her domestic chores, weaving and

preparing a bath; after her pessimism in book , this can be no more than hoping

against hope. In the cases of Achilles and Andromache, the narrator heightens

the effect of this type of scene by inserting a stage of foreboding between the ‘not

yet’ of total ignorance and the moment of anagnōrisis (.– and .–).

Only in the case of Andromache does the narrator explicitly comment on her

ignorance and the contrast between her expectations and grim reality (–n.).

– The formulaic @� 5#��� 1����"�(�) creates the impression that the

narrator will go on to recount the collective wailing of the Trojan women (cf.

n.). Instead, the scene changes ‘along a line of vision’ (Richardson ()

–), here a negated one. 	H �� �� ‘not yet at all’ (� is adverbial). ��	�	� . . .
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�0�"��	 | X Y��	�	�: it seems best to connect the genitive G H1����� with ���7��

rather than with �
�"���. When �"�	$���� /��,	��� means ‘hear about a

person’, we always find genitive + participle (cf. e.g. �I�’ ��� �D � �
�"��� . . . |

"]�� N�-� ��������: .–). For the absolute use of �"�	$���� /��,	��� 

cf. �I�
 �
 GH1�
� | ��,	��’, .��� . . . �$����� (.–). ���7�� GH1����� is a

highly effective circumlocution. It makes the main issue of the scene to follow clear

right from the start: Hector’s death means the collapse not only of Andromache’s

personal life but also of her social identity. From book  we already know that

she has lost her father, mother, brothers, and native city and hence is dependent

on her husband Hector for her safety and existence even more than usual. Now

this last bulwark in her life has been taken from her too, and the notion of wife

has lost its meaning.

– 	( !�� 	W ��� 1���"$	� �!!��	� 1� �� | g!!���’ ‘for nobody came

as a truth-telling messenger and told her’. �> is personal pronoun (L ), the

accent derives from following � �. ������� is used predicatively in Homer; cf.

e.g. i�
�)� �’ ������� Z�	� . . . � �� �, ‘for the Trojans came as messenger Iris’

(.). The combination .���"��� ������� occurs only here in Homer, but

cf. B�"�$������ (.). The negated event calls attention to what might have

happened. Thus Helen in book  is told by a (divine) messenger that her two

husbands, Paris and Menelaus, are about to fight a duel over her, and she watches

it from the walls of Troy. That fight was the first in the Iliad; here Hector and

Achilles have just fought the last. The narratees are clearly intended to connect

the two scenes, as will become even more obvious when we hear about the

weavings of both women (–n.); see Lohmann () –. J��� F� 	& �����

=��	 � $#$�� �"����: the content of the hypothetical messenger’s message is

presented in indirect speech, with ‘her husband’ suggestive of how the speech

may have sounded (‘Andromache, your husband . . . ’). �0 is a personal pronoun

functioning as possessive dative (L ). 51��	 ����� �"�$
� indicates that the

narrator goes back a little in time and describes Andromache’s occupations from

the moment of the start of the confrontation between Hector and Achilles (cf.

–: ��-�� . . . ����$�� 	� �"�$
�; : ����’); he will rejoin the present, the

wailing over Hector, only at . Such steps backward in time are extremely rare

in Homer; see Rengakos (), Nünlist (), and de Jong () –. Its effect

here is to increase the pathos: we hear not only what Andromache was doing

in the moment when she found out about Hector’s death but also what she had

been doing all throughout his fight for his life. It seems that 51��	 . . . �"�$
� (instead

of ����$�� 	� �"�$
�) was chosen with an eye on �"7: ����" JB���-� in the

next line; it emphasises the contrast between Hector’s fateful exposure outside

with Andromache’s sheltered world inside.

– Whereas in book  Andromache was unexpectedly not found at home

by Hector but had gone to the walls to watch the fighting, she now is at home

while all the others are on the walls. She is doing exactly what Hector had

instructed her to do the last time we saw them together: '��’ ��� �P1�� ��[��

imperator
Sticky Note
None set by imperator

imperator
Sticky Note
MigrationNone set by imperator

imperator
Sticky Note
Unmarked set by imperator



COMMENTARY: 440–1 175

�C �’ �I��� 5��� 1�� 9�’, | 0���� �’ c��1$��� ��, ‘go home and see to your

own work, the loom and the distaff’ (.–). Her mood is reversed: at .–

 she was lamenting Hector although he was still alive, now she is weaving

a colourful cloth and preparing a bath although we know that he is dead. Her

hopefulness may seem slightly surprising and unmotivated, but it heightens the

contrast with her total shock when she sees Hector dead. Moreover, it is only

a thin veneer: the sound of wailing from the walls quickly makes her think

the worst (–). We may compare Achilles, who is worried at the moment

when Patroclus leaves for battle (.–), is optimistic at an intermediary stage

(.–), but has an anxious foreboding shortly before hearing the sad truth

(.–).

– Weaving is one of the main occupations of Homeric women and god-

desses: Helen (.–), Penelope (Od. . etc.), Calypso (Od. .), and Circe

(Od. .–) all weave; see Pantelia (). The narrator reveals the design of

the webs only twice and the depictions are clearly intended to be connected and

contrasted. Whereas Helen depicts the Trojan war, not as a scene of glory but –

typically for this guilt-ridden character – of toils and suffering, Andromache

weaves ‘colourful flowery decorations’, symbols of hope and life. Once more

(n.), we are reminded of how life used to be during more peaceful times –

and how it should be. However, Andromache will soon have to conclude that the

work of her hands will not benefit Hector (–); recalling Hector’s pessimistic

words at ., we may realise that Andromache will be ‘weaving at the loom at

another woman’s command’ in future.

 $"�-� ��$	" O/��	
	: the same formula is found at Od. . = . =

., and cf. .; . (Achilles’ hut); Od. . (Calypso’s cave). In all these

passages the innermost part of the house is the place where couples sleep or make

love. Thus the association of the setting where Andromache finds herself when

the story turns to her is not only that of shelter (cf. –n.) but also of marriage.

At this secluded place the noise from the walls is, of course, also the hardest to

hear.

 �#����� �	��"�0�� ‘a purple double cloak’, in apposition to 0����.

The adjective �����%, sc. 7��-��, is here used as a substantive. A double cloak

actually was a blanket-like woollen cloth large enough to be wrapped around

twice (cf. 7��-��� . . . � ����: .–; Od. .–), as opposed to ‘single’

cloaks (T���Q��� 7������: .; Od. .). Griffin ()  suggests that

purple, the colour of death (���#,���� 	$�����: . = . = .), may

carry an ominous undertone. This is attractive, but it should be noted that

many pieces of clothing and mantles are purple. The connotation could just

as well be that of royal and precious (Reinhold () ). 1� �'  ���� �	��#�’

=������ ‘and she wove colourful flowery decorations in it’. For the technique

of weaving patterns into a cloth (rather than embroidering them on afterwards)

see Lorimer () –. In antiquity 	���� had already been taken to mean

either ‘decorations’ or ‘flowers’ (cf. the D-scholia on our passage: �� 1������,
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��	�; and a scholion on Theocritus .: ‘in Thessalian “decorations in the form

of living beings”, in Cypriot “clothes with flowers”’). The etymology is obscure.

In Hellenistic times the word certainly means ‘flowers’, e.g. the magic herbs of

the Theocritus passage. The verb .� . . . 5����� is used both of sprinkling herbs

on a wound (e.g. .) and metaphorically of weaving in decorations (here and

at .–). �� 1���� basically means ‘multi-coloured’ by nature (e.g. a spotted

leopard-skin: .) or, more often, as a result of an artistic process. By an easy

extension it became ‘artfully decorated’, of a woven peplos (e.g. .–) but also

of metal armour (e.g. .).

– Andromache’s second domestic chore consists of preparing a warm

bath for Hector. Homeric warriors regularly take a bath after returning from

combat, cf. . (Ares); .–; and .–. The heating of bathing water, for

a warrior or guest, is briefly referred to once (.–) and described in detail

twice (Od. .– and .–). For an analysis of ‘bath’ scenes in the Iliad

see Grethlein (). �0����	 . . . | . . . ������: 1
1���� is a reduplicated aorist of

1
���� . This formulaic expression has been interpreted as suggesting ‘something

of the peace and comfort conferred by the ministrations of these simple routines’

by Segal (b) , but Grethlein () – read it as ominous because it

might also conjure up – for the narratees – the idea of a ritual washing of a

corpse (cf. .–, where Achilles orders his companions to heat water to wash

Patroclus). .$�����	���� 1]��	��$	�� ‘servants with beautiful plaited hair’. The

epithet ( x Il. and Od.) is used of gods and mortals, free women and servants. Cf.

1��� ���1���� ( x), c,1���� ( x), and 1����1���� ( x). $���� p� �	��������:

this clearly represents Andromache’s focalisation; she hopes that Hector will

come home safely. The verb ����

 is related to ������, derived from �
��� ,

which originally meant ‘to come out of something safe and sound’, i.e. to return

alive (cf. .; .; ., where it is coupled with the root 9
-), and then

weakened to ‘return’. It had been anticipated at .– that Andromache

would not see Hector come back safely: (Zeus gives Hector power, in recompense

for the fact that) �6 � �$7�� ~1 ��������� | �
%��� M�����$7� 1�"�C ��,7��

X���Q
���, ‘you will never return home from battle, for Andromache to take

the famous armour of Achilles from you’. When Hector’s corpse finally returns

to Troy, Cassandra will recall the Trojans’ joy at the occasions he had returned

from battle while still alive: �3 ���� 1�) 9D��� �$7�� .1 ��������� | 7�����’

(.–).

– At this dramatic point of his story the narrator, who is usually covert,

steps forward and openly comments on the events he is recounting. ���#�, 	(�’

1������ L: the same formulation ‘Fool/poor (wo)man, (s)he did not know that’,

recurs at .; .; ., ; Od. .; .. This narratorial comment cor-

rects – here sympathetically, often critically – characters’ mistakenly optimistic

thoughts. It forms a fitting conclusion to the whole passage describing Andro-

mache’s hopeful activities (–n.). See Griffin () , de Jong () –,

and Edmunds () –. For ����- see n. � = !� . $��� ���� �	���-�:
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adding this detail, the narrator both emphasises the contrast between Andro-

mache’s intention to bathe Hector and his actual state and coins a unique and

poignant variant of the ‘death far away’ motif, which we find e.g. at .–

(Patroclus pities the Greek leaders who are fated to die ‘far from your families and

your homeland’); cf. Griffin () –. ����R� 
�����	� ��$��� !��"�-���


 ���: looking back on Hector’s death, the narrator echoes Achilles’ own words:

X���C� M	��� | 5�7� .�: ���$� (–). For �$���� + instrumental dative

see –n. Perhaps because of unfamiliarity with this construction, one papyrus

reads 7
��’ S�’ M7 �����, ‘under the hands of Achilles’, for which cf. .;

.; . (1� �$��� J�/ 7���)� +�7 ����� 1�) +�	����). The reading has been

adopted by West.

 ���"�	% �’ g�	"�� ��R 	?$�!��: the echo from – (1D1"��� . . .

U �
%�� . . . 1
1"�: . . . ���
�� ) signals that the narrator has regained the

point of the story which he had left at ; see –n. .�< ���!	": Priam,

Hecuba, and the Trojans are standing on the bulwark above the Scaean gate; see

n.

– For Andromache’s fearful forebodings, which are wedged between

her state of total ignorance and her anagnōrisis, see –n. Even within her

speech we see her fears gradually become focused from ‘deeds’ () to ‘some

disaster for the children of Priam’ () to ‘Achilles putting an end to Hector’s

courage’ (–).

 Andromache’s physical reaction of shock forms an anticipatory doublet

of her even stronger reaction at –, where she faints. ��� �’ 1���#� � !"
�

‘her limbs quivered’. ��� is an anaphoric pronoun. This expression occurs only

here, but trembling (out of fear) is recorded often: . (J�� . . . ������ 5���R�

�"-�); ., ; Od. .. It would seem that .����7	�, used also e.g. of

Zeus making Olympus shake (.), is a stronger or more expressive term

than ������ 5���R�. The Homeric epics display a wide spectrum of signs of

fear: blanching, beating of the heart, chattering of teeth, and growing rigid;

cf. esp. .–. Note that Andromache shortly afterwards will say – slightly

contradictorily – that her ‘limbs lock’ (–). ��$�R �0 	& =����� ����#�: sc.

7� ���; cf. e.g. ��%�� �
 �0 51���� 7� ��� (.). Andromache dropping the

shuttle can be compared to Eumaeus dropping the piece of leather he was cutting

sandals from at the moment ‘the beggar’/Odysseus approaches his abode and

is attacked by his dogs (Od. .). �0 is personal pronoun (L ), which may be

labelled an ‘ethic’ dative (to be connected with 51����) or a possessive dative (with

1��1��).

 ≈ Od. .. �Q���: points back to  and marks that Andromache gives

a different order: instead of heating water the servants are to accompany her to

the walls.

– Bassett (b)  notes that Andromache’s speech exceptionally lacks

a vocative, which indicates her feeling of urgency. We may also note the repeated

use of of �� (n.): , , .
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 ��%��: this originally is an imperative, ‘come here’ (cf. Od. .: ��[	’,

>�� 5��’ . . . 3���	�), but has weakened to a particle, ‘come on’, like ���/�����.

���: women leaving the house or their room are regularly accompanied by

two servants; cf. e.g. Penelope at Od. .. V��� 	�, 3��$’: the asyndetic com-

bination of a second-person imperative and first-person exhortative subjunctive

is also found at . (.���� ���, . . . �,
) and .. The subjunctive in such

combinations acquires a final nuance: ‘follow me, I want to see’ ≈ ‘follow me, in

order that I may see’; GH II . J���’ =�!� �0�"����: lit. ‘which deeds have been

produced’, i.e. what has happened. !� �� is the neuter plural of !� �, a metrically

convenient (dialectal) variant of !� � �. The verb ��,7
 can be used both for

making concrete, material objects and for producing non-material actions or sit-

uations, as here; cf. .�’ �I�: �’ 5���� .�,7	� | '����
�� i�D
� 1�) M7� :�,

‘and near him (a fallen warrior) a painful struggle between Trojans and Greeks

was produced, i.e. took place’ (.–).

 �?�	#�� D�"��� 5�<� =��"	�: once more (cf. previous note), a clause is

asyndetically added, which is expressive of Andromache’s agitation. Whereas the

narrator noted that Andromache heard wailing and lamentation coming from

the walls at , Andromache herself now specifies that she had heard the voice

of her mother-in-law (Hecuba). The nominative of 8��� does not occur and

could be either VB or UB. This word specifically denotes the voice as it is heard,

whereas #
�� and �I�� refer to the voice in general. The reference to Hecuba

with a circumlocution (–n.), ������� N1"���, reveals Andromache’s emotions

and leads up to X� $�� � �
1��� �: if it is Hecuba who is wailing, one of her

children must be involved. Her mother-in-law is ������, ‘worthy of reverence’,

like Helen’s father-in-law Priam (.).

– Skewed verses (see –n. and Bakker () ) are expressive of

Andromache’s emotional state, which she herself describes explicitly and graph-

ically. 1� �0 $	� �(��� | ��� ��� ‘in my breast’; literally ‘in myself, in my breast’

(the ‘whole-and-part’ construction). �I��� in Homeric Greek may be added to

a personal pronoun in order to add emphasis, often in contrasts: ‘Diomedes

first hit Aphrodite and then he attacked me (�I�: �� )’ (.). Here its force

seems weakened, as e.g. at Od. .; see GH II . �������� @�	� .�) ���$�:

literally ‘my heart is leaping up to my mouth’; cf. 1����� . . . �� 5%
 ���	

�

.1	�D �1� at .. These two metaphorical expressions are an intense vari-

ant of the ‘beating of the heart in the chest’ (e.g. G H1��� . . . 	"�/� .�) ���	��� 

�$������: .). Modern languages have similar expressions: cf. Engl./Dutch

‘his heart was beating in his mouth/throat’. Later Greek will display many vari-

ations on this theme, with hearts jumping, thumping or dancing out of fear. See

also below n. �$��
 is (trans.) ‘shake’, e.g. of lots, (intrans.) ‘leap’; cf. E� �’

!	’ . . . '���$����� �7	,�, ‘as when a fish jumps up’ (.). !	%�� |��!�"���

‘my knees are locked’; the verb is mainly used to describe how spears remain

stuck in the earth after being thrown. Again a unique metaphorical expression

adds relief to this scene of pitched emotion. Usually knees are loosened in situations
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COMMENTARY: 454–7 179

of strong emotion (shock, grief, or joy), e.g., �,	�� �’ J�/ �"-� (.), but here

Andromache refers to the well-known phenomenon that someone is ‘paralysed’

by fear.

– Andromache describes what she fears has taken place, a hypothetical

description which closely mirrors what has indeed happened (cf. esp. ����� =

����� : , '�����%�� ��� �� ≈ '����
B��1�: , �������� ≈ ��/� ������:

). However, she still does not spell out the idea of Hector’s death but instead

uses a euphemistic expression (Achilles has put an end to Hector’s courage).

 �m !)� .�’ 	H��	� �3� 1$�% =�	�: lit. ‘may my word be away from my

ear’, i.e. ‘may what I now say (by way of fearful suspicion) not become true’; cf.

. �f �C� �� �� '�’ �6���� }�� �
�� ��, ‘may something like that never

happen’. The words are a kind of incantation and come close to the later Latin

absit omen, ‘may what I say not become an omen’; Andromache is afraid that she

may bring about her worst fears by verbalising them. The sentiment underlying

her fear is related to the ‘nomen est omen’ principle, which we find throughout

the Homeric epics, notably in connection with Odysseus’ name (see de Jong on

.–). �f �$� is a common introduction to wishes in Homer.

– ��#�� $6 �� $	� . . . �#����: cf. Achilles’ fearful anticipation of Patro-

clus’ death: �* �� �� ���
�
� 	��) 1�1C 1����, ‘(I fear) that the gods will

have brought to pass my misgivings’ (.). �� is ‘ethic’ dative (n.). ����� 

is aorist (subjunctive); see n.  ����� XY��	�� �
	� 
�������: as so often a

character uses epithets in his/her speech. While �-�� M7 ���,� is extremely

common (n.), Andromache’s use of 	���A� GH1���� is significant. Hector is

given this epithet six times, and the three instances preceding this one (.

= ; .) are all contextually significant: Polydamas warns ‘bold Hector’

to follow a more moderate military strategy. Its use here leads up to Andro-

mache’s ensuing complaint about Hector’s excessive courage. When people still

call him 	���,� after his death, this seems a sign of respect (., , the latter

passage perhaps focalised by the mourning Trojans). $	%�	�: Homeric Greek

has two words for ‘alone’, ��[��� and �P��, of which the latter is older and

already found in Mycenaean tablets. They are largely used indiscriminately (cf.

, where Priam also refers to Hector alone facing Achilles, there with �P��),

occasionally as metrical variants (at  ��[��� would have been impossible). For

attempts to distinguish between the two see Biraud (), who claims that �P��

means that someone distinguishes himself from others, and Kahane (), who

contends that �P��, which is usually verse-terminal, refers to the hero of singu-

lar ability, while ��[���, which is usually verse-initial, describes the hero at his

weakest.

 ��R �� $�� ���������� .!��	�#�� .��!�����: lit. ‘and made him cease

from his grievous excess of courage’, i.e. ‘courage which causes me grief’; the same

construction of ��,
 + acc. + gen., e.g. at .; Od. .. 1�) �� ‘introduces

something similar in kind to what has preceded, but stronger in degree, and marks

a kind of climax’ (GP ). In her conversation with Hector Andromache had
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180 COMMENTARY: 458–60

already indicated her fears that he would die because of his martial nature (#	��� 

�� �/ �/� �
���, ‘your drive will kill you’: .) and that his resulting death would

ruin her life (–, ). The idea that a warrior dies because of his courage

may have been a commonplace (cf. .–, where we find it in connection

with a lion = Patroclus: N� �
 � � U����� '�1�), but Andromache speaks of

'������� ( x Il.). Whereas its true etymology probably is a combination of ��


+ '��� (‘the leading of men’), the singers connected it to ���� + '��� (‘very

manliness’); see DELG s.v. Graziosi and Haubold () argue that '������� is

always valued negatively in Homer (‘excessive manliness’). As the comparison of

Hector to a lion who dies because of his courage ('������� �
 � � 51��: .)

makes clear, it ‘entails separation from other men, death, and, ultimately, negative

consequences for the other men on the battlefield, as well as for one’s family and

community’ (). It is part of Hector’s tragedy that his martial overconfidence is

due to the support of Zeus and hence quite understandable (see Introduction b

and d).

– =����’ . . . ��	 0����: iteratives (L ). Note that Andromache already

speaks about Hector in the past tense. 	H �	�’ . . . �3���: almost the same words

are used by Odysseus at Od. .– in connection with Neoptolemus. To

fight in the front line is of course always a sign of courage, but all the more

so in Homeric warfare with its continuous moving forward and backward (into

the fray) of the promachoi (see –n.). While Odysseus praises Neoptolemus

(addressing his father Achilles), Andromache expresses a mixture of pride (cf.

also .–) and fear (cf. , where Hecuba begged Hector not to take up

the position of champion (promos) against Achilles). Of course her �6 ���’ is

an exaggeration: as van Wees ()  writes, ‘Most men retreat after only a

short while at the front, or indeed run back immediately after launching their

first missile or landing their first blow’ and ‘even this most energetic of fighters

(Hector) from time to time falls back “towards the multitude” (.–, and

cf. .–).’ �< Z� $0�	� 	(���R �3��� ‘in his fury retreating before no one’

(LfgrE s.v. �31
 b: das Feld räumen) seems better (because of the possessive s�) than

‘yielding to, i.e. inferior to no-one in fury’ (LSJ s.v. ).

 �� ��$0��: this speech-attribution may indicate that Andromache starts

running both while still talking or after talking (n.). $�!��	�	 ��0��"�	 ‘she

rushed through the palace’. � 
��"�� is middle aorist of � ���,��� . $������ 3��:

does mainas mean ‘mad woman’ in general or ‘maenad’, i.e. follower of Dionysus,

specifically? Although we now know that Dionysus had belonged to the Greek

pantheon since Mycenaean times, thanks to the appearance of his name on

the Linear B tablets, and although he is referred to occasionally in the Homeric

epics (notably at .–, where we hear how Lycurgus ‘once chased the nurses of

raving, �� ���
�� �, Dionysus down from the mountain Nysa’; and cf. .; Od.

.; .), most scholars opt for the first interpretation. This seems confirmed

by the obviously and intentionally parallel expression �� ���
�� .41"-�, used of

Andromache at .. The strong expression, which is used of no other character
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in the epics, suggests the intensity of her anxiety for her husband. If Andromache

is compared to a maenad, the points of comparison would be that Dionysiac

frenzy typically causes women to abandon their weaving and become warriors

and hunters (Andromache does the former but not the latter) and that maenadism

is a reversal of the marriage ritual (Andromache throws away the veil which she

got at her marriage, and speaks a lament instead of hearing a makarismos). For

discussion and literature see LfgrE s.v. �� �$�, to which add Seaford () –

(in favour of maenad) and Hershkowitz ()  (who concludes that the matter

cannot be decided). The first certain reference to a maenad seems to be Homeric

Hymn to Demeter .

 ����	$0�� ����#��: this seems to refer to the same phenomenon as 

(‘with beating heart’). Others understand ‘trembling all over, especially as regards

her heart’ (Ameis-Hentze and LfgrE s.v. 1�����). �#	�: this verb only has aorist

forms.

– This is perhaps the most moving instance of focalisation in the whole of

the Homeric epics. It is emphatically prepared for by Andromache’s taking up a

position on the walls with a good view, and by the insertion of two verbs of seeing

(��������’, ������). She now sees what the other Trojans had seen already

at –, Hector being dragged behind Achilles’ chariot: N�1������ . . . \�1�� ≈

N�1��
�� �. Andromache’s focalisation becomes very clear in '1��
��
� (n.).

The scholia noted the effect: ‘Homer has done well to make her not hear about

it (the dragging of Hector) from others; he wanted it to become the object of

witnessing by a shaken soul.’

 A papyrus has an alternative line which says that Andromache reached

the bulwark at the Scaean gate. But the singular �,���� alone suffices to indicate

this particular place (n.), and the generally transmitted line which says that she

reached the bulwark and the other Trojans seems preferable..���-� . . . J$��	� ‘mass

of people’; although ������ is generally more gender-specific than ��	�
�� ,

here it must refer to both the Trojan men and women who are present on the

wall (for the women see , , ).

 ��������’ . . . ������: ���������� , which lacks a clear etymology,

means ‘to look around searchingly (and often anxiously)’; for the combination

with ������ ‘look around and then see what one is looking for’ cf. .–. �<�

�0: cf. . and Macleod’s comment ‘the lack of the name is expressive: “him”

can mean only one person to Cassandra and the Trojans’.

 ���0�� . . . W��	�: horses are often called quick, mainly O1
��, sometimes

��7
�� (metrical variants); for the epithets of horses see n. But here the epithet

may add to the horror of the scene: Andromache sees Hector being rapidly

transported away to the enemy camp. Achilles’ horses, Xanthus and Balius, are

famous for their speed (cf. .–).

 .���0����: the root '1����- belongs to the character-language ( x

speech; only here in narrator-text), and its presence signals Andromache’s focal-

isation. '1����- generally means ‘taking/receiving no care’ (e.g. Od. .) but
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often has a specialised sense ‘paying/receiving no funeral rites’. The scholia

paraphrase with JR� �� 1:�, and this has entered lexica (e.g. LfgrE s.v.: ‘brutale-

ment’). But this seems an unnecessary overinterpretation: her ensuing speech

makes clear that Andromache is mainly concerned with the fact that Hector is

not given a proper burial (–). Likewise, when the expression recurs at .

in a speech of ‘the Myrmidon’/Hermes, it is descriptive rather than moralistic.

�	#��� 1�R ����: ships are ‘hollow’ because they contain a hold, in which goods,

men, or horses can be transported. The noun-epithet combination occurs  x

Il.,  x Od., and is mainly ornamental in the Il., since the ships are drawn ashore

and do not actually transport anything. It may have been chosen here, instead of

the even more common 	�C� .�) ����, in order to avoid the combination ‘swift

horses . . . swift ships’. For a discussion of the epithets of ships in Homer see Kurt

() –.

– Homeric characters regularly swoon (warriors on the battlefield who

are severely wounded: ., –; .–; or Laertes seeing Odysseus again

after twenty years: Od. .–), but this is the longest instance. Swooning

is described in terms closely resembling those of death: we have the darkness

covering the eyes ( = .; .), the falling to the ground (a ≈ .,

; ., etc.), and the leaving of the psuchē (b, cf. .–). The one major

difference is that the thumos does not leave the body when fainting, as it does

when a person dies; see –, nn.

 ���’ 5� ��$-� ‘over her eyes’; see GH II . 1������6 ��2 1���"/��:

�,% is regularly used in the sense of ‘darkness’ ( x); see LfgrE I  and cf. �/� �F

�1���� V��� 1$�"B�� ( x Il.).

– g���� �’ 12	�#��: while other swooning people ‘approach the earth’

(.) or ‘their knees are loosened’ (Od. .–), in the case of Andromache

we find the expressive verb .����
, which is used of dead warriors or trees

‘crashing down’; see n. .�< �' /"�6� 1���"����: lit. ‘and breathed out

her psuchē ’, i.e. lost consciousness. The same idea is expressed at . with �/�

�F ���� B"7�, at Od. . with '��B,7����. The verb ('��)1��,
 occurs

only here and probably is cognate with the noun 1�����, ‘vapour’, ‘smoke’; the

scholia gloss it with ���,
. 1�1�#���� 	"��� at ., Od. ., paraphrased

in the scholia with .1�����"1���, is generally adduced as related, but that verb

is intransitive, with 	"��� accusative of respect (‘worn out as regards his thumos’),

and Chantraine in DELG is sceptical of a connection. ���� �’ .�< ����<� ����

�0�$��� ��!������� ‘and threw off her shining headdress far from her head’.

1����� is the genitive of 1$��. For � �������� see n. Scholars have been

puzzled that Andromache could still throw off her veil after fainting. However,

;� ��, .1$�"����, and R$�� should be seen as more or less simultaneous; to

bring this out, it is best to print a comma after .1$�"���� (instead of a full-stop,

as all editors do). That she threw off the headdress ‘far away’ while fainting is

slightly odd, but the narrator seems intent on stressing the parallel with Hecuba’s

gesture of grief at – (������). Leaf and Richardson suggest that R$�� here
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means that Andromache throws it off involuntarily, i.e. drops it as a result of the

violence of her fall. There is, however, no parallel for this meaning of the verb.

The (too) radical solution of Aristarchus is to place – after . The vulgate

reads 7
�, which makes Andromache’s gesture explicitly involuntary; cf. 1��C

�’ <��� 7�[�� 5��9� of a fatally wounded charioteer crashing (;� ��) out of his

chariot and letting go of the reins (.). There is no parallel, however, for the

‘shedding’ of a headdress. Moreover, ���� is even stranger with 7
� than with

R$��.

– In typical Homeric fashion, the narrator marks a climactic moment

in his narrative with a retardation, a slowing down of the pace of his narration;

cf. the extended digression on Odysseus’ scar at the moment when Eurycleia

recognises Odysseus and almost discloses his true identity. A cluster of hapax

legomena also draws attention to this moment; see Richardson () , .

The retardation takes the form of the description of an object (ekphrasis); cf.

the extended description of the Shield of Achilles in book , which marks the

moment of his return to battle. The length of the description is also suggestive of

the duration of time for which Andromache is unconscious.

The description of an object in Homer usually includes not only details about

its outward appearance but also about its history (–n.); see Griffin () –

, Richardson () –, Minchin () –, and Grethlein (). From

antiquity onward, it has been noted that throwing off the headdress she received

on the day of her marriage symbolises the extent of Andromache’s loss. As she

indicated at .–, it would be better for her to die when Hector dies because

she will never have any joy anymore, only sorrow. But since a krēdemnon is a symbol

of chastity (cf. e.g. Od. .), Andromache’s gesture may make the narratees also

think of the sexual violation which awaits her now that Hector is dead and hence

the fall of Troy close at hand; see Nagler () –.

– The ampux is a metal strip or band possibly of beaten gold. The

kekruphalos is a net-like cap or woven snood to keep the hair in order. The plektē

anadesmē is a fillet, possibly twisted or plaited. The krēdemnon, lit. ‘binding of the

(hair of the) head’, is a shawl that hangs from the back part of the head and

covers the back and the shoulder of the wearer; cf. the synonymous kaluptrē at

. In the present instance it covers all the other components of Andromache’s

elaborate headdress. See Llewellyn-Jones () –.

– The history of Andromache’s headdress takes the form of an external

analepsis: we are transported back to the moment of her marriage to Hector,

more specifically the moment he led her from the house of her father, King

Eetion of Thebes, to his own palace. An impression of such a bridal procession

is given in one of the scenes on the Shield of Achilles (.–). Sappho later

will elaborate this moment from the perspective of the Trojans welcoming back

Hector and his new bride (fr. ). The analepsis makes clear that Andromache’s

marriage to Hector was one of the high points in her life, with her happiness

being symbolised by ‘golden Aphrodite’. At the same time, mentioning Eetion
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prepares for Andromache’s ensuing speech, which returns to this figure and his

sad fate (–n.).

 �-�� ��"�� h��	�#��: for the gods giving mortals gifts see –n.,

and compare the gods giving Peleus armour on the occasion of his marriage to

Thetis (.–). The name-epithet combination occurs  x Il.,  x Od. Whereas

divine objects are typically golden (cf. e.g. ., , ; .,  = .;

.–), Aphrodite is the only god to be called golden herself. The epithet

refers to the beauty of her appearance and perhaps reflects her status as a dawn

goddess (it is an appropriate description of the colour of a dawn cloud); at the

Homeric Hymn to Aphrodite  and Homeric Hymn .– we hear how she is adorned

with golden ornaments. See Boedeker () –. In the formulaic combination

7�"�� �#������ the MSS consistently give the contracted form -� instead of

the older -�� (to be scanned with synizesis), and West , xxxvi–vii prefers this

form (instead of changing to -��, with Barnes).

 g$��� �-�, J��: for this expression see n. Since it is used mainly

by characters, its use here by the narrator is a sign of emotional intensity.

�	�" �#	�	� . . . X Y����: for this epithet see n. It is a sign of the flexibility

of the Homeric epithet that it can be separated from its noun by one or more

intervening words. The effect may be a slight emphasis: we are reminded of

Hector in his former glitter and glory, a picture which contrasts painfully with

his present lack of a helmet (cf. –). +!�!� ’: the bringing home of a bride is

typically expressed by the middle, which makes clear that the subject of the verb

is the beneficiary of the action; see Allan () –.

 7q��#��	�: for Thebes and its King Eetion see –n. ����: this verb

is found in aorist and perfect only. It usually concerns special (bridal, hon-

orary, or guest) gifts, and thus seems to indicate a more festive, official kind of

giving: ‘bestow’, ‘present’. $"�#� V���: a formulaic expression ( x); cf. Andro-

mache’s epithet ���,�
��� (n.). For the issue of dowry versus bride-price

see n.

 !����� �� ��R �?���0���: two different words for sisters-in-law, i.e. the

husband’s sisters and his brothers’ wives; these terms are not used any more

after Homer, with the exception of occasional inscriptions in Asia Minor, which

may be in imitation of Homer; see Gates () –, . For women like Helen

and Andromache, who had entered the Trojan royal family from outside, these

sisters-in-law were their natural companions (cf. ., ; .). Their explicit

mention here naturally follows the preceding analepsis of the wedding of Hector

and Andromache. ����
 is an instance of metrical diectasis (L ): ���$� >

���: >����
 . `��� ‘en masse’. =���� = 5������ (L ).

 D: personal pronoun (L ). $��) ��#��� �M�	�: a unique expression; her

sisters-in-law ‘held Andromache between them’, i.e. they put their arms around

her and made her sit up again, after she had fallen backwards. .�"*	$0���

.�	�0� �� ‘shocked almost to death’, a unique expression. An instance of the

loose final-consecutive infinitive (n.).
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 More or less the same line is found at Od. ., when Laertes comes to

after fainting, and ., when shipwrecked Odysseus recovers from his exhausted

breathlessness after finally reaching land. 1��R 	Q�: the particle �p� in Homer is

usually combined with .��� or E�, and is resumptive: � �
���� �F 1
��"��� . . . �K

�’ .��) �p� ������’, ‘he ordered them to drink . . . After they had drunk’ (.–

). See GP . Here it is virtually untranslatable, but it signals the next logical

step in the story: when a person faints it is reasonable to expect that he/she

will regain consciousness again. �$��"�	: this is the typical verb used ( x Il.,

 x Od.) when people regain consciousness after fainting or catch their breath.

There does not seem to be a major semantic difference from the active, which

is found once (). Aristarchus wanted to change '�- to .�- both here and

at ., but this seems unnecessary and even misleading, since active .���



means something different (a god breathing energy or courage into a person). 1�

��0��  "$<� .!0� �: when a person faints the psuchē temporarily leaves the body

(cf. ), while the other vital element, the thumos, is weakened (through being

dispersed?), cf. . (R
��� �’ 5� 	"�/� .�$���), but does not leave the body.

Upon regaining consciousness, the thumos is collected again; cf. .; Od. .;

.; and (not in the context of fainting) .; .. For psuchē and thumos see

–n.

 .$������ !	����: '�R����� (from '�$ and R$����� ) is a hapax of

uncertain meaning. Three interpretations have been proposed: () ‘(wailing) while

raising her voice’ (cf. '��R$����� 1��/� '���� �: Od. .); () ‘(wailing) with

deep sobs’ (cf. �
R�� 9�- . . . �$���	�� '�R��$���, ‘(the liquid content of) a kettle

seethes, bubbling up everywhere’: .–); and () ‘starting (the wailing)’ (cf.

'��R$����� 1��/� '���� �: Od. . and �/� �’ ��’ J��R����� c���R���, ‘he

interrupted and answered’: .); the expression would then be a variant of

the common .%��7� ��� � (cf. ). The problem is that the meaning of the

crucial parallel '��R$����� 1��/� '���� � is not clear either: ‘he raised his voice

to sing’ or ‘he began to sing’. The very first mention of Andromache has her

‘wailing’ (.), and we see her weeping repeatedly throughout the Iliad (.,

, , ; ., ), except for her famous brief ‘smiling with tears in her

eyes’ (.) at the sight of Hector fondling Astyanax. ���
�� is an instance of

metrical diectasis (L ): ��$�"�� > ��:�� > ���
��.

– In the Iliad we find ten laments by family or close friends (usually

explicitly marked as ����: .; ., ; .; ., , ) for the

dead: .– (Thetis laments Achilles while he is still alive); .–, –

; .–, –, –; .–; .–, –, –. Next to

these individual laments, often voiced by women, there is the 	����� sung by a

collective of professionals (.– and Od. .–). In both cases, goos (solo) or

thrēnos (choral) are followed by a refrain of collective non-verbalised cries by others

(see n.). Laments typically have a tripartite structure: address of deceased –

narrative – renewed address. Within this structure recurrent motifs may be

used, often in combination: the contrast between past and present, the contrast
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186 COMMENTARY: 477

between (or common fate of) mourner and dead, praise of the dead, the wish

that the mourner had died too, or had never been born, or that the dead had

died in another way. It is characteristic of Homer, who is interested as much in

the tragic as the glorious side of war, to devote so much space to lament in his

poem and thus to give women a chance to express themselves. In this respect,

too (cf. –n.), Homer is the predecessor of Greek tragedy, which will bring

on stage many lamenting heroines and female choruses. Homeric laments are

discussed by Petersmann (), Alexiou (), Easterling (), Holst-Warhaft

(), Murnaghan (), Derderian () –, and Tsagalis ().

Andromache’s lament has the following structure:

– address of deceased

Hector, poor me. We turn out to have been born for the

same fate, you in Troy, I in Thebes, where Eetion raised me

(common fate of dead and mourner). If only he had never fathered

me (wish that mourner had never been born). Now you are dead and

leave me a widow (common fate of mourner and dead and contrast

between past and present). And our child is still very young. You

will not benefit your son nor he you.

– narrative

For even if he survives the war, there will always be hardship

for him afterwards. Being an orphan makes a child

friendless. He is sneered at and excluded from dinner. In the

past he sat on his father’s knees and would sleep happily in

his nurse’s arms. But now there will be much suffering for

Astyanax (contrast between past and present), whom the Trojans

gave that name.

– renewed address of deceased

For you alone protected the city (praise of the dead). But now

worms will feed on you, naked (contrast between past and present).

But there are fine clothes for you, and I will burn them, not

for your benefit but to bring you kleos among the Trojans.

Andromache’s speech forms part of an overarching structure of three speeches

by her, in book , here, and in book ; see –n. and Introduction c.

– Andromache’s main train of thought is that she and Hector have a

similar fate, in that both were born in to wealthy and powerful families and cities,

but now he is dead and she is a widow. Mentioning her native city, Thebes, and

the city of Hector, Troy, in one breath is ominous. All throughout the Iliad the

fate of wealthy Thebes is evoked: at .– Achilles first mentioned the sack

of Thebes as the occasion when he had taken Chryseı̈s captive (cf. also .);

at .– Andromache reminded Hector how Achilles once captured Thebes,

killed (but honorifically buried) her father, and sold her mother; and at .–;
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.–; and .– we hear about spoils taken by Achilles on the occasion

of the sack of Thebes. These repeated references cannot but make the narratees

think of the sack of Troy itself: ‘As dying cities, Troy and Thebes are sisters; the fate

of the one announces the fate of the other’ (Reinhardt () , my translation,

and see Zarker () and Taplin ()). Once more that crucial event, even

though it falls outside the boundaries of the Iliad, is evoked; see –n.

 1!P ������	�: see –n. ?�� . . . !����$� ’ �3���: the etymology of 3� is

unclear (for suggestions see LfgrE s.v.), but the emphatic meaning ‘one and the

same’ is relevant in most cases; cf. Hector and Polydamas who are born �� . . . .�

�"1�� (.). The dative expresses accompanying circumstances (comitative),

as in 1�1� �3�� �
1��, ‘I bore you for a bad fate’ (.), which is virtually

‘under an unlucky star’; GH II . �� ����	’ is ������	’, with metrical length-

ening (L ). ��� ‘apparently’; this particle, often hardly more than a stopgap in

Homer (see n.), here expresses ‘the surprise attendant upon disillusionment’

(GP ).

 r������� O�< :����� O��0����: cf. .–. There we find ��R� , but

such alternations between singular and plural are found in all three Homeric

cities of Thebes (Boeotian, Hypoplakian, and Egyptian). Later historiographi-

cal sources mention ‘the plain of Thebes’ (Herodotus Histories .; Xenophon

Anabasis ..) in the south of the Troad at the spurs of the Ida, near Adramyt-

tion (present day Edremit), but no further (historical or mythological) events are

connected with this Hypoplakian Thebes.

 J: the anaphorical pronoun is used as a relative (L ), for metrical

reasons. =����� �"� <� 1	%���: this expression is used of fathers raising their

young children (.; .; Od. .), once a nurse (Od. .). A child is

�"�	�� until he or she reaches adulthood (hēbē ); the word is found in Homeric

Greek more often than �� 1���, which is the common word for ‘small’ = ‘young’

in later Greek.

 ���$	�	� �?��$	�	�: an effective and pathetic juxtaposition; cf. 	�C 	���

(Od. .) and ���’ �I1 .	
�
� .	���,�� (Od. .).>� $6 4����� ���0� �� ‘how

I wish he had never begotten me’; for this type of impossible wish see –n.

The aorist middle ��1
�	� is used in Homer primarily, though not exclusively

(cf. ), of the father.

 �%� �0: the typical ‘but now, in reality’ after impossible wishes or coun-

terfactuals (–n.). 
;��	 ��$	"� O�< ��� ��� !�#�� ‘(you go) to the house of

Hades (accusative of direction), (which finds itself) down in the enveloping recesses

of the earth’; J�/ 1�,	�� ����� is best taken as an apposition with M. ����"�.

For Hades enveloping the dead cf. Achilles’ words at .: ��� ! 1�� �I�/� .�K�

q4� 1�,	
�� , ‘until I myself am hidden in the Hades’. Homer has three variants

of the name of the god of the underworld: MQ���, ∗q4�, M4�
��,�. It is probably

to be etymologised as ‘the one who is not visible’ (alpha privative + ( �-); for other

explanations see BK on .. Our present day ‘Hades’ goes back to the aspirated

form found in Attic � ��� (probably crasis of � + MQ���).
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– From Hector Andromache turns to her own and Astyanax’s fate as

widow and orphan; cf. .– and , where she, briefly, had broached the

same combined theme. At that time she used the prospect of this dire situation as

an emotional argument to convince Hector to stay inside Troy. By now her fears

have come true, and the largest part of her lament is devoted to painting a bleak

picture of Astyanax’s life as an orphan in harsh colours, including a quotation of

the kinds of taunts she imagines being hurled at him. In her lament in book 

she will go even further and imagine her fate as a captive after the fall of Troy

(cf. Hector at .–) and that of Astyanax also as a captive or, worse, being

killed (.–).

– ≈ .– (in Andromache’s official lament). ��"!��-� 1�R �0� �G:

only here do we find the dative �
�	�4 + preposition (as against  x dative only:

.; .; Od. .), which makes the picture more graphic; the death of Hector

leaves Andromache behind in the megaron as a widow wrapped in hateful mourning.

Andromache clearly is the widow par excellence of the Iliad, and many scholars

have connected her with the woman in an Odyssean simile who throws herself

over the body of her dead husband and is then carried off into slavery (.–

). ����	� �H��� ‘(is) no more than an infant’. The same expression was used

by the narrator of Astyanax at .. �"��$$	�	�: surpassing her own earlier

��������� () Andromache turns to a word which twice (�"�- and �-) expresses

the idea of unhappiness; see n.

– 	H�� �� �	���� . . . 	H�� �	R 	s�	�: Andromache’s �L��� (cf. also )

is anaphorical, referring to �$4� in the previous line, rather than deictic. The

child clearly does not accompany her this time, as he did in book  and perhaps

will do again in book  (see .–, where she either addresses or apostrophises

Astyanax). K�����: see –n. An idea of the mutual benefit of father and son is

given by Telemachus and Odysseus in the Odyssey, who fight together against the

suitors (and note the simile of birds weeping over their lost brood inserted at the

moment of their reunion, suggesting they ‘deplore the years of separation, during

which Telemachus grew up virtually an orphan, and Odysseus was deprived of

the joy of seeing his child grow up’: de Jong on .–). A son will take care of

his father (and mother) when he is old; cf. .–; .–. Later inscriptions

will regularly refer to the V��� � �
1�
�, ‘benefit of their children’ which people

may have (e.g. Tituli Asiae Minoris V,  ).

– Andromache’s picture of life as an orphan starts with Astyanax (–

), merges into an omnitemporal picture of ‘a child’ (–, note the gnomic

aorists .�
�7��, ������, .��"#
� %��; epic �� (L ) at , ; the iterative opta-

tives \�� , ��,�� ��; iterative �S���1’; and the circumlocutions ��-��, �$4�,

������, �����, ���
��), and returns at the end to Astyanax (–). Critics

have excised – (or even –/): the destitution described here would

be unlikely to befall a royal prince like Astyanax while Priam or Hector’s broth-

ers are still alive, and the general nature of the description and abundance

of hapax legomena ('��"����"� �, ����#�� 1�, J������"1�, '�# 	����) are

imperator
Sticky Note
None set by imperator

imperator
Sticky Note
MigrationNone set by imperator

imperator
Sticky Note
Unmarked set by imperator



COMMENTARY: 487–92 189

suspect; see A-scholia (Aristarchus), Leaf, and Ameis-Hentze. However, why

would Andromache, overwhelmed by grief, not exaggerate and jump ahead

to a situation where Astyanax, like the near-orphan Telemachus, would have

to defend his property against rivals (such as, possibly, Aeneas: cf. .–;

.–, –) and be excluded from dinner with the leaders? Also, Homeric

speakers do turn to generalising descriptions (cf. e.g. .–), and hapax legomena

do occur in clusters, often in connection with aspects of everyday life (cf. –n.

and see Richardson () –).

 g� ��� !)� ����$�� !� ��!�� ‘for even if he will escape at least from,

i.e. survive, the war with the Greeks’. The particle ��� turns the clause into

a concessive conditional; see Wakker () –. ����$�� . . . �	������"�:

�(�)������ has  different epithets, which all stress its negative (destructive,

grievous) nature; see de Jong () –.

 �	�: ‘ethic’ dative.

 ‘for others shall take away his fields’. 	&: personal pronoun (L ), used

as possessive dative (L ). .�	"���	"���: this verb occurs only here in extant

Greek literature. It is to be connected with '��,��, '��,���. Aristarchus read

'��"�����"� �, which should be connected with �p���, ‘boundary’, and hence

mean something like ‘remove the boundaries’, i.e., ‘appropriate’ (for the presence

of boundaries in fields see the simile at .–, where we hear about two

men quarelling over them). The wealth of Homeric princes consists among

other things of estates (called klēros or temenos) with farms, arable land ('��,���),

gardens, and herds. This wealth is never secure: the prolonged absence of the

owner and/or the youth of his successor may incite others to try to get hold of

it. Thus Sarpedon anxiously refers to his ‘many possessions, coveted by those

who are in need’ that he left behind in Lycia (.–), and the suitors literally

consume Telemachus’ herds, so as to diminish his wealth and hence weaken his

claim to royal status (Od. .– and passim).

 @$�� . . . 5��������: for this expressive type of periphrasis see n.

���������� ��
�� �# ���� ‘makes a child entirely cut off from his contem-

poraries’. ����#�� 1� occurs only here in Greek literature; for the intensive

force of ���- cf. ���$������, ���,������, ������$�
�. What Andromache

is referring to is Astyanax’s exclusion from the peer group of the kouroi to which

he would normally (soon) belong; see n.

 ����� �’ O��$��$"�� ‘he is downcast in everything/utterly’. The com-

pound J������"1� is another word that occurs only here in Greek literature.

Its form was puzzling even to the scholiasts. It is most probably a perfect form

of J�-��,
 with a kind of Attic reduplication (�� is repeated in ��) and a nu

being added metri causa. The simplex c�,
 refers to bowing down one’s head;

e.g. .; .. ������"���� ‘are covered with tears’.

– In a passage marked off by ring-composition (�
 �’ ��� � �$4� .�: ,

), Andromache now turns to the exclusion of a young orphan from the din-

ners which Homeric princes regularly hold and which are a sign of their status

imperator
Sticky Note
None set by imperator

imperator
Sticky Note
MigrationNone set by imperator

imperator
Sticky Note
Unmarked set by imperator



190 COMMENTARY: 492–9

(cf. .–) as well as an important means to forge social bonds (cf. hetairous at

). Cf. Anticlea’s (outdated) report on Telemachus to Odysseus in the under-

world: he ‘quietly enjoys your/his temenea and takes his share in the meals which

are proper for a law-giving man, and all invite him’ (Od. .–); see van Wees

() –.

 ��"�$��	� ‘lacking’, sc. (princely) food and drink. This verb is often used

in connection with food; cf. e.g. . (�I�
 � 	"�/� .��,��� �� �/� .Q���).

������ . . . 1�: the force of '�- here is not entirely clear. It seems best to take it

as ‘go up to’, i.e. ‘approach’, but there are no parallels. At  the verb means

‘return’; cf. e.g. Od. .; .; . (the verb there, however, is combined with

.%).

 ���#��� 1���� . . . ���-�	�: for the gesture of pulling at someone’s cloth-

ing so as to attract attention cf. the little girl in Achilles’ simile, who �0���[

T����
�� wants to be picked up by her mother (.).

 Homeric heroes normally drink out of a �
���. Here both the 1��,���,

a small cup (at Od. .; . the drinking cup of a beggar), and �"�	��, ‘for a

little while’, suggest that they give the orphan only very little to drink. This idea

is worked out in the next line. �-� �’ 1��������� . . . ���: �:� is an anaphoric

pronoun (L ) to which a participle is added, ‘one of them, taking pity’.

 1�#��’ . . . 	(� 1�#����: the repetition intensifies the picture of the boy only

wetting his lips but not really quenching his thirst, a symbol of his not being fully

accepted. O���-��� ‘palate’; this word occurs only here in poetry.

 ‘but him a boy with both parents alive may also shove away (through

a violent gesture) from the meal’. ��#: adverbial. .$�� ����: a Homeric hapax

legomenon. The status of the anonymous contemporary is carefully chosen so as

to reinforce the contrast with Astyanax, who only has one parent. 1� �����	�

1��"�0��2��: cf. .; Od. .. Here the violent gesture implied in ��"#���9


is specified in the ensuing 7���)� ������D�.

 5�����#	����: the adjective is used as substantive only here; the usual

expression is 8�� ���� � .�
��� �. Whereas the men have pity, the young boy’s

contemporary ‘reproaches’ him for wanting to take part in the meal to which he

is not entitled since his father is not one of the diners.

 When Homeric characters tell a story they may include direct speeches,

often to make a crucial point or climax clear. When the embedded story is

short, the quoted speech will be short, too: one line or half a line (e.g. .;

.; .). This device is taken over by many later authors, e.g. Pindar or the

messenger in Attic drama. =��’ 	[��� ‘get lost’. According to the scholia, this

expression is coarse and colloquial. With one exception the verb only occurs in

speech ( x) and is frequently accompanied by terms of abuse (cf. e.g. .:

5�����, �
R������ .���7
��). �S�
� is deictic, ‘thus’, accompanying the gesture

of shoving away (Ameis-Hentze); cf. e.g. 1�-�’ �S�
� (.), spoken by Achilles

after he has jumped on the body of his defeated opponent.

 ������ . . . 1�: see n.
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– Andromache recalls Astyanax’s protected childhood, which now irre-

vocably belongs to the past. The Homeric epics feature a number of such

childhood vignettes: young Achilles sitting on the lap of Phoenix and soiling

his chiton with wine (.–), a little girl (in a simile) pulling at her mother’s

dress and crying until she is picked up (.–), and Eurymachus sitting on the

lap of Odysseus (Od. .–). All details of this vignette are aimed at evoking

shelteredness, warmth, and affluence, so as to point out the contrast with the

coldness and frugality of Astyanax’s new life as an orphan: he sits on the knees of

his own father, eats marrow and the rich fat of sheep, and, after he finishes playing,

sleeps under soft covers, in the arms of his nurse, filled with sumptuous food.

 ��#�: for this type of nostalgia see n. D	%: the possessive pronoun has

expressive value; see –n.

 $"����: in many cultures, bone marrow is considered food or even a

delicacy (think of Italian osso buco). The Homeric Greeks apparently already

knew it was a source of energy because they figuratively called barley, which was

taken on board ships as victuals, ‘the marrow of men’ (Od. .).

 ����������: the verb occurs only once more, in a late epitaph, but cf.

�����7�� ( x Il., once of Astyanax: .).

– 1� �0���	����, 1� .!���#����� �� ����, | �(��� =�� $������: the repe-

tition of .� clauses is expressive; cf. e.g. <���
�
 .�) �31
 , .� q���4, ����	 

�$���� (.). The plural '�1������ occurs only once more (.). The scho-

lia suggest that it is a diminutive, which would suit the children of ., and

here, in connection with the nurse, might be expressive of Andromache’s emo-

tional and affective tone. We had met Astyanax’s nurse at .– and –,

where she was carrying him at her breast.  ��0�� 1$�����$��	� ���: neuter

plural of the adjective 	$�"�, used as a substantive, ‘sumptuous things’, i.e.

the marrow and sheepsfat; cf. the scholia’s ���#:� 1�) .����$�
�. For fill-

ing one’s heart with food cf. ����$����� . . . 	"�/� .���,�� c�F ������� (Od.

.). Others take 	��

� metaphorically (‘good cheer’), but there are no par-

allels in Homer. There is no compelling reason to take the formulaic ��-��

	$�� �� (.; Od. .; ., ) as a ‘cheerful’ rather than a ‘sumptuous

banquet’.

 S� . . . �� ��� ‘he will suffer’; in Homer the futural subjunctive is also

found in main clauses (n.) �$	�� is a thematic subjunctive with an athematic

ending (L ). .�< . . . l$�����: tmesis (L ). The verb T����$�
 means ‘to

miss’ a target (cf. , ); it is used only here and at . (again in the context

of Andromache talking about Hector’s death) of a person losing a loving one.

– Cf. .–, where the narrator had given us more or less the same

information. 
��"���2: the scholia point out the pathetic effect of the repetition

of the name so soon after , especially since it recalls Hector and his role

as protector of the city. 1�#������ ���0	"���: cf. n.; the boy’s real name is

�1��$��� �� (.). For the phenomenon of double names in Homer see n.

	M	�: see –n. The idea that Hector is the ‘sole’ (= most important) protector
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of Troy is also voiced at . (narrator); . (Priam), – (Andromache);

and implied at .–; .–, –, –; .–, where the question

of his being alive or dead is directly related to Troy being saved or destroyed.

����: dative of interest.

The name Astyanax, ‘chief of the city’, is etymologised; for this widespread

phenomenon in Homer see Higbie () and Louden (). As often, a son is

named after his father; cf. Telemachus (‘far-fighter’, with reference to Odysseus

as archer). Neither Hector, whom Andromache addresses, nor (at this stage) the

narratees need this explanation, and it sounds more like a mantra.

– For the third time in her speech Andromache turns from the happy

past to the miserable present (�[� �
). Unwittingly – but noticeably for the

narratees – she echoes words that her mother-in-law Hecuba had spoken

earlier: ���C ��"�) . . . ���# ��1�
� . . . 5����� ≈ ���"	� . . . �:4� . . . ���C

��"�� . . . 1��
����� (–). With ‘far away from your parents’ Andromache

voices a combination of the motifs of ‘bereaved parents’ (–n.) and ‘death

far away’ (–n.). She also brings up the theme of the ‘mutilation of Hec-

tor’s corpse’ again; see –n. Whereas Hecuba talked about dogs devouring

Hector’s body, Andromache mentions both dogs and worms here. Achilles like-

wise had foreseen that worms would eat Patroclus’ corpse (.–). In both cases

gods actually protect the corpses from dogs, worms, and flies (Patroclus: .–;

.–; Hector: .–).

 �?���� �(��# ‘wriggling worms’, a unique combination, which, as

Richardson suggests, being entirely composed of vowels and liquids is ‘horri-

bly appropriate’. More generally we may note that Andromache turns to an

emphatic style of speech with many epithets as she reaches the finale of her

lament; cf. ���7�� ��1�$, ��"�) 1��
��� , �"�) 1��

 . =�	����: see n.

 !"$���: warriors lacking (pieces of) armour are called ‘naked’ (e.g. ;

.), and Hector was indeed stripped of his armour (cf. –). However,

Andromache is referring here to his not being covered by the clothes (shroud)

in which corpses normally are dressed when they are laid out and cremated

(cf. .– and .). �0	����: the athematic verb 1�-�	� both has regular

1����� (.) and 1
���� (with disappearance of iota between vowels and

thematic ending).

 Andromache lingers on the qualities of the fine and lovely clothes that

should have covered the corpse of Hector. Although she speaks of them in

general terms as ‘made by the hands of women’, the recent image of Andromache

weaving (–) suggests that they are the work of her hands; cf. Penelope weaving

a shroud for Laertes (Od. .–).

– Andromache intends the burning of the clothes to be a kind of sub-

stitute funeral rite: lacking a body and thus the ability to arrange a proper

cremation, she will burn Hector’s clothes instead in order to honour him all the

same. Griffin ()  suggests that the act also signals the end of her marriage

and happiness: ‘the garments which were the embodiment of her love have lost
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their meaning and can go into the fire’. Her words contribute to the misdirection

around the treatment of Hector’s body: we are still led to believe that it will not

be given back and that he will never receive a fitting burial; see –n.

 g�	�: see –n. �"�R ���0�� ‘in burning fire’; see n.

– ‘(an act which is) no benefit to you (apposition), since you will not lie

in them, but in order for there to be kleos (for you) on the part of the Trojan

men and women (final-consecutive infinitive)’. ��0	�: see –n. His kleos had been

uppermost in Hector’s mind in the last moments of his life (see  and –).

 See n.
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De la préhistoire à Virgile: Philologie, littératures et histoires anciennes (Paris, Nice)

–

Boedeker, D. . Aphrodite’s Entry into Greek Epic, Leiden

Bowra, C. M. . Tradition and Design in the Iliad, Oxford

. Heroic Poetry, London

Bremer, J. M. . ‘The So-Called “Götterapparat” in Homer’, in Bremer, de

Jong, Kalff : –

194

imperator
Sticky Note
None set by imperator

imperator
Sticky Note
MigrationNone set by imperator

imperator
Sticky Note
Unmarked set by imperator



BIBLIOGRAPHY 195

Bremer, J. M., de Jong, I. J. F., Kalff, J. eds. . Homer: Beyond Oral Poetry. Recent

Trends in Homeric Interpretation, Amsterdam

Burgess, J. S. . The Tradition of the Trojan War in Homer and the Epic Cycle,

Baltimore

. The Death and Afterlife of Achilles, Baltimore

Burkert, W. . Greek Religion: Archaic and Classical, transl. J. Raffan, Cambridge,

Mass. (German original )

. The Orientalizing Revolution: Near Eastern Influence on Greek Culture in the Early

Archaic Age, Cambridge, Mass. (German original )

Burnett, A. P. . ‘Signals from the Unconscious in Early Greek Poetry’, Classical

Philology : –

Cairns, D. L. . Aidos. The Psychology and Ethics of Honour and Shame in Ancient

Greek Literature, Oxford

. ‘Ethics, Ethology, Terminology: Iliadic Anger and the Cross-Cultural

Study of Emotion’, in G. W. Most, S. Braund, eds. Ancient Anger. Perspectives

from Homer to Galen (Cambridge) –

Clarke, M. J. . ‘Between Lions and Men. Images of the Hero in the Iliad’,

Greek, Roman, and Byzantine Studies : –

. ‘Gods and Mountains in Greek Myth and Poetry’, in A.B. Lloyd, ed.

What Is a God? Studies in the Nature of Greek Divinity (London) –

. Flesh and Spirit in the Songs of Homer. A Study of Words and Myths, Oxford

Clarke, W. M. . ‘Achilles and Patroclus in Love’, Hermes : –

Clay, J. S. . ‘Demas and aude. The Nature of Divine Transformation in

Homer’, Hermes : –

Coffey, M. . ‘The Function of the Homeric Simile’, American Journal of Philology

: –

Combellack, F. M. . ‘Milman Parry and Homeric Artistry’, Comparative Lit-

erature : –

Crielaard, J. P., ed. . Homeric Questions, Amsterdam

Crielaard, J. P. . ‘Homer, History, and Archaeology: Some Remarks on the

Date of the Homeric World’, in Crielaard : –

Crotty, K. . The Poetics of Supplication: Homer’s Iliad and Odyssey, Ithaca, NY,

London

Crouwel, J. H. . Chariots and Other Means of Land Transport in Bronze Age Greece.

Amsterdam

Dalby, A. . ‘“Homer’s Enemies”. Lyric and Epic in the Seventh Century’,

in N. Fisher, H. van Wees, eds. Archaic Greece. New Approaches and New Evidence

(London) –

Danek, G. . Epos und Zitat. Studien zu den Quellen der Odyssee, Vienna

. ‘Die Gleichnisse der Ilias und der Dichter Homer’, in F. Montanari, A.
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der Lyriker bis Bakchylides, Göttingen

Kyriakou, P. . ‘Warrior Vaunts in the Iliad’, Rheinisches Museum : –

Lang, M. . ‘Unreal Conditions in Homeric Narrative’, Greek, Roman, and

Byzantine Studies : –

Lardinois, A. M. P. H. . ‘Modern Paroemiology and the Use of Gnomai in

Homer’s Iliad’, Classical Philology : –

Latacz, J. . ‘�����i{i�’, Glotta : –

. Zum Wortfeld ‘Freude’ in der Sprache Homers, Heidelberg

. ‘������� �[	�� – ������� #$� �: ungeflügelte Worte?’, Glotta : –
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: –

Pritchett, W. K. . The Greek States at War, V, Berkeley

Race, W. H. . The Classical Priamel from Homer to Boethius, Leiden

Redfield, J. M. . Nature and Culture in the Iliad. The Tragedy of Hector, nd edn,

Durham, London (st edn )

Reece, S. . ‘Homer’s Iliad and Odyssey: From Oral Performance to Written

Text’, in M. C. Amodio, ed., New Directions in Oral Theory (Tempe) –

Reichel, M. . ‘Retardationstechniken in der Ilias’, in W. Kullmann, M.
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yse dialectologique du langue homérique, avec un excursus sur la création de
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 SUBJECTS

References in italics are to pages of the introduction

Achilles, –, –: ‘best of the
Achaeans’, ; referred to by
circumlocutions, , , ; his death
announced many times, –; his
death due to wrath of the gods?, ;
divine armour of, –, ; meeting of
with Hector postponed, –; mutilates
Hector, ; will never forget Patroclus,
–; outspokenness of, –;
relation of with Patroclus, –; might
take Troy, –; swiftness of, ; wild
after death of best friend, –, –,
–,  (see also Pelian spear)

‘action-perception-reaction’ pattern,
–, –

aidōs, –
analepsis (see flashback)
Analysts and Unitarians, –
anaphoric pronoun, , and passim
Andromache, –, –, –, –,

–, , –,–, –,
–, –

anticipation (prolepsis), , , , , –,
–, , –, –

aorist, gnomic, , , –:
ingressive, , –; participle,
coincident, –, , 

apokopē, , , –
Apollo, –, –, –, –, –, ,

–, –, , –, –, 
Aristarchus, , , , , –, , –,

, –, –, , –, –,
, –, 

Aristotle on Homer, –, –,
–

article (see anaphoric pronoun)
Astyanax, –, –, –,

–, –
asyndeton, , –, –, –, –,

, –, –, –, , ,
, 

atē, , 
Athena, –, –, , –,

–, –, –, , –

‘bath’ scenes, –
‘bereaved parent’ motif, –, –

book-divisions, –
breasts, baring of, 
bride-price (see dowry)

caesurae, 
‘catchword’-technique, , , ,


challenges of fighters, –
change of scene, –, , , –
character-language, , , , –, ,

, , , , 
Chiron, –
circumlocution (periphrastic

denomination), –, , –, ,
, , , –, , –,
–

close-up, , –
comparisons (see similes)
conditional clause with final nuance, ,


crasis, , 

Dardanian gate, –
death, graphic descriptions of, 
‘death far away’ motif, –, –
Deı̈phobus, –
‘deliberation’ scene, –
description, , –, –, –
despoiling a defeated enemy, –
digamma, 
Dios boulē (see Zeus)
dog(s), –: as term of abuse, 
double motivation, , , 
double names, , –
dowry (bride-price), 
dreams, –
dual, –: effectively used, , –,

–, , –
duel (see single fight)
‘dust’ motif, –

eating opponent raw, –
ekphrasis (see description)
enjambement (runover position), –,

–, –, –
Enyalios, 
epanalepsis, –
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epic correption, 
Epic Cycle, –, –, –, –
epithets, , –: distinctive ; generic, ;

ornamental, ; particularised, ; of
armour, –; of death, ; of fate, ;
of fire, ; of horses, ; of necks, ;
of night, ; of ships, , ; of
spears, ; of swords, ; of Troy, ;
of war, ; of Zeus, 

‘ethic’ dative, , , , , , ,
–, 

etymology of names, –
Evening Star, –

fate, , –, , –
‘fill-in’ technique, –, –
fire, as leitmotif, –
flashback (analepsis), , –, –,

, , –
fleeing by warriors, –
focalisation, , –, , , –,

–, –, –, –, , ,
, , –, –, –

formula, , and passim
future indicative, modal, –, –, –

gestures, –, , , , –, ,
–, –, –, –, –,
–, , 

‘gift of the gods’ motif, –, –, 
glory (fame), –
‘god meets mortal’ scene, –, –,

–
gods, ease of, : gather on Olympus

–; give gifts to mortals, –,
–, ; intervene in mortal affairs,
–, –; love of dangerous for
man, ; as spectators, –; view of
heroes on, –, ; as witnesses of
oaths, 

gradual revelation, –
Greeks, names for, 
greet a person ‘like a god’, 

head, stands for person, 
headdress, throwing off of, –,

–
heart/mind, , –
Hector, –: burial of, –, –,

–; death of, –; killed most
Greeks, ; overconfident, ; ‘sole’
defender of Troy, –, –

hiatus, : avoiding of, , , 
Homer, –: as first tragedian (see tragic

nature)

Homeric epics, literary appreciation of,
–, –: narrative art of, –;
occasion of composition of, ;
oral-formulaic nature of, –, –;
oriental and Indo-European roots of, ;
proto-historiographical function of, ;
turned into a text, ; transmission of,
– (see also tragic nature of Homeric
epics)

Homeric narrator, –: explicit
manifestations of, , –, , ,
–, –; omniscient, –;
self-confident, , – (see also
pathos, tragic nature of Homeric epics)

Homeric society, –, 
Homeridai, 

Ida, 
‘if not’-situation, , –
Iliad, length and pace of, –: plot, –
imperfect, scenic use of, –, –,

–
impossible wish and certain event

combined, –
infinitive, with final or consecutive force, ,

–, , –: used as imperative,
, –; with modal force, –

juxtaposition, –, –, –, ,
, 

kataphoric pronoun, 
kērostasia, –
‘killing in succession’ pattern, 
kleos, , –
kouroi, 
kudos, –, 

lament(ation), –, –, –,
–, , , –, –

language, –
last words of dying persons, –
Linear B (Mycenaean Greek), , , ,

, , , –, , –, –,


‘lone fighter’ type-scene, –

maenad, 
menos, 
metaphor, , , –, , , , , ,

, –, –, –, , , ,
, , –, –

metre, –
metrical diectasis, 
metrical lengthening, 
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middle, –, , , , –, ,


misdirection, , –, –, –
monologue, –, 
monomachia (see single fight)
mountains, have connotation of danger,

, 
Muses, , –
‘mutilation of the corpse’ theme, –,

–, –, –, –, –:
leitmotif in the case of Hector, –

Mycenaean Greek (see Linear B)

narratees, , 
Near-Eastern (oriental) influence, ,

–, , –, , , ,
–, , 

neo-analysis, –, –
‘(not) even + hyperbole’ scenes, –,

–
‘not yet’ scenes, –

Olympian scenes (see gods)
Olympus, 
omen, words as, 
oral syntax, –, –, –, –,

–, –, –
orality (see Homeric epics)
oriental influence (see Near-Eastern

influence)
‘overarching’ technique of speeches,

–, –

paean, –
Panathenaic festival, , , , –
parainesis, –, –
parataxis, , –, –, –, –,

, , 
Paris, as cause of Trojan war, 
Parry, Milman, –, –
pathos, –, –, , –, –,

–, –, , –, –,
–, –, , –, –, ,
–

Patroclus, –, –, –, –,
–, –, –, –: relation
of with Achilles, –; Achilles’ ‘best
friend’, 

Peleus, –
Pelian spear, –, , 
perfect, intensive, , , –, : as

metrical variant, , –; of verbs of
motion, ; with totalising value, 

periphrastic denomination (see
circumlocution)

Pisistratean recension, 
pity, , –, –, : of Zeus, –
polar expression, –, –, , –
Polydamas, –
possessive pronoun, expressive use of,

–, 
‘premature boast’ motif, –
priamel, –, –
prolepsis (see anticipation), grammatical,

–,–, –
promachoi, –, –
purple, 

ransom, –, –
retardation (slowing down), , –,

–, –,–, –,
–, –, –

rhapsode, , –
rhetorical question, –, –
ring-composition, –, –, –,

–
runover position (see enjambement)

Scaean gate, 
Scamander, –
scenery, , , –, –
shame-culture, –, –
similes (and comparisons), –, –,

–, –, –, –, –,
–, –, –, –, –

single fights, –
skewed verses, , –, –, –,

–, –, –, –, –,
–, –

speech in narrative, 
speech-capping formulas, , –, ,

, , –, 
speech-introductions, –, , , ,

, , , –
subjunctive, deliberative, –: final,

–; final in main clause, ; final
nuance after ��, , ; with future
meaning (prospective) –, , ,
–, ; iterative, , ; in
combination with optative, –, 

supplication, –, –, –, –
suspense, –, –, –, –,

–, –, –
swooning, –
synizesis , , –, 
synonyms, doubling of, , 

Thebes, as parallel to Troy, –
‘three times X, three times Y, but the

fourth time Z’ motif, –
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time, return in, –
time before the Greeks came, 
‘tis’- speeches, actual, –: potential,

–
tmesis, , and passim
tragic nature (and affiliation to later

drama) of Homeric epics, –, –,
, –, –, –, –,
–, –, –, , –,
 (see also pathos)

tricolon crescendo, –
Troy, acropolis of, : epithets of, ; fall

of anticipated, –, –, –;
scenery around, –

type-scene, , –, –, –,
–

vaunts, –, 
vocative, absence of, –, –,

–, –
vulgate, , –, –, , –, –,

–

we, expressive use of, –, 
weaving, –
‘whole-and-part’ construction, –
winged words, 

‘X saw/heard as first’ motif, 

Zeus, father of men and gods, –: god of
weather, ; will of, –, , –,
–; pity of, –, –;

 GREEK WORDS

'������� 
T� ��� 
'� 1�� 
�����7�� 
MQ��� 
'1��
��
� 
������� 
M�
%������ (X$� �) 
'�R����� 
������ –
'�,�
� –
(G H1�����) '����#��� �


'������� 
'��B,7��� 
��� , , –, 
'�$� 
'���	���� , 
��� , 
y��� 
�p (�p��) 
�I�$� 
�6�
� 

���"1:� � 

�
 –, –
�� ��� 
�� 
��4�� 
� �# ��� 
�-�� 
��� 7��1 �� 
�,��� � 
�"��7�� 

N1�
���� –
N1�R���� –
51������ 
N�1��������� –
5���% � 
5��� ��������� 
.�	��� 
�p7�� –
.#
�
 

Z 
Z �$�� �� 
c’ –
c	�-�� 
;��� �: , !�� , 
v�
� 
;�� –
cg�� 

	"��� , –, –, 

(G H1�����) 0����$�� � 

1�) ���� �� –
1�1�� –
('��)1��,
 –
1���#���� 
1
���� 
1�� 
1�
�� –
1�"��� 
1��"	������ 
1���
� 
1[��� –, 
1,
� 
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���� (����) 

�� �$� 
�
��
 –
�
��� 
��� 
��� �� 
� ����1��� 
��-�� 
��[��� –

��� �� 
�" –
�"1�/� '����
- 

�P�� –
8��9��� 
�p� 
V#�� –
8#�"����� 
87	���� 

�$�� 
�
���� 
���D� �� –
��� , , –, , –,


���� –
���$�1�� 
�� �*� ��:� 
������ 
���� � –

(�/) ���� 
����$�� 	�� 
���� ������ –

?
	�� 

� ����� � 
�7
�� �� 

����,� ��� –
��������� 
��
�
��� 
����$#���� –
����� 
�� 
��
7$
 –

"]�� M7� :� 
J����� ��D� 

#��� ��� –
#�� 
#���� 
#�R

 –
#��� (#�
���) 

7���� 

B"7� , –, 

e ���� 
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