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COMMENTARY

1-7: THE PROEM
The proem introduces the distinctive theme of the II., the wrath of Achilles, then
progressively adds to an audience’s or reader’s understanding of the consequences and
implications of this wrath, before returning to a starting point in line 6. The proem also
indicates that the poem’s narrative will take place on two mutually implicated planes,
divine and human (cf. Finkelberg 1998: 131-3; Mirto 1997: 779). For the ancient variants
of 1-7, see Introd., 0o.
I HAVIV... AXIATjOS: Wijvv signals immediately that the plot of the poem will be
emotional and psychological, not merely an account of the fighting and other events of the
war (Willcock 185, 1976: 4). ufjvis is a special kind of sacral, vengeful, destructive anger in
response to a fundamental violation of social or cosmic order (Watkins 1972, Redfield
1979: 97, Muellner 1996: 1-31). In early Greek epic poetry generally, pijvis is used only of
divine wrath. In the I, however, both the narrator and various characters use yfjvis and
its cognates of Achilles’ rage against Agamemnon, (e.g. Uijvis 9.517, 19.35; UNvIBUOs
16.62, 282; unvico 422, 488). Achilles never calls his own emotional state ufjvis (Watkins
1972: 194). Rather he speaks of his x0Aos (e.g. 9.646, 18.109), a kind of explosive anger
that he feels with special intensity (cf. 81-2n., Walsh 2005: 109). Only two other
characters in the poem are said to feel ménis: Agamemnon against Achilles (1.247 éurvie)
and Aineias against Priam (13.460 €miunvie). As the first word of the first line in the poem,
unvis immediately characterizes Achilles as a special kind of hero with a link to the divine
through his mother, the Nereid Thetis, whom TTnAniadeco calls to mind. At the same
time and more importantly, the first line also calls to mind Achilles” mortality through his
father Peleus. The plot of the poem takes Achilles from a focus on his mother, through

whom he differs from other mortals, to a heightened awarenss of his father, through whom



he is the same as others. TTnAniadec anticipates Achilles’s thoughts about his father and
ultimate affirmation of mortality in the scene with Priam in Book 24.

The force of ufjvv in line 1 is heightened by its placement at position 1.5 of the
hexameter, where word-end is rare, and by the unusual colometry of the first half of the
line, which is one of only 10% of Homeric hexameters without word-end at position 2 or
position 3, the ‘A’ caesura, and with word-end at positions 1.5 and 3.5, where it is atypical;
see Introd., 00. At the level of formulaic style, the combination pijviv &eide likewise
stands out and might even seem misplaced at the beginning of the line: its grammatical-
metrical pattern, involving a noun of type —v plus a verb of type v—x, is more common at
the end of the line, e.g. 2 dAye’ €Bnke’, 40 unpi’ ékna (Russo 1963: 241). aeide:
the narrator asks the goddess, i.e. the Muse, to sing the poem that he is composing.
Elsewhere in Homeric epic the Muse (s) are asked to ‘say’ or ‘tell’ rather than ‘sing’.
(Finkelberg 1998: 122 with n. 44), e.g. 2.484 €oTeTe vV pot, Mouoatl, Od. 1.1 Gvdpa
pot éwvetre, Mouoa, 1.10 BuydTtnp Ads, eire kal NUiv, and the datives imply, ‘tell me
so that I am able to sing...”; cf. 2.761, 11.218, 14.508, 16.112. Thus &e1d¢ is marked, like
pivis, and the absence of pot is similarly striking, unless 3 6e& would have implied pot for
an audience familiar with the openings of other epic poems. Bed&: the goddess is the
equivalent of the Muse or Muses invoked elsewhere, who, as daughter(s) of Memory
(Mvnuoouvn), enable the narrator to perform and compose by ‘remembering’ for him,
i.e. by ‘calling to mind’ or ‘reminding him of” (MIHVTIOKCO, HiMVTioKOUal) characters and
stories he wishes to sing. The Muse(s) can do so because they are present everywhere and
know all things at all times (cf. 2.484-5). They make the narrator mindful of the traditional
repertoire of mythology, the technique of simultaneous performance and composition in
formulaic language and style, and the poetic themes needed for effective composition, and
in this way they guarantee the accuracy, the ‘truth’, of what they enable the poet to sing

(Detienne 1996: 43-52). Elsewhere in Homer, humans use vocative 8ea mainly to



acknowledge that they are speaking to a goddess (1.216, 5.815, 18.18) or to suggest the
importance of divine status (1.401, Od. 5.173, 178). Bea is also found after a speaker has
called (on) a goddess by name (e.g. 10.290, Od. 20.61) or even without a previous naming
of the goddess, when there is no doubt which goddess is meant, as when Odysseus invokes
Athene as 0ea at 10.462 and 23.770 (Redfield 1979: 98-9). Here Be& reflects the
narrator’s special relationship with the Muse, whom he does not need to name and who
enables him to succeed poetically. TInAniddecd AX1Afjos: this formulaic phrase,
with synizesis of € and  and hiatus between the two words (Introd., 00), may seem
unremarkable: it occurs 6x in the II. at the end of the line. Here, however, the reference
not merely to ‘the wrath of Achilles’ but to ‘the wrath of Achilles, son of Peleus’, alludes
unmistakably to the story of the forced marriage of Thetis to the mortal Peleus, and this
mention of his double parentage, divine and human, calls special attention to Achilles as the
mortal hero par excellence in an epic whose central theme is mortal heroism (cf. 352-4,
Schein 1984, Slatkin, 1991, Introd., 00). TTnANi&deco is gen. sing. of the first-
declension masc. nom. patronymic, TTnAniadns. The older form of the gen. was
TTnAniadao (cf. 16.686), but at a relatively late stage of the oral poetic tradition, -ao
became -ed by lonic quantitative metathesis (Introd., 00) and provided a useful metrical
variant. *TTnAniada’ AxiAfjos would scan here, but this phrase is not found anywhere in
Homeric epic.

2 oUAouévnv...EBnke: oUAopévny, a metrically lengthened form of Aduevos, aor.
mid. participle of SAAup, ‘perish’; ‘be destroyed’ (cf. 5.876, 14.84), is an example of
‘progressive’ enjambment, in which the runover word is not essential for completing the
grammar or syntax of the preceding line.; it suggests that Achilles’ wrath is not only
destructive but self-destructive. Enjambment of a mid.-pass. participle with the word-
shape — v v — at position 3 is a common feature of the oral formulaic style, e.g. 13

Auoduevos, 21 alduevol. Elsewhere in the I1., and for the most part in the Od.,



OASuEVos/oUASuEVos describes persons; here, though, it strikingly personifies the wrath,
and this personification is developed in 25, where Tj, referring back to
Hjviv...oUAopévny, is the subj. of three active verbs in three successive clauses. Typically
the giver of @Ayea is a named or unnamed god or gods (12x in the II. and Od.); twice the
giver is a curse originating with mortals and made effective by the Erinyes, ‘Curses’, who
are named at Od. 11.279 and implicitly present at Od. 9.330. Here Achilles’ pfjvig, as
inflicter of &Ayea, functions as a kind of divine curse (Redfield 1979: 101 with n. 17).
pup(’: when the accent is on the penult., pupios means ‘infinite’, ‘countless’, but when it
is on the antepenult, puptol, it means ‘ten thousand’ (a sense not found in Homer, but at
Hes. fr. 278.10). Axalois: Axaiol, Apyeiol (e.g. 382), and Aavaoi (e.g. 79) are
the three names regularly used to denote the Greeks throughout the I1.

pup(’...&Aye’: the agreement of a 2-syllable adj. at position 5.5, the B' caesura, with a
2-syllable noun at position 10.5 is very rare; it weakens the effect of the caesura and
contributes to the harshness of the line caused by elision of the final syllables of pupi’ and
aAye’ and the double hiatus between these and the following words.

3-4 MOAA&s...KUVEGOIYV: TOAAAS, emphatically positioned at the beginning of 3,
helps to convey the power of the pijvis. ipOipous: 1pbipos is used elsewhere in the
1l. and Od. only of live human beings, animals or parts of their bodies. It means ‘strong’,
‘mighty’, though it cannot be cognate with {5, i1, {p10s because, unlike these words, it
never had an initial digamma (cf. DELG, LfigE s.v.15). i@Bipous wuxas is almost an
oxymoron, because in Homer the yuxn after death is merely an immaterial and
strengthless shadow of a living person. Possibly ipBiuous is an instance of the figure known
as enallage, a transferred epithet, with ‘many mighty lives of fighting men’ signifying ‘many
lives of mighty fighting men’; this would explain the slightly unusual circumstance of
Wuxas having two adjectives and 11pcdcov none.  Here 1@Bios is a two-termination adj.,

but at 5.415, Od. 11.287, 15.364 there is a separate feminine ending. WUXA&S: yuxn,
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which etymologically means ‘wind-breath’ (DELG 1294, s.v.), in Homer denotes ‘the
breath of life’ and is mentioned in the Iliad only when it leaves the body on the point of
death (e.g. 16.856-7 = 22.362-3), when death is risked or threatened (e.g. 9.321-2, 408-9,
cf. Od. 2.237,3.74 = 9.255) or when a character faints or is knocked out (e.g. 5.696, Od.
24.348); cf. Vermeule 1979: 212 n. 12. Wux can also denote the unsubstantial, ghost-like
image of a formerly living person on its way to or in the Land of the Dead.

The bT scholia report that Apollonios Rhodios conjectured kepaAdas for yuxas,
and another scholion implicitly criticizes ‘some’ (Tves) for adopting this reading.
KeQaAds is unlikely to be right: it would destroy the effective contrast between auTous,
‘them(selves)’, i.e. their dead bodies, and their ‘lives’. Yet KeEpaAds too makes sense: like
yuxai, KepaAai and the synonymous kK&pnva are sometimes said to descend or be hurled
down to Hades at the moment of death, e.g. 11.54-5 oUvek’ éueAAe | TToAAGs ipBipous
KepaAas A mpolayetv, Hes. fr.. 204.118-9 ... m|oAAas Aidnt kepaAas amo XaAkov
lay[elv | av]dpdv npcdwv év dnioTi Tt TeodvTwv. See Clarke 1999: 73-7.

‘Ai81: Homer does not use ‘A1dns, etc., only the unaspirated forms of the name, which in
Homer, except perhaps at 23.244, is always that of the god, never of the place.

NPwwV: in Homer, fipws always means ‘fighting man’, ‘warrior’, never a cult hero or a
hero in any other sense of the word. Here 1jpcocov gains emphasis from enjambment and
hyperbaton, followed by a sense—break strong enough to be marked in our texts by
punctuation. aUToUs: auTos can serve both as a third person pronoun, weaker
and less emphatic than the deictics oUTOs, &8¢ and £keivos, and as an intensifier,
‘themselves’. Here ‘themselves’ are the dead bodies on which the pronoun focuses
attention (Bonifazi 2012: 141-3), in contrast to the departed yuxas. The conception of
the body as the ‘self” is reflected in Homer’s much greater concern with what happens to

bodies than with what happens to yuxai. EAdpla is acc. plur. of éAcoplov, a
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metrically motivated variant of éAcop found elsewhere only at 18.93 (plur.) and Ap. Rhod.
2.264 (sing.).

4-5 KUVEOO1V...M&Oo!L: the first occurrence of a major theme of the I1, the threat to
deny a dead warrior burial and to expose his corpse to be eaten by dogs and/or birds. No
corpse is said to be eaten, but the threats become increasingly frequent in the course of the
poem, as the warriors become increasingly savage. See Segal 1971, Redfield 1975: 168-9,
184-6, 199, 200. KUVESO1V is Aeolic dat. plur. of kUcov, equivalent to Attic kKuoiv.
TeUXE is unaugmented imperf. of TeUxw (Introd., 00), usually ‘make’, ‘construct’,
‘fabricate’, but here ‘make or cause one thing to be another’; cf. Od. 13.191-2 dppa UV
auTOV | &yVvwoToV TEUEEEV. oiwvoici Te m&ol: According to Aristarchos on
1.4 (Erbse 8), Zenodotos rejected lines 4-5. He is, however, also said at Athen. 1.12¢-f to
have written daiTa instead of TT&ot. There is no mention of this reading in 2, and all the
MSS have m&ot. Nevertheless, many scholars consider daiTa the true reading, because of
several passages in Attic tragedy thought to echo it: Aesch. Supp. 800-801 kuciv & €melf’
EAwpa Kamixwpiols | dpviot deimvov, Soph. Ant. 29-30 VEKUV... | E&v... GKAQUTOV,
aTapov, oiwvois Bopav, Eur, fon 504-5 TTavors...foivav Bnpoi Te powiav |
daiTa, and Eur. Hec. 1077 Kuoiv Te powiav dait’. These passages, however, show only
that in fifth-century Athens the reading (or one reading) in 1.5 may well have been daiTa,
but this reading could have been no more than a conjecture that found its way into the text
at some point between the late eighth and early fifth centuries, because it seemed more
lively and colorful than T&o1. Athenaios’ speaker says that in Homer dais is never used of
animal food, which also was Aristarchos’ criticism of Zenodotos’ reading. At 24.43,
however, in a simile comparing Achilles to a savage lion, the lion is said to ‘go against the
flocks of mortals, in order to take a meal’ (fva daiTa AaBniow).

5 A1ds 8 E¢TeheieTo BouAr): the imperf. suggests that ‘the plan of Zeus was being

accomplished’ at the same time as the actions conveyed by the three aor. verbs in lines 2-5,
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and perhaps that these effects of the pfjvig are part of Zeus’s plan. The impf. often has a
“synchronizing” force, and the difference in verbal aspect between the aor. and the
pres./impf. is fundamental to situating actions and events in time; see Danek 1999: 78-80.
The juxtaposition of the A10g BouArj with human action and suffering looks back to the
combination of divinity and humanity in I.I and forward to the narrator’s statement in 1.8-
9 that Apollo was the god who caused the conflict between Agamemnon and Achilles. Cf.
Achilles at 19.271-4: ‘the son of Atreus would never have aroused [my] heart | ... nor
would he have brought away | the girl against my will...; but no doubt Zeus | preferred
(fiBeX’) that there be death for many Achaians’. BouAn ‘plan’, though ‘will” and
‘resolution’ are also present. This combination of meanings recurs, with varying
emphases, whenever the BouAn) or Boulai of Zeus are mentioned, e.g. 12.236, 241,
13.524, 20.15, 20).

The precise content of Zeus’s plan has been debated since antiquity. Most scholars,
beginning with Aristophanes of Byzantium and Aristarchos (Erbse 10), equate the ‘plan of
Zeus” with his promise to Thetis to make the Trojans victorious until the Greeks honor
Achilles, whom Agamemnon had dishonored by taking away his geras Briseis; cf. 407-12,
498-530. Other ancient and modern scholars consider that Zeus’s plan in the 1. is the
same as his plan in the Cyclic epic Kypria, where A10g &’ éTeAeieTo BouAr (fr. 1.7) refers
to Zeus’s decision, out of pity for the overburdened earth, to reduce its population by
means of the Trojan War, in which ‘the heroes kept on killing one another’ (Kypria fr. 1.3-
7); cf. 2 1I. 1.5 (Erbse 9-10), 2 Eur. Or. 1641, Kullmann 1955, Scodel 1982: 39-40, 45-
8). Inlight of a cosmic history familiar to the poet and his audiences or readers (cf.
Graziosi and Haubold 2005) or of an equally familiar ‘master plan’ by Zeus to cause
human death and destruction in order to affirm the immortality of the gods (Murnaghan
1997: 29), these two interpretations of Zeus’s plan are not mutually exclusive. See Introd.,

00-00.
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6 €€ oU B1...¢ploavTe: €€ oU dn continues the sense from the previous line: ’the
plan of Zeus was being accomplished, | (beginning) from precisely (31)) when the two
(men), having quarreled, stood apart’. Aristarchos (2 5-6, Erbse 10) argued against those
who connected €€ o0 81 with 1 &eide: ‘sing the wrath... from precisely when...” Leaf 4
and Kirk 53 support this connection, adducing as parallels Od. 1.10 TGV audBev ye, Be
BUyaTep Aids, eiTre Kai UiV (‘from some point [sc. in the story], goddess, daughter of
Zeus, speak to us t00’) and Od. 8.499-500 6 &’ Opunbeis Beol fpXeTO, Paive &’ aoldriv,
| €vBev EAcov... (‘and that man, inspired by [or: ‘starting from’] the god, began and
showed his song, | taking it up from there ..."”). The close connection between a quarrel
and the implementation of A1ds...Boulds at Od. 8.75-82 also might support this
interpretation, but the distance of €€ oU 81 from &e1de makes it unlikely, if not impossible
(Willcock 185-6), as does the use of temporal é§ oU rather than a spatial word like Ou&Bev
or €vBev. T& MPETA is adv. neut. plur. = TP&OTOV. dtacTTNV
épioavTe: SlaoTTNV is 3" person dual, aor. indic. act. of SiioTNul, and épicavTe is
masc. nom. dual, aor. act. participle of épiCcd. These dual forms place their two subjects,
Agamemnon and Achilles, on a naturally equal footing and could imply that they are
working together cooperatively, but line 7 and the scene of the first assembly show that
they are fundamentally dissimilar amd opposed to one another.

7 ATpetdns... AxX1AAeUs: the basic difference between the two subjects of 6
dlaoTATNV EpioavTe is clear from the ways in which they are identified: Agamemnon is
first described by a patronymic, suggesting that he has inherited his primacy from his father
Atreus and ultimately from Zeus; cf. 2.100-108 (the description of Agamemnon’s scepter),
2.204-5; then he is described as a@vaf avdpddv, a phrase that grounds his command in his
authority to control sacrificial ritual and, thus, relations with divinity (Hitch 2009: 162-3,
176-80), as well as in his general political authority (cf. 1.281). Agamemnon’s position as

avag avdpddv gains emphasis from the placement of these words in the second colon of
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the line, before the B caesura; all other (c. 50) occurrences of this formulaic phrase come
after the B caesura, in the third colon (Pagliaro 1963: 38, Redfield 1979: 38). Achilles, on
the other hand, is named not by a patronymic, as in I, but solely by his own name, which
suggests that what is essential to his identity is not a matter of inherited majesty but has to
do with the meaning of this name—his power to cause ‘grief , &xos, for the army, Aads’
(Palmer 1963: 79-80, 1980: 37-8; cf. Nagy 1979: 69-70), and by the epithet dTos (‘bright’,
"brilliant’), which associates him directly with Zeus, god of the bright sky, (DELG s.v.
dios) and implies that he does not need Agamemnon and his sacrificial authority.
Elsewhere both characters claim to receive honor directly from Zeus, Agamemnon at 174-
5 (reinforced by Nestor at 278-9) and Achilles at 9.607-608. ATpeidns Te gains
emphasis by its conspicuous position in enjambment at the beginning of line 7 and its word-
end at position 3.5, even though it is syntactically linked with &va§ av®pév. The
patronymic could refer to either Agamemnon or Menelaos, but @vagf avdpdov
immediately dispels the ambiguity for a listener or reader familiar with traditional
mythology and traditional epic poetry, who would almost certainly have known some

version of the story of the the conflict between Agamemnon and Achilles. See Introd., 0o.

8-12 ATpeidns: TRANSITIONAL PASSAGE

This transitional passage leads quickly from the proem to the actual events of the poem and
provides the immediate background against which they unfold. 8 €p1d1 picks up 6
¢ploavTe, 8 opwe looks back to the duals in line 6, and 9 AnTous kal Aios vids picks up
the divine interventions in human existence signaled in 1 &eide, 6ed, and 5 A10s...BoUAT.

8 Tis...uaxecBal: a rare rhetorical question addressed by the poem’s speaker to its
audience or readers, “Who, then, of the gods threw them together in strife, to fight'? Becov
is partitive gen. with Tis. apa, &p, and pa are metrically motivated variants of the same

inferential particle and are common after an interrogative word. Connective Te following
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an interrogative is often followed by &pa and perhaps makes the question more lively (K-
G 2.240) or more emphatic (Ruijgh 1971: 805). Such a question normally comes at the
beginning of a speech or, as here, of a unit of narrative (GP533, e.g. 3.226 Tis T ap Od’
aAAos...; 18.188 Tis T’ &p TV O GploTos ENnv...; Some editors prefer enclitic Tap
to T’ &p, following the grammarian Herodian (2.22 Lentz; cf. 2 65, Erbse 29), who
thought Tap had coalesced from T’ &p as yap had from y’ &p. Following Watkins 1995:
150-1, Katz 2007: 66, 69-72 draws on parallels in Luvian to argue for the existence of a
Homeric particle Tap and at 70 n. 28 lists all the passages in which he judges that we
should read Tap instead of T° ap. Cf. LirgE s.v. Tap. O@wE is 3rd person acc. dual.
Zenodotos’s 0padi, 2nd person acc. dual, would inappropriately make the narrator address
his rhetorical question to Achilles and Agamemnon. HaxeoBal is inf. expressing
result, with a suggestion of purpose as well (GM T §775, GH 2.302-3). Cf. 150-1.

9 AnToUs...uids: Apollo is often identified as the son of Leto in the II. and in early
Greek epic generally, e.g. 1.36, 16.849, HHAp 14-8, 89-126.

9-10 O...Aaoli: the definite article in later Greek is still a demonstrative pronoun in
Homer. Here O picks up uids and can be translated ‘this one’, ¢f. 11n. Homeric O, 1), TO
can also serve as a relative pronoun and in this capacity is always accented (&, T}, TO).
BaotAfii: Agamemnon even though in 7 he is described by the more exalted title of
avag avdpadv (cf. 277, 11.23). There is only one Gvaf avdpdv in the Greek camp, but
many BaotAfies; cf. 9.59, 10.195, Taplin 1992: 47-9. voUoov is the metrically
lengthened, Ionic form of vooov, the ‘plague’ whose effects are described in 50-2.
ava otpaTdy: like KaTda, Gvd with acc. can indicate extension or movement through,
throughout, along, or among; cf. 3.449 av’ duihov époita, GH2.91. Line 10 is marked
by an unusual rhythm that reflects and reinforces the unusualness of the plague inflicted by
Apollo: (1) ava at position 3, the A caesura, goes so closely with cTpaTVv at position 4

that it weakens the force of that caesura; (2) usually when a word ends at position 1.5, as
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does vouoov, the following word continues to the B caesura, but here cTpaTdv, ending at
position 4, weakens the effect of the caesura at position 5.5 following copoe and helps to
produce a rhetorically tripartite structure that is in tension with the line’scolon metrical
form. In addition, bAékovTo at position 9.5 bridges the C caesura (see Introd., 00) and is
the only instance of 6Aékw in the 3rd person plur., imperf. indic. pass. in surviving early
Greek epic, a correlative of how extraordinary the plague and the deaths it causes are.
Kaknv is pred. adj., focalized both by Apollo, from whose viewpoint the plague is
objectively ‘bad’, i.e. ‘destructive’, for the Greeks, and by the army (and perhaps the
narrator), in whose subjective judgment the plague is ‘evil’, even though kakds in Homer
rarely has a moral meaning. Cf. 25 kakés with 25n., 97 aeikéa Aoty dv with 97-9 n.

11 TOV XpuUonv...apnTipa: asa demonstrative pronoun (above, 9-10n.), TOV
should mean ‘that one’ or ‘that man’, even though Chryses has not yet been mentioned by
name or title. He may, however, have been well known in mythological and poetic
tradition as priest of Apollo and/or father of Chryseis, ‘Chryses’s daughter’, or else the
narrator uses TOV to give the impression that he is (cf. Lat. ille). XpUonv and apnTiipa
are, strictly speaking, in apposition to Tov: ‘that (well-known) man, Chryses ... the priest’.
Chryses and his daughter Chryseis appear only in Book 1, where they help to cause and
then to appease the wrath of Apollo. NTigacey (——vv) is aor. of aTinaCeo.
Contrast 94 NTIUNG’ (——-), from ATIH&CD. apnTfipa: a noun ending in -TNp or -
Twp is an agent noun, used of a person who does the action denoted by the verb from
which the noun is derived. An &pnTnp performs the action of the verb apaopai, ‘pray
to’, ‘invoke’, ‘call upon’ a god or gods for vengeance, in particular the Furies; cf. Od.
2.135 OTUYepas apnoeT Epwis, II. 9.454 TTOAA& KaTnPA&TO, OTUYEPAS &
emekéKAeT Epwls. Cf. 9.566 €€ apéwv and the later personification as the Apai (= the
Furies) at, e.g., Aesch. Eum. 417; see Kakridis 1929. The choice of apnTrip rather than

another word for ‘priest’ is appropriate, since Chryses will soon call upon Apollo for
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vengeance on Agamemnon and the Greek army (37-42); see Graf 2009: 22. apnTipa
gains force from its rhetorically climactic placement at the end of the line: ‘he dishonored
that man, Chryses—the priest...!” For the heavy syllable instead of 2 light syllables at
position 10, see Introd., 0o.

12 ATpPEedns: the runover word followed by a strong sense-break emphatically

concludes the transitional passage (Edwards 1966: 135, Kirk 54).

12-42: CHRYSES AND AGAMEMNON

12 6: Chryses

13 Avoduevos...&mova: an example of the rhetorical figure known as hysteron-
proteron, which reverses the order in which events or actions occur and indicates that a
later one is more important than an earlier one (Smyth §3030). “T'o ransom his daughter’
comes before ‘bringing a boundless ransom’, because Chryses views it as more important,
even though bringing the ransom must precede the ransoming. Cf. 251 Tpa@ev 115¢
YévovTo ~ Shakespeare Twelfth Night 1.2.22 ‘for I was bred and born..."; GH 2.351-2,
357-8, Battezzato 2008: 13-24. Aucduevogs fut. mid. participle of purpose, lit. ‘to
have [her] ransomed for himself’. The person who offers the ransom does so in the mid.,
the person who accepts it in the act. BUyaTpa: ametrical variant of BuyaTépa,
with a short instead of a long u. Chryseis is not named until 111, when Agamemnon uses
her name disrespectfully in his statement (111-15) that he wishes to have her at home,
because he prefers her to Klytaimestra; cf. 111-3n. amolva is neut. plur. It denotes
a payment by one who suffered a loss to the person who inflicted it, in order to secure the
return of what was lost. atmowa differs from Toivn, which denotes repayment,
compensation, or satisfaction for a loss that is exacted by the one who suffered it from the
one who inflicted it (or from his family or friends). See Wilson 2002: 16, 89-9o. This is

the first sounding of two themes that will be important in Book I and the poem as a whole:
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(1) the status of women as ‘prizes’, objects of economic and sexual value who are
exchanged by men for their own purposes; (2) the question of value more generally, of
how to measure worth. See Introd., 00.

I4 OTEUUaT’ are strands of wool attached to the top of the staff carried by a priest.
They mark Chryses as a ritual suppliant, at least by norms of the classical period, when,
however, the suppliant’s ‘staff” was a branch of laurel sacred to Apollo (cf. HHAp 395-6)
or of olive, not a golden (or gold-studded) scepter. oTéupaTa does not occur in
connection with priestly supplication elsewhere in Homer or in later Greek literature, but
cf. Soph. OT 3 ikTnpiols KA&doiow eEeoTeppévol with the notes of Jebb and Dawe; see
Gould 2001: 22 n. 1 and, on supplication generally, 22-77). Chryses is a symbolic, not an
actual, suppliant, though he is referred to as ikéTng at PL. Rep. 3.393¢1. He does not
make physical contact with Agamemnon by touching his knees, hands, or beard and does
not abase or humiliate himself (Mirto 802). gEKnBoOAou belongs to a family of
formulaic epithets for Apollo, each with the same meaning, ‘he who shoots (or ‘strikes’)
from afar’, but with a distinctive metrical value: cf. 21 éknBéAov, 75 ékatnReAéTao, 147
EKAEPYOV, 370 EkaTnoAov, 385 Ek&Tol0, 438 EknNPOAcol. These epithets enable the
poet to sing of ‘far-shooting Apollo’ in the gen., dat., or acc. case at various metrical
positions in the line. In addition, Apollo is @pyupdToE’ (voc.) in line 37 and is described
elsewhere in language having to do with his bow that is appropriate to the god with the
power to strike individuals or whole peoples from afar with disease or death, e.g., 4.101,
119 KAuToTSE L. For Apollo represented with the bow in figurative art, see LIMC'2.1:
184, 2.2: plates 18a-81.

15 Xpuoéwl ava: the vowels —€wt must be pronounced together as one sound
(synizesis, cf. T TTNANiadew) and counted as a light syllable before the first a of ava (epic

correption). See Introd., 00, 00.
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16 ATpetda...Aacv: Chryses’ duals respectfully place the two sons of Atreus on an
equal footing, but Agamemnon alone responds to his entreaty (24-32).

17-32: the speeches of Chryses (17-21) and Agamemnon (26-32), separated by four
lines of narrative, are the first instances of direct speech in the poem, about 50% of which
consists of direct speech. Book 1 includes 377 lines (62%) spoken by characters, 144 by
Achilles, and stands out as highly rhetorical, like Books 6 (65%) and 9 (83%).

17 €UkvNUIdes: in the Il and Od. the formula éukvriudes (-as) Axaioi (-oUs), ‘well-
greaved Achaians’, occurs frequently in scenes of assembly and other gatherings. ‘Greaves’
are shin—guards that protect the kvnun, the part of the leg between the knee and the ankle,
against spears, arrows, and rocks; thus Chryses addresses the Greeks as warriors. This
form of address is in striking contrast to OAUuTIa dcopaT’ €XoVTES in the following line,
one of four formulaic phrases that describe the existence of the gods in implicit contrast to
that of mortals: they have their homes on Olympos, they ‘live easily” (pela {cooVTES),
they are the ‘blest gods who exist forever’ (Od. pakapes Beol aieév édvTes), and they are
‘ageless and immortal’ (@ynpw T aBavaTw Te et sim.).

18 UMiv...807ev: Chryses begins by trying to win his audience’s good will. Of the 182
examples of nom. Beol in the II. and Od., this is the only one that must be scanned as a
monosyllable by synizesis (Kirk 54; Introd., 00); cf.Od. 14.251 Beoioiv Te péCew.

19 ofkad’: -O¢ is a suffix signifying ‘motion toward’.

20 T& 8’&Totva lit. ‘but those things, the ransom’, cf. 9-10n, 11n. déxeobai:
infin. for imper.; cf. GH 2.316-7.

21 alopevol: Chryses speaks of respecting Apollo, but he is also asking the Greeks to
respect himself as Apollo’s priest and a ritual suppliant. In this way, though Chryses does
not say so, they would also be respecting Zeus, the god of suppliants (cf. 24.569-70, Od.
9.269-70, 16.421-3). ekNPBSAov may imply a threat: at 48-52 Apollo causes the

plague by shooting arrows into the Greek camp from afar. Cf. 14n.
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22-5: 22 €vB8’ &AAot pév introduces a relatively mild clause (it was not pleasing to
Agamemnon’) and looks forward to a similarly mild, antithetical ¢ clause; cf. Od. 1.11-13
€vB” &AAot pév ..., TOV & olov...). 24 &AN’ ouk, however, introduces a much stronger
antithesis than &¢ or oUd¢ would have done: ‘all the others’ wish to respect the priest and
accept the ransom, but Agamemnon rejects Chryses with malice and “place([s] a powerful
command (upon him)’. For uiBog denoting a strong, authoritative speech act, see Martin
1989: 12, 14, 16-18, 66. Achilles repeats lines 22-25 verbatim at 376-8 in his account to
Thetis.

22 EMEVPTIUNOAV ‘said in response (€T1-) that it was good (to respect the priest)’,
‘approved’. The word does not have its later sense of ‘keeping ritual silence’, but its use
here is appropriate to the quasi-ritual context, cf. 14n., Gédde 2011: 29-30.

23 aideTobal ‘show respect toward’, ‘feel shame in the presence of””. In Homeric
poetry, aidcds and its cognates aideioBal and aidoiog denote ‘an interior, psychological
phenomenon, a state of awareness or consciousness corresponding to PIAEIV, PIAGTNS, and
@iAos’, which signify ‘an exterior fact, a social condition’ (Glotz 1904: 138-9, Benveniste
1969: 1.341). Both sets of words are used of the same persons with reference to the same
type of relationship, and those linked by reciprocal duties of aidcds are @iAot obligated to
respect, care for, and assist one another. In the traditional, formulaic language of Homeric
epic, aideioBal, aidads, and aidoiog sometimes occur together with PIAEIV, PIANSTTS,
and @iAos, e.g. 10.114, 14.210, 24.11; see Schein 1986: 131-2, Cairns 1993: 89-95. On
aidcds, aideioBal and supplication, see Gould 2001: 45-9, Cairns 1993: 113-9. déx0al is
best understood as pres. inf. of *déypal (= déxouat).

24 OUK...Ouudd!l ‘was not pleasing to Atreus’ son Agamemnon in his heart’. Bupd! is
locative, not in a ‘whole and part’ construction with Ayapépvovt (Leaf 1: 5). Cf. 196,

217, GH 2.79.
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25 KakKés...kpaTePOV are unexpectedly strong words. Kakdds here means ‘with
malice and abuse’ (Cunliffe, s.v. kakéds 3). The narrator offers a description rather than a
moral judgment (cf. Taplin 1992: 51), although in antiquity some understood it morally:
see the bT-Scholia on 25, Plut. How to Study Poetry 19b5-c1 with Hunter and Russell’s n.
Cf. 9-10n., 97-9n. X @iet is 3rd pers. sing., imperf. indic. act. of a@inuu.
ei...ETeAAEV is an example of the figure of speech known as ‘tmesis’ (from Téuveo,
‘cut’), a term reflecting the view of ancient grammarians working with written texts for
whom preverb and verb were parts of a single compound word that had been artificially
divided. In many traditional oral formulas, however, the preverb and verb, which
immediately precede and follow their object, appear to have not yet coalesced into a single
word, and the preverb stands on its own and functions as an adverb, e.g. 39 éTri...Epeya,
48 YETA...Enke. Thus tmesis , far from being only an artifice of literate poets,was
‘absolutely fundamental to the art of [oral poetic] composition in dactylic verse’ (Horrocks
1980: 5); cf. Horrocks 1981, Haug 2002: 42-4, 2011: 884.

26-32: Agamemnon threatens to exercise his power over a victim he considers
powerless. Both his wish to avoid the public dishonor that he thinks might ensue, should he
be seen to ‘give in’ to so weak a character as Chryses and have to surrender his special
prize (Yépas, cf. 118-20, 133-9) and his desire to keep Chryseis as his slave and concubine
(cf. 29-36, 112-5 with n.) motivate the extreme harshness of his speech and his disrespect
for the priest and for Apollo himself.

26 U1 o€...kKiIXelw ‘do notlet me find you’. Kixeiw is pres. subjunct. of Kixaveo, as if
the verb were *kixnui, from which the aor. forms of Kixave also seem to derive. For the
negative prohition also implying a threat or warning, cf. 21.475-6 U} Ogu viv €T1 TTaTPOS
€Vl HEYAPOIOIY aKoUow | eUuxouévou, GMT'§§ 257, 272. Yépov is usually a
respectful, sometimes a compassionate form of address (e.g., 23.618, 24.411, 546, 560), but

here Agamemnon uses it unexpectedly and forcefully to introduce a speech of hostility and
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disrespect. €y @ is not needed as subject of Kixeico and aggressively expresses
Agamemnon’s sense of his own importance.

28 umn...oU xpaiount ‘lest your scepter and staff not protect you’. XpalOUécw is
found 18x in the I, but nowhere else in early Greek epic or Greek literature generally,
except for late, archaizing epic, e.g. A.R. 2.218, 249, Nic. Th. 914; see Lynn-George 1993:
203-8. w1 ou with the subjunct. is used here in a ‘purpose’ (‘final’) clause dependent on a
negative leading clause (24 ur o€...kixeiw). With a colon rather than a comma after
1ovTa, un...ou xpaiount would be an independent clause: ‘(take care) lest the
okfmTpov and oTéuua of the god not protect you® (see GH 2.336- 7). Cf. 15.163-5
ppalécbo... | ur 1’ oude kpaTepds TEP €cov MOV Ta Tahaoon! | Heval..., the only
other occurrence in Homer of ur ou with the subjunct. in any kind of object clause.

TOl = ool

29-31 Aristarchos rejected these lines because they weaken the force of Agamemnon’s
speech and threat against Chryses. 2 29-31 (Erbse 17) also implies that Aristarchos
thought Chryses would have been pleased by his daughter ‘associating with’ the king (or
‘serving” him—the text is uncertain). It is inappropriate for Agamemnon to tell Chryses that
he will keep his daughter as a sexual slave, but it is wrong to reject lines 29-31 for that
reason; they contribute effectively to the characterization of Agamemnon.

29 TNV...melo1v: the asyndeton and use of fut. indic. AUoco and of émrelow with fut.
meaning make Agamemnon’s threat virtually a promise. Tpiv and kai are both adverbs,
and Kal gives special force to 29 yfipas: ‘before (that), old age itself will come upon her’.

30 TJUETEPWOL...MATPTNS: Agamemnon uses successive adverbial expressions of
place to torment Chryses by emphasizing the increasing distance between him and his
daughter (Kakridis 1971: 131; cf. Griffin 1980: 107). TNASOL m&TpNs: this
formulaic phrase is used elsewhere in direct speech, with great pathos, of someone who will

die or has died “far from his native land’, e.g. 16.461, 24.85-6. At 24.540-2 Achilles calls to
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mind for an audience or readers his own mortality and impending death at Troy, though
not in the II.,when he tells Priam that he ‘remain(s] very far from my native land, causing
distress to you and your children’. Agamemnon’s use of TNASBI T&TPNS is especially
striking and harsh, because he cruelly evokes the perspective of Chryses in speaking of the
occupational and sexual slavery of his daughter. His words also suggest that in the world of
the I, a woman’s experience as a captive is a kind of death parallel to a hero’s death on the

battlefield.

3T toTOV ETTotrxopévnv lit—walking backand forthratong the(farge; standing) foom
(following the shuttle),” i.e. weaving. EuoV Aéxos avTidwoav ‘encountering my
bed’, a euphemism for ‘sharing my bed’, ‘having sex with me’. The form of the participle
is an example of diektasis; see Introd., 00. This is the only instance in Homer of avTiaw
with the acc. rather than the partitive gen. (cf. 66-7n.), perhaps because the acc. expresses
the ‘goal’ or ‘end of motion’, perhaps because it emphasizes the bed (as used for sexual
intercourse) as a whole object rather than a part (GH 2.46, 49).

32 16i; 2nd pers. sing., pres. imper. of elpL. un u épé6iCe ‘don’t keep on
irritating me’ (pres. imper.). Agamemnon responds to Chryses’ brief entreaty as if it were
a continuing provocation and reason for anger. CaTEPOS...VENal ‘so that you
might go back more safe (than you would if you kept irritating me)’. Greek uses an adj.
where English would use an adverb, ‘safely’. vénail is 2nd pers. sing., pres. subjunct.
of véopal in a purpose clause introduced by ¢ds ke. In Homer cos &v and €3 ke with the
subjunct. are much more frequent than simple cos (GMT'§ 326) and sometimes convey a
special emphasis. Here, for example, cos Ke...vénal seems to imply that in these
circumstances (i.e., ‘if you stop irritating me’), you might go back more safe’ (GH 2.210-
I1).

33-42: Chryses is terrified and obeys Agamemnon’s command. Alone on the seashore,

in order to strike at Agamemnon for dishonoring him and keeping Chryseis, he asks Apollo
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to make the Greeks pay for his tears, even though the army had supported her return (22-
3). Chryses anticipates Achilles who, with the help of Zeus, inflicts harm on the whole
Greek army in order to retaliate against Agamemnon for dishonoring him by taking and
keeping Briseis; cf. 42n. This passage gives rise to the series of events culminating, outside
the Iliad, in the death of Achilles and the sack of Troy (Taplin 1992: 54-5).

33 EpaT’: the 3rd pers. sing., imperf. indic. mid. of enui, is used with no difference of
meaning from the act. €pn. €de10¢ev: the first syllable of this word is heavy because
of an original digamma after & (dfe10€ev). See Introd., 0o. 6 Yépwv ‘that old man’
is more easily understood than 11 TOv XpUonv, because it refers to a character who has
already been mentioned. Cf. 35 6 yepaios. emeiBeTo: the imperf. after aor.
€de1oev suggests that while Chryses’ fear was instantaneous, his obedience was a slow
process; see 5n., GH 2.192.

34 PBfi...0aA&oons: Chryses, obeying Agamemonon’s command, retreats from the
world of human beings to the seashore, in order to call upon the god with whom he has a
special relationship. His silence and isolation from others suggest a ritual observance
intended to enhance the effectiveness of his prayer. Cf. Achilles at 349-50, Telemachos at
Od. 2.260-1, Pelops at Pind. OL 1.71-3. For the shore as a place associated with a
character’s ‘tension or sadness’, see Kirk 56-7, Mirto 803. ToAugAoiaPolo is
cited by Dionysios Thrax 12 (p. 42 Uhlig-Merx) as onomatopoeic. Cf. pAoioBos, used of
‘any confused roaring noise’ (LLS] s.v.), such as the din of battle (e.g. 5.322, 469, 20.377) or
the roaring of the sea (Aesch. PV792 mévTtou mepddoa pAoioBov, Soph. fr. 479.3
pAoioBou peTa kéTTOV Kabnuévols, unless pAoioBou denotes the waves rather than the
sound they make; see Sturtevant 1910: 328-9).

35 TOAA&: in both the sing. and the plur., the neut. acc. of adjectives denoting
measure or degree, like other accusatives of the inner object, can be used adverbially.

Here ToAA& modifies np&d’. aTM&veube VEQV is part of an acoustic formulaic
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system: aTTaveube vedv, atraveube Becov, aTaveube Kicov, all at the same position in
the verse (Kirk 57). NP&B’: see In. on apnTipa.

37-42: Chryses’ prayer has three parts: first, he calls on Apollo, using epithets and
mentioning places associated with his cult (37-39), which helps to make his prayer
efficacious; second, he reminds the god of what he has done for him in the past that puts
him in a position now to seek a favor in return (39 €l TTOTE TOI-41 aiycdv); third, he
courteously requests the favor, and his final two words, cotol BéAecotv, suggest the way in
which Apollo might grant it (41 TOBe pol-42).

37 apyupdTof’: like EknBOAOS etc., apyupdTOEOS can connote the god’s
deadliness; cf. 24.758-9 dv T” apyupodToEos ATTOAAwY | ofs ayavoioct BéAecotv
eToixouevos katamépunt. Cf. 14n.

37-8 = 451-2. Chryses formally calls on Apollo to harm the Greeks in the same words
in which he later calls on him to ward off their destruction. Chryse, c. 25 miles south of
Troy, is the home town of the priest and his daughter; Killa, near Thebe, is the town in
which Chryseis and Briseis were captured; Tenedos is a small island just offshore, within
sight of Troy. auBéPnkas lit. ‘you have placed your feet around’, i.e. ‘you
protect’, is a metaphor from bestriding a fallen comrade or his corpse. Cf. 5.299 ~ 17.4
auel & ap’ auTd! Baive. C&Beos: in epic Ca- is an intensifying prefix, the Aeolic
equivalent of dia-.

39 2M1v0el is a hapax legomenon, apparently derived from opivBos, ‘mouse’ (2 39,
Erbse 21-2). If the Greeks associated mice with bubonic plague, 2H1v6ed would be
especially appropriate here, since Apollo is about to unleash the plague on the Greek army
(48-52). According to Apion (Erbse 20), who thought that the adj. 2pvBeUs came from
ouivbol, ‘mice’, Apollo and Dionysos were worshipped at the ZvBeia, a Rhodian
festival, for destroying mice that were defiling the crops. (Cf. 1 Samuel 6.4-5, where the

Philistines are told to make golden images of mice to rid themselves of a plague.) Some
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scholars consider the worship of Apollo as Smintheus an indication that he had once been
identified with the mouse as a tribal totem, and that long after he had become one of the
Olympian gods, this totemic identity still survived (Lang 1884: 107-10, cf. Mirto 803).
Aristarchos rejected the association of Apollo with mice and considered that the epithet
came from a town in the Troad called Sminthe (Erbse 21). In historical times there was a
cult-temple of Apollo Smintheus in the western part of the Troad near the town of
Hamaxitos (Cook 1973: 232-5, Kirk 57,). For archaeological evidence that this cult goes
back to the Bronze Age, see Ozgiinel 1990-91, cited by Latacz et al 42.
XaplevT’...vnov ‘a temple that would be pleasing (to you and make you gracious to
me)’. Xapis is often considered an ideal kind of reciprocal relationship between a god and
a human being. ETri...EpeWE ‘roofed over’, from EMEPEPLD, a hapax legomenon; cf.
24.450-1 épeyav | ...6pogov, Od. 23.192-3 (B&Aapov... | ... el KabBUtepbev Epeya.
For the ‘tmesis’, cf. 25 éi...ETeAAeV with n. Here a roofed—over temple may be no
more than a sacred space or cult image protected by branches and twigs. Temples are
rarely mentioned in Homeric epic. Elsewhere in the II., Apollo has a temple on the Trojan
acropolis (5.446, 7.81) and a ‘stone threshold’ in ‘rocky Pytho’ (Delphi) (9.404-405), and
Athene has a temple on the Trojan acropolis (6.296). In the Od., Athene enters the ‘well-
built house of Erechtheus’ in Athens (Od. 7.82), probably a forerunner of the fifth-century
Erechtheion, and Apollo and his priest Maron dwell in a shady grove—a naturally roofed
shrine—in Thracian Ismaros (Od. 9.198-201).

40 KaTA&...kna: the burning of animal thigh—bones wrapped in fat as an offering to
the gods, while the meat of the animal is consumed by members of the community of
worshippers, was a standard feature of Greek sacrificial ritual. For an aetiology of this

ritual, see Hes. Theog. 535-60.
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41 ©8¢ is an epic equivalent of the conjunction Kai and is sometimes used along with
Kal, e.g. 334 A10s &yyehot NdE Kal avdpdov. KPTnMvov is 2nd person sing. aor.
imper. of kpalaive, a lengthened form of kpaivew, ‘accomplish’, “fulfill’.

42 Tioelav ‘pay the penalty for’, ‘make payment for’. Chryses does not specify a
material recompense for himself, and ‘pay for my tears’ suggests that the wound he
suffered was primarily emotional and that he he has in mind some some sort of emotional
repayment of the honor Agamemnon has taken from him (11-12 f|TIHaCEY apnThpa |
ATpeidns) by seizing his daughter, refusing to release her and publicly threatening him.
The material recompense goes to Apollo, who, unlike Chryses, has the power to exact it
from the king and, at the same time, to restore honor to his priest. Chryses’s emotional
response is like that of Achilles in Book 9, who refuses to rejoin the fighting until
Agamemnon, who had treated him like a ‘dishonored vagabond’ (&TiunTov
METavaoTNV, 9.648, cf. 16.79), ‘pays back my heart-rending injury’ (Trpiv y’ amod
T&oav éuol dopeval BupaAyéa AcoPnv, 9.387). Unlike Chryses, however, and like
Apollo, Achilles has the power to punish Agamemnon and look after his own honor; see
Mackenzie 1978,1981: 71-81. The 3rd pers. opt. in -€lav is normal in Homer; -aiev is
found only twice, in 24.38. BéAeooiv: instrumental dat. For the death-dealing

arrows of Apollo, see 48-52, 14n., 21n., Graf 2009: 14-5.

43-52: APOLLO AND THE PLAGUE
43-52: when gods intervene personally in human affairs, the narrator normally gives a
reason for the intervention, describes the god’s preparation for the journey and the journey
itself (often using a simile as part of the description, here 47 Tjie VUKTI €01K€S), and
mentions the god’s arrival, the manner in which he intervenes and the result of his
intervention. For the emphatic repetition of sounds and synonyms in 43-52, see Griftin and

Hammond 1982.
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43 ©5...ATTOAAV =457; cf. 37-8n. eUXOUEVOS ‘praying’. For the formulaic
associations and sacred and secular meanings of eUxouat, see Muellner 1976. TOU
8’ ExAve... ATTOAAwV: cf. 37 KAUBI pev apyupdTof’. kAU, ‘hear’, can mean ‘hear
favorably’, ‘be persuaded’, ‘obey’.

44-7: Apollo’s descent and the language in which it is described are highly marked.
Elsewhere in the II. and Od., e.g. 2.167, 4.74, Bfj...kapriveov ocurs only when Athene or,
at 24.121, Thetis descends from Olympos at the command of Zeus or Hera, or when
Athene comes of her own accord (7.19); it is always followed by the participle &i§aca in
the fourth colon of the line, suggesting the goddess’s rapid, darting movement, and usually
by explicit mention of her arrival in the following line(s). Here, however, the emphasis is
on Apollo’s setting forth and his anger as he comes on (44 XwOueVOs Kiip, 46
XwWOMEVOL0), with no mention of his arrival.

44 Bfj...kapnfvwv ‘he came down along the peaks of Olympos’. Mt Olympos, in
Thessaly near the border with Macedonia, is the tallestmountain in Greece (9573 ft. =
2918 meters), with 52 separate peaks. The Homeric gods are imagined as dwelling on or
above its summit. Kfip is the contracted form of kKéap, ‘heart’, and acc. of respect
with xwduevos. knp (‘death’, ‘death-spirit’, ‘agent of death’) is a different word.
Monosyllabic words are rare at position 12; when they do occur, they tend to go so closely
with the word ending at position 11 that the final cadence of the line is unaffected, e.g.
1.491 @iAov Kiip, 511 VEPEANYEPETa ZeUs.

45 au@npepéa TE ‘and covered on both ends’. auenpegéa, the uncontracted form
of auenpeei found in later Greek texts, is hapax legomenon in Homer. The final syllable
of aupnpeéa, despite the short —a, is heavy by acoustic analogy to other -npe@ris—
compounds that end in a heavy final syllable at position 9 when followed by two consonants
(e.g. 9.582 Uynpepéos Balauolo, 12.54 ETMPePées Tepl T&oav), even though

metrically Te at 9.5 is the final syllable of the word. (Contrast 18.589 KaTnpepéas id¢



29

onkovs, where the second a is long, making the final syllable of the word heavy.) The
rhythm of the whole line is strikingly irregular, with word-end at positions 3.5 and 9.5 and
no A or C caesura.

46-7: there is no good reason for Zenodotos’s rejection of these lines, which was perhaps
motivated by the same stylistic features that make them poetically striking, including the
genitives in both lines and emphatic aUToU in line 47 looking back to 43 ®oifos
ATOAA V.

46 ExhayEav: onomatopoeic KA&Lw is often used of sharp, piercing, sounds made by
animals or gods (or occasionally mortals), often in contexts of assault or aggression, e.g.
12.125, 16.430, 17.756, 759. Here the verb is particularly striking, because its subject is a
material object that exhibits agency, as in other descriptions of human weapons and armor;
see Purves 2015: 80-7 on 16.102-11. XwOHEvol0 ‘of him, being angry’ (Willcock
187).

47 auToU K1vnBévTos ‘as he (sc. the god) set himself in motion’, gen. absolute. The
intransitive aor. pass. KIvNOévTos is ‘ingressive’, marking the god’s ‘entrance into” action
(cf. Smyth §§ 1924, 1925). o: cf. g-10n. VUKTI €01KCOS: an ominous phrase,
because in the II night and darkness are regularly associated with deadliness and death, e.g.
5.310 = I1.356 QUQP! OE S0OE KEAXIVT) VUE EKAAUWEV.

48 &maveube vedv: cf. 35n. META&...ENKEV: ‘tmesis’, cf. 25n. €nkev is 3rd
pers. sing., aor. indic. act. of Inut and a metrical variant of 195 fjke). The shift from 46
oioTol to 48 16V as the word for “arrow’ might be a matter of stylistic variation or metrical
convenience, like the shift from 45 TOE’ to 49 Bioto, but i6v, by a kind of word-play, may
also suggest the word of identical sound and spelling, 165 (‘venom’, ‘poison’), which would
be appropriate here because Apollo is shooting plague into the Greek camp, even though

elsewhere in the poem, e.g. 23.862, 145 ‘arrow’ is no more than a synonym of 6iotds. Cf.



30

Od. 1.261-2, where Athene/Mentes tells Telemachos that Odysseus had once sought
PapuaKkov avdpodpovov...6ppa ol €in | ioUs xpieobal xaAkrpeas.

49 dew...kAayyn: cf. 46n. For the milder sound of a bowstring when an arrow is
shot by a human being, see 4.125 AlyEe Bids. Sewn is pred. adj. and gains emphasis from
its position at the beginning of the line, separated by &¢ from kAayymn.
apyupéotlo Proio picks up 37 apyupdtot’, as Apollo actively grants his priest’s
prayer. QpPYyUPEOILO is not ornamental, but like éknBoAos, etc. and apyupdTofos has
the connotation ‘deadly’; cf. 24.605 Tous HEv ATTOAAV TEPVEY & T’ &pyupéolo Bloio.

50 ETMOIXETO...0e070: KijAa is used only of shafts shot by gods: cf. 383, 12.280
(snowflakes as the shafts of Zeus), HHAp 444. €moixoual is often used of attacks by gods
or by heroes aided or inspired by gods, e.g. 383, 24.759. apyous: ‘white’, ‘bright’,
‘glistening” when used of oxen (23.30) or a goose (Od. 15.161), but ‘swift’ when used of
dogs, e.g. 18.283. Probably ‘white’ was the original meaning (cf. Arist. Top. 149a7), which
developed into ‘bright’, ‘glistening’, then ‘rapidly moving’, then ‘swift” as a description of
dogs’ flashing feet and of dogs generally; cf. 18.578, Od. 17.62 = 20.145 KUves TOdas
apyol.

51 aUToiol: the men themselves, as opposed to the mules and the dogs. BéAos:
-o¢ is metrically ‘heavy’, although it is followed by a word beginning with a single vowel
and no trace of initial digamma. See Introd., 0o. EXETEUKES ‘sharp’, ‘pointed’,
‘piercing’ is a rare (and therefore a marked) word, used in Homer only here and at 4.129.
For the probable etymology (€xco + *mwedkos ‘sharp’), see DELG s.v.

52 B&AA’ ‘kept on shooting’ (imperf.) is highly emphatic both as the runover word in
‘integral enjambment’ and through its etymological relation to 51 BéAos.
aiel...0aperal: there is a striking shift in narrative pace from the detailed account of
Apollo’s assault to a general statement about its consequnces. The image is of funeral pyres

kindled and continually (ai€l) burning in close proximity (Bapelai) on the plain of Troy.
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This line provides a vivid and haunting conclusion to the opening movement of Book 1 and

a prelude to the deaths that will occur throughout the poem,

53—305: THE GREEK ASSEMBLY AND THE QUARREL BETWEEN ACHILLES
AND AGAMEMNON

53-4 évvijuap...AX1AAeUs: in Homeric epic nine days is a conventional length of
time during which an action is said to have taken place, before it is followed by a more
important or decisive action on the tenth day. For similar formations, cf. éEfjuap, always
followed by a clause specifying what happened on the seventh day, aUTtfiuap. Tavijuap,
ToooTfHap. ava oTpaTdv: here the tension between meter and rhetoric is even
greater than in line 10, because ava is located at position 5, the normal B? caesura, but
goes so closely with oTpaTOv at position 6 that the force of the caesura is weakened, and
the line seems to be bisected rhetorically. See Introd., 0o.
KaAéooaTo...Axalédv ‘had the Greek army summoned’ (sc. by heralds), a ‘causative
middle’ indicating that the subject accomplishes something for himself or in his own
interest through the agency of another or others (Smyth §1725). Cf. Od. 3.137 T ¢ [sc.
the two ATpeidat] KaAeooapéve ayopnv & Tavtas AxXaious,. ayopnjvde. This
is the first of four Greek assemblies in the poem; cf. 2.85-398, 9.9-79 and 19.40-276, as
well as the &ycov for the funeral games of Patroklos (23.257-897). The narrator is not
concerned to say where the assembly took place or what the assembled host sat on--only
that the individual speakers stood up to speak and sat down when they had finished
speaking (e.g. 58, 68-69, 101-2; cf. Giordano 136). For a Trojan assembly, see 7.345-80;
for an assembly of the gods, 20.4-30. AX1AAeUs: when Achilles takes the initiative
to call the assembly, he does so as a member of the Greek community (cf. 59 &upe, Mirto
804) as or more concerned than Agamemnon for the army’s well-being. On the other

hand, Achilles’ intervention seems transgressive: though there is no reason why any leader
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cannot take the initiative to have an assembly called, in doing so Achilles seems to usurp the
authority of Agamemnon as &vaf avdpdov; cf. g-1on. Perhaps the irregularity of this
usurpation is signalled by a slight emphasis on the name Achilles, which is conspicuously
not accompanied by any of the usual formulaic epithets and gains force from its placement
at the end of its clause and of the line.

55 T yap..."Hpn: the ppriv/ppéves are one of a number of physical organs
located in the breast—the Bupds, the N Top, the kijp, the kpadin, the TpaTmides, and the
voéos—that at various times are said to be sites of emotion or thought. See Clarke 1999:
61-126. The exact nature of the ppeves and their location in relation to the other organs is
uncertain: they have been identified with the lungs, the diaphragm and the pericardium,
but the @péves are better seen not as a single physical organ but as ‘indefinitely corporeal’
(Darcus Sullivan 1988: 7-9, 21-9). This corporeality means that Hera did not inspire
Achilles to call the assembly, but physically placed the idea of doing so into him. The
PpPEeves are particularly connected with thinking, thought, deliberation, and judgment; cf.
8.218-9 €l un i ppeot Bk’ Ayapéuvovt moTvia “Hpn | ... Bodds dTpival Axaiovs.
They can, however, also fill with “fury” (uévos), e.g. 103-4

Hera is the most appropriate god to stimulate Achilles to call an assembly (Ali

2015). She passionately hates the Trojans and has ‘sweated sweat® and toiled to assemble
the Greek army (4.26-8)—actions unparalleled among the gods ‘who live easily’. When
Zeus tells Hera that she would satisfy her anger only if she could devour Priam and the
Trojans raw, she does not contradict him and even offers him any of her own favorite cities
to destroy, provided that her toil is fulfilled by the destruction of Troy (4.51-7). Because of
her hatred, Hera is especially devoted to the Greek war effort, sending Athene at 1.194-5
to prevent Achilles from killing Agamemnon (cf. 208-9) and at 2.156-65 to stop the army
from boarding their ships and going home. Elsewhere in the poem she helps the Greeks by

disguising herself as Stentor to arouse the Greek warriors’ strength and spirit (5.784-92), by
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suggesting battlefield tactics to Agamemnon (8.218-9), and by seducing Zeus, so that,
during his post-coital nap, Poseidon can rally the Greek forces (14.157-387).

57 é€mel oUv: in Homer this combination regularly introduces a subordinate temporal
clause, and occasionally one that is causal. In all but two cases, 3.4 and 4.244 (both in
similes), £1rel oUv refers to something previously described or implied and, like cos oUv,
which always follows a verb of explicit or implied ‘seeing, hearing or ascertaining’,
‘stress[es] the completion of an action’, a distinctively Homeric usage (GP 417).

yepBev is a metrical variant of Tyyépnoav, 3rd pers. plur., aor. indic. pass. of ayeipco.
For the typically Homeric redundancy, fiyepBev ounyepées T’ éyévovTo, cf. 73
AYOPTIOATO Kal HETEEITIEV, 160 OU TI LETATPETNI oUd’ aAeyilels.

58 Toiol 8¢: the so-called ‘apodotic 8¢’ introduces the main clause of a sentence,
following a subordinate clause, by repeating the conjunction that introduced the
subordinate clause, thus emphasizing the correspondence between the two clauses (GH 2:
356-7). Here Toiol &€ picks up 57 oi &’. Cf. 137 €1 &€ ke un dcdwo1v, £y co O€ KEv auTOs
EAcopal. ToBas: acc. of respect with cokUs; cf. 114-5 oV £6év EoTi Xepeicov, |oU
Sépas oudt uriy, oUT” ap ppévas oUTe T épya.

59-67: on the surface, Achilles’ first words in the poem are without blame or rancor
and appear to be based on his concern for the army’s safety and success. On the other
hand, it seems pointed, even anatagonistic, to call an assembly and begin by telling
Agamemnon, in the presence of the whole army, that the expedition he commands seems
doomed to failure.

59 ATpEeidn: the voc., unadorned with one or more epithets, is typically Achillean in its
directness and could seem disrespectful. Contrast Nestor at 2.434 ATPe(dN KUDIOTE,
ava§ avdpddov Ayapéuvov, though such epithets too can be used disrespectfully; cf. 122.

59-60 viv...pUyolpev ‘I think that now, having been driven (lit. ‘made to wander’)

back, | we shall be on our way back home, if we should escape death’. The strong
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repetition of the notion ‘back’ in &AW and &y and the implication of failure in &aTro-
reflect Achilles’ frustration at the possible collapse of the Greek war—effort. T&Av
is always spatial in Homeric epic, ‘back’, never temporal, ‘again’, though Aristarchos
(Erbse 28) mentions some ‘recent’ scholars who interpreted it temporally in this passage as
an allusion to the traditional story, known from a fragment of an elegy by Archilochos
(P.Oxy. 4708) and from the Kypria (Argumentum, Bernabé 72-73 = West 2003: 72-3) but
undoubtedly pre-Homeric, that the Greek fleet had sailed against Troy once before but
landed by mistake at Teuthrania in Mysia, which they attacked unsuccessfully. The story is
not mentioned in the II. or Od., and 2 59 says that Homer ‘does not know” it. It would,
however, be better to say that he ignores it for his own poetic purposes. See Introd., 0o.

el KEV ...@UyOIHEY ‘if, as seems unlikely, we should escape’. €l Kev + opt. expresses a
more remote possibility than would €&v + subjunct., and a much more remote possibility
than 61 €l 81 OpoU TTOAeUSs Te Ddapdl kKal Aoipods Axalcv, in which 81) and the fut.
indic. following €i strongly imply that ‘war and plague really will master the Achaeans’.

el 81 if, as is clear’; see GH 2.255 n.1, GMT §460. Aowuds is a rare word used of
a rare event; it occurs in Homer only here and at 97 and is used similarly at Hes. WD 243
of a plague sent by Zeus to punish a transgressor.

62-4 &AX &ye...A16s EoTiv: Achilles suggests that the army consult an expert who,
in a time of crisis, can interpret the purposes and actions of a god: a seer (MavTIV), who
might predict the future on the basis of bird omens or other signs; a priest (iepfja), who is
an expert in things having to do with sacrificial ritual; or a dream-interpreter (whether of
his own or others’ dreams is not specified), ‘for a dream too (is) from Zeus’.

62 &AN" &ye...épeiopnev: Epeiopev is a short-vowel pres. subjunct., presumably
from €péw, though the short ‘0’ suggests that it might come from, or was formed as if it
came from, *épnut. In Homer the hortatory or jussive force of the subjunct. following

aAX’ aye(Te), BeUTe, etc., is particularly strong (GH 2.207).
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63 Kal ydap...éoTiv: T(g) gives this explanation of why to consult an dvelpordAov
the gnomic or proverbial tone of a saying that is always true.

64 65 k’eimol ‘who could say’. In a rel. clause expressing purpose, Ke with the opt.
generally emphasizes what is expected or probable (GH 2.249), in this case, that an expert
could explain ‘why Apollo became so angry’. S TU ‘in respect to what?’, ‘why?’ is
adverbial acc. of respect with éxcooaTo. Cf. Od. 5.215 ur| pot Tdde xcoeo. The indirect
question is made more precise in line 65 by another indirect question dependent on &g K’
elTrol: ‘(who could say) if he finds fault with an (unfulfilled) vow and hecatomb’.
eUXWAT]s and EKaTOUPNS are causal genitives giving possible reasons for the god’s finding
fault (uép@eTal). Achilles understands that the god’s anger may be due to a ritual gone
wrong, but he does not think of] or at least does not mention, Agamemnon’s transgressive
refusal of the formal request by Chryses, as a ritual suppliant, to ransom his daughter.

65 O Yy’ ‘that one’,i.e. Apollo, with a mild emphasis provided by y(€). A hecatomb,
literally a sacrifice of 100 oxen, in practice referred to the sacrifice of a large number of any
kind(s) of sacrificial animals. el Te...el Te...ékaTSUPNs *whether he finds fault
with a vow or with a hecatomb’), a standard Homeric way of expressing alternatives in
indirect questions (cf. 2.349, 12.239-40, Od. 3.90-1); the first €{TE is often strengthened by
apa, perhaps to mark uncertainty or in expectation of clarification (GH: 2.340; cf. Smyth
§2675 with N.1, K-G 2: 299-301, 326). Here, however, almost all MSS read 1®¢ instead
of the second €iTe, ‘whether he finds fault with a vow and a hecatomb’, though one has €{
Te...€l Te...). €l Te...NdE... is found in classical texts, but nowhere else in Homer.
Herodian (cf. Z 65a, Erbse 31) read €l Tap...nd’, which would eliminate the need for the
second €1 Te by the removal of the first one; see 8n. Nevertheless, given Kalchas’
OUTE...OUTE... at 93 in his response to Achilles, it is likely that Achilles is here expressing

alternatives.
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66-7 ai KeV’...apdval is better taken as an independent clause expressing a hope or a
wish on the part of Achilles, whose rhetoric is characterized by such emotional self-
interruptions (e.g. 9.376-87,16.97-100), than as part of the indir. question introduced by
62 épeiopev. Cf. 2.72 AN &yeT’, ai Kev Teos Bcopri§ouev uias Axaiddv.
BoUAeTal is a short-vowel, pres. subjunct. with ai kev and need not be changed to
BoUANT’, given the unanimity of the MSS (GH 1.454-7). Kviong is partitive gen.
after avtiaoas (cf. the gen. with Tuyxavw); &pvdv and aiydv are gen. of origin
dependent on kvions. TeAeiwv ‘complete’, i.e. ‘unblemished’.
aTo...apival: tmesis., cf. 25n. Aoty ds denotes comprehensive devastation or
destruction like that threatened by the plague or, later in the poem, by the Trojans routing
the Greeks with the aid of Zeus or by Achilles fighting to avenge the death of Patroklos (cf.
21.133-5). When Achilles, Thetis, or Zeus wards off destruction for the Greeks, the
formula is Aoty dv auivat; when the river Skamandros or Apollo tries to ward off
destruction for the Trojans, the formula is Aoryov aAdAkot (cf.. 21.138, 539). For the
thematic associations and interpretive significance of Aoty ov auivat and its formulaic
variants within the Iliad, see Nagy 1979: 74-6, 78. Slatkin (1991: 65-6, 87-8, 96)
emphasizes that Achilles is the only mortal in the poem with the ability to ‘ward off
destruction’, as can Thetis, Apollo, and Zeus. Aoryov audvat is not found elsewhere in
early Greek epic, except for the imitation Aoty ov auivovTes at [Hes.] Shield of Herakles
240 (6th-5th c.).
68-83: Achilles had addressed his words to Agamemnon, but Kalchas rises at the mention
of a seer or dream interpreter (62, 63). His request for Achilles’ protection, if his
explanation should anger the ‘man who greatly has power over all | the Argives, and the
Achaians obey him’ (78-9), is a pointed reference to Agamemnon.

68 fTol...avéoTn: this line occurs regularly between the end of one speech and the

beginning of another, e.g. 101, 2.76, 7.354. TjTol is a mildly affirmative particle, probably
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a combination of ), impf. of *fui, ‘he said’, and Tot, which draws attention to the truth of
what is being said (GP553-4). ap’ is sometimes found between the parts of a verb
separated in tmesis, e.g. 5.299 AUP! O’ &p’ auTdL Baive, though the effect of this
placement is unclear. Toiol ‘to them’, i.e. the Greek army, even though Kalchas
goes on to address only Achilles (73).

69 K&Axas...&pioTos: Kalchas is the leading seer in the Greek army and has a
longstanding relation with Agamemnon (cf. 106-8). Outside of Book 1, he is mentioned
only twice: when Odysseus quotes his prophecy nine years earlier that they would take the
city in the tenth year of the war (2.322-33), and when Poseidon takes on his appearance
and voice to inspire and energize the two Ajaxes (13.45-75). Kalchas was more prominent
in the poems of the epic cycle that sang of events leading up to and following the Trojan
War than he is in the II: see Kypria, Argumentum 34-5, 45-6 with fr. 23 Bernabé, Nostoi,
Argumentum 7-9 Bernabé, Sack of Ilium as reflected in Apollod. Epit. 5.23; cf. Finkelberg
2011:203-206, 2015: 134-5 with nn. 39-40, Danek 2015: 367-8, 375-6.
©eoTopidns: Thestor occurs only here in archaic epic as father of Kalchas, but
Thestor is also the name of a Greek warrior killed by Sarpedon (12.394) and a Trojan
warrior killed by Patroklos (16.401-10). oicwvomdAwv &x’ &pioTos: this
phrase is also used at 6.76 of the Trojan seer Helenos, who, however, does not interpret
the flight of birds but ‘hears’ in his Bupds "the will of the gods’ as they devise their plans
(7.44-5, 53). See Graziosi and Haubold on 6.76. éxa ‘by far’ occurs only in the
phrase 6x’ apioTtos (-0, -ov).

°

70: Hidn: plpf. of oida, with impf. meaning. Tpd T’ EdvTa = Ta T
mpodvTa. Kalchas” knowledge, qua seer, of past, present, and future resembles that of the
Muses, who tell T& T’ édvTta Kal éoodueva Tpd T édvta (Hes. Theog. 38), and that of

the poet whom they inspire to glorify Ta T’ écocopueva mpod T’ eovta (Hes. Theog. 32);

cf. Hes. fr. 204.113 6ooa T’ énv 6ca T’ €]oTl, Kal ommdoa péAAel EoecBal. In practice,
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the poet sings mainly of ‘things that were’ and the prophet of "things that will be’, and
divinity makes known to each what he could not otherwise know, because, unlike divinity,
he cannot be present everywhere. Cf. II.. 2. 484-6 €omeTe viv pot , Moloal, ... | UHEels
yap Beai é0Te T&pPeoTE Te (0Te Te MAVTA, | NUETS Ot KAEOs OloV dKOUONEY OUdE TI
{®uev. Cf. 1n., West 1966: 166.

71 Kai...elow ‘and guided the fleet of the Greeks to Ilios’. With the dat., fiyéouat
means ‘guide’, ‘lead the way for’; with the gen., ‘be in command of’. Usually Homeric
eloc is an adverb, ‘within’, but when it follows a noun in the acc., it can function as a prep.
governing that noun and meaning “'to” or ‘into’. Cf. 18.58-9 = 439-40 ,0d. 9.524.

"I’Atov is acc. of "IA10s, the name of the city previously referred to by Chryses as ‘Priam’s
city’ (19) and also known as Tpoin. Originally "IAlog was preceded by a digamma,
FiAios; it may well be cognate with Hittite Wilus(s)a (adj. Wilusija), which was possibly
the Hittite name for Troy.

72-3 T|V...UETEELTMEV: TV is fem. acc. sing. of the third-person possess. adj. 65/€ds; &
that man’, is masc. nom. demonstrative referring to Kalchas; ol is dat. sing. of 65/€ds;
o@, the Doric equivalent of Ionic pv, is dat. plur. of the 3™ pers. pron. CQEeis. o is
felt both as dat. of advantage with €0 ppovéwv and as indir. obj. of peTéeimev (GH
2.116). TNV is rel. pron., cf. 9-10n. mépe is 3rd person sing. of aor. *Mépo,
‘give’. In Homer an exceptional skill or the exceptional equipment with which that skill is
practiced is often said to be the personal gift of a god, e.g. Pandaros’ bow (2.827), Achilles’
arms and armor (18.83-519, 19.194-6, 20.267-8). See Willcock 1970. 34
PpPOVEWV suggests both ‘with good sense’, as opposed to Gppovéwv (15.104), and ‘with
good intention’, as opposed to Kaka ¢povéwv (12.67, Od. 20.5). Cf. ayaba, pila, and
dAoa PpovEwVY.

74-5 @...&vaKTOS: & before the voc. is less common in Homer than in Attic.

Sometime in informal contexts it is lively or brusque; sometimes, as here, it conveys a
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strong emotional inovolvement (GH 2.37). KéAgal is second pers. sing., pres. indic.
of kéAopal (= kKeAeUw); the Attic form would be kéAel. Kalchas takes Achilles’ general
comment in 62-3 as a personal command, since he thinks of himself, rightly, as the seer par
excellence in the Greek army and indispensable if they wish to save themselves from
Apollo’s wrath. uubnfioaocBatl | pyfjviv: ‘speak with authority about the wrath’,
perhaps in the quasi-technical sense of a seer predicting the future or interpreting or
expounding on a god’s words or signs. Cf. Od. 2.159 and, with a god himself doing the
expounding, Od. 8.79. The enjambment is unexpected and particularly emphatic: for the
first time in the poem, a verb at the end of one line governs the first word in the next line as
its direct object. The parallel between Achilles and Apollo is clear, but there is a major
difference: Apollo’s wrath is, as it were, superficial and will be easily removed by the
return of Chryseis to her father and sacrifice of a hecatomb. The wrath of Achilles,
however, is emotionally deep-seated and cannot so easily be removed, even when in Book
9 Agamemnon agrees to return Briseis and offers Achilles a huge payment of honor. On
the connection between Achilles and Apollo, involving both identification and hostility, see
Introd., oo.

76-7 Tolyap...apnéeiv: in Homer, Torydp ‘is only used by a person preparing to
speak or act at another’s request’ (GP565). It is always the first word in the first line of a
speech and is followed by €yco(v). oUvBeo: aor. mid. imper. = Attic oUvBou. In
Homer ouvTiBnui, like ouvinui, can signify an attentive kind of hearing: ‘mark my
words’, ‘take my words to heart’, almost ‘hear me and do as I say’. Cf. Snell 1978: 35.
duoagoov...apnifelv: ‘swear to me’ is followed immediately by emphatic 1 uév (=
Attic 1) urjv) introducing the terms of the oath. As usual, the subject in indirect discourse
is not expressed when it is the same as the subject of the leading verb. TPOPPWYV in

Homer is always a predicate adjective and easiest to translate into English by an adverb.
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E€Meo1Iv Kal XepOiv are more often contrasted than linked, e.g. 395 1j €TreL...NE Kal
Epywol, 15.106 Tj ETrel N)E Bint.

78-91 y&p...Axaiof: 1§ ydp regularly introduces a clause that explains what has just
been said and emphasizes its main verb. X0Aow in the act. is causal (‘make someone
angry’): cf. 18.111 cog €UE vV EXOAOEY... Ayauéuvev. The mid. and pass. are
intrans. (‘be or become angry’), cf. 64, 80, 139. Kai...Axaiolis an independent
clause: ‘I think that I will anger a man who..., | and the Achaians obey (him)’. In prose
one might expect ékeTvov with Gvdpa, but not necessarily in poetry, especially when
Kalchas is clearly thinking of Agamemnon.

80 xoeTal is short-vowel aor. subjunct. of xcoouat, after Ote. Classical Greek
would have dTav, but Homeric Greek often omits &v/ke in general or indefinite clauses:
cf. 81 €l...kaTaTéynL, 82 dppa TeAéoon|L. XEépni is a metrically motivated variant
of xepetovt. It is unclear why Zenodotos athetized this line, since he is also reported to
have read kpeloow for kpeioowv. Perhaps the scholia (Erbse 32) refer to the wrong line,
and Zenodotos actually athetized 81 (as speaking vulgarly and disrespectfully about a king);
see Erbse 32, Kirk 63.

81 elmep...kaTamMéynL: Te in this and the following line marks them as gnomic or
proverbial, cf. 63n.

82 &AA& Te...teAéoont ‘but afterwards he suppresses his resentment until he can
fulfill it’. &AA& Te frequently opposes a main clause to a subordinate clause in conditional
sentences, e.g. 10.225-6 Houvos &’ el Tép Te vonont, | GAA& Te ol Ppacowv Te voos,
AeTrTn O€ Te UATIS, 19.164-5 lTEP Yap Bupddl ye pevovaatl ToAeuilew, | aAA& Te
AabBpnt yula Bapuvetal. See GH 2.344. KaTaTméynt is aor. subjunct. of
KaTaTéoow, found only here in Homer. The verb denotes a kind of controlled cooking
or baking: ‘keeps his anger (x6Aov) from rising (but keeps it cooking beneath the

surface)’. The simple verb éooco ‘ripen’, ‘cook’, ‘bake’, is used with x6Aov at 4.513 =
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9.565 to describe Achilles ‘cooking” or ‘brooding over” his anger, or perhaps “foment[ing]
it inside him and mak[ing] it moistly swollen like ripened fruit’ (Clarke 1999: 93). Cf.
18.109-110, where Achilles speaks of x6Aos ‘which rises (&éEeTatl) much sweeter than
dripping honey | in the breasts of men’), and 9.646, where he says, ‘My heart swells
(oidavet) with x6Aos’. kaTatéynt describes the suppression of this rising, swelling
substance, which is, in psychological terms, the suppression of anger. In later Greek
medical and scientific writing, X0Aos is ‘bile’, and kaTaméoow means ‘digest” in a
physiological sense, but ‘digest’ is a misleading translation of the word as it is used in
Homer. See DELG, LigrE s.vv KQTaTECOCW, TTECOW. KOTOoV: k&TOS and XOAos
are the most important words for anger in the I, after pijvis. xOAos is a violent,
explosive emotion that can burst forth in a moment, but can also be controlled. kéTos, by
contrast, is a long-lasting, deep-seated feeling, which there is no way to control until the
person in its grip brings it to its TEAOS. See Walsh 2005: 12-14, 20-31, 233-4. Sppa
introduces a temporal clause with the subjunctive, ‘until he can fulfill (it)’; éppa can also
introduce a purpose clause, and it is not always easy to know how it is being used. Here,
for example, there is a secondary sense of purpose in addition to the temporal meaning
(GH 2.262); cf. 14.85-7 ‘to whom Zeus | granted from our youth even into old age to
wind up the strands | of difficult wars until we each perish (dppa pBidpEcBHa EkaoTos) .

83 ppdaocal is aor. imper. mid., lit. ‘point out to (yourself)’, i.e. ‘consider’. In Homer
Ppalw and ppaloual never mean ‘say’. Zenodotos’s ppacov would be aor. imper.
act., a form that does not occur elsewhere in early epic.

85-91 Achilles encourages Kalchas to tell whatever he knows of a divine purpose and
swears to protect him against anyone in the Greek army, even Agamemnon. Achilles’
diction and style in these lines is marked by a series of rare usages that contribute to its
direct, urgent tone: voc. K&Axav at the end of line 86 is one of only four vocatives in the

poem unaccompanied by epithets at position 12 (cf. 2.761 MouUoa, 10.416 fjpcds, 15.14
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“Hpn); ot Te oV is found elsewhere only at 14.198 and is one of just four rel. phrases at
positions 9-10 in early epic (cf. 22.259, Od. 9.356, HH 30.7); OUUTavTwv Aavadv in
enjambment at the beginning of line 9o and dependent on Ti§ at the beginning of line 88 is
particularly forceful. The unusual coincidence of meter and meaning in line 87, with each
of the four cola filled by a single word, gives the line a heightened solemnity.

85 Baponoas...eimé ‘take courage, (and) speak as much as you like’. Bapoéco is
always intransitive, and in Homer the aor. forms often have an ingressive force; cf. 20.338
Baporiocas d1) EMEITa HETQ TTPCOTOIOL HAaxeoBal, ‘take courage then to fight among
(their) foremost’. p&aAa ‘very much’, i.e. ‘as much as you like’, goes with imper. eiTré; cf.
173 PeUye NG, €l Tol Bunods éméoouTal. BeompomIOV ‘disclosure of divine will’
or ‘divine will as disclosed to a Beorpdos’ whose activity is denoted by BeorpoTéc.
This neut. noun, identical in sense to BeoTrpoTrin, occurs elsewhere only at line 87 in the
sing. and at 6.438 in the plur.

86-7 ou...ava@aivels ‘no, by that Apollo to whom you, Kalchas, | pray and reveal
divine will to the Greeks’. Cf. 72-3n. Plur. 6eompoTrias and pres. avagaivels suggest
that Kalchas has revealed divine will on multiple occasions; cf. 105-6, 2.299-332.

88-90 oU Tis...Aavadv: 88 ounegates éToioel at the end of 89. 90 CUNTTAVTCOV
Aavaddv is partitive gen. with 88 Tis, the subj. of éTToioeL. Euel...depkouévolo
is gen. absolute, "while I am living and having the power of sight upon the earth’. Cf. the
common formula 6p&v paos feAiolo ‘to be alive’ (e.g. I1.18.61, 24.558), and the use in
Attic of BAémreo with the same meaning.

89 ool, accented and placed at the beginning of the line, is emphatic.
Bapeias...émoioel ‘will lay hands upon you that will be heavy’, i.e. ‘hands that will be
powerful and hostile to you’. On the semantics of Papeias, see Chadwick 69.

9o oud’...efmnis: Achilles adds this clause as if it were an afterthought, and in so

doing provides the protasis of a fut. more vivid condition of which 88-9 ou...éTmoloel turns
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out to be the apodosis. But the clause is not really an afterthought. Achilles is responding
to Kalchas’ statement in 76-9 that he needs protection from ‘the man who holds power
over all the Greeks, and they obey him’ (78-9). Achilles, more blunt and forthright than
Kalchas, names Agamemnon directly and promises his protection. The exchange between
the two men may suggest spontaneous or pre-arranged complicity, but nothing in the text
explicitly authorizes this interpretation. Cf. Taplin: 54-5. oUd’ ‘not even’.

91 &s...efval: Achilles speaks ironically. The irony, though, is not in ‘claims to be’ (as
opposed to ‘really is’), since Agamemnon really is @pl10TOS in one sense of the word and is
treated as such by others (Leaf 91, Willcock 189). Rather, the irony lies in the disparity
between Agamemnon’s claim to be ‘best of the Achaians’” owing to his political rank and
authority (2.82) and command over the most people (1.281, 2.577, 580), and Achilles’
more effective claim to be ‘best of the Achaians’ because he is the most powerful fighter
(244, 412). Cf. Nagy 1979: 26-7. TOAASY = oAU (adverbial). See 35n.
AXai1édv: €vi oTpaTl is the unanimous reading of the MSS, but the ancient scholars
read Axa1cdv, which seems more effective poetically in light of 244 and 412.

92 HAVTIS QUUHV: AUUUV is a frequent generic epithet in Homeric poetry, but
HAVTIS QUMY occurs only here and at Od. 11.99, 291. The traditional etymology from
Q- + MEOMOS suggests the basic meaning ‘blameless’, but not necessarily in a moral sense,
since the word is used of Aigisthos at Od. 1.29. The original meaning of &pUpcoV,
however, may have been‘beautiful, handsome’, which developed into ‘excellent’, ‘expert’
(in a functional sense). See Amory Parry 1973.

93 oUB’...ékaTtéuPns: the text is uncertain: most MSS and several papyri read oUd’
for the second oUTe, which would strengthen the second alternative. Cf. 65 with 65n.
Often in Homeric poetry, a character responding to a question first contradicts the
questioner’s assumptions before giving the correct answer. This stylistic feature, found in

such traditional genres as the English ballad and modern Greek popular song, may have
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been a feature of ‘popular style’ adapted by Homeric epic from pre-Homeric songs and
folktales (Kakridis 1949: 106-26.)

94 NTiuno’: 3rd pers. sing., aor. indic. act. of aTipac. Cf. 11n.

95 oUd’...&mowva: for the hysteron-proteron, see 11n. In Homeric epic, unlike Attic
prose, oUdE (or undé) can follow either a positive or a negative main clause (cf. 97-9n.).
OUK in Kal oUK goes with amedéEaTo: ‘nor did he release [the priest’s] daughter, and he
did not accept the ransom’.

96 TOUVEeK’ is correlative with 94 €vek’: ‘on account of the priest whom Agamemnon

dishonored, | ..., | therefore he who shoots from afar gave GAyea and will still give
(them)’ (94-6). Aristarchos (Erbse 36) rejected 96 as superfluous (Trep1oods), possibly on
the grounds that there is nothing new in &GAye’ €dcokev eknPoAos and that TOUveK’ seems
to repeat 94 €vek’ apnThipos; see Kirk 63. Kalchas’'s nd’ €11 cooel, however, is both
new and important, since a listener or reader would expect the words of a seer using the
future tense to be fulfilled.

97-9 oUd’...&v&To1vov: g7 Tpiv is an adverb, 98 Tpiv a conjunction looking
forward to amd...8éueval. In Homer the adverb Tpiv occurs frequently in clauses on
which Tpiv + infinitive depends (cf. GMT 657). This double Trpiv construction seems
especially common in Achilles’s speeches and in speeches attributed to him, addressed to
him, or directly or indirectly connected with him (Hogan 1976, Wilson 1991). In Attic,
mpiv with the infinitive usually follows an affirmative main clause, but in Homer this
construction can also follow a negative clause; cf. 95n. O ye refers to 96 EKNPOAOS.
In g7, Aristarchos, following Rhianos and the Massaliotic ‘city” text (see
Introd., 00), read Aavaoiciv aeikéa Aoty ov atmeooel, but all MSS have Zenodotos’s
Aotpoio Bapeias xeipas apéCel. Zenodotos’s conjecture might be possible in light of
21.548 OTeos BavavaTolo Bapeias kijpas aAdAkol, but without Aavaoiowv there is no

readily understood subj. of 98 a1o...8dueval. aeikéa Aoty dv: aeikris and its
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cognates can be used ‘objectively’ to describe an ‘unseemly’ action that disfigures or throws
a negative light on the person who is its object, or in an ‘evaluative, moralizing way’ of an
‘unseemly’ deed that ‘primarily disfigures the doer and not the damaged one’ (Danek
2014b: 139; cf. Schein 2016: 104 n. 23). It is unclear which of these two senses is foremost
in Kalchas’ mind, or if both are present equally. ATMOEL gives Aolyov a strongly
physical connotation. Elsewhere amwBéc is used of one fighter or army driving another
back or away, e.g. 13.367, Od. 9.280. ATPI&TNVY avaTolvov ‘without a price,
without a ransom’ appear to be adjs. agreeing with koUpnv at the end of the preceding line
(cf. Od. 14.316-7), even though Aristarchos understood amptaTnyv as an adverb. The
asyndeton and ‘progressive’ enjambment emphasize that Agamemnon will pay for his
mistake by having to reverse himself, return Chryseis, and lose the honor and material
benefit of the ransom he rejected. QVATIOWOV is hapax legomenon in surviving
Greek literature. Ak M8 a is the only Homeric example of EAkc IS used of a
woman rather than a goddess, presumably with reference to her attractiveness, but cf. Hes.
frr. 43.19, 180.13 €EAikcoOmMBa KaAAITTapnov. The meaning of EAIKETIIS is uncertain.
The most likely ancient and modern guesses have to do with the color of the eyes (‘black’)
or with their movement or animation (‘lively’, "flashing’, ‘darting’), rather than with their
shape (‘round’, ‘curved’)—especially as EAlk- should mean ‘twisted’, which does not seem
appropriate, rather than ‘round’ or ‘curved’.

100 és Xpuanv: cf. 37. iAacodpuevol memiBoilpev: ‘after we have
propitiated him (sc. Apollo), then we might persuade him’. iAacO&NEVOL is aor. participle
of iA&okopat, and TemiBolpev is first person plur. opt. of a reduplicated aor.of TeiBeo.
Cf. 9.112 ppalcouecd’, cds kév Hv apeoodapevol Temibwpev, where Nestor’s
QPECOAMEVOL is more appropriate with reference to the mortal Achilles than
1Aaocoapevol would be, and subjunct. TeTiBcopEY envisions a less remote possibility of

persuasion than does opt. TreTiBolpev.
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