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The epic singers of archaic Greece told the deeds of the heroes and com-
posed and performed their songs in epe in front of the audience by
means of their traditional art, or more precisely, of the peculiar instru-
ments of a long and rich tradition. The events of the heroic saga, which
we call, with the epic formula, xAéa dvdpdv, as well as the plots of the
tales, the olpon, were traditional. As instruments of tradition we have
learned to appreciate the epic diction, the formular language and the
formulaic techniques used by the rhapsodes to compose while perform-
ing. Another instrument that the singer used in composing and that we
can try to identify in the heroic epic texts, are the traditional thematic
structures. After the pioneering work of Walter Arend (1933) on the typ-
ical scenes (reviewed by Milman Parry, 1936), it was Albert Bates Lord
who particularly dealt with this subject and described oral composition
in terms of composition by theme, thanks to his experience in compara-
tive field in Bosnia!. With regard to the heroic epic poetry of archaic
Greece, we can believe that the performance would be carried out — fol-
lowing a selected oime and with the aid of the formular diction - through
a sequence of themes and motifs, making it an easier task for the singer.

So far scholars have produced many studies on thematic composition
and thematic structures in Homeric poems, but we still don’t have a sys-
tematic and complete thematic analysis of the whole texts. As soon as we
begin such an analysis, we are faced with a question regarding both ter-
minology and concept, because in our studies we have no univocal defi-
nition of the thematic elements making up the text. Later, we will try to
suggest a working definition of theme and motif, and we’ll give two
examples of text with themes and motifs, according to the prospects of

1. In part. see Lord 1951; 1960, 68-98.
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this analysis, but for the moment let us deal with the beginning of the
Iliad. Once we have become acquainted with the distinctive features of
epic poetry, immediately we perceive, together with the formularity,
that the structure of the narration is divided into well defined thematic
units, more or less extended. If we compare these scenes, as we shall call
them for the time being, with similar scenes in epic poems, even a long
way from each other within the same poem or belonging to different
poems, we soon realize there are similarities between the narrative
schemes and in the use of diction.

Since Arend’s work, the identification of typical scenes has become an
important prospect for analysis, because it enables us to see and verify
connections between formulaic diction and narrative structures, and to
identify the schemes or the patterns of oral composition, as in the con-
siderable work by Bernard Fenik, Typical Battle Scenes in the lliad (1968).
But the analysis of typical scenes also involves some problems. We stress
the patterns and the formularity of the texts, but in a compositional view
we seem to lose the unity of the narrative action as it was thought by the
singer. In the work by Arend we perceive the typical features of singular
scenes, but they seem formulaic fragments which the poet inserts in a
text that is a continuum.

We will now consider the beginning of the Iliad, following the sug-
gestion of Mark Edwards. In his essay « Convention and individuality in
Iliad 1* », Edwards gives us a way for solution, when he analyzes the nar-
rative structure and identifies the type-scenes of the first book of the
poem, which cover uninterruptedly the whole text. We will quote here
his definition of type-scene, which he proposes in another important
essay on these topics, « Homer and Oral Tradition: The Type-Scene 3 ».
It will be useful to our work, because it is similar to our definition of
theme: <A type-scene may be regarded as a recurrent block of narrative
with an identifiable structure » (285) and « The whole of Homeric narra-
tive can be analyzed into type-scenes*» (287). But we have to observe
that in Edwards’ work the perception of unity of the narrative action is
still fragmentary. When he analyzes the assembly of the Achaeans in A
54-307, he identifies three type-scenes, Summoning of the Assembly (A 54-
56), Assembly (A 57-305a), and Dismissal of the Assembly (305b-307).
Then, inside the Assembly, he identifies three other type-scenes,
Achilleus’ pepunpilewv (A 188-194a), Athena’s Divine Visitation (A
194b-222), and Nestor’s Mediation (A 247-304).

2. Edwards 1980, 4-28.

3. Edwards 1992, 285-287. Cf. 1975, 51-72.

4. Cf. Nagler 1974, 81 «it now seems equally plausible that all narrative episodes are
equally zype scenes, if one means by this term that they are realizations of poetically signif-
icant motifs».
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Towards a thematic analysis of the homeric poems

Now we must consider that certainly this narrative action is unitary in
terms of theme and composition. In this prospect, it does not begin with
A 54, but with the transitional line that summarizes the preceeding
theme: A 53 Evvijpop pev dva otpatov gyeto kijdo Beolo. And it goes
on with the general representation of Achilleus’ summoning of the
Assembly, which introduces the new narrative action: A 54 t dekdri) &
dyopfv 8¢ koAéooato Aadv "AxiArevs. In particular, we cannot consider
the Summoning and the Dismissal as separate units, since they represent
the natural and traditional frame of this type of narrative action. Indeed,
these two sections show a higher formular density, as it frequently hap-
pens for the beginning and the end of a theme, or of a motif. The Sum-
moning and the Dismissal are components of the Assembly, that is inte-
grated motifs making up the theme. Inside the Assembly, in the same way,
Achilleus’ pondering and Nestor’s mediation are not independent
scenes, but integrated motifs of the Assembly, too. We can define as an
independent unit only the Divine Visitation of Athena (A 194b-222)°,
quite similar to many other Divine Visitations in the Epos, on the basis
of narrative patterns and diction. It constitutes a separate action in the
Assembly. It is a recognizably different theme and has a well distinct
beginning and ending, which are marked by two motifs, the arrival (A
194-195 AA0e & "AOfvn / ovpavéBev) and the departure of the goddess,
the new subject of the narrative action (A 221-222 #{  ObAvpmnov 3€ Pe-
Briket / Sduat es aiyiéxolo Aws petd daipovas GArovs). The Divine
Visitation is made up of a conventional sequence of typical motifs that
we can easily recognize because of the frequency of the theme, and it
represents a turning-point in the events of the first Assembly of the liad,
when they are going towards an unexpected outcome. It turns Achilleus
towards the menis, that is the argument of the song and the main thread
of the Iliad. Therefore, we must consider the intervention of Athena as a
new and distinct thematic development within the Assembly. As it hap-
pens in battles, the events are getting to a critical situation out of the plot
or out of the oime, but the divine intervention corrects them in the
expected way®. Then, the Assembly resumes its course exactly in the
moment when Athena goes away, and Achilleus comes back to insult
Agamemnon in front of the Achaeans, with the indication of the new

5. As a part of the new theme, we can consider the transition that precedes the arrival
of Athena and recapitulates the pondering action of Achilleus, when he draws the sword:
A 193-194a fos & 1a08’ Gpuaive xatd ¢péva kai katd Buudv, / EAketo & £x koreolo
péya Eidos.

6. See de Jong 1987, 68-81; Morrison 1992, 61-71 «The poet uses this reversal pas-
sage abruptly to return the story to its expected — that is, its traditional — path» (62);
1997, 285.
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subject plus an adverb IInAeidne & éE€ovris (A 223), marking the the-
matic transition.

On the one hand this example can give us a concrete idea of what we
call a theme, on the other it reveals some of the difficulties we find in the
thematic analysis of epic poems. Now, we will try to formulate our
working definition of theme and motif.

In the heroic epic poetry, essentially a narrative poetry, the theme is a
unit of meaning, which introduces a fundamental action into the tale,
causing the development of the events’. We can identify as themes, for
example, the Assembly (Agora), the Battle (Mache), the Duel (Mono-
machia), the Intervention of a god (Enteuxis), the Sacrifice (Thysia), the
Hospitality (Xenia), the Inspection of the army (Epipolesis), but we do not
consider as themes the scenes of departure and arrival, the preparation
of the meal, the arming, because they are subsidiary actions and compo-
nents inside the theme. So, we observe that the concept of type-scene
sometimes coincides with the theme, sometimes with the motif. This
alternation depends on the dynamics of composition, because a theme as
the Intervention of a god can be reduced to a motif, that is to the simple
indication of helping, without other typical motifs of the thematic
sequence. In only one hemistich Apollon can save Hektor (H 272 tov &
aly’ dpbwcev 'AnéAdov, © 311 mapéodniev yap 'AméAlmv), when in
other occurrences we have a larger and complex thematic development
of the same action, as in O 220-262.

In the opposite direction, a motif as killing an enemy can be reduced
to the simple verb or only to the name of the victim, as an iterated motif
in the Battle and particularly in an androktasia, but when it is associated
to a larger sequence of subsidiary motifs, it acquires the thematic auton-
omy and the relief of a Monomachia, or Duel.

The theme is composed by a discrete action with a beginning and an
end well identified on the basis of the leading actor, a single character or
a group, who is the principal protagonist, and on the basis of the kind of
action, of the structure and the formulaic language. The end of a theme
and the beginning of the following one are generally marked by transi-
tional lines, often formulaic lines, which sum up the precedent events, or
are underlined by adverbs or by chronological indications. The theme is
an articulated unit, composed by a sequence of motifs, or smaller units of
meaning. The length of a theme is variable, depending on the number

7. See Lord 1938, 440 «a subiect unit, a group of ideas, regularly employed by a
singer, not merely in any given poem, but in the poetry as a whole»; 1951, 73 «a recur-
rent element of narration or description in traditional oral poetry»; 1960, 68 «the
groups of ideas regularly used in telling a tale in the formulaic style of traditional song».
Cf. Cantilena 1997, 145-146.
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and the articulation of the motifs and on the richness of the ornamental
elements.

'The motif is the smallest unit of meaning that we identify in our analy-
sis and it is a component of the theme, that is to say motifs make up the
sequence of the smallest narrative elements, which build the develop-
ment of the theme. As Albert B. Lord said, «although he [the singer]
thinks of the theme as a unit, it can be broken down into smaller parts:
the receipt of the letter, the summoning of the council, and so forth. Yet
these are subsidiary to the larger theme®».

The motif is generally made up by a simple action and we can identify
it by the presence of a verb and on the basis of its meaning. For example,
the motif of the hero (or god) who is pondering about an action is iden-
tifiable on the basis of the verb pepunpilev, inside less or more complex
phrases: B 3 peppfpile katd ¢péva @s..., N 455-456 dwavdiyo pep-
unptéev / fi... A..., A 188-192 &v 8¢ oi frrop / ormibecov Aacioiot
SLavorxa peppipiiey, / Ai... fie...° Or the motif of plundering the victim’s
armour can be identified by the simple verb €ocvAevov (E 48) or by a
phrase as évapilov an’ &vrea (O 343) or kal an’ duov V) E0VA z
28)10,

The length of a motif can be reduced to a single verb (plus a gram-
matical subject, if there is one) or to a phrase, but it can be expanded to
more phrases or more lines, when it is composed by a certain number of
ideas or actions regularly associated with the same motif, or when it is
amplified by ornamental elements, which do not constitute an indepen-
dent development of the same action.

In this compositional freedom of contraction and expansion, the
motif of the arming can be reduced to a hemistich, as for Menelaos H
103 kotedoeto tevyeo xaAd, and Aias Telamonios H 206 xopiooeto
vépomt xoAk®, it can be extended to a few lines, as in the arming of
Teukros (O 478-482), or it can consist of a large and detailed description
as in the famous arming scenes of Agamemnon (A 15-55), Patroklos (I1
130-154), and Achilleus (T 364-424). In the duel between Paris and
Menelaos, to make another example, for the arming of the Troian hero
we have eleven lines (I 328-338), while for the Achaean champion, the
winner of the match, the motif is reduced to the simple phrase €vte’
28vvev, united to the indication of the subject, Mevéloos dpnios (I
339).

8. Lord 1960, 71.

9. On this motif see Arend 1933, 106-115 ; Patzer 1972, 26-40; Fenik 1978, 68-90.

10. Cf. E 617-618 6 & énédpape daidipos Alas / tevyxea cvinonv, and then 621-622
008 dp’ €7 dAAa Suviicato tedyea KoAd / dpouv dderécBar.
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So, nor do we consider the similes as distinct motifs, because they
always illustrate and ornament the motif, or the action, and they are
integrated in it, as the simile of a lion killing a bull (TT 487-489) and the
simile of wrestling between a lion and a boar (IT 823-826) are an expan-
sion of the motif «killing an enemy» in the theme of the Monomachia.

The main function of themes and motifs, as we have said, is a matter
of composition. Following the oimze, the singer proceeds in his composi-
tion, using these units in sequence, with the same freedom with which he
uses the formular diction and for the same requirements of oral compo-
sition. Themes and motifs are conventional and traditional. Repetition
inside the same poem and in other poems of the rhapsodic tradition is
the main evidence of the conventionality and of the function of themes
and motifs as tools of oral composition itself.

Which concrete objectives do we set ourselves in this work ?

First, we need a vertical analysis of the Homeric poems, allowing us
to seek and follow the thematic development of the composition and to
verify its peculiar dynamics.

Then, with the aid of information technology for research, we can
carry out a horizontal analysis of themes and motifs, thatis a virtual and
simultaneous catalogue for a synoptic vision of all the single themes and
motifs in their textual application.

Our last object is to obtain an instrument allowing us to match the
results of thematic analysis with the results of the formular analysis,
which has been produced by C.O. Pavese and F. Boschetti''.

Now, we wish to suggest two brief samples of thematic analysis .

E 1-58

Enteuxis

excitare "EvO o0 Tvdeldn Aroundei TTaAlag AGMvn

Sike pévog kat 8dpcog, fama v €xdnhog ueta TACLY
’Apysioiot yévorto 8¢ kA€o €6BAOV Gporto’

mutare daié ol £k k6pvOOG T Kal Aonidog AKGUOTOV TUP
5 dotép’ dmapiv@d £variykiov, 6¢ 1€ pdirota

AQUTPOV TOPGALVCL AEAOVUEVOG DKEAVOLO®

1016V ol TOp dalev Gnd kpatdg Te Kail Buwv,

incitare Gpoe 3¢ v xatd péocov 601 TAgioTol KAoveovro.

11. Pavese-Boschetti 2003.
12. The themes are identified by Greek terms with capital letter, e.g. Monomachia
(Duel), the motifs by Latin terms, e.g. necare (killing an enemy), all in italics.
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Monomachia

ex: genus "Hv 3¢ 11¢ €v Tpaeoot Adpng ddverog apvpov

10 ipelg ‘Hooiortoro® dvm 3¢ ot viéeg Aoy

dnyevg T8aidg 1€ payns €0 €1861e mdong.

concurrere 10 ol arokpilveévie évaviie opundnTNV*

0 pev Go’ inmorry, & 8 dnod xBovog dpvuto tefdq.

ol & &1e &1 oyedov Noav £n’ AAARLoLoLY 1OVTEG

15 falli dnyeg po npdtepog npoiel Sodrydokiov £yX0¢’
Tudetdem & Unep AoV dpLotepov fiAVO Aok

gyyeoc, 008’ EBad’ a0Tév incurrere 6 &’ HotePOG SPVUTO YOAKD
Tudeidng mecare w00 & ovy GAov Béhog Exduye XELPOG,
GAN EBare othiBog petapdliov, doe & d¢’ innav.

20 fugere '150i0g & dnépovce Mnav nepikariea digpov,
relinquere 008’ £tAn nepPiivar aderderlod kTauevolor
eripere 008& Yap 003E KEV AVTOG VIEKPLYE KTpO uEAOLVALY,
dAA’ “Hoarotog £puto, cGMoE 8¢ VUKTL KOADYag,

~dolere ¢ 81 ol i) Tayyv Yépav droaynuevog ein.

25 subducere innovg & €Eehdoag peyadopov Tvd€og viog
ddxev Etoipololy Katdyelv Kolhag €T VIOG.

videre Tpdsg 8¢ peydOupor £nei idov vie Adpnrog
fugere WOV u&v GAEVGUEVOV, necare 1OV 8& KTAUEVOV TP’ Oxeoot,
terreri naoiv 6pivn Bvpdc

Enteuxis

bortari (egredi) dtap yhavkdmnig 'A6nvn

30 yxelpdc Elodo’ Enéecol Tpoonuda Bovpov "Apna
*Apeg “Apeg Bpotohotye LLOLPOVE TELXECLTANTO,

ovk av dn Tpdog pév édoopuey kai "Axoroig
napvac®’, 6nnotéporot natnp Zevg kDdog OpEEN,

voi 8¢ yalopeocOa, Alog & dAeduedo piviv;

35 "Qq einodoa egredi payng éEnyaye Bovpov "Apna-
1OV puev €nerto kaOeloey En NOEVTL ZKopdvIp®,

Mache

pugnare Tpdag & Exhvav Aavaoi- caedere €le & Gvdpa £xaoT0G
fyepdvov: necare npdtog 8¢ Gval avdpdv Ayapeuvav

apyov ‘AlLavav ‘Odiov péyav ExPare digpov:

40 mpdre Yop oTPedOEVTL uETOOPEVE £V OpL THEEV

dpov peoconyvg, dia 8¢ otbeodrv Elacoe,

dovmnoev 8¢ mecwv, Apdpnoe 8¢ TeVYE’ €N AVTH.

necare 1dopeveig & dpa Poiotov éviipato Mijovog vidv

Bdpov, [ex: locus Og éx Tapvng ép1pdrakog eiAnioOet].

45 oV pev dp’ Tdopevets 8ovptkAvtog €YXEL HOKPO
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vOE innev émpnodpevov xatd SeELov duov:

fipwne & €€ Oxéav, oTuyepdg & dpa piv okd1og E1LE.
spoliare Tov pev dp’ Idopeviiog EéovAevov Bepamovies
necare VoV 8¢ Xtpodloro Tkoudvdpilov atpova Bnpng
50 ’Atpeidng Mevelaog €N Eyyel 6EvoevTL

£60A0V Onpntiipa [ex: docere 818ake yop "Aptepg avm
Baiierv dypra Tavta, 1A 1€ TPEPEL OVPESLY VAN
-iuvare AL o ol 101e Y Ypoiloy “Aptepg tox€arpa,
o0d¢ €xnpPorior fiowv 10 Tpiv YE Kéxaoto]

55 aAra piv 'ATpeidng dovprkiertog Meveraog
npdcdev £Bev devyovia uetddpevov ovtace dovpi
OUOV HESOTYVGS, d10 8€ omBechLv EAacoey,

fipwne 8¢ mpnvng, dpafnoe 8€ 1eVYE’ €N QVTA.

The motifs of E 1-200 have been analyzed by G. Kirk in his chapter
about Typical motifs and themes, in the second volume of The Iliad: A
Commentary'3. The main difference between our analysis (E 1-58) and
the one of Kirk is that we identify the themes too, and that the defini-
tions of the motifs are more generic and synthetic, because in this way
we can obtain a more comprehensive and simple, and therefore more
useful comparative system. For example, we don’t identify as distinct
motifs at 19 location of the wound, at 42 mode of dying, at 47 darkness/death
envelops victim, but we consider these elements as variable components of
the same motif necare, «killing an enemy ».

In the second sample, we present the analysis of two Monomachiai or
Duels, in which it is possible to compare the use of the motifs and their
sequence, and to identify the thematic pattern’*.

Y 419-455 Duel between Hektor and Achilleus

Monomachia

videre "ExTwp 8’ ¢ événoe kaolyvnrov IToAlSwpov

420 necare Evtepa xepolv €xovta Aaldpevov moTl yaln

dolerekdp pd ol 6PpOaNuv kéxuT’ AxNUG" imcurrere oU8’ dp’ €T’ &TAn
Snpodv ékac oTpwpdad’, AN’ dvtioc ANO’ AxXLAAL

0L 86pu kpaddwv Proyl elkehoc: videre alrap "AxLNelc

WG €18’, incurrere ¢ dvemdhTo, perpendere xal ebxdpevoc émog mida-
425 éyyuc dvip O¢ éudv ye pdlhoT’ éogepdooarto Bupdv,

6c pouv €taipov Emedve TeTévor: old’ Av EéTL Sy

AMAHAOUC TITWOooOLUEY dvd TITOMépoLo Yedlpac.

13. Kirk 1990, 15-27.
14. On the motifs and the thematic structure of the Monomachiai, see Camerotto 2001.
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*H, provecare xai tnddpo 1ddv npoceddveev “Extopa dlov:
dooov 10’ dc kev 8accov OAEBpoL Telpad’ tknar.

430 provocare Tov & 0¥ wapPioas Tpoctdn kxopvBaioros “Extwp:
TInA€idn pun o1 éréeoot pe vimoTiov KOS

&neo Se1ditecOon, £nel odda oida Kai avTos

AUV keptopias RS aicvia pvbncacdat.

018a & 611 oL pev £00hos, £Y® 8¢ céBev mOAD XElpwV.

435 GAM’ firot pév tadta Bedv €v yodvaot Keltan,

ol k¢ oe ePOTEPOS MEP £DV AMO OLPoV EAmpOL

Sovpt Bamv, el A kal uov Béhos 6EL ndpotbev.

*H pa, icere kol Gunenalmv Tpoiel d0pv, iuvare xai 16 Y 'A6vn
nvoul), AyxuAAfjos maAly £Tpone KLSAAPOLO

440 fxa paio yokaca: 10 8 ay ixed "Extopa diov,

adtod 8¢ TPorGpPo1Be TodMV TESEV. incurrere avtap 'AxAAelds
EUNENONS ENOPOVOE KOTAKTAUEVAL HEVEQLVAV,

ouepdoAéa 1aywv: eripere tOv & eEnpratev 'AnOA @V

peia AL ds te Beds, ExGAvYE & dp’ NEPL TOAAT.
445 incurrere Tpis pev Enelt £ndpovce noddpxns dlos 'Axtdhets
éyyei yorkeiw, tpis & figpa Toye PobeLav.

GAA’ 1e 81) 10 TéTapTov Enécouto daipovt 1o0s,

iactare de1va & OPoKANCAS ENEQ TTEPOEVTO TPOOTVOO!

& ad viv #ouyes Oavatov kov' 1) 7€ 1ot dyxt

450 HABe koxdv* vu'v adté ¢ Epvoato Poifos 'AnOA®VY,

® péders etixectat idv €5 Sodrov AxovTwy.

f 6Mv o’ EEavim ye kal Yotepov aviifoAncas,

£l 100 TS KOl &porye Oedv Emtdppobos €oTt.
vOv o 1005 dAAovs Emeicopat, 6V Ke KLXEL®.
455 "Qg einov ...

® 544-598 Duel between Agenor and Achilleus

Monomachia

expugnare "EvOd kev Dyinviov Tpoinv Ehov vieg Ayordv,
545 incitare €l pn Anédlav @oipog Aynvopo dlov dvike
d@T ’Avrivopog VIOV Guipova Te KpaTEPOV TE.

excitare £v pév ot xpadin 8dpoog Pale, invare nap 3¢ oi avtog
£ot, 6meg Bavdrtoro Popeiag XElpag GAGAKOL

onY® kexMuévog xehape kexdlvnto & dp’ HEPL TOALY.

550 wvidere ovtap 8 Y dg £vonoev "A 1AM nToAinopOov
manere £c1n, terreri ToAAG 8¢ ol kpadin TépPvpE pEVOVTL
perpendere dxBicag & dpa eine mpos Sv ueyarritopo Bopov:
& pot &yav: €1 pév kev V1o kpotepol "AYLIAN0G

devY0, Ti) Tep ol GAkor dtu{éuevol kKAloveovrat,

555 aipnoet pe xai O, kai avaikido Se1poTopnoet.

£l & av £y ToUToVg pev VmokAovéechot £40H
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IInAeldn "AxAfi, mooilv & Ano teiyxeog GAAY

devywm mpos nediov Taniov, 6¢p’ Gv tkopat

181G 1€ KVNUOVS KT 1€ pOTNia dV0"

560 £omeprog & v ENELTO AOECCAUEVOG TOTAUOTO
18p® amoyvyBers mpotl “TAlov amoveoiunv:

aAda ti 7 pot Tovta dpirog deré€ato Bupdg;

un W araelpopevov ToALog nediov 3¢ vonon

KOl pe pHeTai&ag papyn 1o €€col TOSECOLV.

565 ovkeT €nelt €oton Oavatov kol kfpag dAvEar:
ANV Yap KpATEPOS TEPL TAVIOV £0T AVOPOTOV.

£l 8¢ k€ ol mponapo1Be TOAEOG KateEVOVTIOV EAOW®

Kal yap Onv 1001 tpatos xpag OEEL Yarkd,

&v 8¢ la youyn, Ovnrov 8€ € dac’ dvpamnor

570 éupevar avtap ot Kpovidng Zevg kbdog ondlet.
“Qq einav manere 'AxiAfia GAELG pévey, v 8€ ol Ntop
dAxipov opudato nrorepilelv Nde payxechal.

fiite napdaig elot Babeing €x EVAGYoL0

avdpog Onpntipog Evaviiov, 0VSE TL BLu®

575 1apBel ovdE doPeitar, Enel kEV LVAOYUOV AKOVOT)
el mep yap $0auevog v 1j ovtdon Ne BaAnoiy,

AALG T€ KOl TEPL HOVPL TEMAPUEVT] OVK ATOANYEL
aikiis, mpiv ¥’ Ne EuuPAnuevon e dopfvor

0¢ "AvTtivopog viog dyoavod dlog 'Aynvep

580 ovk £€6elev PevyELY, TPLV TELPNGOLT "AYLAROC.
incurrere GA\’ 6 Yy’ dp’ domida pev npdcd €oyeto ndvios £lony,
&yxein & avtolo TLTOOKETO, provocare kol Uy ditel’
7 1 mov pdA’ EoAnag Vi dpect dpaidip’ "AxIAAeD

fuott Tde oAy népoely Tpoov dyepadymv

585 vnmit” A 7 &1L TOAAG tetevEeton BAye’ €N aUT).
€v Ydp ol ToAEeG 1€ Kol JAKLUOL AVEPEG ELPEY,

ol kol TPOcOe PLAMY TOKEMY AAOY OV TE KAL VLAV
"TAlov elpvopecBo’ ol 8 £vBAde moOTHOV EQEYELG

08’ Exnaylog £V xail Bapcoréog TOAEULOTNG,

590 "H pa, icere xoi 0EVv dxovto Bapeing xe1pog Adhke,
kai P’ €Bade kviuny VRO YOHVATOG 0V’ AOAUAPTEV.
audl 8¢ ol Kvnuig VEOTEVKTOV KACOLTEPOLO
opepdaréov kovapnoe’ mailv & dno xoAkoOg dpovoe
BAnuévov, 008’ EnEpnoe, invare Beov & NpVKoKe dDPO.
595 incurrere Ilnkeidng & opuncat "Aynvopog dviiBéolo
devtepog” eripere oV €T £acev "AndAAmv kVd0g dpecban,
AAAG v €Enprae, kAAVYE & ap’ NEPL TOAAT],

fovylov & dpo piv ToAépov Ekneune véeasbat.
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