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Everyman’s Poetry

Everyman, I will go with thee, and be thy guide

Homer

Selected verse from
the Iliad and the Odyssey

Translated by ALEXANDER POPE
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Note on the Author, Translator and Editor


‘HOMER’ was the name given in antiquity to the author of two epic poems, the Iliad and Odyssey – the earliest and most famous works of ancient Greek literature. Though he was believed to be an historical figure, nothing certain was known about his identity or life. One ancient tradition associated him with the island of Chios, where a guild of ‘Homeridae’, or ‘reciters of Homer’, existed from the sixth century BC. Another held that he was blind. The Homeric poems were revered throughout antiquity, and widely studied in Greek and Roman schools. After their rediscovery at the Renaissance, they once again acquired a high literary status, though a number of influential critics of the sixteenth, seventeenth, and eighteenth centuries judged them to be primitive, indecorous, immoral and ill-constructed. During the nineteenth and early twentieth centuries, interest shifted from the poems’ literary qualities to their origins and historical background. Their standing as works of art was substantially modified by the developing belief that they were the products not of individual authorship, but of a tradition of oral improvisation, in which stock themes, techniques and phrasing were shared and redeployed by a succession of anonymous ‘bards’. Recent scholarship, however, has revived the older notion of an individual ‘Homer’ – or, more commonly, two ‘Homers’, each with a rather different artistic temperament and priorities: an ‘Iliad poet’, whose awesome epic of heroic warfare and human suffering dates from 750–700 BC, and a slightly later ‘Odyssey poet’, whose less stringent imaginings focus on adventure, enchantment, the pleasures of family and community, and the justice of the gods.

ALEXANDER POPE (1688–1744) is best known today as a satirist, but it was his translation of Homer (Iliad, 1715–20; Odyssey, with collaborators, 1725–6) which made his fortune and fame. Pope’s Iliad is a sustained celebration of the ‘invention’, ‘fire’, ‘rapture’ and ‘commanding impetuosity’ which he found in his original. It was described by Samuel Johnson as a ‘poetical wonder … which no age or nation can pretend to equal’. In our own day, is has been described as ‘arguably the finest English poem in heroic couplets’ (Martin Mueller) and as ‘a masterpiece in its own right, and an epic which, as far as English goes, comes second only to Milton’ (George Steiner).

DAVID HOPKINS read Classics and English at St Catharine’s College, Cambridge, and is currently Reader in English Poetry at the University of Bristol. He is the editor of Dryden and Ovid in the ‘Everyman’s Poetry’ series. His publications have mainly been concerned with English poetry of the seventeenth and eighteenth centuries, and with English/Classical literary relations.



Chronology: the Homeric epics and their afterlife








	Year

	Event




	c. 1600–1100 BC

	‘Mycenaean’ civilization: a literate, Greek-speaking, bureaucratic palace culture centring on great fortified citadels (Mycenae, Tiryns, Pylos, Thebes); some place-names, verbal forms and artefacts from this period (e.g. bronze weapons) preserved as fossilized memories in the Homeric epics.




	c. 1270 BC

	Destruction of ‘Troy VI’, a layer of the bronze age citadel in Asia Minor (at Hissarlik in modern Turkey), identified by some scholars with the ‘Troy’ of the Homeric poems.




	c. 1190 BC

	Destruction of ‘Troy VIIa’, also at Hissarlik, another possible candidate for Homer’s city.




	c. 1100 BC

	General destruction of Mycenaean civilization by Dorian invasions from the north, leading to the so-called Dark Age; loss of literacy in Greece.




	c. 850 BC

	Reintroduction of writing into Greece, using an adapted form of the Phoenician alphabet.




	776 BC

	Traditional date for the introduction of the Olympian Games, an early expression of a new-found pan-Hellenic consciousness.




	c. 750–700 BC

	Probable date of the Iliad, the earliest extant work of Greek literature.




	c. 725–675 BC

	Probable date of the Odyssey; both poems attributed by most ancient sources to a single poet, ‘Homer’, along with a number of other heroic epics on the Trojan saga; some circumstantial details and social assumptions of the poems (e.g. iron tools, cremation) similar to those of the late-Dark-Age world in which they were composed.




	6thC BC

	Iliad and Odyssey differentiated at around this time from the other heroic epics; legislation introduced at Athens to ensure complete recitations of the Iliad and Odyssey at the Panathenaea; some linguistic features of both poems probably revised for the benefit of Athenian audiences.




	late 6thC BC onwards

	A guild of ‘Homeridae’ (‘reciters of Homer’), said to be Homer’s descendants, flourishing on the island of Chios, often claimed as Homer’s birthplace.




	c. 525 BC

	Floruit of the grammarian and critic Theagenes of Rhegium, purportedly the first of many scholars to offer allegorical readings of Homer (with the ‘strife’ of the gods being equated with the ‘strife’ of the elements, etc.).




	384–322 BC

	Lifetime of Aristotle, whose Poetics stressed the unity of the Homeric poems.




	3rd–2ndCs BC

	Establishment of the ‘standard’ text of Homer by the Alexandrian scholars Zenodotus (b. c. 325 BC), Aristophanes of Byzantium (c. 257–180 BC), and Aristarchus (c. 216–144 BC); the texts of the epics scrutinized, suspect lines rejected or emended, explanatory ‘scholia’ (annotations) appended, and the epics divided into twenty-four books each.




	30 BC

	Arrival at Rome of the Greek rhetorician, Dionysius of Halicarnassus, whose On Literary Composition contains telling praise of Homer’s capacity to make charming poetry out of the simplest and most everyday incidents and the plainest language.




	29–19 BC

	Composition of the Aeneid, Virgil’s epic on the legend of Aeneas and the foundation of Rome, heavily and continuously influenced by the Homeric poems.




	?1stC AD

	Composition of the treatise On the Sublime by ‘Longinus’, containing famous and influential praise of the ‘sublime’ grandeur and drama of the Iliad, and the combination of romantic fable and domestic realism in the Odyssey.




	earlier than AD 68

	Composition of the Ilias Latina, a Latin epitome of the Iliad; together with the Trojan narratives of ‘Dares of Phrygia’ (5th/6thC AD) and ‘Dictys of Crete’ (4thC AD), a main source of Homeric material in Western Europe during the Greekless Middle Ages.




	3rdC AD

	Celebrated allegorical interpretation of Homer by the scholar and philosopher Porphyry (ad 234–c. 305).




	12thC AD

	Compilation of a vast explanatory commentary on Homer (drawing on earlier Greek material) by Eustathius, Bishop of Thessalonica.




	1488

	Publication of the first printed edition of Homer in Florence, edited by Chalcondyles of Athens, an immigrant teacher of Greek in Italy; firsthand knowledge of Homer, however, remained scanty, and the epics were chiefly read with the aid of (often inadequate) Latin translations.




	1561

	Celebrated attack on Homer in Poetices Libri Septem by the Italian humanist, Julius Caesar Scaliger, setting, along with the Ars Poetica of Marco Girolamo Vida (c. 1489–1566), the tone for much continental discussion of the two poets during the sixteenth, seventeenth, and early eighteenth centuries: Homer seen as prolix and indecorous, his imagery as unpalatably homely, his treatment of the gods as irreverent, and his heroes as murderous and barbaric; Virgil’s greater decorum, and emphasis on civic duty and imperial destiny, generally preferred.




	1598–1611

	Publication of George Chapman’s translation of the Iliad in ‘fourteeners’ (praised by Keats in a famous sonnet).




	1614

	Publication of Chapman’s Odyssey in iambic pentameter couplets.




	1667

	First edition of Milton’s Paradise Lost, the principal English epic; the blind Milton seeing himself, in important respects, as an ‘English Homer’.




	1674

	Publication of Boileau’s influential French translation of Longinus’ On the Sublime.




	1692

	Publication of the Volume 3 of Charles Perrault’s Parallèle des anciens et des modernes, reviving many of the Renaissance criticisms of Homer.




	1699

	Publication of Télémaque by François de Salignac de la Mothe-Fénelon (1651–1715), a moralizing pedagogical romance, retelling the ‘missing’ adventures of Telemachus between Book 4 and Book 15 of the Odyssey.




	1711

	Influential edition and French translation of Homer by Mme Dacier (1672–1731), emphasizing the need for an historical understanding of Homer’s age and literary assumptions.




	1715–20

	Publication of Alexander Pope’s translation of the Iliad, the most widely admired and frequently reprinted version in English.




	1725–26

	Publication of Pope’s Odyssey (with the collaboration of William Broome and Elijah Fenton).




	1727

	Publication of Voltaire’s Essay on Epic Poetry; Homer treated as a remote and primitive figure, of little interest in the modern world.




	1730

	Publication of The Second New Science, by the Italian philosopher, Giambattista Vico (1668–1744), including an essay ‘On the Discovery of the True Homer’; the Homeric epics seen as folk poetry, embodying the manner of thinking of a whole community; some of Vico’s ideas paralleled in the ‘primitivist’ criticism of the 1750s to 1780s, in which Homer is praised for manifesting the simplicity, wildness, sublimity and uncultivated genius characteristic of ‘primitive’ bards.




	1767

	Publication of Robert Wood’s Comparative View of the Ancient and Present State of the Troad, to which is prefixed an Essay on the Original Genius of Homer (revised 1769, 1775); Homer praised for his accurate representations of the landscapes around Troy; Wood’s volume an important influence on Goethe.




	1791

	Publication of William Cowper’s translation of Homer, in Miltonic blank verse.




	1795

	Publication of F.A. Wolf’s Prolegomena to Homer; the Homeric poems seen not as the work of a single poet but as compilations (via a prolonged, collaborative process) of preexisting orally-recited poems; the beginning of so-called ‘analytical’ criticism of Homer.




	1861

	Publication of Matthew Arnold’s lectures On Translating Homer; Arnold attempting to define the ‘general effect’ of Homer’s epics, and to judge how far this had been captured by Homer’s English translators.




	1870–1890

	Excavation by the German archaeologist Heinrich Schliemann (1822–90) of the mound at Hissarlik, first identified as the site of Troy by Charles Maclaren in 1820.




	1922

	Publication of James Joyce’s Ulysses, each incident of which has its counterpart in the Odyssey.




	1928–37

	Publication of influential studies by the American scholar, Milman Parry (1902–35), demonstrating that certain stylistic features of the Homeric poems (stock epithets, repeated scenes, etc.) derive from the techniques of improvised oral verse-making.




	1940–1

	Publication of ‘The Iliad or the poem of force’, an influential essay by the French philosopher Simone Weil (1909–43); Homer’s world portrayed as one in which everything is subject to pitiless force, and retributive nemesis.




	1947

	Publication of E.V. Rieu’s Odyssey, a modern prose rendering, as the first volume in the ‘Penguin Classics’ series (Rieu’s Iliad, 1950); over 3 million copies sold to date.




	1951

	Translation of the Iliad by Richmond Lattimore in loose six-beat lines; a line-for-line rendering of Homer’s Greek; very influential through its widespread use in schools and universities (Lattimore’s Odyssey, 1965).




	1962

	Free renderings of episodes from Homer by Christopher Logue (b. 1926) – Patrocleia (1962), Pax (1967), GBH (1981), Kings (1991), The Husbands (1994) – boldly incorporating modern allusions to ‘make Homer new’ for the late twentieth century.




	1990

	Publication of Omeros by Derek Walcott (1930–): Homeric incidents and characters freely drawn upon, in a tale of West Indian fishermen; Walcott’s adaptation of The Odyssey performed by the Royal Shakespeare Company in 1992 (published 1993).







Introduction


The Iliad and Odyssey, the two epic poems ascribed in antiquity to ‘Homer’, are, in the view of most scholars, the earliest extant works of ancient Greek literature, and the earliest works of European poetry to be continuously remembered. Both are of great length (Iliad over 15,000 lines; Odyssey over 12,000). Both deploy an artificial ‘poetic diction’ which is remote from the spoken Greek of any particular time and place, and which combines a stylized formality with a direct plainness of expression. Both display features – repeated lines, formulaic phrases, stereotypical scenes – which are characteristic of orally-improvised verse. Both are set in an imaginary heroic past which, though some of its artefacts and customs are like those of Mycenaean or Dark-Age Greece, does not, as a whole, resemble any historical society. Both deploy the literary conventions which have become the stock-in-trade of the epic genre: invocations to the Muse, formal speeches, lengthy descriptions, interventions by the gods, ‘long-tailed’ similes. Both draw their plots from the saga of the Trojan War: the expedition mounted by a Greek army under the leadership of Agamemnon to recapture Helen, the wife of Agamemnon’s brother, Menelaus, who had been abducted by Paris, the son of Priam, king of Troy.

The Iliad, a stark evocation of the glory, terror and pity of heroic warfare, is set in the tenth and final year of the Trojan War. It tells of the bitter quarrel between Agamemnon and Achilles, the mightiest and most passionate of the Greek warriors. Achilles withdraws from the fight, with disastrous consequences for the Greeks. But after the death of his best friend, Patroclus, at the hands of the Trojan prince, Hector, he is reconciled with Agamemnon, and returns to the battle, killing Hector in single combat. After dragging his opponent’s corpse round the walls of Troy in full view of his parents, Achilles finally relents, abates his wrath, and returns Hector’s body to Priam for cremation.

The less austere Odyssey – a more diverse and digressive narrative, with elements of adventure-story and magical romance, and a happy ending – tells of the voyage home from Troy of the wily and resourceful Greek warrior Ulysses (Odysseus). Having endured many hardships and perils, Ulysses finally reaches his homeland of Ithaca, where he takes his vengeance on the crowd of unruly suitors who have harassed his faithful wife, Penelope, during his twenty-year absence. Reunited with her, with his son Telemachus, and with his aged father Laertes, Ulysses restores peace and order to his kingdom.

Numerous questions have been asked about the background, provenance and substance of the Homeric poems: What is their date? Do their oral-improvisatory elements suggest that they were orally composed? Or were they fashioned with the aid of writing? Are they both the work of one hand? Or of two poets? Or of a succession of bards each making his anonymous contribution to a collaboratively evolving enterprise? How closely do the poems we read resemble those that were ‘originally’ composed by ‘Homer’? How can one reconcile their clear and purposeful overall design with their local loose ends and inconsistencies? Was the Trojan War a ‘real’ event, or is it a pure fiction? Do the values, relationships and characters depicted in the Homeric poems strike immediately familiar chords with later readers, or do they seem bafflingly (or inspiringly) ‘primitive’ and ‘alien’?

Many of these issues remain the object of controversy, though a broad consensus on a number of points has emerged. Most scholars now agree that, whatever elements of oral-improvisatory technique are deployed in the Iliad and Odyssey, the sophisticated shaping and coordination of both poems suggest individual authorship, rather than the cumulative efforts of a bardic ‘team’. The Iliad, the current consensus suggests, was composed around 750–700 BC, with the Odyssey coming slightly later – probably the work of a second poet, well versed in his predecessor’s work. Various interventions, the scholars concede, lie between us and the poems as ‘originally’ composed. Both epics, for example, were probably revised for the benefit of Athenian audiences in the sixth century, and both were certainly tidied by the Alexandrian scholars of the third and second centuries BC, when they were divided into the twenty-four book format in which we read them today. But uncertainties about the poems’ origins and transmission, it is increasingly maintained, should not lead us to treat them as an aesthetic ‘special case’, fundamentally different in kind from the work of later European poets. There is no reason, most modern scholars suggest, why the literary qualities of ‘Homer’ should not be discussed in an essentially similar way to that in which one would discuss those of Shakespeare, Milton, or Pope.

The imaginative world of the Homeric poems, and particularly of the Iliad, is, nevertheless, one that has struck, and still strikes, many readers (particularly on first acquaintance) as uncomfortably archaic and barbaric. The Iliad depicts an aristocratic ‘shame culture’ operating according to strict codes of obligation, status, honour and fame, which, if breached, can provoke extremes of violence and destruction. Much of the glory and tragedy of the Homeric warrior’s predicament is epitomized and concentrated in the figure of the Iliad’s hero, Achilles – by general consent the most awe-inspiring of the Greek warriors at Troy. Achilles has been told by his mother, the sea-nymph Thetis, that he is faced with a crucial life-choice: to fight at Troy, where he will die young but win immortal glory, or to stay at home, where he will live a long but undistinguished life. Achilles has chosen to fight, with a terrifyingly clear-sighted awareness of what his decision involves. He has come to Troy to achieve a glory that will be embodied, during the course of his short life, in the honour paid to him by his fellow warriors: hence his extreme sensitivity to any threats to his status. But he also knows that he will not survive to see the full extent of his fame, since that fame will be largely posthumous, and, for the Homeric warrior, the afterlife is a vague and shadowy prospect, offering little hope of consolation or repose. Everything, therefore, depends on how one deploys one’s efforts in the short span that is allowed one, this side of the grave. For a while, after his quarrel with Agamemnon, Achilles reneges on his heroic choice and withdraws from battle. But after the death of Patroclus, he re-enters the fight, with an intensified realization that, whatever glory accrues to him from a victory over Hector, he will die at Troy.

Achilles has sometimes seemed an awkward protagonist, his vehement intransigence and violence corresponding less comfortably with readers’ sense of what it means to be heroic than the tender humanity and resigned dutifulness of his adversary, Hector, or the pious patriotism of Virgil’s Aeneas. And readers’ unease with Achilles has often been extended to other aspects of the Iliad. Their discomfort has often led them to sanitize or censor Homer’s text with allegorical or moralizing interpretations. The poem, however, constantly resists being straight-jacketed within any simple ethical frame of reference. Homer’s sympathies are distributed with a remarkable flexibility, freedom and inclusiveness. He makes no simple discrimination, for example, between the rights and wrongs of the Greek and Trojan cases. He depicts the Trojan War as a site of heroic glory, but also as source of endless misery and unrest, in contrast with the peacetime world – of which we are constantly reminded in similes and digressions. He portrays the gods as immoral, devious and capricious, but also as majestically glorious. He shows us a Helen of Troy who is the cause of infinite suffering, but, simultaneously, a dignified victim of Venus’s cruel attentions. He conveys with great pathos the plight of Priam, grieving over the loss of Hector, but simultaneously acknowledges that Achilles, too, is, in his own way, a fragile, suffering mortal.

Homer’s style and manner have the same inclusiveness as his characters and conceptions, and encompass, sometimes in dizzyingly close proximity, the loftiest grandeur and the plainest simplicity. From the Renaissance onwards, one school of criticism has felt uneasy about the undignified bluntness with which Homer’s heroes express themselves, and the plain-spoken, homely diction which the poet deploys in many of his similes and analogies. For commentators in this tradition, the more elegant and decorous manner of Virgil (together with the Roman poet’s emphasis on divine destiny, piety and imperial responsibility) has offered a sounder model of the elevated dignity supposedly proper to the epic genre, than the explosive vehemence and down-to-earth particularity of Homer.

An alternative critical tradition has, however, relished the very aspects of Homer’s art which others have responded to so warily. In antiquity, ‘Longinus’ and Dionysius of Halicarnassus praised Homer for the spellbinding and awe-inspiring sublimity of his dramatic conceptions, and for his use of the plainest diction and most commonplace details to uniquely moving effect. These criticisms were later echoed and reinforced by such commentators as Erasmus (in his expression of delight at Homer’s use of everyday particulars to evoke ‘the gentle emotions’), Boileau (in his praise of Homer’s fiery vehemence and pathos), Goethe (in his endorsement of the Homeric vision of human life as hell-on-earth), Lessing (in his enthusiasm for the breadth of human sympathy displayed in Homer’s characterization), Matthew Arnold (in his account of the ‘rapidity’, ‘plainness’ and ‘nobility’ of the Homeric style), and Simone Weil (in her sober celebration of Homer’s clearsighted and impartial presentation of the miseries of war).

Of the English responses to Homer, none is more detailed and passionately committed than that of Alexander Pope, whose translations (Iliad, 1715–20; Odyssey, with the collaboration of William Broome and Elijah Fenton, 1725–6) are used in this selection. Commentators have often emphasized the ways in which the style and ethos of Pope’s versions differs from that of their originals – contrasting, for example, the decorous rhetoric and diction of Pope’s rhyming couplets with the looser syntax and plainer vocabulary of Homer’s unrhymed hexameters, and noting those places where Pope seems intent on ‘accommodating’ Homer’s alien psychology, morality and theology to models with which his readers were more familiar.

But, in voicing such criticisms, the critics tend to forget the overwhelming advantages which Pope’s versions have over all others. Pope’s Iliad is, first and foremost, the only English version of Homer which is an unequivocally great English poem in its own right. (The collaborative Odyssey is much less consistent, but nevertheless has many passages of high quality). The excellence of Pope’s version resides, moreover, in far more than its rhetorical eloquence and the melodiousness of its versification. For Pope, reading Homer was a uniquely absorbing and transporting experience. ‘No man of a true poetical spirit,’ he wrote, ‘is master of himself while he reads [Homer]. What he writes is of the most animated nature imaginable; everything moves, everything lives, and is put into action; … the reader is hurried out of himself by the force of the poet’s imagination, and turns in one place to a hearer, in another to a spectator.’ In his renderings, Pope lavished every resource of his critical intelligence and verbal artistry on the re-imagination, and vivid re-creation in a coherent and plausible English idiom, of the ‘animated’ ‘force’ of Homer’s narratives, the compelling power of his speeches, and the ‘daring’ and ‘glowing’ ‘energy’ of his metaphors and similes. Pope’s commitment to recreating the ‘fire’ of Homer’s narratives was simultaneously, and of necessity, a commitment to rendering plausible the network of values, relationships, psychological motives and theological beliefs which those narratives embody and imply. In Local Knowledge (1973), the anthropologist Clifford Geertz has written of the kind of translation which ‘is not simple recasting of others’ ways of putting things in terms of our own ways of putting them (that is the kind in which things get lost), but displaying the logic of their ways of putting them in the locutions of ours’. Geertz’s formulation describes Pope’s approach precisely, and allows one to see how the superficially un-Homeric elements in Pope’s versions are not merely attempts to cut Homer down to eighteenth-century size, but parts of a complex and subtle process of inter-cultural negotiation, designed to mediate Homer’s imaginative vision, in all its simultaneous familiarity and ‘otherness’, to readers of his own time and beyond. As the most vividly accomplished attempt to ‘display the logic of’ Homer’s ‘ways of putting things’ to readers of English poetry, Pope’s versions are the obvious first choice for a selection from Homer in the ‘Everyman’s Poetry’ series.



Note on the Text and Selection


This selection attempts to collect as many of the most famous incidents, speeches and descriptions from the Iliad and Odyssey as can be viably accommodated in a volume of its size. Though it cannot provide the diverse and cumulative experience of reading two large epic narratives in their entirety, it attempts to be more than merely a collection of disconnected snippets: linking editorial narrations, designed to give the reader some sense of the part played by each extract within its larger context, allow the book to be read through consecutively as an introduction to (or reminder of) the complete poems, as well as to be dipped into more selectively.

Texts of Pope’s translations are based on the last editions to be revised by the author: the 1743 edition of the Iliad and the 1725–6 edition of the Odyssey. Spelling and punctuation have been modernized. Line-numberings refer to the translations rather than their Greek originals. Of the parts of the Odyssey represented in this selection, initial reponsibility for Books 2, 6, 8, 11, 12, 16, and 23 was taken by Broome, and for Book 1 by Fenton. Both collaborators’ work was, however, revised by Pope himself.

The Notes gloss (on their first appearance only) words, phrases and references that might puzzle a modern reader. The Glossary provides relevant information on persons (human and divine) and places in the narrative. Pope’s translation generally uses Romanized forms: Greek equivalents, where appropriate, are supplied in brackets.

I am most grateful for the valuable help and encouragement which I have received, while working on this selection, from my colleagues, Charles Martindale and Tom Mason.



from The Iliad




from Book 1


Homer’s subject: the wrath of Achilles.



	Achilles’ wrath, to Greece the direful spring

	 




	Of woes unnumbered, heavenly goddess*, sing!

	 




	That wrath which hurled to Pluto’s gloomy reign

	 




	The souls of mighty chiefs untimely slain;

	 




	Whose limbs unburied on the naked shore

	5




	Devouring dogs and hungry vultures tore.

	 




	Since great Achilles and Atrides strove,

	 




	Such was the sovereign doom*, and such the will of Jove.

	 





In the tenth year of the Trojan War, the Greek army is afflicted by a plague. Agamemnon is told that the pestilence will only be lifted if he returns his captive maiden, Chryseis, to her father Chryses, the priest of Apollo. Agamemnon agrees, but only on condition that he is paid recompense, in the form of Achilles’ captive maiden, Briseis. Achilles protests vehemently.



	At this, Pelides frowning stern, replied:

	 




	‘O tyrant, armed with insolence and pride!

	 




	Inglorious slave to interest*, ever joined

	195




	With fraud, unworthy of a royal mind.

	 




	What generous* Greek, obedient to thy word,

	 




	Shall form an ambush, or shall lift the sword?

	 




	What cause have I to war at thy decree?
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