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Abstract 
Homer’s world is full of bright colours. Focusing on three bright, shining terms, ἀργός, 
λειριόεις, and λευκός, which Platnauer (1921) categorised into the white group, this paper 
aims to explore how those shining shades function within the contexts of the story. Also, 
combining colour with the newly added features of motion and sound, I examine what we, as 
readers/audiences, can ‘see’ and what kind of efficacy the poet aims for. Manoeuvring visual 
and aural effects, I then elucidate a luminous part of the Homeric world. Pursuing these 
bright-colour terms, I propose my view on Iliadic brightness. Symbolically, brightness 
represents pure, shining light but conveys a darker, more intimidating aura as well, combining 
positive and negative impressions. Colour-sound combinations too are utterly essential, in 
order to balance contrasts between light and darkness, heightening and lessening contextual 
effects, like crescendo and decrescendo in music. Therefore, colour presentations, correlating 
to highlighting (lightening) and shading (darkening) the context between stillness and motion, 
are employed to orchestrate elaborately dynamic harmony in spectacular scenes, both visually 
and aurally, revealing the poet’s talented aesthetical skill in composing his enchanting words. 
My final goal is to illuminate the undiscovered channel between bright colours that constantly 
stimulates us. This interdisciplinary study not only unveils a subtle, unseen nexus of 
connotation, association, and imagery, in connexion with light/brilliance-related terms, but 
also develops our insight into the ancients’ perception of their world, which broadens and 
deepens the multicultural understanding of our modern thought.  
 
Keywords: Brightness, Colour, Sound, Motion, Colour-Perception, Representation, Homer, 
the Iliad   
 

***** 
 
Introduction1 
Homer’s world is full of bright colours. Focusing on three terms depicting brightness, ἀργός 
(usually translated as bright and rapid), λειριόεις (like a lily, lily-white), and λευκός (white, 
bright), which Platnauer (1921) categorised into the white group, this paper aims to explore 
how their brilliance functions within the contexts of the Iliad. Whereas attention has been 
paid to bright colours individually, re-examination is necessary in order to explore whiteness 
or brilliant luminance in antiquity more insightfully.2 Also, combining colour with the newly 
added features of movement and sound, which are significant keys to see colour more 
insightfully, I investigate how the poet arranges his words for artistic effect, and attempt, as 
far as I can, to elucidate the ancient luminous world of Homer.  

Finding references to colour is an extremely intricate process that can simultaneously 
expand to produce fruitful visions in innumerable ways, as Pastoureau suggests:  
 

Speaking of colour means speaking of the history of words and languages, […] 
But it also means talking of its place in daily life, the codes and systems that go 
along with it, the rules imposed by authority, the morality and symbols upheld by 
religion, the speculations of science and the creations of artists.3  

 
By pursuing bright-colour presentations that can illuminate undiscovered channels between 
ἀργός (bright and rapid), λειριόεις (like a lily, lily-white), and λευκός (white, bright), not only 
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their unseen nexus of association and imagery is unveiled but also our insight into the 
ancients’ perception of their world. 
 
Previous Studies on ‘Light’ Colour 
Discussions on colour in general and bright shades have been on going since ancient times. 
These discussions are vast since colour itself is relevant to numerous fields. For example, 
Platnauer analysed colour-perception, dividing it primarily into two groups, chromatic and 
achromatic. The chromatic is divided into four sub-groups: yellow-orange-brown, red, purple-
blue, and green, while the achromatic is divided into three: black, white, and grey. I am not 
entirely convinced by Platnauer’s conclusion, however:  
 

The Greeks’ colour terminology is frankly defective as compared with that of the 
moderns. This may come from one of two causes: either that the Greeks were 
definitely colour blind, or at least that colours made a much less vivid impression 
upon their senses (which might account for their painting of statues); or, as I think 
is more likely, that they felt little interest in the qualitative difference of 
decomposed and partially absorbed light.4  

 
Although colour terminology or colour-sense in antiquity should of course be different from 
ours, as recently Deutscher’s study has well demonstrated, the world would be altered if 
languages are different.5 Otherwise colour-related expressions such a mystifying ‘wine-dark 
sea’ would not have existed in Greek. Brightness, or light, represented a fundamental part of 
their colour-perception even in antiquity. In fact, ancient authors argued about colour, 
brightness, vision, and so forth in their treatises. The author of De Coloribus claims that we 
never see pure colours because they are mixed and seen differently according to light, shadow, 
and angle (793b17-24).6 For Aristotle, nothing is visible without light.7 Clearly light is an 
indispensable factor for colour-perception.  

According to Gladstone, ἀργός, µαρµάρεος, σιγαλόεις, and perhaps πόλιος, are categorised 
into the same group with λευκός.8 Πόλιος should be excluded from the group because it more 
likely means grey or dark shades in my opinion.9 Gladstone also suggests that ἀργός, as well 
as µαρµάρεος and σιγαλόεις, means light, in a bright and glistering form.10 Wallace, who 
examined ancient Greek colour terms, states that: ‘Certain words, such as black, white, dark, 
or light, express merely presence or absence of light.’11 Irwin’s argument on the contrast 
between dark and light in Greek poetry is particularly instructive.12 Scholarly investigations 
on colour have been addressed to not only definitions of individual colour terms but also its 
sense of sight, hearing or touch, and even emotion, including its social role(s).13 The ancient 
Greeks perceived colour, or light, and the recognition of brilliance was existent, as Young 
mentioned: ‘Brightness, in sum, was what the Greeks mainly liked in colour.’14 Let us see 
what kind of efficacy the poet aims for through bright colours. 

The method for my investigation in this paper is to look at every presentation of those 
three white-light-hued terms in the Iliad, to analyse their referents and examine how the poet 
organises those terms within their contexts. As we shall see in more detail later, the proposal 
of the poet’s skilful orchestration in composing his story, where carefully selected terms 
highlight the contexts within the interrelation between colour, sound, and motion, will be 
presented.15 
 
Ἀργός, λειριόεις, and λευκός in the Iliad  
Λειριόεις, ‘like a lily, lily-white’, appears twice in the Iliad, at 3. 152 and 13. 830.16 The first 
case represents as a simile the voice (ὄψ) of cicadas and the latter describes Aias’s skin 
(χρώς). Its compound word, ποδαλείριος, is found twice as a proper name, Podaleirios at 2. 
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732 and 11. 833. This looks simple but odd as well, because the expression is applied to a 
man’s skin and cicadas’ vocalization.17 Λευκός appears sixty-two times in the Iliad.18 The 
term describes various items; ἄλφιτον (barley), ἄνθος (flower), ἀρνός (lamb), ἀχυρµιά (a heap 
of chaff, agreeing with ὑπολευκαίνοµαι), γάλα (milk), ἡνία (rein), ἱστίον (sail), λᾶας (stone), 
λέβης (cauldron), κάρηνον (mountain-peaks), κασσίτερος (tin), κρῖ (barley), ὀδούς (tοοth), 
ὀστέον (bone), πῆχυς (arm), πόλις (city), σῆµα (sign), ὕδωρ (water), φᾶρος (cloak), χρώς 
(skin), and two compound words of λευκώλενος (white-armed) and λεύκασπις (white-
shielded). There is also a proper name of Leukos in 4. 491. Some cases are somewhat 
intractable, since λευκός itself has no agreement with any nouns there. Hera’s veil in 14. 185, 
for instance, is described as λευκός but no words for veil appear on the same line.  
I place this within the shade category in the Appendix below. Λευκός, usually being regarded 
as white, is more than just white. Cunliffe admits in the section of λευκός that: ‘Bright or light 
in colour, often to be translated ‘white,’ but of very indefinite application’.19 According to 
Fowler, ‘Λεῦκοι is not strictly a color word’ and Irwin concludes that ‘λειριόεις and λευκός 
illustrate for us the unity the Greek poets saw between high, clear sounds, fine, delicate 
surfaces, and “whiteness” or “lightness.”’20 The term should be envisioned with the wider 
view of light, without the limited conception of defining its colour. Ἀργός appears four times, 
and ἀργ-related words, i.e., ἀργεστής, ἀργεννός, ἀργης, ἀργικέραυνος, ἀργινόεις, ἀργιόδους, 
ἀργιπόδης, ἀργύροδίνης, ἀργυρόηλος, ἀργυρόπεζα, ἀργύρος, ἀργυρότοξος, ἄργυφος, eighty-
eight times.21 Likewise, many different items and people are described: ἄγριος	(fierce), 
βαθύρρους	(deep-flowing), βιός (bow), βοῦς (bull), δαιδάλεος	(cunning), δηµός	(fat), ἑανός	
(robe), ἐπισφύρια	(leg-guards), εΰρροθς	(flowing well), ζυγόν	(crossbar), θαλέθω	(bloom, be 
rich in), Θρᾷξ (a Thracian), θρόνος	(chair), ἱµάς	(leathern strap), καλός	(well), κάµαξ	(vine-
pole), Κάµειρος	(Kameiros), κεραυνός	(thunderbolt), κολεόν	(sheath), κρατήρ	(mixing 
vessel), κύων	(dog), κώπη	(handle), λάρναξ	(box), Λύκαστος	(Lykastos), νότος (south wind), 
ὀθόνη	(fine linen), ξίφος	(sword), ὄϊς	(sheep), Πηνειός	(Peneios), πολύς	(many), ποταµός	
(river), ῥυµός (pole of a chariot), σπέος	(cave), τελαµών	(broad strap), ὗς	(boar), φαεινός	
(shining), φάσγανον	(sword), and χλούνης	(wild boar). Sometimes they appear within the part 
of adjectives or proper names: ἀργικέραυνος, ἀργυρόπεζα, ἀργυρότοξος, Ἄργισσα, Ποδάργη, 
and Ποδάργη.	Again, like λευκός, there are some cases that those ἀργ-related words agree 
with no nouns but exist just by themselves, in which case they possibly mean ‘of silver,’ or 
some type of shining material. I also include them as shaded in the Appendix.22 I would like 
to note the intriguing rendering of ἀργ-terms. Needless to day, ἀργός and ἀργ-related terms 
possess more profound, deeper meanings than just colour and rather represent some sort of 
movement, i.e., rapid motion, as Gladstone and other scholars have argued previously.23 Irwin 
proposes that ἀργός has a wider meaning than simply white.24 The meaning of ἀργός has been 
controversial and still is. It would be greatly problematic if we aim to define the exact 
meaning. What I attempt here is not to pinpoint the absolute interpretation but to address the 
cognitive reading. In doing so, I extract the metaphorical representation of movement within 
the scenery that these terms assist to provide within the contexts of paying attention to the 
visual and sound effects that the movement leads, recently called ‘stimulus’.25 

One good example can be seen in Il. 16. 345-50 when Idomeneus stabs Erymas in his 
mouth. Both sound and visual effects are well illustrated in this awfully painful scene, as we 
read or listen to it. Successive colour presentations of χαλκῷ (copper, bronze) – χάλκεον (of 
copper, bronze) – λευκά – µέλαν (black) – possibly αἵµατος (blood) and νέφος (cloud) could 
be added as ‘blood’ and ‘cloud’ usually provide colouration as red and white or grey, 
respectively – increasing the tension of the situation, which Edgeworth regards as a ‘color 
cluster’.26 This macabre action is anticipated as the reader gradually approaches the climax of 
the passage. Then the closure comes with µέλας. The ‘black cloud’ occurs three more times in 
the Iliad and its imagery is death, θάνατος (θανάτου in 16. 350), or something dark or 
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unfortunate.27 Rapid movements occur, not only picturesquely but also actively, and sounds 
resonate; κέασσε (split), τίναχθεν (shake), and πρῆσε (blow out, spout). It could be like 
watching a film. We, the readers or listeners of the Iliad, are watching spectacular sceneries as 
the story progresses.28 There, those colour terms play an important role, to highlight the 
moments according to their context. One might want to claim that those colour terms are 
simply decorations as they are used as formulaic phrases due to the conventional, metric 
rule.29 Nonetheless, there is the author’s intention to choose words for the specific location 
within her/his story in order to produce her/his creative works, thus it is my firm standpoint 
that the poet’s thought is involved with the selection of words for his story. It is profoundly 
significant to explore their role(s) and metaphorical representations, which directs us to value 
ancients’ perception more judiciously.  
 
(i) Animals with Bright Hues 
Let us start with the animals, including insects. The most striking presentation is the simile of 
cicadas’ voice as like lily-soft song (ὄπα λειριόεσσαν) in 3. 146-152:  
 

‘Now the elders of the people were sitting by the Skaian gates with Priam: 
Panthoös and Thymoites and Lampos and Klytios and Hiketaon, branch of Ares; 
and Oukalegon and Antenor, wise men both. Old age had put an end to their 
warfare, but they were excellent men of words: and they sat there on the tower, 
the leading men of the Trojans, like cicadas, which settle on a tree in the woods 
and pour out their lily-soft song.’ 

 
Here wise elderly Trojan men are likened to cicadas, τέττιξ (τεττίγεσσιν in 151) in the woods. 
Those cicadas utter a sound described as λειριόεσσαν, ‘like a lily’. According to Cunliffe, 
λειριόεις at 3. 152 is an epithet of ‘the thin voice of the cicada, to which the “chirruping” of 
old men is likened’.30 Kirk’s comment on the phrase is more stimulating. Questioning the 
generally acknowledged view that those cicadas’ utterings represent a delicate voice based on 
the characteristics of the sound itself, Kirk suggests that the reference to cicadas implies the 
ceaselessness of elder men’s discussion.31 It is such a charming picture to compare wise 
men’s continuous talking at the Skaian gates with cicadas singing with their lily-soft voices. 
This soft and flowery-imaged term, which is supposed to convey delicate hues, lays a bright 
illumination among the hard, solid and cold circumstances of this gathering of elder males, 
who used to be strong fighters, and even provides sounds. There is the somewhat peculiar, 
contrastive, sonant correspondence of those retired elder men’s chirruping to the warriors’ 
marching as well. Their possible soft and chirpy sound is conspicuous for creating a 
remarkable contrastive effect visually and aurally on the context, which the Greeks probably 
enjoyed.32 The kind of vivid distinction between pastoral scenery and severe fighting scene 
astounds us, viewers and/or readers.  

In one of the scenes in the Doloneia, Rhesos’ horses are described by Dolon as λευκότεροι 
χιόνος, ‘whiter than snow’ (10. 436-41).33 Again, successive colour presentations are there; 
λευκότεροι - χρυσῷ (gold) - ἀργύρῳ - χρύσεια (golden). Rhesus is a king, thus naturally his 
horses are special and his chariot is embellished with many decorations. Further, the horses 
run like the winds and θείειν (run) in 10. 437 reinforces the sense of motion. Rapid motion is 
envisioned hereby; the imagery that something bright moves quickly in front of you. Hesk’s 
argument on the marvel or terror in the Doloneia, which is caused by what we and the 
characters see in the dark, insightfully demonstrates the importance of seeing and the poet’s 
aesthetic skill.34 Seeing astonishingly with a sense of θαῦµα ‘wonder’ or ‘marvel’, the scene 
excites us, and the characters too. Later, at 10. 547, Nestor describes the horses like the rays 
of the sun; αἰνῶς ἀκτίνεσσιν ἐοικότες ἠελίοιο (‘They are fearfully like the rays of the sun’). 
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Their bodies must be dazzlingly bright. It is hard to name or specify the precise colour of the 
wind in general, but the loud sound of swiftly galloping horses could be envisaged.  

The Greeks probably did not pay much attention to deciding the wind’s colour but enjoyed 
the whole scenery both visually and aurally.35 ‘Whiter, or brighter than snow?’ Or what is 
‘whiter than snow’ like? A better question would be to ask what kind of function(s) ‘whiter 
than snow’ serves. Dolon is killed soon afterwards, and the glittering whiteness of λευκότεροι 
χιόνος might sarcastically forecast his upcoming death, alarmingly brightening the moment. 
In this scene, the bright flashes of the horses’ swift movement could be a marker of darkness. 
Another horse that is related to white appears in book 23, and there is a blazing colour 
contrast of white with red (23. 452-55). During the horse race, people can see the first horse 
coming into sight with the sounds, for example, ὁµοκλητῆρος (shouter) and ἀκούσας (hear). 
The horse is described as chestnut (φοῖνιξ) all over, having a white sign (λευκὸν σῆµα) on its 
horehead like the full moon (µήνη). A full moon, like a blazing light on the forehead of an 
entirely chestnut-coloured horse is moving in the distance in front of the observers. The whole 
picture is optically attractive and the moving round-moon effectively signifies both its red-
white colour contrast and the quick motion in the context. The depiction of gleaming flashes 
at a distance and animals is also seen in book 1 when Apollo attacks the Achaians’s mules 
and dogs (1. 48-52). Men, mules and dogs are desperately running to escape Apollo’s bow. 
The entire picture provides visual and sound effects, eloquently. The light is flashing, due to 
Apollo’s silver (ἀργυρέοιο) bow. Ἀργούς that describes dogs, πυραὶ (pyre), and καίοντο 
(kindle) make the scene brighter. Κλαγγή (any sharp sound) at 1. 49 aurally functions 
particularly well here. The sense is frightening, as we can see δεινὴ (fearful) at 1. 49, 
augmenting the negativity of this fraught scene. The context is darkened, even though the 
ἀργ-related terms are presumably carrying the sense of brightness. Based on the fact that the 
adjective of ἀργούς at 1. 50 has been generally recognised as the feature of movement rather 
than colour proper, I would like to pin down my thought.36 Light or something shining that is 
moving swiftly far away (ἀπάνευθε at 1. 48) is fascinating or attractive for us like a star or an 
airplane in the sky, and simultaneously alarming. In a way it would bring something of a 
negative impression, which is why light in general is indeed somewhat intriguing, implying a 
twofold meaning. A blaze in the dark forest is mysterious, so you are attracted to see what it 
is. It could possibly be a sign of misfortune. Those tangled connections of light itself with 
sight and motion affect the Iliadic picture brilliantly.  

Sheep with ἀργ-related words appears five times and lamb once with λευκός.37 Their 
figure is generally recognised as white and they are mostly slaughtered in the Iliad. Achilleus 
kills sheep, which is one of his offerings in 24. 621-624. Only in this presentation, ἄργυφος is 
used for sheep and in the other four cases ἀργεννός is chosen.38 The general imagery of sheep 
is not offensive but meek, and they are regularly attacked by enemies like wolves, or 
sacrificed, which might involve their white, or lighter colour on their skin due to its fragile 
connotation.39 Besides, speedy and dark senses when they are victimised can be perceived 
from those contexts. Altogether, animals with bright hues eat, run, attack, or are attacked, and 
so on, aspects which are elaborately illustrated within the picturesque contexts, providing 
vivid accents with the whole scene so that they are not valueless at all. This becomes far more 
palpable if we move onto the next section, in reference to human skin.   
 
(ii) Should Human Skin Be Shining? 
Women have fair skin and men have tan or darker skin, which is correlated to their lifestyle 
since women work inside and men work outside. The colour or darkness of their skin is 
largely dependent on the quantity of ultra-violet light they are exposed to. Also, the fairness 
of women’s skin is associated with their beauty, as the whiteness indicates their status as well. 
This general acknowledgement has been persistent, and even today some women are obsessed 
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with gaining brighter skin. However, as Eaverly rightly proposes that male and female colour 
differentiation in Egypt and Greece does not only indicate the amount of sun exposure,40 the 
accustomed theory should be reconsidered. In fact, men’s skin is also presented as bright in 
the Iliad, and surprisingly, masculine Aias’s skin has the description of white as χρόα λευκὸν 
at 11. 573, although his bravery on the battlefield is previously strengthened at 11. 544-571.41 
There is another case that men’s skin is portrayed as λευκός (white) at 15. 314-6, and those 
men are unspecified. Aias’s skin is again described as a brighter-colour but the poet employs 
a different term, λειριόεις (like a lily, lily-white), in book 13. Oddly enough, Aias, who is 
supposed to be a brave warrior, is depicted as having χρόα λειριόεντα, ‘lily-soft skin’, at 13. 
830. Some have argued that Hektor criticises Aias’s effeminate character here, but Stanford 
takes it that λειριόεντα means both visually white and tender.42 Janko’s suggestion sounds 
more reasonable, claiming that it contrasts the flesh with the spear that hungers it.43 
Λειριόεντα of Aias’s skin literally demonstrates the softness of his skin, rather than his 
effeminateness, so that provides the lively contrast between white and dark, softness and 
hardness on the battlefield and perhaps it is not so surprising to see that men’s skin is soft 
after all. Moreover, bright terms are also associated with bone, teeth, fat and arm in the 
category of human body.44 It seems, so far, that bright-related contexts related to men 
refer mostly to situations of increasingly sped up movement that depict the dynamic surge of 
battle, especially when Erymas’s white bones are smashed by Idomeneus’s spear as seen 
above, and when Pandaros’s white teeth are pierced at 5. 291 (λευκοὺς δ᾽ ἐπέρησεν ὀδόντας 
‘it pierced through his white teeth’). Those presentations are all peculiarly connected to death 
itself. Lykaon’s white fat (ἀργέτα δηµόν at 21. 127) will be eaten by fish, for instance. 
Furious motion is involved, hereby the gleaming blaze or shining light could represent manly, 
intimidating, alarming brightness in the shaded context. Those bright parts rather serve as 
vivid markers against the dark background, lightening and darkening contexts.  

In this category we have one characteristic phrase for women: the famously well-known 
λευκώλενος, ‘white-armed’. No men’s arms are described in this way in the Iliad. The poet 
uses πῆχυς (forearm) for Aphrodite once at 5. 314, and λευκώλενος for Helen once at 3. 121, 
Andromache three times at 6. 371, 377 and 24. 723, and Hera 24 times.45 Clearly this phrase 
has a special link with Hera. There has been considerable argument on this phrase among 
scholars, who tend to suggest that it is part of a formulaic expression and that women’s 
paleness indicates that they do not have to work outside, but at the same time such a term 
could be an aesthetic distinction in Homer.46 Also, the expression ἀργυρόπεζα, ‘silver-
footed,’ is used to describe Thetis’ feet 12 times in the Iliad, and Draper comments on her feet 
at 1. 538, saying ‘a word frequently used to describe Thetis; it may refer to the whiteness of 
her feet or to the whitecaps of the waves around her feet when she rises from the sea.’47 She 
does actually go to a cave, which is described as silver shining (ἀργύφεος) in the deep, dark 
sea.48 As long as we examine bright parts on human body, the parts such as arms and feet 
(though the latter is limited to Thetis) are recognised as shining or white exclusively for 
women, but not skin, astoundingly. However, as these examples have shown, at least some 
warriors have bright skin, and in fact χρώς does not apply for any female characters with 
bright traits, as far as the three terms analysed in this study are concerned. What does this 
mean? 
 
(iii) Covering over the Human Body 
Following the previous section, let us uncover the different usage of bright colours between 
men and women. For clothing, ἀργ-related words agree only for Helen’s garment at 3. 141 
(ἀργεννός) and 3. 419 (ἀργης). Wallace suggests that ἀργεννός conveys more lightening 
white colour than λευκός, which occurs three times for clothing in the Iliad; cloak (φᾶρος) 
twice at 18. 353 (covering Patroklos’s body) and 24. 231(one of gifts), and Hera’s veil at 14. 
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185.49 This all proves a rather odd gender-related fact; men do not wear shining or white 
garments, as long as those three terms analysed in this study are concerned. What I suggest 
may be needed is, to consider something to cover the men, i.e., shining armour. For instance, 
Mydon’s white rein with ivory pieces at 5. 583.50 Likewise, we could see various shining 
parts of weapons, and particularly ἀργ-related words are attached to weapons in the Iliad; 
sword, leg-guard, strap, sheath, belt, and so on.51  

Let us take the example of the handle of Achilles’s sword in book 1 (1. 219-222). As 
ordered by the goddess Athene – whose eyes are fearfully gleaming when she shows up – 
Achilleus gives up the idea of killing Agamemnon. Men in the Iliad own armour, which or 
part of which is revealed to be shining by those bright terms.52 Mostly a man’s armour 
appears when he is getting ready to go to the battle, thus in a way it represents their bravery, 
energy and fighting spirit for battle. Their materials must be hard, and the sounds of their 
clash resonate strongly when warriors fight each other.53 Warriors move around on the 
battlefield, supposedly very quickly, and their armour also shines more brightly accordingly 
in tandem with the development of auditory imagery. Their manly braveness, or positive 
attitude, could be vividly demonstrated through those shining colours and movements. Mortal 
male characters possess their armour, but mortal females do not. Only Hera’s chariot is 
decorated with the ἀργ-related term three times at 5. 726, 727, and 729. Furthermore, this 
Olympian wife covers herself with a shining veil with λευκός in 14. 185, which I find is 
particularly appealing. In that scene (14. 178-86), Hera’s attractive figure is embellished with 
various accessories, and her veil (14. 184: κρήδεµνον) shines white like the sunlight, λευκὸν 
δ᾽ ἦν ἠέλιος ὥς. Janko recognises that λευκός here means bright as well as white.54 Surely, 
λευκός	also reveals bright light, showing the brightness of Hera’s veil. Hera is getting herself 
ready to go out, in order to seduce Zeus, which could be taken as her own battle, hence her 
wearing a gorgeous garment could also be taken as wearing her armour.55 Her enchanting 
armour shines radiantly with successive colour-related presentations: χρυσείῃς (golden) - 
ἀπελάµπετο (shine, beam from) - λευκὸν - λιπαροῖσιν (shining, sleek). Hera moves, so do her 
robe and veil subsequently, and her armour shines more alluringly to deceive her opponent. 
Those colour terms help to boost the tense of the contexts and emphasise the moments during 
the process of her preparation for her project. It is like music or the musical tone. Besides, the 
colour of clothing is significantly important because it functions as a social code, indicating 
the person’s social status and personal identity. Perhaps the poet perceives light and darkness, 
then applying it to his characters.  
 
(iv) Natural Environment and Bright Hues 
The poet draws spectacular panoramic views of nature, in conjunction with various hues and 
sound vibrations that form film-like movements. Bright elements are embedded into the 
landscapes as the essential device to reinforce the progress of motion. Those natural 
circumstances with brilliant blaze or bright gleaming could symbolically be an alarming sign. 
It could bring us some positive news but also could be a bad omen. The sounds of waves, 
winds, the rustling of leaves, and so forth, could all be terrifying. As mentioned above, if we 
see a light in the far distance, we are rather intrigued to see what it is. Light is quintessentially 
engaging, which is why its visual effect that emerges with auditory senses is vital. The 
flowers with λευκός in book 17, for instance, are scattered due to the sudden mighty storm 
(17. 51-60). It is like as we are seeing an action movie where the poet illustrates Menelaos’s 
great performance on the battlefield, with flower-related imagery that suddenly pops up 
between the shots. Gold and silver (χρυσῷ τε καὶ ἀργύρῳ), probably reddish-black hues that 
are related to αἵµατί (blood), and λευκῷ (white) are lined up. The brightness of colour 
expressions rather demonstrates fleeting lives or moments as the beautiful hair and flowers 
are ruined. They all aid to vivify the scene, intensely.56 Further, including these colour 
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presentations, water and wind that elaborately resound with motion such as ἀναβέβροχεν 
(swallow down), πνοιαὶ (blowing, blast), δονέουσι (shake), and λαίλαπι (furious storm). Two 
words on line 17. 58, ἐξέστρεψε (turn inside) and ἐξετάνυσσ᾽ (stretch out) stress the 
fearfulness of the great storm when Euphorbos is killed. The tension of the scene provides a 
more dynamic view, being embroidered with effective colour and sound expressions. 

Achilleus’s rather brutal performance with the simile that includes white barley in 20. 490-
503 is noteworthy. The scene is drawn rather forcefully, in order to strengthen Achilleus’s 
mighty skill and spirit, with the interconnection between colour-related presentations; πῦρ 
(fire) – φλόγα (flame) – αἵµατι (blood) – µέλαινα (black) - λευκὸν - αἵµατι (blood) – λύθρῳ 
(gore), and sound-movement terms, including ἄνεµος (wind); ἀναµαιµάει (rage through), 
καίεται (kindle), κλονέων (drive tumultuously or in confusion), εἰλυφάζει (roll along), θῦνε 
(rush), ῥίµφα (lightly, swiftly), πεπάλακτο (besprinkle, defile), and so on. The degree of the 
intensity within expands as we read or listen to it, both visually and aurally. We can also see 
fire, which is obviously bright but could represent something dark or fearful.57 That is parallel 
with Achilleus’s distinguishing character here. The poet bestows an even more vigorous 
imagery on him, attempting to gradually elevate the tension towards the climax or final battle. 
Again not only a colourful picture but also rapid motion, as if we are seeing a film, is depicted 
with a glittering, darker atmosphere. The expression of white barley with κρῖ (barley) occurs 
two more times in the Iliad being eaten by horses. One of them provides the grand landscape 
in which fire is taking an active part, being located at the end of book 8 (8. 553-565). Night 
comes, and fire, which is moving, makes things visible, and stars that are perceptible in the 
sky are perhaps slowly moving too.  

At last the scene in which the horses munch their white barley (κρῖ λευκὸν) and the whole 
army awaits the dawn is narrated.58 The abundance of continuously loaded astral and light-
related terms such as πυρὰ (fire), ἄστρα (star), φαεινὴν (shining), σελήνην (the moon), 
φαίνετ᾽ (bring to light), ἀριπρεπέα (very bright), ἔφανεν (bring to light), πυρὰ (fire), φαίνετο 
(bring to light), πυρὰ (fire), καίετο (kindle), σέλᾳ (light), πυρὸς (fire), αἰθοµένοιο (light up), 
λευκὸν, and Ἠῶ (ἠώς, dawn) intensify the brightness of the whole picture, with aural 
resonances such as καίετο and καιοντων (kindle), ὑπερράγη (cleft beneath), and ῥοάων (river, 
stream). An amazing visual spectacle is provided and that is indeed like seeing a film. 
Another astonishing sight is, strikingly, the Achaians turning white, λευκός, on the battlefield 
in book 5 (5. 499-506). It is wondrous for our eyes, and for the characters too. Both the 
Achaians and Trojans are fighting tirelessly on the battlefield and the poet employs a simile 
here as well, aiming to emphasise the crush of both armed forces.59 As the chaff is piling up, 
the heaps gradually whiten, ὑπολευκαίνονται.60 Here the successive bright colour presentation 
such as ξανθὴ (yellow, golden), ὑπολευκαίνονται (become white underneath), λευκοὶ, 
οὐρανὸν ἐς πολύχαλκον (up to the brazen heaven), and audio-sensory-related terms such as 
ἐπειγοµένων ἀνέµων (by the force of wind, like the dust going up to heaven), ἀχυρµιαί (heap 
of chaff), κονισάλῳ (cloud of dust) enhance the intense situation. Especially ἐπέπληγον 
(struck with terror) that implies to be urged to go up and ἐπιµισγοµένων (mingle with) that 
means the armies’ clashing adequately operate in the scenic view. Moreover, ἄψ (backwards, 
back again) at 5. 505 demonstrates repetitive clashes, which fortifies the sound of warriors’ 
movements with resonance. As seen previously, the contrast between the battle’s rapid motion 
and peaceful activity in similes is striking. Similes in Homer have been discussed 
substantially and one distinctive comment on Homeric similes is that peaceful natural scenes 
with farmers in the countryside are inserted into dreadful bloody battle scenes for comparison, 
which creates remarkably vivid contrasts. Adding the movement as a fresh angle, I should like 
to post my crucial assumption that the story is arranged by the management between 静 
(stillness, motionless) and 動 (movement, motion) in Japanese. In other words, this entire 
story formulates the contrastive and balanced structure between stillness and motion that 
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corresponds with the colour-perception of brightness, which is connected with the contrast 
between light and darkness. The poet organises in parallel over the dichotomous storyline. 
Likewise in any songs or pieces of music, pauses or quiet parts are essentially important to 
stress its main melody (or sabi) that could be rapid and stronger. In delivering a poem or 
song, some peaceful, quiet moments are necessary, to single out the most prime part of the 
song (or climax), which appeals more strongly to the audience’s interest. Let us have a look at 
another example of ‘astonishing seeing’ in 21. 6-16:  

 
‘this way then one group of Trojans streamed on in panic, and Hera spread a deep 
fog in their way to hamper them. But half of the Trojans were crowded into the 
deep silvery swirls of the river, and fell into the water with a great crash, so the 
rushing stream resounded and the banks echoed loud all round at the clamour of 
the men whirling in the eddies and trying to swim one way or the other. As then 
locusts rise in a swarm before the onrush of fire to take refuge in a river: the fire 
breaks out suddenly and burns on tireless, while they huddle away from it in the 
water – so then before the pursuit of Achilleus the roaring stream of deep-swirling 
Xanthos was filled with a mingled mass of men and horses.’ 

 
Achilleus’s savage behaviour continues. The river Skamandros is filled with dead bodies and 
the Trojans are being defeated. Appearances of noisy sounds and brilliant colours including 
fire itself, e.g., ἀργυροδίνην (silver-eddying), πυρὸς (fire), φλέγει (burn), πῦρ (fire), and 
swirling water, e.g., ποταµὸν εἰλεῦντο βαθύρροον (they were pent into the deep-flowing 
river), ῥέεθρα (stream), δίνας (whirlpool), ποταµὸνδέ (to the river), ὕδωρ (water), 
βαθυδινήεντος (deep-eddying), ῥόος (stream) are lined up in a row. The illustrations of 
countryside nature like crickets superbly match the swift movement, being harmonised with 
sound terms such as: εἰλεῦντο (roll up), πατάγῳ (clattering, crashing), βράχε (rattle, clash), 
ἴαχον (cry, shout), ἀλαλητῷ (the shout of victory, yell), ἑλισσόµενοι (turn around, roll), ῥιπῆς 
(rushing motion, swing), ἀκρίδες (locust), φευγέµεναι (flee), ὄρµενον (urge on), πτώσσουσι 
(shrink), κελάδων (a noise as of rushing waters).61 Again they produce a contrastively 
paralleled picture between light and darkness. The bright but furious context here is 
intensified to a greater extent and interconnectedness between colour, sound, and movement, 
all of which support and bolster each other to design the powerful picture. At last, the 
remarkable scenery where Zeus lets his fearful thunderbolt fall in book 8 should be noted (8. 
133-6). The poet portrays the scene very vividly with dazzling brightness such as ἀργῆτα – 
φλὸξ (flame) – θεείου (sulphur) – καιοµένοιο (kindle) – σιγαλόεντα (glittering) and sound-
related terms such as βροντήσας (thunder) – κεραυνόν (thunderbolt) – καταπτήτην (fly down) 
– φύγον (flee, take flight), which embody the active motion within the entire picture.62 His 
thunderbolt that is itself terrifying (δεινὸν, δεινὴ, δείσαντε and δεῖσε augment the sense) 
supports the Trojans. Nestor’s reins are shining, described as ἡνία σιγαλόεντα in 8. 137 
(previously we saw that λευκός was applied for Mydon’s reins (ἡνία) in 5. 583). Doubtlessly 
Zeus himself, having lightening (or identified with the frightening thunderbolt), could be a 
great terror. He can let the bright lightning fly onto the earth, which is portentously a dark 
sign.  

Putting them altogether, these bright terms that connote light and darkness, i.e., positive 
and negative, could be devised to serve like music’s crescendo and decrescendo.63 In short, 
colour presentations are piled up and down, which correlates to highlighting (lightening) and 
descending (darkening) the context, between stillness and action. In this respect, they are 
elaborately orchestrated to create dynamic harmony in the contexts. 

 
Conclusive Remarks on Bright Hues in Parallel with the Iliadic Storyline 
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How could we possibly unravel those tangled colour-related expressions? Let us see Iliadic 
brightness in perspective with our humble, possibly sharply gleaming eyes as follows:  
 

Brightness: ἀργός, λειριόεις, and λευκός  
Shining and Intimidating  

↓  
Light            Darkness 

women (and elder men)             men 
       soft, calm              rough, violent 

     soothing               intimidating 
slow               swift 

 
 
 
 

crescendo and decrescendo 
     
Symbolically, brightness represents purely shining light, but conveys intimidating or 
alarming, darkened blaze. The fact that shining colours or lighter hues, at least three terms in 
this paper, deliver both positive and negative impressions should be apprehended. If you see 
the slightest light in the dark, it could be a positive sign. However, whereas a striking, 
glittering flash in the distance is indeed enticing, you might wonder whether it may be bad 
news. The poet wishes to capture his audience’s interest and keep them intrigued, 
continuously, again and again. Clearly those presentations are not just meaningless ornaments 
due to the hexameter rule. Not only visually but also aurally the poet composes his words, to 
illuminate his picturesque scenes through those bright colour terms. Consequently, the 
audiences are sonically and visually enchanted with the production. It is the same with 
modern theatre plays, musical productions, and even some Japanese classical oral traditions 
that are still maintained, so-called Koudan (講談), Rakugo (落語), and so on. Those three 
terms, ἀργός (ἀργ-related), λειριόεις, and λευκός, brighten the scene with positive and 
negative senses, which parallel the sound effects. The aesthetic techniques are well organised 
by the poet, who handles the brightness as a gleaming or shining light with motion that 
signifies the poet’s sophisticated skill in composing his story. The colour-sound combination 
is utterly essential in order to balance the contrast between light and darkness, heightening 
and lessening those effects upon contexts, like music. No doubt we all are beguiled by his 
talented artistry in handling his words.     

Yet, further research is necessary to reach the more plausible outcome on brightness 
because I focused on primarily Platnauer’s three terms, excluding some other terms.64  
Nonetheless, some rationale for reconsidering the poet’s aesthetic composition has been 
reached in this paper; bright colour terms play a significant part as facilitating its dual. This is 
paralleled with metaphorical representations of positiveness and negativeness throughout the 
storyline, to broaden its impact for the viewers’ eyes. This is then sophisticatedly combined 
with the story’s auditory impact, which unfolds the part of the poet’s colour-sense.  

This article finishes like the Iliad, i.e., in an open ending. As Perris wrote, ‘In the end, 
there is no End.’65 The story continues – a new chapter begins once an episode ends. 
Boccardi’s handsome words close this paper with the intention of advancing my research:   
 

‘A study of colors is a fascinating journey in search of an unexplored language 
whose roots lie deep in our culture, in our history.’66 

Notes 
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University Press, 1987), p. 178. C. Watkins, How to Kill a Dragon (Oxford: Oxford University Press, 1995), pp. 
7, 35, 170-72, and 383-90, for ἀργ-, ‘dog’ and ‘swift’. 
37 Il. 3. 103, 198, 6. 424, 18. 529, and 18.  588. 
38 For animals’ colour, see Wallace, pp. 22-24. On ἀργεννός at 6. 424, Graziosi and Haubold recognise ἀργεννός 
as ‘white, bright (of sheep and woven wool).’; B. Graziosi and J. Haubold, Homer: Iliad Book VI (Cambridge: 
Cambridge University Press, 2010), p. 199.  
39 Ferber, pp. 190-93. 
40 M. A. Eaverly, Tan Men / Pale Women: Color and Gender in Archaic Greece and Egypt, a Comparative 
Approach (Ann Arbor: The University of Michigan Press, 2013).  
41 See Hainsworth, p. 285 for Aias’s skin.   
42 Stanford, p. 5. Leaf (vol. 2), p. 60. According to Irwin, λειριόεις here indicates the vulnerability of the χρώς; 
Irwin, pp. 115 and 205-06. On men’s physical bodies, see Wallace, pp. 18-9.  
43 Janko, p. 147. 
44 Il. 5. 291, 11. 818, 16. 347, 21. 127, 23. 252, and 24. 793. 
45 Il. 1. 55, 195, 208, 572, 595, 5. 711, 755, 767, 775, 784, 8. 350, 381, 484, 14. 277, 15. 78, 92, 130, 19. 407, 20. 
112, 377, 418, 434, 512, and 24. 55. 
46 On the topic of valuable women’s white arms which is connected with their beauty, see S. Pulleyn, Homer: 
Iliad Book One (Oxford: Oxford University Press, 2000, pp. 140-01; Graziosi and Haubold, p. 184; P. A. Draper, 
Iliad. Book 1 Homer (Ann Arbor: The University of Michigan Press, 2002), p. 41.  
47 Il. 1. 538, 556, 9. 410, 16. 222, 574, 18. 127, 146, 369, 381, 19. 28, 24. 89 and 120. Draper, p. 126. 
48 Il. 18. 50. Thetis is also offered a bright-coloured chair at 18. 389 (ἀργυρόηλος). 
49 Wallace, p. 23: ἀργεννός	seems to be used ‘of a more translucent or lustrous white than λευκός. This meaning 
is even more appropriate in the case of ladies’ garments, to which alone ἀργ-	is applied’. For the discussion of 
garment, see pp. 12-3. According to Richardson, λευκά here is more likely to be light; Richardson, p. 297.  
50 On λεύκ᾽ ἐλέφαντι, see Willcock (1996), p. 238; Kirk (1990), p. 117.  
51 Il. 1. 49, 219, 2. 45, 3. 331, 334, 361, 5. 583, 726, 727, 729, 7. 303, 10. 438, 11. 18, 11. 31, 35, 38, 237, 13. 
610, 14. 405, 16. 132, 135, 18. 475, 480, 563, 598, 19. 370, 372, 22. 294, 23. 807, and 24. 605.  
52 Athene is visible only to Achilleus and her fearul eyes are gleaming (1. 200: δεινὼ δέ οἱ ὄσσε φάανθεν·).  See 
Lovatt, pp. 311-12; S. Constantinidou, ‘The Light Imagery of Divine Manifestation in Homer’, in Light and 
Darkness in Ancient Greek Myth and Religion, ed. by E. M. Christopoulos and others (Lanham, MD: Lexington 
Books, 2010), pp. 91-109 (p. 97). For Constantinidou, Athene’s manifestiation (Il. 1. 193-200) that usually 
comes with brilliant radiance links her with the sense of awe and fear, which bronze weapons would create on 
the battlefield not only by their weapons’ sound of clashes, but also by their glare and radiance. 
53 S. Constantinidou, ‘The Importance of Bronze in Early Greek Religion’, ΔΟΔΩΝΗ, 21 (1992), 137-64 (pp. 
159-163); The sound of clashes between metallic, radiant weapons provide visual and auditory imagery with 
terror. See also S. Constantinidou, ‘ΑΥΓΗ/ΑΥΓΑΙ: Some Observations on the Homeric Perception of Light and 
Vision’, ΔΟΔΩΝΗ, 22 (1993), 95-107 (pp. 102-06); Constantinidou (1994), pp. 11-14.  
54 Janko, p. 178; ‘The simile ἠέλιος ὥς was perhaps traditional in toilette-scenes’. See also Leaf (vol. 2), p. 79; 
Edwards (1987), p. 248. 
55 Postlethwaite, pp. 187-88. 
56 See Edwards (1991), pp. 67-8; Postlethwaite, p. 220. 
57 For the imagery of fire that is connected with light, see D. Tarrant, ‘Greek Metaphors of Light’, Classical 
Quarterly, 10 (1960), 181-87; C. M. Bowra, Pindar (Oxford: Clarendon Press, 1964), pp. 32-41 and 239-77; 
Edwards (1987), p. 113; Constantinisou (2010), pp. 91-109; I. Ratinaud-Lachkar, ‘Hephaestus in Homer’s Epics: 
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God of Fire, God of Life’, in Light and Darkness in Ancient Greek Myth and Religion, ed. by Christopoulos, E. 
M. and others, (Lanham, MD: Lexington Books, 2010), pp. 153-57.  
58 Leaf (vol 1), p. 369; Willcock (1976), p. 93; Kirk (1990), pp. 340-42; Postlethwaite, p. 127.  
59 For the simile, see Kirk (1985), p. 111; Postlethwaite, p. 92. 
60 The term ὑπολευκαίνοµαι occurs once in the Iliad, not in the Odyssey. 
61 Richardson, p. 54; ‘The noise and confusion are emphasized by the onomatopoeic words πατάγῳ, βράχε, 
ἴαχον, ἀλαλήτῳ’. See also Postlethwaite, pp. 257-58. 
62 Kirk (1990), p. 309; Postlethwaite, p. 122.  
63 Edwards (1987), pp. 117-19. 
64 Not only σιγαλόεις, but also there are more terms that indicate bright or shining such as αἰολος, αὐγή, 
µαρµάρεος, ποικίλος, and so on, but which should reserve for my next papers.  
65 S. Perris, ‘Proems, Codas, and Formalism in Homeric Reception’, Classical Reception Journal, 3 (2011), 189-
212 (p. 192).  
66 L. Boccardi, Colors: Symbols History Correlations (Venice: Marsilio Editori, 2009), p. 11. 
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Appendix 1 

 ἀργός and ἀργ-related λειριόεις λευκός 

Human Body ・	 fat (δηµός) – [11. 818][21. 127] 

 

・skin (χρώς) – [13. 830] ・	 arm (λευκώλενος)– (i) [3. 121] Helen  

(ii) [6. 371][6. 377][24. 723] Andromache 

(iii) [1. 55] [1. 195] [1. 208] [1. 572] [1. 595] [5. 711] 

[5. 755] [5. 767] [5. 775] [5. 784] [8. 350] [8. 381] [8. 

484] [14. 277] [15. 78] [15. 92] [15. 130] [19. 407] 

[20. 112] [21. 377] [21. 418] [21. 434] [21. 512] [24. 

55] Hera 

・	 tooth (όδούς) – [5. 291] 

・	 bone (ὀστέον) – [16. 347][23. 252] [24. 793] 

・	 arm (πῆχυς) – [5. 314] Aphrodite 

・	 skin (χρώς) – [11. 573][15. 316] 

Animals and Insects ・	 bull (βοῦς) – [23. 30] 

・	 dog (κύων) – [1. 50][11. 292][18. 283][18. 

578][24. 211] 

・	 sheep (ὄϊς)– [3. 198][6. 424][18. 529][18. 

588][24. 621] 

・	 boar (ὗς) - [10. 264][23. 32] 

・	 wild boar (χλούνης) – [9. 539] 

・cicada’s voice (ὄψ) – [3. 152] ・	 lamb (ἀρνός) – [3. 103] 

・	 [horse – [10. 437] (λευκότεροι)] 

・	 boar’s teeth/tusks (ὀδούς) – [10. 263][11. 416] 

 

Elements of Nature ・	 thunderbolt (κεραυνός) – [8. 133] 

・	 south wind (νόστος) – [11. 306][21. 130] 

・	 river (ποταµός) – [21. 8][21. 130] 

・	 cave (σπέος) – [18. 50] 

 

 ・	 barley-groats (ἄλφιτον) – [11. 640][18. 560] 

・	 flower (ἄνθος) – [17. 56] 

・	 heap of chaff (ἀχυρµιά) – [5. 502] 

(ὑπολευκαίνονται) 

・	 milk (γάλα) – [4. 434][5. 902] 

・	 stone (λᾶας) – [23. 329] 
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・	 barley (κρῖ) – [5. 196][8. 564][20. 496] 

・	 water (ὕδωρ) – [23. 282] 

Clothing & Acceesaries ・	 robe (ἑανός) – [3. 419] 

・	 fine linen (ὀθόνη) – [3. 141] 

・	 silver - [17. 52] plaiting Euphorobos’ hair 

 ・	 cloak (φᾶρος) – [18. 353][24. 231] 

・	 veil – [14. 185] 

Objects 

Including Weapons, 

etc. 

・	 chariot (ἅρµα) – [10. 438] Rhesos’ 

・	 bow (βιός) – [1. 49][24. 605] 

・	 leg-guard (ἐπισφύρια) – [3. 331][11. 18][16. 

132][19. 370] 

・	 chair (θρόνος) – [18. 389] 

・	 leathern strap (ἱµάς) – [5. 727] 

・	 vine-pole (κάµαξ) – [18. 563] 

・	 sheath (κολεόν) – [11. 30] 

・	 mixing vessel (κρατήρ) – [23. 741] 

・	 handle (κώπη) – [1. 219] 

・	 box (λάρναξ) – [18. 413] 

・	 sword (ξίφος) – [2. 45] [3. 334][3. 361][7. 

303][13. 610] [16. 135][19. 372] 

・	 nave of a wheel (πλήµνη) – [5. 726] Hera’s 

chariot  

・	 pole of chariot (ῥυµός) – [5. 729] 

・	 board strap (τελαµών) – [11. 38][18. 480][18. 

598] 

・	 sword (φάσγανον) – [14. 405][23. 807] 

・	 silver – [11. 236] Agamemnon’s 

・	 silver - [18. 475] Hephaistos’ 

 ・	 rein (ἡνία) – [5. 583] 

・	 sail (ἱστίον) – [1. 480] 

・	 cauldron (λέβης) – [23. 267] 

・	 white-shielded (λεύκασπις) – [22. 294] 

・	 tin (κασσίτερος) – [11. 34] 

・	 sign (σῆµα) – [23. 455] 
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Musical iInstruments ・crossbar (ζυγόν) – [9. 187]   

Places   ・	 mountain-peaks (κάρηνον) – [2. 735] 

・	 city (πόλις) – [2. 739] 

Proper Names ・	 Alybe – [2. 857] (town) 

・	 Argissa – [2. 738] (town) 

・	 Lykastos – [2. 647] (city) 

・	 Kameiros – [2. 656] (city) 

・	 Peneios – [2. 753] (river) 

・	 Podargos – [8. 185] (T) 

         [23. 295] (A) 

・	 Podarge – [16. 150][19. 400] (A) 

・	 Zeus (ἀργικέραυνος) – [19. 121] [20. 16] [22. 

178] (N) 

・	 Thetis (ἀργυρόπεζα) – [1. 538] [1. 556] [9. 410] 

[16. 222] [16. 574][18. 127] [18. 146][18. 

369][18. 381][19. 28] [24. 89][24. 120] (A) 

・	 Apollo (ἀργυρότοξος) – [1. 37][1. 451][2. 

766][5. 449][5. 517][5. 760][7. 58][10. 515][21. 

229][24. 56][24. 758] (N) 

・	 Podaleirios – [2. 732] [11. 833] (A) 

 

・	 Achaians – [5. 503] → chaff 

・	 Leukos – [4. 491] (A) 

 

 

*[     ]; Underlined brackets mean that it is located within a simile. 

*[  1  ]; Boxed numbers mean that those words do not appear on the same line with the targeted colour terms. 

*(A) means that people referred to are on the Achaian side. (T) means on the Trojan side. (N) means on neither side.  
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Appendix 2: English Translations for Greek Citations 

[All English translations in the Iliad come from Hammond (1987) as well as Greek proper names 

throughout this paper. For other Greek authors, I use the Loeb texts.] 

 

De Coloribus 793b17-24 (p. 83): διὸ καὶ τὰ ἐν σκιᾷ θεωρούµενα καὶ ἐν φωτὶ καὶ ἡλίῳ, καὶ σκληρᾷ 

αὐγῇ ἢ µαλακῇ, καὶ κατὰ τὰς ἐγκλίσεις οὕτως ἢ οὕτως ἔχοντι, καὶ κατὰ τὰς ἄλλας διαφοράς, ἀλλοῖα 

φαίνεται. καὶ ταῖς πρὸς τῷ πυρὶ καὶ τῇ σελήνῃ, καὶ ταῖς τῶν λύχνων αὐγαῖς, διὸ καὶ τὸ φῶς ἑκάστου 

τούτων ἀλλοιοτέραν ἔχει χρόαν. καὶ τῇ πρὸς ἄλληλα δὲ µίξει τῶν χρωµάτων· δι᾽ ἀλλήλων γὰρ 

φερόµενα χρώζεται. ‘Consequently things appear different according to whether they are seen in 

shadow or in sunlight, in a hard or a soft light, and according to the angle at which they are seen and 

in accordance with other differences as well. Those which are seen in the light of the fire or the 

moon and by the rays of a lamp differ by reason of the light in each case: and also by the mixture of 

the colours with each other’. 

 

Il. 16. 345-50 (p. 84): ‘Idomeneus stabbed Erymas in his mouth with the pitiless bronze. The bronze 

spear passed right through and up under the brain, smashing the white bones. His teeth were 

knocked out and both his eyes flooded with blood: wide-mouthed he spurted a well of blood 

through nostrils and mouth: and the black cloud of death covered him over.’  

 

Il. 10. 436-41(p. 85):‘His are the finest horses I have seen and the largest – whiter than snow, and 

like the winds when they run. His chariot is a beautiful work of gold and silver. And he has come 

with prodigious armour made of gold, a wonderful sight – such things should not be worn by mortal 

men, but rather by the immortal gods.’ 

 

Il. 23. 452-55 (p. 86): ‘When the first driver was still far away he heard him shouting and 

recognised the voice, and he could make out the distinctive horse in front, who was chestnut all 

over, except that there was a white blaze on his forehead, round like the full moon.’ 

 

Il. 1. 48-52 (p. 86): ‘He settled then at a distance from the ships, and let fly an arrow: and there 

came a fearful twang from the silver bow. First he attacked the mules and the quick-running dogs: 

But then he sent his sharp arrows at the men themselves, and kept shooting them down. And 

constantly there burned, close-packed, the pyres of the dead.’ 

 

Il. 24. 621-624 (p. 86): ‘So speaking swift Achilleus sprang up and slaughtered a shining white 

sheep. His companions flayed it and prepared the carcass properly, then chopped it deftly into 

pieces and threaded them on spits, roasted them carefully, and drew all the meat off.’ 



 

 v 

 

Il. 11. 569-574 (p. 87): ‘So he kept the whole force of them from their advance on the fast ships, 

making a furious stand alone in the space between Trojans and Achaians. And of the spears thrown 

by brave hands and eager to taste flesh, some flew on and fixed themselves in his great shield, and 

many stuck in the earth between, before they could reach his white flesh.’ 

 

Il. 13. 821-832 (p. 87): ‘As he spoke these words, a bird flew by him on the right, an eagle soaring 

high: and the Achaian army shouted its joy at the cheer of the omen. And glorious Hektor 

answered: ‘Aias, great blustering oaf, what rant that is! If only for all my days I could be the son of 

Zeus who holds the aegis, and have queen Hera for my mother, and be honoured with the honour 

given to Athene and Apollo, as surely as this day now brings doom to the Argives, to every one of 

them: and you will die with the others, if you dare to stand against my long spear, which will tear 

your lily-soft skin – and you will glut the dogs and birds of Troy with your fat and your flesh, lying 

fallen by the ships of the Achaians.’ 

 

Il. 5. 582-3 (p. 88): ‘ … [Antilochos] hit him with a stone right on the elbow: the reins, white with 

ivory pieces, fell from his hands into the dust on the ground.’ 

 

Il. 1. 219-222 (p. 88): ‘So he spoke, and stayed his massive hand on the silver hilt, and pushed the 

great sword back into the scabbard, and did not fail to obey Athene’s words. She was on her way 

back to Olympos to join the other gods in the house of Zeus who holds the aegis.’  

 

Hera’s arming scene in Il. 14. 178-86 (p. 88): ‘And she dressed herself in an immortal robe, which 

Athene had made for her in fine-napped cloth and embroidered it with many figures: she pinned it 

across her breast with golden clasps, and she fastened round her waist a belt hung with a hundred 

dangles. And she put earrings in the pierced lobes of her ears, pendant clusters of three drops, 

glittering bright with beauty. The queen among goddesses covered her head with a beautiful shawl, 

new-made and white as the sunlight, and bound fine sandals under her shining feet.’ 

 

Il. 17. 51-60 (p. 88): ‘Blood soaked his hair, lovely as the Grace’s hair, and his plaits tight-bound 

with gold and silver. As when a man nurtures a flourishing olive-shoot in a solitary place, where 

plenty of water wells up – a fine, healthy shoot it is, shaken by the breath of every wind that blows, 

and it blossoms thick with white flowers: but suddenly there comes a wind in a great storm, and 

uproots it from its trench and lays out its length on the earth. Such was the son of Panthoös, 

Euphorbos of the ash spear, as Manelaos son of Atreus killed him, and set to stripping his armour.’ 

 



 

 vi 

Achilleus’ aristeia in 20. 490-503 (p. 89): ‘As monstrous fire rages through the deep valleys on a 

parched mountainside, and the thick forest burns as the wind drives the flames billowing all over, so 

Achilleus stormed with his spear all over the field like some inhuman being, driving men on and 

killing them: and the black earth ran with blood. As when a man yokes together oxen, male and 

broad-browed, to tread white barley on a well-made threshing-floor, and the grains are quickly 

husked under the feet of the lowing oxen, so as great-hearted Achilleus drove them on his 

strong-footed horses trampled on bodies and shields alike: and all the axle beneath and the rails 

round the car were spattered with blood, flung up in gouts from the horses’ hooves and the rims of 

the wheels. And the son of Peleus pressed onwards, urgent to win glory, with blood spattering his 

invincible hands.’ 

 

Il. 8. 553-565 (p. 89): ‘So all night long they sat on the avenues of battle, with high thoughts in their 

minds: and their fires burned in their numbers. As when the stars show brilliant in the sky around 

the shining moon, when the air is windless calm: all the hill-tops and sharp headlands and mountain 

glens spring clear into sight, and brightness bursts infinite down from the sky: every star is seen, 

and the shepherd’s heart is glad. So many were the Trojans’ fires, burning clear in front of Ilios, 

between the ships and the stream of Xanthos. A thousand fires were burning in the plain, and round 

each there sat fifty men in the gleam of the blazing fire. And the horses stood beside their chariots 

munching their white barley and wheat, and waiting for the throned dawn.’ 

 

Il. 5. 499-506 (p. 89): ‘As the wind carried the chaff across the sacred threshing-floors, when men 

are winnowing and golden-haired Demeter separates the grain and the chaff in the wind’s stream, 

and the piles settling chaff grow white: so then the Achaians turned white with the dust that rained 

on them, kicked up to the brazen sky by the hooves of the horses across their ranks, as the battle 

clashed again, and the drivers wheeled and wheeled about their beams. The fighters pushed their 

hands’ fury straight on:’ 

 

Il. 8. 133-6 (p. 90): ‘He thundered fearfully, and let fly a vivid lightening-bolt, and hurled it to the 

ground in front of Diomedes’ horses. The burning sulphur gave off a terrible flare, and the horses 

shied back in panic in their harness. The shining reins dropped from Nestor’s hands, and he felt 

terror in his heart and said to Diomedes:’ 

 


