Aspects of Rhetoric and Form
in Greek Hymns

William H. Race

in the corpus of Greek hymns—in both poetry and prose. The

word ‘rhetorical’ is used in the broad sense to include both
generic and stylistic commonplaces, and the word ‘hymn’ is also used
in the larger sense of any sustained address to divinity, whether a
separate entity (as in the Homeric Hymns, or those of Callimachus,
Theocritus, Aristides, etc.) or embedded in longer works. I focus on
three aspects of Greek hymns which make rhetorical demands on the
hymnist and which demonstrate the continuity of the entire tradition.
These include (1) finding the d¢pxm, (2) establishing xapes, and (3)
elements of the request. Although some of the topoi in these cate-
gories enter the tradition only in the Hellenistic period or later, most
make their appearance in our earliest authors, and the later hymns
often help to clarify procedures only adumbrated in the earlier ones.
Of particular value for illuminating certain features of earlier hymns is
the treatise of Menander the Rhetor Iept Tuvraxov.!

THIS ARTICLE will explore certain formal and rhetorical features

I. The &pxm

As a general rule, hymns open in one of two ways. Either the god
is addressed in the vocative (often with an imperative —‘du-Stil’) or
his name (or title) is given in an oblique case (‘er-Stil’). For ex-

! For basic and comprehensive surveys of Greek hymns see K. Keyssner, Gortesvor-
stellung und Lebensauffassung im griechischen Hymnus (Stuttgart 1932); H. Meyer, Hym-
nische Stilelemente in der friihgriechischen Dichtung (Diss. Koln 1933); E. Norden, Agnos-
tos Theos (Leipzig 1923) 143-76; E. von Severus, ReallexAntChr 8 (1972) 1134-52 s.v.
“Gebet”; and R. Wiinsch, RE 9 (1916) 140-83 s.v. “Hymnos.” Of particular impor-
tance for the interpretation of Callimachus’ hymns is E. L. Bundy, “The ‘Quarrel
between Kallimachos and Apollonios’, Part I, The Epilogue of Kallimachos’s Hymn to
Apollo,” CSCA 5 (1972) 39-94. For Menander the Rhetor there is the new text and
commentary of D. A. Russell and N. Wilson, Menander Rhetor (Oxford 1981), which
conveniently maintains the pagination of L. Spengel, Rhetores Graeci 111 (Leipzig 1856)
437-46.
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ample, Theognis opens his collection with a version of the former
(1-2):

5 o ~ e/ \ ’ 3/ ~
® dva AnTovs vié, Awos T€koS, OUTOTE T €O
Anooual &pxouevos ovd’ &dmomavouevos . . . .

Hesiod begins the Theogony with an example of the latter (1):

! ’ ’ 14
Movoawy ‘EAkoviadov apxwued’ aedev,
a Ny
acl ... .

Regardless of the type of opening, both poets address the issue of the
apxm of the hymn (&pxouevos Theog., apxwued’ deiderv Hes.)? by
positing the god himself as the starting point or subject of the hymn.

But there is a second type of &pxm in Greek hymns, which occurs
when the hymnist begins telling about the god after having introduced
him as the subject of his song.? The hymnist can, of course, begin his
narrative directly (usually with a simple relative clause), but frequent-
ly he pauses at this point in hesitation (&mopia, dubitatio) and pre-
tends not to know how or where to begin. Such hesitation, often in
the form of priamels, can occur in many places in hymns to amplify
the coming theme and engage the sympathy of the audience, but its
occurrence here is so frequent that it constitutes a separate topos.

The first clear use of the topic occurs in the Homeric Hymn to
Apollo (19-25) 4

TOS yap & VUVNow TAVTOS €DUUYOY éovTa;
’ ’ ~ \ ’ s ~
mavt yap 1o, Poife, vouos LBeBAnarar wdns,

2 For similar expressions ¢f. Hymn.Hom. 2.1, 11.1, 13.1, 16.1, 22.1, 25.1, 26.1, 28.1,
31.1, and Aratus Phaen. 1. As a variation, Pindar begins Ol 2 and Hymn.Zeus with
(feigned) questions as to his &px).

3 These two senses of dpxm are neatly distinguished in the opening of Callim. Dian.:

"Apteur (oV yap éadpov dedovreaar habéabal)
Duvéouev, ™) Tofa AaywPBoliar Te uéhovrar

Kal xopos quphadms kal év olpeair éfnaaabar,
ApxuevoL @S OTe . . . .

In the first three verses the poet establishes the subject of his hymn, but he must then
make a new beginning in order to start his narrative. This scheme is apparent in the
proems to the lliad and Odyssey, where the Muse is invoked to provide the starting-
point: é£ od 81 ta wpaTa (Il 1.6) and v auobev ye (Od. 1.10). An interesting fea-
ture is presented in Theogony 1-36. Hesiod opens the hymn with the Muses as his
apxm, but because of the long digression of verses 22—-35, he must make a fresh begin-
ning: vy, Movoawr dpyxwueda (36). For a brief discussion of this digression and
return to the main theme, see “Some Digressions and Returns in Greek Authors,” CJ
76 (1980) 1-8.

41 The exact relationship of the hesitatory priamel at Hymn.Hom. 1.1-7 to the begin-
ning of the hymn is not clear, but it probably did not involve the topic under
discussion.
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Nuev &’ Nmewpov TopTLTPodor NS’ dva vrTovs.
TATaL d€ TKOTAL TOL ADOV KAl TTPWOVES AKPOL
VYmAov dpéwv moTauol 8’ dha 8¢ mpopéovTes,
drTal T’ €ls dha kekhyuévar hipéves e Bahaoans.
M s o€ mpwTor AmTw Téke xapua Bpotoiat . . . .

As in all the other examples, the hesitation begins with a question.
Here the problem is how to sing of a god who is so famous (ravrws
evvuvor, 19), and after sketching in verses 20-24 the extent of
Apollo’s worship (wavmn, 20) and sway (maoae, 22), the poet pro-
poses (tentatively with 7, 25)5 the subject with which he will begin—
appropriately enough, the birth of the god.® The word mpwrov (25)
serves to mark the dapym itself’

The same form is adapted by Hellenistic authors. At the beginning
of his Hymn to Delos (an imitation of the Homeric Hymn to Apollo),
Callimachus duly introduces and amplifies Delos as the subject of his
song (1-27), and then pauses before beginning his narrative (28-30):

E) \ !’ 4 ’ b ’
€L 8€ A\mV TTONEES T€ TEPLTPOXOWTLY aoLdaL,
’ ’ ~ 3 ~
moln énmhééw a€; TL ToL Buunpes akovoai;
L) \ ’ ’ \ 4 ’
M s Ta TpwToTa ueyas feos ovpea Getvwy . .. 8

At the same point in his hymn to the Dioscuri, Theocritus raises the
question, with which god should he begin? (22.23-26):

» dudw Bvnrotor Bonboor, @ dilot dudw,

(mmes kilbapioTal dedAnTnpes dodod,

Kaoropos 7 mparov llohvdevkeos dpfou’ deideiv;
aupotepovs vuveéwy IloAvdevkea mpaTov delow.

5 As will become clear, disjunctive 7 is correct. It is a mannerism of this fopos to
present the final choice as a disjunctive question whether or not other options precede
(as at Hymn.Hom.Ap. 208-15). The practice continues in prose even as late as Aris-
tides, 7is odv 87 yévour' &v apxm; 7 domep ... (39.4 Keil), and Julian, 7is ovv 6
Tpomos éotar Twy émaivwy; 1) dnhov 6T . .. (Helios 132b).

6 For a sensitive analysis of the rhetoric of this passage see A. M. Miller, “The
‘Address to the Delian Maidens’ in the Homeric Hymn to Apollo: Epilogue or Transi-
tion?” TAPA 109 (1979) 184-86.

" Cf. 10 mpwTov in the parallel passsage at line 214. The use of mparor to indicate
the &pxm begins with /. 1.6 (supra n.3) and still finds its traditional place in the proem
to Herodotus’ Histories (wpawTov, 1.5.3). There is a perfect adaptation of this topic to
prose encomia in Pericles’ Funeral Oration, &pfouai 8¢ 4mo T@v mpoyovwy mpLTOV
(Thuc. 2.36.1); ¢f. also Hyperides Epitaph. 6 and esp. 9, dpéouar 8¢ mpwTov &mo ToU
oTpATYYOU.

8 This adaptation is very masterful. mavrtws edvurvor becomes Ainy mokées . . . Gotdal.
Gone is the grand scope of the geographical amplification, but Callimachus has instead
chosen the verb mepirpoxowair to indicate the abundance (to the point of vulgarity?)
of song. moin is the equivalent of mws, while the following question 7¢ To. Gvunpes
reflects the concern with the god’s pleasure hinted at with a&dov (Hymn.Hom.Ap. 22).
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Since there is such equality between both gods (&dudw), the poet does
not wish to give any real precedence in his dpx7, so he will sing of
both (dudorépovs) but will begin with Polydeuces.?

The topic also occurs in prose hymns. At 43.6 (a hymn to Zeus),
Aristides calls upon the Muses to help him find an &pym for his vast
subject: &y’ @ mavt eidviaw, mobev apxwueba; Ti TONuNTOUEY €lTELY
mept Aws; And in his model hymn to Sminthian Apollo, Menander
the Rhetor elaborates on the topic: €l uév ovv nNpwwy TLvos éueAlov
Néyeww éykauov, ovk av dinmopnoa mwept ™S apxmMs, ovd’ ofev der
Tp@TOY TNV &PpXMYV TOU Noyov mowoaocbar (437.27-30). After his
(supposed) consultations with the Pythia failed to provide an answer,
the orator decides to follow Pindar’s lead10 in posing his question:
ava&q&op/.wy'ye'; vuvor, mobev pe xp'r) 'mv apxnv 170m0'a0'0az, doket
8’ oUv uoL Tp@TOV Gpeévw Téws TOD Yévous Duvov €is avTov dva-
dbéytachar (438.6-9). Thus the orator decides to make his begin-
ning with the god himself (eis avrov).!!

II. xaps

If there is one dominant concern common to all Greek hymns, it is
surely the notion of xapts. No other word epitomizes so well the rela-
tionship which the hymnist tries to establish with the god—one of
reciprocal pleasure and goodwill. For that reason, many hymns begin
and end with xatpe, which, as Bundy reminds us, is much stronger
than just ‘hail’ or ‘farewell’, and is part of the general concern of the
hymnist to please the god.'? As Plato says, since we do not know the
real names of the gods, we customarily use names that please them
(olTivés Te kat 0mobev xaipovary dvoualouevor, Cra. 400E; cf. Aesch.

® The phrase dpfou’ deideww-(25), which usually occurs at the opening of the hymn,
here indicates the beginning of the narrative, adding further justification to the distinc-
tion between two apyal argued above. There is an adaptation of this topic at Aristides
38.1-5, where the orator does not know which of the two Asclepiadae to praise first;
he finally decides to make Apollo the apym (5). It is apparent from Aristides 38.5,
39.4, 43.6, and Julian Helios 132b that the procedure established by the Homeric Hymn
to Apollo became a standard topic to exercise the ingenuity of the orator. There is, I
think, already a hint of mannerism in the Theocritean version.

19 This allusion indicates that Pindar’s aporetic opening of Ol 2 had come to be a
model for the dpyat of hymns.

11 The question with which Callimachus begins his Hymn to Zeus provides a variation
of the topic of beginning with the god himself (feov adror, 2). Both in Callimachus
and in Menander the topic of naming the god immediately follows.

12 Cf. Bundy (supra n.1) 49-52. For xapis, xaipew, and yxapua in Greek hymns see
Keyssner (supra n.1) 170 s.v. and esp. 132.
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Ag. 160ff). Even the xaipe in the formulaic endings of the Homeric
hymns is sometimes ambiguous. The frequent kat oV uev ovrw xaipe
(1.20, 3.545, 4.579, etc.) “And so, farewell” (H. G. Evelyn-White,
LCL), can become, with a slight addition (9.7, 14.6, etc.), kai oV uév
ovTw xatpe feal 0’ qdua macar &owdy. Although the traditional transla-
tion of this verse is “farewell . .. in this song,” surely aowdn could just
as well be taken as the usual dative with yaipw, meaning “take plea-
sure in the song.” This interpretation would be consonant with the
other formulaic endings: thauar 8¢ o’ &owdn, “I seek your favor with
my song” (19.48, 21.5); 80s &’ {uepoecaar dodnv, “Grant a pleasing
song” (10.5, Hes. Theog. 104); and xapw & au’ émacoov dqoudy,
“And also make the song pleasing” (24.5). The dual nature of yaipw is
also evident at 26.11-12:

\ \ A o ~ ’ ’y » ’
Kal oU eV oUTw xaipe moAvaTadul’ @ Awvvae:
e ~ EY 4 s ’
dos 8 Muas xaipovtas és wpas avrs ikéobar . .. .13

and at Theocritus 15.149: xaipe, "Adwv dyamaté, kai és xaipovras
adukrvev. In these cases the hymnist’s hope is that the god’s pleasure
(xatpe) will be matched in the human realm (yaipovras).

Various words related to xapiws abound in Greek hymns. At the
beginning of fr. 2 (L-P) Sappho assures Aphrodite that her grove is
“pleasant” (xapter ... &\gos).!* In the Paean to Asclepius (PMG
934) there is the progression xaplual (4), xatpe (19), and xaipovras
(22). The first and last words of Isidorus’ Hymn to Isis 2 are forms of
xapis: xawpe (1), xapiras (22), xaipovres (24), and xapira (34).15
Menander begins his hymn to Sminthian Apollo with the yapis which
men owe the gods (437.8, 11, ¢f. 444.19) and ends it with concern for
the god’s pleasure in his titles (446.8, ¢f. 440.13) and requests that the

13 The same juxtaposition occurs in the anonymous Paean to Asclepius (PMG 934,
1. Erythrai 205) 19-22: xaipé poe ... 8os 8’ muas xaipovras. Particularly interesting is
the progression at Hymn.Hom.Ap. 12-14:

xacpec 5€ Te ‘n’o*rvux Anm)
ovvexa Tofodmpov Kat Kap‘repov viov enK'reV
xaipe paxap’ ® Antor, émel Tékes dyhaa Tekva .

Leto “is glad” that she bore Apollo, and the poet then tells her to “be glad” because
she bore her splendid children. Surely the yaipe at the end (and sometimes at the
beginning) of hymns also retains a strong sense of ‘pleasure’.

14 Cf IG 112 499.2 (Raubitschek, Dedications 290), 7€. 8¢ feor xapter (of his dedica-
tion), and xapievr’ at Il. 1.39.

15V. F. Vanderlip, The Four Hymns of Isidorus and the Cult of Isis (AmStudPap 12
[1972]) 34-35; E. Bernand, Inscr. métr. de I'Egypte 175.11. The last occurrence of xdpis
is in fact a statement by the hymnist that the god indeed heard his prayer and granted
him his “favor.” Cf. the progression at Ar. Thesm. 972-83: xaipe (972), xapévra
(981), and xapcwv (983).
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god bestow “grace” on his words (vevoov 8¢ kat xaptv Tots N\oyors,
446.12). In the Orphic hymns we find kexapnor fvuw (1.10), xaipwv

. kexapmota (18.18-19), xapeis (19.20), kexapiouévn (27.14), xa-
piow (28.12), kexapiouéva (29.2, 46.8), kexapmuévos (52.13), xai-
povaw ém’ épyows (66.11), and yapévra (82.6).

xapes is, of course, one of a multitude of words used to seek the
benevolence of the deity,'® but its many forms make it the most versa-
tile, and probably the most important, term of its kind in Greek hym-
nology.!” The rhetorical ré\os of a hymn is, then, to secure the god’s
pleasure by a ‘pleasing’ choice of names and titles (especially promi-
nent in the Orphic hymns) and by the ‘proper’ narration of his powers
and exploits (especially prominent in the longer Homeric hymns, Cal-
limachus’ hymns, and the prose hymns of Aristides and Menander).
And after finding a fitting &pxm, and giving a ‘pleasing’ account of the
god’s powers, the hymnist is prepared to make his petition.

III. The Request

When there is a petition at the end of a hymn, it must of course be
consonant with the god’s powers as established in the body of the
hymn,!8 and follow naturally from the goodwill established between
the god and man. It is at this point that the hymnist tries to establish
the closest relationship between himself and the god, between the
god’s wellbeing and human needs, between the god’s present plea-
sure and continued benefits. A dedicatory inscription presents this
relationship in brief scope:!?

16 Cf. Bundy (supra n.1) 50-51. Most common are forms of iAnut, eduevéw, ynbéw,
and ev/mpodpwr. The frequent xkAvfe and épxeo (éNG€), often qualified by one of these
words, always carries the connotation of ‘listen’ or ‘come’ favorably. In her hymn to
Aphrodite Sappho is careful to point out that in the past the goddess heard her (€kAves,
7) and came ()Afes, 8) smiling (uedaicawa’, 14), thus requesting a similar reception
this time (éAfe uoe kai vov, 25). Cf. Anacreon 380 (PMG), xatpe, dihov ds, xapi-
evTi ueduor Tpoowmw, and 348.7, xaipovo’.

17 Cf. Kittel/Friedrich, Theological Dictionary of the New Testament 1X 359-415, for
the eventual incorporation of xapts into Christian usage and thought.

18 For example, in his prayer at //. 1.37-42 Chryses invokes Apollo as dpyvporo€
(37) and requests that he pay back the Achaeans with his shafts (Bérecowr, 42). Like-
wise, the hymnist frequently tries to ‘please’ the god with ‘local’ (matpwior) cult and
place names in order to make special claims on the god’s goodwill. Cf. Callim. Ap.
69-71; Aristocles Hymn.Dem. 1-8 (Ael. NA 11.4); Isidorus Hymn.Is. 1.14-24, where
the list of titles culminates in the local (¢f. marpme, 17) cult name Thiouis; and Menan-
der 440.13-15 and 443.32-444.2. A thorough study of hymnal petitions is needed, only
a few aspects of which have been treated here.

19 /G 112 650; Raubitschek, Dedications 40.
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’ ~
dapbéve, év akpomoher Teheatvos dyalu’ dvéfexev
’ ~ ’ 3 ~
Kérwos, hou xaipoaa didoies &ho arvalevau.

xaipovaa &doins, “in your pleasure may you Keep on granting,”
neatly summarizes the relationship between the god and the wor-
shipper whose future success depends upon the god’s favor. The
request at the end of Hymn.Orph. 19.20 presents a variation: dA\a
xapeis AovBaiot 8idov dpeaiv atowua mavra . .. . Of a similar nature,
I believe, is the very frequent formula in which xatpe is followed by
an imperative (usually of 8(dwut), as in Hymn.Hom. 15.9: yatpe dvaé
Awos vi€é: didov & dpernv Te kai dNBov.2

Although the substance of the request can vary greatly from hymn
to hymn, there are two general concerns which are continually ex-
pressed, especially in the ‘public’ hymns: that the hymn (including the
dance) succeed in pleasing the god and that the people or city fare well
(cf. 1l. 1.472-74). Prayers for the success of the song are found in the
Homeric Hymns (1.18-19; 6.20, éunv & évrvvor dowdnmv;, 7.58-59;
10.5, 80s & (uepdeaoav dodnv, 25.6, éuny Tunagar’ dowdnv), Cal-
limachus (Dian. 268, ebavrnaor éowdn), Theocritus (22.214-15, nue-
T€pois kA€os Vuvois éaOrov del meumoire), and Aratus (Phaen. 18,
TekunpaTe TATAY dowdnv).2

Often prayers for the success of the song are coupled with requests
for the wellbeing of the community. In the Homeric Hymn to Deme-
ter (490-94) the poet hopes that his song will succeed in eliciting the
bounty of Demeter and Persephone: AN’ &y’ ... mpodpoves dvr’
@dns Blotov Bvumpe’ omalew.?2 At 24.4-5 the poet requests that
Hestia come into his house (that is, bless it with her presence) and
grace his song (xapw & dau’ émagoov dowdn). Hymn 13.3 links both

20 If one compares Hymn.Hom. 20.8, &AN’ iAn8 “Hoawore® 8idov & apetnr Te kal
SAPov, it is evident that as the equivalent of i\né, yatpe means more than just ‘good-
bye’. For other examples of yaipe with imperative, ¢f. Hymn.Hom. 6.19, 10.4-5, 11.5,
13.3, 25.6, 26.11-12, 30.17-18, 31.17, Hes. Theog. 104, Callim. Jov. 94, Ion of Chios
26.15 W., Theoc. 22.214-15, and Aratus Phaen. 16-18. Of particular interest as a
variation is Hymn.Hom. 18.12: xatp’ ‘Epun xapdora Swaxrope, dwrop éawv, which
neatly combines both aspects of xapis (the god’s pleasure and the ‘grace’ which he
bestows) with giving.

2t Compare the refrain of the Hymn of the Curetes (L.Cret. Il ii 2), xatpe woc,
Kpoveie . . . épme kat yéyab pokma.

22 On this passage see the remarks of N. J. Richardson, The Homeric Hymn to Demeter
(Oxford 1974) 321-24. It is apparent that émalew is a synonym for 8(ov, and the
variation at Hymn.Hom. 30.17-18 shows that yatpe can be substituted for the &\ &vye
of 490 here. The ‘pleasure’ word mpddpoves (494) must of course be taken with éma-
Lew (“give cheerfully™), but it can also be taken closely with avr’ @dns, “cheerfully in
return for song.” At any rate, goodwill, song, and bounty are closely combined in this
verse.
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elements succinctly: xatpe fea kai ™vde gaov wmohw, dpxe & dot-
d7s.28 Here Demeter is asked to be the &pxm of his hymn (the
source, ruling principle, theme), to take pleasure in it (xatpe), and to
safeguard “this city.”?* Menander the Rhetor concludes his prose
hymn with the following words, which well sum up the tradition:
vebaov 8¢ Kkal xapwv Tois AOYoLS® Tapa aov yap Kai of AOyoL Kai 1
TTONLs.25
A number of formal elements which frequently occur in requests

deserve more notice than they have received. A good model is the
ending of Aristonous’ Paean to Apollo (Powell 164) 41-48:

&\’ @ Hapracoov yvakwy

evdpogowat Kaorahias

valoluots oov Séuas ééaBpv-

vov, i1 i€ Moy,

XQPELS VILVOLS TUETEPOLS,

ONBov é€ oaiwy didovs

del kat cwlwy épemoLs

nuas, o té Hawav.

With the exception of the frequent demonstrative 68e, this hymnal
conclusion contains virtually all the formal elements normally found
in requests. &A\\’ (@) is a formulaic return to the god and signals the
petition.2¢ yapels Duvows Huetépos, as we have seen, does the double
duty of securing the god’s goodwill in song and bidding him a favor-
able farewell. This yxapes is then followed by a form of 8(dwut, the
common o@{w,?” and the imperative (here the more polite optative,

28 At the end of Callim. Jov. there are two separate ‘farewells’. The first, yaipe uéya
... (91-93), is concerned with the god’s reception of the song and apologizes for (what
the god might perceive as) a scant treatment of his deeds (rea 8’ épymara tis Kev
aeidot;). The second, xatpe, matep, xawp’ avfe ... (94-96: note the intensification),
requests (8:8ov) the full measure of wealth and excellence —obviously for the commu-
nity refresented by Ptolemy Philadelphus, who is praised in the preceding verses
(85-90).

24 This demonstrative occurs very frequently in petitions (e.g. Theogn. 782, Callim.
Cer. 134, Philodam. Scarph. Paean Dion. 154-56 [Powell 169], and Menander Rhet.
446.10). It vividly marks the recipient of the god’s bounty.

25 446.11-13. Compare the petition at the end of Bacchyl. Dithyr. 17.130-32, that
from the god’s pleasure in song may flow bounty for the Ceans: Aawe, xopoiage Kniwy
dpéva lavlels, dmale Oedmoumor éarav TVxav.

26 gAAa both breaks off from the preceding material and anticipates the imperative of
the request. The vocative serves to reinvoke the god for this critical point in the hymn.
For examples see Theogn. 781, Hymn.Hom.Dem. 490, Hymn.Hom. 8.15 and 20.8, Pind.
Ol. 2.12-15 and 7.87-90, Eur. Hipp. 82-83, Timoth. Pers. 237, Cleanthes’ Hymn to
Zeus 32, and frequently, especially in the Orphic hymns.

27 For owlw ¢f. IG 1V2? 129.11-15 (PMG 937), xaipete ... owlete 108 ... vaov,
and Macedonius’ Paean to Apollo and Asclepius (Powell 139) 23-30, xaipe ... 8idov
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épémois). Also noteworthy is the frequent ael, which extends the
god’s goodwill into the indefinite future. And finally (here held for
climactic effect) is the recipient, the poet and his community, em-
bodied in nuas.28

The anonymous Paean to Asclepius (PMG 934) 19-24 provides a
variation:

XaLpé€ pot, thaos & émwioeo
Tav duAv TONY €DpUXOPOV,
te Hawaw.

8os 8 Nuas xaipovras opav ¢aos

GeNOV SOKLUOUS TVV AYaKAUT®

edayet Y yew.
The god’s pleasure is foremost in the hymnist’s consideration (xatpé
wot, thaos), and the epithet evpvyopor suggests that the poet also
intends his song to be in the god’s thoughts.2?® And as the god is
enjoined to visit the city’s celebration, he is asked to bring its citizens
joy (Muas xaipovras), fame, and health.30

Two prayers from Pindar will demonstrate the consistency of this

formal tradition. The first concludes Pindar’s praise of Corinth (O.
13.24-27):

vmar’ €dpv dvacowy
b} 14 4
O\vumias, adpfovnros émeoory
14 ’ L ~ ’
YEvowo xpovov amavta, Lev matep,
\ ’ \ b ~ ’
Kat Tovde Aaov afBAafn veuwy . . ..

Here is the direct address to the god with honorific titles. a$pfovnros
émeaoy is litotes for xapels vuvows, xpovorv amavra is a periphrasis
for aet; and 70vde Aaov &BhafBn véuwv is equivalent to owlwy épé-
mows nuas. The second prayer occurs at Ol 2.12-15, after Pindar has
praised Theron’s clan:

. vpvovvras & ailel flakew . .. owlows, which together contain most of the formal
elements under discussion. oow also appears frequently in the Orphic hymns.

28 This climactic juxtaposition of the god (second person) and man (first person)
dramatizes the desire of the hymnist to bring together god and man in common
delight. Cf. the similar expressions yatpé uot, kAvfi pev (uoe kKAVO), 30s &' Muas,
Mroual oe, and iAabi pot.

2% Cf. Aristonous Hymn Vest. (Powell 165) 11-17, where the request includes perpet-
ual dance: 8(Sov . .. Huas . .. el ... xopeveLv.

01t is mterestmg that medxcme plays no role among the dvvauers of Apollo in the
Homeric Hymn to Apollo, but it appears climactically at Callim. Ap. 46. With the
fourth century and later there is an increasing emphasis on medicine and health as the
most important power of the god. Cf. Ariphron (PMG 813) 1, Philodamus Paean to
Dionysus (Powell 169) 153, and frequently in the Orphic hymns.



14 RHETORIC AND FORM IN GREEK HYMNS

a\\> @ Kpovie mat “Péas, €6os *ONvumov véuwy
d€O\wv 1€ kopvdav mopov T’ ANdeov, lavlels dodats
evppwr dpovpav €T maTPlAY THITLY KOULOOY

AoLTT® yéveL.

Here is the formulaic address to the god with &A\’ @ and appropriate
titles; taveis Godals evppwy matches xapels Vuvols MueTépors; Ko-
woov is a variation of 8os; and ér ... Aowm® yéver provides the
temporal element of det.

In conclusion, I have tried to show the close connection between
the rhetorical intention of the hymnist to create a hymn which will
please the god and the formal expression of that intention. Some-
times, as in the case of finding an appropriate &pxm, the topic can
eventually become a mere mannerism to exercise the rhetorical inge-
nuity of the hymnist. But at its best, the hymnal song (and dance)
can unite god and man in a reciprocal relationship of xapts such as
that described in the Homeric Hymn to Apollo (146—64) or more
personally in the announcement at the end of one of Isidorus’ hymns
to Isis (2.33-34):

L) ~ Sy o \ ’ 3 ~
eOxwv NS’ Vuvwv Te feol kKA\VovTes éueto,
3 ’ 3
avramedwkav éuol evBvuiar xapira.
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