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Abstract

Linizio della cosiddetta sezione delfica dell’Inno omerico ad Apollo illustra una scena
di esecuzione corale da parte di Apollo e alcune precise divinita sul Monte Olimpo.
Aspetti formali e tecniche poetiche, come la composizione ad anello, marcano i versi
182-206 come un’unita narrativa a sé stante. Nella narrazione & presente anche un
elemento di iconicita, come la figura del cerchio, che ¢ possibile analizzare attraverso
la linguistica cognitiva. Infine, il passaggio epico (HHAp 182-206) viene studiato
nell’'ottica della letteratura orale, la poetica indoeuropea comparata e I'analisi
formale della poesia. Nonostante alcune anomalie metriche e stilistiche, che vengono
analizzate come una precisa “intenzione” del cantore (Werner Knobl), il brano mostra
una precisa costruzione con l'obiettivo di celebrare il kleos di Apollo attraverso il suo
Oracolo a Delfi.

Parole chiave: Iconicita e linguistica cognitiva; Anomalie metriche; Poesia e
performance; Composition ad anello e arte del racconto; Dizione poetica greca e
indoeuropea.

The beginning of the so-called Pythian movement of the Homeric Hymn to Apollo
presents a song-and-dance scene of Apollo and certain deities on Mount Olympus.
Thanks to some formal and poetic features, such as ring composition, verses 182-206
consist of a narrative core which exhibits the cognitive linguistic feature of iconicity,
namely the circular shape. This epic passage (HHAp 182-206) is then investigated in
the frame of oral literature, comparative Indo-European poetics and formal poetic

“DOMENICO GIUSEPPE MUSCIANISL, Universita di Parma, Dipartimento di Discipline Umani-
stiche, Sociali e delle Imprese Culturali, domenicogiuseppe.muscianisi@unipr.it.

! Acknowledgement: I dedicate this essay to my Vedic poetry teacher and friend, Werner
Franz Knobl (1942-2023), with whom I shared the passion for the formal analysis of poetry, the
interface between sound and poetic storytelling, and the dream of reading the minds of poets.
All the translations from Ancient Greek and Old Indo-Aryan in this article are mine. Greek au-
thor and works’ abbreviations follow those of The Brill Dictionary of Ancient Greek, except for the
Homeric Hymn to Apollo which is here abbreviated as HHAp for reasons of clarity. It is understood
that the responsibility for the article is entirely mine.



122 Domenico Giuseppe Muscianisi

analysis. The text presents awkwardness in meter and diction, which are argued
as being a precise “intent” of the poet (Werner Knobl). Nevertheless, the passage
exhibits a precise composition and aims to celebrate Apollo’s kleos through his Oracle
at Delphi.

Keywords: Iconicity and cognitive linguistics; Metrical anomalies; Poetry and performance;
Ring composition and storytelling; Greek and Indo-European poetic diction.

1. Introduction

The present paper is structured as it follows. After the philological
contextualization of verses 182-206 of the Homeric Hymn to Apollo (§1.1), the
theoretical framework concerns iconicity, namely from a standpoint of cultural
anthropology and cognitive linguistics (§1.2). The text of the analyzed section of
the Hymn is presented and divided into thematic and narrative cores, together
with a translation and interpretation (§2). The commentary consists of the main
part of this article and is structured in three moments. First, the formal features,
such as meter, diction and poetic figures (§3). Then, interpretation of the
hymnic passage, operating a comparison with choral melic and tragic poetries,
and describing the storytelling (§4). Finally, a broader iconic and cognitive
image from HHAp 186-206, revealing the aim of poetry and the celebration of
the Oracle of Delphi, in the frame of Indo-European poetic phraseology (§5).

1.1. The Structure of the Hymn and the Philological Problem

There has been a debate among scholars about the composition and structure
of the Homeric Hymn to Apollo. 1t clearly exhibits a bipartite structure: the so-
called Delian movement (verses 1-181) and the so-called Pythian one (verses
182-546), as described in the ‘classical’ work by Richard Janko (1982: XIV).
As for the whole Homeric question, the Hymn to Apollo also provides support
for both positions: that of a unitarian view and that of separatist theory. It is
the latter which seems the prevailing one today (for a detailed history of the
theories, see Chappell 2011).

The Delian section appears stylistically superior in diction and storytelling,
and is generally dated to the mid 7th century BCE, albeit not unanimously. On
the other hand, the Pythian part exhibits unconventional composition and
epic diction (see Kirk 1981: 174), and is generally dated to the early 6% century
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BCE. It is here assumed that the Delian and the Pythian movements consist of
two different hymns which were then merged in the same textual tradition.
For this reason, the Pythian section lacks a proem (see Cassola 1975: 99): it
opens with a great scene of “song-and-dance” where specific deities perform
together on Olympus, with verses 182-206 forming the focus of this essay.

I will argue how choral melic poetry plays a prime role in this section of the
Hymn: in fact, these verses share many features of melic poetry in diction and
imagery. These features can be traced back to Indo-European mythology and poetic
diction. In addition, they describe a choral scene with its performative processes
and hierarchies. The predominant image is that of the circle, including the poetic
structure of the passage and the description of the dance performed and beyond.

1.2. Iconicity between Cognitive Linguistics and Anthropological Research

Words have their shapes, and minds create figures and images with them.
This cognitive process is known as iconicity. It is the act of associating
linguistic signs with the objects they express. In the beginning narrative core
of the Hymn (verses 182-206), a diagrammatic icon of a circle can be traced,
even from a poetic point of view: in fact, the passage has a ring composition,
but the narration itself also suggests the image of a circle. The circular shape
reflects, first, Delphi as the Navel of the World, and second, the “wheel of the
sun” with its rays and spokes to celebrate the glory of Apollo and the Arts.

Within linguistic iconicity, diagrams consist of those signs that show
relationships with the parts of the objects indicated. These relationships are
based on analogical processes. Diagrammatic iconicity is typical in narrative,
where the diegesis mirrors the order of the narrated events, with different
layers of iconicity. This means that a narrative’s chronological sequence can
be altered (see Noth 2008: 90), as in the following statements:

(1) Mary earned a PhD and was hired by the University.

(2) Mary was hired by the University after she earned a PhD.

21 use this word (henceforth without quotation marks) that, thanks to the useful hyphe-
nation in the English language, was created by Gregory Nagy (2013: 228) to provide a better
translation of Greek xopdg and emphasize all the components of the povowkn téxvn ‘the arts of
the Muses’, namely words, music and dance (see §3.2 below).

AION-L n. 13/2024 n.s.
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Both (1) and (2) are syntactically diagrammatic, but (1) is also semantically
diagrammatic. This is because the sentence’s narrative sequence follows the
natural order of the events (see Jakobson 1965: 27). As far as the passage HHAp
182-206 is concerned, the natural order of the song and choral performance
is reflected in the order of appearance of the deities in the narration.

Since ancient oral poetry is a social performance (see Nagy 1996), such an
iconic correspondence among texts, melodic cycles and the organization of
the performers can be found in anthropological fieldwork and theatrological
research (see Becker 1980: 161-165 and Di Bernardi 2017; 433-437). In fact,
in wayang , the Javanese traditional puppet theatre of the shadows, there is
semiotics of voice qualities and dialects which causes the audience to associate
particular attributes to character types. The dalang ‘puppeteer’ learns to
reshape his mouth and alter his entire vocal mechanism to systematically
distinguish certain characters. The sequence of voices diagrammatically
represents the order of the performance and the importance of the characters
themselves, from the audience’s viewpoint.

As far as HHAp 182-206 is concerned, a performative approach allows one
to identify the song-and-dance of the gods as a choral narrative performance
(see Nagy 1996: 56), where divine performers play themselves. It is important
to highlight that the hymn was likely performed by a single singer with a
chorus (see Aloni 1998: 65-66 and Nagy 2013: 235-236). The order of lines
iconically diagrams the oral performance as heard and seen by the ancient
audience, and nowadays read by the present-day audience.

2. The Song-and-dance Scene on Olympus

The verses 182-206 of the Hymn are a narrative unity, showing different cores
and poetic themes. I present here the text divided in sections, according to
their diagrams®.

HHAp 182-188: Apollo leads the performance and starts playing the phorminx.

gio1 8¢ popuilwv AnTods &pikudéoc vidg

@Spuryyt yYAagupfi tpog ITubw metpriecoav,

&uppota efpat’ Exwv teBvwpévar toio 8¢ PSpuryE

3 The Greek text is that established by Nicholas Richardson (2010).

AION-L n. 13/2024 n.s.
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XPLG£ov UIO TAKTPOL KavaxnV éxet iuepdecoav.
&vBev 8¢ mpdg "OAvumov &mod xBovog &g te vonua
glot A1dg mpdg S@da Be®v ued’ durfyvprv EAAWV-
avtika 8 dOavaroiot uéhet kibapig kai doidH.

The son of glorious Leto comes to play the hollow lyre on rocky Pytho, together
with his immortal censed garments: His lyre has a delightful sound under the
golden plectrum. From there on earth he comes as a thought to Olympus, to
the dwelling of Zeus, amid the gathering of the other gods: immediately the
deities take an interest in music and singing.

HHAp 189-203: the song-and-dance.

189-193: the Muses start an amoebean song about gifts and sufferings in
human lives.

MoUoat pév 6’ dua ndoat duetBduevar oml KaAf

Ouvedolv pa Be@v d@p” duppota A avOpwnwv

TAnuoovvag, 60’ €xovteg UTU dBavdtoiot Beoiot

{ovd” appadéeg kai aunxavot, ovde dvvavrtat

evpépevat Oavdarord T dkog kal yripaog dAkap.

The Muses all together respond with beautiful voice, and sing in accord about
the immortal gifts of the deities and the adversities of men, thanks to all
that from the immortal gods they [= the men] live devoid of awareness and
resources, and they cannot find a solution to death nor a defense for oldness.

194-196: the circular dance of some goddesses, enacting the gifts (§4.1).
aUTdp E0mAGKauol Xdpiteg kai £0gpoveg Qpat

‘Appovin 8" “HPrn te Atdg Buydtnp T Agpoditn

OpxelvT GAMAWY €mti kapnd Xeipag Exovoat.

Thus, the lovely-curled Kharites and the favorable Horai, Harmonia, Hebe and
Aphrodite, the daughter of Zeus, dance holding mutually hands on wrists.

197-201a: the circular dance of Artemis and other gods, enacting the
sufferings (§4.2).

Tfjol pev oUT aioxpr) petauéAnetal oUt EAdxela,

SANX pdAa peydAn te 18€iv kai £180g &dynth

"Aptepis lox€atpa OpdTPoPog ATOAAWVL.

¢v & ad tiiotv "Apng kal £6okomog Apyetpévng

naifovs” [- = — = — 5 — = —7]
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Among them, neither disgracefully nor lowly, but proudly magnificent and
lovely in shape, archeress Artemis, twin of Apollo, joins the song-and-dance.
Among them, at the same time, Ares and the slayer of Argos, who has sharp
eyesight, dance.

201b-203: Apollo closes the circle playing and dancing, and acquires kleos (§5).
[- =] abtap 0 Poifog AndAAwV Eykibapilet

kaAd kai Gt Pifde, afyAn 8¢ pv duel easivi

papuapuyal te Tod@®V Kal E0KAWGTO10 XITGOVOG.

Meanwhile, Phoebus Apollo plays the lyre and steps beautifully and high, so the
bright splendor encircles him, the glimmer of feet and the well-woven chiton.

HHAp 204-206: Leto and Zeus are delighted to see Apollo dancing among the gods.
ol & émtépmovtat Bupodv péyav elcopdwvteg

ANTA T XpLoOoTASKAUOG KAl untieta Zevg

via @idov mailovta pet’ d0avdrolat Beoiot.

For him Leto with golden curls and wise Zeus are greatly delighted in their hearts,
whereas they watch their beloved son dancing among the immortal deities.

3. The Formal Poetic and Metrical Features
3.1. Ring and Chiasmus Structure

In the whole Pythian movement of the Homeric Hymn to Apollo, verses 182-206
consist of a narrative unit, celebrating Apollo’s poetic inspiration. The unity
of the passage is due to the archaic poetic technique of ring composition,
which embeds a peculiar moment into a circular structure. This is typical of
oral literature and ancient Indo-European poetry. It is used to embed formular
scenes in Greek and Old English epics (see Parks 1988), highlight precise poetic
figures and similes (see Benediktson 2013), or focus on specific scenes with
an important narratological development for the whole story (see Muscianisi
2023: 228 and, for Greek choral poetry, Massetti 2024: 12-22).

The ring-composition features are metrically demarcated?, in fact phrases
occupy the emphatic positions in hexameter and refer in particular to Apollo,

* Hereafter, the following metrical symbology will be used: #afy and apy# mark respectively
the beginning and the end of a verse; symbols || and | mark respectively verse-end and word-

AION-L n. 13/2024 n.s.
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as the leader of performance. They are represented in the following iconic
diagram (Table 1):

activity identity status
#elol 82 poppilov
182 [P Antodg épucvdéog
VioGH
206 #ola pidov
205 #ANTO t€ YpvoomAdKapog [F
206 nailovra |T

Table 1. Ring composition in HHAp 182-206

Both the beginning (verse 182) and the end (verses 205-206) of this
section describe some of Apollo’s characteristics, all of which are metrically
emphasized in the hexameter, namely:

(1) status: the fact that he is a ‘(beloved) son’ (verses 182 vié and 206 via

@ihov);
(2) identity: his familiar association with his mother Lato (verses 182
Antoi¢ épikudéoc and 205 ANTw Te XPUOOTAGKANOG);

(3) activity: in the embedded narration, Apollo enters the performing

space, plays and dances (verses 182 i1 8¢ popuilwv and 206 naiovta).

Furthermore, even a kind of chiastic figure can be traced between activity
(A) and status (S) and their hexametrical position in verses 182 and 206
according to the diagram:

182 #eio1 82 popuilwv (A) : 182 vibg# (S) = 206 #uia pidov (S) : 206 mailovta [T (A).

end, thus caesura; superscript H stands for hiatus, then superscript P, T, E and B stand for the
penthemimeral, trochaic, hephthemimeral and bucolic caesuras respectively. As for linguistic
abbreviations and symbols, morphology follows the Leipzig glossing system, thus symbol = marks
cliticization.

AION-L n. 13/2024 n.s.
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3.2. The Arts of the Muses

Although the word music in most of European languages derives ultimately
from Greek povoik, the ancient povoikr) téxvn of the Greeks was not the
music of the present-day languages. In fact, in mythology the number of
the Muses is equal to the number of codified kinds of arts, standardly
nine. It is also true that in the oldest sources of Greek there is at the
same time either a single goddess, as in 0d. 1.1 (Mo¥oa) and IL. 1.1 (0ed),
or several unspecified Muses, as in Hesiod (Th. 1, 25) and in IL. 2.491 (the
catalogue of ships).

This is because the ‘Craft or Arts of the Muses’ is an inseparable unity
of instrumental music, poetic words and dance (see Nagy 2009: 423-425
and Murray 2004). This is the same as in ndtya ‘theatre, drama’ in Indic
and Sanskrit tradition (compare Schwartz 2004: 21-36), which according
to the Natya-sastra (Treatise on the Arts) and other theatre writings, as the
Abhinaya-darpana (Mirror of Expressions), is a dense combination of vocal
singing (gita), instrumental accompaniment (vadya) and body movement
and gesture (nrtta).

As far as the Delphic section of the hymn in the present paper is
concerned, the verses highlight songs and dancing through emphasizing
the verbs of physical and performance in the hexameter: verses 182
(Apollo) #eior 8¢ @opuilwv |P “comes playing the phorminx”, 190 (the
Muses) #0pvedotv pa “sing in accord”, 196 (some goddesses) #5pxebvt(at)’
“dance”, 201 (Ares and Hermes) #mnailovo(1)’ “dance” and (Apollo)
¢ykiBapiler# “plays the kithara”, 202 (Apollo) #kald wai Gyt fifdc [P
“stepping fine and high”, and finally 205 (Apollo) #via @ilov nailovta |T
“the beloved son dancing”.

From the point of view of poetic diction, the most significative signal
of the unity of the Muses’ Arts is attested in HHAp 188 |T uéAet kiBapig
kal aowdr#, where the two feminine nominatives “music and singing”
are given a singular verb “plays” (3sG.PRS). Such subject-verb agreement
is ungrammatical, and in this case formularity is not an acceptable
explanation, although the same words are attested only in 0d. 1.159. It,
thus, cannot be considered a formula (pace Richardson 2010: 112), as here
explained:

AION-L n. 13/2024 n.s.
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HHAp 188
avtika=3(¢g)’ &Bavdrotot |T uéAer KiBapig Kai=Go1dr|

now:ADV=thus:PTCL | immortal:DAT.PL | care:3sG.PRS | sound of and:coNJ=song:
kithara: NOM.(E.)SG
NOM.(F.)SG

Literary translation: and now music and singing are in the thoughts of the deities.
Meaning and interpretation: immediately the deities take an interest in music and
singing.

0d. 1.159: Telemakhos tells Athena what the suitors love to do in Odysseus’
house

TOUTOLOLV=[EV talta uéhe, [E ki0apig Kal=Go1dr|

this:DAT.M.PL=PTCL | this:NOM.N.PL | care:3sG.PRS | sound of | and:coNJ=song:
kithara: NOM.(F.)SG
NOM.(F.)SG

Literary translation: these things are in the thoughts of these men [= the suitors],
music and singing.

Meaning and interpretation: they [= the suitors] take care of this, music and
singing.

In fact, syntax and meter reveal two completely different situations. The
caesuras fall differently in the two hexameters, because there is distinct
syntactical information®: in HHAp 188 the caesura is the trochaic one, so
the constituent [, xi@apig xai do1d1] is the subject of [, uéAei], with the
ungrammatical agreement (see below §3.4). On the contrary, in 0d. 1.159 the
hephthemimeral caesura makes [, ta0ta] the subject of [, uéher] with a
perfect grammatical agreement, then the constituent [, kiBapig kai Go1dr]
is an adjunct, namely an apposition.

From a comparative viewpoint, Werner Knobl (2004, and page 274
in particular) has shown that even in the Rgveda several examples of
morphological and syntactic awkwardness occur. The explanation for this

° For syntactic constituents, abbreviations DP, VP and NP stand for determiner phrase (the
subject), verb phrase (the predicate) and noun phrase (here, any further information) respectively.

AION-L n. 13/2024 n.s.
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falls within a precise “intent of irregularity” made by the poet/composer
to emphasize a “surplus of meaning” and at the same time to remind the
hearers/audience of other concepts and words. As far as HHAp 188 is
concerned, that the subjects kiBapig kai &oidf] (plural) are accorded to verb
uéAer (singular) did not likely ‘scandalize’ any hearer, because for every
Greek person the cognitive idea behind was that the mousiké was a unity of
elements. Therefore, the formally plural ki®apig kai Goidn in poetry was
perceived just like the singular povoikn téxvn, as if in everyday speech®,

3.3. Iconizing Simultaneity: The Use of Connectives

The choral scene in the Homeric Hymn to Apollo shows the god Apollo leading
the performance with the phorminx and starting a song. The Muses respond
with their hymn, then, some deities join with song-and-dance. The movements
of the scene (with their musical meaning) do not appear to be chronologically
related starting with Apollo playing the phorminx and succeeded by the other
mentioned deities, as in single, separate performances (pace Lonsdale 1993: 53).

Rather, some of the linguistic elements, namely modal and temporal
connectives and adverbs, suggest simultaneity of the actions. In fact, Apollo
“comes and plays the phorminx” or “comes while playing” (182 €io1 8¢ @opuilwv),
and following him the Muses “sing in accord” (190 Uuvedotv pa). The connective
dpa (tonic) and =pa (clitic) might etymologically derive from the Proto-Indo-
European (henceforth PIE) root *heer- ‘to fit’, cognate to the verb dpapiokw ‘to
fit together’ and Latin ars ‘the Arts’ (see Beekes 2010: 1.121, 123).

From a pragmatic linguistic point of view, connectives avtdp ‘so, thus’
(verses 194 and 201) and ab ‘so, thus’ (verse 200) grammaticalize the
simultaneous dancing of the other deities and their thematic continuity with
the previous dancing (compare Bonifazi 2012: 229). From a narratological
and discourse analysis point of view (see Inglese 2017: 163), a0tdp marks the

¢ There is, of course, another grammatical explanation, which would probably be the pre-
ferred one by philologists and grammarians, namely the possibility of syntactic attraction of the
closest nominative k{Bapic (singular) to the verb péhet (singular), traditionally known as oxfjpa
AAkpavikdv, see GH 2:18-19. However, this alternative is far from the purposes of the present
paper that aims at an investigation through the lens of cognitive linguistics and orality.
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processing of two different moments of the discourse, still connected by the
context and thematic continuity.

Thus, the choral scene in the Hymn delineates an integrated and
organized performance with a plurality of participants, who articulate their
specific moments in the performance, as narrated by the poet with accurate
storytelling (see below §4).

3.4. Meter and Epic Diction

Geoffrey Kirk (1981: 174-175) criticized HHAp 182-206 as “vulgar conception”,
degeneration and extravagance of rhapsodic composition. There are,
moreover, various metrical and prosodic anomalies just in this passage.
These consist mainly of:
+ external hiatus, even between vowels of the same height: verses 185
Xpuoov H Umo, 198 te M 18eiv, 199 toxéaipa ¥ GuéTpogog;
+ internal hiatus: verses 194 (twice), 200, 203 £i-, albeit very common

and tolerated,;
+ abbreviated synizesis: verse 185 xpvo€oU ¥ 0, actually common in
choral poetry;

+  brevis in longo: verse 198 #GAAQ udAa ueydAn, and in addition verses
191 and 206 &Bavdroiot, 199 AnéAAwvti, which are very common and
tolerated.

Kirk correctly highlighted the “anti-traditional usages” of several stylistic
features, because the passage is short. Awkward poetic features appear
very close together or even in the same verse, in particular, for example,
the enjambement at verses 190-191 6e®v d&p  duPpota 7Y AvOpwnwv
|| TAnuocUvag “the immortal gifts of the gods and the sufferings of the
humans”. Another example is the meaning of 204 Buudv uéyav [B “sublime
disposition” (I interpret it differently, see above §2), different from Il. 9.496
#4AN, AxiAeD, dduacov Ouudv péyav [B “now, O Akhilleus, calm down your
great heart [= rage]”.

Apart from the correct identification of a non-canonical use of diction
in HHAp 182-206, Kirk’s critique is in general unwarranted, because he
denies any artistic and poetic intent to the poet of the Hymn. His criticism

AION-L n. 13/2024 n.s.



132 Domenico Giuseppe Muscianisi

assumes that there was a one and only use of words and formulas in orally
composed literature, and what is different is considered as ‘transgression’ or
‘deviation’. This could not be further from what orality and anthropological
research on poetry reveal (see Nagy 1996: 7-38 and Finnegan 2012: 3-27).
Indeed, this demonstrates that poems are constantly changing and adapted
to fit the poetic occasion and the audience (ka1pdg). This is due to the
individual artistic abilities of the poets, who of course remain traditional in
composition, execution and transmission of the tale, but are not required
to simply ‘repeat’ only old stories. Within the communities and families of
artists and poets of oral traditions, it is almost impossible to find the concepts
of ‘convention’ and ‘transgression’ when related to the tradition of their arts.

The composition of the khoros-scene on Olympus is, on the contrary,
precise and carefully articulated in its storytelling. This is clearly shown
by the ring structure of the passage (see above §3.1) and the linguistic
features that mark the performing hierarchy’ and the roles of the members
(see below §4). The harshness of style just mirrors a lack of the fine-tuning
processes which had been applied to the Iliad and the Odyssey since the early
centuries, although in the Homeric poems some harsh passages still remain.
The style of this passage from the Hymn may in fact be due to a process of
composition-in-performance, such as Nagy (2011: 307-322) has argued for
the Delian movement of the Homeric Hymn to Apollo as actual performance at
the time of Thucydides.

4. The Storytelling of the Song of the Muses

After Apollo enters the performing space on Olympus, the Muses in
accordance with him start to sing a choral chant concerning “the immortal
gifts of the gods and the sufferings of the humans” (verses 190-191 8e&v d&p’
duppota nd dvOpdnwv || tAnuocivac). With them several other deities join to

7 About the leadership and hierarchy of the members within this performance, see Musciani-
si 2020: §5.3-5.7. During my 2019-20 Post-doctoral Fellowship at Harvard University’s Center for
Hellenic Studies, I was invited to contribute to the Delphic Preview: Festival of the Muses (June 2020)
with that essay also accessible to the non-academic readership by the then Director of the Center
for Hellenic Studies, Gregory Nagy (Harvard University), to whom I still express my most gratitude.
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perform, namely the Kharites, the Horai, Harmonia, Hebe, Aphrodite, Artemis,
Ares and Hermes. The scholars who have commented on HHAp 182-206 have
generally criticized the chaos and confusion in the verses. This occurs on
multiple levels from content to myth, to style and diction (see Kirk 1981:
174). Modern scholars have also revealed various textual and mythological
sources concerning the deities, but they have not provided an examination of
the relationships and the connections between the deities within the passage
itself (see Londsdale 1993: 56-61 and Richardson 2010: 112-114).

Unlike previous studies, my approach to the hymn focuses on the
performance itself. I link the godheads in the passage to a precise poetic
intent of storytelling. I believe that the deities participate in the Muses’
song about the divine gifts and human sufferings (verses 189-190) while
simultaneously representing themselves as gifts or sufferings for mankind.
Based on their names, cults and myths, in the following sections, I interpret
their roles within the frame of inner Greek phraseology, in particular,
from choral melic, and comparative Indo-European Dichtersprache and
mythology.

4.1. The “Immortal Gifts of the Gods”
4.1.1. Joy and Beauty

Joy and beauty are some of the divine gifts that the Kharites represent in
Apollo and the Muses’ song-and-dance. In Hesiod (Th. 909) their names are
AyAainv te kal Ev@poovvn @alinv T’ épatewviv “Splendor, Joy and lovely
Floridity”. They are the mistresses of what is beautiful and joyful in human
lives (see Hsch. x 191 xapiev: kaAdv [...] wpaiov, in Homer), and Pindar says:

Pind. 0. 14.5-9 Snell-Maehler

[...] 6OV ydp Opiv td <te> Tepmva kad

& yAuké’ Gvetar mdvta fpotoic,

€l 009d¢, €1 KaAdg, €1 T1g dyAadg avnp.

00d¢ ydp Osol cepvav Xapitwv dtep

KolpavEéovTt Xopoug oUte daitag.

Together with you the pleasant and gentle things are destined to mortals,

either a man is wise or handsome or splendid. The gods do not even arrange
song-and-dances or banquets without the holy Kharites.
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From a comparative viewpoint, Greek word Xdpiteg derives from PIE *ger-
‘to delight, be delighted’ and is cognate with the Old Indo-Aryan root Vhar,
‘to be delighted with’ (EWAia 2:804, verb hdryati). This verb in the Rgveda
(abbreviated RV) describes the joy of the spirit that is generated in the
worshipers through prayers, namely poetic songs:

RV 4.37.2a, c: hymn to the rbhu-s, thus artists and craftsmen

a | té=vo hrdé manase santu yajid, [...]
this:NoM.M.PL= | heart: mind:DAT.SG | be:3pL.IMPV prayer:
YOU:GEN.PL DAT.SG NOM.(M.)PL

¢ | prd=vah sutdso haryanta piarnah, [...]
toward:ADV= soma: enjoy:3 filled:NomM.M.PL
YOU:ACC.PL NOM.M.PL | PL.PRS.IN]J

May these prayers abide with your [= of the artists] hearts and spirits, [...] may the
filling of soma-drink delight you [= the artists].

4.1.2. Floridity and Civic Order

The Horai are known by Hesiod (Th. 902) as EOvopinv te Alknv te kol Eipivnv
teBalviav “Good-Order, Justice and bloomed Peace”. Their names were firmly
enstablished in archaic sources. They are daughters of Themis and patronize
the floridity of the State (see Nagy 1990a: 270-272), as Pindar claims:

Pind. 0. 13.6-8 Snell-Maehler

¢év 1@ yap Ebvopia vaiet kaotyvita te, BaOpov moAiwv dopalic,

Aika kai opdtpoog Eipriva, Taur’ &vdpdct thovtov,

Xpooeat maideg evPoviov OEuitog.

There, they dwell: Eunomia and her sister, the secure ground of states, Dike

and the (other) sister Eirene, the treasurer of wealth for men, (all they are)
the golden children of wise Themis.

4.1.3. Cosmic Order

The name of Harmonia derives from PIE *hser- ‘to fit’. This root is attested in
0ld Indo-Aryan rtd ‘cosmic fixed order, law’ and Latin ritus ‘ritual’, and has
been connected with Greek dikn ‘justice’ by Calvert Watkins (1979: 183-189,
see Magnone 2022 for the connection between yrtd and dharma ‘justice’ in Indic
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tradition) and with kdopog ‘universe, order’ by Laura Massetti (2014: 129-130).
This is an ancient Indo-European image, as shown by Velizar Sadovski (2017:
726, 733) with the Indo-Iranian evidence from the Avesta and Veda.

In Greek, apuovia is also a technical musical term for rhythmic melody,
which philosophers, including the Pythagorean and Aristotelean schools,
use for describing the order of universe (see Barker 1989: 33). By describing
all the gods celebrating the double wedding of Kadmos with Harmonia and
Peleus with Thetis, Pindar seems to reveal the idea of such a cosmic order,
enacted by Harmonia in the Homeric Hymn to Apollo:

Pind. P. 3.86-95 Snell-Maehler

[...] aiv & dopalric

oUK #yevt oUT Alakidq mapd MnAel

oUte ap’ dvtiBéw Kadpw: Aéyovtan {ye} pav Ppotdv
SAPov vréptatov ot oXelV, oiTe Kol XPLUOAUTUKWY
peAopevav €v Spet Mowodv kal év Entanoloig

diov @nfaig, 6mé0” Apuoviav yauev podmiy,

0 8¢ Nnpéog evPoviov Oty maida kKAvTdv,

kai 0ol Saicavro map’ dugotépoig,

kai Kpdvou maidag PactAfiag {dov xpuoéaig £v €8paig, £6va te
Sé€avro.

However, a secure life was destined neither to Peleus, son of Aiakos, nor
to divine Kadmos. It is said that they among mortals obtained the highest
prosperity, since on the mountain and in seven-gated Thebes they heard the
Muses with golden fillets singing, when one [= Kadmos] married Harmonia
with ox eyes and the other [= Peleus] (married) wise Thetis, the glorious
daughter of Nereus. Even the gods celebrates for the two, they saw the
kings, sons of Kronos, on golden seats, and received bridal gifts.

4.1.4. Vigor of Youth

Hebe embodies the vigor of youth. It is important to highlight the double concepts
of [STRENGTH] and [YOUTH] present here. Her name is likely the outcome of PIE
*(H)igg"-eh,- in Greek fpn ‘youth,’ cognate to Lithuanian jéga ‘power, strength’
and Latvian jéga ‘power, strength’ (see DELG?404-405 and Beekes 2010: 1.507-508).

In myth, Hebe ‘youth’ is the wife of Herakles who represent strength. Such
a mythical marriage confirms the concept with comparative evidence from
Indo-European (compare Barker & Christiansen 2019: 98-100). The same idea
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is attested in choral phraseology, where the “weaving” of youth and aging
guarantees vigor into old age, as in Pindar:

Pind. N. 7.98-101 Snell-Maehler

el yap o0 iv éunedooBevéa Piotov appdoaig

ABa Mmap® te yfpai StamAékorg

evdaipov’ €6vta, maidwv 8¢ maideg €xotev alel

yépag té mep vOV kai dpetov Smibev.

Whether you, fitting together for him youth with a bright old age, weave (for
him) a strongly settled life, the children of the children can always have the
gift of today and the better in the future.

4.1.5. Love and Marriage

Aphrodite is the deity of Greek mythology that is always surrounded by
several kinds of nymphs and goddesses concerning beauty, joy, grace, namely
the Kharites and the Horai or Harmonia herself (compare Cassola 1975: 499).
However, I believe that in this passage Aphrodite embodies the gift of love,
as her usual quality from Greek religion, mythology and literature, together
with the symbol of love marriage (like the gandharva rite in Indic tradition).
This can be revealed by Pindar’s tale of the marriage between Apollo and
nymph Kurene, eponym of the Libyan city of Cyrene:

Pind. P. 9.9-13 Snell-Maehler

Unédekto & dpyvpdmel Agpodita

AdAov Egivov Beodpdtwv

OXEWV EQATITOUEVA XEPL KOVQPQ:

Kol o@wv émi yAukepaig e0vais épatav PaAev aidd,

Euvov apuélorsa Bed te ydpov uixbévta kovpa 6” Yéog vpupia.

Silver-footed Aphrodite welcomed the Delian guest from his divine chariot,
touching him with a gentle hand, and she cast lovely modesty on their
pleasant union, joining together in a common marriage that bound the god
[= Apollo] and the daughter of mighty Hupseus [= Kurene].

4.2. The “Human Sufferings”

After the section about the “immortal gifts of the gods”, there is the syntactic
construction of verse 197 tfiot puév “among them on one hand” (the deities
enacting the gifts) and verse 200 év & ad tfjorv “simultaneously among
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them on the other hand”, which consist of the deities with the roles of the
sufferings.

In the cluster name + epithet, all personal names are given in sequence,
the last of which witnesses an epithet. Behaghel’s Law in Indo-European
poetry exhibits the following structure (see Watkins 1995: 31): Hes. Th.
902 Edvouinv te Alknv te kai Eiprivnv teBalviav and 909 AyAainv te kal
EV@pocOvn @alinv T épatetvijv, HHAp 195 Appovin 6" "Hpr te Ardg Buydtnp
T 'A@poditn and from choral poetry, Alcman PMGF 1.75-76 ®{AAvAa ||
Aapap[€]ta 't épaté te FuavOepis.

Although in these verses, there is not the usual structure, Otto Behaghel
(1909: 122) explains that within poetic discourse the sequence and number of
epithets reveal the importance of the name attached, but the last one must have
an epithet. As far as HHAp 197-201a is concerned, the members are Artemis (noted
as element A), Ares (B) and Hermes (C). Their epithets follow this structure: A +
two epithets (loxéarpa and dudtpogog AnéAAwvi), B + no epithet, and C + one
epithet (¢6okomnoc), highlighting the prominence of Artemis among the group.

4.2.1. Disease

Artemis is presented as archer (199 ioxéaipa) and twin of Apollo (6udtpogog
ATOAAwVL): Leto’s twins are generally responsible for sudden deaths of
women and men respectively. In this song-and-dance scene of the Homeric
Hymn to Apollo, Artemis iokheaira represents her ascribed role as bringer of
disease. Myth uses the image of firing invisible arrows of disease to cause
sudden death or death due to illness, such as in the myth of Niobe, whose
daughters and sons are killed by Artemis and Apollo, respectively.

The phraseological explanation is attested in the Odyssey, in the mirror-
image repetition (hendiadys) with which Odysseus asks his mother Antikleia
if she died of sickness or by one of Artemis’ arrow:

0d. 11.171-173 van Thiel

Tig v o€ knp €dduacce tavnAeyéog Bavdrtolo;

1 SoAwxn) voboog; i "Aptepig loxéatpa

016 &yavoic PéAeeooty oL\ OUEVN KATEMEPVEY;

What destiny of woeful death did now subdue you? maybe a long sickness?
or did Artemis the archeress kill (you), visiting (you) with her mild arrows?
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The hendiadys or mirror-image is phraseologically clear. The poet operates
a crossover in the structure noun + adjective, namely a chiasmus between
the attributes of referents. In fact, sickness (voOcoc, noted as A) has an
epithet 8oAtx6¢ ‘long’, more properly ascribable to arrows (or spears), while
the arrows (BéAog, noted as B) are described as soft or gentle (Gyavdg). It was
thought that death due to sickness was an easy death, compared to death
battle field. The chiasmus in meaning shows the following diagram:

vo0o0g (A) : SoAxdg (B) = PéAog (B) : dyavdg (A).

4.2.2. War and Violence

In Greek tradition, as in HHAp 200, Ares is the god designated for warfare
and violence. There is little or no variation in the attributes and conception
of him. This is unlike other deities, who can take on several facets, due to
syncretic or other assimilative processes in religion. For this reason, the
cognitive linguistic outcome in language use allowed the Greeks to choose
either the word méAepoc (and synonyms) or the name "Apng to express just
the concept of [WAR] (for a detailed survey, see Dane§ 2020).

However, Ares does not just embody the war, but more in general the
concept of [VIOLENCE] (see Millington 2021). In fact, in Pindar there is one
attestation where "Apnc is used in the semantic sense of ‘murder’:

Pind. P. 11.36-37 Snell-Maehler

[...] AN xpovie cOV "Aper

mé@vev Te patépa B7iké T Alyiosbov €v povaig.

But with a belated slaughter he [= Orestes] killed the mother and left

Aigisthos in his blood.

4.2.3. Death and Oldness

Hermes is mentioned with a common formula in the Homeric Hymns and
elsewhere as élokomog Apyeipbving “keen-sighted slayer of Argos” (verse
200). The meaning “slayer of Argos” is synchronically recognizable among
the Greeks (see Nagy 2017 on 0d. 17.292; for a different interpretation, see
Massetti 2021). However, Calvert Watkins (1995: 383-385 and before Davis
1953) has demonstrated that this meaning does not work from a historical
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linguistic point of view. Indeed, he has found the inherited Indo-European
meaning of “Serpent-slayer”, phraseologically attested in an anonymous
tragic fragment (TrGF 2:199 dpyfjv €ncpvev “he slew a serpent”) and in
Eustathius on I1. 2.104 (183.12) dpyeiQdvTng 6 d@1oKTGVOC.

In Indo-European and Greek religion, serpents are associated with evil
power, and often appear as the autochthon guardians of sacred spaces. This is
the case with the cosmic serpent Vrtra, who held the cosmic waters captive and
was then later slain by Indra in Rgveda 1.32 (compare Oberlies 2023: 54, 167-169).
In Greece, Delphic Apollo kills the she-serpent Pytho in the HHAp 300-304 and
is called "Apyeipdvng in Sophocles TrGF 4:1024. In Greece and Rome, serpents
are often associated with chthonian deities of death (see DAGR 2/1:408b for the
sources) and Hermes fills his funerary role as Ypuyxonoundg ‘soul-guide’.

Thus, in the choral scene of the Homeric Hymn to Apollo, Hermes might
represent the worst evils of the world, namely death and aging, recalling
what is said in verse 193 Bavdtoid T’ dkog kai yipaog dAkap “a solution to
death or a defense against oldness”.

5. The Shape of Glory: Icons, Circle and Delphi

The song-and-dance of deities on Olympus ends with the splendor (aiyAn
@agwvn) of Apollo and his clothes (HHAp 201b-203). The same concept
of brightness (céAag) appears when Apollo and the Cretans docked at
Krisa (HHAp 440-443), before they reached the site of Delphi dancing all
together a paean (HHAp 513-523) at the very end of the Pythian section of
the hymn, as well as the hymn in general. The “splendor” and “brightness”
represent glory and fame (xAfo¢), according to an icon attested from
choral poetry.

In fact, in choral poetry there is a cognitive linguistic and iconic metaphor,
according to which fame shines its rays as the sun, such as in Pind. 0. 1.23
Adpmet ... kAéog “the glory shines” and P. 11.45 §6&’ émpAéyer “the fame
inflames”. In general, the lexicon of “light, brightness” is shared between the
sun and moon and fame, designating the radiance of kleos®.

® For a literary and archaeological insight, see Neer & Kurke 2019: 99-101. For a comparative
poetic perspective, see Meusel 2020: 398-415, 559-566.
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Such an image traces back to an old Indo-European metaphor [SUN as
wHEEL] known in Old Indo-Aryan from the Rgveda 4.28.2 siirasya ... cakrdm
(sun:GEN.sG + wheel:acc.sG) ‘the wheel of Sirya/the Sun’ for god Strya
himself as the Sun, then in Old Norse from the Harmsdl 36.7 sunnu hvéls ...
konungr (sun:GEN.SG + wheel:GEN.SG + king:NoM.sG) ‘the king of sun’s wheel’,
namely a kenning for God (see Schmitt 1967: 166-169).

This known and highly investigated metaphor (PIE *sh,uéns or *siih,liosio
kwékvlos) is attested also in Greek, from early tragedy onwards:

Aeschl. Pers. 504 West

PAéywv yap adyaic Aapmpds Aiov kikAog

uéoov mépov difjke Beppaivwv @Aoyi.

Inflaming with his rays, the bright wheel of the sun [= the sun] runs along
the middle of the path [= noon], warming with the fire.

To this data, I add a further iconic phraseology found by me in choral
poetry: the kleos of Theseus irradiates like the sun, within a cognitive twine
of metaphors, namely [FAME as SUN] and [SUN as WHEEL] (for further
connections between this ode by Bacchylides and the Homeric Hymn to Apollo,
see Pavlou 2012: 518-523):

Bacchyl. 17.103-105 Maehler
[...] &md yap dyAa||Gv Adume yoiwv célag

WTte TUPAE.

From the splendid limbs (of Theseus) brightness shone like (the brightness) of fire.

Finally, the poetic glory of Apollo in HHAp 202 reflects the glory of the Oracle
of Delphi, which the god is going to found in subsequent verses of the Pythian
movement of the Homeric Hymn to Apollo.

There is a close connection between poetry and oracles. This is because,
at least during the age of the polis, Pythian priestesses were found in the
aduton of the temple and responded to enquiries with oracles that were put
into hexameters or iambic trimeters by an intermediary person (see Nagy
1990b: 162-163 and Muscianisi 2021: 20-25). Moreover, the image of circle
even becomes linguistically an icon itself of the Sanctuary, since Delphi is
known as the Navel of the World.
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The subjects of the enquiries to the Oracle were mainly those indirectly
mentioned in the Hymn, namely the blessings and the evils of life performed
by the deities. For this reasons, Delphi and Apollo give joy to the World,
such concept is revealed in the coda of the passage here analyzed. In fact,
verb tépnw ‘to delight, be delighted’” in HHAp 204 is semantically associated
with musical and poetic performance (see Nagy 2015: 173-176). The same
root appears in the names of Muse E0-tépnn “she, who delights well” and
Muse TepPi-x6pn “she, who delights with song-and-dance”, phraseologically
comparable to Bacchylides 17.107 xop® &’ £tepmov “(the Nereids) cheered
(the heart) up with a song-and-dance”.

6. Conclusion

In conclusion, HHAp 182-206 at the beginning of the Pythian movement
of the hymn consists of a circumscribed section, highlighted by the poetic
feature of ring-composition (§3.1). Thematic cores describe a complex choral
moment and poetic storytelling, where Apollo is the leader of song-and-
dance, the Muses as the singers of a tale about the blessings and the evils
of mankind (verse 190 “immortal gifts of the gods” and “sufferings of the
men”), and some deities join the performance dancing as the khoros and play
the roles of themselves in the Muses’ song (§4).

From a formal poetic point of view, the passage has several awkward features,
both in meter and epic diction (83.4). Nevertheless, the construction of the text
is characterized by a precise artistic intent of the poet. The storytelling and
narrative aim to ‘overcome’ some of these metrical and diction features (such as
metaphors), and represent a situation similar to what occurs even in the Rgveda,
as shown by Werner Knobl (2007).

The most important characterization is that of iconicity, a cognitive
linguistic feature according to which language mirrors the objects it refers to
(81.2). The predominant image in the whole scene is the circle: the composition
of the verse-section is circular (ring composition), the Navel of the World is
circular, and the glory of Delphi and Apollo is circular, just like the sun and its
rays. These features are all phraseologically attested in choral melic poetry,
as T showed with some new items (Bacchyl. 17.103-105, 107). A performative
approach has demonstrated the importance of the performance itself (§3.2).
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This research allow to defining the deities’ roles as the main enquiries to the
Delphic Oracle, with the precise poetic intent to celebrate Delphi (§5).

Finally, comparative Indo-European linguistics and poetics has helped
define the roles of the dancing deities. The research has delved into their
onomastic and mythical significances, concerning in particular an inner
Greek shared phraseology with choral melic poetry (§4). On the base of
such evidence, it is reasonable to argue the precise intent of the poet of this
section of the Homeric Hymn to Apollo (182-206), although some harshness of
style and diction.

References

Aloni, Antonio, 1998, Cantate le glorie di eroi. Comunicazione e performance poetica nella
Grecia arcaica, Torino, Paravia.

Barker, Andrew (ed.), 1989, Greek Musical Writings. Vol. 2: Harmonic and Acoustic Theory,
Cambridge, Cambridge University Press.

Barker, Elton T.E. & Christensen, Joel P., 2019, Homer’s Thebes. Epic Rivalries and the
Appropriation of Mythical Pasts, Washington, DC, Center for Hellenic Studies.

Becker, Alton L., 1980, “Text-Building, Epistemology, and Aesthetics in the Javanese
Shadow Theatre”, Dispositio 5, 137-168.

Beekes, Robert S.P., 2010, Etymological Dictionary of Greek, 2 vols, Leiden & Boston, Brill.

Behaghel, Otto, 1909, “Beziehungen zwischen Umfang und Reihenfolge von
Satzgliedern”, Indogermanische Forschungen 25, 110-142.

Benediktson, D. Thomas, 2013, “Ring Structures in Five Homeric Similes”, Quaderni
Urbinati di Cultura Classica 105, 19-44.

Bonifazi, Anna, 2012, Homer’s Versicolored Fabric. The Evocative Power of Ancient Greek Epic
Word-Making, Washington, DC, Center for Hellenic Studies.

Cassola, Filippo (ed.), 1975, Inni omerici, Milano: Fondazione Lorenzo Valla & Mondadori.

Chappell, Mike, 2011, “The Homeric Hymn to Apollo: The Question of Unity”, in Faulkner
A. (ed.), The Homeric Hymns. Interpretative Essays, Oxford & New York, Oxford
University Press, 59-81.

DAGR = Darenberg, Charles V. & Saglio, Edmond, 1873-1919, Dictionnaire des antiquités
grecques et romaines d’apreés les textes et les monuments, 10 vols, Paris, Hachette.

Danes, Jaroslav, 2020, “Epithets and Metaphors of War in Ancient Greek Poetry until
the End of the Fifth Century”, Wiener Studien 133, 21-47.

AION-L n. 13/2024 n.s.



Language Use and Iconicity in the Homeric Hymn to Apollo (182-206) 143

Davis, S., 1953, “Argeiphontes in Homer--the Dragon-slayer”, Greece & Rome 22, 33-38.

DELG? = Chantraine, Pierre, 2009, Dictionnaire étymologique de la langue grecque. Histoire
des mots, 2" edn. by Taillardat J., Masson O. & Perpillou J.-L., Paris, Klincksieck.

Di Bernardi, Vito, 2017, “Il Dharma Pawayangan: attore e yoga in un trattato balinese”,
Teatro e Storia 38, 425-448.

EWAia = Mayrhofer, Manfred, 1998-2001, Etymologisches Wérterbuch des Altindoarischen.
3 vols, Heidelberg, Winter.

Finnegan, Ruth, 2012, Oral Literature in Africa, 2°¢ edn., Cambridge, Open Book
Publishers.

GH = Chantraine, Pierre, 1958, Grammaire homérique, 2 vols, Paris, Klincksieck.

Inglese, Guglielmo, 2017, “Connettivi e marcatori discorsivi in greco antico: il caso di
&tdp e adtdp in Omero”, in Logozzo F. & Poccetti P. (eds.), Ancient Greek Linguistics.
New Approaches, Insights, Perspectives, Berlin & Boston, De Gruyter, 155-169.

Jakobson, Roman, 1965, “Quest of Essence of Language”, Diogenes 51, 21-37.

Janko, Richard, 1982, Homer, Hesiod and the Hymns. Diachronic Development in Epic Diction,
Cambridge, Cambridge University Press.

Kirk, Geoffrey S.,1981, “Orality and Structure in the Homeric ‘Hymn to Apollo™, in Brillante
C., Cantilena M. & Pavese C.0. (eds.), I poemi epici rapsodici non omerici e la tradizione orale.
Atti del convegno di Venezia, 28-30 settembre 1977, Padova, Antenore, 163-182.

Knobl, Werner F., 2004, “The Nonce Formation: A More-than-momentary Look at the
Augenblicksbildung”, in Griffiths A. & Houben J.E.M. (eds.), The Vedas: Text, Language and
Ritual. Proceedings of the Third Vedic Workshop (Leiden, 2002), Groningen, Forsten, 261-283.

Knobl, Werner F., 2007, “Mind-Reading the Poet: Cases of Intended Metrical
Irregularity in Vedic Poetry”, Studien zur Indologie und Iranistik 24, 105-139.

Lonsdale, Steven H., 1993, Dance and Ritual Play in Greek Religion. Ancient Society and
History, Baltimore & London, Johns Hopkins University Press.

Magnone, Paolo, 2022, “Dal rtd al dharma: traiettorie della ‘legge’ nell'India antica”,
in Banfi E. (ed.), Cinese fd e ‘dintorni’ entro lo spazio euroasiatico. Un confronto tra i
processi di semantizzazione della nozione di ‘legge’ in culture e lingue diverse tra Occidente
e Oriente (Accademia Ambrosiana, Milano, 10-11 febbraio 2020), Alessandria, Edizioni
dell’Orso, 109-124.

Massetti, Laura, 2014, “Gr. &petr, ved. rtd-, av. asa- e 'eccellenza come ordine aggiustato”,
Miinchener Studien zur Sprachwissenschaft 67 (2), 123-148.

Massetti, Laura, 2021, “Apyei@6ving ... mlp duapbocwv: A Poetic Etymology?”,
Quaderni Urbinati di Cultura Classica n.s. 128, 11-27.

Massetti, Laura, 2024, Pindar’s Pythian Twelve. A Linguistic Commentary and a Comparative
Study, Leiden & Boston, Brill.

AION-L n. 13/2024 n.s.



144 Domenico Giuseppe Muscianisi

Meusel, Eduard, 2020, Pindarus Indogermanicus. Untersuchungen zum Erbe dichtersprachlicher
Phraseologie bei Pindar, Berlin & Boston, De Gruyter.

Millington, Alexander T., 2021, “Worshipping Violence”, in Konijnendijk R., Kucewicz
C. & Lloyd M. (eds.), Brill's Companion to Greek Land Warfare beyond the Phalanx,
Leiden & Boston, Brill, 145-168.

Murray, Penelope, 2004, “The Muses and Their Arts”, in Murray P. & Wilson P. (eds.),
Music and the Muses. The Culture of ‘Mousiké’ in the Classical Athenian City. Oxford &
New York, Oxford University Press, 365-389.

Muscianisi, Domenico Giuseppe, 2020, “The Circle of Fame: Apollo, the Corps de
Ballet, and the Song of the Muses at Delphi”, Classical Inquiries (June 11) <https://
classical-inquiries.chs.harvard.edu/the-circle-of-fame-apollo-the-corps-de-
ballet-and-the-song-of-the-muses-at-delphi/> (accessed November 7, 2024).

Muscianisi, Domenico Giuseppe, 2021, La volonta infallibile di Delfi. Un occhio linguistico
sugli oracoli di fondazione coloniale, Parma, Athenaeum.

Muscianisi, Domenico Giuseppe, 2023, “Mourning Friends and Sacred Marriages:
The Lamentations of Gilgame§ and Akhilleus between Poetry, Religion and
Linguistics”, Pasiphae 17, 221-232.

Nagy, Gregory, 1990a, Greek Mythology and Poetics, Ithaca & New York, Cornell University
Press.

Nagy, Gregory, 1990b, Pindar’s Homer. The Lyric Possession of an Epic Past, Baltimore &
London, John Hopkins University Press.

Nagy, Gregory, 1996, Poetry as Performance. Homer and Beyond, Cambridge, Cambridge
University Press.

Nagy, Gregory, 2009, “Performance and Text in Ancient Greece”, in Graziosi B., Vasunia
Ph. & Boys-Stones G. (eds.), The Oxford Handbook of Hellenic Studies, Oxford & New
York, Oxford University Press, 417-431.

Nagy, Gregory, 2011, “The Earliest Phases in the Reception of the Homeric Hymns”,
in Faulkner A. (ed.), The Homeric Hymns. Interpretative Essays, Oxford & New York,
Oxford University Press, 280-333.

Nagy, Gregory, 2013, “The Delian Maidens and their Relevance to Choral Mimesis in
Classical Drama”, in Gagné R. & Govers Hopman M. (eds.), Choral Mediations in Greek
Tragedy, Cambridge, Cambridge University Press, 227-256.

Nagy, Gregory, 2015, Masterpieces of Metonymy. From Ancient Greek Times to Now,
Washington, DC, Center for Hellenic Studies.

Nagy, Gregory, 2017, A Sampling of Comments on the lliad and Odyssey, Washington, DC, Center
for Hellenic Studies <http://nrs.harvard.edu/urn-3:hlnc.essay:Nagy.A_Sampling of
Comments_on_the_Iliad_and_Odyssey.2017> (accessed November 7, 2024).

AION-L n. 13/2024 n.s.



Language Use and Iconicity in the Homeric Hymn to Apollo (182-206) 145

Neer, Richard & Kurke, Leslie, 2019, Pindar, Song, and Space. Towards a Lyric Archaeology,
Baltimore & London, John Hopkins University Press.

N6th, Winfried, 2008, “Semiotic Foundations of Natural Linguistics and Diagrammatic
Iconicity”, in Willems K. & De Cuypere L. (eds.), Naturalness and Iconicity in
Language. Amsterdam & Philadelphia, Benjamins, 73-100.

Oberlies, Thomas, 2023, The Religion of the Rgveda, Oxford & New York, Oxford
University Press.

Parks, Ward, 1988, “Ring Structure and Narrative Embedding in Homer and Beowulf”,
Neuphilologische Mitteilungen 89, 237-251.

Pavlou, Maria, 2012, “Bacchylides 17: Singing and Usurping the Paean”, Greek, Roman,
and Byzantine Studies 52, 510-539.

PMGF =Page, Denys L. & Davies M. (eds.), 1991, Poetarum melicorum Graecorum fragmenta,
Oxford, Clarendon.

Richardson, Nicholas (ed.), 2010, Three Homeric Hymns. To Apollo, Hermes, and Aphrodite:
Hymns 3, 4, and 5, Cambridge, Cambridge University Press.

Sadovski, Velizar, 2017, ““The Columns of Rta”: Indo-Iranian Lexicon and Phraseology
in the ritual Poetry of the Avesta, Veda, and Beyond”, in Hajnal 1., Kolligan D. &
Zipser K. (eds.), Miscellanea Indogermanica. Festschrift fiir José Luis Garcia Ramén zum
65. Geburtstag, Innsbruck, Institut fiir Sprachen und Literaturen der Universitit
Innsbruck, 725-749.

Schmitt, Rudiger, 1967, Dichtung und Dichtersprache in indogermanischer Zeit, Wiesbaden,
Reichert.

Schwartz, Susan L., 2004, Rasa. Performing the Divine in India, New York, Columbia
University Press.

TrGF = Snell, Bruno, Richard Kannicht & Stefan Radt (eds.), 1981-2004, Tragicorum
Graecorum fragmenta, 5 vols, Gottingen, Vandenhoek & Ruprecht.

Watkins, Calvert, 1979, “Is tre fir flathemon: Marginalia to Audacht Morainn”, Eriu 30,
181-189.

Watkins, Calvert, 1995, How to Kill a Dragon. Aspects of Indo-European Poetics, Oxford &
New York, Oxford University Press.

AION-L n. 13/2024 n.s.






