
FORMULA AND FORMULAIC: SOME EVIDENCE FROM 
THE HOMERIC HYMNS 

N. POSTLETHWAITE 

IN VIEW of the rapid expansion of Homeric formulaic studies in recent 
years, the absence of a systematic formulaic analysis of the Homeric 
Hymns is perhaps surprising.' The reason, however, is not difficult to 
discover: the brevity of even the Hymns to Demeter, Apollo, Hermes, and 
Aphrodite prevents the type of quantitative analysis normally applied to 
the Iliad and the Odyssey.2 My first aim, therefore, in this paper is to 
suggest criteria for assessing the orality of shorter pieces of early Greek 
hexameter poetry such as the Hymns, the fragments of the Cyclic epics, 
or even, for that matter, individual books or passages of Homer. My 
proposition will be that the mark of oral composition in such shorter 
pieces is not simply the verbatim repetition of words and phrases which 
are formular in Homer-for this exercise is clearly within the scope of the 
literate imitator-but rather the composer's facility in handling the 
various types of formula modification. Secondly I shall argue that the 
variations in frequency of these modifications in the works examined here 
may reflect individual stylistic traits in their composers. 

The proposition originated in a consideration of the work of J. A. 
Notopoulos on this topic, especially his paper "The Homeric Hymns as 
Oral Poetry," AJP 83 (1962) 337-368, and more particularly the re- 
sponse to it of G. S. Kirk in "Formular Language and Oral Quality," 
YCS 20 (1966) 153-174. Kirk rightly argued against the validity of quan- 
titative formulaic analysis, of the type employed by Notopoulos, in 
differentiating between authentic oral compositions and literary imita- 
tions in the style of oral poetry. Other publications, most notably those of 
Lord and Minton,3 have countered Kirk's objections to quantitative ana- 
lysis but, I believe, one major stumbling block remains: the very nature 
of the analysis has in practice served to limit the number of lines which may 
be treated.4 As an alternative method, therefore, I propose the analysis 

'This paper contains material originally presented in my doctoral dissertation, For- 
mulaic Composition in the Homeric Hymns. It is with pleasure that I acknowledge my 
debt to Professor R. A. Crossland and Dr J. B. Hainsworth (whose book The Flexibility 
of the Homeric Formula [Oxford 1968] is referred to by its author's name only). 

2As for example in Milman Parry, "Studies in the Epic Technique of Oral Verse- 
Making: 1. Homer and Homeric Style," HSCP 41 (1930) 118-121; cf. A. B. Lord, The 
Singer of Tales (Cambridge, Mass. 1960) 143. 

3A. B. Lord, "Homer as Oral Poet," HSCP 72 (1968) 1-46; W. W. Minton, "Fre- 
quency and Structuring of Traditional Formulas in Hesiod's Theogony," HSCP 79 
(1975) 25-54. 

4For example, Parry (above, note 2) treated Iliad 1. 1-25 and Odyssey 1. 1-25. 
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of all the lines of a given poem, but of only one element of the diction 
within those lines, namely the common noun + epithet word-groups 
(CN-E).5 The virtue of this method will be that, in conclusion, we may 
state as a percentage figure how much of one element of the diction of a 
particular poem is formula, how much formulaic expression (i.e., analog- 
ical formula), and how much non-formulaic; in other words we shall have 
a relevant, if limited, quantitative formulaic analysis. It should perhaps 
be added that in practice this type of analysis is no more difficult to con- 
duct than the Parry-Lord type. 

Besides the use of formular phraseology, Kirk recognized signs of true 
oral composition in "the observation of formular economy, the naturalness 
of formular extension and articulation, and the preservation of traditional 
details of rhythm and enjambment."6 An essential weakness in this 
proposition, which Kirk himself readily admitted, is the obvious sub- 
jectivity involved in any assessment of "the naturalness of formular exten- 
sion and articulation." Moreover, in the case of works as short as the 
Hymns the paucity of material available precludes any meaningful assess- 
ment of their composers' "observation of formular economy."7 It seems 
possible, however, that greater objectivity, in the form of at least rough 
quantification, may be achieved in seeking evidence of "the preservation 
of traditional details of rhythm and enjambment."8 It is of course true, 
as O'Neill and Porter showed,9 that certain details of rhythm are to be 
found in Greek hexameter verse of all periods; those details which will be 
quantified here, however, may be shown to be a basic feature of the oral 
art, or rather, of Homer's art. The observation of the same details in 
another work would, I believe, increase the likelihood of identity of genre 
between that work and Homer. 

This suggestion owes much to J. B. Hainsworth's The Flexibility of the 
Homeric Formula (Oxford 1968). He demonstrated that, far from the 
diction being entirely subject to sentence patterns, it was possible for 
Homer to move word-groups to alternative positions in the verse, to 
modify them for example by inversion, to expand them, and even to 
separate their elements, without altering their identity as word-groups. 
This concept of the flexibility of the CN-E should be seen as complemen- 

6The use of this element will allow comparison with the findings from Homer in 
Hainsworth. 

6Kirk 174. 
7For the application of Kirk's criteria in the case of Hesiod, see G. P. Edwards, The 

Language of Hesiod in its Traditional Context (Oxford 1971). 
8In fact in this paper I shall limit myself to the traditional details of rhythm involved in 

formula modification, since enjambment is a sufficiently important test to warrant a 
separate study; see B. Peabody, The Winged Word (Albany 1975) 125-143. 

9E. G. O'Neill, "The Localization of Metrical Word-types in the Greek Hexameter," 
YCS 8 (1942) 103-178; H. N. Porter, "The Early Greek Hexameter," YCS 12 (1951) 
1-63. 
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tary to the traditional view of formulae and, in particular, formulaic 
expressions: faced at the moment of composition by a difficulty in the use 
of a certain formula, Homer did not necessarily abandon it in favour of 
another or the creation of another by analogy; on occasion he chose in- 
stead to mutate it. This feature was an integral part of Homer's com- 
positional technique and is quantifiable; the identification of the various 
types of mutation in the Hymns, their frequency, and the "traditional 
details of rhythm" which facilitated them, may make a significant con- 
tribution to an assessment of the orality of the Hymns. 

By the criteria outlined above I hope to demonstrate that the com- 
posers of the Hymns worked within the same genre as Homer. Working 
from the premise that this genre was oral composition, I then wish to 
suggest that the mutation of CN-E word-groups may represent that fea- 
ture which we associate with literary, but not oral, composers, namely the 
desire for variation at the level of diction for artistic effect. As will become 
obvious, this is not a proposition which lends itself to proof; however, as 
the various types of mutation are examined below, it will, I believe, 
become equally obvious that this is at least a likely explanation of the 
one constant feature in each of these types, namely that the Hymns em- 
ploy the same mutations as Homer but on a considerably greater scale. 

My analysis of the CN-E of the four long Hymns-to Demeter, Apollo, 
Hermes, and Aphrodite-is conducted under four sub-headings: (a) the 
quantity of formulaic diction among the CN-E, (b) the mobility of CN-E, 
(c) the separation of CN-E, (d) the expansion of CN-E. In addition I 
include, for the purpose of a control sample, one passage from the Iliad 
and one from the Odyssey of comparable length.10 

(a) The quantity of formulaic diction among the CN-E 
For the purpose of identifying formulaic diction under this heading I 

regard as a "formula" any common noun with epithet juxtaposed which 
is repeated at least once; a "formulaic expression" I define as a common 
noun with epithet juxtaposed which is not found repeated but which has 
one element, either noun or epithet, in common with another CN-E of 
the same metrical pattern. In assessing whether a particular word-group 
in the Hymns is a formula, a formulaic expression, or non-formulaic, I 
have sought evidence of repetition not merely within the Hymns them- 
selves, but also in Homer and Hesiod.1 In Table A I give the total amount 

'?Namely Iliad 1. 176-611 and Odyssey 2. 1-434. 
"As will become evident shortly, I am well aware of the dangers in regarding "the 

tradition" as a type of monolith on which all composers drew according to their needs. 
This view ignores the possibility of variations between the personal store of favoured 
formulae developed over the years by individual composers. There seems, however, at 
the moment no alternative to using Homer and Hesiod for comparative purposes: the 
Hymns are simply too short to allow a strictly internal analysis. 
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of formulaic diction (i.e., formulae + formulaic expressions) in the dif- 
ferent works, and I express this amount as a percentage of the total un- 
mutated CN-E. 

TABLE A 

Formulaic 
Total Diction 
CN-E (%) 

Demeter 139 93.5 
Apollo 146 94.5 
Hermes 189 86.7 
Aphrodite 90 94.4 
Iliad 73 94.5 
Odyssey 94 93.6 

On the sole basis of these figures for formulaic density, we would be forced 
to conclude that the Iliad, the Odyssey, and the four long Hymns were 
products of the same genre, and to admit that this genre was oral com- 
position, provided we were prepared to accept the equation of formulaic 
with traditional and oral. If, however, the two types of CN-E are listed 
separately, the apparent uniformity between the Hymns and the two sec- 
tions of Homer disappears.12 In Table B I list the number of formulae- 
each formula being counted only once-and formulaic expressions in each 
of the works examined, and in each case I express these figures as a per- 
centage of the total unmutated CN-E in that work. 

TABLE B 

Form. Non-form. 
Formulae % Expr. % Diction % 

Demeter 84 60.4 46 33.1 9 6.5 
Apollo 104 71.2 34 23.3 8 5.5 
Hermes 101 53.4 63 33.3 25 13.3 
Aphrodite 58 64.4 27 30.0 5 5.6 
Iliad 59 80.8 10 13.7 4 5.5 
Odyssey 77 81.9 11 11.7 6 6.4 

Three features are worth noting in this table: the figures for the two pas- 
sages of Homer are remarkably alike; there are considerable differences 
between the figures for the Hymns and those for the passages of Homer; 
the figures for the Hymns themselves show no real consistency-in par- 
ticular one may note the difference between Apollo and Hermes. 

At least three explanations are possible for the difference in the for- 
"In HSCP 72 (1968) 24, Lord summarizes his view of formulaic density as a criterion 

of orality with the opinion that a work containing up to 60% formula or formulaic with 
up to 25% straight formula is clearly literary. By this criterion even the revised figures 
in Table B below reveal the Hymns as oral. 
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mulaic texture of the CN-E in the Hymns and the two passages of Homer. 
First, the figures might be taken to show that the Hymns and the Homeric 
epics were not products of the same genre of composition. In defence of 
this one could argue that the comparatively high percentage of formulaic 
expressions in the Hymns suggests originality and creative activity at the 
level of diction uncharacteristic of composers working within an oral 
tradition. Although the view that the language of Homer is wholly tradi- 
tional has been modified, there nevertheless endures the basic assumption 
that the true oral composer abides as far as possible by the tradition, and 
has recourse but rarely to the creation of new expressions; and indeed the 
figures above for the two passages of Homer seem to point in this direc- 
tion. Secondly, it might be argued that the figures demonstrate that, even 
if the Hymns and the two epics were products of the same oral genre, there 
are considerable variations in the degree of reliance placed by their com- 
posers upon the tradition: they could, and did, exercise more choice in 
their use of traditional formulae and in their ad hoc creation of new expres- 
sions than has hitherto been accepted. 

Both of these propositions depend upon the acceptance of one impor- 
tant premise, namely, that the Iliad and the Odyssey represent "the 
tradition;" that is, that "the tradition" was a composite whole from 
which all composers drew according to their needs but which, by accident 
of survival, is enshrined mainly in the Iliad and the Odyssey. It was a tacit 
acceptance of this premise which allowed the use of Homer for compara- 
tive purposes in Notopoulos','3 and in my own, analysis of the Hymns. 
A. B. Lord,14 however, has suggested that, if we do not accept it, the 
appearance of an abnormal formulaic usage in, for example, the Hymns 
does not prove that usage untraditional, merely un-Homeric. A third 
proposition may therefore be suggested: that the composers of the 
Hymns, like all other composers (of whom Homer was but one), had their 
own store of favoured diction, as it were their own "personal tradition." 
According to this model of composition, in the case of a CN-E in one of 
the Hymns which could not be classified as a formula because no other 
occurrences of it could be discovered but which, by deft use of the con- 
cordances, could be shown to share one of its elements with another CN-E 
of the same shape, we would not regard this as a new formulaic expression 
created by analogy to a member of the monolithic tradition but rather 
as one of the repertory of phrases of the composer of that Hymn which by 
accident he found no other occasion to employ.15 Most certainly there 
would be points where all the various "personal traditions" met, where all 
composers would employ the same CN-E to express the same idea, and 
hence we may also refer to the "common tradition." 

3Above, 1. 
4HSCP 72 (1968) 29 ff. 
"This third proposition is in part a statement of the limitations of formulaic analysis 
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None of these alternatives lends itself to proof, but at the very least 
we may say with certainty that the simple quantification of Homeric 
diction in a non-Homeric poem does not per se establish the orality of that 
poem. The evidence above supports the view of Kirk that, although for- 
mulaic density will certainly be observed in an oral composition, we must 
look further than this. It seems likely that the figures for the Hymns and 
Homer support the third explanation above, the concept of each com- 
poser's having evolved his own personal store of favoured diction.'6 This 
concept at least has the virtue of plausibility, in that it restores to the 
various composers the vital element of individuality, and removes the 
rather naive picture of them as unoriginal, almost unthinking, memorizers 
of a vast tradition of oral poetic diction. Further support for this proposi- 
tion may perhaps be gleaned from the analogy of modern oral composi- 
tion. There is, for example, Lord's observation from his field-work in 
Yugoslavia: "Thus the singer has scope for his creative powers on the 
formula level. And because the basic core of formulas is not necessarily 
the same even for singers from the same district or who have learned from 
the same man, these experiments provide us with a means of distin- 
guishing individual styles among singers.""7 

(b) The mobility of CN-E 
A word-group is normally associated with a particular metrical shape 

and a particular position in the hexameter. There are often grave difficul- 
ties, both metrical and contextual, standing in the way of any attempt to 
move an expression to a position other than that which it traditionally 
occupies, its "primary position." Nevertheless, for a variety of reasons it 
sometimes proves necessary to overcome such restrictions: the metrical 
shape of the expression itself may have altered for some reason, most 
commonly as a result of declension; or the primary position of the expres- 
sion may already be occupied by some other expression which is itself 

which were seen by Parry himself: "If we had even twice as much of Homer's poetry as 
we have, the proportions between the repeated expressions, the closer types of formulas, 
and the more general types, would be much changed, and we should very often find that 
Homer was using a formula a second time where, as far as our evidence goes, he is only 
using a formula which is like another" (HSCP 41 [1930] 133-134). Clearly this observa- 
tion is even more appropriate to the limited material from the Hymns. 

"6There is of course a very real circularity in the argument at this point: if, as I wish 
to argue, present methods of analysis-with the probable exception of the enjambment 
test-are incapable of establishing the orality of the Hymns, it is hardly valid to use the 
Hymns as evidence of a fundamental aspect of oral technique. My defence is that I do 
accept that the Hymns are oral compositions and that in the following sub-sections I 
hope to present reliable criteria for their identification as such. 

17A. B. Lord, "Homer's Originality: Oral Dictated Texts," TAPA 84 (1953) 127. 
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primary there. An example of this latter may be taken from the Hymns: 
Herm. 32 4aOraatL irpoaveolaa' 7r6oev rT6& KaXOv a&vp.ta 

Dem. 16 KaXiv aOvpiAa Xa,l3ev' X&ve b' XOclv evpvalyva. 

In Demeter 16 the final two feet of the verse, where the composer would 
normally expect to place KaXbv auvpupa,'8 are occupied by the epithet 
etpuvryvua. There can be little doubt that this epithet is occupying its 
primary position since, including its use in the accusative, it is found 
there eleven times in the Homeric corpus against only twice elsewhere. It 
thus appears that it was under the constraint of the use of the epithet in 
this position that the composer of Demeter opted to move the CN-E 
KaX6v aOvpAa to the beginning of the line. 

All the examples of mobility by definition involve formulae, since in 
every case there must be at least one example of the CN-E in its assumed 
primary position, and at least one example in some other position. Four 
categories of mobile expressions suggest themselves: 

(i) CN-E which are mobile without alteration either of constituent 
parts or shape. An example of this very common type may be seen in 
KaXov &Ovp,ua discussed above. 

(ii) CN-E which are mobile as a result of some modification, such as 
elision or inversion of the elements. Aphrodite 28 supplies an example 
with both of these modifications: 

7rapOevos acraeaOaL 7ravT' jluara, ta Oeacov. 

In this case the primary expression is ijuara 7ravra, with its primary posi- 
tion in the last two feet of the verse; on this occasion the position is oc- 
cupied by K6a Oeawv, which is itself primary there; the need to move iOlara 
r&avTa caused first its inversion, and then the elision of the final syllable 

of the epithet. 
(iii) CN-E which are mobile as a result of declension. This type is well 

illustrated by Aphrodite 82: 

7rapOevb a'b,trp JAeyeOos Ka t ebos o/LoIt/. 

Here the primary expression is clearly the nominative 7rapO8vos a8tprs at 
the verse end; thus on this occasion the composer was compelled to move 
the CN-E by the change in its shape caused by its declension into the 
dative case. 

(iv) CN-E which are mobile as a result of both modification and de- 
clension. The model for this type may be taken from Hermes 290: 

EK XIKvOV KaTr&l3ate MjeXalv7s VVKTOS &raTpe. 

"Although the CN-E is not in fact repeated in this position, one may nevertheless be 
reasonably sure that this was its primary position-see E. G. O'Neill (above, n. 9) 148. 
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The primary expression is VVKra (-L) .L\XaLvav (-1), with a primary 
position in the last two feet; this position obviously was of no use when 
the CN-E was declined into the genitive case and so the composer modi- 
fied, by inversion, an already modified word-group. 

In Table C below is listed the number of examples in each of these four 
categories in the six works under consideration. In addition the number 
of mobile CN-E in each work is given as a total, and this figure is also 
expressed in terms of "scatter," i.e., the number of verses per occurrence. 
In view of the differences in length of the various works treated, the 
"scatter" column is clearly the more reliable one in determining the fre- 
quency of a particular mutation. 

TABLE C 

i ii iii iv Total Scatter 

Demeter 6 1 2 5 14 35.4 
Apollo 13 6 4 6 29 18.8 
Hermes 13 2 8 5 28 20.7 
Aphrodite 14 4 7 2 27 10.8 
Iliad 6 2 2 3 13 33.4 
Odyssey 11 1 4 1 17 25.5 

The first point to make about this table is at the same time the most ob- 
vious and the most fundamental-that CN-E in the Hymns are mobile, 
that is, in this type of mutation at least, they display the same flexibility 
as those in Homer. It is clear from the figures for scatter, however, that 
there are considerable variations in the frequency with which the various 
composers employed this type of mutation. It is equally clear that in 
attempting to explain these variations we should reject at the outset any 
"separatist" viewpoint which might regard the figures as criteria for 
chronological ordering: the figure for Demeter obviously opposes any such 
suggestion. At least two feasible explanations may be suggested. In the 
first place, the greater incidence of mobility in Aphrodite, Apollo, and 
Hermes might indicate less firm control of the diction by their composers 
(i.e., inferiority as singers); or secondly, it might be argued that mobility 
was a feature of oral style, and that the frequency of its occurrence in a 
composition was dependent upon the composer's artistic tastes. In either 
case the importance is the emphasis placed upon individuality: in the 
former explanation the individual's failings, in the latter the individual's 
tastes. As stated at the outset, I incline to the second explanation, al- 
though in no way denying the validity of the first. 

A second point of importance in Table C lies beneath the surface 
appearance of these figures: the direction of mobility in the Hymns is 
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generally the same as in Homer. For example in the case of type (i), mobil- 
ity is most common in CN-E shaped - w - and normally placed at the 
verse end: 19 of the examples from the Hymns are shaped thus, 2 from 
the Iliad, and 1 from the Odyssey. The figures for the direction of move- 
ment of these away from the verse end are striking (the three positions 
which are receptive to this shape are designated by the feet which they 
occupy): 

lst-2nd 2nd-3rd 4th-Sth 
Hymns 2 10 7 
Iliad 2 
Odyssey 1 

These figures clearly correlate with those of Hainsworth (50) for this type 
in Homer, in stressing 2nd-3rd and 4th-5th as the favoured positions to 
which formulae are moved, with the former being rather more popular. 

If it is necessary to establish further the parallels with Hainsworth's 
results, we may note the figures for another of the shorter shapes, - -, 
which is the only other category in which the figures are large enough 
to be of any significance. Two positions are most receptive to CN-E of 
this shape, 2nd-3rd and 5th-6th: of the total of 10 examples in the 
Hymns, 1 in the Iliad, and 5 in the Odyssey, all except one of the examples 
from the Odyssey are found in these positions. Again the figures correlate 
with Hainsworth's (54), although the popularity of position 4th-5th in 
Homer is not borne out by the Hymns. It would appear that the technique 
which underlies mobility in the Hymns is the same as in Homer. 

(c) The separation of CN-E 
All separated CN-E from the Hymns and the selected passages of 

Homer may be divided into four categories, according to the nature of 
the intrusive word(s): 

(i) Separation by one or more words, other than of the type in ii-iv 
below. 

(ii) Separation by a preposition. 
(iii) Separation by a connective. 
(iv) The exceptional case in which a CN-E is separated over the verse 

end. 

In Table D below is listed the number of examples in each of these four 
categories in the six works examined, in addition to the total number of 
separated CN-E in each work, which is presented also in terms of scatter. 
As in the case of mobility, it is obviously to the scatter column that we 
shall look for evidence of frequency of occurrence. 
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TABLE D 

i ii iii iv Total Scatter 

Demeter 46 18 7 10 81 6.1 
Apollo 33 17 12 13 75 7.3 
Hermes 57 17 9 20 103 5.6 
Aphrodite 24 13 13 11 61 4.8 
Iliad 18 6 2 8 34 12.8 

Odyssey 14 10 1 10 35 12.4 

Before considering this table, two points must be made about its con- 
tents. First, I have included all separated CN-E, and have not limited 

myself to those which are demonstrably formulae. The reason is, once 

again, the brevity of the works examined: limitation of the material to 
the formular element would produce too few examples to make an identi- 
fication of the phrase patterns involved in separation. Secondly, in some 
of the expressions, for example, rE'yEOs 7rVKa rOL?o7TOO, the intrusive word is 
an integral part of the word-group and in these cases we are not, strictly 
speaking, dealing with separation of the elements. This is a minor, 
inevitable, consequence of the decision to include in this section all com- 
mon noun + epithet groups which contain an intrusive element. Further- 
more I would argue that it in no way vitiates my results since I have 

applied the same criteria to the passages of Homer as to the Hymns. 
With regard to the figures for the Hymns, we should first ask to what 

extent might the presence of separated CN-E be a result of imitation of 
Homer, i.e., how many of these CN-E in their mutated form are repeated 
verbatim, or with only minimal variation, in Homer? To answer this 
question category (iv), separation by the verse end, should be discounted 
as being far removed in technique from the other three types.19 In cate- 
gories (i), (ii), and (iii) I find a total of 7 "Homeric" separations out of 
71 in Demeter,20 that is, 9.9%; 15 out of 62 in Apoiio,2' that is, 24.2%; 3 
out of 83 in Hermes,22 that is, 3.6%; and 9 out of 50 in Aphrodite,23 that 
is, 18.0%. These figures, although by no means small in the case of Apollo 

"9Below, 12. 
20(j) T&yEOS IruKa 7rOLo7r0L0, pLXOV rETL7/4v77) Jrop, OcCwv AO' .L-yUvPtv aXXwv, 

e4i e7YKar0ET KAX7rCy. (ii) XEPJV tv ANA. 651Ajw, aLOEpos EK 6l11. (iii) aibrir rE -rlXOS. 
21(j) w6XELS E') vateCaL2aCaCs OEcS WV O' 6,dr,VUPLV 'iXXcJV, (PPE6t faXXEO O97L^ 

iu4pt EL 'i6MEVOS ai3~177, KaTeLf3OMEvOV 2Tvy's "6wp. (ii) EUtf7TOv 7ErpL fwM6v, 
,rXeoq6i)pov Eit evLaVTOV, 7raiTaa air' ) z'Op crovs, Oo'v &v a'Ai', COil 7rapa vrft, Ooih 

's Vrbs s Ka7X aOVLbV -tL vYi ~OPeal. (iii) r-aaai re O'eatva ravTes 7e O'Ei1 
22(j) 3ow-v yivos EpvjPAJLerT7rwv, 661OUS eVt vaLfTaiOVras. (ii) VJWKT 6L opovYam1v. 
23(i) EoiY' eirEv7jvo6ev aiv' e6Mvas, KparEp7' 6E /lOL E'rXeT' aZVayK77, Oupas EWEOI7KE 

tpae-tvas, ayXa& 6UxOat a5rotva, apiprlr 7paltvro 1ovXt1. (ii) XpVaiOV E'K KP77Tf7POS, 
OV &ta KaXXOS. (iii) Xapo7ro TE XCOPTes, 7raTrp' re o3. 
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and Aphrodite, certainly rule out any possibility that the incidence of this 
type of mutation in the Hymns is explicable merely in terms of imitation 
of Homeric diction. The "Total" figures in Table D show that separation 
has a very real presence in the Hymns, yet only a small proportion of the 
examples is shared with the Iliad and the Odyssey. 

If these figures are divorced from the concept of imitation of, or depen- 
dence on, Homer, and are viewed rather as evidence of the composers' 
use of traditional diction, a relative order of the observance of the tradi- 
tion is established: Apollo, Aphrodite, Demeter, Hermes. It is interesting 
to compare this sequence with two others, derived from the observation 
of quite independent phenomena. In their edition of the Homeric Hymns 
(Oxford 1963), T. W. Allen, W. R. Halliday, and E. E. Sikes, by observing 
the ratio of observances of the digamma to neglects, established the rela- 
tive order of age of the Hymns as Apollo, Aphrodite, Demeter, Hermes 
(cv). In "Notes on the writing of early Greek poetry," Glotta 38 (1960), 
T. B. L. Webster identified a similar relative order by examining the 
occurrence of certain late linguistic features in Homer and the Hymns: he 
concluded that Aphrodite, Apollo, and Demeter were probably composed 
in the eighth century and considerably earlier than Hermes.24 In view of 
this rough statement of chronology, it is tempting to regard the figures 
for the relative density of "Homeric" separations in the Hymns also as 
evidence of a chronological sequence, in that the earlier compositions 
contain many more traditional mutated CN-E than the later Hermes. 
However, as in the case of formulaic expressions earlier, this proposition 
is dependent upon the equation of un-Homeric with untraditional, and 
once again illustrates the drawback of using Homer's diction for com- 
parative purposes. 

A number of points suggest themselves from the figures in Table D. 
First, there is the obvious fact that separation does occur in the Hymns 
and, to judge from the scatter column, on a considerably greater scale 
than in the two passages of Homer. We may also note that in these two 
latter the density of CN-E separation is almost identical. The situation 
is the same as that observed in the case of mobility: the flexibility which 
may be demonstrated to be a feature of Homer's technique is also in evi- 
dence in the Hymns and constitutes a more common feature there than in 
Homer. Once again the suggestion, which in the case of a literary com- 
poser would be almost inevitable, here appears at least feasible, that we 
are faced by an individual stylistic trait. 

It is, however, beneath the surface of the figures that more conclusive 
evidence of identity of technique should be sought, in the fixed metrical 
patterns which facilitated this type of mutation. In 128 of the total of 155 

24Webster 252. 
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examples of ordinary separation in the Hymns,25 i.e., category (i) in Table 
D, the separation is based on an element at one of the two extremities of 
the line; likewise, in the sample of the Iliad, 16 of the total of 18 examples 
are thus based, in the sample of the Odyssey, 10 of the total of 14. The 
model of separation may thus be established: one element of the expres- 
sion was normally retained at the beginning or end of the verse, or was 
brought to that position, while the other element was moved backwards 
or forwards along the line to accommodate the intrusion.26 This process 
normally took place according to a number of established metrical pat- 
terns: we may instance the case of separations based on an element shaped 
- w - - at the verse end. This type accounts for 28 of the examples of 
ordinary separation in the Hymns; the majority of these subscribe to 
only two patterns, in which the CN-E is shaped either - - (Y) . . . - 

(14 examples in the Hymns) or v-(-) ...- .-_ (8 examples in 
the Hymns). Within this framework intrusions of two shapes are found: 

L which moves the expression back to the third foot, e.g., ftoGv KXOTOV 

v,Aerepa6v (Hermes 276), and - w which moves it back to the second 
foot, e.g., liuotawLv aeALETro KEpsaXowtL (Hermes 162 = 260). The material 
from the samples of Homer is meagre in this, as in every other, type of 
mutation; however, the three examples from the Iliad and the one from 
the Odyssey conform to identical patterns. Similarly in the case of CN-E 
separation by a preposition or a connective, the mutation normally took 
place along fixed metrical lines. We may cite the example of separation 
by a preposition based on an element shaped - w at the verse beginning, 
with 14 examples in the Hymns and 2 each in the samples of the Iliad 
and the Odyssey. Only two patterns account for all these occurrences: 
either an expression shaped - . . . - w- () is separated by a preposi- 
tion v, e.g. avrpov es 2)epOev (Hermes 234), or an expression shaped- -... 
- - ()is separated by a preposition -, e.g., xiwpov ava Kparepov (Hermes 
354). In either case the effect is the same: the mutated expression is of 
such a shape as to occupy the position between the verse beginning and 
the caesura of the third foot. 

The technique of separating CN-E over the verse end is fundamentally 
different from the three other types, so much so that separation is prob- 
ably an incorrect description; the process is rather the independent location 
of the two elements of the CN-E in their respective verses, according to 
established patterns of localization. In the Hymns there are 54 examples, 
in the sample of the Iliad 8, in the sample of the Odyssey 10. In 31 of the 

26This total figure of 155 excludes duplicates, or "complex formulae," within an in- 
dividual hymn. For example, ;zbOotLtLv &aellero Kep&aXiotLc (Herm. 162 = 260 = 
463) is counted only once; hence this figure shows a slight variation from column (i) in 
the table. 

26Cf. Hainsworth 92 ff. 
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54 examples from the Hymns the first element of the CN-E occupies final 
position in the verse and is shaped either - r (22 occurrences) or - 

(9). In 5 of the remaining examples the first element is demonstrably 
occupying its own primary position.2 In 11 other examples,28 although 
on the sole basis of metrical shape the first element could theoretically 
occupy final position, it may be shown that this position is already oc- 
cupied by a word which is itself primary there. As an example of this we 
may cite Demeter 115-116: 

7rLXvqLs; C'Wa yvvatKfs avaL IIeyapa LaKLOEVTr 

T7)XLKaL C6 o-b 7rEp c'b& Kai brrXorepat yE'yaauwv. 

The first element yvvaOtKE6 could, and normally did, occupy final position 
(cf. Demeter 126); however the CN-E I&yapa aKLoEvTa is most certainly 
formular in this position (Odyssey 7x) and has forced the movement else- 
where of yvva^tKES. The evidence from the two passages of Homer agrees 
with this picture from the Hymns: in the sample of the Iliad the first 
element in 4 of the 8 cases29 is in final position, in 3 of the remaining exam- 
ples it is in its own primary position, and in 2 it could theoretically oc- 
cupy final position were the word actually in that position not itself 
primary there. Likewise in the 10 examples from the sample of the Odys- 
sey,30 in 5 cases the first element terminates the first verse, and the re- 

maining 5 observe completely the rules of localization identified in the 
Hymns and the sample of the Iliad. 

The evidence of patterning in the second element is even more con- 
clusive: in 46 of the 54 examples from the Hymns it occupies initial posi- 
tion in the second verse, being shaped - - 5 times, - - 20 times, - - 20 

times, and --- - once. Of the remaining 8 examples,3' 6 could in fact by 

27Oe06AXXa ... EVp&a (Hp. 254-255 = Hp. 294-295), apEL" ... XEIrTq. (Hp. 121-122), 
avbaXa.... &5ppacrr' (Herm. 79-80), mavTElnp ... 7fIET'p77v (Herm. 547-548), 

yaliov... TjluLOv (Aph. 141-142). 
280oS. . . EOL&' (Herm. 116-117), OvAqs ... #co,u6 (Hp. 87-88), yipas... vflXELEs 

(Aph. 244-245), yvvaiKfs ... ''qXLKaL (Dem. 115-116), iyV ... KapTep6p (Hp. 357-358), 
iorirovs ... Mapav'rovs (Dem. 375-376), jiPo' ... ailoto (Herm. 4-5), 65j1 ... 'be" 
(Herm. 131-132), 'piipot... KaXot (Aph. 88-89), TraVpoS ... KvavEOs (Herm. 193-194), 
t,vov... 'bviA&ov (Aph. 170-171). 

loa ... ap5pauL (260-261), aSaLTos ... EoWX- (575-576), tAya ... iPKOS 

(283-284), Kv^aa ... rop(ppEov (48 1-482), Xao'... eiraaauuEpoL (382-383), I&YwEY rov.. 
7-EKMAOP (525-526), uias ... avAwavras (240-241), vlEs... &KCLcTr6XO L (237-238). 

3Oeqa^tpot ... &pbotL (391-392), &7alpovs ... iOEXovri-pas (291-292), O&XaAov ... 
epfiv (337-338), la7vv ... Xeirrow (94-95), '-OXa ... KT?'1uaT- (312-313), Kv^ja ... 

7rop'pvpeov (427-428), uPvar?7pwv... &.ppa5&ov (281-282), v7ES... 7roXXaL (292-293), 
otvov ... t)5irv (349-350), aavlbes ... &KXtSEP (344-345). 

~oaewaB... c yyea (Dem. 169-170), 7ra-aa... &O&ivaraT (Hp. 134-135), 7roXXJvP... 
&vOpaKLtjv (Herm. 237-238), OEOZcn't ... MOavaxrotLtv (Herm. 168-169), ''rrrov. 
a6avparou (Dem. 375-376), 7raL6os... ..XiY04yrLO (Dem. 282-283), 0prov... eEpp& PoP 

(Hp. 103-104), vt'v ... CK'qf36Xov (Herm. 416-417). 
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virtue of their shape be placed at the beginning of the verse, but 2 are 
demonstrably occupying their own primary position, while in 3 the word 
at the beginning of the line is itself primary there and may thus be seen 
to have forced the second element into an alternative position. The same 
"rules" apply to the passages of Homer: 5 of the 8 cases from the Iliad 
show the second element beginning the second verse, in 2 of the others it 
is in its own primary position, and in one the initial position is filled by a 
word which is primary there; likewise in 8 of the 10 examples from the 
sample of the Odyssey the second element is in initial position, and in the 
other two it is in its own primary position. 

One final case of patterning in the second element deserves mention. 
In 6 of the 54 cases of verse-end separation in the Hymns the second ele- 
ment, in every case the epithet, is expanded by the addition of one or 
more epithets;32 and in one quite exceptional case, Aphrodite 244-246, 
the expanding epithets run over into a third verse. In each case the epithet 
is in initial position and is shaped - -- or - - -; it is then expanded by 
another epithet. with or without a connective, which in all cases fills the 
space to the third-foot caesura, e.g., apei . . . XeirrT vY7yaTre (Apollo 
121-122). In one case, Aphrodite 88-89, it is further expanded by another 
epithet which reaches from the caesura to the bucolic diaeresis: op5Lot ... 
KaXoi Xpavetot 7raL/roLKLXot. The one example of this patterning from the 
passages of Homer, Odyssey 2.94-95, observes a metrical format identical 
to those in the Hymns. 

This brief statement of the phrase-patterns involved in CN-E separa- 
tion in the Hymns must obviously be considered alongside Hainsworth's 
much more detailed description of them in Homer (chapter vii). The con- 
clusion seems inescapable that the Iliad, the Odyssey, and the Hymns 
were products of the same genre. Separation of CN-E occurs more fre- 
quently in the Hymns than in the two samples of Homer, yet few of the 
examples in the Hymns are verbatim repetitions of Homeric diction. It 
may be demonstrated that in all four categories of separation the com- 
posers of the Hymns and Homer employed the same phrase-patterns. If 
these two facts are not to be explained in terms of identity of genre, we 
presumably must have recourse to the argument that the composers of the 
Hymns imitated Homer; in the present case, however, imitation involves 
the reproduction, not of the diction of Homer, but of the phrase-patterns, 
the identification of which, even with the aid of the concordances, is at 
times difficult. As in the case of mobility, my feeling is that the consider- 
able variations in frequency of occurrence of separation in the works 
examined are best explained in terms of the composers' individual tastes. 

a32p. 121-122, Ap. 254-255 (= Ap. 294-295), Herm. 79-80, Herm. 191-192, Herm. 
529-530, Aph. 88-89. 
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(d) The expansion of CN-E 
Expansion, like separation, was an important feature of Homer's com- 

positional technique, in which an expression was altered, not by the inter- 
nal rearrangement of its elements, but by the lengthening of its metrical 
shape by additional words. In the present case I limit myself to the expan- 
sion of CN-E word-groups by additional epithets, which may be simply 
juxtaposed, or may involve separation by functional words, prepositions, 
or connectives. Hainsworth differentiated between simple expansion, in 
which the source of the expanding element was unknown, and the con- 
flation of two known formulae which shared the same term; he demon- 
strated that the latter was more usual in Homer. The material from the 
six works examined is extremely meagre compared to the other two 
mutation categories. In Table E below the evidence is given as a total for 
each work, and also in terms of scatter. 

TABLE E 

Total Scatter 

Demeter 5 99.0 
Apollo 8 68.2 
Hermes 11 52.7 
Aphrodite 4 73.2 
Iliad 2 217.0 
Odyssey 6 72.3 

As in the case of separation, the first task should be to determine how 
many of the examples from the Hymns are also found in Homer, and may 
consequently be the result of imitation. In fact of the total 28 examples I 
find only one verbatim repetition, 0oo 7rapa vr1 ME\Xativ (Apollo 497 = 511), 
which occurs once in the Iliad and once in the Odyssey. Secondly, it will 
be of interest to know how many of the examples from the Hymns are 
conflations of two known formulae: this too will throw light on their pos- 
sible dependence on Homer, since it is mainly from Homer that the evi- 
dence for the known formulae must be sought. Amongst the 28 examples 
I count only 5 conflations,33 a proportion in striking contrast to 4 con- 
flations out of 8 in the passages of Homer.34 In the present case the evi- 
dence does not support a theory of mere imitation of Homeric diction by 
the composers of the Hymns. 

3'"&ypavXovs E'XtKas flov (Herm. 567), aloirFv &XoXov vroLtaaTro KE6V' ebviLav (Aph. 
44), aov ptLXov KaXE Ova6v (Dem. 56), Kolrv ava& 7a rXaLvawv (Ap. 405), 0or 7rapa 
vrtl p.eXaalv (Ap. 497 = Ap. 511). 

a&OavTrotat Oeols aleLLyeverPatv (f 432), Boo Trapa vtl 'tieXaivf (A 300), Ooyv ava& 
vria .lXatwav (f 430), (ptlXrv s 7rarplsa 'yaaav (3 221). 
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Beyond this there is little to be observed from this type of mutation, 
other than that it does constitute an element of the technique of the com- 
posers of the Hymns as well as of Homer. There is a total absence of 
patterning such as was observed in the case of separation, but this is in 
itself scarcely surprising since the mutation involves no internal reor- 
ganization of the word-group. The technique of expansion presupposes 
the existence in each case of a CN-E with a primary shape and a primary 
position; the addition of expanding elements to this CN-E normally took 
place in accordance with the 'rules' of localization. 

An important point of methodology is raised by the Hymns: because 
they share certain features of diction with Homer, we might reasonably 
suspect that they were orally composed, yet they are too short to allow 
the kind of formulaic analysis devised by Parry and his followers. What 
type of analysis then should be employed in works such as these? The 
root of the problem lies in the fact that a Homeric formula is a word-group 
which is found repeated in the Iliad and the Odyssey only; the appearance 
of the same word-group in the Hymns, or any other non-Homeric work, 
implies only that the author of that work was acquainted with, and was 
capable of imitation of, the diction of Homer; it does not prove per se that 
he inherited the same store of traditional diction as Homer, or that he 
employed that traditional diction for the purpose of oral composition. I 
would argue further that a formula in one of the Hymns is, by definition, 
a word-group which is found repeated within that one hymn, with no 
reference to Homer or any other body of material. It was the patent 
failure to recognize this which vitiated the work of Notopoulos on the 
Hymns,35 and it is this fact which precludes conventional formulaic anal- 
ysis of the Hymns; by the strict definition given above, there are in fact 
few formulae amongst the CN-E in the Hymns.36 In view of this I have 
argued that analysis of the Hymns should concentrate, not on the repeti- 
tion of diction, but on the various types of mutation which may be shown 
to be characteristic of Homer, and the phrase and verse patterns which 
facilitated them. Thus in the case of separation in the Hymns, for exam- 
ple, very few of the CN-E are demonstrably formular, either in their 
primary or mutated form, and it was the evidence of the recurrent phrase 
patterns which was stressed in section (c). 

If this statement of methodology is accepted, we may consider whether, 
in the light of the evidence presented here, we are any nearer to estab- 
lishing the orality of the four long Homeric Hymns. I would wish to argue 

36Above,1. 
a6See J. R. S. Sterrett, Qua in re Hymni Homerici quinque maiores inter se differant 

antiquitate vel homeritate (Boston 1881); H. Fietkau, De Carminum Hesiodeorum atque 
Hymnorum Quattuor Magnorum Vocabulis non Homericis (K6nigsberg 1866). 
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that the cumulative effect of the various strands of evidence suggests a 
considerable probability that the Hymns and Homer belong to the same 
genre. It was demonstrated that the same kinds of mutation were found 
in the Hymns as in Homer, and that the same phrase and verse patterns 
described the mutation process. The figures of incidence, however, 
showed few correspondences in the works examined: the technique was 
apparently the same, but there were at times quite considerable varia- 
tions in frequency of occurrence. Even within a single hymn it was impos- 
sible to find consistency of occurrence of mobility, separation, and expan- 
sion; the one element of agreement which was to be observed was that 
the Hymns contain more examples of these mutations than the two 
samples of Homer. According to the criterion suggested above, if the 
Iliad and the Odyssey were orally composed, it seems probable that the 
Hymns likewise are oral compositions. 

Working from this premise, is it then possible that these differences in 
incidence of mutation might in some way affect the model of the oral 
technique? With regard to the formulaic content of the CN-E diction, I 
argued earlier that "the tradition" was not a type of monolith on which 
all composers drew according to their requirements, but rather that each 
composer built up his own "personal tradition" of favoured formulae 
(above, 5). This idea was proposed some time ago by M. W. M. Pope: 
We have two pictures to choose between. One is of generations of oral poets slowly sifting 
out the most suitable formulae from those their colleagues have been over-fertile in the 
invention of... The other picture is a more human one. It is of poets who build up their 
own collections of epithets and formulae. Some they will inherit from their teachers, 
some they will borrow from their colleagues, some-the majority perhaps-they will 
gradually build up for themselves to suit their own requirements and predilections.37 

I have likewise suggested in this paper that the use made by a composer 
of the different types of mutation might also have been governed by his 
own individual requirements and predilections. To argue thus is tant- 
amount to accepting mutation as a feature of oral style rather than as a 
particular mode of response to a difficulty during composition. In this 
case there is nothing remarkable in the lack of correlation in the figures 
for mutation in the individual Hymns: like all stylistic features, mutations 
will vary in degree of density from composer to composer. General sup- 
port for what may be termed style is provided by the observation of 
modern singers: in The Singer of Tales, A. B. Lord concludes a description 
of the training of a singer with information given by two singers, Sulejman 
Maki6 and Demo Zogi6, and comments: "Both singers stress that they 
would sing the song exactly as they heard it, Zogic even boasting that he 
would sing the song in the same way twenty years later. Makid indicates 

87M. W. M. Pope "The Parry-Lord Theory of Homeric Composition," Acta Classica 
6 (1963) 8-9. 
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18 PHOENIX 

that changing and adding are not good, implying that singers do change 
and add; and Zogic states plainly that two singers won't sing the same 

song alike" (28). 
This argument for style may well explain the differences between the 

individual Hymns in their use of mutation, but does it account satisfac- 

torily for the considerable differences between the Hymns and Homer? 
The answer I believe is yes, and I seek support in the same conversation 
with the two singers recounted by Lord. Zogic told how, after hearing a 

song just once, he sang it himself: "The same song, word for word, and 
line for line. I didn't add a single line, and I didn't make a single mis- 
take ... ." (27). As Lord comments, the importance of Zogic's statement 
is the emphasis it places on his role as conserver of the tradition: the best 
singer, he implies, is the one who stays closest to the tradition. If muta- 
tion is seen as the assertion of the creative force of the singer against the 
limiting influence of the tradition, then the comparatively small incidence 
of mutation in Homer gives us clear indication-just in case we needed 
it-that he was a composer superior to the authors of the Hymns. 
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