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ABSTRACT

The Corpus Hermeticum, a series of 17 Graeco-Egyptian treatises preserved from late
antiquity and containing diverse literary forms, contains material in its first, fifth, and thirteenth
tractates that the texts themselves identify as hymnic. These ‘hymns’ are appended to preceding
dialogues between characters, usually identified as Hermes Trismegistos and his son, that treat
subjects such as god, the cosmos, and the ultimate nature of man. Numerous scholars have
remarked on their peculiar structure and lack of apparent quantitative meter. This study
interrogates the definition of ‘hymn’ from the Greek perspective, analyzes the text of the
‘hymns’ to discover their form and structure, and tries to determine their function within the

tractates in which they are embedded.
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CHAPTER 1

INTRODUCTION

The philosophical Corpus Hermeticum is a series of 17 Greek treatises that consider
philosophical and religious themes localized around what constitutes true or ultimate knowledge
of the world, the cosmos, and the relationship between man, the gods, and the creator. Many of
them, although not all, are in the form of a dialogue between a teacher and a student. Included
with them is a Latin text, usually referred to as the Asclepius, which is thematically linked with
the other treatises and is usually assumed to have been translated from a Greek original. The
principal characters in the text are or are at least assigned the names of Greek and Hellenized
Egyptian gods (e.g., Tat, Thoth, Asclepius). Scholars generally agree that the C.H.’s unknown
authors produced the 18 treatises somewhere between 1 and 300 CE.* Other philosophical
Hermetic material, more or less of the same type, appears in Coptic documents discovered at
Nag Hammadi, is anthologized in the Stobaeus collection, and was discovered in Armenian
translation.?

In three of the Greek treatises, C.H. I, V, and XIII, passages appear that have been
recognized as “hymnic” at least since Richard Reitzenstein initiated modern Hermetic studies

with his Poimandres in 1904.2 Two other texts, the aforementioned Latin Asclepius and the

! Garth Fowden. The Egyptian Hermes. (Cambridge: Cambridge University Press, 1986), 1-11.

2 For a discussion of the Armenian text and a translation, see Jean-Pierre Mahé. Hermes en haute-Egypt : Tome II, Le Fragment
du Discours parfait et les Définitions Hermétiques Arméniennes. (Quebec: Presses de I'Université Laval, 1982).

3 Richard Reitzenstein. Poimandres: Studien zur griechisch-agyptischen und friihchristlichen Literatur. (Leipzig: Teubner, 1904).



Coptic Concerning the Ogdoad and the Ennead, # also contain passages with hymnic material.
Although, as G. Zuntz observes, there are many passages of a hymnic character scattered
throughout the Corpus Hermeticum, these passages are the only sections that explicitly announce
themselves as “hymns.” All of them occur at or towards the end of the treatises in which they
appear and represent an abrupt transition from the teacher-student dialogue of the preceding text.
With the exception of the hymns in C.H. XIII and the Asclepius, they appear to be interruptions
rather than organic developments in the treatises’ argument or narrative structure.

These hymns are interesting for several reasons. Their appearance with and as the
culmination of a preceding dialogue is, as far as | know, unique in extant Greek literature.
Although either they refer to themselves as “hymns” or are identified as such by their preceding
treatises, they do not have any evident quantitative meter, unlike other pagan hymns probably
from the same era, such as the Orphic Hymns and the hymns in Greek Magical Papyri, which
both employ dactylic hexameter. Moreover, their content is ostensibly monotheistic in a way that
has few parallels outside of Christian and Jewish hymns.

This uniqueness of genre and form has motivated the present study, which will examine
the hymns in the context of Greek hymnic tradition, analyze their linguistic features, and attempt
to understand the function they play in their respective treatises. Since the hymns in the
Asclepius and Concerning the Ogdoad and the Ennead are translations into Latin and Coptic,
respectively, rather than the Greek originals, their language is rather different and cannot be
compared directly to that of the hymns in C.H. I, V, and XI1I. Consequently, their analysis lies
outside the scope of the present study. A short hymnic passage at the end of C.H. XIllIlI is also

omitted due to its extreme brevity in comparison with the other material.

4 For the text and a French translation, see Jean-Pierre Mahé. Hermés en haute-Egypte: Tome |, Les Textes Hermétiques de Nag
Hammadi et leurs paralléles Grecs et Latins. (Quebec: Presses de I'Université Laval, 1978).



The most recent and only comprehensive treatment of all of the hymns, including those in
the Asclepius and the Coptic material, was a 1985 doctoral thesis by David John Meredith
Whitehouse.® That thesis examines the hymns’ form critically, engaging with the various
manuscript traditions, and attempts to establish a Sitz im Leben for them. Although Whitehouse
does treat the linguistic structure of the hymns and addresses their place within their respective
treatises, the focus of his work lies elsewhere. The present study, by virtue of its focus on the
three long Greek hymns, will be able to examine the structure of the hymns in C.H. I, V, and
X1 in finer detail and offer a fuller explanation of how they function in their respective
treatises. The assumption of an essential textual unity between the hymns and the treatises in
which they are embedded and a decision to follow a single edition of the Corpus Hermeticum,
that of Nock-Festugiére,® will further narrow the study’s focus and eliminate any potential
distractions.

Chapter 1 will situate the material in the historical context of Greek hymnody and
examine its language. The latter examination will include analyses of poetic, rhetorical, and other
marked language with a focus on syllabic structure and colometry. Chapter 2 will examine the

function of the hymns in the context of the wider structure of C.H. I, V, and XIII.

5 David John Meredith White. “The Hymns of the Corpus Hermeticum : Forms with a Diverse Functional History.” Th.D diss,
(Harvard University, 1985).
6 Festugiere, A. J., La révélation d’Hermes Trismégiste, 4 vols. 2nd ed, Paris: Les Belles Lettres, 1950.



CHAPTER 2

WHAT IS AHYMN ANYWAY?

The bulk of this chapter will constitute an analysis of the structure of the Greek
hymns in C.H. I, V, and XIII. Any analysis of a text that comes down to us as potentially
damaged and fragmentary as the Corpus Hermeticum is tentative by nature. Further adding to the
uncertainty are the various attempts at textual criticism that disagree with each other on major
points. Reitzenstein,” Scott®, Nock-Festugiére,® Whitehouse,'® and Grese,'! have produced
versions of the text that they consider authoritative. Since extensive textual criticism is outside
the scope of this study, I have chosen an established text, Nock- Festugiére, for my analysis
based on the observation that most modern scholars cite it as authoritative. | will note when any
other version has been consulted.

Scholars refer to the material under discussion as hymnic because either the text
identifies itself as a hymn, as in C.H. V and XIII, or the dialogue in which the hymn is embedded
uses the term hymn to describe it, as in C.H. I. Since this chapter will be discussing the structure
of these texts, it is important to understand what is meant by hymn. In English and modern

European languages like French and German, speakers use hymn to refer to material

" Richard Reitzenstein. Poimandres; Studien zur griechisch-agyptischen und frihchristlichen Literature. (Leipzig: Teubner,
1904)

8 Walter Scott. Hermetica: The Ancient Greek and Latin Writings Which Contain Religious or Philosophical Teachings Ascribed
to Hermes Trismegistus. 4 vols. (London: Dawsons of Pall Mall, 1968).

9 Arthur D. Nock, and Andre-Jean Festugiére. Hermés Trismegiste: Corpus Hermeticum. 4 vols. (Paris, Les Belles Lettres, 1945-
1954).

10 David John Meredith Whitehouse “The Hymns of the Corpus Hermeticum : Forms with a Diverse Functional History.” Th.D
diss, Harvard University, 1985.

1 William Grese. Corpus Hermeticum XI11 and Early Christian Literature. (Leiden: E.J. Brill, 1976)



encompassing a wide breadth of forms, meters, and melodies.'? In addition to Greek hymns,
there are Christian hymns written in rhyme, Egyptian hymns in an unknown meter, Zoroastrian
hymns in metrical prose, Rg Vedic hymns in highly regimented quantitative meter, etc. They
share neither form nor structure, but have two common characteristics: they ostensibly seek to
praise a deity and they contain marked language that places themselves outside the bounds of
plain prose.

How did the Greeks define their word Huvoc? Were they as loose in their definition of
‘hymn’ as the modern inheritors of the term? Etymologically, the word is opaque. An early
theory linked Greek buvog with Vedic Sanskrit sumna and the Avestan hapax legomenon humna,
presupposing a Proto-Indo-European *Hisu-mn-o0-s. Sumna is an attractive cognate because it
can be used to mean ‘a song pleasing to a deity.” Unfortunately, if the standard etymology of
sumné and humna as coming from *Hisu-mn-0-s is accurate, the expected outcome in Greek
would be *eumnos (*Hisumnos > *esumnos > *ehumnos > *eumnos).*®* However, if we assume
the Vedic ultima accent is original and that initial laryngeals drop regularly in nominal
compounds accented on the final syllable (cf. vym¢ < Hisu-g"iHs-és), then the problem with the
laryngeal disappears.t* If this is the case, the issue of the initial accent in the Greek remains.

Another promising possibility was to connect tuvoc with the PIE word for weaving:
*uebh. In this scenario, the PIE form would be something like *ubhnos, but insoluble
phonological issues have prevented this etymology from being accepted. Chief of these is that no
other examples of PIE *bhn becoming Greek *mn can be found. Beekes cites some other

etymological possibilities, including a connection to PIE *sH2e; ‘to bind’ with cognates in

12 For the varied material considered ‘hymns’ in European languages, see the diversity in W. Burkert, & F. Stolz (eds.), Hymnen
der alten Welt im Kulturvergleich (Gottingen: Vandehoeck & Ruprecht, 1994).

13 For details of this early etymology, see R. Wunsch Pauly Wissowa s.v. Hymnos, 141-142.

14 For a summary of this theory and an attempt to explain the accental divergence, see Marcello Durrante. Sulla Preistoria Della
Tradizione Poetica Greca. Parte Seconda: Risultanze Della Comparazione Indoeuropea. (Roma, Edizioni dell’ Ateneo, 1976),
155-166



Sankrit saman ‘song of praise”” and Hittite ishamai ‘song, hymn.’*® Vine suggests a background
in the root *syenH ‘sound, intone,” which has reflexes in Latin sonare and Vedic asvanit. In his
formulation, the original form reflects an o-grade action noun (*syon[H]-mo- *‘sounding,’
‘intoning’). With the regular drop of the laryngeal between resonants and *-nm > *-mn
metathesis, the only issue is the remaining o, which is dispatched by the application of Cowgill’s
Law (*TyxoN- > TyuN).'® As the situation stands, there is a welter of etymological possibilities
without a definitive reason for selecting any one of them.

Since etymological considerations are no help, we must turn to usage and the definitions
of ancient writers. The next section will proceed chronologically through some authorial
definitions of ‘hymn.” The first extant textual appearance of Huvog is Odyssey 8.429, in which
Demodocus’ performance is described as do1d1ic buvov. Clearly the word is connected to
performance, music, and song, but exactly what $uvog means here is difficult to tease out.'’
Later on, the term acquired an association with praise. In Plato’s Republic, a passage links and
contrasts hymns with encomia, describing the former as intended for gods and the latter as
intended for good men.*® A passage in the Laws attributed to the Athenian Stranger describes a
hymn as a type of song (150¢ dd7c) that constitutes prayers to the gods (evyoi mpog Osovc).t®
Further on in the same section of Laws, the speaker lists threnodies, paeans, and dithyrambs as
other varieties of song.?° Regardless of what this suggests for Plato’s own definition of a hymn—

the problems that come with assuming that any of Plato’s speakers represent an authorial view

15 Robert Beekes. Etymological Dictionary of Greek. (Leiden: Brill, 2009), 1531-1532

16 Brent Vine “On ‘Cowgill’s Law’ in Greek.” in Compositiones Indogermanicae in memoriam Joachem Schindler, eds.Heiner
Eichner and Hans Christian Luschiitzky (Praha: enigma corporation GmbH, 1999), 576.

17 A “weaving’ of song, drawing upon the etymology cited earlier, is something many scholars still cite. It’s an attractive
interpretation except for the phonological improbability already mentioned. For the textual argument, see Gregory Nagy. Homer
the Classic. Hellenic Studies Series 36. (Washington, DC: Center for Hellenic Studies, 2008), 229-230.

18 Republic 10.607a: Buvovg Oeoic kol éykdpa Toig dyadoig

19 Laws 700 b1-2: xoi Tt fv £100¢ GSfi¢ evyai Tpdg Beovg, dvopia 8¢ Huvor nexoiodvto

20 |_aws 700 b3-5 koi Tovte 87 10 évavtiov v (Sfig ETepov £1d0¢ — Bprivoug 82 Ti¢ GV adTodg HEAGTO EKAAEGEY — KOl TaiMVEG
£tepov, Kol GAA0, AlovOGoU YEVEDLG



will be avoided—the passage implies that at least some speakers of Greek thought of hymns as a
form of song distinct from paeans, dithyrambs, and other cultic forms. Later on, in the 2"
century B.C.E., Dionysios Thrax defines duvog as a poem containing encomia/praise of the gods
and heroes with thanksgiving (uet” edyaototiac).?! By the 4™ century C.E. Menander Rhetor, in
a way similar to the passage in the Republic cited above and likely referring to it, defines the
hymnic form in opposition to encomia, stating that while encomia are addressed to men, hymns
are addressed to gods.?? Around the same period, in a Christian example, Gregory of Nyssa,
possibly writing soon after the composition of the Corpus Hermeticum (4™ century C.E.),
distinguishes hymns from psalms, odes, prayers, and other similar forms by focusing on elements
of praise and of thanksgiving. He writes that the “hymn is praise (edonuia) dedicated to God for
our good circumstances” (toig vmapyovoy Huiv dyaboic).?

Furley and Bremer, drawing upon their own store of ancient authorities, acknowledge
that there may have existed at one point a specific hymnic form separate from other songs
dedicated to gods, but argue that there was also another, generic definition of Guvoc that either
came later or existed alongside the specific, formal definition.?* For ancient corroboration, they
cite a late passage that appears in Photius’ Bibliotheca that is attributed to Proclus: “they call in
general all things written to the gods hymns. That’s why they appear to relate the prosodion and
other examples discussed before to the hymn as a species to a genus.”?® Furley and Bremer
explain this meaning of ‘hymn’ has having been derived from methods of Alexandrian

classification. Any songs of praise to the gods that the Alexandrians couldn’t easily identify as

AThrax 451.6 Hilgard: Buvog éoti moinua negiéyov Oedv ykdpua koi Hedov Het edyaQLoTiog

22 Menander Rhetor. 331, 19f: Zrouvog 8¢ Tig yiveton, 018 pév gig Oeoic, 018 8¢ eic o OvnTd- Ko Bte pdv €ig Oeobe, Huvoug
KOAODEV

2 In inscriptiones Psalmorum 100:3: Huvog 82 1 &mi toig vmépyovow Huiv dyadoic dvatideuévn 16 0ed edonuia

2 William D. Furley, and Jan Maarten Bremer. Greek Hymns, 2 vols. (Ttibingen: Mohr Siebeck, 2001), 1: 10-11
ZPhotius Bibliotheca 320a12-15 Henry: "ExéAovv 8¢ kaddiov mévta & eic TodG vmepdvTog Ypapopeve Buvovg: 10 koi 1o
TPocd30V kol Td GAAN TO TPOEIPNUEVO PaivOVTaL AVTISLACTEAAOVTES T® DUVED @G €101 TPOG Yévoc:



being addressed to a particular deity in a particular form, for example paeans, dithyrambs,
parthenia, were assembled into collections entitled ‘hymns,” which may as well have been called
‘miscellaneous hymns.’?

All of this suggests that by the time of Proclus, the 5" century C.E., the hymn is
considered a genre of song in praise of gods, possibly with thanksgiving as a motive. This is a
sufficiently narrow definition for content, but what of the form of the hymn? As we have seen,
Dionysius Thrax defined a hymn as a noinua. Certain Greek writings define a moinuo in
opposition to prose, the key difference being the presence of meter. For example, Isocrates, in his
Evagoras, sets up a sharp distinction between poetry and prose, writing, “They [i.e., the poets]
make all things with rhythm and meter (petd pétpov kai pubudyv), but they [orators] have no
share of these things.”?’ Gorgias, too, in Encomium to Helen 8-9 simply distinguishes prose from
poetry by saying that poetry is speech with meter (Adyov &yovta pétpov). This distinction,
however, proved slippery and difficult to maintain, as the example of Aristotle, who discusses
the relationship between poetry and prose widely in the Poetics, demonstrates. While meter is a
factor in his analysis, content and other stylistic factors seem to also be important—possibly
more so. For example, in one passage he complains that,

“People, joining together the making of poetry with meter, call those who make elegiac
poetry elegiac poets and those who make epic poetry, epic poets, as though they were calling

them poets not due to mimesis, but according to common meter. Even if something on medicine

or physics were metrical, they ought not to call them such. Homer and Empedocles are nothing

% Furley and Bremmer 1: 11

27 Isocrates, Evagoras 10.5 -10.6: oi pév peta pétpov kot pubudv dravio totodotv, ol §'000evog Tovtmv Kowvovodow: For
more context, see the whole of Evagoras 8 — 10.



alike except in that they are metrical. Therefore, it is appropriate to call the former a poet and the
latter a physicist rather than a poet.”?

This is not the only passage in which Aristotle problematizes the rote ascription of
‘poetry’ to material written in meter, seeming to judge poetry as a genre by different criteria than
Isocrates and Gorgias. For example, in Poetics 1451a36-1451b10, he makes a similar point about
historical material, noting that “history and poetry do not differ in that one is uttered metrically
and the other without meter.”?® His criterion for generic difference lies in poetry’s greater
capacity for creative mimesis rather than its formal structure. Regardless, we can’t be certain that
Aristotle still doesn’t see meter as a necessity for poetry, only that to constitute poetry,
material/speech must contain certain other elements in addition to meter. The matter is complex,
so perhaps it’s best to tentatively surmise from the material available to us that many, if not most
Greeks considered poetry to be connected to meter. After all, Aristotle’s objection to “language
with meter” as a definition of poetry seems to be in direct opposition to a plurality of ‘opponents’
who do maintain that definition.

Still, even if a hymn is a poem and a poem can be counted on to have meter, by which
meter would we define it? Greek poets employed a large number of meters, each of which had
ties and associations with specific genres. For example, epic poets wrote dactylic hexameter,
whereas tragedians commonly--but not exclusively--wrote dialogue in iambic trimeter. Material
described as hymnic as it has been transmitted to us is often in dactylic hexameter. The Homeric

hymns, in keeping with the practice of their eponymous epicist, are composed of dactylic

hexameters. Callimachus wrote five of his six hymns in hexameter. The Orphic poet(s) and most

28 Poetics 1447b 14-20: mAnv ol 8vOpmmoi ye cuvamTovieg 16 HETP® TO TOIETV EAEYEIOMO10DG TOVG 88 Emomolong dvopdiovcty,
oVy ™G KATA TNV WUNGY TomTig GAAL KOWT] KOTO TO LETPOV TPOG OLyOPEVOVTEG: KOl YAP GV 1ATPKOV 1} QLUGIKOV TL S0 TOV
HETPOV EKPEPOOLY, 0VTO KAAETV eldBAGY: 0VOEV 8¢ KooV €0ty Opnpm kol Epumedordel Ty 10 pétpov, 810 TOV HEV momTnv
dikaov KoAELy, TOV 8¢ puoloddyov udAiAov fj Tommyv

29 Poetics 1451b.1 ictopukdg kai 6 TomTig oV T® | EUUETPo, AEYEW T GueTpa SlopEpovsty
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of the hymnodists whose work has been preserved in the Greek Magical Papyri also used
hexameter verse. If we employ the word ‘hymn’ to encompass paeans, dithyrambs, and other
cultic songs to gods, as Proclus does in his above-cited definition of hymn as a genre rather than
a type, what constitutes a hymn is much expanded. Each type of ‘hymn’ had its own meter and
style associated with it. Moreover, Furley and Bremer’s collection of Greek hymns features
diverse meters in addition to those already mentioned.

Notwithstanding whether hymns must be in a particular type of meter, there is evidence
for a type of hymn that isn’t strictly metrical at all—at least not in the way meant by Isocrates or
Aristotle. There are extant aretologies of Isis, possibly translated from an Egyptian original, that
certainly seem hymnic in nature.®® More prominently, however, in the middle of the 2" century
C.E., the rhetorician Aelius Aristides wrote pieces as part of a practice that he explicitly
describes as composing hymns “without meter.”3! Since he goes out of his way to highlight his
lack of meter, in a case of the exception proving the rule, this suggests that either he or at least
some of his 3" century audience expected hymns to be metrical. Aristides’ prose hymns, of
which 9 survive, are essentially epideictic orations composed in honor of various deities. His
work is used a century later by Menander Rhetor as the exemplar of a prose hymn.*

Menander Rhetor, writing after Aelius Aristides in the 4™ century, retroactively expands
the prose hymn category to include some of Plato’s prose in the Symposium and the Phraedrus.®
Possibly using Menander as a guide, a 20" century commentator, Eduard Norden also suggests
that Plato’s ‘hymns’ point to a prose hymn genre that pre-dates Aristides’ efforts. Norden,

however, is looking not for a source for Aristides’ style, but rather for precursors and models for

%0 For a bibliography on Isis aretologies in Greek, see Furley and Bremmer 1: 49

31 Aelius Aristides or. 43. 1.11-12: dmioyvovpevog Buvov €petv Adg, kol tadto &vev pétpov

32 see .M. Bremer. “Menander Rhetor on Hymns”. In Greek Literary Theory After Aristotle, edited by J.G.J. Abbenes Sr. & I.
Sluiter. (Amsterdam: VU University Press, 1995): 58-74

33 Bremer 63-64
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the earliest Christian hymns.®* Although scholars and believers alike have long known from
Colossians 3.16 about the early Christian custom of singing ‘hymns’ of a certain variety, it has
only been within the last century or two that scholars began to suspect that traditional hymnic
material might be embedded in the New Testament.®® The late recognition of these passages as
hymnic is in part due to their structure. They are not composed of quantitative meter, but rather
constitute alternating lines of elevated or poetic language that seems set off from the style of the
rest of the text. These lines are divided by comparisons, conceptual oppositions, and parallelism.
These devices, especially the parallelism, are associated more with Semitic poetry than Greek,
which brings us to the Psalms and other poetic material in the Hebrew Bible, which may have
influenced Greek hymns through its translation in the Septuagint.

The idea of parallelism as the axis around which poetic material in the Biblical Old
Testament revolves is attributed to 18" century scholar Robert Lowth. Adele Berlin quotes a
fairly precise definition of the phenomenon from Lowth’s 1778 introduction to Isaiah:

“The correspondence of one Verse, or Line, with another, I call Parallelism. When a
proposition is delivered and a second is subjoined to it, or drawn under it, equivalent, or
contrasted with it, in Sense; or similar to it in the form of Grammatical Construction; these I call
Parallel Lines; and the words or phrases answering one another in the corresponding Lines
Parallel Terms.”3®

This parallelism, usually referred to as parallelismus membrorum in the literature, can be

complex, and its definition in toto is outside the parameters of this study. Berlin—non-

34Eduard Norden. Die antike Kunstprosa vom VI. Jahrhundert v. Chr. bis in die Zeit der Renaissance. Band I1. (Berlin : Teuber,
1898), 844-845

3 For a fuller description of the process, see Matthew E. Gordley. New Testament Christological Hymns: Exploring Texts,
Contexts, and Significance. (Downers Grove: IVP Academic, 2018), 7-37 or Jack T. Sanders. The New Testament Christological
Hymns: Their Historical Religious Background. (Cambridge: Cambridge University Press, 1971) 1-5.

3 See the later, published version in Robert Lowth. Isaiah, a New Translation with a Preliminary Dissertation and Notes.
(London: Wm Tegg, 1848) quoted in Adele Berlin. The Dynamics of Biblical Parallelism. (Bloomington: Indiana University
Press, 1985), 1
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exhaustively—Ilists “types and subtypes” discovered by Biblical scholars as “synonymous,
antithetic, synthetic” and “incomplete parallelism, staircase parallelism, janus parallelism,
metathetic parallelism, and so on.”®” In spite a wide-encompassing series of subcategories that
lends the criteria for identifying parallelism a certain confusing potential for specificity, the
concept is useful, and because it is a conceptual technique rather than an entirely linguistic one, it
survives in the Septuagint’s translation of the Psalms and goes on to influence New Testament
hymnic material.

Since parallelism exists not only in Biblical poetry, but also in prose, and what qualifies
as ‘poetic language’ varies, some scholars have questioned this way of analyzing Hebrew poetry
and lent some doubt to the methodology behind even identifying certain New Testament
passages as hymnic.®® However, no scholar, to my knowledge, believes that parallelism isn’t a
significant feature of Hebrew poetry and its translation in the Septuagint or that certain passages
of the New Testament aren’t genuinely hymnic. In addition to the ‘Psalmic’ hymns of the New
Testament, early Christians did write hymns in classical meters, including dactylic hexameter,
but we have no examples of them until relatively late. Gregory of Nyssa and Gregory Nazianzus,
for example, wrote hymns in a variety of meters, including hemiambs and anacreontics. Even
among Gregory Nazianzus’ hymns, however, there are examples of hymns that scholars have
been unable to categorize using quantitative methods, namely carmen 1.1.32 and 2.1.3.%°

To return to Norden, he recognizes in both early Christian hymns and some other
examples, including the hymns of the Corpus Hermeticum, an Eastern flavor that he considers

non-Greek. The characteristics of this style are the address of the God directly in the form of

37 Berlin 2

3 For the argument, see Michael Peppard. “Poetry’, "Hymns' and “Traditional Material' in New Testament Epistles or How to Do
Things with Indentations.” Journal for The Study of The New Testament (2008): 319-342

39 Vassiliki Frangeskou. The Hymns of Gregory of Nazianzus and their Place in the History of Greek and Early Christian
Hymnography. (PhD Diss. University of Leeds, 1984)
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“you,” which from his analysis has come to be known as the Du Stil. This form of hymnody is
characterized by a rapid and paratactic style in which one grammatically unconnected line
follows another, an abundance of parallelismi membrorum, and a focus on connecting the second
person singular pronoun of the deity with attributes via the copula (“Thou Art...”). He claims
that in “reinhellenischen Texten” gods are praised through their feats.*°

Further afield, but perhaps useful for analyzing hymnic language, Calvert Watkins, in his
pioneering study on comparative Indo-European poetics, How to Kill a Dragon, recognized a
style of Indo-European religious poetry without the earliest material’s characteristic quantitative
meter. His examples are a harvest prayer in Cato the Elder’s de agri cultura, the Umbrian
Iguvine tablets, the Yasna Haptanhaiti, and more relevant for the present study, the Orphic gold
leaves. According to Watkins, the characteristics of this style, which he calls the “strophic style”
are:

“demarcated strophic structures which can be broken into relatively short lines
which correspond to syntactic units. These lines are often ornamented by alliteration and
other phonetic figures, and may and usually do exhibit characteristic rhetorical and
grammatical figures. The lines commonly involve counting entities, for example
sequences of dyads followed by a triad or a monad. The entities counted are usually

stressed words, accompanied or not by enclitic elements.” **

In the same section, he says that although this language has been referred to as “rhythmic prose,”
that category isn’t necessarily appropriate given how extensively the material’s structure deviates

from regular language. The texts Watkins analyzes are not hymns in that they do not praise

divinities, but they are religious nonetheless.

40 Eduard Norden. Agnostos Theos: Untersuchungen zur Formengeschichte religioser Rede. (Berlin: Damstadt: Teubner, 1913),
221-222.
4 Calvert Watkins. How to Kill a Dragon : Aspects of Indo-European Poetics. (New York: Oxford University Press, 1995), 229
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As the results of this survey suggest, the Greek conception of hymn was diverse and most
likely became more liberal as time went on, eventually expanding by the 4™ century to include
prose hymns and other innovations. In Proclus’ 5" century C.E. definition, ‘hymn’ is a type of
genre that seems to have no other feature besides the religious function of bestowing praise upon
a deity or deities. By this time, Aelius Aristides had already written his prose hymns, Menander
Rhetor had codified them and thereby expanded the definition of hymn, and, if scholars are
correct about hymnic material in the New Testament, Christians had been writing hymns without
quantitative meter for centuries.

The passages in the C.H. that are marked off as hymnic are not hymns if we define
hymns as poetry and poetry as speech with meter—at least if we narrowly define meter as the
quantitative meter of early Greek and Roman poetry. As has been shown, however, certain Greek
thinkers did not consider meter as the defining characteristic of poetry. Even if the hymns in the
C.H. do not have quantitative meter, they display abundant marked language that is uncommon
in prose, such as parallelism. In addition, they use rhetorical techniques that wouldn’t be out of
place in “Asianic” or Gorgianic rhetoric, such as isocola, parisa, homioteleuta, and alliteration, in
addition to standard classical rhetorical fare such as anaphora.*?

In the next section of this chapter, | will go through the structure of the hymnic material
in the Corpus Hermeticum, noting its rhetorical, rhythmic, and poetic features. As chapter two
will focus on the relationship of the hymns to the dialogues in which they are placed, here I will
only comment on content and meaning as they are relevant to structure. |1 will demonstrate that

these texts are built on parallelisms similar to those found in the New Testament hymnic material

42 For the various types of Gorgianic rhetoric, see John Cunningham Robertson. The Gorgianic Figures in Early Greek Prose.
(PhD. Diss. Johns Hopkins, 1891), 4-7
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and the Septuagint, rhetorical forms, and a rhythmic arrangement of lines around imprecise
syllable counts.

An important antecedent to this study is Whitehouse’s 1985 PhD dissertation, The Hymns
of the Corpus Hermeticum: Forms with a Diverse Functional History.*® His is the first, and to
my knowledge, the only previous attempt at analyzing the hymns for their linguistic structure.
His analyses, although sometimes in agreement with what follows, tend to focus on the hymns’
structure in the service of establishing the essential unity of the hymns and establishing a Sitz im
Leben. This central focus leads him to engage in textual criticism and to give only minimal
attention to the ‘marked’ language of the hymns. This chapter, by virtue of its brevity and narrow
focus as well as its assumption that the lines of the hymns ‘belong together’, is able to analyze
the linguistic structure more granularly and to take a closer look at colometry.

When defining and analyzing hymns, classicists often cite Eduard Norden’s Agnostos
Theos. Norden propounded a tripartite sequential structure for Greek hymns.** The first section,
the epiclesis, contains the deity’s name, epithets, cultic toponyms, and relevant genealogical
information. Next, the eulogia details the deity’s many powers, great works, and privileges.
Finally, the euche constitutes the hymnist’s own requests of the deity, which are often framed as
a “do ut des” transaction, a sort of divine quid pro quo. Since the hymns of the Corpus
Hermeticum, although addressing an unnamed creator or father deity, more or less conform to
this schema, I will refer to it throughout as a potentially useful interpretative framework.

Before | begin the analysis proper, | will rehearse previous attempts at structuring the
hymns, of which there have been surprisingly few, and explain the principles behind my own

attempt at colometry.

43 Whitehouse
44 Norden 1913, 168
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PREVIOUS METHODS OF STRUCTURAL ANALYSIS

The hymns do not seem to have quantitative meter, and I know of no scholar who has
been able to formulate such a system for them. However, Scott* and, following him, Zuntz,*
thought that they saw an early version of accentual meter in the hymns in C.H. XIII. The meter
on which they based this observation was that of Byzantine hymns. In the hymns that Scott
cites, the structure is based on alternating lines of equal syllabic length whose accents match
each other exactly. As an example, Scott uses material from the Byzantine hymnist Romanos. An

illustrative example follows:

“n mapBEvoc ofpepoV TOV VITEPOVSIOV TIKTEL

Ko 1) i TOV oTNALoV Td Gmpocite mpocdyet.”’

In this accentual schema, each line consists of 15 syllables and 2 cola, one of 7 syllables
and the other of 8. The accents on articles are not counted and acute and circumflex accents on
all other words are treated as equal. Scott also cites another hymn, but that hymn’s accentual and
strophic pattern is more complex than the one he saw in C.H. XI11, so | will omit it. 48
Taking this Byzantine material as a guide, Scott attempted to apply certain accentual and syllabic
rules to C.H. XIII. A quick, abbreviated summary are those rules are as follows: 1) each couplet
contains an equal number of syllables 2) every circumflex or acute accent denotes a stress except

for those on articles 3) the last stress in both lines in each couplet must correspond, but variation

45 Scott Hermetica 2 :409-418

46 G. Zuntz. “On the Hymns in Corpus Hermeticum XI11”. Hermes 83 .1 (1955): 68-92
47 Scott Hermetica 2: 410

48 Scott Hermetica 2: 409-411



is permitted in other positions 4) long and short syllables are irrelevant. Although Scott had
some success with his model, it was mainly due to the license he took with the text. I will

demonstrate his successes with a few nonconsecutive couplets:

“UEAL® YOp DUVETY TOV KTiGOVTO TO TAVTOL

oV T&ovTa TV Yijv K’ odpavov kpepudoovta”

“o0Th¢ doTtv O TOD VOOG LoV dPOOALES

Kod SEEaTo TV dSuvapemy pov TV poviy”

His schema works well in the first couplet. The only change that Scott must make from
the manuscript is the elision of the vowel in kai before an unaspirated initial vowel. More
changes are necessary for the second couplet: vod > vodg ,an extra pov is added to the first line,
and edloyiav > ewvnv. These are relatively minor changes, but taken as a whole, his revisions
are extensive. For example, view Scott’s doctored version next to Nock’s treatment of the first
section:

Scott:
“ dvoryntm pot dmog poyog Tod KOGHOoV

1 PUOIC TPOGIEEGHM LoV TNV GKoNV. ToD Buvon”>°

Nock:

49 for both selections, Scott Hermetica 2: 413
50 Scott Hermetica 2: 412

17
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“raoo UOIG KOGUOL TPOGdeX£cOm TOD DVOL TIV AKoNV. avolynot yij, Avoryntm pot Tag LoyAog

Ouppov.”

Even with Scott’s radical textual emendation, the couplet doesn’t quite work with his
metrical scheme. He admits that, “there ought to be a stress on pot and one more syllable in the
last colon.” This inexactitude and willingness to commit to major alterations of the material as it
has been handed down to us are constant features of his analysis and colometry. He changes,
deletes, and rearranges words and phrases with an enviable confidence. Still, he has to posit gaps
and corruptions to make his interpretation work.

Zuntz, writing in response to Scott’s analysis, acknowledges that Scott’s “observations
are penetrating and helpful,” but complains that “his attempts at complete reconstruction are
marred, as is so much of his devoted work, by the excessive violence of his criticism.” He goes
on to attempt a similar reconstruction based on accentual meter and syllable length, but this time
based on phrasal clusters that share the same number of syllables. A passage typical of his
analysis runs as follows:

\
“évoiynte ovpavoi, () 14

dvepoi te otijre.

6 koK 0G 6 adGvatoc @ 16

TPocdefachm pov Tov Adyov ®

HEA® yap vpveiv & 12
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1OV kticovta to whvto

tov mhcavta v yijv © 14

Kod 0Vpavov kpepdoovto ©

ko émraéovra © 6

gk 10D dkeovod © 14

70 YAVKD Bdwp dmapysv @

gic Stotpogiv ai ktiow (P 16

vtV TV davipdrav @1

Zuntz makes very few changes from the manuscripts, and his text is very similar to
Nock’s as a result. He removes tod 6god from the second couplet, getting rid of 3 syllables and
balancing it, and he erases &i¢ v oikovuévnv kai doiknrov between $éwp and drdpyerv in the
penultimate. Notwithstanding the incorrect counting of syllables in the second line of the first
couplet (it should be 6, as it’s written here and in Zuntz’s text), his balanced analysis is
attractive. However, it also leaves kai émta&avta as a 6-syllable orphan that can only be met by
its equally Zuntz-orphaned repetition a few couplets down. Additionally, regardless of the sense
of &ig v oikovpévnv kai doikntov or the way it allegedly breaks up the rhythm of the hymn, it’s

a binary opposition and a parallelism entirely in keeping with its context.

51 Zuntz, 89
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ANALYSIS AND COLOMETRY

Like Scott and Zuntz, | see a very rough correlation between the number of syllables in
certain adjacent and usually related lines and sometimes in lines that are structurally or
semantically related but rather far apart. | also see alternations of long lines of similar length
with shorter lines of parallelisms. Unlike Scott and Zuntz, | do not see a consistent accentual
scheme, although adjacent lines do seem to share their final accents more than one might expect
by chance. Absent quantitative or accentual meter, what constitutes a line can be arbitrary.
Considering this, I will start my analysis with the first three “strophes” of C.H. | 31-32. Their

anaphoric structure means that line breaks are easy to spot and difficult to argue against.

1. &y1oc 0 Bed¢ kai matnp TV SAwv. 12

2. 8y1og 6 00, oD 1} PovA) TereiTan dmd TGV 18imv Suvapemy. 22

3. @ry1og 0 Bedg, 0¢ YvwaoOijvar Bovietar Kol yivdoketat Toig idiotg. 23
4. &yog i, 6 Moym cvotnoduevog T Svta. 15

5. 8y106 €1, o0 mico OGS eikmdv EQu.13

6. 8y1og €1, Ov 1 PHoIg 0VK EUOpPoEY. 13

7. 8106 €1, 6 Thong duvapeng ioyvpdTEPOC. 16

8. 8y1og €1, 6 mhong vmepoyiig neilov. 13

9. &y1og €1, 6 kpeitToOV TdOV Enatvov. 11

The first line has 12 syllables, and the next two have 22 and 23, respectively. In my

analysis of the hymn below, I note the strong structural affinities between lines 2 and 3 in content



21

and word choice. In the next strophe, the first line has 15 syllables and the next two each have
13. Lines 5 and 6, similar to 2 and 3, have a semantic link in their varied use of the same word
/concept. The final strophe has 16 syllables in its first line, 13 in its second, and 11 in its final
line. Although this doesn’t suggest a rigorously upheld pattern, it does suggest a concern for a
certain rhythmic parallelism in which the first line of the second two strophes is slightly longer
rhythmically and the next two lines are more or less the same. In the first strophe, the
relationship is reversed: the first line is rhythmically shorter than the 2 related lines that follow.

A similar or at least adjacent structure can be seen throughout the hymns. Like Scott and
Zuntz, I think it’s sometimes obscured by textual difficulties. Unlike Scott, however, I would
prefer not to make changes to the text transmitted to us to make my reading fit. I am also not
certain whether this analysis that | have performed has uncovered anything more rhythmically
tight and structured than what would be expected from an artful prose text.

Although my analysis is tentative, | have performed my own colometry on the hymns
based on my observation that syllable length matters to their rhythm and structure. Sometimes
lines of equal or near equal syllables follow each other, and usually this indicates an agreement
of content or a parallelism or some sort. In other instances, a rhythmic pattern is produced by the
introduction of a relatively long line followed by extremely short parallel lines. Usually, these
structures are repeated at least once throughout the hymn, suggesting that they are deliberate

rather than chance occurrences.
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11.

12.

13.

14.

15.

16.
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ANALYSIS OF C.H. 1 31-32

. y10¢ 0 Bg0¢ kol Totnp TOV Sdwv. 12

. 8y10¢ 6 0£0¢, 00 1| PovAn TELETTON 4md TdV 1dimV Suvapewy. 22

. Gylo¢ 0 Bedg, 0¢ Yvaacbijvor Bovietat Kol yivdoketal Toig idioig. 23
. 8y10¢ i, 6 Aoy® cvetnobpevog to dvta. 15

. &y1o¢ &l, 00 mdica PUGIC sikav Epu.13

. &y10g €1, OV 1) PVOIC 0VK Eudpemoey. 13

. &yr0g €1, O mong duvépeng ioyvpdtepog.16

. &yr0g €1, 6 mdong Vmepoyfi peiwv. 13

. @iylog €1, 0 kpelttov 1OV énaivov. 11

. 0éEan Aoywag Buoiag ayvag amod yoyig kol kapdiog tpog oe 20

avatetapévng, avekAdAnte, dppnte, cloni) eovodueve. 21

QiTOVUEV® TO UT) GEAATR VAL THG YVAGEWMG THG KT ovGiay MUV Enivevsdv ot 25

Kol Evouvapmodv pe,7

Ko TG XEp1Tog TaNTNG OTIGM TOLG £V dyvoig ToD YEvoug ddeAPohg viovg 8¢ cod 26
d10 moTeEv® Kol popTupd 9

eig Comv kol &g yopd 7

17. edhoyntoc i, mbrep 7

18

19

. 0 60¢ GvBpwmog cuvayldley oot BovAetar 14

. KaO¢ mapédwrag avtd TV mdcav EEovaiay.
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The hymn at the concluding section of C.H. I introduces the deity addressed as “God and
father of all things” in its first line. Immediately preceding this identification, the hymnist
describes the deity as “holy” or &yioc in the Greek. This opening line begins an introductory
sequence in which Gyloc stands at the head of 8 subsequent lines after the first.

The word choice speaks to the hymn’s late origin and lends it a very Christian feel. It’s
easy to see how early Christians, encountering the hymn, would have accepted it unquestioningly
as from their tradition. Although common in later Christian texts as a descriptor of God, dytog
rarely appears in Classical Greek expressions of worship as a descriptor of divinities themselves.
Rather, &ytoc more often refers to sacred locations, implements, objects, and animals.® The
threefold repetition of éytog 6 B£d¢ has obvious parallels with the Trisagion,>® an early Christian
prayer that may have been derived from a passage from the cry of the angels in Isaiah 6:3.>* The
Trishagion, however, has éyiog 6 0e0g only once and afterwards replaces 6 0goc first with the
adjective ioyvpog and subsequently aBdévorog. Although ioyvpdg appears in its comparative form
ioyvpotepog, abavarog is nowhere to be found in C.H. I.

The seemingly clear relationship that the 9 lines of this poem have with the Trishagion has led
some commenters to compare it to Jewish liturgy. Birger Pearson goes to great lengths to
demonstrate the Jewish character of this section,> even going so far as to connect the structure of
the entire C.H. | with that of the Book of Enoch. This eagerness to identify this passage with

Jewish materials is connected to the strong use of anaphora in addition to the use of the word

52 Joseph Henry Thayer, Carl Ludwig Wilibald Grimm, and Christian Gottlob Wilke. A Greek-English lexicon of the New
Testament: being Grimm's Wilke's Clavis Novi Testamenti. (New York: American Book Co, 1889), s.v. éytoc.

58 Ayiog 6 ®edg, Ayiog ioyupdc, Ayiog dbdvatog, EAéncov fudg

54 Isaiah 6:3: kai éxéxpayov Etepog TPOG TOV ETepov Kol EAeyov 8y10g &ytog fylog kiprog caPawd mAnpng naco 1 YA tfig 56Eng
OVTOV.

5 Birger A. Pearson. "Jewish Elements in Corpus Hermeticum | (Poimandres)." In Gnosticism, Judaism, and Egyptian
Christianity. (Minneapolis: Fortress, 1990).



24

dyroc.>® However, as Versnal has shown—surprisingly without even referring to the passage in
question—this type of anaphora is not unknown in pagan sources.®’

Regardless of its origins, this opening sequence, which serves as both an epiclesis in
which the deity is invoked and a eulogia, is structured around units of 3. Each sequence of 3
consecutive lines seems to form a strophe of a sort, creating 3 strophes of 3 lines each. The line
of each strophe begins with a 3-word anaphoric phrase. The first strophe’s tripartite anaphoric
phrase, dywog 0 Beoc, is self-evident, but the subsequent 2 strophes contain an unchanging 2-word
anaphora (érylog £1) with a case-varying relative pronoun (6v, o0) or the definite article in the
nominative (6) as its third member. In a tightly constructed hymn such as this, that is unlikely to
be an accidental arrangement. Perhaps coincidental is that &yioc 6 6goc¢ is composed of 6
syllables, beginning with the 3-syllable éytog Still more speculative, but worth mentioning, is
that all instances of the &yiog &1 + relative pronoun/article result in 6 morae if the long syllable is
counted except for &yiog &1, ov, which is too long by a single mora.

Each strophe is tightly constructed based an alternating pattern of case order and
semantics. Although they feature a different anaphoric phrase at the head, the first two strophes
are loosely parallel. The first line of each comprises the anaphoric phrase followed by a copular
construction, which in line 1 is a syndetic noun phrase (koi matnp t@v dAmv) and line 4 an
appositional participial phrase (6 A0y®w cvotoduevog o dvta). The middle line of each strophe
links the anaphoric phrase with a genitive relative clause (ov). The third lines feature relative
clauses beginning with two different cases, the first nominative and the second accusative, which

at first seems to rule out any form of parallelism. However, both relative pronouns are the only

% For more comparanda for the &yiog anaphora and the question of Jewish influence, see Whitehouse’s treatment of the issue in
Whitehouse: 103-106.

5Ty, Versnel, H. Ter unus. Isis, Dionysos, Hermes. Three Studies in Henotheism Inconsinstencies in the Greek and Roman
Religion. (Leiden/New York: Brill, 1990), 210-211.
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ones with a vowel consonant construction, rendering them rhythmically similar, and both final
lines feature God in a patient relationship within a verb phrase (passive subject in line 3 and
direct object of a negated verb in line 6).

The first two lines answer a question about what God is in relationship to all things: he is
the father and the sustainer. They are mainly appositional. The middle lines, containing a
genitive relative clause, are about attributes of God: his will and his image. The third lines are
then about the hypothetical ways that God’s creation does or does not interact with him. These
parallels form an ABC ABC structure that is artful and compelling. Moreover, a conceptual
parallel obtains in the final lines of the first two strophes. Lines 2 and 3 describe God’s will. It is
accomplished by his own powers and his will is that he be known. Lines 5 and 6 describe nature.
It is God’s image, but it does not change him in any way.

The final three lines link the anaphoric phrase with comparative phrases. The
comparative phrases of the first two lines follow the same order: genitive phrase of comparison
followed by the comparative adjective. As a variatio, the concluding line of the strophe places
the comparative adjective at the front. The use of the same adjective at the head of the genitive
phrase of comparison in the first two lines of strophe 3 creates a second layer to the anaphora and
further links them. The word order and the extension of the anaphora in the first two lines
produces a DDE pattern entirely separate from the stylistic marks used in the first 3 strophes.

The section after the triple trisagion is the euche or the part of the hymn in which the
hymnist sets up the traditional bargain between mortals and divinities: I’ll give something to you
if you give me something in return (do ut des). Here, the hymnist asks that God accept his holy

sacrifice in words. As Whitehouse noted, there seems to be a deliberate rhyming structure here
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with three genitives side by side: Aoywcag Qusiag dyvag.%® The three subsequent genitives
describing the heart and soul of the giver stretched towards God also form a triad, although only
of case since one of them has an alpha rather than an eta. The tail end of this triplet constitutes an
alliterative triad when placed with @vatetapévng, avexhainte, dppnre. Still another unit of three
is the epithets ascribed to God, avexAdinte, dppnte, clonf eovovueve, which also rhyme due to
their shared vocative case. These also form a unit in that they mean essentially the same thing:
ineffable, unspeakable, being spoken by silence.

The structure of this next section, in which the focus turns to the hymnist, constitutes the
second half of the euche or the ut des section, where the speaker asks for something in return for
the praise and adoration. In comparison with the rest of the poem as it appears in Nock-
Festugiere the final part seems less carefully constructed. The meaning is clear. The hymnist is
asking that deity and he or she not fail in the task of reaching knowledge that somehow relates to
mankind’s essence. The expression is enclosed within two datives (aitovpéve, pot) referring to
the hymnist and depends upon an imperative verb (énivevodv). kai évduvapmocodv e is best taken
separately due to the change in the verb. Additionally, the next meaningful unit (kai tfi¢ yéprrog
TOOTNG POTIG® TOVE £V dryvoig Tod Yévoug nod adehpoic viovg 8¢ cod) then becomes a balanced
phrase with the initial request (the first containing 25 syllables and the second 26). xai
gvouvapmaoov pe then becomes rhythmically balanced with the next three units of meaning, most
of which contain an equal number of syllables (7). These phrases are congruent except for the
line with 810, which has 9 syllables instead of 7. Whitehouse has noticed a triplet here: the
hymnist employs 3 verbs in the 2" person singular for his petition to the deity (8¢, émivevcov,

gvuvapmcov). >

58 \Whitehouse 109
59 Whitehouse 110
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The next two lines, 15 and 16, take over from line 14 (kai THi¢ xap1tog TOOLTNG POTICM
TOVG £V Ayvoig Tod yévoug GdeApovg viovg 6 cod), which, being about enlightening ignorant
men, refers back to the final section of C.H. | in which the narrator is given an evangelical
mission. Line 15, two first person singular verbs connected with a conjunction, is nicely
balanced by the next line, which a single verb connects two conjoined nouns. The three verbs
(motedom, paptopd, xopd) add to the theme of triplication throughout the text, and the couplet is
connected throughout by a strong assonance based on ® (810 moTed® Kai papTLP® £ig (@NV Kai
P& yop®d) that is highlighted by the paptop@/xwpé end rhyme. Although eddoyntog &i, nétep
seems like an orphan phrase at first, it serves as a way of recalling the first 9 lines, bringing the
attention of the reader/listener back to the divinity and his status and recalling the first line by
repeating mwdtep.

The last part can be interpreted as either one long section of 29 syllables closing off the
hymn or as two lines split between a main clause and a subordinate clause. In the latter case, they
fit the structure of the rest of the poem, with the first containing 14 syllables and the last line 15.
The penultimate phrase aligns the speaker’s will with God’s will (BobAetan), recalling the
content of lines 2 and 3, and stressing that as God’s will is accomplished, so must God
accomplish that of the hymnist. As Scott and Festugiere both note, cuvayidlewv usually means to
“make holy,” but here in conjunction with cot it must mean something like “to be holy with you”
or “to be made equally holy.”®® The last line is an unproblematic request for evangelical

authority (¢€ovoia).

60 Scott Hermetica 2: 73, Nock-Festugiére 1: 28
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The hymn of C.H. V is an epiclesis and eulogia without the euche. The structure, similar

to the epiclesis/eulogia amalgam at the head of the hymn of C.H. I, is based on a series of

repetitions. Here, the repetitions are questions about how the hymnist might hymn or praise the

deity. While the initial questions employing the verb ebAoyem only number two, questions with

vuvnoo are repeated three times, constituting a triad that it is tempting to compare with the triple

triadic strophes of C.H. I. Given this distribution, it’s also hard not to wonder whether a third

section with ebloyem might not be missing, but alas, there’s no indication of this. The

temptation is especially attractive since lines 1 and 10 (Tig odv og gdloyncav mote 88 6&
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vuvnom;) echo each other with 7 syllables and then 12 (bmép tivog 8¢ kai Vuviom;) and 15 (S
i 6¢ Kol VuVHom o€;) balance each other at 9.

The first two questions are posed one after the other before any answer: who might say
blessings about you or in front of you and looking where (i.e., in what direction) might I praise
you, up, down, inside, outside? The questions are not answered positively, but expanded upon by
attributes that serve both to underscore the hopelessness of the task and to fulfill its requirements
(i.e., by saying complimentary things). There is no turning (i.e., nowhere to face)®! because there
is no place around God. The next 4 lines serve to answer the question of who (Tig) might do the
praising. First, the hymn states, “nor is there is anything other than the things that are “ (000¢
dALo 00oEY TV dvtmv ). The next 3 lines constitute balanced parallelismus membrorum
constructions anchored by the repetition of wavza, first at the beginning of both membra of line 7
and then as initial anaphora in lines 8 and 9: All things are in God and all things are from God
(mévta ¢ &v cot, mavta amo cod). Giving all things, God takes nothing (wévta 6idmg Kol 0VOEV
Aappdverg). God has all things and there is nothing that God does not have (navta yap &yxeig, Kol
000gv 0 oVk &yelg). The first two mévta lines are 10 syllables each, with each half of the
parallelism (e.g., Tdvta 6¢ év coi/mdvta amd ocod) consisting of 5 syllables. The last line of the
strophe is 12 syllables and is divided into a parallelism comprised of 5 and 7 syllables. The next
strophe, as the first, contains two questions. The hymnist asks when (m6t€) s/he might hymn the
divinity: there is no season (&pav) or time (ypdvov) that can contain God. The next part, echoing
the structure of the first strophe, consists of a question followed by elaborations of that question

with parallel structures. “For what, or why, (0nép tivog) should the hymnist praise God?” is the

61 o0 yap Tpdmog here could also be understood as meaning “for there is no manner or way. “Nock-Festugiére and Scott seem
baffled by the construction, finding it a meaningless doublet of témog. I, in turn, am baffled by this bafflement, given the
semantic range of Tpoémog and the adverb of manner (mo®d) and adverbs of direction (6ve, kdto, Eom, £€w) in the question
preceding it.
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question. The parallelisms consist of two mostly balanced verb phrases, one with a total of 16
syllables with 8 syllables per expression: “for the things you did/or the things you didn’t do?”
(bngp v éroincag/ i Vep MV ovk émoinoac). The other parallel phrase is not quite as well
balanced with 8 syllables for “because of the things you made apparent” (Vngp GV pavépmacog)
followed by a 7 syllable verb phrase “or because of the things you have hidden” (§} vnép v
gxpoyag).

Scott and Nock-Festugiére have a problem with 31t i at the beginning of the 3™ stanza.
Scott says that the line must mean “why should I praise you?” and that it would imply that “all
adoration is useless.”®? Nock-Festugiére says that it should be properly vrgp tivog,® but that
cannot be the original since the previous question employs vrép tivog and uses V7tép in its
subsequent anaphoric phrases. The parallel constructions that follow are clear in meaning: the
hymnist is asking in what manner or with what relationship in mind should he praise God.
Should he praise God as belonging to him (¢ épavtod), as having something uniquely its own
(d¢ Exmv TLid10V), Or as being other (bg dAAog dv)? Structurally, this strophe is similar to the
ones preceding it in that the first line is immediately followed by a longer line (e.g., T6te 8¢ 6€
vuvnow/ovte Yap dGpav cod odte ypovov Katarafelv duvatdv). The question is 9 syllables and
then the subsequent, longer line is 16, which makes both exactly a syllable shorter than their
counterparts in the second strophe, which weigh in at 10 and 17 respectively. Unlike the previous
two strophes, this strophe follows the question and its elaboration with further explanation for
why the question is necessary.

The hymnist explains that God is whatever he is (cV yap € d [€]év ®), whatever he does

(oV &l 0 av mo®d), and whatever he says (o0 €1 0 8v Aéyw). If the insertion of € before the first dv

62 Scott Hermetica 2: 167
63 Nock-Festugiére, 68
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is ignored, these statements are isosyllabic, each containing 6 syllables. Although the next line
doesn’t begin with a question, and it continues the thought contained in the previous parallel
structures, I’ve chosen to make it the start of a new strophe for the following reason: it continues
the hymn’s pattern of setting up a longer line with successive shorter lines consisting of
parallelisms. If we take the final line as a genuine part of the hymn with eccentric doctrine, it
continues the pattern. The meaning of this line is plain: “you are all things and there is nothing
other” (o yap mévta el koi dAko 00d&v Eotv). The next lines are all parallelisms beginning with
“[even?] what is not, you are” (6 un &o11, 60 &1). This first parallelism moves the o &1 of
previous lines to the end of the line for variation. That God is what is not seems like a curious
doctrine, but the hymnist doubles down on it in the following lines with the parallelism: “you are
what is happening/becoming/you are what is not happening/becoming” (o0 mdv 0 yevOUEVOV/GD
10 un) yevopevov). Both halves of the parallelism are 7 syllables each.

Although 6 un &ot1, oD &1, at 6 syllables balances out the next 6-syllable line “cognition
and the what is being cognized” (vodg pév, voovpevog), the latter, the beginning of a pév... 8¢,
construction, clearly goes with Totnp 8¢ dnpovpy@®v “constructing father.” The logical
relationship between the two phrases is unclear, but even so the hymnist continues to put forth
unlikely parallels: “and God in activity/being in motion” (0£0¢ 8¢, Evepydv) “and the good also
doing all things” (&ya00¢ 8¢ kai mavta modv). The syllables here are unbalanced (7/6/9), but
close enough that the thythm doesn’t suffer too much. The final section seems like a sort of
doctrinal statement divorced from the rest of the hymn, even if it begins with uév yap. The 13
line “for on the one hand air is lighter than matter” (DAng pev yap 10 Aentopepéostepov anp) is
followed by the oppositions “and soul than air/and mind than soul/and God than mind” (&épog 6¢

Yo/ yoyig o€ vodg/vod 8¢ 6 Bedg). Scott has identified this final elemental explanation as an
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intrusion from another part of the text,® but rhythmically, if not logically or conceptually, it does

not seem out of place.

ANALYSIS OF C.H. X1 16-20

1. mdca eUo1C KOGV TPoadexEGHm Tod Vuvov v axonv. 17
2. avoiynOiyi 5
3. dvoryntm pot mag poyAog duppov, 10

4. 1 6évdpa un oelecbe. 7

5. VUVEV PLEAA® TOV TH|g KTioEmG KOpLov,Kai 1O mav koi o &v. 17
6. avoiynte ovpavoi 7

7. Gvepol te otite. 6

8. 0 KOKAOg 0 aBdvatog Tod Beod, TPocsdeEdcH® ov TOv Adyov: 19
9. péAA® yap OUVELY TOV KTicavta td mhvto 12

10. Tov m&avta v yiv 6

11. xai ovpavov kpepdcsovio 8

12. xai émra&ava £k 10D dKeovod TO YALKD Bdwp 17

13. gig Vv oikovpévny Kai doikntov vmhpyey 14

14. gig datpoenv kai KTiow Tdvtwv Tdv dvipodrmy 14

15. tov émrd&avto Top eavijvor 10

16. gig miioav mpa&wv Beolg 1e Kai dvBpadmorg 12 .

64 Scott Hermetica 2: 168



17.

18.

19.

20.

21.

22.

23.

24.

25.

26.

27.

28.

29.

30.

31.

32.

33

34.

35.

36.

37.

38.

ddpeV TAVTEG OOV DTG TNV vA0Yia, 13

@ &ml TV 0VPAVAV HETEDP®, 11

@ Tdong evoemg Ktiotn. 8

00To¢ &ottv 6 Tod vod dpOaiudg 10

Kol 6£Ea1To TV SuVAUE®MY LoV TV gvAoyiav. 15
al duvapelg al év guot, Huveite 10 &v kol TO Tav:-16
ovvacote T® OeAnuati pov mhoat ai &v pot dvuvauelg 19
YV®C1§ ayia, poticheic anod cod, 11

o1 6o TO vonTov e Luvdv 10

xoipo &v xapd vod. 6

nacot dSuvdpelg vuveite cvv €uot. 11

Koi 6V pot, éykpateta, Duvet. 9

dkalosLYN LoV, TO diKkaov Duvet o' £pod.13
Kowmvia 1 éun, 1o mav Huvel dt' Epod-14

Duvel ainbeo v aAneay. 10

10 dyaBov, dyadov, Huver: 9

. Lo kol edg, ae' vudv 7

€1g LAG yopel 1 eOA0Yia.10

evyapLoTd oo, Tatep, EvEpyeto TV duvapemy. 16
evyapLoTd oot Be€, SHVaUIC TAV EvepyeldV pov 16
0 560G Adyoc ot €uod Vuvel oé. 10

Ot gpod 6é&an 10 mav AOY® Aoywny Buciav 15

34



39.

40.

41.

42.

43

44,

45.

46.

47.

48.

49,

50.

51.

52.

53.

54.

55

The hymnist, presumably while hymning, bids various aspects of nature (yfj, poyAog dufpov,

TadTo fodotv ol duvauelc ai &v éuoi- 13
70 TTAV VUVODGL,S
10 60V BéAnua tedodot, 8

o1 BovAr| amo cod émi o€, 9

. T0 Tav Aé€an amod mavtmv Aoyikny Bvciov 14

70 AV TO &V NUiv, o®dle {on, 10

QO E MG, T mvedpa T e~ 8

Aoyov yap 10V cov mowpaivel 6 Node. 10
TVELULATOPOPE, ONovpyé 9

oV &l 0 0edg. 5

0 60¢ vBpwnog tadta fod 9

duh Tupaog, dt' dépog, o1 yiic,11

ow Hdatog, o1 Tvevpatog, 10

Ol TV KTIGHAT®OV GOv. 7

amo 6od Aidvoc edloyiav edpov 12

Kot 0 (NT® PovAd] 1) ofj dvaméravpon. 13

. €160V OeMjpatt T® o TV edloyiov Tavtnv Aeyouévny 19

The first part of this hymn (lines 1-19) is more of a preamble than a proper beginning.

35

ndca PHOIC KOGUOoV, TA dEVOPO, oVpavoi, Ta dEvopa) to get ready and announces his intention to

begin. This necessitates 7 imperatives, the first 4 alternating between 3" person (mpocdeyécdm,

dvoryfitm) and 2" person (dvoiyn6r, pn oeiecOe) and the next 3 beginning with 2" person plural
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imperatives (Gvoiynte, otijte) and ending with a 3" person singular (1pocde£acOm). The hymn
begins with a command to nature, “receive the sound of my hymn” (ndca @OG1g KOGHOL
1pocdeyécbm Tod Huvov Ty akonv), and then subdivides nature into various parts in subsequent
lines. This section is entirely paratactic and asyndetic, creating a forceful and rapid effect that
increases the dramatic force of the commands. Further intensification is accomplished by the
sustained rhythm of a long command (ndca pOG1¢ KOGHOV TPOGdeYESH® TOD Duvov TV dKonV)
followed by short commands of similar syllable length (évoiyn6t y#j,/avotyntm pot mg poyrlog
Suppov,/ta dévopa un ceiecbe).

The following lines retain a semblance of this rhythm, although the 2" longer phrase is
no longer an imperative, but a statement: “I am about to hymn the lord of creation, the one and
the all” (Duvelv péAdo OV Tiig KTicemg KOplov kai o wdv Koi 10 &v). Each of the longer lines has
approximately the same number of syllables, the first two (ndca ¥61c KOGHOL TPOGdEXEGH® TOD
Duvov v dxorv and VUVEV LEAA® TOV THG KTioemS KOplov,kai TO mdv kai to &v) having 17 and
the next (6 kvxhog 6 dBdvotog Tod B0, TPocsde&achm pov TOv Adyov) having 19. The longer
commands both request that the addressee receive the song of the singer. In the first the
“listening” or presumably “sound” (tr)v dxonv) of the hymn (10D duvov) is emphasized and in
the other, the singer’s utterance (pov tov Adyov) is highlighted. The structure of these two lines is
approximately parallel: nominative phrase, genitive, third person singular imperative, genitive,
accusative noun phrase. However, the noun/adjective order in the initial noun phrases is
reversed.

Line 5, in which the singer says h/she is about to hymn (Ouveiv péAdm tov TG KTicE®MG
KOplov kai 0 Tav kai to &v), is tightly packed with alliteration, both initial and internal. The mu

in vuvelv echoes the initial mu in péAAm and tau and kappa weave themselves throughout (tov
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Tiic KTicemg, 10, TO and kricewg KOp1ov, Kai, Kai). The next two imperative phrases (évoiynte
ovpavoi,/ dvepol te otite) are approximately equal in syllables (6 and 7, respectively) and
exhibit the same pattern as the previous short commands: the hymnist enjoins a part of nature to
open (first the earth and whatever the entire bar of rain means: avoiyn6t yfj,/avotryntm pot wag
poyAoc duPpov then the sky: avoiynte odpavoi) and then asks a lesser natural feature to settle
down: don’t be shaken, trees (6évopa un oeiecBe)! ; stand still winds (&vepoi te otijte)!

In lines 9-16, the singer returns to announcing that the hymn is about to begin (uéA® yap
VUVELY TOV KTicavTo Td Tdvta), but in doing so describes the deeds of the divinity, effectively
beginning the hymn even as the hymn itself denies that commencement. The hymnist outlines
God’s deeds with attributive participles, starting out with short participial phrases that take the
accusative: | am about to hymn the one who created all things, the one who fixed the Earth and
hung the sky (tov kticavta td mévto/ TOv mEavta v YRV/ ovpovov kpepdoavta). The next
attributive participial phrase (koi émtd&avta €k Tod akeavod 10 YAvkL Homp/
€i¢ TNV oikovuévny Kol doikntov Vrapyewv) is more complicated and its meaning is disputed.
Clearly the hymnist is trying to say that God orders fresh water (yAvkd Uowp ) from the ocean to
go into habited and uninhabited lands (tr|v oikovpévnyv kai doikntov). Scott denounces the latter
part as meaningless and absurd since why would it matter whether fresh water were led to
uninhabited lands? Still, the contrast is of a piece with the other parallelisms in this strophe: earth
and sky (lines 11 and 12: v yfjv kai ovpavov), sustenance and creation (line 14: dtatpoenv Kai
ktiow), and gods and men (line 16: Beoig te xai dvOpamoic). The full sequence is intended to
praise God by sketching a rough creation myth. First the hymnist says that God is the one who
makes all things, then s/he lists specific examples of those things: namely heaven and Earth. This

leads to the second of part of the creation myth in which God creates man (line 14: tdvtov T®v
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avOporov ) and produces the conditions for him to thrive, the introduction of fresh water in lines
12-3 and the presentation of fire in line 15 (tov émta&avta ndp @avijvar). The hymnist states that
God caused fire to appear for the entire activity of gods and men (gic nacav Tpda&wv Ogoig t€ Kol
avOpamoic), but why the gods need fire (perhaps for sacrifices?) isn’t elaborated.

The next stanza, lines 17-34, is begins and ends with lines terminating in blessing (6®dpuev
TAvTeG OO o T TNV €DA0YIV/ €1¢ DUAC ympel 1 €DAoYia). The hymnist uses a 1st person plural
imperative here (d®pev) to summon everyone together to give a blessing to God (adt®). Lines
18 and 19 are appositives dependent on that initial pronoun. t@® and its descriptor (Letedp,
ktiotn) surround genitive phrases, one with a preposition (éni t@v ovpavdv ) and the other
without (pVoewg ktiotn). This last phrase is a repetition of the theme of God being the creator,
which starts with lord of creation (kticewg kOprov) and continues with the one who created all
things (tov kticavta to mdvta). The avtd, @, Td construction followed by ovtoC is curious, but
not in in a way that is suggestive: “Let us together give praise to him, the one high in the
heavens, the creator of all things. That one is the eye of the mind.” The last line sets up the theme
of the next section and for the first time exhorts God himself to do something “Let him receive
the blessing of my powers.” The powers mentioned are intimately connected to the content of
C.H. XIII and will be explored in more depth in the next chapter. The hymnist orders the powers
within him (ai dvvépelc ai v €uoi) to praise the one and the all (10 €v kai t0 wdv), which recalls
the first part of the hymn. Scott and Zuntz would like to excise this part due to repetition, but it’s
difficult to see why that repetition isn’t simply a part of the hymn’s structure considering that
other words and phrases are recalled throughout.

Another asyndetic imperative clause follows in line 23 (cvviocate 1@ OcAnpati pov macot

ai v éuoi duvdpuelc). The hymnist once again addresses the powers, this time specifying them as
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a full unit (mdoo) invoking them through the hymnist’s will (1@ OeAquati pov). In another
parallel construction , ai dvvauelg begins the first imperative clause in line 22 and then dvvapueic
finishes the next. Whitehouse noted this chiastic arrangement of “powers,” but also tried to link

guoi and pov together by producing a clever stichometry:

al Suvapels al &v guot,
vuveite 1O £v Kol 10 oV
ocuvacote T® Oeanparti

LoV macol ol &V 1ol OLVALELS

Unfortunately, cutting up syntactic units in this way, separating nominative phrases from their
predicates, doesn’t work out systematically throughout the rest of the hymn. % An even more
definitive objection to this arrangement is the placement of pov at the beginning of a line: pov is
a clitic and can never function as a line initial unit.

In line 20, the hymn mentions the eye of the mind (00t6¢ 8o1tv 6 10D vob 6@OaAOS), and
on some level this stanza seems to be concerned with vodg and knowledge. Lines 24 and 25 treat
holy knowledge (yvdoig dyia). This knowledge is illuminated by God (pwtic0gig dnod cod) and
the light of hymns (pdg Ouvav) is cognizable (vontov) through him 6w 6od. These two lines
(yv®o1g ayia, otiebeig and 6od,/51d cod 10 vontov edg buv®dV) form a kind of imperfect
anadiplosis in which “from you” (dno cod) completes the first line and is taken up in the
following line in “through you” (61 cod). Both lines are also linked through figura etymologica

(potioBeig, edg). The final line has a nice alliteration with chi, a letter that doesn’t make much

65 \Whitehouse 308
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of an appearance in this hymn, and is particularly short, only 6 syllables: I rejoice in the grace of
mind (yaipw &v yapd vod).

In the next section of the stanza, the hymnist returns to the powers, enjoining them to
hymn with him (oot dvvapuelg vuveite ovv €uoi.). This sets up a partial list of the dvvdperg, all
of which the hymnist enjoins to “hymn.” The power, self-control (pot £ykpdreia), is cleverly
introduced with xoi o0 pot immediately after cOv €uoi, creating an imperfect anadiplosis that is
reminiscent of lines 24-25. Similar to the conjuration of éykpdreia, the hymnist continues to list
some of the powers by name. Lines 29 and 31 (dikaiocOvn pov, 10 dikatov Huvet ot pod/
aAnBewa v aAn0gwav) rely on figura etymological between a power (dtkatocvvn, and a neuter
instantiation of that power (10 dikaiov). The hymnist enjoins the powers to hymn their respective
concrete examples through him (Guvet dt' €uod). In lines 32-33, the hymnist makes similar
claims, but in line 32, s/he uses an etymologically unrelated, but conceptually appropriate word
as the real world manifestation of the power, linking community with the all, which has been
used for God throughout the hymn (kowwvia 1 éun, 16 wav Huver dt' éuod). In line 33, the good
is apparently identical in name with its power (10 dya06v, dyaddév, Buvel). (dtkatocvvn Lov, T0
dikaov Buvel o' pod. Taken together, lines 31 and 32 (buver aindeto v dAn0eiav/to dyadov,
ayaOov, buver) create a chiastic structure that echoes similar structures in previous lines, but
stands as a more sophisticated example of the technique. The pair of light and life appears in
lines 33 and 34 as powers ( {on kai &g with the same verb (ywped) as it did in the hymn in C.H.
| (gic Lomyv kol edg yopd ) only this time, the blessing goes from the powers into the powers (do'
VUGV €l LpAG) rather than the hymnist going to/into them.

The beginning of the next stanza, lines 35-36 (gvyoploTd GO1, TATEP, EVEPYELD TOV

duvapemv/evyapltotd cot Beg, dvvapig TdV Evepyeidv Lov) are perfectly balanced, each starting
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with edyaprotd cot and following it with a vocative (ndtep, 0€€), a noun (€vépyeia, dvvapug),
and a genitive phrase (t®v duvauemv, Tdv évepyel®dv). The composer of these lines was careful
to ensure that each contained 16 syllables, adding a final pov to make up for the loss of the
epsilon in the first line’s genitive phrase. 6 60¢ Adyoc begins the next line, recalling 6 60¢
avOpwmroc from the penultimate line of the hymn in C.H. I. In line 37 “through me hymns you”
(01" €pod vuvel 6€) continues the structure in the previous stanza and provides a bridge to the
next line: “through me (31' épod) receive (6¢é€an) with the word (Adyw), the sacrifice in words
(Moywnv Buciav)”. As with the duvapeilg and the o kol edg, this is a clear reference to C.H. |
(or C.H. I is referencing this passage). By line 39, the hymnist cannot contain the powers in him
(ai dvvéypelg ai €v époi). No longer are they in need of summoning, but rather they are present,
and they shout (Bo®ov) these things (tadta), they hymn the all (t0 wév dpvodotr), and they
accomplish God’s desire (10 cov 8éAnua tehodot). God’s plan is from him and (presumably)
going to him (o1} BovAn ano cod éni 6€,). Referring to God as the all again, the hymnist repeats
the request that the deity receive the sacrifice in words, this time from all things (10 ndv AéEo
amo maviov Aoywnyv Buciav). The meaning of the next two lines, although an echo of the line 33,
which also mentions life and light (Con kol pdg), is a bit obscure. From the figura etymologica
of the second line, pdtile g (light, illuminate!), it can be inferred that the hymnist sees some
sort of etymological connection between 6®le and {on. c®de {on, poTle PdS, however, is a
nice chiastic phrase with impressive unity and pleasing alliteration and assonance. Both Scott
and Nock put mvedpa in daggers here, but I think it can be read as an apposite vocative with 0&€.
10 mav is used to refer to God throughout the hymn, and in the line after the subsequent line, God

is referred to as the spirit-bearer (mvevpatopope). This in addition to the chiasmic structure of the
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couplet suggests that 10 mav, at the beginning of the couplet, plays the same role as Tvedpa
towards its end (i.e., vocative).

Line 46 “for the mind shepherds your word” (Adyov yap tOv ooV molpaivel 6 Nodg), is
of a pair with line 37, “your word hymns you through me” (6 co¢ Adyog o' Epod vuvel 6€), both
in length and in structure. They are each 10 syllables long and complement each other. The
former places “your word” (Adyov... T0v 60v) in the accusative case at the beginning and its
subject (6 Nodc) at the end, while the latter puts “your word” (6 60¢ Adyog) in the beginning as
the nominative and ends with an accusative (c€). In C.H. I, Nodg, God, and Poimandres are
compared many times,®® so Nob¢ and ¢ are likely to be in the same semantic, position, and case
relationship as Adyog and Adyov, nominative and accusative nouns referring to the same entity
and transposed in location. ITowaivel, ‘shepherd,” with its ending in vei stands parallel to vpvei.
Additionally, it points to a play on words with the name Poimandres, which is often taken to
mean “shepherd of men.” The hymnist calls upon God with two vocatives, the air/spirit bearer
(mvevpatopope) and the demiurge (dnuovpyé), before stating plainly “you are God” (ov &l 0
0cdc). The unequal couplet, oV &l 6 0£6¢./6 60 dvOpmnoc Tadta Pod, opposes God and man and
highlights the subservience of the latter to the former by ensuring that man is related to God by
the possessive 60g. The latter line also recalls line 38, in which the powers themselves shout
(tadta fodotv ai dvvapelg ai v Euot).

The litany of elements that the hymnist shouts in lines 50-52, “through, fire, air, earth,
water, and spirit” (510 Topdg, 01 a€pog, dd YHic/ o1d BdaToc, S TveLpLATOC/
o TdV KTopdTev cov) ends the hymn with the elemental and natural concerns that the hymnist
displays at the beginning (lines 1-19). The first 3 lines of the hymn reference earth (line 2:

avoiynO yn), water (in line 3’s reference to rain: ndg poyAoc SuPpov), and air (in line 4’s

66 See chapter 2 for an interpretation of the relationship between the two tractates.
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command for the trees to stop moving: Tt 6évopa un oeiecbe, which is followed up by line 7, in
which the winds are invoked specifically: Gvepoi t€ otfjte). The hymnist doesn’t mention fire
until line 15 (tov émra&avta top eavijvor), but that still remains in the opening section.
Interestly, the order of the elements in 52-50 the reverse of the order in which they appear in 1-
19.

Finally, the hymnist claims to shout through God’s creations (610 T@V KTIoUATOV GOL).

Lines 53-55 (4nd cod Aidvog eddoyiav edpov/ kai & {Ntd, Povi tij of
dvomémavpor/eidov Oedjpott @ o v edloyiov Tavtnv Aeyouévnv) have been diversely
interpreted as either being part of the hymn or as part of the next section of C.H. XIII. Grese and
Scott are uneasy with the hymnist “seeing” (¢i8ov ) the praise that was said (tfjv edAoyiav tavTnVy
Aeyopévnv),® but it doesn’t fit well enough with the next part of the dialogue to move it there
without other problems. Since it makes a certain quasi-mystical, synesthetic sense, I think it can
be left in the hymn. Furthermore, lines 53-55 are relatively balanced phrases at 12 and 13
syllables each. If line 55 is taken as one long 19-syllable line, it ends the hymn by forming a ring
structure with the 17-19 syllable lines at 1, 5, and 8. Grese’s solution to place v gdLoyiov
tov v Aeyopévny with Tat’s dialogue®® also leaves “I saw with your will” (e1dov OeAjpott T

o®) hanging without an object.

67 Grese, 185, Scott Hermetica 2: 404-405
68 Grese, 185



44

CONCLUSION

The hymnic material of the C.H., although not metrical in the sense of classical quantitative
meter, is artfully and deliberately arranged, containing alliteration, anaphoric phrases,
parallelism, chiasmus, and other poetic and rhetorical techniques that mark it apart from ‘plain’
language. Moreover, it is are arranged based on a shifting and often imprecise rhythm predicated
on the number of syllables per lines and syntactic units. In these ways, it is similar to the texts
Watkins described as belonging to the PIE “strophic style” of religious language. However,
unlike Watkins’ texts, the hymns avoid entirely the use of clitic conjunctions, and they tend not
to involve numerical units beyond 3. The text’s reliance on longer lines followed by a quick
succession of short, syllabically balanced lines based on semantic and structural parallels makes
chanting seem the ideal medium for their recital.

The hymns share stylistic features with other types of poetry, rhetoric, and prose hymns,
but there are really no other texts extant—or at least known to me—to which this type of
composition may be compared. The translations of the Psalms in the Septuagint and the hymnic
material scholars have identified in the New Testament are the closest, but they don’t share the

hymn’s characteristic attention to syllable length.
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CHAPTER 3

WHAT ARE THESE HYMNS DOING HERE ANYWAY?

The following chapter will analyze the roles that the hymns at the end of C.H. I, V, and XIlII play
in context of their respective treatises. Whitehouse performed a similar study, but his work
focused mainly on establishing the text of the hymns, determining whether their individual parts
were composed together, and trying to establish a potential Sitz im Leben for them outside of the
tractates. This study will note Whitehouse’s observations, but ultimately it will assume that the
text established by Nock-Festugiére contains tractates and hymns that were written together.

To begin the chapter, 1 will briefly touch on genres and texts to which the C.H. material
may be compared and note why they are not perfect analogues. These hymns and their tractates
are presented as single compositional units rather than a patchwork of sources cobbled together,
thus representing a hybrid genre that unites dialogue and hymn. In certain Greek and Latin
novels, verse appears in sections in which characters recite poetry. Of these, most relevant to the
Corpus Hermeticum is the Golden Ass, which contains a hymn to Isis.%® Considering that
characters in the C.H. describe themselves as ‘hymning,” these novels probably provide the
closest analogue in ‘classical’ literature to the literary form of these tractates. However, since the
tractates are dialogues and not third person narratives, this comparison is minimally useful.
Whitehouse has also noted that Clement of Alexandria’s Paidagogus, which contains a hymn
immediately following a lecture, also provides a good point for comparison. In the Paidagagus,

however, there is no dialogue. The voice is always that of Clement. The analogy is apt, however,

69 Met. 11.2
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in that the hymn at the end of the Paidogagus both summarizes the preceding lecture and offers
praise and thanks to the God mentioned in that lecture, which is something Whitehouse also
recognized.’®

Jewish and Syriac literature translated into Greek also contains hymns mixed with prose.
In addition to the standard translated ‘poetic’ material in the Septuagint, such as the song of
Moses in Deuteronomy,’* the Song of Solomon, and the Psalms, the Book of Tobit contains an
original hymn, which Tobit sings in thanksgiving after the angel, Raphael, disappears.’? In some
manuscripts of the Book of Daniel, the three young men whom Nebuchadnezzar throws into the
furnace also sing a hymn of praise and thanksgiving after they are rescued.” The Acts of Thomas,
which was originally written in Syriac, contains two hymns, among them the famous Hymn of
the Pearl.”* These are only some of the examples scattered throughout the Septuagint, but they
are characteristic. While these certainly feature the intrusion of hymnic language into prose texts,
neither their content or context is aligned.

Another generic point of reference is the ‘mystical’ dialogue between a God-man or a
spiritual being that appears in many of the Christian Apocrypha and the Coptic Gnostic Texts
discovered at Nag Hammadi.” In the latter, Jesus often plays a role similar to Hermes in C.H. V
and XIII and Poimandres in C.H. I, dispensing cryptic wisdom and doctrinal and cosmogonic
descriptions to an audience that exists to ask questions or to respond in wonder. Various hymns

are scattered throughout these compositions, for example in the Holy Book of the Great Invisible

0 Whitehouse, 38-140

1 Deuteronomy, 32:1-12

72 Tobit, 13-15

73 Daniel, 3: 23-91

"4 For a treatment of the Hymn of the Pearl and discussion of its original language, see Gerard Rouwhorst, “Hymns and Prayers
in the Apocryphal Acts of Thomas,” in Literature or Liturgy?: Early Christian Hymns and Prayers in their Literary and
Liturgical Context Antiquity, ed. Clemson Leonhard and Helmut Léhr (Tibingen : Mohr Siebeck, 2014).

7S For a brief introduction to the Nag Hammadi Library, see James M Robinson, and Richard Smith. The Nag Hammadi Library
in English. (San Francisco: Harper & Row, 1988), 1-26.
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Spirit,’® The (Second) Revelation of James,”” and the Pistis Sophia.’”® These works and the hymns
they contain are outside the scope of this study, since they are extant only in Coptic versions.
Moreover, these hymns are not, as far as | can tell, comparable to those of the C.H. in terms of
structure or their placement in the texts in which they are embedded.

The Acts of John, which is included in the standard Christian Apocrypha, contains a
hymn that is structurally reminiscent of the hymns of the C.H., but it resembles them little in
context. Jesus sings or chants the hymn while the disciples gather around him in a circle, join
hands, and dance. Although Jesus here is clearly a teacher in the mold of a Hermes or a
Poimandres, the content of the hymn is unrelated to teachings before and after it, consisting of
generic praise (e.g., Ad6&a ool matep) and statements that alternate the desire to perform an action
actively with a desire to undergo that action passively (e.g., “I want to be saved and I want to
save” cobijval 06m kol odoat OEAm)."®

The doctrinal and cosmological content of the treatises, as has long been noted, is an
interesting mixture of various Neoplatonic, Gnostic, Judaic, and Christian elements.®’ C.H. I's
discussion of a higher God’s relationship to a lower creator God with the mediating element of
the Logos is of a piece with the cosmology of Numenius of Apamea, Plotinus, Proclus,
lamblichus, and various other Platonic conceptions of the universe that posit a triadic scheme of
universal power.8! The powers and the seven governors that rule the realm of matter, described

in C.H. I and C.H. XIII, are reminiscent of Irenaeus and Hippolytus’ descriptions of the doctrine

76 See. R. van den Broek. Gnostic Religion in Antiquity (New York: Cambridge University Press, 2013), 50-51 for more
information on this text.

" van den Broek, 67-68

8 van den Broek ,69-70 and C. Schmidt. Pistis Sophia, trans. V. MacDermot (NHS 9; Leiden: Brill, 1978).

8 ActsJohn, 94-95. For a background and bibliography on the hymn, see Hans-Josef Klauck, The Apocryphal Acts of the
Apostles: an Introduction, trans. Brian McNeil (Waco: Baylor University Press, 2005), 33-35.

8 For a concise and detailed look at this hybrid cosmology, see Nicola F. Denzey, Cosmology and Fate in Gnosticism and
Graeco-Roman Antiquity (Leiden: Brill, 2013), 109-126 .

81 These formulations are incredibly complex; for a detailed summary, see John D. Turner, Sethian Gnosticism and the Platonic
Tradition. (Louvain: Les Presses de L’Université Laval, 2001), 409-446.



48

of Valentinus and his followers.®? In Valentinian Gnosticism, there are seven heavens,
corresponding to the seven planets, which exist underneath an eighth, the sphere of the fixed
stars, or the Ogdoad. The Aeons that compose the Ogdoad in this Valentinian conception include
Nodc, Adyog, Abeia, and Zwon, words which appear prominently and represent cosmological
and spiritual forces throughout C.H. I and C.H. X111.8% A closely linked concept, found in
various formulations in Orphism, Middle and Neoplatonism, and other systems of Gnosticism, is
that the soul, descending from God, acquires negative qualities from each of the seven planets as
it passes them on its way.®* In spite of this similarity of doctrine and even, sometimes, the
manner of doctrinal exposition, none of the works in which these philosophies and religious
schemes occur are structured in the same way as the tractates in the C.H., and certainly none take
the form of a dialogue culminating in a hymn.

While some of the texts and genres mentioned above contain hymns with surrounding
prose and/or narrative—or even hymns and mystical dialogue—the position of the hymns in
C.H. 1, V, and XIII makes them imperfect points of comparison. As this chapter will argue, the
hymns at the end of C.H. I, V, and XIII appear at the end of their respective treatise and, in part,
perform a summative function. This places them outside the generic bounds of texts, Abrahamic,
Gnostic, Platonic, and otherwise, with which they share doctrine and content. For this reason,
this study will consider the unity of hymn and dialogue in C.H. I, V, and XIII mostly in isolation,
only offering a minimal amount of comparison with outside texts where interest or clarity

demands it.

82 For their description and how it squares with extant Coptic sources, see. Gilles Quispel. "The Original Doctrine of Valentinus
the Gnostic." Vigiliae Christianae 50, 4 (1996): 327-52.

8 For a treatment of intermediary powers in Gnostic and Neoplatonic texts and their relationship to C.H. I and XII1, see
Festugiere 1990 111:158-174

84 Gilles Quispel. "Hermes Trismegistus and the Origins of Gnosticism." Vigiliae Christianae 46, 1 (1992): 9
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With these generic concerns out of the way, a brief plan for the chapter can be given.
This study will take the form of three sections, each of which will concern a single hymn and its
tractate. The sequence will follow the possibly arbitrary order of the most common manuscripts.
An attempt will be made to position each within the narrative of its tractate and to analyze the

functional relationship between the tractate and the hymn.

ANALYSIS OF C.H. |

Before analyzing the relationship of the hymn at the end of C.H. I and its tractate, this
study must address the objection that such a relationship might only exist in the mind of a
compiler who placed them together. The hymn is unique among the hymns treated in this study
in that two witnesses for it exist independently of the manuscripts in which the Corpus
Hermeticum has otherwise been preserved. All of it, more or less corresponding to the text Nock-
Festugiere has prepared, is featured in a collection of Christian prayers found in Berlin Papyrus
9794.8 Additionally, Campbell Bonner found a fragment of the hymn, significantly altered from
other versions, on an amulet in the British museum.® Since a precise date can be set for neither
the manuscript version of the hymn nor the other two witnesses,®” an argument could be made
that the hymn as it exists in C.H. | was composed separately from its tractate and added later.
However, this study will follow the lead of Scott, 8 Dodd,® and later Whitehouse,*® in assuming

that it was composed for C.H. | based on the numerous correspondences between its vocabulary,

8 C Wessley. “Les plus anciens monuments du christianisme écrits sur papyrus, I1.” Patrol. Orient 18 (1924), 249
86 Campbell Bonner. “Liturgical Fragments on Gnostic Amulets.” Harvard Theological Review 25 (1932), 362

87 ¢f. Whitehouse, 85-87 for dating issues for all 3

88 Scott, Hermetica 2: 69

8 Dodd, 202

% for the full argument, see Whitehouse, 85-95
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themes, and content. Not only will the subsequent analysis be conducted with the essential unity
of the work in mind, but that analysis will provide more evidence for that unity.

In beginning the analysis, it will be necessary to give a description of the whole tractate.
The first tractate of the C.H. is the description of a supernatural experience in which an unnamed
narrator encounters a mysterious being while in a meditative state. The being identifies himself
as Poimandres, the narrator’s mind, and God, and reveals a creation myth that explains how
man’s immaterial soul became trapped in a material world. The structure of the encounter is a
dialogue between the narrator and Poimandres, but the narrator very rarely gets a chance to
speak, and Poimandres does not search for his or her input, but rather lectures, asks questions
about the lecture, and corrects the narrator when appropriate. The culmination of Poimandres’
speech is the teaching that the physical world can be overcome through gnosis.

After Poimandres/ Nob¢ /God completes his revelation, he imbues the narrator with
mysterious powers and charges him/her with the task of preaching the way of gnosis and
liberation to the race of man. In a peculiar in-text escalation of events, the narrator describes
going about that evangelical mission, including a short and vague sermon about how his/her
audience can rouse itself from ignorance. Finally, the narrator, feeling overjoyed at having been
blessed with what he/she requested at the beginning of the tractate, announces the intention to
thank the deity for its bounty. Here the hymn of C.H. | begins.

The reader of the tractate is unlikely to be surprised by the narrator’s instinct to hymn
since hymning and thanking God are referenced not infrequently. The narrator thanks
Poimandres, who is identified with both mind and God throughout, explicitly twice with
eoyopot®.®! In describing the activities of saved men who have arrived at the Ogdoad, which is

either the highest Hermetic heaven or the penultimate stage before it, Poimandres notes that

91 C.H. 1 6.8and 20.4
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these souls, “propitiate the father lovingly and give thanks, blessing and hymning in an orderly
way before him with love.”%? Poimandres goes on to describe a soul that, after having been
denuded of the last aspects of the physical world, “hymns the father with beings” (Opvel cOv T0iC
ovot tov motépa)® and listens to the powers above the Ogdoad “hymning God with some sweet
sound.”®* Based on these passages, as Whitehouse also notes,®® the hymn fulfills the structure of
salvation and ‘Hermetic’ ascent suggested in the tractate. The narrator, who had been imbued
with the powers and given an evangelical mission by God/mind/Poimandres, hymns and praises
the deity as part of that salvational process.

Whitehouse also recognizes that the hymn has the effect of summarizing and completing
the preceding tractate, but only provides a few examples from the text. In fact, the hymn serves
as an excellent way for the reader to recall the material presented in the tractate, referencing its
content both explicitly and implicitly. Many words that appeared throughout the tractate are
employed strategically in the hymn to recall certain sections or points of doctrine; however, there
are also portions of the hymn that are purely original expressions of thanksgiving and requests
for personal aid. To demonstrate that the hymn refers to the preceding tractate throughout, I will
go through the numerous allusions that certain words and word phrases constitute. For ease of

reference, | will place the appropriate passage before my analysis.

1. &y1o¢ 0 Bed¢ kai maTnp TV SAwV.
2. 8y1og 6 0gdg, o 1) PovAr) Tedeiton md TRV 1dimv duvapewy.

3. @rylog 0 Bedg, 0¢ YvwaoOijvar Bovdetot Kai YivdokeTal Toig 10101g.

92 C.H. 122.6-22.7: 1oV natépa ikdokovtol dyamntikdg kol edyapiotodoty e0A0yodvieg kal Duvodvteg TeTayuévag Tpog avtov Tii
oTopYT

9BC.H. 126.1-26.3

9C.H. 1 26.5-26.6: dxovel kai Tvov Suvapemv vrgp TV 0ySoatikny eVo ewvij Tvi Hidein Duvovsdy Tov 0e6v

9 Whitehouse, 26-127

% Whitehouse, 116
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The hymn opens with the identification of the divinity as wotnp t@v 6Awv (Gylog 6 Bedg
Kol watnp TV OAwv). Poimandres identifies himself as “Sym Nodg 6 60¢ 06¢” in C.H. 1 6.3. In
C.H. 8.1, again Nod¢ is connected with watnp 0gdc. In C.H. 1 9.1, Nod¢ is directly referred to
with the same epithet as 0€d¢ is in the first line of the hymn, “the father of all things” (6 motrp
t@®v OAwv). Later on, in 12.1, the same expression is used, but with a synonymous word for “all”
(Tavtwv motp).

The next two lines (&ytoc 6 0£d¢, ov 1 PovAn TereiTan dmd 6V idimv duvapewv/ &ytog
0edg, 0¢ Yvmaobijvar BodAetan kai yivdokeTot Toig idiolc.) consider will or desire. (BovAn).
Will/desire is important throughout the tractate, both that of the nameless narrator and that of the
divinity. In the beginning, Poimandres asked what the narrator wants to hear and to see (Ti
Bovlet ducodoor koi OsdoacBor), and the narrator’s response is expressed with Bovlopor.®” When
Poimandres is asked whence the elements of nature arise, he answers, “from the will of God”
(Ex Bovfic Be0).%8 In C.H. 1 13.2, the act of fashioning the physical world is expressed as a
result of will: Nodc “itself wanted to create” (nBovAnOn kol avtog dnpovpyeiv). After creation,
matter lacks animating spirit, and so the Adyog descends upon creation through energy that
‘happened’ by the will of God.*°

Line 2 states that God’s will is accomplished through his own ‘powers.” That God is
associated with duvdpug, or multiple dvvdyperg, is established early on in the tractate. The narrator
looks up, and sees “in my mind, light among innumerable powers.”*% Poimandres has already

established that he himself and God (6g6¢) are synonymous with pdg. These powers are

97C.H.11.6-33

BCH.18.2

99 C.H. 1 14.10: &a 8¢ i PovAd] éyéveto &vépysto

100 C.H. 17.3: &v 1 vot pov 10 &G &v duvapesty avopduntolg dv
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associated with the highest state of being, appearing multiple times in a passage describing the
ascent to the Godhead.'%* They also seem to have some sort of salvational function. As was
previously mentioned, Poimandres imbues the narrator with the powers before giving him his
evangelical charge.1%?

Line 3 is about the knowledge of God. Knowing God is already a concern from the
earliest part of C.H. I. Whitehouse rightly connects the hymn’s reference to knowing God and
the narrator’s request to “learn things and grasp nature with the mind and know God.”%3
Elsewhere, when Poimandres provides the narrator with his/her first vision, it asks if s/he
understood it, and the narrator responds. “I will know.”*% After identifying itself with the light
the narrator saw, suggesting that what the narrator will know is God, Poimandres exhorts the
narrator to “know the one seeing and hearing in you, the word of the lord, the mind, father God.”
105 Finally, after explaining to the narrator what will happen to a soul undergoing an ‘ascent’ in
26.1-26.10, Poimandres says that this is “the good result for those having knowledge.”'% The

hymn here reminds the reader or the listener that throughout the tractate God, in the form of

Poimandres, has wanted to be known and that ultimately, it is known by its own people.

5. tiy1og €1, 00 mioa UGS kY EQu.

6. 8y1og €1, Ov 1 PHOIG OVK EUOPPWCEY.

01 C.H. I: 26.1-26.10: xoi t61€ YouvoOEig 4md TdV Tiig dppoviag dvepymudrov yiveton &l Thv dydootikiyv @doty, Thv idiov
Sovopy Exmv, kol DPVET oDV Toig 0061 TOV TaTépa: cuYYaipovst 8¢ ol mapdvieg Tf ToHTOL TaAPOLGi, Kai OpolwdEig Tolg Guvodoty
aKoVEL Kol TVOV Suvapemv DIEP TV OYS0TIKTY GGV G@VT] TVt NOgiQ DvoLSdV TOV Bedv- Kol ToTe TaEEL AvEPYOVTaL TPOG TOV
ToTEPA, Kol avTol £l Suvapelg Eavtovg Tapadiddact, Koi Suvapels yevopevot &v Be@ yivovtat. TodTo £€6Tt TO Gyabov Té€Aog Toig
yv@dowv Eoynkdot, Bembijvat. owmdv, ti péAAels; oby dg mavto maporafov kabodnyog yivn toig d&iotg, dmmg To Yévogs Tig
avOpordTTOG S10t 50D V7O O0D cwOTY;

102 C.H. 1 27.1-27.2: todta inwv 6 MowdvSpng &uol duiyn toic Suvauecty

108 C.H. 1 3.1-3.2: Mabsiv 0éhw 16 dvta kod voficat TV To0Teov Oty kol yvdver tov 0edv

104 C.H. 16.1-6.2: 6 8¢ IMowévdpng &poi, Evoncac, pnot. v 0éav tantnv 8 Tt xoi BovAetor; kai, Tvdcopo, Epnv &y®

105 C.H. 1 6.5-6.6: Ot yv®01 10 v col PAémov kai dxodov, Adyog Kupiov, 6 82 volc matp 0gdg.

106 C.H. 1 26.9-26: 10016 €071 10 dryaddv TéLog T0ig Yvdov E5)mKoat
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Lines 5-6 treat nature (@¥o1g) and God’s relationship to it. pOo1g appears many times
throughout the Poimandres in many ways. The narrator wants to know nature (¢pvo1c), and in
providing the narrator with that knowledge, Poimandres tells a creation myth in which @vo1g is
used liberally. The trope that the world is in God’s image recalls the section in which man is
fashioned in the father deity’s image (t1)v t0d motpog gikova).’?” The word 15ioc and the word
nopon are connected in a passage in which God is said to love his own form (“6vtag yap koi O
00 Npaodn Tiic idiag popeiic). 1% Given the context of poper in C.H. 1, it seems that this line
not only serves to summarize doctrine, but also to prophylactically correct any mistaken ideas
that certain passages might engender in the tractate’s readers. For example, man is referred to as
having God’s own image in C.H. | 12-3-12-4 and the beautiful form of God is shown to lower
matter in C.H. 114.3-14.4 (£d&i&e 1] Kotweepel pOoeL TV KoANY T0d 00D popenv). In spite of
God’s association with nature and form in the text, the hymn emphasizes that those things don’t

affect the deity at all.

7. 8106 €1, 6 Thong duvapeng iyLPOTEPOG.
8. 8y1og &1, 6 Thong Vmepoyfg neilov.

9. &y106 €1, 6 KpeitTOV TOV Enoivov.

Lines 7-9 are original expressions of piety that don’t seem to have an obvious
relationship to the rest of the tractate. They are fairly standard expressions of the unsurpassing
greatness of God for which any number of parallels could be cited in Christian, Pagan, Gnostic,

or Manichaean literature. Curiously, éywog, the word that is repeated 9 times anaphorically at the

WICH. 11123
18 C.H.I:12.3-12.4
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beginning of the first 9 lines doesn’t appear very often elsewhere. In fact, it only appears twice,
both times describing the logos: once when the holy word falls into previously inanimate or
soulless nature (Adyoc &ytog €népn T evoer)'?® and once in announcing the speech God/mind

gives to the newly created beings of the Earth on multiplication.!°

10. 8¢ Aoykag Bvciog ayvag amo yoyic Kol kapdiag mpog 6

That the hymnist bids the deity to accept the “holy sacrifices in words” (0éEon Aoyikag
Buoiag ayvag) is an explicit acknowledgment of the hymn’s function of thanksgiving, which was
previously discussed as part of the passage on the tractate’s foreshadowing of the hymn to come.
Since sacrifice is a type of thanksgiving and often goes along with hymns, it is perhaps
unsurprising that the hymnist uses Ovcia, or sacrifice, as a metonymous figure for an offering of
praise and thanksgiving. Mary Depew directly connects the two in her work on hymns and genre,
observing that, “hymns are not prayers, but are, like sacrifices and libations, offerings to a
God.”'!! Most of this line (86E01 Aoyikdc Bvsiog ayvag amd yuydic kol kapdiag mpog 6£) is an
original expression of reaching towards the deity in thanksgiving, but yuyn has important
associations with an early passage. Namely, a section in which one of the C.H.’s familiar
doctrinal ‘sayings’ or ‘formulations’ is expressed: “man arises from life and light into soul and
mind, from life to soul, and from light, mind.”**? These are few and far between in the
Poimandres, but they are abundant throughout other tractates, and Mahé believes that they may

form the structure around which the tractates were first written. This explains why the hymn may

19C.H.: 15.1-5.2

H10C.H.: 118.5

H1“Mary Depew. “Enacted and Represented Dedications: Genre and Greek Hymn” in Matrices of Genre: Authors, Canons, and
Society ed. Mary Depew & Dirk Obbink. (Cambridge : London: Harvard University Press, 2000), 63

H2CH.1175-17.8
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take the time out for such a seemingly insignificant allusion. Additionally, and probably less
important for prospective Hermeticists, yuyr recalls that creation was partially accomplished
through born souls (yevwnuétov yoyédv)'3 and is of a piece with the intent of the narrator before
he/she begins the hymn to give a blessing “from [my] soul and my [whole strength] to father

God."1

11. avoteTapuévng, aveklainte, GppnTe, GLOTT EOVOVUEVE.

The heart and the soul of the hymnist stretching up towards God (4o yoyiig kol kapdiog
Tpo¢ o¢ lavatetapévng) recalls in both verbal form and direction the vision of Poimandres as
light that the narrator sees at the beginning of the tractate (dvavedoavtog 8¢, Oewpd &v T@ voi
1oL TO &G &v duvauesty avapduntotg dv).1 The narrator must lift his or her head to see light
mixed with the powers. The triple epithets of the indescribable and mysterious nature of God,
inexpressible, ineffable, and spoken by silence (&vexAdinte, dppnte, clOT] E@VOLLEVE), are
evocations of a trinitarian motif and do not seem to have much of a summarizing purpose.

Instead, they are artful ornaments that add to the piety and devotion expressed in the hymn.

12. aitovpéve 10 P ceaAfval TG YvOoemg Thg kot ovsioy NUdv Enivevsov pot
13. xai Evouvapmacov pe,
14. xai T 1ap1tog TaNTNG POTIC® TOVS £V Ayvoig TOD YEVOULS AGEAPOVS LIOLG 08 GOD

15. 810 motev® Kol PopTLPD

U3CH. 185
114 C.H. 130.9: 810 818w £k yoyfic ko ioydog 6Ang evroyiov Td matpi O
USCH.17.2-7.3
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When the hymnist asks that God approve of his or her not failing in the knowledge
according to our (presumably human) nature (aitovuéve T0 P GQaATvaL TG YVOoe® TG Kot
ovoiav UMV nivevsov pot), the reference seems to be to C.H. 1 26.9 in which Poimandres
mentions that the good ending (16 dyafov téhog) for those holding knowledge (toig yvdov
goynkoat) is apotheosis or to be deified (OewOijvar). The only other reference to the word yv@docig
is C.H. 1 27.5, in which the narrator, after having been given his or her missionary charge, begins
to preach to men the beauty of piety and knowledge (10 tiic evoefeiag kal yvhoemg kGALoG). The
reference in the hymn probably is intended to suggest both the hymnist’s striving for knowledge
and to bring to the reader’s mind the evangelical mission that ends the tractate. This dual allusion
is further confirmed by the following request to be empowered (koi Evovvapmacodv pe) and the
sudden shift to the matter of proselytizing “and with this grace I will enlighten the brothers of my
race in ignorance, your sons” (koi Tf|g X4pttog Ta0TNG GOTIC® TOVG &V dyvoig Tod YEvoug
ad6el@ovg viovg 8¢ ood). In the missionary section directly before the hymn, the narrator entreats
his listeners to repent in terms of ignorance and light, “those being joined to ignorance, exchange
darkness with light” (kai cvykowvevicavtec Tii dyvoiq: amarldynte Tod okotewod potoc). e
“Because I believe and I testify” (510 motedo kai poptopd) is a continuation of this theme,

reinforcing the conviction with which the narrator is going to testify and establishing it in the

mind of the reader.

16. gig Lonv Kol O Yopd
17. edhoyntog i, mhep
18. 6 60¢ avOpwmog cuvayrdley oot fovAeTon

19. xabmg TapédwKkag anTd TV mhoav £ovciov

U6 CH.1:285
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As Whitehouse has noted,'*’ the life and light pairing of “I go into life and light (gig {wnv
Kol pdC yopd) appears numerous times throughout the text.!!® Oftentimes God, Nodg, and the
logos seem either to be light or made of light. For example, in the creation narrative, Nodg, is
described as “God, being male and female, consisting of life and light.”*'°® God is again called
light and life in 21.5 (p&d¢ kai {on €éotv 6 0e0¢ kal matp). Poimandres at one point explicitly
connects the knowledge of man’s nature as light and life as necessary so that one may come to
life again (i.e., be reborn).*?° As was previously quoted, Poimandres speaks a series of cryptic
equations about the nature of man, again reiterating that man is from light and life, but stating
that from light and life, he went into soul and mind, from light to soul, from light to mind. 1%
Further on, when Poimandres asks the narrator about what s/he’s learned, he/she says that it was
the logos that “God, father of all things, created from life and light, from which man arose.”?2

The first part of the hymn’s final couplet (6 c0¢g dvOpwmog cuvaytaley oot fovAeTar)
references the way that Poimandres introduces itself towards the beginning of the tractate (éym
Nodg 0 60g 0edg). While God states to him/her that it is “your God,” the hymnist/narrator at this
point, replies through the hymn that he/she is “your man (6 60¢ dvOpwmog).

Authority (é€ovoia) in the ending line not only produces an association with the

evangelical mission with which the narrator has been tasked, but also evokes a description of the

natural state of man, who “is mortal, having authority (¢€ovcia) over all things, yet suffers

17 Whitehouse, 89

18 to kai dg as a metaphor or a description of God is extremely common, seemingly modeled on John 1.4, and appears often
in Gnostic, Manichaean, and Neoplatonic literature. For a study on how the use of light in the C.H. relates to other religious texts
from Late Antiquity, see. Jorg Blchli. Der Poimandres: ein pagansiertes Evangelium. (Tubingen: Mohr Siebek, 1987), 51-53.
H9C.H. 1 9.1: 6 82 Nodg 6 0e6g, appevodnivg dv, Lo koi eég drdpywv

120C H. | 21.5- 21-7: @é¢ xai {om goTiv 6 Bgd¢ Kai Totip, &€ 00 éyéveto 6 AvBpmmog &av oDV nabng avtov £k {ofic kol eoTdg
dvta kai Tt K TOVTOV TLYYAVELS, €15 (oM TOAY Y@PNOELC.

L1CH. 1 17.5-17.8: 6 & AvBpwnog éx {ofg Kai pmTdg 8yEveto eig yuymv kol vodv, &k udv {ofic yoyiv, ek 88 eotdg vodv

122 C H. I: 21.3-21.4: 'Ot &k pwtdg Koi {ofic cuvéoTtnkey 6 TaTHpTdY Shmv, & 0D Yéyovey 6 AvBpmmog
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mortal cares, subject to fate.”*?® That this type of authority is necessary to effect change in the
mortal world is evident in C.H. | 13.3-13.4, when No¥¢ descends to the realm of the demiurge in
order to have all authority (“yevouevoc €v ti} onuiovpyiki) oeaipq, EEmv v mdoav €ovaiav). A
few lines down from this, Nodg is said to have “all authority over mortals of the cosmos and
reasonless beings.”*?* Still later, at the end of the tractate, the narrator reminds his audience of
his preaching, saying that they have the authority of immortality (é£ovoia Tfig d0avaciag).!?

Taken together, these references suggest that the hymn had a summarizing and mnemonic
function. Presumably a disciple would have memorized the hymn in order to better retain the
content and doctrine of the preceding tractate. Another function is obvious and based on the in-
text function of the hymn. The narrator, a character in the tractate, says s/he wishes to praise and
thank God for his or her transformation, the mixing with the powers, and his or her evangelical
mission. This, plus the in-hymn description of itself as a “sacrifice in words” suggests that
thanksgiving and praise is the function the hymn plays in the narration.

The simple piety of the hymn points to another role that it plays in the tractate. At the
beginning, Poimandres asks the narrator what he wants to know. The narrator says that one of
her main desires is to know God (“yvévau tov 0g6v”’).1?° The revelation that follows is certainly
about God, and Poimandres makes many identifying statements about the deity; however, these
statements, although they may have been perfectly understandable within the context of an ideal
reader’s knowledge of Hermetic doctrine, seem strange and even contradictory to the uninitiated.
For example, Poimandres self-identifies with the deity, claiming that he is “mind, your God”

(Notg, 6 6oc 0e6¢)t?” and instructs the narrator, “look and listen in yourself; it is the word of the

123 C.H. I: 15.4: 40vatog yop OV Kod mavtov v é€ovaiav Exwv, Té Ovntd mdoyel VToKeinevog TH elpappévn.
124 C.H. I: 4.1-4.2: 6 10D 16V 0vnTdV KOGLOL Kol TdY dAdYV (hov Exmv Tticav §Eovsiay

125C.H.1:28.3

26 CH. 1:32

RICHI 6.3
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lord and the mind is God the father.”'28 Further on, Poimandres describes the creation of a
second voig, created by the first vobg and identified as the dnuovpyog. This vodg is also referred
to as a God, one of fire and spirit, and it creates 7 governors (dtoikntdg tvag éntd) as well as a
governing force known as fate (Stoiknoig avtdv sipapuévn kaieitar).*?° The maker deity then
makes the world, and something referred to as the word of God (6 tod 6g0d Adyog) jumps into
the pure creation thing of nature (10 kaBapov Tiic pvoemg dnpovpynua) and unites itself with the
demiurgic vovc. Still later in the tractate, Poimandres describes souls that, having sloughed off
their mortal form, go towards God, give themselves to the powers, and ultimately become the
powers, which is said to be a type of apotheosis (a becoming God or fsm8ijvon). “*°

The result of Poimandres, a self-described 0gdg, discussing multiple levels of 0g6g,
Ao6yog, and Nodg with the narrator, who, according to Poimandres will one day be 0gdc, being
commanded to spread some sort of message about 0edg is a complex theology with no clear
boundaries. The details of this theology are either cognate with or influenced by theological and
cosmological conceptions in various Gnostic and Neoplatonic treatises,*! and would certainly
have been familiar to some readers of this text; however their lack of originality does not make
them any easier to understand, and the reader, who is presumably a potential Hermetic disciple,
may have been minimally familiar with such philosophy. After having interacted with
Poimandres, the narrator is enjoined to spread the revelation he’s just received, and the reader,
having received the message secondhand from the narrator, may also feel compelled to share that
message. But what exactly is that message? Is the Poimandres separate from the narrator? Is the

narrator separate from the reader? Do the reader and the narrator share a quality that is

128 C.H. I: 6.4-6.5: “10 &v ool BAémov kai dxodov, Adyog kvpiov, 6 8¢ vodg motp 0edg”

129CH.1:92-93

130 C.H. I: 26.6-26.9: dvépyovrar mpdg TOV matépa, Kai antol £ig Suvapelg ontodg mopadidoact, kai Suvapels Yevouevor v 0@
yivovtat. ToD16 €01t TO AyaBov T€Aog Toig YVdoLV Eo)MKOat, Bewbijvat

181 ¢f. the discussion of the treatises’ content and the notes on pages 3-4 of this chapter
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synonymous with Poimandres, 0g6¢, Adyoc, and Nodc? Regardless of the Sitz im Leben of the
text, both tractate and hymn, a reader looking for guidance is left uynmoored and disconcerted
unless he or she is familiar with philosophical works that arguably explain the interrelationships
between the deity and various cosmological elements in greater depth and with more clarity.

A middlebrow Hellenic Egyptian, not necessarily knowing arguments from Porphyry or
Plotinus in detail—or possibly at all--would presumably be looking for piety of a more popular
sort. Deities in the Greek and Egyptian worlds were complex and multifaceted, possessing
multiple, seemingly contradictory identities and qualities; however, there do not seem to be
philosophical texts detailing the specifics of those identities and qualities nor their origins. There
can be a Zeus or a Hermes of multiple locations, each having their own qualities and stories, or a
tripartite Goddess, but no attempt to account for these devotional practices reasonably or
discursively survive. C.H. | takes the appearance of a philosophical dialogue, albeit an
untraditional dialogue between a spirit-like being and a narrator in a trance or meditative state.
Arguably however, this dialogue uses the language of Greek philosophy more extensively than
other texts in related genres, such as the dialogues and gospels found at Nag Hammadi. The
reader, due to the dialogic form paired with the philosophical vocabulary, is cued to think
rationally and to expect arguments.

When these arguments are revelatory rather than reasonable and religious rather than
philosophical, the reader is disconcerted, but the philosophical jargon likely prevents the reader
from shutting off her critical faculties. Thus, the multiple identifications of God throughout the
text and the vertiginous shifts of God’s location (coextensive with Poimandres, outside
Poimandres, in the narrator, coextensive with the narrator) are unlikely to be forgotten by the

tractate’s conclusion, and the reader looking for religious or philosophical truth may feel
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uncertain and disquieted. That is where the unitive function of the hymn in C.H. | emerges most
clearly. As Whitehouse suggested and this study has demonstrated, the hymn does indeed
function as a summary of the tractate’s contents as well as a thanksgiving for its epiphanies.
Beyond these textual strategies, however, is its task of reassurance and unification. All
paradoxical or difficult definitions of the divinity are set aside to produce a single object of
worship. In the hymn, God is one, a creator and father divinity who built everything, in whose
image everything is made, and who is unchanged by the natural world that it built. The hymn’s
structure implicitly refers back to Hermes Trismegistos through its abundance of triplets, but
overall the message is simple. The hymn concludes the dialogue and summarizes it, but it also
resolves all the potentially contradictory statements it contains and the philosophical and

cosmological questions it raises in a steady flow of feeling directed at a simple target.

ANALYSIS OF C.H. V

C.H. V is identifiably a dialogue since the speaker addresses Tat in the first line**? and
throughout the text; however, the absence of any extant lines for the speaker’s interlocutor
effectively renders it a monologue. The speaker goes through a series of doctrinal points,
teaching Tat that it is necessary that, since it made all things, God itself is not apparent and that
apparent things are born and mortal, while invisible things are eternal. Since God is not visibly
apparent, Tat must apprehend God through the ‘eyes of the mind.’

If Tat needs evidence of God, the speaker instructs him to look to creation, to the sun, the
moon, the stars, the sea, and the earth. God made all those things and established their rules and

boundaries. The speaker wishes that Tat might ascend to the sky on wings of a bird to see the

182 C.H. V 1.1: 16v8e oot tov Ao6yov, & Tdr, Sieedevoopar,
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magnificence of God’s creation. He then enumerates the many feats that God performed in
creating the human body in its own image. Directly before the hymn, a section of praise appears
in which God is described in expansive and pantheistic terms. The only signal that the speaker
has begun to hymn rather than to speak is the change in person from third person descriptions of
God to second person address and the references to blessings/hymns in the hymn itself.

The switch to what has been accepted as the hymnic material from the main tractate is
especially difficult to detect since, of the three tractates with which this study is concerned, C.H.
V appears most similar in language to the C.H.’s hymns. The narrator consistently uses rhetorical
language throughout, employing balanced clauses of positive words or phrases followed by their
negation, paradoxical antitheses, alliteration, isocola, anaphora, and other rhetorical strategies.
Examples of these can be found in the first passage, which, it should be stressed, is from the

body of the tractate and not from what has usually been recognized as hymnic:

ét1 dpaviig 0£0¢ pavepmdTatdc oty Koi tovde ot tov Adyov, @ Tar, Seelevcopar,29
dmmg um duvmtog N Tod kpeittovog Ogod dvopartog. 18

oL 0¢ vOEL TG TO d0KODV TOTC TOALOIG APAVES PAVEPMTATOV GOl YeEVIGETAL. 24

O yap v fv <det> &l <un> dpoveg qv- 11

AV YOP TO GOVOLEVOV YEVWWNTOV: €@y Yap- 13

10 8¢ apaveg del éott ToD Yap eavijvor ov xpnlet detl yap éoti. 22

Ko Td QAL TTAVTOL POVEPQ TTOLET, AVTOG APoviG v, 17

¢ Al OV oveP®V aTOG 00 GovEPODTAL, <YEVVE>, OVK OTOG YEVVMUEVOG, 24

&v pavtacig 6¢ <ovk EoTr> Tavta eavToci®dv. 15

N ydp eoaviacio povov TdV yevwntdv éotiv. 14



64

008V Yap EoTv ij pavtacio 1) yéveorg. 1 14

Since this passage is usually considered to be straight prose rather than ‘marked’ in any
way, it will be necessary to consider its poetic and rhetorical features in detail to establish its
poetic and rhetorical qualities. The “unapparent, most apparent “ (AQOvNG POVEPDTATOC)
description of God is an already a paradoxical juxtaposition of antitheses, and the speaker of the
tractate uses this association to great effect. S/he states that “it would not be eternal, if it were not
unapparent” (00 yap v fv <dei> £l <un> deaveg v) and uses the same logic to repeat and
alternate ways of expressing that idea. The speaker goes through an argument in which s/he tries
to establish that God is most present not despite its invisibility, but because of it. The gist of the
dialogue is that God does not appear because he is present in all things, and that if he did appear,
he wouldn’t be eternal. Variations of the same words appear throughout, or at least words with
the same roots. More specifically, various forms, both nominal and verbal, of paive
(pavep®OTATOG, PAVOUEVOV, EQAVY, APAVES, PAVEPAV, POVEPODTAL), YEVESLS (YEVWNTOV,
YEVVOUEVOG, YEVEDLS, YEVVE, YeEVVTAV), and pavtacia (pavtaci®yv, eavioociq) in phrases
containing seemingly paradoxical material such as “he makes all other things apparent, he
himself being inapparent” (kai T GAAQ TAVTO POVEPE TOLEL, aDTOC Apavig dv). Even balanced
isocola with a type of chiastic structure emerge, such as “r yap pavracio pé6vev T@v yevvntdv

2

gotiv/ 000V Yap €otiv 1 pavrtacia 1 yéveoic,” (“for appearance is of born things alone/ for birth
is nothing other than appearance”). Both phrases have 14 syllables and éotiv and gavtocio are
transposed in the second. This is not the only passage in C.H. V that features this sort of marked

prose.

18 CH.V11-1.10
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Later on in the treatise, the speaker directs Tat to look at man if he wishes to see God.
This section is lengthy, and unlike the previously cited section, does feature the lines of evenly
balanced syllables. Keep in mind that this passage, like the previous passage cited above, is not
material that has been marked as ‘hymnic’ in treatments of C.H. V, but rather is part of the

principal text:

1. &l 0éherg kai St TV Ovnddv Odoachor TV £ml Thg Y|g Kol TdV v fuod 23
2. vénoov, ® TEKVoV, dMUIovpyoduEVoV &v T yaotpi Tov dvOpamov 20

3. Kai Tod OMpovpyNUatog axpidg v tévNVY é€€tacov, 18

4. xoi paBe tic 0 onpovpy®dV TadTV TV KaAnv kol Beiay tod dvBpdmov gikdva. 24
5. 1ig 6 1oV dPBaAOVS TEPYpAYOC; 10

6. Tic 6 TG Pivag Kai T AT TpLRCaC; 12

7. 1ig 6 10 otopa davoiag; 9

8. 1ig 0 10 vedpa €xteivag kol decpevoag; 12

9. 1ig 0 OyetevoNG TOC PAEPOC; 9

10. tig 0 T0 doTé0 oTEPPOTOMGOG; 11

11. tig 0 déppa tf) capki mepPardv; 10

12. tig 6 ToVg SaKkTOAOLG dlEADV; 9

13. tig 0 101G Mool Pactv MAatovag; 10

14. tig 6 dropv&ag Tovg TOpove; 9

15. tig 0 1OV omifjva éxteivag; 8

16. tig 0 Vv Kopdiay Topopocdt Tomoag; 14

17. tig 6 T& T vedpa T cvvbeic; 7
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18. tic 6 10 frop TAatdvog; 8
19 1ig 0 TOV TvedOVa oMpayYOoas; 9
20. tig 0 TV Koiav eVpOy®pov momaog; 13

21 1ic 6 Td TYIdOTATA EIC TO PaVEPOV EKTLTIOGAG Kol TO aioypd kpoyag; 134 23

Even at first glance, this passage very much resembles hymnic material. Still, to establish
that relationship beyond a doubt, another detour into chapter one’s granular analysis may be
useful. At the beginning of this excerpt, rather lengthy lines of 23 and 24 syllables enclose two
shorter lines of 20 and 18 syllables. Line 2 begins with an imperative (voncov) and line 3 ends
with an imperative (¢£étacov). The first line has obvious alliteration (0éAeic kai o0 TV BvnTOV
Ocdocacba) and the root for ‘to fashion’ shows up in three different variations in three successive
lines (Onpovpyodevov, dnpovpynpatog, onpovpy®v). The next 17 questions are anaphoric,
starting with tic 6 (who is the one..?) and, with limited variation, some version of the definite
article in a type of polyptotic anaphora. Nearly all the questions end in nominative aorist
participles ending in -ag, creating an end rhyme to complement the initial anaphora. Two lines
end with orphan endings, Topovg and cvvbeic, and two lines end with present nominative
singular participles that mirror and echo each, epipaiav and diedmv. Still one other follows the
majority in end rhyme, but not in form, ending with the accusative plural noun eAéBag. The two
lines that follow the line and the couplet with unique endings echo each other, using the same
participle at the end (tig 6 Toig moci Bdotv mMhatvvag;/ Tig 6 TO Arop mhatvvag;). Much like the
lines in C.H. XIII’s hymn, the lines here seem to alternate syllable length in semi-predictable
ways, with the 6™ line and the 8" line being equal, the 7" and the 9" then the 11" and the 13™,

the 12" and the 14™, and so forth. This whole passage is encircled by 2 lines of 23 syllables.

134 C.H.V 6.1-6.15



67

These poetic and rhetorical techniques, although present in C.H. I and C.H. XIII, are not
nearly so dense as they are in C.H. V. In fact, if the entire tractate consisted of lines as balanced
as those cited above, it would be tempting to suggest that much, if not all, of C.H. V is itself
intended to be a hymn or a type of prose poem. For this reason, the hymn at the end of C.H. V
seems not so much like an intrusion into an otherwise straightforward prose text, as it does in
C.H. I and XIII, but rather an organic development of the preceding material. The ‘hymnic’ or
poetic nature of C.H. V has also been noticed by Chlup.* Chlup, however, also mentions a few
other tractates as containing this type of language, which is certainly true, but the material that
Chlup mentions lacks the attention to syllable length that certain passages, such as the one
analyzed above, in C.H. V display.

In his section on this hymn, Whitehouse suggests that it, much like the hymn at the end of
C.H. I, functions as both a summary of the tractate in which it appears and an offering of
thanksgiving after the tractate has been shared.**® Certain sections of the hymn do seem like they
could serve as a way for a disciple to recall the lessons from the tractate. As in my analysis of

the first hymn, 1 will go through these correspondences systematically.

1. Tig ovv 6e edAoynoaL;

2. vmep oo 7| mpog GE;

The first section seems to deal with both the inadequacy of the hymnist to come before
God ,“Tic odv g gdloynoar;” (who would [be able to] hymn you?), which recalls section of the

tractate 2.5-2.8 in which the narrator instructs Tat “to pray so that he might be able to think on

135 Chlup 137
136 Whitehouse, 270
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so great a God.” That the narrator assumes that Tat may not be able to do so suggests that only a

person at a particular level of skill or favor might approach the deity.

3. mod 8¢ kai PAETOV EDAOYHCW OE,

4. dvo, Kato, E60, EEM;

5. 00 yap tpdmog, 0O TOMOG EGTI MEPL GE
6. 003& GALO 0VOEV TMV HVTOV

7. mévta O €v col, Thvto amd 6od

8. mavta H10m¢ Kai 0VOEV AapPavers.

9. mévta yap &xels, Kol 00dEV O 0VK EYELS.

Lines 3-9 are concerned with space.’®” The hymnist asks “Looking where will I
bless/hymn you? Up, down, inside, outside?”” and explains that “there is no turning [i.e., no place
to turn], for there is no place around you.” This question and concern with space and place
recalls C.H. V 3-4’s focus on the deity’s establishing the earth and the heavens and marking
boundaries between the two. Furthermore, the question concerns sight, and the reader is
reminded of the section at the beginning in which the tractate establishes that God is himself
invisible to sight and “cognition alone sees the unapparent, itself being unapparent.”*® The line

“all things are in you and from you” refers to C.H. V 3-4, which highlights the deity’s role as

137 This expression of the impossibility of approaching God has many parallels in other texts, including Chapter 2 of Augustine’s
Confessions. It is associated with negative theology, for which see Michael Williams. “Negative Theologies and Demiurgical
Myths in Late Antiquity,” in Gnosticism and Later Platonism: Themes, Figures, and Texts, ed. John D. Turmer and Ruth
Majercik. (Atlanta: Society of Biblical Literature, 2000), 277-302.

138 C.H. V 2.8-2.9: vonoig yop povn 6pd 1o deavég, g koi ot dpavig 00co,
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“maker of all things,”**® and the introduction to the tractate (C.H. 1.1-1.10), which states that

God makes all things apparent.

10. ote 8¢ 6€ HuvHow;

11. obte yap dpav cod obte YpOVOV KOTAAAPETV duvaTov.

Although there is no part of the tractate that deals with time explicitly as time, the section
of the hymn that concerns God’s timelessness (when shall I hymn you?), may be intended to
bring the reader back to God’s creation of the heavens, the stars, the sun, and the sea. In C.H. V
3.2-33, the speaker instructs Tat to keep in mind the sun, the course of the moon, and the order of
the stars” (voncov tov A0V, vOncov Tov GeEAqvNg Spopov, voncov Tdv aoTtépov Thv Tat). 140
All these heavenly bodies and the sea are mechanisms by which time is expressed. Furthermore,
since God is identified with the sun,#! the ultimate marker of time, it stands to reason that he
must not be subject to it. The second set of antitheses that expand the question “for what reason
should I praise you?” are clearly references to the hidden God who makes all things apparent of
the first section, whereas the first set, in which the hymnist questions whether s/he should praise
the divinity for the thing it has made or not made (bngp ®v énoincoag, fj Vnep GV odk émoincag;)
alludes to the strange section in which even those things that have not been made or ordered are

said to have a master.

15.8w ti 8¢ kol dpviow o¢;

139C.H. V: 4.5 6 10010V Téviev momTig

140 C.H. V 3.1-5.10, but characteristic is C.V. 4.3- 4.4 in which the speaker asks who established the boundaries of the sea and
made the Earth: “tig 0 tf] Bahdoon tovg dpovg meptBoardv; Tig O TV Yijv £dpdocac;”

141 Extended metaphor at C.H. V.:3.4-3.10
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16. og Enantod Gv, a¢ Eywv Tt idlov, ®g GALOC BV;
17. o0 yap €l 0 [g]av o,
18. oV &1 O dv To1®

19. 60 €1 0 v Méyo.

In lines 16-19, after line 15’s question of “why should I hymn you,” the pantheistic
identification of God with the speaker, all the things the speaker does, all the things the speaker
says, all things which are, all things which are not, and everything happening and not happening
recalls two passages of the tractate directly before the hymn. In C.H. V 9.6-9.8, the speaker states
about God, “for there is nothing in all this [i.e., everything], which is not him, and that one is
even all things himself and all the things that aren’t.”*? Later, in C.H. V 10.4-10.5, the same
formula is rephrased, “there is nothing which that one is not, for all things are what that one
is.”**3 This seems to be an example of the hymn elaborating on the tractate rather than tersely

referencing it.

24. vodg pEv, VOOULLEVOG

volg pév, vooovevog sends the reader (or the listener) back to the passage in the tractate
where Tat is told that God must be grasped by the mind rather than seen (“first pray to the lord
and father singular and not one that you might be able grasp such a God in your mind”).}*4Tat is

then instructed to think on God with the eyes of the mind.**® Although God is not referenced as

142 5388V yép EoTv &v TavTi éxetve O ovK TV avTOC. E6TIV 0VTOC Kol TOL SvTa amTdg Kol ToL U SVTa.

143 988y &oTiv 00TOC O 0VK E0TL TAVTA Yap <8> £6TL Kai 0VTOC E0TL

44 CH. V 25-2.7: edéar mpdTov 16 Kupio koi matpl kol pove Koi ovy &vi...tva Suvndfic Tov tkodtov Bedv voficat
145 C.H. V: 2.9-2.10: &i dHvaca, toig 0D vod debaloic pavijcetat, @ Tdt:
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vob¢ anywhere in C.H. V, this short line reminds the Hermetic disciple that what s/he has been

taught to consider in the tractate, namely God, is cognition itself.

25. matnp 0 dnuovpyYdV
26. 0g0g 08, Evepydv

27. dyobog 6¢ Kol TavTa ToLdV.

Lines 25-27 of the hymn refer back to the tractate’s lengthy passages about God’s
creation of the world and its creatures. C.H. V 7.5 explicitly identifies the unseen God as the one
involved in demiurgy (0 davng 0gog, T® £avtod Oelnpatt Tavta dnuovpynoag), and the
passage below it, C.H. V 8.1-8.10, describes the extreme impiety inherent in saying that created
things occurred without a creator in three different ways.'#® The idea of God as maker with mo1é®
occurs a number of times in this passage on creation, but characteristic is C.H. V in which it is
stated that “it is impossible that anything happens without a maker” (ywpig Tod motodvtog

advvatdV 0Tt YevEGOaL TU).

28. DAng pev yap 10 Aemtopepéctepov anp,
29. dépog o0& yoyn,
30. yoyiig 8¢ vodg

31. vod 6¢& 0 Bedg

146 C.H. V 8.2 is representative of the structure: o910 8¢ 10 dnpovpynua ympic dnpovpyod yéyovev;
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The final lines, 28-31, are difficult to see as anything other than a reference to doctrine
that is no longer extant. Mahe, in his discussion on the Armenian translation of Hermetic
sayings, suggested that the core structure of Hermetic texts was scaffolded by gnomic sayings
such as this, so it may be the case that these lines represent important doctrine that a disciple
encountering this text would already have been familiar with.#’ In any case, its syllabic structure
is apt for ending the hymn, but its contents are a little difficult to square with the rest of the
tractate. Regardless of the origin of the final part about air being lighter than matter and so on,
much of the hymn’s function seems to be mnemonic and summarizing. It refers back to the
previous tractate both explicitly and in veiled references and would possibly have been
memorized in order to aid doctrinal retention.

As has been demonstrated above, passages of the tractate employ strikingly marked
language, both poetic and rhetorical. This makes it difficult to demarcate exactly where the
tractate ends and the ‘hymn’ proper begins. The standard practice since Norden has been to begin
the hymn at the point when the speaker switches from 3™ to 2" person, moving from the Er Stil
to the Du Stil. However, as is apparent from C.H. I, Hermetic hymns did not necessarily stick to
one or the other mode of address. Given this background, the material immediately preceding the
question “who should hymn you” begins to look an awful lot like the beginning of the hymn.

Consider the following lines:

1. obtog 6 Bedg dvopatog kpeittov 11
2. obTog 6 dpavig, 6
3. 001G O PovEPMTATOC 8

4. 6 1® voi Oswpntog, 7

147 Mahé, Hermeés 2: 407-408



73

5. o0To¢ 0 Toic dPOUANOIC Opatodc: 10

6. ovtoc O domuorog, 7

7. 6 moAvG®paTog, 6

8. LOAAOV O& TOVTOGOUOTOG. 8

9. 0034V €Tty ovTOC O 0VK EoTL- 10

10. mévto yop <6> EoTt Koi ovToC 8ot 11

11. xoi o0 Tovto dvouata Exel drovta, 14
12. 811 €vog éott maTpodg, 8

13. xai 010 TodTo aTOC dvopa ovk Exet, 13

14. 811 mévtov Eoti mothp. 8148

If, as has been suggested, the function of the hymn at the end of these tractates is to be a
summary of the preceding material, lines 1-5 are an excellent example of the type. Rather than
indirectly or conceptually allude to the content of C.H. V, which is the practice in the standard
‘hymn,’ these lines state everything plainly. “That one is the God better than all names” (obtog 0
0e0c ovopatog kpeittav) is a direct repetition of part of the tractate’s first paragraph. The next
two lines, “that one is the inapparent/that one is the most apparent” restates the thesis of C.H. V
1.1-1.10, which was quoted earlier in this analysis. The next two lines “the one seen by the
mind/that one is seen by the eyes” allude to C.H. V 2.9, where the speaker enjoins Tat to
consider God through the eyes of the mind. Lines 6-8 continue to stress the paradoxically
insubstantial, but ever present nature of God that the tractate emphasizes throughout, but
especially at the beginning, calling God “bodiless, but many bodied/and even all bodied” which

is an expansion and an embellishment of the inapparent/apparent distinction.

148 C.H.V 10.1-10.8
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Lines 9-10, “There is nothing which is not that one/for all things are also that one” echoes
the pantheistic conclusion of the hymn and refers back to C.H. V 9.6-9.8 “for there is nothing in
this whole which is not him/That one is all things that are and all things that are not.” The last
four lines describe God’s status as being better than all names (and because of this he has all
names/because they are of one father,/and because of this, he himself does not have a
name/because he is the father of all), which both alludes to the beginning of the tractate again,
and closes off this strophic passage by ending on the same topic as presented in its first line
(obt0g 6 0£0¢ OHVOUOTOG KPEITTOV).

The structure of this section is also firmly of a type with material in the C.H. already
established as hymnic. The first 9 lines recall the first 9 lines of C.H. I’s hymn in their initial
anaphora (o0tog 0), although lines 4, 7, 8 and 9 don’t technically begin with that wording. Still,
two of those lines follow the structure without oOtog “the one seen by the mind/the multi-
bodied” (6 ¢ voi Oswpntdg/ 6 TolvcduaTog), line 8 is an expansion on a triple structure
(udArov 8¢ mavtooodpatoc), and line 9 contains ovtog & embedded within it (0084v éotiv 0DTOg O
oVK £0T1).

Lines 11 and 13 are parallel syllabically and structurally (koi o1 todto ovopata Exet
dmovto/ kol 010 TodTo avTdC dvopa ok &xet), the first having 14 syllables and the second 13.
They begin with a three-word anaphoric phrase (kai d1i Todt0) and are based on the antithetical
parallelism that all things have a name, but God does not have a name. Lines 12 and 14 respond
to 11 and 13, but also correspond to each other perfectly in syllable length and share the same
initial word: 6ti. Although both lines end in case variations on motnp, their second position is

occupied by antithetical quantitative nouns in the genitive: one and all (€vog, mavtov).
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The beginning of the first 9 lines shares the same number of syllables as the beginning of
the next thought (obtoc 6 Bedg dvopTOC KpeitTOV/ ThvTa Yop <6> Eott kai 00THg €o71,), where
ovtoc has moved final position, ceding place to mévta. Lines 2-4, which contain the triplet
inapparent, most apparent, and seen by the mind (&povnic, /pavepdTarog/té vol Bempntdc) seem
to be of a piece with lines 6-8, which contains the threefold description bodiless, many bodied,
and all-bodied (domdpatoc/ tolvcoduatoc/ mavtoomdpatog). This pairing contains alternating lines
of 6, 7, and 8, although it’s not easy to see exactly how they correspond. It is tempting to match
them by comparative or superlative degree, but only ovtoc 6 pavepdToTog/pdrlov 8&
navtocouatog line up semantically and syllabically. Both contain 8 syllables, and one is
superlative in morphology and the other in meaning (all-bodied). Lines 5 and 9 are also equal in
syllables (10), giving every line in this formation a syllabic twin.

If this new hymnic material is accepted, then the hymn’s function as a summarization of
the preceding tractate is assured. Unlike C.H. I.’s hymn, however, the hymn in C.H. V is not a
sharp break from the language of the tractate, but rather a subtle shift from common prose
material alternating with more marked language to completely rhythmic or hymnic prose.
Appropriately for a deity described in antitheses and contradictions in the tractate, the hymn is
questioning and tentative, seeming to despair of praising God even as it accomplishes that task.
The function is not creating a safe place for the reader to laud the divinity without experiencing
the confusion of seemingly irreconcilable doctrinal points, but rather of allowing him or her to

experience the majesty of a contradictory and difficult mystery.
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ANALYSIS OF C.H. XllI

As both Whitehouse and Bull note'#°, out of all the hymns in the Corpus Hermeticum, the
hymns in X111 have been worked on most. The reason for this scholarly attentiveness is, in part,
due to tractate XIII’s seemingly clear insight into the practices of Hermetic groups. The text, it
has often been argued, is a glimpse into a Hermetic initiation in which the master brings the
disciple into deeper mysteries and realization. Another factor in C.H. XIII’s relative interest is its
obvious filiation with C.H. I. Both texts use similar language to describe similar things, both end
with hymns that themselves seem to contain corresponding material, and C.H. XI1I is the only
tractate outside of | to mention Poimandres by name. **

The structure of the tractate is built around an initiatory discourse: the disciple, identified
as Tat, asks his master, who is identified as his father, Hermes, to tell him about insights about
rebirth that had previously been hidden from him. Hermes tells Tat that he will reply, and then
does so in a manner that Tat finds increasingly difficult to understand. Hermes describes how he,
at the grace of God and not out of any effort, found himself born again into a body that is no
longer mortal and cannot be seen with physical eyes, but rather only through the Nous. Tat
becomes ever more worked up, saying that Hermes is maddening him and that he (Hermes) isn’t
treating Tat like a true son by replying so evasively. Hermes then details how 10 powers sent
from God purify 12 negative powers, which usually rule men’s souls and cause them
unspeakable torture. Finally, either through Hermes’ replies or some Godly grace hidden from

the reader, Tat undergoes the rebirth that he so desperately craves. At this, Hermes launches into

149 Whitehouse ,272 and Bull, 244
150 ¢ H. XIII 15.1-15.
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a hymn of rebirth, which the manuscript calls the “hidden hymn.” After Hermes’ hymn, Tat,
after some corrections by his master, sings his own four-line hymn.

As in C.H. I, the tractate establishes the importance of hymning before the reader arrives
at the hymn. Tat says that he wants a blessing through a hymn like those that Hermes heard sung
by the powers when he traveled to the Ogdoad, presumably after his rebirth.*>! This priming of
the reader for the hymnic conclusion isn’t as obvious as in C.H. |, but this may be because the
reader or the listener of C.H. X1l may already be expected to be familiar with C.H. I. The
reasoning behind that assertion will be more apparent as the analysis continues. Again, | will

provide the sections of the hymn under discussion for reference.

1. tdca VO1G KOGHOL TPOGdEXEGO® ToD Vvou TV akonyv. 17
2. avoiynOu yj
3. dvoryntm pot mag LoyAog duppov,

4. 1 6évdpa un oelecbe.

5. VUVEV PEAA® TOV THG KTioEmG KOPLov,Kai TO AV Koi TO &V.

6. dvoiynte ovpavol

7. vepol te otijte.

8. 0 KOKAOG 0 aBdGvatog Tod BeoD, TPosdeEATH® LoV TOV AOYOV:
9. péAA® yap DUVETY TOV KTicOvVTO TA TAVTO

10. tov m&avta Vv v

11. xai ovpavov KpepacovTo

151 C.H. XI1I: 15.1-15.3: "EBovAdépmy, & métep, ThHv did oD Huvov edroyiav, fiv Epng £ni v 0y506d0 yevouévov cov dkodoat
TRV SVVAUEDV
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12. xoi émtaéovta £k ToD dKeovoD TO YALKD Domp
13. gig Vv oikovpévny Kol doiknTov HapPYEV

14. gig daTpoP1V Kol KTIGY TAVTOV TOV AvOphTmv
15. tov émrd&avto Tp avijvor

16. gig mioav mpa&v 0£0ig 1€ Kol AvOpOTOIC

17. d@dpev mavtec 6pod avTd TV evloyiav, 13

18. 1@ €mi TV ovpavdV petempm, 11

19. t® ndong pvoewg ktiot. 8

The first section of the hymn may at first seem out of place. None of the language from
the preceding tractate is carried over, and as Whitehouse remarked, shouting at the sky, the
heavens, and other parts of nature hardly seems appropriate for a ‘secret hymn.” This
consideration has led Whitehouse to suggest that the calls for nature to ‘open’ might not be an
original part of the hymn, but rather a separate hymn that has been added by a redactor. In
opposition to this objection, however, the language used here is suggestive of language found in
the Greek Magical Papyri,'>? and the magic spells and hymns in that collection are not often
thought of as being for public ritual. Rather, scholars tend to think of that material as expressions
of private religion in which individual magicians sought personal benefits from their Gods,
probably alone and in secret. Furthermore, stereotyped language about impressive natural
displays need not be indicative of public or open ceremonies since neither the singer of the hymn
nor the magicians who used similar language in their spells would have expected the heavens or

the Earth to actually open at their command.

152 ¢.g., PGM IV 1180: avoiyn0t, ovpovs,
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Dodd and Reitzenstein both have suggested an influence from the Septuagint, specifically
from the hymn of Moses in Deuteronomy 32.1 (rpdoeye ovpaveé Koi AMANCO Kol AKOVET® i)
pruata £k otopatdc pov) and Isaiah 1.2 (dkove odpavé kal évartilov yij dtt KOHp1log
gLdAnoev).t>® The injunctions for various aspects of nature to pay attention are certainly
reminiscent of the beginning of C.H. XIII’s hymn. The passage in Deuteronomy even has a
similar alternation of 2" person singular imperatives with 3 person singular imperatives (e.qg.,
avoiyno yf/ avoryntm pot mag poyrog duppov). However, in the Septuagint material, the sky is
invoked in the singular (ovpavé), whereas in C.H. XIII, the heavens plural are called to open
(&voiynte ovpavoi). Additionally, against claims of influence or the existence of a chain of
inherited phraseology, the earth and the sky are in a different order: the earth is mentioned first in
the C.H. and the sky second (lines 2 and 6, according to the colometry of this study), whereas
they appear in the reverse order in both Deuteronomy and Isaiah.

Regardless of any objections to the contrary, this first section fits perfectly in that it
establishes a dramatic atmosphere. In the environment of Alexandrian Egypt, it is not difficult to
imagine a composer had both the Septuagint and various magical spells and hymns to draw upon
and that certain stereotyped phrases and invocations seemed appropriate to him or her as a
beginning to a solemn hymn of rebirth. The section’s affiliation with the Greek Magical Papyri
is further deepened by the casual way that the hymnist uses expressions that seem characteristic
of the material included therein. In the same section of the PGM that includes the injunction for
the heavens to open, the magician instructs nature to “receive his words,” using the same verb as

in C.H. XIII’s hymn (xoi mpocde&ai pov todg Adyovg)t>* and refers to God’s creation of the

153 C.H. Dodd. The Bible and the Greeks. (London: Hodder and Stoughton, 1935), 240-241
154 PGM IV 1176
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155 although admittedly referring to the separation of fire from water

world with kepdvvou twice
and the separation of ether from the highest heavens rather than the hanging of heavens, as in

C.H. XIII’s line.

20. 00T0¢ £6T1V O ToD VO OPOAANOG
21. xoi 0€€anto TAV dVVAUE®Y OV TNV EDAOYIOV.
22. ai dvvapelg at v gpol, DUvelte 10 €v Kol TO Tav-

23. ovvaoate T® OeAnpati pov maoat ol v Lol OLVALELS

Although there are sections of C.H. XIII’s hymn that summarize and recall the preceding
tractate, the language of the tractate does not correspond to its hymn as often as it does in the
previous tractate and hymn pairs. As already stated above, the beginning of the hymn with its
invocations of natural phenomena is dissimilar to the language of the tractate. Only here, at line
20, with reference to the “eye of the mind” (6 tod vod d@Baindg) does the hymn begin to echo
C.H. XIII’s phrasing, content, and lexicon. Hermes states that only through the eye of the mind
can his new, reborn body be seen and also later on chides Tat not to blaspheme or speak ill of the
eye of the mind.** Lines 21-23, “let it/him receive the blessing of my powers/the powers in me,
hymn the one and the all/all powers that are in me, sing through my will,”*>" begin where
Hermes left off in the tractate before he began his invocation of the natural powers of creation.

The reader is reminded of Tat’s request for a blessing through a hymn (EBovAéunv, & nétep, TV

15 PGM IV 1172 8gdp6 pot, 6 €veuonoag tov chpmavTa KOGHov, O 10 Tp kpepdoag &k tod Hdatog kai Thv yiiv yopicag dmd Tod
¥datog and PGM IV 1155: 6 tov aifépa dvakperdoas LETEMP® VYDUOTL

156 C.H. X111 14.3-14.4: Evpruncov kai pum adovata eOéyyov- énel dpoptioeig kai doefndnoetai cov 6 dp0aiudg tod vod

157 kai 8&Eanto TV Suvapenv pov Ty gdroyiav/ ai duvauelg oi év duoi, Duveite 10 £v ko 10 Tav/cuvacate Td Oehipati pov
ot ai &v Lol SuvapELg
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316 Tod Hpvov gvroyioy”)t®

in addition to Hermes’ description of himself as having the powers
singing within him (“ai dvvépeic ai &v Epoi ddovot”).*>® The will of the petitioner is emphasized
in the tractate as well as the will of God. In C.H. XIII 2.9, Hermes says that whenever Tat wills
rebirth, it will be recalled by God (“aAA' dtav AT, VO T0d B0D dvappuvioketor), and later in

C.H. X1l 7.1-.72 he bids the boy to will rebirth and states that it will happen (“8éAncov, kai

yivetat).

24. yvioig ayla, oTicbeig dmd cod,

25. 310 6od TO VONTOV OMG VUVDV

26. yaipw €v xapd vod.

27. miool SUVALLELS VUVETTE GUV Eloi.

28. Kai oV pot, £yKpaTeLd, DUVEL.

29. dikarooHivn pov, TO dikoov Buvet o' €Uo.
30. xowvavia 1 €un, 10 v Vuver o' EULov-

31. duver aAnBeia TV dAnBeiav.

32. 10 dyaBov, ayadov, Duvet:

33. {on kol &GS, ' DUdV

34. gig DG ywpel 1 e0AOYI.

Lines 24-26 set up the hymn’s mention of the duvdpeic. Hermes names three of the
powers: yvdoig, e®dg, and yapd. Knowledge and joy appear in the same order as they do in the

tractate. That light is out of order proves a momentary hiccup in the structure. In lines 28-34,

158 C.H. X111 15.1
159 C.H. X111 15.9
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Hermes, after once again calling on the powers to hymn, calls on them individually and enjoins
that self-control (¢ykpdreia), justice (dikaroovvn), community (kowvavia), truth (GAn0eia), the
good (10 ayabov), and life and light (Cor kai dc) hymn in exactly the same order as they
appear in C.H. X111 8.6-9.15. This summarizes that section nicely and allows the reader to recall

the 10 powers readily.

35. edyaploTd GOoL, TATEP, EVEPYELN TV SVVAUEDV.

36. evyxap1oTd cot BeE, dvvapug TOV EvePyELBV LLOV

The powers are again invoked where the hymnist thanks God as the energy of the powers
and the power of [his or her] energies (e0yopiotd cot, mdtep, Evépyslo TOV
duvapemVv/evyaploTd cot Beg, dvvapig TOV Evepyel®dv Lov). evépyeta and dvvaypg appear together
in C.H. X111 6.10-6.12, where Hermes asks Tat how he will “consider with the senses that which
is not substantial, not liquid, not inflammable, not detectable, and grasped alone by power and
energy” (10 povov duvapst kai vepysia vooduevov). 1% This passage in the hymn, then, invites
the reader to refer back to Hermes’ words and, through them, to consider the marvelous and
incorporeal nature of God and the body reborn. For now, lines 37-48 will be omitted, as they do

not seem to refer back to C.H. XIII.

49. 6 60g dvBpwmoc TadTa Bod
50. 610 mopdg, O1' a€pog, dua YT|S,

51. 61d ¥oaTOG, O10 TVEVLOTOC,

160 1édg aicONTég 0Td VONoELS TO Uiy GKANPOV, TO i DYpov, TO AoeiyymTov, 1O uf Sladvdpevoy, T udvov Suvéyet kai vepyeia

vooOEVOV
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52. 310 T®V KTIGUATOV GOUL.

Here, the hymnist’s shout through the elements recalls C.H. 6.7-6.12, in which Hermes
contrasts the physical elements with the cognition of God, who is without physical properties.
Hermes says that certain qualities may be perceived as certain elements, “upper matter, as fire;
lower matter, as Earth; moisture, as water; and respiration, as air” (Obtmc &xel, ® TEKVOV: TO PV
BVOPEPEC, MG TOP, Kol KATOPEPES, MG YT, Kol VYpOV, (¢ Bdmp, Kai copmvoov, O anp). 6t

Many of the other lines in the hymn do not seem to refer back to C.H. XIlII, but rather to
another source: as every reader of the Corpus Hermeticum has noticed, some relationship exists
between C.H. I and C.H. XIII. Poimandres is referenced by name and title in both and mentioned
in no other tractate. Particularly remarkable are the allusions that the hymn in C.H. XIII seems to
make to the hymn in C.H. I as well as other passages of that tractate. From this, at least three
obvious conclusions are possible: 1. The composer of one of these tractates was familiar with the
other 2. Both composers are referencing common external material, or 3. The same composer
produced both tractates. Although it is always possible that the composer of C.H. | saw
references to Poimandres in C.H. XIII and decided to expand on them, the more parsimonious
explanation, given that Poimandres is introduced and explained in C.H. I, is that the composer of
C.H. XIII was familiar with C.H. I and its hymn. The second possibility is unlikely because of
how the hymn in C.H. XIII references the hymn in C.H. I. That the same person wrote both
tractates and hymns is certainly possible, but no scholar that I’'m aware of has propounded this
theory, and a preliminary scan of important word choices throughout both tractates using the

TLG corpus search doesn’t produce any immediate striking similarities outside of obvious

161 C.H. X111 6.7-6.12
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allusions. Whatever the exact relationship, | will demonstrate that C.H. XIII’s hymn directly
refers to C.H. I’s tractate and its hymn.

In the request for nature to receive the words of the hymnist (6 kOxAoc 6 a6davatog Tod
00D, Tpocdeldcbm pov Tov Adyov), the hymnist mentions the immortal circle of God (6 kbkAog
0 dBdvaroc tod BgoD). kOKAOG isn’t mentioned once in C.H. XIII, but Poimandres uses the word
three times in C.H. | to discuss the creation and animation of the world. Mind, which is
coextensive with God, creates a second mind, which itself then creates seven governors that
surround the sensible cosmos in circles/spheres.'®? This second mind unites with the word of
God and surrounds the circles/spheres.'%® Finally, the first mind breaks through the
circumference of the circles/spheres to view the creation of the second mind. 1%* Since
spheres/circles such as this don’t feature in the other tractates, it seems likely that the composer
of C.H. XIII’s hymn had C.H. I’s cosmological conception in mind, even if kbkAog is referred to
singularly rather than in the plural. The immortal circle of God could refer to the sphere after the
seven spheres of the governors, which would quite obviously be the eighth sphere, or the
Ogdoad. Of course, these ideas are common in Gnostic and Neoplatonic texts from this era, so
each tractate borrowing from another, independent source cannot be entirely ruled out.

In both C.H. I and C.H. XIII, the hymnist requests that God “receive the sacrifice in
words” using the same language (“6¢&at Aoyknyv Ouciov”™), albeit embellished in both tractates,
for example in C.H. I (“3é&a Aoywdg Bvuoiog ayvag ) and repeated twice in C.H. XIII (“6¢&ot to
nav Aoy, Aoyikny Bvuciav” and later “t0 mav Aé€on and mavtwv Aoyikny Bvuciav’). In mentioning
light and life, both hymnists connect the verb ywpeiv, although in different contexts. The hymnist

in C.H. I says that, “I go into life and light” (“€ig {onVv kai ed¢ ywpd”), whereas the speaker in

162C.H. 19.3-9.4: &dnuovpynoe dotkntdg Tvag Entd, &v KOKAOIG TEpIéxoviag TOV aicinToV KOGHOV
163 C.H. 111.5: 6 8¢ dnuovpydg Nodg odv 1@ Adye, 6 mepticymy Todg KOKAOVS)
164 C.H. 1 13.8-13.9: iBovAnOn dvappfiat Ty nepipépeioy TV KhkAmV
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C.H. XIII addresses life and light directly, stating that “the blessing goes out of you into you”
(Com kad pAC, ap' VUMV gic DUAC xwpel 1 edhoyia ). The line in which God’s (“your”) will
accomplishes (10 cov 0éAnua tedodot) is reminiscent of C.H. I’s assertion that God’s will is
accomplished through its own powers (“&ytog 6 0£dc, 00 1| PovAn Telelton dmd TV idimv
dvvapewv”), although both hymns use a different word for will. In spite of this incongruity, it
seems that the hymnist of C.H. XIII had C.H. I in mind when composing this section. The line
immediately following employs BovAr), exclaiming that “your will goes from you into you™ (“on
BovAn o cod €mi 6€”). While one might expect the hymnist in C.H. XIII to refer to himself as a
child since being a child of God is important throughout the tractate, instead. Hermes says, “your
man shouts these things” (“0 60¢ dvOpwmog Tadta fod’’), which alludes to the ending of C.H. I’s
hymn, in which the hymnist says, “your man wants to equal you in holiness” (“0 c0g &vOpwmog
ocvvaytdlew oot fovietar”). That this allusion isn’t accidental is assured by how this 9-syllable
line recalls the previous balanced 10-syllable lines “your word hymns you through me/mind
shepherds your word” (“0 60¢ Adyog o' énod vuvel o6&/ Adyov yop tOV 6OV motpaivel 6 Nodg.”),
the latter of which directly references Poimandres by using No¥¢ and a punning play on his name
(mowaiver), which is, probably falsely, often taken to mean shepherd of men. The simple piety
and structure of “you are God” (ov &l 6 0g6g) seem to refer back to C.H. I’s hymn, which also
contains a short, unadorned statement about God “you are blessed, father” (edbhoyntog €1, mhtep )
before a line containing the phrase “your man” (6 60g GvOpwmog tadto fod).

As this study has demonstrated, the hymn in C.H. XIII, as the hymns in C.H. l and V,
contains references and allusions to the preceding tractate. Unlike the other two hymns, however,
the hymn in C.H. XIII also contains references that appear to point back to C.H. | and its hymn.

If part of the function of hymn | and hymn XIlI is to provide a way for the reader and disciple to

165 C.H. X111 18.8
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recall the doctrine and details of the tractates to which they are attached, it is likely that the intent
behind including allusions to C.H. I in C.H. XIII’s hymn is similar. In this case, that may point to
C.H. XIII’s status as a higher level of instructional material in a graded curriculum.

Fowden®® and Mahé'®’, among others, have posited that the apparent contradictions in
Hermetic doctrine from tractate to tractate—and even sometimes from paragraph to paragraph
within a single tractate—represent steps along a Hermetic path. Certain tenets, such as a
Manichaean dualism between good spirit and evil matter, are discarded by the disciple as s/he
ascends these stages until finally s/he stands purified and perfected. In this type of scheme, C.H.

I and C.H. XIII describe an advanced stage in which the disciple is inducted into a high or even
perhaps the highest state of wisdom. Hanegraff, in his study of the Hermetic path, suggests that
C.H. XllIl is intended to be experienced after C.H. I in the curriculum. Some reasons given for
this are the more detailed description of the “powers” given in C.H. XIII and its emphasis on
rebirth.168

If we assume that the hymn in C.H. XIII has a propaedeutic and mnemonic function, then
its inclusion of multiple grades of material, i.e., references to both C.H. I and C.H. XIIl, may be
further evidence of its relatively advanced status in the Hermetic paideia. A disciple reading
C.H. XIll—or hearing it recited—would already have read or heard C.H. I. Memorizing and
chanting C.H. XIII’s hymn, then, would have served as a way of recalling the material of both
tractates.

This study has claimed that the hymn in C.H. I also has a consolidating and emotionally

consoling function in which doctrinal anxieties are dissolved in piety directed towards a single,

166 Fowden, 103: “doctrinal variations . . . reflect an intention that different successive levels [or “steps™] of spiritual
enlightenment should provide access to different successive levels of truth about Man, the World and God . . .”

167 Mahé, Hermés | 102-104

168 \Wouter Hanegraff . “Altered States of Knowledge: the Attainment of Gnasis in the Hermetica.” International Journal of the
Platonic Tradition 2 (2008): 137-138.
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uncomplicated source. Although the theology of C.H. XIII is simpler than that of C.H. I, its
presentation is still somewhat confusing. Apotheosis of the disciple is mentioned, the Nodg and
the Adyog are mentioned, Poimandres himself is mentioned, and then the 10 powers of God and
12 vices are described. For an inexperienced disciple, this is still a lot of information to retain.
Moreover, unlike in C.H. I, the disciple in C.H. XIII 2.3, Tat, directly expresses the unsettling
effect that his master’s words have on his mind. In C.H. XIII, he says that he is entirely at a loss
(ovvorov anop®d). In C.H. XIII 2.7, after Hermes describes the ‘All in All,” he accuses Hermes
of speaking in riddles and not addressing him as a father to his true child (Atviypd pot Aéyeig, ®
TaTEP, Kai ovy ¢ matnp vid dwdéyn). After further words from Hermes and considerable
anxiety from Tat, Tat exclaims that Hermes is driving him into madness and that he can no
longer see ‘himself” (Eic paviov pe odk OAlyMV kol oiotpnoy epeviv dvéceicag, ® matep:
EUaToV yap vov ody 0p®).%° This frustration continues through C.H. 4-6 until Hermes shows
Tat the 12 vices that weigh him down and then calls the 10 powers to drive them away. After
this, Tat seems to undergo the transformation of rebirth, exclaiming, “Father, I see the all and
myself in the Nodc” (ITdtep, To mdv 0pd kai Epontov év T voi). 70 Although the transformation
seems complete, it is only after Hermes sings his hymn that Tat seems fully integrated and at
ease, stating, “From your hymn and your blessing, my Nodg¢ is illuminated” (¢x Tod cod dpvov
Kod Tfig of¢ evAoyiag dmmepdtiotai pov 6 vodg).l’! Tat’s experience in the tractate reflects the
readers own, although, presumably, without a master present and a physical ritual to undergo, the
reader can only hope to rest his or her mind in the teachings s/he has received rather than

experiencing full rebirth. Tat is transformed, but the reader can only rest in uncomplicated piety.

169 C.H. X111 3.7
0 C.H. XI11113.1
1 C.H. X1 21.3-21.4
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Thus, as in C.H. I, C.H. XIII resolves the issue of ever ramifying doctrinal complexity at
the end with a hymn that serves as thanksgiving to God for the teaching, a summary of that
teaching, and a way for the disciple to focus his or her devotion onto something singular and
concrete. Although the hymn mentions the powers, Nodg, and Adyog, it begins with the intention
to hymn God, the one and the all (10 &v kai T wdv) and reiterates towards the end that its second

person addressee is God (o &1 6 0£6¢).

CONCLUSION

To end this chapter, one particular interpretation of the hymns’ function must be dispensed with
and a summary of the chapter’s findings will be given. To begin the first task, it must be noted
that the narrative of the tractates suggests that the hymns themselves hold transformative power.
For example, Whitehouse compares them to theurgy, stating “prayer itself becomes a vehicle for
the mystical ascent.”*’? In this scheme, the hymns both describe a certain change in the hymnist
and produce one. That they are a response to a certain type of metamorphosis or initiation in
C.H. I and XIII is undeniable, but the text does not indicate that the process of hymning brings
about that change. In C.H. I, Poimandres mixes the narrator with the powers and enjoins him to
teach others. Only after a passage in which the narrator seems to go about the business of
teaching does the narrator begin the hymn. In C.H. XIII, Hermes invokes the 10 powers to come
into them and Tat proclaims his rebirth before the hymn begins. All of the action has been

accomplished before any hymning is attempted.

172 Whitehouse, 356



89

Given this, it becomes apparent that the hymns perform no initiatory function, but rather
a post-initiatory function. The regenerated man or women, mixed with the powers, hymns to
thank God for its gifts, but also simply as a function of holding the powers within him- or
herself. The powers are hymning perpetually in the Ogdoad, so all the advanced Hermetic initiate
need do, having the powers within, is to let the hymn, which is already in progress, out.

In the internal structure of the tractates, the hymns in C.H. I and XIII have the function
that is stated before they begin: they praise God and give thanks for the revelations of the
preceding tractate. Further, they detail the ontological status of the powers that both tractates
describe as ‘hymning’ in the Ogdoad. The narrator of C.H. I and Hermes in C.H. XIII provide
the reader with an example of the type of hymns these powers are described as singing. This is
their first function.

Their second function is to summarize the doctrine of their tractates in condensed form
using direct wording and suggestive allusions. Presumably, disciples reading or listening to this
material were expected to memorize the hymns, which would then help them remember
particular points of doctrine. In the case of C.H. XIII, which may represent a more advanced
stage of a Hermetic curriculum, allusions to C.H. I are included to aid the disciple in memorizing
an ever-increasing amount of material.

The third function of these hymns is to provide a brief respite from the complexities of
Hermetic doctrine. The simple invocations of God the father towards the end of both
demonstrate the simple devotion and piety that they are intended to evoke in those that read,
chant, or listen to them.

The hymn at the end of C.H. V, on the other hand is somewhat different. It does serve to

summarize and recall the rest of the tractate and, of course, to praise God, but its status as
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marked or poetic prose is not unique in its context. Other ‘poetic’ or rhythmic prose is scattered
throughout the tractate. The only features distinguishing the hymn proper from these other
passages is that very function of summarization, presumably with the intended effect of aiding in
the memorization of doctrine. The frequency of the marked language in C.H. V and the rhetorical
and poetic techniques employed suggest that perhaps the tractate was intended to be performed
in some way or recited to a group. In terms of content, far from distracting the reader away from
doctrinal complexity back to a unified and simple focus of devotion, the hymn of C.H. V seems
to revel in doubt, praising God through detailing its incomprehensibility and the very

impossibility of approaching it in some way to give praise.
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CHAPTER 4

CONCLUSION

As Chapter 1 demonstrated, the hymns in C.H. I, V, and XIII are characterized by marked
language usually associated with rhetorical and poetic material and a structure that emphasizes
antithetical and complementary parallel structures similar to those found in marked “poetic”
passages in the New Testament and the LXX. Although the composers of these hymns did not
use quantitative meter of the type common in Greek pagan hymnody, they were attentive to
rhythm and carefully constructed lines according to syllable length based on clausal and
semantic units. The hymns that resulted from these compositional practices are memorable and
rhythmic, and they seem ideally suited to chanting.

This rhythmic structure lends credence to the findings of Chapter 2, which suggest that
the hymns of C.H. I and XIII serve 3 principal functions in their respective treatises: 1) The
function of the traditional hymn, which is to offer praise and thanksgiving to a divinity; 2) the
summarization of the doctrine and content of the preceding treatise to provide a mnemonic aid to
the reader, who was perhaps a disciple; and 3) the comfort of a prospective disciple/reader who
might be disturbed by the complexity of Hermetic doctrine by shifting his focus to a simple,
unified deity. The rhythmic and poetic features identified in Chapter 1 are appropriate for
function 1, in that they are well-constructed and beautiful, a fine gift for a divinity. The marked
language, parallelisms, and long lines followed by shorter lines of equal syllables would have

facilitated function 2 by helping readers memorize the hymns, performing a function similar to
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rhyme in English poetry and quantitative meter in earlier Greek hymns. Similarly, these artistic
devices would have added to the effectiveness of function 3 by enhancing the uncomplicated
religious feeling through pleasing ornamentation and soothing rhythm.

The relationship between form and function in C.H. V’s hymn is similar to those in C.H.
I and XI1I. Its marked language and poetic and rhetorical flourishes presumably helped readers
memorize its contents, which summarize and, in some places, explain and extend C.H. V’s core
doctrine. The “hymnic” intent of praising deity is also clear. This hymn, however, does not share
function number 3 with its fellows; rather than helping eliminate doubt and confusion, it dwells
in that emotional space, creating from it a meditation on the impossibility of approaching and
comprehending a God that is fully present in all things, while being wholly invisible.

The results of this study affirm the essential unity of the hymns in C.H. I, V, and XIII and
their treatises. Their composers modeled the hymns after the content in the preceding treatise and
intended them to summarize and enhance that content. This deliberate creation, combined with
the poetic, rhetorical, and rhythmic techniques that this study highlights, shows that these hymns
were sophisticated works of art that follow their own structure and logic. Further study in this
area might treat the Latin hymnic material in the Asclepius from a similar angle, although care
would have to be taken to examine Coptic fragments that seem to translate the same hymn and
fragments of the Greek hymn on which it is presumably based. Whitehouse, who has already
treated this material from a form critical perspective, has provided the groundwork for such a
study.'”® Another fertile avenue for research is the examination of other non-metrical Greek
material for similar syllabic patterns, particularly that whose provenance is Egyptian or whose

themes are Egyptian.

173 Whitehouse 137-245
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