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THE MYTH OF TELIPINU: A WORK OF POETRY OR PROSE?

Rita FrRANCIA -

ABSTRACT - In his pioneering studies on Hittite lit-
erature, H. G. Gliterbock first attempted to define
what was meant by literature’ regarding the corpus
of texts from Bogazkdy/Hattusa. His conclusion
was that this term was not applicable to the genu-
inely Anatolian documentation because — unlike
the foreign compositions found in Hattusa —it lacks
literary autonomy, sophisticated textual elabora-
tion and plot. According to Giiterbock, the Myth of
Telipinu, believed to be a typically Anatolian com-
position, is written in prose and would not present
any literary feature. However, recent studies have
shown that some genuinely Anatolian composi-
tions may be considered ‘literary’, presenting char-
acteristics that differentiate them from other texts
written in common prose. The present study fo-
cuses purposely on the Myth of Telipinu, which,
upon careful stylistic analysis, can be considered a
prosimetrum, alternating prose and ‘poetry’.

KEYWORDS - Myth of Telipinu, Poetry, Prose, prosi-
metrum, Anatolian Literature, Stylistic Devices.

1. ANATOLIAN LITERATURE
IN PREVIOUS HITTITOLOGICAL STUDIES

N the attempt to define the ‘literature’ of the

Hittites, H. G. Giiterbock repeatedly pointed
out that, unlike foreign compositions (i.e., Su-
merian, Akkadian, Ugaritic, ‘Canaanite’, and
Hurrian), the genuine Anatolian’ ones (i.e.,
originally in Palaic, Luwian or Hittite) cannot
be defined properly pieces of literature.’

Focusing on myths, the scholar compares
the foreign compositions that reached Hattusa
with Anatolian ones, noting stylistic and struc-

rita.francia@uniroma1.it, Sapienza Universita di Roma,
Italia.

matteo.vigo@uniromazi.it, Sapienza Universita di Roma,
Italia.

! R. Francia authored §§ 3-4; M. Vigo authored §§ 1-2, and
both are authors of §5. The page numbers of Giiterbock’s

MaTtTEO VIGO

tural differences between them. First and fore-
most, he remarks that the Anatolian composi-
tions lack “standardisation and metric form”
by concluding that “the Anatolian myths lack
sophistication and involved plot; they are
simpler in plots and style”.> On the other hand,
foreign mythological compositions are often
labelled SIR “song” by the Hittite scribes
themselves, and their plots are more sophis-
ticated than the Anatolian ones.? Moreover,
myths of Anatolian origin are not independent
literary texts, but they are embedded in ritual
texts. Therefore, according to the scholar,
“Only the myths of foreign origin were
written as real literary compositions — we may
call them epics — whereas those of local Anat-
olian origin were committed to writing only in
connection with rituals”.*

One of the major flaws of Anatolian myths
is the lack of “textual stability”, i.e., sometimes
different versions of the same myth are
known, or even several divine characters play
the same role.” The Myth of Illuyanka, for ex-
ample, is known to us in two versions, and sev-
eral deities vanish in the mythological theme
of the disappearing god. In addition, there are
also numerous versions of the same plot
(e.g. the disappearance of the god Telipinu).°®
Therefore, the Anatolian narratives were not
conceived as pieces of literature but merely as
mythical antecedents for performing rituals in
which they were embedded.

Certain compositions in the Hattian lan-
guage are an exception. These can be con-

contributions (1948, 1961, 1964, 1978, and 1983) refer to the re-
print edited by Hoftner 1997.

Giiterbock 1964: 12.

Giiterbock 1961: 61; 1978: 27.

Giiterbock 1961: 49; 1978: 28.

Giiterbock 1961: 50; 1978: 28.

This issue was tackled again in Giiterbock 1964: 107-111.
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28 RITA FRANCIA * MATTEO VIGO

sidered proper literary texts, as they are written
down in stanzas of a fixed number of verses.
According to Giiterbock, Hattian poetry may
be the earliest example of verse poetry trans-
mitted orally that came down to us.

The scholar stated that the texts in the Hit-
tite language are written in prose only, lacking
verse and metrics.? He had already previously
expressed these concepts in the margin of his
preliminary study of the “Hurrian Kumarbi
Myths”: “[...] it is impossible to read our Hit-
tite texts in a manner that would sound like
rhythm or verse, whereas the Sumerian, Akka-
dian and Ugaritic epics are written in verse”. In
Hittite texts, however, one can find content
and devices typical of epic texts, such as a pre-
amble; use of stereotypical phrases for re-
peated actions or situations, such as character
A spoke again to character B; epitheta ornantia,
verbal repetition of entire passages, whenever
a message is reported, motives, like the as-
sembly of the gods, and the exemplary
speeches during battles. Thus, an example of
an excellent piece of literature in the Hittite
language is the so-called “Kumarbi cycle”. Yet,
it is difficult to determine whether the Hittite
version is a translation from an original Hur-
rian text or whether it was written down by
one or more authors inspired by Hurrian orig-
inals. It could be a creation of an author (or
authors) who only drew their subject matter
from a Hurrian tradition.?

As a matter of fact, the fragment KUB 45.61
reveals that the Hurrian version of the Song of
Ullikummi was known in Hattu$a.* Whenever
this fragment is part of the text from which the
Hittite version was reworked, the original
composition is very different from the trans-
lation: This is a reworking and not a simple
translation.” However, the Hittites likely
worked on older versions of the Song of Ulli-

Giiterbock 1964: 9.

Giiterbock 1948: 48; Giiterbock 1983: 73.
Giiterbock 1961: 61.

Giorgieri 2001.

Francia, Vigo 2024a: 90, 98, 103.

Cf. Campbell 2011: 161-175, p. 171, in particular.

L B N S

kummi, which has not reached us.® Neverthe-
less, this assumption cannot be presently en-
dorsed by sound epigraphic evidence. Taking
up one of the main parameters suggested by
Giiterbock for the definition of a text as liter-
ary — i.e., a composition independent from a
ritual — focusing on the independence of the
Song of Ullikummi from a ritual, Pecchioli
Daddi and Polvani did not exclude that it could
have been linked to a ritual.” It can be inferred,
for instance, by the reference to Mount Hazzi,
the place from which the main deities of the
tale glimpse Ullikummi. This could be related
to a festival in honour of this mountain.?

However, Giiterbock admits that the so-
called Song of Nesa (CTH 16.a.A, KBo 3.40a+
rev. 13'-15") is the only certain example of a
poem written originally in the Hittite lan-
guage. Indeed, there we can detect a stanza
with a fixed number of verses:®

Nesas waspas™ | Nesas waspas || tiya=mu | tiya
nu=mu annas=mas | katta | arnut || tiya=mu | tiya
nu=mu uwas=mas | katta | arnut || tiya=mu tiya
*TUGH!

Clothes of Nesa, clothes of Nesa put on me, put!
Bring down to me those of my mother — put
(them) on me, put! Bring me to my u.,® put (them)
on me, put!

2. REDISCOVERING ANATOLIAN POETRY
OF SECOND MILLENNIUM BC

Starting from the fundamental works of
McNeill (1963) and Durnford (1971), Melchert
(2007) re-examined some passages of the his-
toriola inserted in the so-called Ritual of Iriya.
There, the scholar highlighted some contents
and features that can be traced back to an Anat-
olian form of poetry, confirming what Francia
has already suggested.'" As far as the content is
concerned, one of the main features is the de-

7 Pecchioli Daddi, Polvani 1990: 149.

8 Francia, Vigo 2024a: 71, 92, 98, 101-102.

® Melchert 2007: 124-125; Melchert 1998: 442-443. See now
Francia, Vigo 2024a: 89. Cf. Durnford 1971: 74-75; McNeill
1963 for the phrasal-stress, and the stress-based-metre.

10 See EDHIL: 934. 1 Francia 2004.
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scription of the landscape, or rather, the recall
of landscape and natural elements. Mountains,
valleys, rivers, springs, trees, and animals are
mentioned in quotations that allude to prov-
erbs or folk wisdom. In one of the manuscripts
(A), KUB 30.36, we read (col. ii 3-4):

HUR.SAG, g5 GAL-TIM pangawes TUR - TIM
hariyas nakkiyas kuit uwanun

Despite the lacuna, a comparison with manu-
script B (KUB 30.33 i 12) shows that hariyas
nakkiyas is an addition to text A that Melchert
(2007: 120) interpreted as inspired by the cliché
“high mountains...deep valleys” also found in
the Myth of Telipinu. We agree with the scho-
lar that the syntagma is a later interpolation,
not following the original. This expression is
part of a widespread literary topos:*

pargamus HUR SAGM™
hariyus halluwamus
huwanhuessar kuwaliu

As far as we know, the first attestation recurs in
the first version of the Myth of Telipinu (CTH
324 [MH']: KUB 17.10+KBo 55.8 col. i 23”26’
(§87-8):2

PUTU-u$ [halranan™ ™ leliwandan ISPUR it=war=
asta

pargamus HUR . SAGPPHHMA sa(m)h(a)

harius=kan halluwamus sa(n)h(a)

huwanhuesSar=kan kuwdliu Sa(n)h(a)?

The compositional style of these lines is ele-
vated, as shown below (§3). The topos, in its
entirety or part of it, appears in several histori-
olae, whether the mythologhema of the dis-
appearing god is present or not.* It is recalled
when there are allusions in the narrative to
something that has been lost. It displays fea-
tures typical of oral narratives, as the topos is

! Francia, Vigo 2024b.

2 Cf. E. Rieken et al. (ed.), hethiter.net/: CTH 324.1
(INTR 2012-05-10).

? Cf. the so-called ‘third version” of the Telipinu myth
(CTH 324.3B: KUB 33.10(+4) col. i 1-5. The ‘second version’
(IBoT 3.141 [OH/MS] col. i 8") lacks the canonical adjectives
and “valleys” (hdriyus). Moreover, it presents [DPPUHLA
“rivers” instead of hu(wa)nhu(n)essar.

Per uso strettamente personale dell’autore. E proibita la riproduzione e la pubblicazione in open access.

usually recalled by extension. We find it, for in-
stance, in the Incantation of the binding (CTH
390.A), in the therapeutic ritual with evocation
(CTH 458.1.A [MH/MS]: KBo 17.54++), and in
the recitative of the Ambazzi Ritual, (CTH
391.1 [MH/NS]: KUB 27.67) albeit modified and
readapted, but with clear references to the
original topos, in addition to the already men-
tioned Ritual of Iriya.’

This topos is formulaic because it is repeated
in various compositions and at various times,
albeit sometimes with modifications and adap-
tations, confirming its derivation from the oral
tradition. The adaptations confirm that it was
well known and, therefore, recalled whenever
the context and circumstances allowed it.

Before delving into the analysis of the se-
lected case study; it is worth clarifying what we
mean by “poetry” and its scope in Hittite lan-
guage compositions.

Determining a clear-cut distinction be-
tween prose and poetry is impossible and
would be arbitrary, especially for compositions
entrusted primarily to oral transmission. Tak-
ing this into account, we define poetry as a text
that displays all or some of the following
features:

1. Repetition or parallelisms involving repeated
words, structures, and sounds (anaphora, allit-
eration, assonance, consonance, rthyme, isoco-
lon, etc.);

2. Deviation from a colloquial language and the
deployment of archaic or even invented words;
the violation of grammatical rules; the unusual
spelling;

3. Creativity through imagination, polysemy, and
ambiguity.®

To these, we may add the structure in stanzas,

oratleasta group of lines such as couplets, ter-

4 Except for the “Disappearance of the Sun” (CTH
323.1.A: VBOT 58); CTH 325: KBo 26.124 [OH/NS], col. i
23"-29"; CTH 328: KBo 13.86+ 167-19"; CTH 332.1: KUB 33.33,
311",

> This topos, as well as the myth of the disappearing god,
might refer to a cultural background of Western Anatolia —
most likely Hittite-Luwian — and only later entered the cul-
tural area of Central Anatolia. Cf. Francia, Vigo 2024a: 60.

¢ Accordingto Leech, 1969: 10-12; cf. Francia 2019: 261-292.

For author’s personal use only. Any copy or publication in open access is forbidden.
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cets, etc., created by close connections be-
tween the rhetorical devices so that they con-
stitute a unit.!

In the entry “Verse and Prose” for the fourth
edition of The Princeton Encyclopaedia of Poetry
& Poetics, Steele adds the rhythm, which is per-
haps the most important feature of all: “Verse
involves measure — it organises speech into
units of a specific length and rhythmical char-
acter — whereas prose flows more freely at the
discretion of the writer or speaker employing
it”.? Steele also emphasises the difficulty of
clearly separating prose from poetry.

All the artifices mentioned above are visible
in folk poetry, such as nursery rhymes. They
are written in a poetic language because the
connotative level overrides the denotative one.
They contain many rhetorical-rhythmic de-
vices that can be memorised easily, repeated,
and passed down orally.?

The most useful rhetorical devices for
memorising and transmitting a text orally are
the figures of repetition, such as alliteration
and rhyme, that give rhythm to the text.
Francia has demonstrated that these rhetori-
cal devices were frequently used in analysing
a passage from the Edict of Queen ASmu-
Nikkal for the royal mausoleum (CTH 252
obv. 1-11).*

Starting from Gliterbock’s statements pre-
sented above, and our considerations regard-
ing the characteristics of poetry, we present
some reflections on the text known as the “first
version” of the Myth of Telipinu, a composi-
tion usually considered a prose text.’

A critical analysis reveals that its structure is
much more complex than it seems at first
glance, alternating prose and poetry, ie., a

! Cf. stanga in Cushman et al. 2012: 1357-1358.

2 Cushman et al. 2012: 1507; cf. Norden 1939.

3 Prancia 2019: 262; For the Akkadian literature, cf. Lenzi
2019: 46-47. * Francia 2019: 264-267.

° Giiterbock 1951: 144 stated: “It seems to me that myths
like that of Illuyanka or Telipinu are actually written in
prose”.

¢ Cf. prosimetrum in Cushman et al. 2012: 1115.

7 Bartonkova 1998-1999: 64. Cf. also Watkins 1995: 231.
On the topic, see Dronke 1994, p. 1, in particular.

prosimetrum or mixed text, like the Satura Me-
nippea.®

This literary form is very ancient, and its
origin has not been detected yet, although
some scholars think it may have come to
Greece from the Near East.”

3. A CASE STUDY:
THE MYTH OF TELIPINU

According to the reconstruction of the first
version of the myth made by Rieken,® the nar-
rative begins with the description of the god’s
anger and his estrangement (KUB 17.10+KBo
55.8110"-15" [§3]), then follows the description
of alandscape enveloped in an oppressive mist
that stagnates even in dwellings and suffocates
everything, including the living beings (KUB
17.10+KBo0 55.8 1 5"-9" [§4]):

() luttaus kammaras  épta
Obj. Subj. V.
The windows the mist  took
(b) per tubhuis wisuriyatati
Loc. Sub;. V.
In the house the smoke was oppressed
(¢) hassi=ma kalmisenis wisiriyantati
Loc.+Conj.  Subj. V.
In the hearth thelogs  were oppressed
(d) iStananas anda<n>°  Siunes wiSiriyantati

Loc. — Post. Subj. V.

On the altars the gods  were oppressed
(e) hili anda<n> *pekkuwes®'®  wiSiriyantati*

Loc. — Post. Sub;j. V.

In the sheepfold the sheep were oppressed
() *kuwawas* parni andan *kuwawes wisiriyantati

Loc. — Post. Sub;j. V.

In the cowshed the cows were oppressed

(g) *pekkus=z(a) SILA,=S$is mimmas
Subj.+Enc. Part. Obj.+Poss. Pr. V.
The sheep its lamb rejected
8 See p. 29, fn. 2.

° Here, as well as in the next clause (e), anda<n> is sug-
gested on the basis of the same construction in (f). The syn-
tactically correct post-position would be the locative andan
instead of directive anda.

1% The probable readings for UDU could be either *pek-
ku-(?) or hawa-, cf. Luw. haw(i)-. See Weeden 2011: 627. Ac-
cording to Weeden (loc. cit.), it should be an -u-stem, see acc.
sg. UDU-un, acc.pl. UDU-us, so we read UDU as *pekku-.

! For the reading GU, as *kuwau- cf. Weeden 2011: 503.

Per uso strettamente personale dell’autore. E proibita la riproduzione e la pubblicazione in open access.
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(h) *kuwawas=ma AMAR=Si§ mimmas
Subj.+Conj. Obj.+Poss. Pr. V.
But the cow its calf rejected
*KI.MIN

The mist took the windows; in the house, the
smoke was oppressed; in the hearth, the logs were
oppressed; on the altars, the gods were oppressed;
in the sheepfold, the sheep were oppressed (lit.
ditto); in the cowshed, the cows were oppressed.
The sheep rejected its lamb, but the cow rejected
its calf.

In this sequence, there are eight clauses (a-h),
each with three stressed units,’ and the phrasal
verbs at the end of the clauses, as expected:

1. epta(a)
2. wisu/ariya(n)tati (b-c-d-e-f)
3. mimmas (g-h)

The repetition of the verb (epiphora) in b-f and
g-h, the stylistic features, and the rhetorical de-
vices — which we present in detail below —
allow us to identify here a strophic structure
with an initial line (a) followed by two blocks
of text (b-f and g-h), sharing the same mor-
phosyntactic construction and the same phra-
sal verb.

Line (a) — asyndetically introduced — is iso-
lated from the rest of the sequence, accord-
ing to its construction and constituents, and
we can see there the figure of the anastrophe,
i.e., the inversion of the words with respect
to the basic order since the object precedes
the subject.

In the block (b-f), the verb is wisu/diriya-
(n)tati and the clauses (b-c) (without the post-
positional syntagma) on one side, and (d-e-f)
(with the post-positional syntagma) on the
other, are characterized by parallelismus mem-
brorum or isocolon. All these clauses also show
coherently the anastrophe since the locative /lo-
cative — post-position precedes the subject.

! We do not deal with the issues around the Hittite
metre or whether it is based on quantity or stress. With
“stressed unit”/ “accented unit”, we refer only to the unit
that has to be stressed within the clause. Genitive syntag-
mas such as *kuwawas parni andan in (f) have been con-
sidered to correspond to a single stressed unit; see Melchert
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In the block g-h, the verb is mimmas, and the
parallelismus membrorum of the constituents
(subject — object+possessive pronoun — verb)
determines another isocolon.

Therefore, the stanza consists of the follow-
ing lines:

(a)+(b-c)+(d-e-f)+(g-h), that is to say,
one single verse (a)

one couplet (b-c)

one tercet (d-e-f)

one couplet (g-h).

Throughout the sequence, the clauses are con-
nected by asyndeton, i.e., without any conjunc-
tion, with the exceptions of (c) and (h). Here,
there is the topicalizing/ contrasting conjunc-
tion -ma, and not nu, since in both clauses, a
distinction is intended to be marked with re-
spect to the preceding clauses. In (c) a contrast
is made between “the hearth” (hassi) versus
“house” (per) in (b), and in (h) the “cow” (*ku-
wawas) versus “sheep” (*pekkus) in (g). The
asyndeton increases the pace of the narrative
and also the interest of the readers/listeners.

The stylistic features highlighted in (a-h)
give a rhythm both within a single line as well
as in the whole stanza. The rhetorical features
and the rhythm create a narrative structure
that is stylistically elevated and different from
ordinary prose. Precisely for these reasons, we
have preferred to define this sequence as a
stanza, in which the main identifiable rhetori-
cal figures are the isocolon, the anastrophe, and
the epiphora.

The content of the text is a description or-
ganised through a series of oppressive images
that follow one another. The metaphor of the
mist (kammaras) that “took” the windows,? as
if gripping them in its spiral, prevents the
smoke generated by the logs in the heart from
leaving the house and lets it stagnate inside.?

1998: 484, 486. The positional syntagmas also have been
taken here as a single stressed unit.

2 The main semantics of epp-/app- is “to take, seize, to
grab” in a concrete way, i.e. an object, a person, cf. HED E-I:
273-282. 3 Pisaniello 2020: 381.
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Thus, the smoke suffocates the same logs in
the hearth.! A passage that can help us to
understand better these lines is the following:

'DINGIR' MAH-as ZI=8U “Swar{§]Jamas wisiriyat-
tat[i] “The Hannahanna soul suffocates as fire-
wood” (CTH 334.2.1.B KUB 33.51 + 4-5" [§3]).2

In this passage, the elements of the similitude
are the soul of the goddess (ZI=SU) and the
branches (“®warsamas). The soul is said to suf-
focate like the branches when setting fire to
them by using them as a trigger. When light-
ing a fire, the branches are often wrapped in a
thick cloud of smoke before burning in the
flame.

In the Myth of Telipinu, the smoke stag-
nates everywhere, even on the altars, i.e., in the
house of the gods, and the enclosures of the
cattle, i.e., inside the house of the domestic
animals. In this description, men, gods, and
animals are surrounded by an oppressive cloud
of smoke that stagnates in their residences,
and they cannot leave (Della Casa 2023). This
apocalyptic situation leads living beings to al-
ienation. It is symbolised by the lack of atten-
tion that mothers give to their offspring, both
in the human and animal realm. In Hittite con-
ception, the heedless attitude of mothers, as
well as the lack of recognition between kin, is
a metaphorical manifestation of extreme dis-
tress, and in fact, it accompanies apocalyptic
descriptions (cf., for example, CTH 457.7, the
‘journey of the soul after death”). These behav-
iours denote a kind of degenerate world where
the unbelievable happens, such as a mother ne-
glecting or failing to recognise her baby.?

Pisaniello studied this sequence, focusing
on the verb wisuriyatati in (b), which occurs
only in this manuscript and apparently appears
as an anomaly.* Its occurrence, in fact, does not
respect the expected parallelism with épta
(ISBAT) in (a), as happens in other analogous
myths (cf. for example, CTH 328.A: KBo 13.86

! The verb wiSuriye- in the medio-passive form also
means to suffocate in concrete way, cf. Carruba 1966: 51;
HEG, W-Z: 528.

i7°-8"; CTH 333.B: KUB 33.36 ii 5), nor agrees
with the description of the restoration of the
initial situation illustrated in §38™ of the same
manuscript, when the smoke finally leaves
(tarnas) the house:

KUB 17.10 + iv 21-23 (§38™")

S8luttai kammara$ tarnas

B-er tuhhuis tarnas

iStanani=3San DINGIRM®-nas handantati
GUNNI kalmin tarnas

ANA TUR a[nd]an UDU"*tarnas

INA E.GU, andan GU,* tarnas

Pisaniello concludes that there were two vari-
ants of the same narrative, “one variant re-
flected the original text, and the other a later
trivialisation”, and that wiSuriyatati could be
the original one.”

We may add two other reasons to the syn-
tactical observations stressed by the scholar
to justify the variant with epta (ISBAT) in (b).
The first one is related to the style, that is, the
parallelism of the whole structure due to the
epiphora and, consequently, the rhythmic rep-
etitiveness. In fact, with épta, the construction
is even more respectful of rhetorical stylistics
since there would be four couplets (a-b+c-
d+e-f+g-h), or one couplet (a-b), one quat-
rain (c-d-e-f), and one couplet (g-h). The sec-
ond is related to the development of the
narrative.

In (a), is introduced the cause: The mist
“sized” the windows; with épta also in (b) (“the
smoke took the house”), there would be the
description of a gradual transition — the smoke
entering through the windows, “sized” the
house as a whole — then follows the enumer-
ation of the consequences, according to the
cause-consequence pattern common in Anat-
olian narrative.

Returning to the style, we wonder whether
stylistic features similar to those highlighted in
(a-h), which allowed us to speak of a poetry
text, could also be found in the previous (KUB

2 hethiter.net/: CTH 334.2.1 (TX 2009-08-26, TRde 2009-
08-26). * Francia, Vigo 2024a: 62, 78.

4 Pisaniello 2020.

° Pisaniello 2020: 380-381.
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17.10+KBo 55.8 i 117-15" [§3]), as well as in the
following lines (KUB 17.10 1 10"-15" [§5]).

KUB 17.10+KBo 55.8 i 11"-15"/4" (§3) runs as fol-
lows:

@) [...]1nakkis Telipinus|[...]-is
Sub;. \A
The mighty Telipinu

() pennisten=wa
V.+ Enc. Part.

“Drive (away)!”

(m)[...]

(n) le=wa kurkuriske[ttumma)
Neg. +Enc. Part. V.
“Do not be scared!”

(o) [n=as Slayet
Conj. +Subj. V.

[As he blecame angry

(p) nu=g(a) kunna ipalit’* huinut
Conj.+Enc. Part. Dir. Instr. V.
He the right to the left let go

(q) ipalla’=ma kunnit] huinut
Dir.+Conj. Instr. V.
[but] he let the left go [to the right]

(r) pergza=as=kan plailt
Abl.+-Subj.+Enc. Part. V.
He the house left.

The mighty Telipinu [...] ‘Drive (away)! Do not be
scared!’ [As he blecame angry. He let the right go
to the left, [but] he let the left go [to the right]. He
left the house.

(s) Telipinus arha iyannis
Sub;. Prev. V.
Telipinu away went

The clauses are of different lengths. No rhe-
torical device can be identified in clauses (i)-
(n). Here, there are no figures of repetition or
any other kind.

A new topic, i.e. Telipinu’s wrath, is in-
troduced in (o). This is the main topic of the
narrative, and the wrath is expressed meta-
phorically with the reversal of the left-right
directions (p-q), which figuratively describe
the state of anger, confusion, and agitation of
the god. The only figure of speech that can be
identified in these clauses is the isocolon be-
tween (p) and (q). In these lines, in fact, there
is the parallelismus membrorum of the main con-
stituents from a syntactical point of view (di-
rective — instrumental — verb), and there also is
a chiasmus for the inversion kunna ipalit/ipala
kunnit from the lexical point of view. The chias-
mus, however, is necessary for the narrative,
since expressing an inversion through two
words of opposite meanings is inevitably in-
verted. The clause (r) is asyndetically con-
nected to (q). Therefore, given these consider-
ations, we detect a prose text in this part,
although in high style.

Similarly, no rhetorical device can be identi-
fied in the lines KUB 17.10+ i10"-15" (§5), which
follow (a)-(h):

(t) halkin immarnin  Salhianten mannitten ispiyatarr=a. pedas

Ob;. Obj. Ob;. Obj. Obj.+Conj. V.

grain, animal, fecundity, luxuriance, growth, and abundance removed
(u) gimri wellui  marmaras andan Telipinus pait

Loc. Loc. Loc. —Post.  Subj.

to the steppe, to the meadow, into the moors Telipinu went

(v) marmarri andan ulist(a)
Loc.—Post. V.

(he) into a moor plunged

(W) Ser=a=sse=ssan
Post.+Conj.+Pers. Pr.+Enc. Part.  Subj.
And over him

(x) nu  namma halki§ hattar’ natta mai
Conj. Adv. Subj. Subj. Neg. V.
Therefore  barley wheat no longer ripen

foliage grew

halengzu  huwais

! The suggested reading is Luw. ipal(i)-, cf. Weeden 2011: 503 ipala-; eDIAna s.v. ipal(i)-.
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(y) nu=g(a)
Conj.+Enc. Part. Adv. ~ Subj. Sub;.
Therefore COWS sheep

(z) armauwantes=a kuies
Subj.+Conj.  Sub;j.
And those (already) pregnant

@) nu=ga) apiya natta hassangi
Conj.+Enc. Part. Adv. Neg. V.
Cannot give birth.

namma *kuwawes *pekkuwes antuhses natta armahhangi
Subj. Neg. V.
humans no longer become pregnant

Telipinu, too, went away. Removed grain, animal fecundity, luxuriance, growth, and abundance. Telipinu
went to the steppe, to the meadow; into the moors and plunged into a moor. Over him, foliage grew. There-
fore, barley, wheat no longer ripen. Therefore, cows, sheep, humans no longer become pregnant. And those

(already) pregnant cannot give birth.

These lines show different lengths; the first of
them (s) is asyndetically introduced and the
clauses (s)—(v) are joined by asyndeton. It occurs
alsoin (t), in (u), (x), and in (y), where the terms
of the enumeratio (halkin immarnin Salhianten
mannittenispiyatar; gimviwelluimarmaras; halkis
hattar’; kuwawes *pekkuwes antuhses) lack any
coordinating conjunction. These two features
speed up the rhythm of the narrative and sim-
ultaneously give the text more emphasis. Re-
lated to the enumeratio, there are the figures of
the homoioteleuton, and the alliteration for the
repetition of n/ and /ten/ in (t), of /i/ in (u),
and /e$/ in(y). In (u), there also stands the anas-
trophe since the subject, Telipinus, is in marked
position, the last one, immediately before the
verb. In (w) the first stressed unit of the clause
is $ér, to which the enclitics are suffixed. This
construction gives great emphasis to the nar-
rative, directing attention to the syntagma
ser(=a)=sse=$$an “on him”. Then, the negative

(b") [nu *wlatt(i)es* hater
Conj. Subj. V.
The mountains dried up
(c") taru hagta

Subj. V.
The trees dried up
(d") n=asta parsdus natta weggi

Conj.+Enc. Part. Subj. Neg. V.

And the buds do not come (forth)

! The reading watti- in cuneiform Luwian for HUR.SAG
was suggested by Gérard in 2006, who also proposed it for
Hitt. adjective wattanti- in KUB 12.63 obv. 35 the “massif/
élevé” (2006: 249). Here, the same reading in Hittite is a sug-
gestion, although we believe that the topic requires further
investigation. This reading, however, fits very well stylis-

clauses (x)-(a") follow, with natta immediately
before the verb, as usual. Among them, (x) and
(y) show the same construction (conjunction —
subject —negation — verb), although they are of
different lengths. All the features noted so far —
asyndeton, enumeratio, alliteration, anastrophe,
the construction of $érin (w), repetition of the
negative clauses from (x) to (a”) — give the se-
quence a fast pace and solemnity at the same
time. However, the lack of figures of repetition
linking the clauses to each other, their different
lengths, and the absence of a unified rhythm
throughout the sequence make it difficult to
see a strophic structure here. Therefore, in our
opinion, this is an elevated style prosaic se-
quence.

On the other hand, the following lines show
a stylistically elaborated structure that cannot
be accidental. In KUB 17.10+ 1 16"-20" (§6), two
main blocks of text, i.e. (b"-h") and (i"-p”’), can
be identified according to the context:

tically within the clauses in which it occurs. Regarding the
relation of C.Luw. watti- with Hitt. wat(ta)ru- “source”, see
Gérard’s suggestion on the common derivation, as it can be
detected in many other Indo-European languages (2006:
250-251). In the passage under discussion PUY (z = 1. 177)
has been read as wattaru.
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(e”) weses hater
Subj. V.
The pastures dried up
(") wattaru hagta
Subj. V.
The springs dried up
(g") nu  utniya andan kasg(a) kisati
Conj. Loc. Post. Subj. V.
and in the land the famine broke out
(h") antubses Siuness=a  kistantit harkiyangi
Subj.  Subj.+Conj. Instr. V.
Humans and gods  of hunger are dying
i) Sallis=z(a) IStanus Siyamanan iet
Adj.+Enc. Part. Subj.  Obj. V.
The great Sungod a feast made
1) nu=g(a) *Sakres' Siunes halgais
Conj+Enc. Part. Adj.  Obj. V.

And the ‘thousand gods” invited
(m”) eter

V.

They ate
(n") n=e natta ispier

Conj.+Subj. Neg. V.
And they were not sated
(0") ekuier=ma
V.+Conj.
but they drank
(p") n=e=g(a) natta hassikker
Conj.+Subj.+Enc. Part. Neg. V.

And they could not quench their thirst

The mountains dried up, the trees dried up, and (so) the buds do not come (forth). The pastures and the
springs dried up, and (so) famine broke out in the land. Humans and gods are dying of hunger. The great
Sungod made a feast and invited the ‘thousand gods’. They ate and they were not sated, but they drank and

they could not quench their thirst.

The first block of the text (b"-h") is organised
according to the pattern cause-effect, marked
by the frequent and focused use of the asyn-
deton. The description shows what is happen-
ing and its consequences: the vegetation is
withering. Therefore, the green bud does not
germinate; the pastures and the springs are
drying up, so the country is overwhelmed
by famine. The asyndeton marks the definition
of the cause from which derive the con-
sequences, expressed by clauses. The conjunc-
tion nu introduces them. The mountains and
trees dry up (b’-c”), so the vegetation does not
regenerate (d”). The drying up of the pastures

and the lack of water in the springs (d’-f")
cause famine to sweep over the country (g"),
which in turn causes living beings to starve
(h"). The feast organised by the Sungod (i")
causes the gods all to be invited (1"); they eat
(m”), but the consequence is that they are
not sated (n”), they drink (o”), but as a con-
sequence, they do not quench their thirst (p”).
It should be noted that in (0”) there is the topi-
calizing/ contrasting conjunction -ma and not
nu, because the action of drinking is in con-
trast to that of eating. The asyndeton increases
the pace of the narrative by emphasising the
description of the consequences. They are not

! For the Hittite reading of LIMU as $a/ ekri-, see Soysal 2023.
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accidentally introduced by the conjunction nu,
which marks a clear division with what pre-
cedes and induces the readers/ hearers to
dwell on what follows.

The description moves from the particular
(the natural environments, focusing even on
the green bud) to a more general level, i.e. the
hunger spreads throughout the country. Liv-
ing beings have not yet been mentioned ex-
plicitly. They appear in (h’), in the merism
“men and gods are dying of hunger”. The de-
velopment of the text follows the figure of the
ascending climax that begins with the mention
of the vegetation (and some minor elements),
moving on to features of the landscape rel-
evant to the survival of living beings (pastures
and springs), then to the entire country. Ulti-
mately, the description moves on to an even
higher level mentioning human and divine
beings (h"). This clause structurally also links
the first and second block of text articulated in
the topos “The great Sungod made a fest”
i"-p").

This complexity of description corresponds
to an equally complex style. The clauses (b")-
(¢”) and (e")-(f") show two stressed units and
have the same construction (subject-verb) and
the same alternation of the verb (hater—hagta).
Following are the clauses (d") and (g") describ-
ing the direct consequences. In this sequence,
we identify in (g”) the figures of anastrophe, for
the inversion between locative—post-position
and subject (utniya andan kasg(a)), and of para-
nomasia kasz(a) kis(a)ti = /kasts kisti/. How-
ever, no rhetorical figure of repetition (e.g.,
anaphora, epiphora, rhyme) links the clauses to-
gether. We propose to read the clauses (b")-(c”)
and (e’)-(f") as a single line, i.e. (b"+c") and
(e’+f"), with four stressed units respectively,
each of them is followed by another line of
four stressed units too (d” and g”)," but with no
rhetorical connection with them:?

! For the lines characterized by four stressed units di-
vided into two equal cola and central caesura, see Melchert
2007: 124-125; McNeill 1963: 240; Durnford 1971.

2 With|we indicate the stressed units, and with||the
caesura, cf. Melchert 2007: 125. n=asta is to be counted as an

(b’ +c") [nu wlatt(i)es | hater || taru | hagta
(d") n=asta | parsdus || natta | wezgi

(e’ +1") weses | hater || wattaru | hagta

(g") nu utniya | andan || kasz(a) | kisati

The lines (b"+c”) and (e’ +f") show the same
length and structure (isocolon) and a series of
rhetorical figures, the anaphora, due the repeti-
tion of the verb hagta; the repetition of hater
just before the caesura determines the internal
rhyme; the assonance between watt(i)es and
weses, as well as taru and wattaru and, more
broadly, between hater, taru and hater wattaru
in the same position in the middle of the lines
and separated by the caesura. In general, there
is alliteration for the repetition of several
sounds, like /k/, /8/, /t/, /h/, and /w/ in
both lines. However, none of this can be identi-
fiedin (d") and (g"), which break the rhythm in-
side each of the preceding and following lines.
The rhetorical links between the lines are the
pun weggi — weses between (d”) and (e’+f"),
which links the central lines to each other, and
the ascending climax from (b"+c”) and (h’) illus-
trated above. In the following clause (h"), there
is a prose text because it does not show any rhe-
torical link with the preceding (g") and the fol-
lowing (i") but consists of four stressed units.
Here, it can be detected a stanza in which
poetry and prose alternate in a cohesive text.

The topos “the Great Sungod made a fest” fol-
lows immediately after opening a new text
block (i"-p”), according to the context, as stated
above.? All the sequences (i"-p”) consist of six
clauses apparently of differentlengths and con-
struction, and their constituents run according
to the Hittite basic order of the words. The
clauses (i") and (1") have four stressed units. In
(1") there is a hyperbole ‘thousand gods’ refer-
ring to all the gods of the pantheon. In these
clauses, we can also see the consonance and the
assonance due to the repetition of the sounds

accented unit, cf. Sideltsev 2018. The example with the post-
position (andan) is to be counted as an accented unit in its
own right, independent from the noun. Cf. Kloekhorst 2014
with other examples.

? On the topos cf. Torri 2010; Steitler 2017: 207.
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/8, /n/, /a/,and /i/ in (1) ($alli§ IStanus Siya-
manan)and /8, /a/,and /e/in(1") (Sakres Siunes
halzais). In the remaining four clauses (m’-p”),
there is the alternate between one clause with
only one unit — the verb — (m” and o”) with one
clause with three units (conjunction + subject
—negation — verb) (n” and p”). All these clauses
are probably to be seen as forming two lines,
m’+n” and o"+p’, with four stressed units di-
vided into two equal cola and a central caesura:

(m’-n") eter|n=e || natta | ispier
(0'-p") ekuier=ma|n=e|| natta| hassikker

In these lines, there is also the parallelismus
membrorum (isocolon), with great emphasis on

(q") nu=g(a) Tarhunas  Telipinun
Conj.+Enc. Part. Sub;j. Ob;.
(r") Telipinus=wa
“Telipinu my son there not
(s") Sayet=war=as=g(a)
V.+Enc. Part.+Subj.+Enc. Part.
He became enraged
(t") nu=wa=g(a)
Conj.+Enc. Part.+Enc. Part. Obj. Adj. V.

*niwalla=ssan
Obj.+Poss. Pron. V.
And Tarhuna over Telipinu his son
*niwalla=mmas  andan natta esgi
Subj.+Enc. Part. Obj.+Poss. Pron. Adv. Neg. V.

hitman assu pétas

the verbs in the first and last position, as well
as the perfect correspondence of assonances
(/e/, /a/)and consonances (/n/, /r/), as they
consist of the same grammatical constituents.
These clauses, however, do not show any con-
nection or similarity with the previous two
(i’-1"). Therefore, while in (m’+n’) and
(o"+p”), we detect a poetry text, in (i) and (1),
we simply cannot.

In the following lines KUB 17.10+ i 21"-24"
(§7) (q"-z"), the same stylistic features observed
above are discernible, i.e. a sequence (q"-t") in
which there are no devices that would allow us
to speak of poetry and one (u’-z") in which
they are:

kappuwet

became worried

And everything good removed”
(u") Salles salles Siunes kappuwes Siunes Telipinun Sanhiskiuwan dair

Adj. Adj. Subj. Adj.  Subj. Obj.

The great (and) small gods for Telipinu to search began

v") IStanus haranan leliwandan epta
Subj. Obj.  Adj. V.
The Sungod the eagle swift sent
(w") t=war=asta
V.+Enc. Part.+Enc. Part.
“Go!
(x") pargamus watt(i)es Sah
Obj. Adj. V.
The high mountains search!
(y") hartus=kan halluwamus sah
Obj.+Enc. Part. Adj. V.
The valleys  deep  search!
(z") huwanhuessar=kan kuwaliu Sah
Obj.+Enc. Part. Adj. V.
The waves quiet  search!”

Tarhuna became worried over Telipinu, his son: ‘My son Telipinu is not there. He became enraged and re-
moved everything good.” The great and small gods began to search for Telipinu. The Sungod sent the eagle
swift: ‘Go! Search the high mountains, search the valleys deep, search the waves quiet!".

The paragraph opens with a description of the
cause from which the following actions arise,
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Tarhuna (q”) worriedly informs the gods of his
son’s departure and the devastating con-
sequences that have resulted, expressed by a
kind of anaphoric ellipsis that summarises in a
very concise way — “he removed everything
good” (t") — what has been said previously. The
immediate consequence is that the entire pan-
theon, referred to by the merism as “the great
and small gods” (u”), starts looking for the van-
ishing god. The clauses (q'-r") comprise five
stressed units with different construction. In
(s”) there is a single accented unit, but in (t")
there are three. Here, it is impossible to detect
stylistic features that would allow us to define
it as poetry.

The clause (u”) marks a clear stylistic distinc-
tion between the above and the following part.
It is connected with the previous one by asyn-
deton —in the same way as the following (v") —
and consists of four stressed units ([Salles salles
Siunes]—[kappuwes siunes]—[ Telipinun]—[Sanhis-
kiuwan dair]), with a formulaic construction
supine + dai-/ti- (Sanhiskiwan dair) that sol-
emnly introduces a new section of text, anditis
to be considered here a single stressed unit."

The decision of the Sungod to send the
“eagle swift” is illustrated in (v"). In (w") be-
gins the direct speech opening with a peremp-
tory command “Go!” followed by the descrip-
tion of the landscape that the “eagle swift” will
fly over during the search (x"-z").

The name of the eagle (haranan) is char-
acterised in (v') by the epitheton ornans
(leliwandan) “swift” in marked position empha-
sising the narrative. The landscape description
in (x")-(z") is made by a topos typical of the
plots of the disappearing god. Moreover, it is
taken up as such, or only partially, or revisited
on several occasions when the context deals
with the search for something that has been
lost, as already said (§2). In this manuscript, it
was probably also repeated when the bee was
sent to look for Telipinu, but the text here is in
lacuna. This hypothesis is confirmed by the so-

! This formula can be accented or unaccented, see Mel-
chert 1998: 487; Kloekhorst: 2014: 633-635; for its solemnity,
cf. Carruba 1995: 579; Melchert 1998: 483-484.

called third version of the myth (CTH 324.3.B),
which, in a completely specular way to the text
analysed, does not preserve the mention of the
journey of the eagle, but that of the bee, with
the same topos (OH/MS KUB 33.10 (++) ii 1-5).

The topos is characterised by the occurrence
of the epitheta ornantia that feature a chiasmus
between (x") and the two following lines due
to the disposition of the adjective and the ob-
ject. In fact, in (x") the adjective precedes the
object, while in (y") and (z"), it follows in
marked position (Francia 2001):

(x") pargamus watt(i)es sah

Adi. N V.
(y") harius=kan halluwamus sah
N+Enc. Part. Adj. V.

(z") huwanhuessar=kan kuwaliu sah

N.+Enc. Part. Adj. V.
These lines form a tercet asyndetically joined
and featuring the isocolon and the epiphora for
the repetition of the verb sah. In (z"), we can
see the figure of the synecdoche due to huwan-
huessar for DY “rivers”, attested only in IBoT
3.141 [OH/MS] i 8 (IDPPLLELA) 2

On the phonic level, assonance, for the rep-
etition of /a/, and consonance, for the repeti-
tion of /§/, and of /h/ in (y") and (z"), can be
identified throughout the tercet.

As far as accented units are concerned, in
(u”) there is the opening formula of four
stressed units, followed by (v') with three
stress units — considering haranan léliwandan a
single stressed unit —* or four — considering
haranan leliwandan two stressed units. The line
(w”) must be counted as a single accented unit.

Three different scenarios can be assumed
here, depending on whether haranan leliwan-
dan is to be counted as a single accented unit
and whether (w”) is an independent line. In the
first case, considering haranan leliwandan as a
single unit and (w") as independent, for each
line, we would have the following scheme re-
garding the accented units: (u”) four— (v") three
— (w") one. In the second case, considering

2 Francia, Vigo 2024b.
? Kloekhorst 2014: 238; the predicative adjective is always
stressed.
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haranan and leliwandan as two accented units,

and (w”) as independent, we could suppose a

scheme such as (u") four — (v") four — (w”) one.

According to this latter reconstruction, we

would have two clauses, (u”) and (v"), with four

accented units, divisible into two equal cola,

each of two units, with a caesura in the middle,

as already seen in other previous cases:

(") Salles Salles Siunes | kappuwes Siunes || Telipinun |
Sanhiskiuwan dair

(V") IStanus|haranan||leliwandan | épta

(wW") t=war=asta

In the third scenario, haranan leliwandan in (v")
are to be considered as a single stressed unit
and (w") forms a single line with (v"):
(") Salles salles Siunes|kappuwes Siunes || Telipinun |
Sanhiskiuwan dair
(V'+w’) IStanus|haranan leliwandan|| épta |it=war
=asta
Although (u”) and (v’), as well as (u”) and
(v'+w’) show an equal number of accented
units in these reconstructions, there are no
other rhetorical devices to identify in these
lines a poetic text. The elevated style proves
how narrow the cut-line between prose and
poetry sometimes is." On the other hand, by
assuming (v') and (w”) to be independent, we
would have a very similar pattern to that of
(q')-(s"), i.e. three longer lines, followed by a
single accented unit.

Then, there is the topos outlining the land-
scape. It consists of three lines (x"-z") of three
stressed units each, connected by asyndeton
([pargamus] — watt(i)es] — [Sah], [harius=kan] —
halluwamus] — [Sah], [huwanhuessar=kan] — [ku-
waliu] — [$ah]).?

In this sequence, the asyndeton also plays an
important role in determining the timing and
the rhythm of the narrative. The clause (u”)
marks a caesura with what has been said be-
fore, opening a new narrative section — the
search for the vanished god — in which, at first,
all the gods are looking for him. Here, the

! Cf. the incipit of the famous Italian novel I Promessi
Sposi (The Bethroted) by Alessandro Manzoni.
2 The endlitic particle -kan suffixed to parius (y’) and
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asyndeton highlights the transition from one to
the other narrative section. Similarly, in (v"),
the asyndeton underlines the change of scenery
at the narrative level, i.e. the Sungod sends the
eagle. In the topos of landscape, each clause
sketches a different one — the mountains, the
valleys, the waves — and the asyndeton marks
these three pictures.

To sum up, the sequence (q"-z”) is organised
as follows, taking into account the accented
units: five (q") —five (r") — one (s") — three (t") —
four (u”) — three/four (v') — one (w") [or four
(v'+w’)] — three (x") — three (y") — three (z").

From (q") to (w”"), there is prose text, and
(x"), (y"), and (z") are poetic ones.

The topos of the landscape also occurs some-
where else in the god as mentioned above (§2).
In the analysed text, it recurs both in the speech
of the Sungod, when he entrusts the eagle with
the search for the god, and in its report to him
(KBo 26.124 [OH / NS] i 23°-29"). Similarly, in
the so-called mugawar of the Storm god of the
sky (CTH 332.1), the topos would seem to be
attested both in the speech of entrusting the
mission, both to the eagle and to the bee, as
well as in the description of the exploration of
the bee (KUB 33.33 [OH/NS],18"-11").

4. THE MYTH OF TELIPINU:
A PROSIMETRUM

In summary, the present analysis showed that
in §§3-7 of the first version of the Myth of Te-
lipinu, there are sequences or part of them
with some rhetorical and stylistic devices that
reveal a very high style of storytelling, but not
such as to qualify as a “poetry’. On the other
hand, other sequences or part of them, show
rhetorical and stylistic devices much more
marked than in the prose sequences, with par-
ticular emphasis on rhythm and cohesion both
within the single clause/line and between con-
tiguous ones, thus shaping a stanza; so that we
can refer to them as a “poetry’.

huwanhuessar (') leads us to consider them as stressed; by
parallelism, we also consider pargamus (x") as such, al-
though it is not followed by -kan.
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Literary text with alternating prose and
verse (i.e., poetry) is defined as a prosimetrum
or mixed text or Satura Menippea, as men-
tioned above (§2): “un modo di inserire versi in
un contesto prosastico [...]. Tali versi possono
configurarsi come proposizioni e periodi di
senso compiuto, ma anche come parti di frasi
che, dal punto di vista grammaticale, si inseri-
scono organicamente nel tessuto prosastico
circostante”.!

According to Bartornikova, the verses in the
Myth of Telipinu are “assolutamente necessa-
ri, in quanto rappresentano elementi portanti
dell’azione; senza quei versi, il contesto risulte-
rebbe incomprensibile e I'autore si vedrebbe
costretto ad esprimere la sua idea in altro mo-
do — magari in prosa”.?

The poetic pieces are organised in stanzas,
structured in various ways, in which we can

identify:

(§4) one couplet (b-c) — one tercet (d-e-f) — one
couplet (g-h);

(§6) one single verse (b"+c”) —(d” prose text) —one
single verse (e’+f") — (g” and h” prose text) —
one couplet (m’+n" -0’ +p”);

(§7) one tercet (x"-y’-z").

5. CONCLUSION

As already seen, the poetic lines may consist of
different numbers of stressed units (three in b-
h,inx"-z"; fourinb’+c’, e’ +f", m"+n’, 0" +p”),
with some care being taken to build stanzas or,
at least, group of lines with equal numbers of
stressed units and rhetorical devices (couplet,
tercet, etc.), but this cannot be taken as a rule.
Sometimes, the stanza opens with one or
more prose lines with an equal number of
stressed units, such as in (a) and in (i") — 1").

In any case, in different stanzas — it cannot
be excluded a priori, even within the same
stanza — the number of stressed units of the
lines may also vary according to the semantic

! Bartorikova 1998-1999: 64.

2 Bartonkova 1998-1999: 64. The scholar defines this kind
of texts prosimetrum “di valore pieno”.

3 Lenzi 2019: 49, and fn. 149, with reference to Wasser-
man 2003: 157-158 and Izre’el, in Izre’el, Cohen 2004: 30.

units from which they are composed. It would
seem, therefore, that there is flexibility both in
the structure of the lines and in their length,
and thus, most likely, also in the metric system.
Our impression is that the search for rhythm is
predominant.

The same characteristics have been noted
in Akkadian compositions.? N. Wasserman
observes that Akkadian poetry is not based on
a stable number of syllables and, thus, on a
regular metric system, like classical poetry.*
Rather, a close connection exists between
semantic and syntactic units in a single line or
couplet.”

The analogous connection also exists in Hit-
tite poetry, which is why it is better to speak of
rhythm than metric. For these reasons, S. Iz-
re’el introduced the concept of ‘metre’ in Ak-
kadian poetry, which can consist of a word, a
genitive construction, a word with proclitics,
etc., without a regular length, what we have
generically referred to as stressed units.® With
these remarks, we do not intend to claim that
the original structure of Hittite (or, better,
Anatolian) verse was influenced by Akkadian
ones, which we do not believe to be possible, at
least in texts of Anatolian origin, such as the
Myth of Telipinu, but only to detect similarities
within the Ancient Near Eastern literature.

On the other hand, these features are typical
of oral poetry, based precisely on rhythm.
Rhythm, in fact, is not universally determin-
able; it is closely linked to the perception of the
culture that expresses it.”

L1sT OF ABBREVIATIONS
(not included in the CHD)

Dir. = Directive

N. = Noun

Neg. = Negation

Enc. Part. = Enclitic Particle
Poss. Pron. = Possessive Pronoun
Post. = Post-position

Wassermann 2003: 158-159.
Wasserman 2003: 162; Izre’el 1992.
Izre’el, Cohen 2004: 30.

Finnegan 1977: 26.

N v A
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SITOGRAPHY

eDIAna = Digital Philological-Etymological Dic-
tionary of the Minor Ancient Anatolian Cor-
pus Languages (https://www.ediana.gwi.uni-
muenchen.de/).
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