














































































































































































































































































































































































































In the second stanza (Stanza Fourteen), the use of iwnw is paronomasic, both
phonologically and visually: iwntyw, ‘foreigners’ (g '201) can also be derived from

iwnt , ‘bow’ (H af ), from which we derive the participial form, iwntyw, ‘those of

the bow’, meaning of course, ‘foreigners’ by implication. With alternative

O
orthography, iwnw E ® is Heliopolis, quite the opposite of a ‘foreign’ place. This
stanza again uses the sdm.n f form in the onset of the first verse, but in this instance
there is no clear reason why this should be. The link between the verses here falls in

the terminus of each verse; t3-sti/sti r<.

In the third of these stanzas (the Fifteenth), the onset of the first verse is
sm3.k and the terminus of the second verse is shnw smsw; this seems to provide a

phonological parallel between the verses.

The four final stanzas of the hymn seem to provide a sort of gloss on the
themes of the hymn, summing up the attributes of a successful king or ruler:
possessing a powerful name, rejuvenation by the gods, military prowess and the
ability to defend one’s country against attack or invasion by foreign powers, and,
most importantly, the divinely inspired ability to govern a country according to the

principles of Maat.

Stanza Sixteen does not display the same parallelism between the two verses
as all the other stanzas (except Stanza Two): there is no obvious apparent link
between the two verses except that the second syntactic element in both is rn.k.
However, this does not follow the pattern of the other stanzas, and it is possible that
this departure from the usual structure marks the final four stanzas as a ‘summary’ of

the hymn.

Stanza Seventeen returns to the standard structure of the stanzas, punning on
hwn, ‘to rejuvenate’ at the onset of the first verse, and shnw, ‘Commander’ at the
terminus of the second. This paronomasic link seems to lead the scribe into two

erroneous writings: ihwn for hwn and ihwn smsm for shnw-smsw.
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The third of the last four stanzas (Stanza Eighteen) refers back to the set of
three stanzas which preceeded this last group of four stanzas, by referring to the
military actions of a king — cutting off the heads of rebels. The word $% also provides
a phonological link between the two verses.

The final stanza of this set of four (Stanza Nineteen), and of the whole hymn
summarises the essential nature of kingship — to steer one’s people according to the
principles and precepts of Maat; however the composition as a whole deals more
with cosmic paradigms of kingship rather than earthly rule. The root m3° appears in
three different forms in this stanza: m3°.k, ‘you steer’; m3w, ‘wind’, and m3%,
‘Maat’; the structure of most of the stanzas is therefore referenced (parallelism of the
onset of the first verse and the terminus of the second) with the addition of an ‘extra’

reference at the terminus of the first verse.

All the verbs used in this hymn seem to be unusual, or used in contexts other
than their usual ones to create a specific effect; possibly demarcating a register of

magical language.

Structurally, the most common pattern for the stanzas is a semantic,
paronomasic or phonological paralleling of the onset of the first verse with the
terminus of the second verse (a kind of symploce): thirteen of the nineteen stanzas
have this structure.

Linguistically, the verb-forms used in the onsets of each verse are not
consistent; certainly, they are apparently all declarative forms, which fits with the
fact that this is a hymn, therefore composed largely of statements concerning the
god.

Assmann (2001: 84) comments that the earliest hymns were litanies, by which he
means a pattern, or refrain, into which divine naming elements were inserted. This
hymn seems to have a litanistic style, which may suggest a relatively early
composition date for this hymn, or an archaising style.
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3.1.9. Translation and Interpretation of Hymn E (I11,3 — IILS)

i Spw —pwy irdef*

O this Sepa, who made his (own) body,

i nb we pry (IIL4) m Nwn *

O sole lord, who emerged from Nun,

i Hw —pwy km3 —swdsf*

O this Hu, who created himself,

i ir Hw —pwy imy f*

O, one who created this Hu, and who inhabits him,
i ir.y it f (AIL,5) imn mwt f*

O, one who created his father, whose mother is hidden.

3.1.10. Commentary on Hymn E

The fourth hymn on the papyrus is far shorter than the preceeding three, and
marks a change in the deity addressed — this set of invocations is addressed to Sepa,
where the first three hymns (§3.1.3; 3.1.5.; 3.1.7.) were all addressed to Shu. The
hymn is litany-style, and each invocation is introduced with an anaphoric ‘O..’,

providing an overall structure to the hymn.

Sepa is a funerary deity, associated with the waters of the Nile, as Goyon
(1988: 37-38) discusses (with regards to P. Jumilhac; see also Leitz 2002: VI, 269),
and therefore is an appropriate deity to invoke in a collection of texts which includes

one explicitly marked as a ‘water spell’ (Spell K, §3.2.3.)

Hu, the incarnation of divine speech is also invoked, as is Nun, the primaeval
waters, and the contents of the invocations makes it clear that this hymn is concerned
with creation and cosmogony: invoking the various mechanisms and paradoxes of
creation: self-creation, emergence from a primordial void, creation by another, self-
creation including one’s own antecedents. It expresses a cosmology, and yet is
framed as a direct address, employing the vocative particle. The speech-act of this

hymn would be to address the creator-deities and outline their cosmogonic roles.

The hymn consists of five verses (as indicated by the verse-points, see
§1.4.3.), which express a series of interlinked ideas which progress through the
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incantation. The third verse, for example, is intimately linked to the fourth, providing
the classic logical paradox that the deity addressed is both Hu and the creator of Hu:
he is himself and his own father! This verse is also grammatically parallel to the first

verse, having the structure:
Vocative + god’s name + -pwy participle + object

which is highlighted on a semantic level by the similarity of the termini of both

verses: ‘who made his (own) body’/‘who created himself’.

The first three verses all show structural similarity, although the second verse
does not follow the exact paradigm of the first and third shown above.

The relationship of Sepu to the flood waters binds the first two verses
together semantically — Sepa creates himself, and emerges from the primordial flood
waters of Nun. The central verse, which invokes Hu, the power of the creative word,
or divine utterance, seems to have some of the attributes and function of a
‘transitional verse’ (see §4.3.4.1.), moving the cosmogony from the primordial (first
two verses) into the creation of the first forces, and opening the paradox of the
creator who created his own ancestors, which trope binds the final two verses
(although see here Leitz (1999: 34), who considers that each verse refers to a
different god). Of course, the name Hu is similar to the verb hwi, ‘to flood’ (Wb 111,
50.1), and this aural allusion may have connected the third verse to the first two.

The use of red ink to write the vocative i at the start of each verse is unusual
— it does not seem to fulfil the same function as the use of red ink to write the first
word, phrase or verse, since it is repeated in every verse of the hymn. In the last
verse, mn is emended to imn in red ink, showing that red ink is used to edit a text
after composition/copying (see §4.2.4.). The red, vocative i at the start of each verse
cannot be explained as such — the signs fit perfectly into the text, and are not inserted
above or below the line. They do not fulfil any indexing purpose (i.e. they do not
mark only the start of the hymn), nor are they corrections. The sign used to write the

i ﬁ is not the most common orthography for the vocative particle, and it seems

likely that the sign has some of the qualities of a formula; perhaps instructing the
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performer as to the appropriate gesture to accompany the incantation (for this see
Dominicus 1994: 79, and Fischer-Elfert 2006: 23, n.2).
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3.1.11. Translation and Interpreation of Hymn F (111,5 - I11,10)

First Stanza
ind-hr.tn p35 ntrw 3.y *
Hail to you, O five great gods,
ipry m hmnw *
who have come forth from Hermopolis,
iw nn waw.tn m pt °
before you existed in the sky,
(I1L6) nnwnw.tnm 13 *
while you did not exist on the earth,
iw nn wnw 3w shd.tn *

when there was no light, you illuminated.

Second Stanza
mi {n.n} n.i wdC.tn n.i itrw *

145

Come {to us} " to me, that you may part the river for me,

htm.tn (L) nty im f*

and so that you may seal the one who is in it.

Third Stanza
nty hrp.w nn bsy.tn °
Those who are submerged, you shall not break out,
htm.tn m r.an nb.tn r.an'*®*
may you seal your mouths, and hold fast your mouths,
mi htm.tw ssdd (II1,8) m ddw °©
as the window in Busiris was closed,

mi shd t3 m 3bdw °

13 This may not be an error by the scribe; it could be read as apposition (with ellipsis of the
imperative mf): ‘Come to us, to me...’; the presence of the first person singular pronoun as the indirect
object of the terminal clause of the verse does suggest that n.n was written in error, but it is not
corrected or erased by the scribe.

"¢ Note that Leitz (1999: 35) emends the verse-point here; collation with the original document
shows that it is present, although slightly displaced to the left by the correction in red ink; clearly the
verse-point was added after this correction.

138



as the land in Abydos was illuminated,

47 11 nt Sstre ®

mi htm.tw r n kt
as the mouth of the womb (?) of Anat and <the womb of 2'**> Astarte was
sealed;
t3 ntre (IL,9) 2 3.yt *
the two great goddesses,
nty iwr nn msi.sn *
who were pregnant without giving birth.
htm.snm Hr *
They were sealed'* by Horus,
sn{t}.sn mSth*
They were opened(?)'*° by Seth.
n3 (IIL10) nty m 83 pt i.ir s3.tn *

151

They, who are in the sky ', are the ones who make your

protection.

3.1.12. Commentary on Hymn F

The fifth section of the papyrus has the traditional hymnic opening ind-hr.tn
(see §1.4.5.), and is addressed to five gods. Leitz (1999: 34 and n. 20) comments that
the five gods may be ‘perhaps Thoth and the Ogdoad before its fissioning at the

"*" The sign used to write k#/idt is Gardiner’s F143 (Gardiner’s Extended Sign-list, Hannig 1995:
1141).

1% By ellipsis, if the reading of ‘womb’ is correct.

19 This verse is slightly problematic; I have read the verb-form as the passive sdmw.f, in light of the
following preposition, which precludes the reading of Hr as the direct object of htm.sn.

0 See Leitz’s lengthy note on this verb-form here (1999: 35, n. 26). In the context of the stanza,
reading sni, ‘open’, with the 7 being interpreted as an indicator of the passive ending .tw, would allow
this verse to stand both in grammatical opposition with the previous verse by the use of the
unmarked/marked passive forms, and in semantic opposition, paralleling the ‘sealing’ by Horus with
the ‘opening’ by Seth, whose violent opening of the uterus of his mother Nut are known from the
Pyramid Texts, Spell 222 (PT 205a-b: 1, 118); the Levantine goddesses Anat and Astarte being
assimilated to an Egyptian mytheme here. Leitz points out the implications of ‘sealing’ the womb,
which was considered necessary, after conception, to prevent miscarriage/abortion (‘opening’) or
premature birth. Ritner (1984: 216-7) objects to this reading, arguing that it suggests a chronology of
action which is unlikely: that Horus seals their wombs, affer which Seth opens them (providing the
possibility that they might successfully give birth. He argues instead that the line sni.t<w>.sn m sth
(as I would render it) should be read as an explanation appended to the previous verse: ‘they were
sealed by Horus, because they had been opened by Seth’; in this context, the ‘opening’ by Seth refers
to the sexual union between Seth and Anat and Astarte which is well attested (as in P. Chester Beatty
VI, verso I, 5; Gardiner 1935: 61-3). The offspring of Seth would necessarily be considered
dangerous, the more so because the only attested child of Seth is Maga, the crocodile.

13! This of course refers to Anat and Astarte’s qualities as storm/sky goddesses (Leclant 1975: 254-5),
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creation by the sun-god’, interpreting the Ogdoad as four undifferentiated pairs
rather than eight gods, or (more likely in his estimation), the five gods whom he
considers are invoked in the previous hymn. However, the previous hymn does not
seem to be so much an invocation to separate deities as a cosmogonic progression
detailed in invocation-form, and the suggestion that the five gods may be Thoth and
the Ogdoad before it split into the component eight gods is supported by the second
verse of the First Stanza — ‘who have come forth from Hermopolis’.

The hymn shows more Late Egyptian features than any of the texts earlier in
the manuscript — the use of the definite article p3, whilst not diagnostically Late
Egyptian (it is attested in Middle Egyptian literature), becomes codified by this stage
of the language. The participial form in the second verse of the First Stanza shows a
much more Late Egyptian orthography for the participial form — cf. earlier examples
which lack the prothetic yod (1, 2-3; 1,6; I, 9-10; and III, 3-5), and more closely
resemble the Middle Egyptian orthography for participial forms. This strengthens the
argument that this manuscript represents a compendium of texts of heterogeneous
origin (see §4.3.), collected on account of their subject matter, and copied by one
scribe, possibly for the purposes of compiling a reference or archival copy of these
spells and hymns. This is also (as Leitz comments (1999: 34)) the first text directed
against crocodiles — another reason to think that it is not a ‘hymn’ as opposed to a

‘spell’, but one of the assorted texts here collected, defying conventional genre
definitions (see further §1.4.5.; 4.4.).

The last three verses of the First Stanza are all characterised by the use of nn
wn.w — the first and third of these verses preface the form with iw, the second does

not, giving a pattern A-B-A on a syntactic and morphological level.

The Second Stanza of this hymn seems to have more in common with the
contents of the first Spells — it is an invocation against crocodiles (nty im f, ‘the one
who is in it (i.e. the river)’ is the crocodile — cf. Spell K, terminal rubric (§3.2.3.
recto V1, 12), Spell L, fourth stanza (§3.2.5. recto VII, 3), Spell T, third stanza
(§3.2.21. recto VIII, 7 — although this is less obviously a parallel), Spell V, first
stanza (§3.2.25. recto IX, 6)). This commonality between the ‘hymns’ and the
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‘spells’ suggests that the manuscript might be considered as a composition which

had a unified purpose (see §4.3.).

In the first verse of the Second Stanza, the {n.n} seems to be a mistake, given
the following n.i (see above, n. 145), and the corresponding use of the dative first
person suffix after the secondary verb, wd°.tn. It is perhaps significant that three
verses later the scribe emends two suffix pronouns (in red, above the line — further
evidence of the scribal practice of editorship in red ink); it is possible that the hymn

being copied here is corrupted, or that the scribe is making mistakes in the process of

copying (§1.2.2.).

The Third Stanza continues in this incantatory style — this stanza cannot be
characterised as conforming to the ‘hymnic’ speech-style (§1.3.5.; 1.4.5.): there is no
praise or adoration of a deity here, nor is there a recounting of the deeds of a deity,
rather the stanza commands/instructs the crocodiles not to ‘penetrate’, and to ‘seal
your mouths and hold fast your mouths’, following this with an extended
mythological simile. This sense of immediate purpose has more in common with the
magical texts of the papyrus than the hymns.

The first verse of the Third Stanza bears a very strong resemblance to the first verse
of the third stanza of Spell T of the Harris Magical Papyrus (§3.2.21. recto VIII, 7):
iw n3 nty hrp.w bn bsy.sn, ‘those who are submerged, they shall not enter.” Kruchten
(1989: 148-9) comments on the opposition hrp-bsi, pointing out its common
attestation in medical texts; the opposition of these two verbs is marked, giving a bi-
partite structure to the verse which is paralleled in the following verse, in which the

two verbs appear to be in accordance rather than opposition.

In the second verse, the second person plural suffix pronouns attached to the
two occurrences of r, ‘mouth’ are both written in red ink, above the line; again, this
shows that red ink is used as an editing tool after writing; in addition the presence of
the second correction displaces the verse-point to the left (see here §4.2.4. for a

discussion of the significance of this).

This verse is also intertextually significant; it is repeated in several places.
The Saite healing statue of Djed-Her-le-Sauveur (Jelinkova-Reymond 1956: 48, 53)
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shows a parallel inscription on the left hand side of the statue. P. Chester Beatty XI,
recto 4, 3-4 (Gardiner 1935) also shows some similarity to this phraseology (see also
the spells of P. BM EA 10081: Schott 1930: 35-6).

The three dependent, preposition-headed clauses of contingency which
constitute the third-fifth verses of the Third Stanza expand on the first two verses of
the stanza. The verses ‘as the window in Busiris was closed, as the land in Abydos
was illuminated’ express the opposition and duality of the Nile Delta'*? and Nile
Valley'>, which combine to make up the state of Egypt.

The sixth verse of the stanza, ‘as the mouth of the (womb?) of Anat and (the
womb of?) Astarte was sealed’, brings these two images together through the
imagery of the Semitic goddesses Anat and Astarte, who appear in Egypt at the end
of the Middle Kingdom and into the Hyksos Period (Leclant, 1975: 253-8), but only
become well-attested during the Ramesside Period, in the Delta. Leclant (1975: 254-
5) comments that it is difficult to distinguish between Anat and Astarte in texts, and
notes that they frequently occur in healing contexts (e.g. P. Leiden I 343 + 1 345, rto
XVIII, 1; Massart 1954: 85, pl. 24).

The presence of Anat and Astarte in this hymn suggests either a non-native
Egyptian origin for the spell, or (more probably) the assimilation of Ugaritic
mythology into Egyptian mythemes. This is paralleled later in the papyrus by the
presence of three strikingly ‘foreign’ spells, considered to be Canaanite in origin (see
§3.2.27. - §3.2.30.).

The rest of the Third Stanza continues on the theme of Anat and Astarte; the
eighth - tenth verses make comment on their procreative abilities, and should be read
in the sense that Ritner (1984: 216-7) suggests: the eighth verse states that the two
goddesses carried offspring but were not capable of parturition; the following two
verses explain this state of affairs, that they were impregnated by Seth, and therefore
prevent from delivering their offspring by Horus.

152 Bysiris is located in the central Delta, in the Ninth Lower Egyptian Nome.
133 Abydos lies north of Thebes in the Nile Valley, in the Eighth Upper Egyptian Nome
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The final verse of the stanza seems to suggest that the presence of these two
goddesses in the sky protects from crocodiles — an example of ‘sympathetic magic’:
since they cannot bear (crocodilian) offspring, they act as a talisman against

crocodiles.

143



3.1.13. Translation and Interpretation of Hymn G'** (111,10 - 1V,8)

First Stanza

dw3w Tmn-R-Hr-3hty hprw ds.f*

Adoration of Amun-Re-Horakhty, who created himself,
grgBmsanf’
who founded the earth, when he began15 3
(I1L,11) ir.n n3 hmnw nw p3wt tp *
whom the the Ogdoad of the beginning of time created,
sw33.sn hm n ntr pn $psy °
they pay honour to the majesty of this august god,
Tmn p3wty 3wy *
Amun, primaeval (god?) of the Two Lands,
(AV,1) wbn.f m Nwn Nwnwt °

when he rises from Nun and Naunet.

ddt hr mw hr 83 °

What is said upon water and/or upon land.

Second Stanza

ind-hr.k w€ Lirw —sw m Hhw *

Hail to you, one who has made himself into millions.
3w (IV,2) wsh.f nn-drw f*
His breadth extends without limits;
shm spd mss —sw ds.f*
sharp sceptre15 ¢ who gave birth to himself.
irt B33 nby*

Uraeus, the great one of ﬂame,158

'** This hymn is treated by Assmann (1999: no. 129); Barucq (1980: 318-29). See also Cruz-Uribe
(1988:126-30).

%3 Contra Leitz, who reads ‘who established the land as his first deed” (1999: 35), taking $3° as
nominal, with n.f as a possessive genitive (‘the first deed of his’).

1% Contra Leitz’s translation (1999: 36) of ‘Effective divine power’; but see Roeder 1994: 50-55.
'*7 Written with dittography, although I have not transliterated this.

138 Possibly a new stanza begins here, since the subject moves to the feminine, however the suffix
pronoun in the last verse of the stanza (as shown here) reverts to f, the masculine.
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wrt-hk3 513 IV,3) irw °
Weret-Heka, hidden one of forms,
b3 358" iry nf sfyt®

Hidden Ba, for whom respect was made,

Third Stanza
nsw-bity (imn-r%) “w.s. hprw ds.f *
King of Upper and Lower Egypt (Amun-Re)|, 1.p.h. who came into existence
(himself),
3hty (1V,4) Hr i3btt °
Horizon-one, Horus of the East,
wbny shd ssp *
who rises/shines, brightens, lightens,
3hw 3hr ntrw *
Sunlight, more blessed than the gods,
imn.k —tw m Imn (IV,5) wr *
you hide yourself as Amun, the Great One.
itnk m hprw.k m itn *

You oppose/distance (yourself) in your forms as the sundisk,

Fourth Stanza
T3-tnn stnw —sw r ntrw °
Tatenen, who distinguishes himself above'® the gods.
i3wt rnpi sbb (IV,6) nhh *
The rejuvenated Elder who crosses nhh,
Imn mn m ht nbt *
Amun, who endures in all things,
ntr pn 83 3 m shrf*
this god who originates the world as his plan.
Fifth Stanza

1% It is conceivable that the writing of 313 is meant as an orthographic (visual) pun here — the

opposition of — and ~ being used to phonetically spell out the word (Smith 1984b).
10 This phrase has the association of Tatenen, the personification of the primaeval land rising out of
Nun. (Leitz 2002: V11, 346-7)
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mi —irk n.i h3y nb w.s ntrw °
Come to me rejoicing one, lord, 1.p.h. of the gods,
(AV,7) shrk n.i dwt nbt *
May you overthrow for me every evil,
(nh3] nb nty hr itrw *

161 which are on the river.

any wild animals
ir.nk —snn.inr'®® hr h3st *
You have made'®® them pebbles upon the desert for me,
mi sd.t hkrt'®* AV ,8) m-ht mrrt *

like the broken beer-vessels around the street.

3.1.14. Commentary on Hymn G

Leitz (1999: 35) notes that this is an extract from a longer hymn, attested in a
lengthier form on the West Wall of the Hypostyle Hall of the Temple of Hibis at el-
Khargeh (de Garis-Davies, 1953: pl.33).
This temple dates to the 26™ Dynasty, as do the majority of the texts there (Klotz
2006: 2), and shows ‘elements of both New Kingdom and Saite, as well as Greco-
Roman linguistic variants’ (de Garis-Davies, 1953: vii). A number of hymns to
Amun-Re are preserved on the walls of this temple, and many of the theological
traditions they thematise are representative of older traditions, particularly

Ramesside hymns and magical texts.

1! Lloyd (1975: 64) comments on the translation of nh3 ‘wild things’, which has often been translated
‘Typhonic things’, leading to a more general interpretation of ‘peril’. He traces the meaning from the
range of literal meanings (‘rough’), drawn primarily from medical texts, the range of metaphysical
meanings: ‘sadness, anguish’, ‘wild, fierce, violent’, ‘dangerous’. He goes on to cite this verse and
remarks on the ‘parallelism with dwr and the use of nb suggest that we are dealing here with a general
word meaning something like ‘peril’.” Of course, there are only so many ‘wild things’ which are ‘on
the river’, that is, crocodiles and hippopotami, so that the interpretation may be needlessly vague in
this case. In the context of this hymn, I would suggest that ‘wild animals’ is a preferable translation.
162 See Wb 1, 192 for this orthography; contra Leitz’s transcription, there is no m, and the first sign of
this word is Gardiner’s 029, Méller’s 363B.

13 L eitz (1999: 36) reads this as ‘may you make’, presumably cither ignoring the n suffix (although
contra this, see his transcription on Plate 15), or perhaps erroneously reading it as the phonetic
complement r to the verb ir; however the hieratic clearly shows an #, rather than an r.

His reading is understandable, as a prospective ir.k, ‘may you make’ seems preferable to the apparent
sdm.n.f, especially in light of the parallel provided by IV,7: shrw.k n.i dwt nbt, ‘may you overthrow
for me every evil’. Possibly the n is a scribal error, and we should read ir.k. See below (§3.1.14.) for a
Parallel which may confirm this.

% This word is not attested in the Wb, and it is likely that <krht > is meant, by metathesis (Wb V,
62.12-63.4). This is supported by the Turin statue parallel cited below (§3.1.14.), in which the
orthography is krhr, however the meaning is clear from the determinative and from the parallel
texts cited below.
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Indeed, the Hibis hymns, including this one, are found repeated (often verbatim)
throughout the Graeco-Roman temples (Kom Ombo and Esna in particular: Klotz
2006: 2). Klotz points out that the theology of Amun, extant at Hibis, was
transmitted widely, not just in temple contexts, but in private autobiographies, votive
stelae and magical papyri and amulets ‘thus, Amun theology was available to all who
might be interested, in practically all forms of textual transmission’ (2006: 3).

The connection between this hymn and the later copy found at Hibis temple
is somewhat problematic; Leitz (1999: 35) characterises the Harris Magical Papyrus
hymn as an ‘extract from a longer hymn’, but the longer hymn from which this is
taken has not been identified. The Hibis version of the text cannot be the original

‘longer hymn’ from which the Harris version is extracted, for chronological reasons.

The location of the hymns at Hibis, which are later versions of this hymn and
the following one (§3.1.15.), is significant, as Klotz shows: they are found in the
Hypostyle Hall, filling the middle registers of the south, west and north walls; the
middle register of the eastern wall is filled with baboons singing adoration to the
sunrise. These baboons are the Eastern Bas, solar baboons, who in Egyptian solar
theology greet the sunrise daily. The Eastern Bas are found in a similar context in the
Solar Chapel at Medinet Habu (The Epigraphic Survey of Medinet Habu 1964: vol,
VI: pl. 421). The epithets directed to the sun by the Hibis baboons resemble those in
the Book of the Day (Klotz 2006: 10); this text is also present in the the Solar Chapel
of Medinet Habu, where the texts above the baboons are taken from the Great Amun
Hymn, indicating, as Klotz argues, that these eight baboons are simultaneously to be
understood as the Ogdoad (Klotz 2006: 10). There is a strong association between
Amun and the Ogdoad at the Small Temple at Medinet Habu, and Klotz argues that
‘their striking presence at Hibis suggests some relation between the theology of
Medinet Habu and Hibis’ (2006: 11). This association supports the theory that the
origin of the Harris Magical Papyrus is Medinet Habu temple, and that the hymnic
parts of the Harris Magical Papyrus must in part come from a liturgical or temple
context (see §2.2.9. for supporting arguments).

The First Stanza opens with the word dw3w, ‘adoration’, in red ink. This use

of red ink seems to have been an indexing one (see §4.3.2.), much like the ky r
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formulation commonly used to open the “‘magical’ spells in the second part of the
papyrus, and serving as a visual guide to the beginnings of new texts/hymns/spells.
This particular incipit may have served as a genre label, as discussed by Meeks

(2000; see also §1.3.5.; §1.4.5.).

The First Stanza thematizes the primaeval nature of the solar deity (in this
case in the incarnation of Amun-Re-Horakhty, and the mytheme of creation and self-
creation by the solar deity). The structure of the stanza seems to be that the verses
are linked entirely by the semantic content, rather than by particular rhetorical
devices or grammatical parallelisms; although the first three stanzas do have the
same structure of: an introductory verse, addressing the deity, followed by five

verses describing his characteristics (see §4.3.4.).

The third verse, which is also at the beginning of the eleventh column line, is

rather unexpectedly rubricised; this appears quite deliberate:

Fig. 13. Hymn G, Stanza One, Third verse, recto 111, 11.

It is possible that the use of red ink is prompted by the line break, although this
requires that the scribe deliberately changes his pen at this point; in titles and incipits
of texts which contain names, ir.n is often written in red, whilst the names are
written in black ink (see Posener 1949 for the use of black ink to write gods names in

rubrics), so that the scribe might have mistakenly written ir.n in red ink here.

The fourth verse of this stanza, describing how the Ogdoad ‘pay honour to
the majesty of this august god’ may allude to the festival (which dates back at least
as far back as the Eighteenth Dynasty) in which the cult image of Amun crossed the
Nile at Thebes, from Luxor Temple, to visit the ‘Tomb of the Ogdoad’ at Medinet
Habu (Murnane 1980: 76). This festival is connected with the cycle of death and
resurrection, and is alluded to by several New Kingdom pharaohs, notably Ramesses
II (Murnane 1980: 76). If this connection was intended, this hymn may be liturgical

in some sense.
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The fifth verse of this stanza refers back to the third verse by use of the
adjective p3wty. Atum is of course ‘primaeval’ in the sense of existing at the point of
creation (or perhaps earlier in some cosmogonies). The p3wt tp is that moment,
making Atum the ntr p3wty, which is possibly abbreviated here to p3wty — primaeval

one, or primaeval god.

The hymn continues with text written in red ink; if it were not for the
presence of a parallel to this hymn at Hibis, it would seem likely that this would
mark a point at which the hymn should in fact be further divided into component
parts; possibly the red ink here is an artefact of this hymn’s heterogeneous origins,
rather than a scribal error. Possibly the red ink is used here to mark the phrase as an

instruction, rather than part of a speech-act.

In the structure of this hymn (see §4.3.4.), the verse does seem to be
intrusive/outside of the incantation, functioning in the way that the terminal formulae
of the spells do, by providing instructions to the ritualist which do not constitute part
of the incantatory act (§1.4.3.). This hymn is the only one to feature such an

instruction, which is common in the formulae of the magical spells.

The Second Stanza comments on the reach and scope of the power of the
solar deity. The onset of the first verse of the stanza is again written in red ink,
probably because it is such a common introductory, indexing formula for hymns.
These sections written in red ink, which seem to lie within the body of the hymn,
rather than marking the initial or terminal formula, or providing instruction to the
practitioner may suggest something about the source(s) being copied here. If the
scribe is compiling this text from multiple sources, rather than copying it as a unitary
text, these section of text in red ink may be artefacts of the beginnings and ends of
the original sources. Of course, the Harris Magical Papyrus may simply be a
verbatim copy of an earlier papyrus, and may not represent the point at which this
synthesis happened. The presence of dw3w in red ink at the onset of the first verse of
the First Stanza and of ind-hr .k in red ink at the onset of the first verse of the Second
Stanza certainly seems to show the presence of two separate hymnic texts here. How
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the other sections of text written in red ink relate to this structure is more difficult to

ascertain.

The second verse uses two words with similar meanings in different contexts:
the use of wsh as a verb means ‘to traverse (the land)’ (Wb 1, 365.4-5), but is
etymologically from the same root as wsh, ‘breadth’, (Wb I, 365.6-12), linking it to
the subject of the phrase, 3w ‘length’ (Wb 1, 4.10-14).

The Third Stanza continues in much the same vein, giving further
descriptions and epithets of the solar god. This stanza thematizes an essential
opposition of the solar deity: revelation versus secrecy — the solar deity as both a
manifest entity and a hidden force. The stanza is also structured in the same way as
the previous two: introductory verse addressing the god, with five following verses
describing his characteristics.

The first four verses thematise the manifest nature of Amun-Re, in his incarnation as
the paradigmatic King of Upper and Lower Egypt, and as the sun-disc on the horizon
and in the East (at dawn), and the visible effect of this force — sunlight. This stanza,
and the following one, seem most concerned with Re, or at least the ‘Re aspect’ of

the syncretistic deity Amun-Re-Horakhty.

The final two verses deal with the ‘hidden in plain view’ nature of the god -
Allen (1969: 2) comments that the name of Amun is ‘a significant index of his
primary function’, and goes on to point out that ‘imn.w employs the same radicals as
those of the verb imn, “conceal, be hidden”, from which it probably derives as a
nomen agentis, “Hidden One’”. The Pyramid Texts usually employ the determinative
of negation’. Allen also comments on the frequency with which Amun is associated
with hiddenness, of self or name, in his descriptions and epithets. Of course, the sun-
disc is hidden for a signficant portion of each daily cycle, which is the source of

these descriptions and epithets.
The final three verses of the Third Stanza are paronomasic; in each verse the

initial word is repeated later in the verse, but with a different meaning: 3hw and 3h;

imn.k and imn; itn.k and itn.
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In the last of these three cases, the verb itn is determined with the aten-disk and a

divine determinative, as is the nominal form at the terminus of the verse, so that the

R
verbal meaning ‘to oppose/distance’ (Wb 1, 145.15-16): q O % has to be inferred
from the context, rather than the orthography; however, this has the effect of linking
the onset and terminus, whilst also paralleling the device of the previous two verses.

This links the two aspects of Amun-Re — the solar and the hidden.

The Fourth Stanza evokes themes of eternity, continuing to explicate the
theology of Re (see above), and providing a thematic opposition to the previous
verse: Manifest nature/Eternity.

Each verse in the stanza is patterned in the same way: subject, in each case a divine
entity of some sort (‘Tatenen’, ‘the rejuvenated Elder’, ‘Amun’, and ‘this god’),
followed by the participial form of a verb (stnw, sbb, mn and $3°), and then the object
of the verb. This patterning serves to link the verses together to form a stanza. In
addition, it appears that each verse deals with theogonic structures of the world —
Tatenen is the deification of the land which first emerges from Nun (Leitz 2002: VII,
346-7), the rejuvenated Elder crossing nhh sounds like a mythology of the cyclical
nature of existence, Amun is of course one of the foremost creator gods, and
‘enduring in all things’ refers to the presence of the divine in the world because of its
divine origin. The last verse in this stanza is the most explicitly theogonic — invoking

the creator god’s plan for the creation of the world.

The crossing of nhh becomes codified as the theme of several copies of the
Book of Traversing Eternity in the Ptolemaic Period (Smith 2009: 397); mortuary
texts which provide the deceased with a guide for their participation in feasts and
festivals after death.

The Fifth Stanza exhorts the god to provide protection from the dangers of
the river. The final two verses of this stanza are common to many Horus cippi
(Ritner 1989: 105), for example, an inscription on a statue fragment in Turin
(Schiaparelli, 1887: 121-124; N° 1011'%%). The relevant line of the inscription reads:

'® The only description given is: “(1788) Frammento di statua virile ritta in piedi, neil’atto di
sostenere colle mani una stela, sulla quale & rappresentata in alto rilievo la scena mitologica di Oro sui
cocodrilli”. It seems likely that the statue is of late New Kingdom/Ramesside date, or later, given the
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r ddft/hf3sw nb psh m { hpt.sn} ir.k —st n.i mi 3r hr h3st

mi sd hnkt krht m-ht mrrt 3d.k

166

Every biting snake in its {hole ™"}, may you make them for me like stones

upon the desert;like the breaking of beer vessels around the street.

The phrase r ddft/hf3w nb psh m hpt.sn is also paralleled later in the Harris
manuscript (see VI, 4-9, Spell I, §3.2.1. — an nice intratextual reference.)
These last two verses are also paralleled in the Metternich Stela 117-119 (Sander-
Hansen 1956: 52-3):

hsf-k n<.i> m3iw nb hr mrw mshw nb hr itrw r nb psh m tph.sn

ir.k —st n.i mi r n h3st mi sd krht m mrrt

You oppose for <me> all the lions in the desert, all the crocodiles upon the

river, all biting (snakes) in their holes;

you make them for me like stones in the desert, like the breaking of beer-

vessels in the street.

Part of this phrase is also paralleled in Spell V of an inscribed statue base
now in Leiden, inv. No F/1950/8.2, identified and partially published by Drioton
(1927 & 1929) as a “statue guérisseuse” — a standing or seated statue covered with
spells against the bites of scorpions and snakes, carrying in front of it a Horus cippus
(Lacau 1921-2). The statue base is probably later than 26™ Dynasty (Klasens, 1952:
99, note to g.3-4).

From the Leiden statue (B in Klasens’ publication) we read:

r shtht n.f m3i nb hr mrt

to avert for him every lion on the edge of the desert

shi nb hr itrw

every crocodile on the water

rnbpshmr.sn

presence of Horus cippus parallels here, but this is conjectural (on the appearance of Horus cippi, see
Kékosy 1980).

' Presumably this is a faulty writing, and pht.sn is meant, although the writing is Apr.sn, which, with
a different determinative means ‘their embrace’. Contextually, it seems likely that ‘their holes’ is
meant.
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all snakes which bite with their mouths.
Versions T1 and L3 (P. Turin 1993, pl.77+31, 1. 5-12; Pleyte and Rossi 1869-1876;
and P. Chester Beatty XI, rto. 4, 2-7; Gardiner 1935, respectively) have

r ddft nbt psh m

all biting snakes in...

The Saite healing statue published by Jelinkova-Reymond (1956), also has an
exact parallel to this phrase and P. Turin 1993 vs. 7,6 — 10,1 (see Borghouts 1978: 4-
5) has a similar phraseology, invoking (and protecting against) various forms of
death, including ‘death of (by?) a crocodile, death of a lion, [death of a ...], death of a
snake (hf3w)’.
The phrase also recalls a passage from the Great Hymn to the Aten (Sandman 1938:
94), which relates that when the sun disc is absent, m3iw nb pr m rwty f ddft nb

psh.sn, ‘every lion comes out from his den, all snakes bite’.

The protective element invoked here is associated with Horus; this completes
the references to the three aspects of Amun-Re-Horakhty, showing that the structure
of the whole hymn hinges on thematizing Amun, Re and Horus/Horakhty, providing
a theology of this syncretistic deity.

In a number of cases in this verse, the verse-points seem to float over the last

ligatured group in each verse, rather than falling after the last sign of the verse; this

phenomenon is discussed at greater length, see §4.2.1.
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3.1.15. Translation and Interpretation of Hymn H (IV,8 - V1, 4)

Initial Formula
dd.in hmnyw °
Then spoke the Ogdoad,
nw p3wtyw tpy *
of the first primaeval gods,'®’
wry tri (IV,9) ntr imy.sn'®® ®
the great ones who show respect for the god who is among them,
ks<w>.f hd iwf.f m nbw °

whose bone<s> are bright/silver, whose flesh is of gold,

hrw-tp.f m hsbd m3¢ *'% —
that which is on his head is of true lapis-lazuli.

First Stanza
hmnyw dd *
The Ogdoad says: e
(IV,10)'"" Tmn imn —sw m dfd.f*
Amun, who hides himself in his pupil'”%,
b3 psd m wd3(t).f °
B3 who shines in his wd3t-eye,
bizyt {*} hprw dsry iwty rh —sw *

miraculous of forms, sacred one, of whom no-one knows,l73

'7 Leitz (1999: 36) conflates the first two verses, using Fechtian rules of prosody whilst marking the

verse-point that separates them. In this analysis, the verse-points are taken to indicate clause structure
(see §1.4.3.)
1% The verse-point here falls above the last group, not after it:

' This verse-point is not noted in Leitz’s transcription (1999: pl. 15), although it is noted in his
translation (1999: 36); it is clearly present on the manuscript.

"% This has been read as frontal extraposition of the subject, rather than a stative (by syntax).

"I Here Leitz restores the vocative ‘O’ at the onset of the verse, by collation with the Hibis copy of
the hymn. However, the two versions of the hymn show considerable differences, and the restoration
is not essential.

172 K lotz (2006: 81-3) argues that this word means ‘iris’, and is used metaphorically to refer to the
sun. Whichever part of the eye is referred to (the determinative has historically been interpreted as the
pupil, but could equally be the iris of the eye), certainly the metaphorical reference to the sun is clear.
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(V,1) W3y irw f sdg3'"* —sw m 3hw f°
whose forms are radiant, who hides himself in his radiant Eye175
63 58w nnrh $63.f°

Secret One of secrets, whose secret is not known,

Second Stanza
(V,2) hknw irk r dt n Nwt *
Praise to you at the body/womb of Nut.
iw <s>m3° -t<w> msw.k ntrw *
Your children, the gods, justify you
hnm< k> M3t r {krik}'"® 563 °
<You> assume Maat at your secret shrine,
s3h (V,3) {n}tw mwt.k Mrw ©
Your mother Meret glorifies you'”’
Third Stanza
nhp n.k stt'™ m nhp<w> *
The (sun’s) rays revive you in the early morning,
Snw.n.k 3wy m psd.k °

after you have encircled'”” the Two Lands with your shining.

173 See below for discussion of this problematic verse.

' This word, as Leitz comments (1999: 37, n. 40) is written as if sdg3, ‘cause to see’, (Wb IV, 373.3-

6), including the eye determinative, however this would seem to be an orthographic error for sdgi, ‘to

hide’ (Wb 1V, 372.5-13). If the first meaning is intended, this would give the translation ‘whose forms

are radiant, who reveals himself in his Radiant Eye’, which has the attraction of being set in

opposition to the second verse of the stanza, ‘Amun, who hides himself in his pupil’; however the

trope of this whole stanza is Amun, who is hidden ‘in plain sight’, which argues for the reading given

here (Klotz 2006: 82-83).

175 This word seems to be derived in some way from i3hw, ‘radiance’ (Wb I, 33.3-5); the eye

determinative replaces the more usual sun-disc with rays, seemingly giving a meaning which should

be viewed in parallel to the term dfd three verses earlier, see n. 172 above.

17 This word seems to require emendation; ki is a Semitic loan-word for ‘prison’ (Wb V, 135.3),
resumably what was meant was k3r, ‘chapel, shrine’ (Wb V, 107.12-108.12).

77 For the last verse, the Hibis copy (1,8) here has s3h tw s3t(y).k(y) Mrty ‘your two daughters, the
Meret goddesses, glorified you’; this may be preferable here in Leitz’s opinion (1999: 37, n. 43). On
Meret written with the eye hieroglyph, see Guglielmi (1991: 6-7 and 16-18). The cobra determinative

i PL -

to Mrw again falls after the verse-point: =7 o

178 Leitz (1999: pl. 16, n. 3a) follows Lange in emending the divine falcon at the beginning of s to
the s; the shape of these two signs would be easy to confuse.
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rmnk <°> dw (V,4) pnntymigrt®
You shoulder (carry) this mountain which is in the Underworld;

Fourth Stanza
dw3w —tw hry-m-r'®°
The chief overseers adore you;
Sth hr dwiw.k *
The Seth-animals also adore you;
$sp —tw hwt nt s3b *
The bodies'®! of the jackal receive you,
(V,5) st3.wwiz.k mdw imn *

as they drag your barque in(to?'®) the hidden mountain'®.

Fifth Stanza
i‘nn3.k bsw i3btt *
Your baboons, the Bas of the East,
htt.sn nmiwt (V,6) itnk®
they show adoration for the rays of your disk.
hnw n.k bsw Nhn *

The Bas of Hierakonpolis are jubilant before you,
hddwt k shd m hr.sn®
your brightness brightens their faces. '3

Sixth Stanza

17 At the start of the second verse of this stanza, the Hibis text 1,9 has sn.k ‘as you circle’ (Leitz

1999: 37, n. 45) (this is Leitz’s transliteration, although surely $n.k) for $nw.n.k, which seems to read
more fluently.

'*0 The parallelism between the two verses here is paronomasic; the repetition of hr as an element of
hr-m-r, ‘chief overseers’ and as the preposition Ar in the second verse (where it functions as part of
the iw.f hr sdm form).

18! Contra Leitz (1999: 37) who reads ‘body of jackals’; however the plural determinative of hwt does
not support his reading.

'*2 The preposition m can have the implication of being inside, without the sense of movement that a
preposition such as r confers. An emendation to r may be preferable; otherwise the meaning is closer
to ‘they drag your barque, (being) in the hidden mountain’.

183 The ‘hidden mountain’ dw imn ,would seem to be a metaphorical term for the Underworld; the
Wb gives several specific ‘mountain’ locations, including the ‘mountain of wonders (Gebel el-
Ahmar)’, dw-n-bi3t, (Wb 1, 493 .4) and the ‘pure mountain (Gebel Barkal)’ dw-wb (GDG V1, 115),
but does not list this toponymn.

18 Cf. to BD 15A4 (Allen 1974), including vignette (often incorrectly labelled Spell 16 — see
Faulkner 1972: 42-43 for examples of this vignette, showing solar baboons worshipping the sun-disc.
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ny.k r pty.k nn hftyw .k *
You traverse your two heavens/skies, without your enemies existing,
(V,7) m wps.n hh.k nh3-hr'® *
as your flame has incinerated the nk3-hr serpent.
s3w dsrw mw n wis .k *
The red fish'® guard the water of your barque,
srnk Gbwt'™) wnty
The 3bdw fish foretells'®® to you the wnry-snake.
(V,8) dmw nbty ssrw.fim.f°
The Ombite (Seth) pierces it with his arrows,
nwingf pt3mkrinf"®

when he has shaken'® the sky and earth with a storm'®’

Seventh Stanza
hk3.fshm'' (V,9) hr dr hfwt.f*
His magic is powerful, and expels his enemies,
bb.f mds m wbn-r<*
His sharp harpoon'® is in the wbn-r3 snake.
nhp —sw 3kr iry.f s3w.f°
Aker protects it, and he keeps watch over it

3mm.n.f —sw inty.nf (V,10) —sw m itnw f** *

%5 Hibis 1,11 suggests that the m may be a scribal error: <m> wps.n hh.k nh3-hr (Leitz, 1999: 37, n.

48)
186 J5rw — see Wh 'V, 492.10-11.

e ¥ 1SS
Although 3bwt is written a | it seems that the 3bdw fish is meant (see Billen 1992) with

all its attendant solar and protective symbolism. This is quite plausible as a reflection of the actual
Pronunciation of the word.

* Contra Leitz (1999: 37), who translates ‘forewarns you’. Wb IV, 189.15-190.17 gives ‘to foretell,
to make known’.

1% We should probably read nwr.n.f— Wh 11, 222.8-13- ‘to shake, to tremble’, as Hibis 1.11.

1% The n.f falls after the verse-point here, and may be a corruption.

! This is one of the rare stative forms in this manuscript

2 Cf. 1,4 and 11, 7; I1, 9 above.

"% itnw.f is rather unusual; Leitz (1999: 38, n. 52) records that the Wb 1, 146, 8, lists this as a hapax
legomenon and that it may be simply a variant for iwzn ‘ground’, pointing out a comparison with the
18" Dynasty orthography in Wb I, 58.5-10; The Wb in fact notes this orthography with reference to
the Harris Magical Papyrus, suggesting ‘(snake’s) hole?” and cross-references it with iwtn/itn,

? "fj’! %.‘ i n

‘ground, earth, dust’. The suffix pronoun, f, falls after the verse-point again:
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When he has seized it, and forced it into its hole,

Eighth Stanza
wnm —sw irt{y}.k wr 3sh —sw im.f°
Your eye(s? '**) consumes it, it is great and radiant in/over it.

wnm.n —sw wnmyt  nbyt wr (VL) ir.f*
The consuming flame, the flame greater than it, consumes it.

$3€s hrf ph.s thwty fy'% *

She begins with the head, and she ends with the (soles?m) of its feet,

{nhf}'*%.s wifnbt  mn3y.s rkhw *

she burns all its limbs with her fire

Ninth Stanza
$3s.k <tswt>  iswt.k m m3w nfr °

200

You travel <the sandbanks'**>; your crew (sails**") on a good wind.

(V1, 2) mr-dmty m htp hr.k *

The Lake of Knives is peaceful beneath you,

hwwizk  swshwitk®

Your barque rejoices because your roads/ways are wide
dr ink.k pf3 dw-kd *

Since you have embraced®! that dw-kd

ihmw-sk (V1, 3) ikmw-wrd®®™ s30°® n.w m m3-hrw *

194 it y}.k seems to be a dual writing of the irt, ‘eye’, but given the dependent pronoun f at the end of
as A

the verse which refers to it, it should clearly be read as the singular. The writing is: <> \\

,and it

seems possible to me that the first eye sign is the writing of irz, with the second functioning as a
determinative. Leitz (1999: 38, n. 53) points out that the word is also singular in the Hibis parallel (1,

12). It is possible, of course, that the writing here is simple an orthographic error.

1 The manuscript seems to show that at this point the scribe added a verse-point, then erased it:

% Thus for thwty; (Wb V, 361.9 — 363.3).

"7 The “it’ referred to by the repeated suffix pronoun £ in this stanza seems to be the wbn-r3 snake of

the previous stanza — which makes the reference to ‘soles of its feet’, snake feet?!
1% For hnf, (Wb 111, 291. 15-16).

1% Restoration is after Leitz (1999: 38, n. 55), with reference to Hibis 1.13

% Implied.

21 Contra Leitz (1999: 38), cf. Wb 1, 100.19-101.7. The sense here is of a less than amicable embrace.

22 Both orthographies are unusual here, cf. Wb 1, 125.14; 125. 15-16
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The indestructible stars and the unwearying stars arrive for us as

justified (ones).

Tenth Stanza
hnm.n.t(w).k <m> mskt hpt —tw mwt.k *
You were united <with®*

$3s.n.k 3hty (V1, 4) imntt *

> the mskt, where your mother embraces you;

after you travelled the western horizon.

pd 3 wyfyrispk®

The earth stretches out its arms to reach you;
dw3w —tw wnnt nbt *

Everything which exists praises you.

3.1.16. Commentary on Hymn H

The last hymn of the papyrus before the magical section (see §1.4.5.), this is
also the longest text so far on the manuscript. Once again, this hymn is attested in a
lengthier form on the walls of the Hypostyle Hall of the Hibis temple, as with the
previous hymnzo5 ; the parallels between this hymn and its copy at Hibis are more
marked than the previous hymn. The spell thematizes the hidden and revelatory
nature of Amun, exploring the manifest nature of the sun’s disc as well as the hidden

(and night-time solar) character of Amun.

The beginning of this hymn is marked by the use of red ink to write the first
word, which functions as an indexer; this is particularly necessary in view of the
length of this hymn. The first part of the hymn is not framed as a speech act, but
rather falls into the category of Initial Formula (§1.4.3.), describing the contents of
the incantation which follows. This is reinforced by the use of the gr sign in red at
the end of this formula/introduction; cf. the previous instance of this sign, in Hymn
D, where its use seemed to mark an intrusive verse (which was possibly a refrain)

(§3.1.7.).

23 At this point, there is a partially erased verse-point: ks

2 This emendation follows Leitz (1999: 38, n. 58).

* See references there (§3.1.14.); Lange (1927: 43-44), as well as the translations in Assmann (1999:
N° 130); Barucq/Daumas (1980: 329-41); Cruz-Uribe (1988: 132-9).
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This Initial Formula is paralleled in the Great Amun Hymn at Hibis, as Klotz
(2006: 68-71) notes:

‘Col 1A°%

dd.hr Hmni.w wr.w nw p3wty tpy

Then says the Great Ogdoad of the initial moment

twr ntr ntr.wt imy[tw=s]n

as they respect the god [sic] who is between [th]em

Cols 1-2:

ks.w=fm hd

Whose bones are silver,
inm=f m nwb

whose skin is gold,
hr-tp=f m hbsd m3¢

whose hair is true lapis-lazuli.’

The second verse, nw p3wtyw, ‘of the first primaeval gods’, attaches to the
subject of the previous verse, hmnyw, and recalls a phrase in the preceding hymn:
NL11 imn p3wty 3.wy

Amun, primaeval god of the Two Lands.

Klotz (2006: 68) notes that this is a ‘frequent epithet of the Ogdoad’ (see El-Sayed,
1980: 236, n.c); for the links between Hibis and Medinet Habu see the commentary
to Hymn G (§3.1.14.).

The last three verses of the Initial Formula are linked on a grammatical level
by the use of three different relative forms: the participle tri, the unmarked relative
clause, and the relative form hr.w-tp f. They also provide a description of the god
(Amun, although he is not yet named), which is a reasonably well-attested one, for
example in The Myth of Isis and Re and in the Myth of the Destruction of Mankind,
although of course, in these myths it is Atum/Re, not Amun who is thus described.
The Myth of the Destruction of Mankind (Hormung, 1982a: 1) reads (vs. 2): ksw.fm

2% Transliteration and translation after Klotz (2006: 68-71), who uses conventions which differ from
my Own.
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hd hw.f m nbw $nw.f m hsbd m3<. ‘seine Knochen waren Silber, seine Glieder waren
Gold, sein Haar war echter Lapislazuli.” (1982: 37%""); The Shipwrecked Sailor (P.
St-Petersburg 1115, see Blackman 1972: 43; 64-67) describes the snake deity: “‘His

flesh overlaid with gold, and his eyebrows of true lapis lazuli’ (Parkinson 1997: 93).

P. Boulaq 6, a 21* Dynasty Theban magico-medical papyrus, provides
another parallel for the last verse of the initial formula: rto. XI, 9: nty $nw.f m hsbt

$wt “dont les cheveux sont en lapis lazuli véritable’ (Koenig 1981: 117).

In the penultimate verse of the Initial Formula, there is a correction in red
ink. where the scribe has added in the omitted preposition ; in this case, he fits it
into the space above the suffix pronoun f, although this sign should in fact precede

the preposition:

i R

Fig. 14. Hymn H, Initial Formula, Fourth Verse, recto IV, 9.
For more detailed analysis of the corrections in red ink, see §4.2.4..
This is further evidence to support the theory that the editing work, done in red ink

after the black text has been written, is added at the same time as the verse-points.

At the end of the last verse of the Initial Formula it seems that the grh sign
marks the end of the Initial Formula, and seems to indicate a pause before the
commencement of the incantation. It is possible that this sign is employed because
the Initial Formula is longer than that of other Hymns, and since it is not written
entirely in red ink, the red grh sign would serve as a visual signal of the beginning of

the incantation.

The First Stanza opens in a similar vein to the initial formula, writing dd in
red ink to mark the start of the incantation. In the Initial Formula, the sdm.in.f form
of the verb dd is used, which is a verb-form associated with narratives and tales, and

therefore appropriate for a narrative or description of the incantation to follow. Here

*"7 See Hornung’s comments on this passage for further references to parallels for this description.
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at the onset of the First Stanza the form of dd is stative, marking the change of style

into the incantation, i.e. the speech-act.

Klotz (2006: 81-2) gives the parallel to this stanza in the Great Amun Hymn, from
Hibis:

‘Cols 6-8:

Hmni.w hr dd

The Ogdoad says:

i Imn-R°

O Amun-Re,

imn=f sw m dfd=f

who hides himself in his iris!

b3 psd m wd3.ty=fy bi3.w

Ba, who illumines by means of his oracular wedjat-eyes

hpr-bprw

who manifests a manifestation

dsr(y) ni rh.tw=f

sacred one, who cannot be known.

h3y irwmw

Brilliant of visible forms,

sdg3 sw m 3h.ty=fy

who hides himself with his mysterious akh-eyes:

St3y ni rh.tw s$3.w=f

mysterious one, whose secrets cannot be known.’

From this it is clear that the hymn in the Harris manuscript is not an exact copy of
the one found at Hibis, and indeed there are some problematic parts of our text that
might benefit from emendation based on the later Hibis version of the hymn.
However, as was argued above, in the commentary to Hymn G (§3.1.14.), the Harris
copy of these hymns pre-date the Hibis copies by several hundred years. The process
of transmission of these hymns is not fully clear, and emendation must be done with
a light hand, accepting that this earlier copy may be corrupted, or may represent an

earlier, divergent version of the hymn.
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The second verse of the First Stanza shows the first of many instances of
paronomasia which characterise much of this hymn. The use of imn, the name of the

=
god, determined by the divine falcon on the standard: q - $ , followed by the

e Q‘:’ % N . :
participial form of the verb imn, Y s » = from which the name of the god is

derived, with the meaning ‘who hides’, is typical of this manuscript. Orally, these
two homophonous words would have been distinguishable by their context, visually,
they are distinguishable by their determinatives, and possibly their vowel structure
would also have distinguished them, however they must have had some phonological
similarity.

The third verse lacks a verse-point at the end; it seems to have been transposed by
one word here, as the bi3yt ought to belong with the following verse, as the text is
written here; see below for a more likely explanation of this verse. Looking at the
manuscript, the incorrectly placed verse-point (circled) is very faint in comparison
with the previous one, although it should be noted that the verse-point appears to fall

on a fold in the papyrus, and so may have faded due to rolling and unrolling:

O St LR § R R R

Fig. 15. Hymn H, First Stanza, Third-Fourth verses, recto 1V, 10.

The arrow marks the position where the verse-point ought to be according to the
structure of the verses. A comparison with the later Hibis version of this part of the
hymn (see above) suggests another solution to the problem: restoring the third and
fourth verses as follows:

b3 psd m wd3.f bi3yt

B3 who shines in his miraculous wd3t-eye,

*hpr hprw dsry iwty rh -sw

who manifests a manifestation, sacred one, who is unknown,
which restoration would mean that the verse-point as the scribe has written it is
correctly placed (after bi3yr), and that the scribe has in fact omitted a word. This
suggestion is made more attractive by the the repetition of spr at the onset of the
fourth verse, providing a parallel to the second verse of this stanza; this repetition
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reaches its zenith in the sixth verse, in which 3§13 is repeated, not only at the onset of
the verse, but at the terminus as well. In this last verse the parallel to Hibis 1,7
‘suggests dittography, reading simply ‘secret one’,” according to Leitz (1999: 37, n.
41). Although this evidence seems useful, there is no particular reason to emend an
earlier manuscript copy on the basis of a later monumental copy. There is no viable
reason why ‘Secret One of Secrets’, should not be perfectly acceptable, especially in

light of the parallelism of the repeated word in the onset to verses two and four.

The third and fifth verses may also be framed in parallel: the use of b3 at the
onset and wdt.f at the terminus of the third verse parallels the use of 43y at the onset
and 3hw f at the terminus of the fifth verse; in each case the two words are closely
linked. The b3 is a manifestation of the god, as is the wd3t eye of Horus, which is
conceptualised in many texts as an incarnation of the force of Horus or Re (see
Gwyn-Griffiths 1958; Ogdon 1985 on the equation of the Eye of Horus with the Eye
of Re); the verb h3y, ‘to be radiant’ Wb 111, 14.9-15.3 is semantically paralleled by
3hw f, which derives from i3hw, ‘sun(shine); radiance (esp. of Re)’ (Wb I, 33.3-5).

The Second Stanza is also paralleled in the Great Amun Hymn at Hibis (Klotz (2006:
83):
‘Cols. 8-9:
nis-hknw r-k r h.t n Nw.t
sm3< tw ms.wi=k ntr.w
Hymns are made [sic] to you at the womb of Nut,
It is so that Maat might unite with you at your secret chamber
hnm tw M3t r Sh=k $13
s3h tw z3.ty=k(y) Mr.ty=k(y)
that your divine children direct (sm3°) you,
as your daughters, your Merti, transfigure you.’
Klotz (2006: 84) goes on to comment:
‘Maat, as the daugher of Re, can function as his eye or eyes; the ritual
presentation of Maat seems to parallel the ritual offering of the wedjat-eye.
As Maat is characterized by her single plume, the placing of two Maat’s upon
Re’s head (i.e., two eyes, or equivalently two apotropaic uraei) can be

represented by the double-plumed crown, or the afef-crown.’

164



The differences between the two copies of the hymn are subtle, but
interesting; in the first verse, for example, the Harris copy uses dt n Nwt, ‘body of
Nut” (in the sense of ‘my bodily son” (Walker 1996: 106-7), whereas the Hibis copy
has ht, ‘torso’ (Walker 1996: 93 — Nut is the deity most associated with Az in the
anatomical lists — referencing the journey of sun through her torso). Walker also says
that dt is a later form of At (1996: 279), although without any particular discussion of

the point.

At the end of this verse, once again, the cobra determinative of Nut falls after

the verse-point:

-

oy 5

s

Fig. 16. Hymn H, Second Stanza, First verse, recto V, 2.

This is further confirmation of the process by which the verse-points are added to the
manuscript — were the scribe to have finished this verse with the cobra determinative,
then used the red ink (using a different brush) to add the verse-point, it would be
unlikely that he would place it to the right of the previous sign (writing right to left,
this would involve him moving his hand back over a sign he had just completed, and
then potentially smudging it). Waiting until some number of lines of texts are
complete, whether a single line, or a whole column of text, or even the whole
manuscript, then adding the verse-points for that section of text fits the evidence

better.

The second and third verses of this stanza differ significantly in the Hibis
version (1. 8), and Leitz advocates emending to follow the Hibis version (1999: 37,
and n. 42), reading:

sm3< —tw msw.k ntrw

Your children the gods praise you,

hnm m3t k3r.k 513208

Maat joins your sacred shrine.

2% Presumably, although Leitz does not supply transliteration here
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The Third Stanza is paralleled in Hibis (Klotz 2006: 83):
‘Cols. 8-9:
nhp n=k stw.t=k n nhp
It is at dawn (nAp) that your rays leap up (nhp) for you,
$n=k 3.wy m psd=k
so that you might encircle the two lands with your radiance.
rmn=k hr dw pwy n Igr.t
When you set (yourself) upon this mountain of Igeret,
dw3ty.w hr s$p m stw.t=k

the Datians glow in your rays.’

The translation of nhp, used twice in this verse with different meaningszog
seems to provide some difficulties; Leitz notes that Hibis 1,8-9 has ‘your rays shine
for you early in the momning’ (Leitz, 1999: 37, n.44) and draws attention to the
determinative of the first nhp, which is a sun-disc (de Garis-Davies 1953: pl.33). Wb
II, 283.9-284.2 has ‘revive’, for nhp, contra Leitz’s translation of nhp as ‘leap’
(1999: 37).

At the end of the second verse of the Third Stanza, the verse-point seems to
have become misplaced; it is positioned after rmn.k at the start of the next verse,
which makes no sense. It seems from the syntax of the verses that the verse-point
ought to lie at the end of the middle verse of this stanza, after psd.k. The
transposition of the verse-point here adds weight to the argument that verse-pointing
is done after the text is complete, and thus small errors like this are bound to creep
into the text; however, the presence of a similar error in the First Stanza (IV,10) may

indicate that the scribe is finding the text somewhat difficult to comprehend.

At the start of the third verse of this stanza, Leitz apparently disregards the r
here, reading mn.k ‘you rest’ and emending an omitted preposition, ‘on’ after this
(Leitz, 1999: 37); it is clear however that there is a sign in hieratic which precedes

mn (indicated).

27 Note that this hymn features this device several times — in the second stanza, imn, 513 and possibly
hpr are used in the same way.
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Fig. 17. Hymn H, Third Stanza, Third verse, recto V, 3.
Leitz does transcribe this sign (1999: pl.16), as r, but seems to ignore it in his
translation . Although the hand seems to vary significantly when writing this sign,

there are comparable nearby examples (e.g. V, 6) which confirm this reading:

Fig.18. Hymn H, Sixth Stanza, First verse, recto V, 6: r.
rmn (Wb 11, 419.4-18) ‘to carry, support’ works well in the context, and the

determinatives strongly support this reading, therefore Leitz’s emendation is

unnecessary.

The Fourth Stanza continues the praise of Amun, this being the third stanza
in which the qualities, actions and theology of Amun are extolled.
At the end of the first verse (as laid out above), Leitz (1999: 37, n. 46) restores a
verse-point; this seems reasonable, on the basis that the two verses would then
display a chiasmic pattern of sorts — the onset of the first verse is very similar to the
terminus of the second verse, they have in common the core of the verse, the element
hr, and the terminus of the first verse, m-r is set in ideological opposition to stk at the

onset of the second verse.

The Fifth Stanza, in contrast to the previous one, refers to the revelatory
aspect of Amun which is particularly evident at sunrise — the baboons, who are
referred to as the ‘Bas of the East’ were heard to shriek at dawn on the East bank of
the Nile (see te Velde 1988 on the association of baboons with ritual), thus leading to
their association with the dawn and the disk of the sun. The determinative for Att.sn,
at the onset of the second verse, is transcribed by Leitz as a baboon with its forepaws
raised in adoration, a sign not in Gardiner’s original sign list (1957: 544-548), nor
Maller (1927: vol I1, 11-12), but included in Gardiner’s extended sign —list, as ES1
(Hannig 1995: 1137); the sign also resembles Moller’s A2 in some ways:
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Fig. 19. Hymn H, Fifth Stanza, Second verse, recto V 4.

The determinative is particularly appropriate to the action described and may
constitute a lexical/visual echo of the physical action intended/described here.
Fischer-Elfert has expressed the view that demonstratives ‘might be taken as markers
of performance, if we "read" them as accompanying specific gestures of the

healer’.*'’ See also Dominicus (1994: 77-88 and passim).

The whole stanza functions as two pairs of verses— the first and third verses
are linked on a semantic level by the repetition of b3w, in the first case, the Bas of
the East, in the second, the Bas of Hierakonpolis. In each pair, the second verse
shows grammatical dependence on the first, in that the referent for the suffix
pronoun .sn in each case is the subject (b3w i3btt/Nhn) in the previous verse.

The first and third verses (i.e. the first verse of each pair) displayed the parallelism
that the termini both comprise b3w + genitive element.

The second and fourth verses display chiasmus on a certain level — the onset of the
second verse and the terminus of the fourth verse contain the referential pronoun .sn
discussed above, and the terminus of the second verse and the onset of the fourth

verse contain the pronoun .k, referring to Amun himself.

The Sixth Stanza makes reference to a number of supernatural entities — the
nh3-hr serpent, the dsrw ‘red fish’, the 3bdw fish and the wnty snake, culminating in
a reference to nbty, ‘the one of Ombos, the Ombite’, an epithet of Seth’s attested as
far back as the Pyramid Texts (Spell 268 (PT 370b)). The Hibis version (1,11)
replaces Seth with Horus, which may be compared to the removal (in the following
verse), of the Seth-animal determinative (Seth as storm-god) from kri, ‘storm’,
‘using instead the cloud determinative with igp, in Hibis 1, 11-12” according to Leitz
(1999: 37, n. 50).

The structure of this stanza is that the two verses at the beginning parallel the last

two verses, and the two central verses, the core, have the same structure. The core

219 pers.comm. See also Fischer-Elfert (2006: 23, n.2).
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verses also relate back to the previous two stanzas because they describe the
reactions of other creatures to the presence of Amun. The second verse and the last
verse are grammatically circumstantial to the first and penultimate verses, giving the

symmetrical structure to the stanza.

The Seventh Stanza invokes Amun’s magical properties. In the third verse,
the use of nhp relates this stanza back to the fourth stanza, in which the word is used
twice (see above) — it is a reasonably unusual word, so this seems to have been

deliberate on the author’s part. Leitz (1999: 37) here translates nhp as ‘overturns’.

The Eighth Stanza details the destruction of the wbn-r3 snake by Amun; this
is thematised in mortuary literature. The Wb (1, 295.7) records that wbn-r3 is a form
of Apophis as a hostile snake (See Leitz 2002: III, 317). There are strong similarities

between the events of this text and the Book of Gates®'!

— the solar baboons, the
barque, the Lake of Knives, the defeat of the incarnations of Apophis by Seth/the
sun-god’s venom-spitting Eye, or cobra goddess (Zandee 1969: 286; 292; and
passim).

The first two verses of this stanza are structured in parallel — each onset is a verbal
pattern, either sdm.f or sdm.n.f (although in the second instance, the n is not that clear
in the hieratic, and could be a space-filler; it would also make more sense to read
wnm —sw); the termini are different.

The third and fourth verses are also structured in parallel, with clear bipartite

structure, as indicated above.

The Ninth Stanza has very strong connotations of the solar passage through
the Underworld — the sandbanks, the Lake of Knives, the rejoicing in the solar
barque and the reference to Apophis being defeated, as well as the reference to the
two types of star — circumpolar and non-circumpolar.

The stanza is arranged in an ABABC pattern, with the first and third verse
consisting of two clauses in apposition to one another (asyndeton, see §1.4.4.), and
the second and fourth verses consisting of single clauses; this structure is reinforced

by the semantic similarity of the pairs — the first and third verses refer to travel and

211 gee §4.3.4. for the analysis of the structure.
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movement, whilst the second and fourth verses are concerned with
stillness/completed action. The dw-kd at the end of the fourth verse, is, of course,
written in red ink because it is a name of Apophis, as Leitz notes; the red ink is used

for ideological reasons, rather than as an indexer.

The final stanza of this hymn comprises four verses, although from the
structure of them, it seems possible that one of the verse-points ought to be
ignored,212 and the stanza made three verses long: the first verse consists of two
clauses, which are circumstantially linked to one another, the onset of this verse is a
bare sdm.n.f, suggesting it has emphatic usage here; the terminus of the verse
invokes the trope of embracing. Compare this to the second and third verses: the
second opens with a bare sdm.n.f of a verb of motion, an emphatic usage (Loprieno
1995: 193), and the third verse could be circumstantially linked to the second, as

well as having the theme of embracing.

The final verse of the hymn is an evocative summary of everything which has
gone before: ‘Everything which exists praises you’.

Since this hymn seems to contain a number of scribal errors, and requires
some emendation and revision to produce a coherent reading, an emended copy is
reproduced below, incorporating all the suggested revisions discussed above. The
presence of a relatively high number of errors in this text, some of which require
emendation to make sense of the text, does suggest that the Harris Magical Papyrus

version of the text is not the most reliable Ur-text.

212 Although generally, the verse-points are a good indicator of the intended scansion of the text, and
therefore should only be ignored when the case for doing so is strong.
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Hymn H Emended Version
Initial Formula
dd.in hmnyw
Then spoke the Ogdoad,
nw p3wtyw tpy
of the first primaeval gods,
wry tri (IV,9) ntr imy.sn
the great ones who show respect for the god who is among them,
krs.f hd iwff m nbw
whose bones are bright/silver, whose flesh is (of) gold,
hrw-tp f m hsbd m3¢ © —
that which is on his head is of true lapis-lazuli.

First Stanza
bmnyw dd
The Ogdoad says:
(AV,10) Imn imn —sw m dfd f
Amun, who hides himself in his pupil,
b3 psd m wd3(t).f bi3yt
B3 who shines in his miraculous wd3t-eye,
<*hpr> hprw dsry iwty rh -sw
<*who manifests> a manifestation, sacred one, who is unknown,
(V,1) h3y irw f sdg*i —sw m 3hw f
whose forms are radiant, who hides himself in his radiant Eye
$t3 3583w nnrh $8.f

Secret One of secrets, whose secret is not known,

Second Stanza
(V,2) hknw ir.k r dt n Nwt
Praise to you at the body/womb of Nut.
<*s>m3° -t<*w> msw.k ntrw
Your children, the gods, justify you
hnm< . *k> M3 r *k3r.k $t3

<*You> assume Maat at your secret shrine,
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s3h (V,3) {n}-tw *s31(y).k(y) Mrty
Your *two daughters, the Meret goddesses, glorify you

Third Stanza
nhp n.k *stt m nhp<w>
The (sun’s) rays revive you in the early morning,
*SnkBwympsdk=<®’
as you encircle the Two Lands with your shining.
rmn.k dw (V,4) pn nty m igrt
You carry this mountain which is in the Underworld;

Fourth Stanza
aw3iw —tw hry-m-r=°®~
The overseers adore you,
Sth hr awsw.k
The Seth-animals also adore you;
$sp —tw hwt nt s3b
The bodies of the jackal receive you,
(V,5) s3.w wid.k *r dw imn

as they drag your barque *into the hidden mountain.

Fifth Stanza
i‘nn3.k b3w i3btt
Your baboons, the Bas of the East,
htt.sn nm3wt (V,6) itnk
they show adoration for the rays of your disk.
hnw n.k b3w Nhn
The Bas of Hierakonpolis are jubilant before you,
hddwt.k shd m hr.sn
your brightness brightens their faces.
Sixth Stanza
n%.k r ptwy.k nn hftyw .k
You traverse your two heavens/skies, without your enemies existing,

(V,7) wps.n hh.k nh3-hr
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as your flame has incinerated the nh3-hr serpent.
s3w dsrw mw n wi3.k
The red fish guard the water of your barque,
sr n.k *3bdw wnty
The 3bdw fish foretells to you the wnty-snake.
(V,8) dmw nbty $srw fim f
The Ombite (Seth) pierces it with his arrows,
*nwr.nf ptt3mkrinf
when he has *shaken the sky and earth with a storm.

Seventh Stanza

hk3 f shm (V,9) hr dr hfwt.f

His magic is powerful, and expels his enemies,

bbf mds m wbn-r¢

His sharp harpoon is in the wbn-r3 snake.

nhp —sw 3kr iry f s3w f

Aker (overturns?) it, and he keeps watch over it
3mm.n.f—=sw inty.n.f (V,10) =sw m itnw.f

When he has seized it, and forced it into its hole,

Eighth Stanza
wnm —sw irtk wr 3h —sw im f
Your eye consumes it, it is great and radiant in/over it.
wnm* —sw wnmyt nbyt wr (VL) ir f

The consuming flame, the flame greater than it, consumes it.

$3¢s hrf ph.s *tbwty fy
She begins with the head, and she ends with the (*soles?) of its feet,
*hnf.s ‘wt.f nbt m n3y.st rkhw

she burns all its limbs with her fire

Ninth Stanza
83s.k <*tswt> iswt.k m m3w nfr
You travel <*the sandbanks>; your crew (sails) on a good wind.
(V1, 2) mr-dmty m htp hr.k
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The Lake of Knives is peaceful beneath you,
h®w wi3.k swsh w3tk
Your barque rejoices because your roads/ways are wide
dr ink.k pf3 dw-kd
Since you have embraced that dw-kd
ihmw-sk (V1, 3) ihmw-wrd s3h n.w m m3-hrw
The indestructible stars and the unwearying stars arrive as justified

(ones).

Tenth Stanza
hnm.n.t(w).k <*m> mskt hpt —tw mwt.k
You were united <*with> the mskt, where your mother embraces you;
$3s.n.k 3hty (VI, 4) imntt
after you travelled the western horizon.
pd 3wy fyr$sp.k
The earth stretches out its arms to reach you;
dw3w —tw wnn.t nbt

Everything which exists praises you.
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