




JOURNAL FOR THE STUDY OF THE OLD TESTAMENT 

SUPPLEMENT SERIES 

Editors 

David J A Clines 

Philip R Davies 

Department of Biblical Studies 

The University of Sheffield 

Sheffield S10 2TN 

England 



CLASSICAL 
HEBREW 
POETRY 

A Guide to its Techniques 

WILFRED G.E, WATSON 

Journal for the Study of the Old Testament 
Supplement Series 26 



Copyright © 1984, 1986 JSOT Press 

Published by 
JSOT Press 

Departmenl of Biblical Studies 
The University of Sheffield 

Sheffield S10 2TN 
England 

Printed in Great Britain 
by Redwood Burn Ltd., 
Trowbridge, Wiltshire. 

British Library Cataloguing in Publication Data 

Watson, Wilfred G.E 
Classical Hebrew poetry · a guide to its 
techniques.—2nd ed.—(Journal for the study 
of the Old Testament supplement series, 
ISSN 0309-0787, 26) 
1. Hebrew poetry—History and criticism 
I. Title II. Series 
892.4' 11'09 PJ5022 

ISBN 0-905774-57-4 
ISBN 1-85075-048-3 Pbk 



CONTENTS 

Foreword ix 
Short Titles of Frequently Mentioned Works xvi 
Festschriften xviii 
Abbreviations xi 

1 INTRODUCTION 

1.1 Scope and aims 1 
2 Stylistics and Hebrew poetry 3 

2 POETIC TEXTS IN OTHER SEMITIC LANGUAGES 

2.1 Introduction 4 
2 Ugaritic poetry 5 
3 Akkadian (Assyro-Babylonian) poetic material 7 

3 ANALYSING HEBREW POETRY: NOTES ON METHOD 

3.1 Terminology 11 
2 Method 15 
3 Function in poetry 30 
4 Archaisms 35 
5 Dating 39 
6 Textual criticism 41 
7 Prose or poetry? 44 
8 Closure: notes on theory 62 

4 THE HEBREW POET IN ACTION 

4.1 Oral poetry 66 
2 Oral poetry: theory 67 
3 Techniques and characteristics of oral poetry 74 
4 Ancient Hebrew oral poetry 76 
5 Techniques and characteristics of oral poetry in Hebrew 80 
6 Epic poetry in Hebrew? 83 

5 METRE 

5.1 What is metre? 87 
2 Metre in ancient Semitic languages 91 
3 The stress (accentual) theory of Hebrew metre 97 
4 Other theories: survey and critique 103 
5 Anacrusis 110 
6 Functions of metre 111 

v 



6 PARALLELISM 

vi 

6.1 Introductory 114 
2 Gender-matched parallelism 123 
3 Parallel word-pairs 128 
4 Number parallelism 144 
5 Staircase parallelism 150 
6 Other types of parallelism 156 

7 STANZA AND STROPHE 

7.1 The stanza 160 
2 Strophic patterns: introduction 168 
3 The monocolon 168 
4 The abc//b'c' couplet 174 
5 The tricolon 177 
6 Strophic patterns: the quatrain 185 
7 Strophic patterns: the pentacolon 187 
8 Higher strophic units 188 
9 Acrostics and related patterns 190 

8 VERSE-PATTERNS 

8.1 Introduction 201 
2 Chiasmus and chiastic patterns 201 
3 The terrace pattern (anadiplosis) and sorites 208 
4 The pivot pattern 214 

9 SOUND IN HEBREW POETRY 

9.1 General 222 
2 Assonance 222 
3 Alliteration 225 
4 Rhyme 229 
5 Onomatopoeia 234 
6 Wordplay 237 

10 IMAGERY 

10.1 Imagery 251 
2 Simile 254 
3 Metaphor 263 

11 POETIC DEVICES 

11.01 The interplay of poetic devices 273 
02 Repetition 274 
03 Envelope figure 282 



04 Keywords 287 
05 Refrain 295 
06 Allusion 299 
07 Ellipsis 303 
08 Irony 306 
09 Oxymoron 312 
10 Abstract for concrete 314 
11 Hyperbole 316 
12 Merismus 321 
13 Hendiadys 324 
14 The 'break-up' of a composite phrase 328 
15 Enjambment 332 
16 Delayed identification 336 
17 Rhetorical questions 338 
18 Ballast variant 343 

12 SECONDARY TECHNIQUES 

12.1 Expansion 349 
2 Lists 351 
3 Inversion 356 

13 APPENDIX: WORKED EXAMPLES 

13.1 Introduction 360 
2 A Ugaritic poem 360 
3 Babylonian poetry 362 
4 Hebrew examples 362 

CLOSING COMMENTS 384 

INDEXES 

1 Index of subjects 386 
2 Index of numerical references 408 
3 Index of Biblical references 409 
4 Index of Hebrew words 431 
5 Index of Hebrew word-pairs 435 
6 Index of Ugaritic texts 437 
7 Index of Ugaritic words 441 
8 Index of Ugaritic word-pairs 443 
9 Index of Akkadian texts 443 

10 Index of Akkadian words 445 
11 Index of other texts 446 
12 Index of authors cited 447 

vii 





FOREWORD 

The origins of the present work lie in my unpublished doctoral 
dissertation (1973, on Isa 1-66) of which a considerable section dealt 
with poetic devices and, in part, with poetic technique. My interest in 
poetry since led to extensive reading in literary criticism, particularly 
studies with a linguistic approach. The impetus for actually writing a 
book came from Dr John Gibson while I was at the Institute for 
Advanced Studies in the Humanities, Edinburgh. 

Whether consciously or not the model I have followed in my 
presentation has been Geoffrey Leech's A linguistic guide to English 
poetry, an invaluable beginner's textbook. This is apparent from the 
term 'Guide' common to both works and is even more evident from 
my basic layout. Like Leech I use worked examples throughout, aim 
at providing clear explanations of technical points, list passages for 
private study and give individual bibliographies for each topic. Of 
course I do not agree with Leech on every point, notably on 
hyperbole, but in the main his Guide has been mine, too. 

This book is intended principally for readers with a good working 
knowledge of classical Hebrew. Some acquaintance at least with 
either Ugaritic or Akkadian (or both, of course) is preferable but not 
expected. To a certain extent, also, the book can be used by someone 
conversant with none of these languages since translations are always 
provided. 

My main aim has been to provide a working tool for lecturers and 
students who need a reference book in a rapidly expanding field. 
Since I began serious groundwork for this book several lengthy books 
on Hebrew poetry have appeared (by O'Connor, Kugel, Collins, 
Stuart, van der Lugt) not to mention dissertations (Cooper, Sappan) 
and even an anthology (Carmi). Far from obviating the need for yet 
another book on the same subject, it is clear, instead, that there is a 
great deal of confusion over aspects of terminology, analysis and, 
particularly, theory. While not claiming to solve all the problems 
involved—and here metre stands out as more intractable than any—I 
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have tried to clarify and explain what scholars are in the main agreed 
on. I hope, at least, to have set out the difficulties of classical Hebrew 
poetry in as clear a way as present knowledge permits. 

My inclusion of Ugaritic and Akkadian verse in a study of Hebrew 
poetry is not without reason. It has precedents, and here I am 
thinking chiefly of T. Donald's unpublished thesis Parallelism in 
Akkadian, Hebrew and Ugaritic which I read several years ago. More 
to the point, it is important to present ancient Hebrew verse, so 
removed from us in time, place and language, in as near its own 
setting as possible. Apart from the books of the Hebrew bible 
practically no classical Hebrew literature has survived. In the 
absence of such literature, second best is comparison with the verse-
making traditions of Ugaritic and Akkadian poetry as attempted 
here. 

Financial assistance for the making of this book came from a 
Visiting Research Fellowship to the Institute of Advanced Studies, 
Edinburgh and a seventeen-month research grant from the Alexander 
von Humboldt Stiftung, Bonn—Bad Godesberg. I am grateful to 
Professor Oswald Loretz for providing research facilities at Ugarit-
Forschung, Miinster (Westphalia). Through all the preparatory 
stages Dr John Gibson of New College, Edinburgh, gave me encour
agement spiced with the right amount of critical comment. The 
editors of JfSOT courageously accepted the typescript in as yet 
incomplete form and patiently experimented with advanced methods 
of typesetting it. And now my wife and daughter, to whom I dedicate 
the present work, can take brief respite until the next book is begun. 
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1 
INTRODUCTION 

1.1 Scope and Aims 

A textbook or manual of poetry should be the end-product of close 
and detailed analysis of the poetry in question. Implied, therefore, is a 
long period of study. A further requisite is the assertion of an overall 
theory which will account for the findings and provide a framework 
within which they can be presented in a coherent way. 

Turning to classical Hebrew poetry, it would appear than analyti
cal studies are by no means lacking. Also, these investigations have 
been carried out for hundreds of years.1 All that is missing, it seems, 
is a systematic presentation of the findings, based on established 
theory. However, things are not so simple. In spite of many centuries' 
study, detailed analysis of all the poetic texts has not yet been 
completed. This is in part due to the same set of texts being chosen 
for study (Gen 49; Ex 15; Jgs 5; Isa 1-12; particular Psalms) to the 
exclusion of others.2 Another reason is that the main interest of 
commentators is exegesis, so that remarks on poetic technique are 
more or less of a random nature.3 The principal reason, though, is of 
a different order: it is only since the discovery of poetic texts in 
Ugaritic and Akkadian that certain techniques of poetry could be 
recognised in Hebrew. This knowledge is still expanding: at the same 

1. The present book does not provide surveys of a historical nature. For the history 
of research see D. Broadribb, 'A Historical Review of Studies of Hebrew Poetry', 
AbrN 13 (1972-73) 66-87, and the somewhat narrower survey, A. Baker, 'Parallelism: 
England's Contribution', CBQ 35 (1973) 429-440. Also, Kugel, Idea, 96-170, and A.S. 
Cooper, Biblical Poetics: A Linguistic Approach (Yale thesis, 1976). 

2. However, see Irwin, Isaiah 28-33, although his presentation of poetic elements is 
by no means systematic. 

3. Exceptions are L. Knnetzki, Das Hohe Lied (Dusseldorf, 1964), R. Gordis, The 
Song of Songs and Lamentations (New York, 1954) and the Appendix to Dahood, 
Psalms III. 
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time as these techniques are becoming better understood, their 
presence is being determined in Hebrew.4 

The purpose of this GUIDE is twofold: to give an account of the 
methods and results of current scholarship, and to provide both 
lecturers and students with guidelines for further study. With 
particular reference to the student, questions of the following kind 
will be answered: How begin analysing a poetic passage? How are the 
beginning and end of a poetic section determined? What is the point 
of using a chiastic pattern in this particular passage? Which structural 
devices were available to the poet and how did he (or she) use them? 
How much has Hebrew poetry in common with Ugaritic and 
Akkadian poetry and in what way does it differ? And so on. 5 

The methods and approaches outlined here make no claim to be 
either definitive or exhaustive; there is still a large amount of room 
for further research and investigation. Only when a complete examin
ation of each poetic device with respect to occurrence, types, 
functions, relationship to other poetic devices and to the various 
literary forms is available will a full description of classical Hebrew 
poetry be possible. Rather than delay until all such research is 
complete, it seems preferable to present the results so far achieved in 
order to indicate the present state of the art and the areas still 
requiring examination. 

The book will comprise both general theory and worked examples. 
Throughout, clear examples are used to illustrate the various tech
niques and devices described. Such excerpts, though, will of necessity 
be context-free. To offset any possible distortion, therefore, some 
longer specimen texts will be provided within the body of the book 
and also as a kind of appendix, in chapter 13: WORKED EXAMPLES. 

A problem that almost defies solution is how the various topics 
should be arranged.6 Should 'parallelism' come under the heading of 
'verse patterns', for instance, or is it a topic in its own right? The 
intricate nature of Hebrew poetic technique is resistant to neat 

4. No account of this extending knowledge is provided by Alonso-Schokel's 
Estudios. Since the bulk of my book was completed, several extensive works on 
Hebrew poetry have been published: Collins, Line-forms; Kugel, Idea; Lugt, Strofische 
Structuren; and O'Connor, Structure. Some account of these works has been taken in 
the final draft of this GUIDE. 

5. Much of the material presented here has been used in lectures and seminars. 
The detailed analysis of Prov 23,29-35 was discussed at a joint seminar (Trinity 
College, Dublin and University College, Dublin). 

6. An arrangement under six general headings is provided by Buhlmann-Scherer, 
Stilfiguren, 5. 
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classification; there is too much overlap. For the sake of presentation, 
however, a framework has been adopted; others, of course, are 
equally possible.7 

Stylistics and Hebrew Poetry 

The study of style in Hebrew poetry has been sporadic rather than 
systematic.8 The present work is an attempt to remedy such a 
piecemeal approach, without making any claims to be definitive. 

One of the best introductions to the problems involved is Widdow-
son's Stylistics and the Teaching of Literature.9 He points out that 
there are two disciplines:10 these are literary criticism and linguistics. 
This is because the critic looks at a poem in one way (as literary 
communication) while the linguist perceives literature as text. 

The l ingui s t . . . directs his attention primarily to how a piece of 
language exemplifies the language system. We will say that he 
treats literature as text. 
The literary critic searches for underlying significance, for the 
essential artistic vision that the poem embodies and we will say 
that he treats literary works as messages.11 

The discipline of stylistics lies between linguistics and literary 
criticism: it treats literature as discourse: 

Between these two is an approach to literature which attempts to 
show specifically how elements of a linguistic text combine to 
create messages, how, in other words, pieces of literary writing 
function as a form of communication. 1 2 

Accordingly, the two related disciplines of linguistics and literary 
criticism will be brought to bear on Hebrew poetic texts—but the 
chief interest of the following chapters will be the style of Hebrew 
verse. 

7. Where applicable, each section will be structured in the same way. After a 
definition of the particular topic, examples will be given in Hebrew, Ugaritic and 
Akkadian. Next will come sub-classification (with Hebrew examples) and notes on 
function. Text references for further study are then given, followed by cross-references 
and an extensive bibliography. 

8. For example, Blenkinsopp, Bib 42 (1961) 61-76. 
9. H.G. Widdowson, Stylistics and the Teaching of Literature (London, 1975). 

10. For the distinction between discipline and subject cf. Widdowson: 1975, 1-5. 
11. Widdowson: 1975, 6. 
12. Widdowson: 1975, 6. See, too, E.C. Traugott—M.L. Pratt, Linguistics for 

Students of Literature (New York, 1980). 
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OTHER SEMITIC LANGUAGES 

2.1 Introduction 

For a fuller understanding of the poetic techniques used in classical 
Hebrew poetry some comparison will be made, in this book, with 
poetic texts in Ugaritic and Akkadian. This comparison will take the 
form of text citation along the following lines. Normally, for each 
topic two examples will be given, one from Ugaritic and one from 
Akkadian. Where occasion warrants further examples will be quoted 
either from these two languages, or, rarely, from other languages, 
though discussion of such non-Hebrew texts will be kept to an 
absolute minimum as will any bibliography. 

Several considerations have led to the inclusion of such extensive 
reference to Ugaritic and Akkadian verse. The principal reason is 
that there are no other comparable bodies of poetic literature in 
ancient Semitic languages. Rather than quote scrappily from a 
variety of traditions it seems preferable to use just these two in which 
most of the poetic techniques to be discussed are actually attested. It 
will also make for uniformity of presentation. In spite of many 
obscurities we have now progressed to the stage where translation 
from both these languages is very reliable and poetic analysis is 
therefore possible. Finally, the existence of identical or similar 
techniques and formal poetic devices in Hebrew and in both Ugaritic 
and Akkadian (with allowance being made for the individual traditions 
in each language) acts as a control and reduces subjectivity in 
reconstruction or emendation. 

Apart from reasons of available time and space, poetic texts in 
other Semitic traditions (besides Ugaritic and Akkadian) are not 
considered largely because they do not present the same range. Texts 
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in Aramaic,1 Phoenician,2 Punic 3 and Ammonite4 are generally 
short. Gleanings from the Amarna5 and Mari letters,6 interesting as 
they are for comparative purposes, have not been included; they are 
much too brief. On the other hand, post-biblical Hebrew texts have 
been taken into account since they belong to the tradition of classical 
Hebrew poetry and are a continuation of it. Texts in non-Semitic 
languages such as Egyptian, Sumerian and Hittite are well outside 
the frame of reference posited here. 

2.2 Ugaritic Poetry 

To provide a general background to the non-Hebrew literatures that 
will be quoted, some mention of their date, literary types, general 
poetic technique and value for comparative purposes will now be 
made. Each section will have a short, relevant bibliography. 

There is no need to repeat here how the Ugaritic tablets were 
discovered at Ras Shamra, how they were deciphered and so on; such 
accounts are easily available.7 They are particularly significant for 
Hebrew poetry because Ugaritic is a closely related language, much 
closer than, say, Akkadian.8 

1. Exceptions are the proverbs in the Ahiqar Tale (which derives in part from 
Mesopotamian tradition), the poetic sections of Daniel, parts of Tobit as represented 
in Qumran Cave 4; HQtg Job; lQapGen 20,2-7 and 4QpsDanc; for this list cf. J.A. 
Fitzmyer, A Wandering Aramean. Collected Aramaic Essays (SBL Monograph Series 
25; Missoula, 1979) 16-17. Cf. C.C. Torrey, 'A Specimen of Old Aramaic Verse', 
JAOS 46 (1926) 24-25; J.C. Greenfield, 'Early Aramaic \trse\JANES 11 (1981)45-
51; Towner, CBQ 31 (1969) 317-326; etc. The Assyrian-Aramaic inscription on the 
statue from Tell Fekheriyeh is a dramatic addition to the corpus; see BA 45 (1982) 
135-141 [with bibliography]. 

2. See Avishur, UF 7 (1975) 13-47; UF 8 (1976) 1-22; T. Collins, "The Kilamuwa 
Inscription—A Phoenician Poem', WO 6 (1971) 183-188-with the dissent of 
O'Connor, BASOR 226 (1977) 15-29. Also, J.C. Greenfield, 'Scripture and Inscription: 
The Literary and Rhetorical Elements in Some Early Phoenician Inscriptions', 
Albright FS (1971) 253-268. Also, J.C.L. Gibson, Textboook of Syrian Semitic 
Inscriptions, Vol. 3. Phoenician Inscriptions (Oxford, 1982) 80-81. 105 and esp. 33. 

3. C.R. Krahmalkov, 'Two Neo-Punic Poems in Rhymed Verse', RSF 3 (1975) 
169-205. 

4. Baldacci, VT 31 (1981) 363-368. 
5. See S. Gevirtz, 'On Canaanite Rhetoric. The Evidence of the Amarna Letters 

from Tyre', Or 42 (1973) 162-177; also JNES 32 (1973) 99-104. 
6. Weinfeld, KT27 (1977) 178-195; A. Marzal, Gleanings from the Wisdom of Mart 

(StPohl 11; Rome, 1976) (the second work to be used with circumspection). 
7. For example, Gibson, CML, 1-2. 
8. The degree of affinity between Ugaritic and Hebrew is a matter of dispute, but it 

is undeniable they are cognate languages. 

file:///trse/JANES
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The Ugaritic tablets were actually found in levels which archae
ologists date between 1600 and 1200 BC (the second date being 
determined by the invasion of the Sea Peoples, who sacked the city) 
and the indications are that the literary texts were written down in 
approximately 1400-1350 BC. 9 The main poetic material comprises 
the Baal Cycle (a series of episodes recounting Baal's 'adventures'); 
the legends1 0 of Keret and Aqhat (both human heroes); the Story of 
'Dawn', 'Dusk' and the Fair gods, and the Nuptials of Nikkal. In all 
they comprise some 4,000 or so lines of verse (many of which are 
verbatim repetitions of the same stock lines). Although dating in 
written form to about the fourteenth century BC, the compositions 
themselves are very probably much earlier. Not only that: it is fairly 
safe to assume that they first circulated in oral form (and therefore in 
various different versions), to be ultimately 'frozen' by being com
mitted to writing. It is in this final form that we know Ugaritic 
poetry. 

In the main, then, the literature of Ugarit comprises myths, tales 
and legends, or, less specifically, narrative cast in poetic form. There 
are one or two prayers, 1 1 at least one incantation,1 2 and perhaps a 
hymn, 1 3 but as Ugaritic poetry is chiefly narrative in character it 
cannot be directly compared with Hebrew poetic texts. Even so, 
there is a large overlap between the two sets of literature since they 
share a common poetic technique and in many respects would appear 
to belong to the same tradition of versification. 

The translations offered here for the examples are very largely my 
own, though I have kept an eye on the principal translations that 
have been made. Problems of a textual and philological kind have 
been ignored, except where clarification was essential. 

9. As shown by the colophons; see Gibson, CML, 1. 
10. The term 'legend' is used very loosely here; the exact genre of these narrative 

poems has not yet been determined. On this aspect cf. Parker, Maarav 2/1 (1979-80) 
7-41. 

11. A prayer to Anath has been identified by de Moor; cf. UF 11 (1979) 648-649. 
Another prayer is KTU 1.119, set out in 13.2, WORKED EXAMPLES. 

12. Ugar 5, 7. For an incantation from Ras Ibn Hani cf. de Moor, UF 12 (1980) 
429-432. Note, too, J.C. de Moor, 'An Incantation Against Infertility (KTU 1.13)', UF 
12 (1980) 305-310. 

13. CTA 6 vi 40-52 (end of tablet), though not all scholars agree that this is a 
hymn; see, most recently, Dietrich—Loretz, UF 12 (1980) 399-400. 
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BIBLIOGRAPHY 

(a) Text and translation 
KTU is the most comprehensive collection of texts (in transcription only). It 
should be supplemented by reference to CTA, Ugar 5 and more recently 
published texts. 

Gibson, CML, is the most useful translation to consult not only because it 
has a comprehensive glossary but principally because it provides the 
Ugaritic text (in transcription), making comparison with Hebrew poetry 
possible at the level of language. For an extensive critical review cf. Pardee, 
BO 37 (1980) 269-291. 

Most recently G. Del Olmo Lete's Mitos y leyendas de Canaan segun la 
tradicion de Ugarit (Madrid, 1981) provides full text, translation, notes and 
glossary for the Ugaritic literary texts. 

(b) Studies in Ugaritic poetry 
Cross, F.M. 'Prose and poetry in the mythic and epic texts from Ugarit', 

HTR 67 (1974) 1-15. 
Margalit, B. 'Introduction to Ugaritic Prosody', UF 7 (1975) 289-313. 
Pardee, D. 'A Philological and Prosodic Analysis of the Ugaritic Serpent 

Incantation UT 607', JANES 10 (1978) 73-108. 
Parker, S.B. 'Parallelism and prosody in Ugaritic narrative verse', UF 6 

(1974) 283-294. 
Segert, S. 'Die Form des ugaritischen Verses', ArOr 28 (1960) 666. 
—'Ugaritic Poetry and Poetics: Some Preliminary Observations', UF 11 

(1979) 729-738. 
Watson, W.G.E. 'Quasi-acrostics in Ugaritic Poetry', UF 12 (1980) 445-447. 
- ' A n Example of Multiple Wordplay in Ugaritic', UF 12 (1980) 443-444. 
- 'Gender-Matched Parallelism in Ugaritic Poetry', UF 13 (1981) 181-187. 
- 'Lineation (Stichometry) in Ugaritic Verse', UF 14 (1982) 311-312. 
Welch, J.W. 'Chiasmus in Ugaritic', UF6 (1974) 421-436 = Welch, Chiasmus, 

36-49. 
Wilson, G.H. 'Ugaritic word order and sentence structure in the Krt text', 

JSS 27 (1982) 17-32. 

(c) Comparison between Ugaritic and Hebrew poetry 
There are too many studies to be listed here; cf. CML, xix-xx, for 
bibliography; also NUgSt, RSPI-III and works listed in the bibliographies to 
each section. 

2.3 Akkadian (Assyro-Babylonian) Poetic Material 

The term Akkadian denotes the poetic literature of ancient Meso
potamia, written in Semitic (as opposed to Sumerian, say, or 
Elamite). Akkadian is, in fact, the designation used by native 
speakers for their tongue 'after the Akkadians who had established 
the first great Semitic empire in the middle of the third millennium 
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BC, under their renowned leader Sargon (I) of Akkad'.1 4 The Semitic 
languages involved (or dialects of the same language; scholars are 
divided over this) comprise Old Akkadian; Old, Middle and New 
Assyrian; Old, Middle and New Babylonian.15 

Since the poetic material in Akkadian ranges from the Epic of 
Gilgamesh to popular sayings, the corresponding dates cover a long 
span of time and are, in any case, difficult to determine with 
certainty.1 6 One reason for this is that many tablets unearthed in 
excavation are later copies of much earlier works which have not yet 
been discovered (or are lost forever) for which dates of composition 
can only be surmised. Further, some types of literature, such as 
hymns or proverbs, are essentially timeless. Also, even though we 
may know the date of a particular dialect in which a poetic text is cast 
(for example, New Babylonian), this can only give an approximate 
indication of date and is rather unreliable. Lambert has drawn up a 
very useful time chart for Akkadian literature which the reader can 
consult for a general overview.17 In practice each composition has to 
be studied individually for its date of composition to be determined 
or guessed at. Examples are the Erra Epic, dating possibly to the 
eighth century BC (von Soden suggests 765 BC, which may be 
optimistic in terms of precision), and the Atrahasis Epic, written 
around 1000 BC. 

Many of the patterns and devices found in Hebrew poetry also 
belong to poetic technique in Akkadian: parallelism in all its forms, 
chiasmus, enjambment, acrostics and so on. An exception is staircase 
parallelism, which hardly occurs, if at all (there are some dubious 
examples),18 perhaps because it is peculiar to Canaanite poetic 
traditions. Another rarity is the tricolon, though it is by no means 
unknown. Metre is a problem in its own right, more language-specific 
than other features. To balance these common characteristics with 
Hebrew verse-making it is important to remember that Akkadian 
poetry was influenced, to a certain extent, by Sumerian tradition. 
Peculiar to such poetry is the stock repetitive quatrain comprising 

14. Gelb in the Introduction to CAD A/1, vii. 
15. See GAG, 2-4 (= §1). 
16. W. von Soden, 'Das Problem der zeithchen Einordnung akkadischer Literatur-

werke', MDOG 85 (1953) 14-26. 
17. Lambert, BWL, *x. 
18. See Watson, UF 7 (1975) 492 n. 54. Also, Watson, 'A Note on Staircase 

Parallelism', VT [in press]. 
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two almost identical couplets , the second making implicit what is 
on ly implicit in the first. For example: 

My king, toothed pickaxe that uproots the evil land, 
arrow that breaks up the rebellious land; 
Lord Ninurta, toothed pickaxe that uproots the evil land, 
arrow that breaks up the rebellious land. 1 9 

Since the main thrust o f the present work is a description o f H e b r e w 
poetry, only a restricted selection o f texts from Assyro-Babylonian 
verse has been included. For a broader and more exact picture the 
student is referred to the specialist works in the bibliography, 
especially Hecker , Epik.20 

BIBLIOGRAPHY 

(a) Introductions to Mesopotamian literature 
Jacobsen, T. The Treasures of Darkness. A History of Mesopotamian Religion 

(New Haven/London, 1976) 165-219. 
Lambert, BWL, 1-20. 
Oppenheim, A.L. Ancient Mesopotamia (Chicago, 1964.1972) 250-275. 
Saggs, H.W.F. The Greatness that was Babylon (London, 1962) 390-444. 

(b) Akkadian poetry with accompanying translation 
Cagni, Err a. 
Farber, W. Beschworungsrituale an Istar und Dumuzi (Wiesbaden, 1977) 

esp. 64-73.99.140-155.188-197.212-213.236-245. 
Lambert, BWL. 
Lambert, W.G. 'The Fifth Tablet of the Era Epic', Iraq 24 (1962) 119-125. 
Lambert—Millard, Atr. (for an extensive bibliography cf. Oden, ZAW 93 

[1981] 197-216, esp. 197 n. 4). 
Landsberger, B.—Kinnier-Wilson, J.V. 'The fifth tablet of Enuma elis', 

JNES 20 (1961) 154ff. 
Other editions are scattered in various specialist journals; a good selection is 
to hand in JNES 33 (1974). 

(c) Studies of Akkadian poetry 
Groneberg, B. Untersuchungen zum hymnisch-epischen Dialekt der altbaby-

lonischen literarischen Texte (dissertation, Munster, 1971) esp. 129ff. 

19. Hymn to Ninurta, ANET, 577; another example, ANET, 578. The Hymn to 
Ishtar also uses this type of quatrain several times. See Hecker, Epik, 146-151. 

20. Published papers comparing Hebrew and Akkadian poetic traditions are too 
many to be listed here. Among the more recent can be mentioned Westhuizen: 1980; 
J.S. Kselman, 'rbllkbd: a new Hebrew-Akkadian formulaic pair', FT 29 (1979) 110-
114, Barre, VT 29 (1979) 107-110 and Or 50 (1981) 241-245. 
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Hecker, Epik (the most important study to date). 
Mayer, W. Untersuchungen zur Formensprache der babylonhchen 'Gebets

beschwörungen' (StPohl: Series Maior 5; Rome, 1976). 
Smith, R.F. 'Chiasm in Sumero-Akkadian', in Welch, Chiasmus, 17-35. 
Tigay, J.H. The Evolution of the Gilgamesh Epic (Philadelphia, 1982). 
Westermann, C. The Praise of God in the Psalms (London, 1967) esp. 36-51. 
Westhuizen, J.P. van der 'Assonance in Biblical and Babylonian Hymns of 

Praise', Semitics 7 (1980) 81-101. 
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ANALYSING HEBREW POETRY: NOTES ON METHOD 

3.1 Terminology 

Clear terminology is basic to this book, so the terms used will be 
defined and kept to, as far as is possible without the danger of 
monotonous repetition. (So, the 'bicolon' will generally be called a 
bicolon, but for the sake of variety, other terms such as couplet will 
be used. However, where there is any possibility of ambiguity or 
misunderstanding, the strictly defined terms will be employed.) 

Different scholars or writers use different names for the same 
components, which can lead to a great deal of confusion, even though 
a particular writer may use such terms consistently. What for some is 
a 'colon' is referred to by others as 'stichos' or even 'hemistich'; even 
worse, 'stanza' and 'strophe' are used almost interchangeably. In 
order to avoid ambiguity of this kind, I will define my terms as clearly 
as possible, and then stick to them. It is not just a matter of 
nomenclature, though; in defining my terms I imply an underlying 
theory concerning structure in poetic texts, which can be sketched as 
follows. The larger units such as poems or stanzas are composed of 
strophes, and the strophes in their turn are made up of one or more 
cola. The cola consist of even smaller units. Accordingly, a poem can 
be considered as a set of components forming larger and larger 
complexes which ultimately combine to form a single unified struc
ture: the poem. 

In accordance with the method of analysis outlined above, the 
definitions will proceed from the smallest units to the largest. Correct 
analysis can only begin once such terms have been defined with 
precision.1 

1. This approach is implied in de Moor's studies, e.g. UF10 (1978) 187-217. Terms 
relating to metre, 'stress', 'accent', 'word', 'syllable', etc., are dealt with in the chapter 



12 Classical Hebrew Poetry 

HEMISTICH 
A subdivision of the colon, generally equal to half the length of the 
colon. So, the phrase "33y nno, 'Quickly, answer me', is approximately 
half the colon-length in Ps 69,18: 

•OSJ? i n o , 1? 'O Because it is hard on me/quickly, answer me 

—and is a metrico-structural unit since it recurs, unchanged in 
Pss 102,3 '33» i n n t n p n n v o , 'On the day I call, quickly, answer me\ 
and 143,7 m r r '33P ino, 'Quickly, answer me, Yahweh'.2 

COLON 
A single line of poetry, either as a semi-independent unit (= 
monocolon), or as part of a larger strophe (bicolon, tricolon, quatrain, 
etc.). So 

mirr ~t> TON PID What shall I do to you, Judah? (Hos 6,4) 

is a single verse-line, or a colon. Other designations include 'stichos', 
'stich' and even 'hemistich'. 

MONOCOLON 
A colon standing on its own as a strophe, within a stanza or poem. It 
can be defined as a single colon which does not cohere closely with 
another colon, although in a wide sense no element of a poem stands 
in total isolation.3 

BICOLON 
A couplet or line-pair4 made up of two lines or cola, generally (but by 
no means always) in parallel. The two-colon unit can almost be taken 
as standard in Hebrew poetry, for example: 

"7J? DitPp Bind them on your fingers, 
~p!l rvh *W Dnro write them on the tablet of your mind. (Prov 7,3) 

on METRE. For other attempts at a unified terminology see Lotz, Hel 4 (1948) 132; 
Fowler, Anglia 86 (1968) 285-297; PEPP generally, and Leech, Guide. For Hebrew see 
Boadt, CBQ 35 (1973) 24, n. 14; Holladay, JBL 85 (1966) 403; Kugel, Idea, 2, no. 4, 
and Watson, 'Chiastic Patterns', 119-121. 

2. See Culley, Oral-Formulaic, 45, who notes 'formal divisions smaller than the 
colon are occasionally apparent so that a colon may be viewed as being composed of 
two units about half a colon long'. 

3. See Jakobson, Lang 42 (1966) 429. 
4. O'Connor, Strucmre, 52. 
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Note that bicola can be extremely brief: 

tiTV Elam: Attack! 
no l i s Medes: Besiege! (Isa 21,2b) 

—or so long that often further subdivision seems required: 

D W lUT 1 -pD nirr Yahweh is king, let peoples tremble; 
p N H D13n D^ana at?" is throned on the cherubim, may earth totter. 

(Ps 99,1) 

TRICOLON 
A set of three cola forming a single whole, or strophe, as 

1133 Dint Their line is stable, 
DDI" d m s 1 ? their fathers are with them, 

Dm-I?1? DPWXNXl and their offspring are in front of their eyes. (Job 21,8 5 ) 

Also called a 'triplet' or 'tercet', but rarely. 

TETRACOLON, PENTACOLON, etc. 

Groups of four cola are termed tetracola or quatrains (e.g. Jer 2,13), 
offive cola: pentastich or even quintet; of six cola: hexacola and so on. 

STROPHE 
A strophe is a verse-unit of one or more cola, considered as part of the 
higher unit termed the stanza. The monocolon, bicolon, tricolon and 
so on are all strophes. Confusingly, many authors call such a verse-
unit 'stanza', but this is only valid when a stanza consists of a single 
strophe. 

STANZA 
A sub-section of a poem: the poem is made up of stanzas, and each 
stanza consists of one or more strophes. So, for instance, the poem 
2 Sm 1,19-27 consists of 5 stanzas: 

I 19-20 
II 21-22a 

III 22b-23 
IV 24-25 
V 26-27a 

and, as is sometimes the case, the stanzas are marked off by refrains.6 

5. For translation, cf. Dahood, Bib 47 (1966) 411. 
6. In 2 Sm 1, the refrain occurs at the end of stanzas II, IV and V, and at the 

beginning of stanza I. 
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POEM 
An independent unit of poetry such as a psalm, a prophetic oracle 
(Jer 9,17-21), a speech (Job 25), a wisdom poem (Prov 3,19-20) or an 
acrostic (Prov 31,10-31). Several poems can be collected to form a 
book so that quite often it is difficult to determine where each begins 
and ends.7 

The accompanying table will clarify the definitions given.8 

HEMISTICH 

COLON hemistich hemistich 

BICOLON colon 
colon 

TRICOLON 

TETRACOLON or 
QUATRAIN (etc.) 

STROPHE 

STANZA 

colon 
colon 
colon 

colon 
colon 
colon 
colon 

monocolon/bicolon/tricolon (etc.) 

strophe 1 
strophe 2 
strophe 3 (etc.) 

POEM 

stanza I 
stanza II 
stanza III 
stanza IV (etc.) 

A significant term related to the analysis of verse is STJCHOMETRY 
or, as some prefer, 'lineation'.9 This denotes the segmenting of a text 
into verse-lines. A guide to marking off lines in Hebrew is the 
occurrence of pausal forms, as in Job 3,26: 

7. Particularly in the prophetic books where individual poems have often been run 
together into larger units. It would be an interesting exercise to incorporate terms such 
as 'canto' and 'cycle' into this scheme. 

8. A preliminary form of this table appears in Watson, 'Chiastic Patterns', 121. 
9. So O'Connor, Structure, 30. 



Analysing Hebrew Poetry 15 

TIM M̂ l T û p C N'JI Tir?» N1? I have neither peace, nor quiet, nor rest, 
U"i fcCl but turmoil comes. 

Here, the only pausal form is T im which indicates line-end.1 0 

STICHOGRAPHY is the setting out of an ancient text (clay tablet, 
stela, prepared goatskin, etc.) into lines of poetry by either punctuation 
or spacing (or both). The ancients were by no means consistent so 
that though ideally scribal practice (stichography) and modern 
analysis (stichometry) should coincide, in actual fact they commonly 
do not. 1 1 

3.2 Method 

1. Analysis in literary criticism 
Some idea of the method and approach to be adopted in analysing 
Hebrew poetry can be gained from considering how the literary critic 
proceeds when dealing with either a single poem or a collection of 
poems. A clear example for the anlysis of one poem is provided by 
Sinclair.12 His method is, first to examine the poem for particular 
features, such as sentence and clause structure, Une and stanza 
boundaries, and then to tabulate his findings. The procedure is 
completed by showing how all the features isolated (by analysis) 
interrelate to make up the complete poem (synthesis). By contrast, 
Austerlitz adopts a more mathematical approach in his metrico-
strophic analysis of folk poetry. 1 3 His method entails segmentation 
of the text into its constituent units (or: analysis into strophe and 
stanza), description and classification of the segments, description of 
the inner structure of each segment and finally, the application of 
quantitative criteria. As will be seen, though, such methods can 
provide only approximate models for the study of ancient Hebrew 
poetry largely because the tradition and language in which they were 
composed can now only be reconstructed in part. 

10. See Revell, VT1\ (1981) 186-199, esp. 191. 
11. For the term 'stichography' see Kugel, Idea, 119-120,121-123,126-127,and 193-

194. For Ugantic texts cf. W.G.E. Watson, 'Lineation (Stichometry) in Ugantic 
Verse', UF 14 (1982) 311-312. 
12. J.M. Sinclair, 'Taking a Poem to Pieces', in D.C. Freeman, Linguistics and 

Literary Style (New York, 1970) 129-142 (= Fowler, Essays, 68-81). 
13. R. Austerlitz, Ob-Ugric metrics (Helsinki, 1958). 
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2. Analysis of Hebrew poetry: General outline 
By adapting what can be learned from literary criticism, singling out 
the best from existing discussions of Hebrew poems 1 4 and from 
experience, a general outline for analysis would include the following:15 

(h) delimitation 
(i) segmentation 
(j) inner-strophic analysis 
(k) isolation of poetic devices 
(1) tabulation 

(m) synthesis 
(n) comparison with other literature. 

Delimitation means isolating the stretch of poetic text or poem to be 
analysed. After division into strophes and stanzas—segmentation or 
stichometry—each strophe is examined in detail. The presence of 
various poetic devices both structural and non-structural is established 
and the results can be tabulated. Finally, the relationship of the 
components to the whole are determined. 

An outline such as the one just described must remain to a certain 
extent theoretical. No single, uniform method of analysis applicable 
to every poem can, in fact, be proposed. It is more realistic to describe 
a variety of approaches which can be used either singly or in 
combination. Ultimately, of course, the poem is an individual entity 
which cannot be fitted into the straightjacket of rigid classification. 
(No poem worthy of the name 'follows the rules'.) One's choice of 
analytical procedure, therefore, must take all this into account. 

3. Some preliminaries 
Before tackling a poem it is advisable to do some preparatory work; a 
possible approach is outlined here. 

a. Selection. For a beginner it is probably easiest to choose a 
passage that is short and at the same time self-contained, for 
example, one of the briefer psalms. Choosing a short piece provides 
the opportunity for seeing the whole poem almost at a glance (and, 
incidentally, reduces the amount of time required). With practice 
longer poems can be tackled. Further, if a psalm is selected, then 
there is no problem about determining where it begins and where it 

14. Analysis of ancient Near Eastern poetry is also helpful here. For the determina
tion of metrical patterns cf. 5.3 METRE. 

15. The bracketed letters refer to the paragraphs set out below. 
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ends, as would be the case in, say, a passage from the prophets. The 
fewer such problems to resolve the better. 

b. Commentaries. It is always difficult to decide whether to study a 
passage without looking at what others have said about it, or whether 
to read the commentaries first. To come to a poem with fresh eyes is 
certainly very valuable and better than having someone else tell you 
how to read it. On the other hand, to consult commentaries and the 
like can save a great deal of work, especially as far as philology is 
concerned. Perhaps the best way is to read the chosen section of verse 
once or twice slowly, and only after personal reflection to look at the 
opinions of other scholars. The worked examples in the appendix of 
this book should be approached in much the same way. 

c. Translation. At this point it is advisable to make a translation 
(although stylistic analysis has always to be based on the Hebrew 
text); textual and philological difficulties will come to light, which 
can either be solved now or may be held over until the poem is better 
understood. Often, such difficulties cannot be resolved without a 
close look at poetic structure; at the same time, this analysis is itself 
dependent on correct understanding of the Hebrew. The vicious 
circle can sometimes be broken by comparison with extra-biblical 
texts (in Ugaritic, Akkadian, etc.). 

d. Levels in MT. The next obstacle to overcome is deciding at which 
level of the Masoretic text to operate. In many cases an 'original' 
layer of text has been overlaid by re-interpretations made at later 
stages, not to mention the various editorial hands which have been at 
work. Similar problems, it is worth remembering, exist for Ugaritic 
and Akkadian texts. 1 6 Should you try and reconstruct the basic or 
original text before stylistic analysis? The trouble here is that there is 
always the danger of working in a circle, for example, by cutting out 
what does not seem to fit and then arguing from the regularity of the 
resulting pattern. If, on the other hand, you take the text exactly as it 
is, there is the danger of considering later glosses or insertions as 
belonging to the poem. It is a matter of balance, though as a general 
rule it is better to leave the text alone and not begin emending.1 7 

e. Reading the poem through. Once the poem has been selected for 
study it is a good idea to read it through a few times—aloud if 
possible—in order to get to know it and acquire the feel of it. In 

16. Even though the clay tablets unearthed on excavation sites are originals, in 
many cases the text is a copy of a previous text. 

17. See 3.7 on TEXTUAL CRITICISM. 
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practice this means how it sounds, where the repetitions lie, the 
general movement of thought and so on. Each time, the text must be 
read through completely. The poem must always be considered as a 
whole, even in the process of detailed analysis, since this acts as a 
check against excess (it is all too easy to pick out a structural pattern, 
for instance, but rather more difficult to fit it into the rest of the 
poem). Reading through is also a guide for selecting the most suitable 
approach (see g, below). 

f. Practicalities. It is very useful to have to hand coloured pens or 
pencils,1 8 squared paper, a stack of index cards and a ruler. They can 
be very time-saving, and can make keywords or gender-patterns 
evident at a glance, or speed up the compilation of a poem's 
vocabulary. Needless to add that besides commentaries, a good 
Hebrew dictionary and a concordance are essential items. 

g. Approaches. The method of analysis already outlined (and set 
out in more detail below) is a general, all-purpose approach which 
has to be adapted for each poem. Some experimentation is required 
to determine the most suitable approach. Quite obviously, for 
example, a stretch of text where no words are repeated rules out the 
need to tabulate keywords. This is why a preliminary reading of the 
poem is of paramount importance and more than one read-through 
may be needed before the correct approach becomes evident. 

4. Analysis of Hebrew poetry: notes on method 
The brief synopsis given in section (2) will be expanded here and 
illustrated with examples. 

h. Delimitation. The first stage, once the preliminaries are over, is 
to determine the beginning and end of the poem. While relatively 
easy when a poem is set in a prose context (for example, 1 Sm 2,1-10, 
the 'Song of Hannah', or Jer 30,5-7) delimitation is much more 
difficult when the bulk of a book is in verse. This is particularly true 
of the prophetical books where it is so often hard to tell where one 
oracle ends and another begins. Even in Job, where each speaker has 
his own stretch of text, there are problems. Fortunately, the individual 
Psalms 1 9 can be considered as independent poems—and at the other 
end of the scale, proverbial sayings (as preserved in Proverbs) are 
mini-poems, again with independent status. As will be seen, there are 

18. Advocated by Margalit (Margulis), UF 7 (1975) 311, and Holladay, JBL 85 
(1966) 412. 

19. With exceptions such as Pss 42-43 or 9-10. 
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certain indications of opening and closure (e.g. an initial tricolon; a 
final refrain), but an element of judgment cannot always be excluded.20 

i. Segmentation. The next step is to divide the poem into its 
components. Segmentation means strophic analysis (marking off the 
couplets, tricóla and so on) in combination with correct stichometry 
(determining the limits of each colon).2 1 Here, the principal guide is 
parallelism. For example, Isa 29,14 runs: 

N"?E)i N^sn ntn DOT m tv^art) tpv -an p 1 ? 
Therefore, see I am the one who is going to shock this people, 
adding shock to shock. 

It can be segmented as follows: 
"MPI p"7 14a 

K^Brf? IDT" 14b 
ntn DOT n « 14c 
N*?D1 N^BH 14d 

where 14a is an introductory monocolon, and 14bcd comprises an 
ABA' (chiastic) tricolon—which closes the stanza 29,13-14. 

j . Inner-strophic analysis. Once the limits of each strophe are 
known, then each strophe can be analysed into its components: type 
of parallelism, sound-patterns, chiastic structure and the like. Note 
that in the worked examples inner-strophic analysis has been set out 
stanza by stanza, as it is then easier to follow. 

k. Isolation of poetic devices. Both the poem as a whole and its 
separate units should be looked at with an eye to structural and non
structural devices (such as word-pairs, enjambment, metaphor, the 
break-up of stereotype phrases). At this point it may be possible to 
find out whether a particular device stands out more than the others 
(for example, the dominant device in Ps 100 is ellipsis). 

1. Tabulation. To achieve objectivity and in the interests of 
accuracy it is occasionally helpful to draw up tables of repeated 
words, structural patterns, alliterating consonants, word-pairs, 
repeated words in parallelism (e.g. 'not//not' in Ps 131,1), formulae, 
vocabulary peculiar to a poem, etc. If not already recognised, 

20. A case in point is the collection of ten discourses in Prov 1-9, the exact allocation 
of verses being a matter of dispute; see, conveniently, R.N. Whybray, Wisdom in 
Proverbs (London, 1965). 

21. E.J. Revell, 'Pausal Forms and the Structure of Biblical Poetry', VT 31 (1981) 
186-199, argues that line-ends are marked by pausal forms or, conversely, that 
contextual forms are not used at the end of stichs'. 
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repeated elements such as the refrain or the envelope figure may 
become apparent at this stage. (Some of the worked examples show 
the use of tabulation.) 

m. Synthesis: functional analysis. Having extracted as much data 
as possible from the chosen text, it remains to determine how the 
various poetic devices interact within the poem. Look for a dominant 
poetic device within each strophe or for the whole poem, and 
determine its function. Assess what particular purpose a refrain, say, 
has in the poem under analysis. Establish the relationship of sound-
patterns to keywords; and so on. 

n. Comparison. Although not always possible it is very helpful 
when a similar poem—whether within the Hebrew tradition or 
outside it—can be looked at for comparative purposes. It is more 
useful (though again, not always possible) to compare poems of 
similar literary form; for example a Hebrew lament with a Sumerian 
lament. ' 

Prov 23,29-35—Hangovers are Horrible 
In this example both the preliminary steps and the methodical 
analysis will be followed. A final paragraph will deal with closure. 

Preliminaries 
a. I chose this particular poem because at first glance it looked to be 

slightly out of the ordinary. It is not too long, but long enough to offer 
a challenge as regards interpretation. 

b. The commentaries I looked at—after going over the poem several 
times first—included McKane and Scott, as well as Dahood's brief 
monograph.2 2 Of these, McKane's was the most detailed and Scott's 
much shorter, but less hidebound by tradition. None paid any 
attention to structure; in fact, McKane obscured the series of 
repetitions in v. 29 by translating: 'Who has sorrow and care?' etc. 
Ultimately, my own analysis is independent of previous attempts. 

c. As far as the text is concerned there are few problems—the 
kethibh/qere at 29c ( D T I D for D ^ H O ) and at 31c (D13 for D - 2 ) . The 
'corrections' suggested in the apparatus of BH are simply attempts at 
making the text intelligible and can be ignored. I have set out the 

22. W. McKane, Proverbs. A New Approach (OTL, 1970) 393-396; R.B.Y. Scott, 
Proverbs and Ecclesiastes (AB 18; Garden City, 1965); MJ. Dahood, Proverbs and 
Northwest Semitic Philology (Rome, 1963). 
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Hebrew text in anticipation of the structural analysis;23 this is 
simply for reasons of space. 

"IN 'D7 29a 
'D7 b 

c 
r w "D7 d 

e 
D T I ? ni773n 'D7 f 

p n •?» D-inND1? 30a 
I D o a -iipnn 1: D'ta 1? b 

p Min 7N 31a 
b 

l r y man ;jv "3 c 
D n t ^ o a -i7nrr d 

32a 
b 

n n t IN-P TPS 33a 
n r a s n n n3T 1371 b 

HID' 373 33B>3 n«ni 34a 
73n EWI3 33tP(3) b 

T r t n "73 "313n 35a 
T I I ? T 73 "Ji07Pi b 

PPN TID c 
TIP Ut?p3N I-DIN d 

II 

Because of their rarity some of the words are obscure so that the 
translation is not perfectly straightforward. Problems are discussed 
in a separate section at the end. The style of my rendering is 
somewhat colloquial to match the content. 

I 29a Who gets the groans? 
b Who gets the moans? 

c Who gets (into) quarrels? 
d Who gets (into) trouble? 

e Who gets bruises for no reason? 
f Who gets shadowy eyes? 

23. For the distinction between '('analyse structurale' (of deep structures) and 
Tanalyse structurelle' (of surface structure) cf. Vogels, Bib 60 (1979) 411. If anything, 
my approach belongs to the second category. 
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30a People who stay up late over wine, 
b People on the lookout for mixed drink. 

II 31a Don't look at wine 
b if it looks like blood, 
c if it sparkles in the goblet, 
d (if) it sloshes up and down with bubbles. 

32a In the end it will bite like a snake, 
b sting like a serpent. 

33a Your eyes will see weird things, 
b your mind will talk nonsense; 

34a and you'll be like a person with a sinking stomach, 
b like a person lying with a splitting head. 

35a 'They bashed me: I felt no pain, 
b They hit me: I did not realise (it). 

c When I wake up 
d I'll go searching for it again.' 

d. Although the poet has undeniably expanded an eight-line poem 
to make it of full acrostic length, the pre-MT level will not be 
considered here, but the completed stage of the poem. 

e. I read through the text several times and was struck, naturally, 
by the repetition, but also by a certain element of end-rhyme (though 
it was hard at this stage to tell whether it was intended) and by a 
feeling that many of the words had double meanings or contained 
hidden allusions. I realised, too, that there were problems in sticho-
metry about halfway through (31) and right at the end. It also 
occurred to me that the overall pattern might be chiastic since 
certain words (keywords?) came more than once. Another striking 
feature was the double change of speaker and mood: 

29-30 interrogative + statement 
31-34 imperative (prohibitive) 

35 quotation of first person speaker 

f. Which approach (or combination of approaches) to use? As there 
were several unusual words, a lot of repetition and a suspected 
chiastic pattern, tabulation is required. No other patterns looked 
probable (except, of course, the obvious acrostic-type repetition in 
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the first eight lines) so that ordinary step-by-step analysis seems 
suitable enough. 

Methodological analysh 
g. The limits of the poem are clear enough: the immediate context 

at both ends (23,26-28 and 24,lff.) deals with completely different 
topics. Whether 23,29-35 itself can be broken up into smaller units 
remains to be discussed. 

h. Segmentation into verse-lines or cola presents no real problems, 
the first eight lines evidently each beginning with *?. They are 
probably to be grouped as couplets. The only quatrain is 31, perhaps 
with the structure 1 + 3. Finally, though 35cd could be a single, long 
line, it is more probably a bicolon (with enjambment), as the poem 
would then number 22 lines (couplet, couplet, couplet, couplet, 
quatrain, couplet, couplet, couplet, couplet, couplet). Two stanzas 
make up the poem (29-30 and 31-35), each to be subdivided as 
follows: 

The stanza division is indicated by a combination of mood change 
(interrogative to imperative) and break in the sequence of lines 
beginning with the same letter. 

i. Inner-strophic analysu: 29ab, cd and ef comprise a list formed of 
three parallel couplets, every line having two stresses except for 29ef 
which has 3+3. 30ab is another parallel couplet, and though the lines 
are quite long the stress pattern is again 2+2. The next stanza opens 
with a quatrain comprising one line (31a) plus three lines in parallel 
(31bcd). Then come an abc//b'c' couplet (32ab), three more couplets 
(33-35ab) and the final strophe, a structurally 'parallel' couplet 

j . Slightly inverting the recommended sequence, isolation of poetic 
devices will come after tabulation. The first table is of repeated words 
showing how they are distributed over the twenty-two lines. 

I (a) 29abcdef 
(b) 30ab 

II (a) 31abcd-32ab 
(b) 33ab-34ab 
(c) 35abcd 

(35cd). 
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29a 7 ' 0 
b 7 <D 
C 7 'D 
d 7 ' 0 
e 7 "D 
f 7 'D rs? 

30a 7 "inN P 
b 7 OP") 

31a p run 
b -3 
c r» "3 3 
d 3 

32a "iriN 3 
b 3 

33a r» HNi 
b 37 

34a 3 3 37 33t? 
b 3 3 33tP 

35a 73 (ffp3) 
b 73 
c 
d 

T h e only three repeated words (or roots) used throughout the 
who le p o e m are IPIK, p and p>. N o t e that a word for 'to search for' 
occurs in the final l ine o f both s tanzas (30b: "ipn, 35b: t?P3). 

T h e second table lists rare or un ique lexical i tems: 

"13N '(interjection)'; only here; cf. Akk. aba, 'what'. 
DIN 'to look like blood' or 'to appear red'; hitp. only here. 
73PI obscure: 'painful'(?), 'mast' (? if correct, only here) or 

'mountain' (? metathetic form only here). 
ni773n 'dullness'; also Gen 49,12. 

1DOD 'mixed wine' or 'mixing bowl'; cf. Isa 65,11 and Ug. 
tnmskn; obscure (see philological notes). 

TV 'bubble' (if so, only here); cf. Akk. inu, 'bubble' and Ug. 
yn 'n, 'sparkling wine' (CTA 6 iv 4 2 ) . 2 4 

EHE 'to sting, pierce' (? only here). 
M5?BX '(serpent)'; rare: Isa 11,8; 59,5 (cf. 14,29) and Jer 8,17. 

D^EPD 'bubbles' (?) if related to Akk. Mm, 'wind, bubble'. 

24. For a somewhat different view cf. Driver, JSS 9 (1964) 348-349. 
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k. The following poetic devices are used in the poem: (for ease of 
evaluation they will be grouped into 'structural' and 'non-structural'). 

The first structural feature is repetition, as set out in table 1, and 
also of line-initial *? (eight times; seven times in the form "D1?) in 
stanza I (acrostic pattern). 2 5 Alliteration occurs in 31bcd and 33b-35 
(see below); also as initial—N in 35cd. In 31a and 31c the Ug. 
expression yn 'n 'bubbly wine' is broken up; similarly, the phrase 
D":»ss wmi 'viper-snakes' (Jer 8,17) is split up in 32ab. Table 1 
indicates that there is no chiasmus, but the overall pattern of the 
poem seems to be: 

A HEADACHE ('groans, moans', 29ab) 
B BRUISES ('bruises', 29e) 
C SEARCH FOR WINE (30b) 

[central section, perhaps chiastic: 

D SEE WINE (31) 
E WINE 'STINGS' (32) 
D ' SEE STRANGE THINGS (33)] 

A' HEADACHE (34a) 
B' BEATING (35ab) 
C SEARCH FOR WINE (35cd). 

Of the non-structural components, the most striking is the riddle 
(posed in 29) set as a series of questions, in combination with delayed 
explicitation (as the answer is postponed to 30). Table 2 lists the rare 
words which form a sharp contrast to the almost infantile nature of 
the other lexical items used. Sound patterns (apart from alliteration) 
include assonance (35ab), end-rhyme (29ab: 'oy, ""boy; 33ab zarot, 
tahpukot; cf. 35ab) and onomatopoeia (32 and perhaps 35cd). There 
are two sets ofpaired similes (32; 34), two examples of wordplay (29e 
Bvxa and 32b "JtfBX = rootplay; TV = 'eye' in 29f and 33a, but by 
metaphorical extension, 'bubble' in 31c), and one case ofenjambment 
(35cd: 'When I wake up I'll go searching for it again'). It is 
noteworthy that in almost the whole of the second stanza (that is, 
apart from 31a), the word 'wine' is never mentioned: this is allusion 
at its best. (For allusions to other Hebrew and Ugaritic texts, see 
below.) 

Finally, the imagery requires comment: there is the general 

25. Note the very similar pattern in the Kilamuwa Inscription, lines 10-12.13.15. 
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portrayal of a drunk which forms the basis of the poem. This is 
supplemented not only by the detailed observation (the intoxicated 
man who picks fights, has hallucinations, talks drivel, feels very sick 
and still craves drink on waking) but also by apt similes and an 
evocative description of wine. 

1. The functions of the poetic features described can be evaluated in 
terms of the relationship between poet and audience, in terms of 
structure and in terms of other effects. 

The opening riddle immediately engages the audience's attention: 
they feel invited to solve it. The clues, in the form of questions, are 
vague at first but become more and more specific, so that by the time 
the answer is given (30), it simply confirms what most of the listeners 
must have guessed already.2 6 

To keep the audience interested, the poet breaks his steady 
sequence of lamedh-mhial Unes and changes to direct admonition 
('Do not look at wine', 31a) going on to describe how enticing the 
beverage is. Similes help sustain interest, and their originality 
commands respect. In 35a the change to the first person (T felt no 
pain . . . ' ) prepares for the close, but more importantly, makes the 
listeners identify with the unfortunate drinker. Finally comes the 
punch-line: the habitual imbiber is hard to cure. 

At the macro-structural level, the poem is defined by its quasi-
acrostic form (= 22 lines). The ABC,DED'A'B'C'-pattern identified 
serves to depict the inevitability of the cyclic sequence: craving for 
drink—imbibing—bad effects of alcohol—recovery and craving for 
drink. 

At a lower level, alliteration serves to bond together certain groups 
of lines:2 7 

31b ki YIT'oddam 
c ki YITTen bakkós . . . 
d YIThallék be... 

33b wLBk 
34a BLB 

b hBL 
35a BL 

b BL 

26. Comparable are the photograph quizzes where a small portion of an object is 
depicted (perhaps viewed from a peculiar angle) and contestants have to guess what it 
is; as more and more of the object is revealed, it becomes progressively easier to 
determine what it is. 

27. In the second group there is alliterative rootplay, evidently. 
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and to bond the pseudo-couplet 35cd. The same bonding effect is 
achieved by the word-pairs in 31a.c, 32ab and by rhyme (29ab, 33ab, 
35ab) which also indicates where these particular lines end (sticho-
metry). 

A variety of devices also adds to the aesthetic effect of the poem. 
Onomatopoeia in 32 evokes the well-known hissing of snakes: 

k'ndhds yissdk 
kesip'oni yapris 

while the hiccough-line sequences in 35 bring to mind the noise of 
vomiting. The final enjambment (35cd) helps round off the poem by 
creating a strong contrast with the chopped up phrases right at the 
beginning (29). The use of repressed reference in most of the second 
stanza, where the significant word 'wine' is hardly mentioned, 
complements the riddle-sequence in the first stanza. 

Reverting to the relationship between poet and audience, two 
further points can be made. The poet has included quite a few rare 
words and forms (see table 2) to enhance his authority since, 
ultimately, his poem is an admonition against excessive drinking. 
The same applies to his many inner-Hebrew allusions (to Song, to 
Gen 49, Isa 5,11, to the style of the Instructions in Prov 1-9) which 
mark him as a man of traditional learning and therefore worthy of 
respect.2 8 

m. Although no other poem of exactly this type is known, the 
second half can be compared with other wisdom-compositions such 
as RS 22.439 i 21-25. 2 9 The theme of excessive drinking is common
place and is found not only in such texts as Prov 20,1; 23,20; Qoh 
2,24; 7,2 and Sir 31,25-3030 but in the composition just cited (line 17: 
'Son, do not go into the house of drinking') as well. 

If 35b of our poem (run' 73 "jiD7n) is an allusion to the expression 
wdlyd'nn ylmn of Ugar. 5, 1 obv. 8, then the poem may mock the 
orgy-like wakes of Ugaritic tradition.3 1 Other links with the same 
tradition include the simile 'bite like a serpent' and the phrase 'which 
bubbles in the cup', as well as the word-pair 'heart//head'. 

28. Another function of such allusions is economy of expression. 
29. See Smith, RSPII, 233-234; according to him the structure of stanza II, which 

he treats as an independent poem, is I: Admonition (31); II: Motivation—(a) wisdom 
sentence (32), (b) conditional result (33-35). 

30. Texts (except Sir) cited by Khanijan, RSP II, 376-377. 
31. See, too, Ludlul II, 49-109 (BWL, 40-45); it is significant that Egyptian paraUels 

are lacking. 
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It seems apposite to end this analysis of poetic technique in 
Prov 23,29-35 by commenting on how the poem achieves closure (see 
CLOSURE). By closure is meant not merely the way the poem ends 
(though this is a fundamental aspect of closure) but how it effects 
completeness. Our text appears to be complete since it uses a twenty-
two line frame which corresponds to the completeness of the 
alphabet. Yet, it begins halfway through the standard run of letters 
(at lamedh), and ends with an aleph-line (reinforced by a/epA-initial 
alliteration). The inescapable implication, therefore, is that the poem 
is describing a continuous cycle, the 'ending' (with the drunkard 
preparing for another bout) being only a return to the 'beginning'. 
The poem, in fact, starts after proceedings have already begun and 
the real opening line is at the beginning of stanza II. If the cycle can 
be stopped here ('Do not look at wine . . . ' ) then all is well and the 
poet has drawn attention to his hidden opening line by using an 
initial aleph (p N i n ^ N ) in v. 31a.3 2 

Philological notes 
Here I will only comment on obscurities of meaning, without 

repeating what was set out in table 2 (rare words). The first difficulty 
is m ^ D n (29f.). It is in no way related to Akkadian ekelu, 'to be 
dark', as Byington once suggested,33 and probably means 'shadowy' 
or perhaps 'lustreless'.3 4 A variant (it would seem) or the same word 
occurs in Gen 49,12 where the colour in question is compared to 
wine and contrasted with dazzling white teeth: 

P D WW , l? , l7Dn Darker(?) are his eyes than wine, 
a'?™ DOST 13*71 whiter his teeth than milk. 3 5 

Disputed, too, is "poo (30b); Jouon's proposal of the rendering 'bowl' 

32. For such cyclic non-closing poems see Smith, Closure, 66-67. Le Groupe u, 
Rhetortque de la poesie (Paris, 1977), 151-152, point out that such cyclic sequences 
have the effect of neutralising time, as in James Joyce's Finnegan's Wake, the closing 
sentence of which is completed by the opening words of the whole book. Such 
timelessness is a recognised feature of proverbial material. 

33. Byington, JBL 66 (1945) 351, who considered the expression to mean 'black eyes 
from fighting'. 

34. "The reference is perhaps to lustreless eyes rather than to dark rings under the 
eyes' (McKane: 1970, 393). 

35. For this couplet see most recendy C.H. Gordon, "The Wine-Dark Sea',JNES 37 
(1978) 51-52. 
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would appear to be bolstered by Ugaritic mmskn, 'mixing-bowl',36 

but not all scholars accept this view.3 7 Although niNn* in 31b is 
normally translated 'looks red' (hitp. of D*IK, 'to be red'), the 
metaphorical expression a"iV m , 'blood of trees', 3 8 indicates 'looks 
like blood' to be preferable. The verb would then be a denominative 
from D I K , 'blood' (a by-form of commoner D I ) . 3 9 Since TV in 31c 
must mean 'bubble' 4 0 it can be argued that antra (3 Id) may be 
related to Akkadian sdru, 'wind, bubble', 4 1 and so I translate 'it 
sloshes (lit. goes) up and down with bubbles'.4 2 Less likely cognates 
are Ugaritic msr, 'to go', and Akkadian sardru, 'to tip' . 4 3 The real 
crux of these few lines, though, is 34 with its twin similes. The first 
simile is generally translated 'like a man on the high seas' 4 4 and is 
understood as a reference to the agonising sea-sickness of a landlubber 
in mid-ocean. Accordingly, all commentators attempt to force a 
nautical meaning on 34b as well since it is evidently parallel to 34a. 
For example, NEB has 'like one who clings to the top of the rigging', 
while Scott, emending the text, suggested 'like one who rolls drunkenly 
like the top of the mast'. 4 5 As it stands the Hebrew can be rendered 
'like one who is lying on the masthead'—although 73n, 'mast', occurs 
only here—and both similes could then be interpreted as describing a 
drunken man tossing about like a ship at sea. Such imagery is 
attractive, but unfortunately explanations remain unsatisfactory. 

36. The Ugaritic evidence is adduced by Dahood: 1963, 49, who refers to Joiion, 
AfUS74(1911) 3. 

37. For example, McKane: 1970, 393 accepts the meaning for Isa 65,11 but not for 
our passage. 

38. Gen 49,11 and Dt 32,14—corresponding to Ug. dm 'sm,' 'blood of trees' (CTA 4 
iii 44); cf. 33» D"I, 'grape blood', in Sir 39,26. 

39. The by-form may also occur in Isa 63,2, 'Why is there blood (C1N) on your 
clothing?' Kevin Cathcart reminded me of Akk. adamu, 'blood' and adamant, 'black 
blood' (CAD A/1, 94 and 95). 

40. Cf. Akk. Inu, 'bubble' (CAD I/J, 157b) and the Ug. phraseyn 'n 'sparkling wine' 
(CTA 6 iv 42). For a good discussion of the existence of effervescent wines in ancient 
times cf. J.C. de Moor, The Seasonal Pattern in the Ugaritic Myth of Ba'Iu (AOAT16; 
Neukirchen/ Vluyn, 1971) 223-224. For another view cf. Margalit, AMOLAD, 172, 
who translates the Ug. expression 'I'll cast an eye', reading sdyn as a single word. 

41. AHw, 1192-1193. 
42. In Akk., too, the Gt of alaku ('to go') refers to the motion of liquids; texts in 

CAD A/1, 326, meaning 6c. 
43. The Ug. verb would require the Heb. to be repointed with s. For the Akk. verb 

cf. AHw, 1185-1186. 
44. NEB, 'Like a man tossing out at sea'. 
45. Scott: 1970, 142 and n.g. 
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The clue to understanding the similes correctly is provided by the 
final lines of a difficult Ugaritic text where the cure for a hangover is 
set out. 4 6 The wording is 

The topic is similar to that of Prov 23, but the most relevant feature 
of this prescription is the phrase lb [w]ris, 'heart (and) head', 
indicating that the equivalent Hebrew terms should be understood 
literally as referring to parts of the body. The couplet in v. 34 can 
then be translated: 

And you will be like one lying down with a heart that sinks, 
(like) one lying down with a headache. 

This involves a minor textual change: the first two letters of line b 
("31) are to be read at the end of line a, to give beleb yamuk. The 
verb here is either "pD or "po, both meaning 'to be low, to sink'.4 7 In 
line b, the comparative particle is either to be understood (cf. in 
line a) or is to be read after the sequence "iiD" (perhaps omitted by 
haplography).48 

In spite of its brevity, this paragraph is one of the most important in 
the whole book. The principle of function, in fact, pervades all that is 
said about poetic devices and is fully illustrated in the worked 
examples. 

It is not enough merely to single out, identify and label a whole 
range of poetic devices in a poem or set of poems. Of course (as 

46. Ugar 5 1: rev. 4-6 = KTU 1.114, 29-31. For the translation cf. K.J. Cathcar t -
W.G.E. Watson, 'Weathering a Wake: A Cure for a Carousal. A Revised Translation 
of Ugaritica V text 1', PIBA 4 (1980) 35-58. 

47. Note the kindred usage of Ug. m(w)k or mkk, 'to sink down', in CTA 2 iv 17-18: 
'Strong was Yammu: he did not sink down (lymk); his vertebrae did not quiver; his 
frame did not quake'—a passage specially significant since it describes what happens 
(or rather, does not happen) after Yammu had been struck iylm) on the chest by Baal's 
axe (lines 15-17a). (Note, too, that both this passage and the verses from Prov use a list 
of body-parts.) For the verb cf. de Moor: 1971 (cited, note 40), 136 and compare the 
noun mk, 'low place, hollow pit' (CTA 4 viii 12). 

48. A third possibility is a shared consonant at word-boundary. Margalit, AMOLAD, 
73, n. 2 suggests instead 'with a "swollen" head'. 

dyst llsbh hs 
'rk lb fwjris 
pqq wsrh yst 
ahdh dm zt hrpnt 

What the troubled one should put on his forehead, 
settling heart (and) head: 
the knot of a vine-shoot and its centre should he put, 
together with autumnal olive-juice. 

3.J Function in Poetry 
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spelled out above in detail) analysis of this kind is essential, but it is 
only a beginning and unless continued, leads nowhere.49 For instance, 
it is not immediately apparent that the paired nouns in each of the 
following two lines are matched in gender: 

m n ODV nD3 His GLORY (m.) covered the HEAVENS (m.), 
p K H HK7D lrrjnm and the EARTH (f.) was full of his PRAISE (f.) 

(Hab 3,3) 

Once the pattern has been noticed by analysis, the poetic device 
'gender-matched synonymous parallelism1 can be recognised. The 
next essential step, then, is to find out why this poetic device has been 
used here. Closer inspection suggests it functions as merismus 
(meaning that certain representative components of a larger object 
are mentioned instead of the whole). Another look at the couplet 
shows the polar word-pair 'heavens//earth' to be present, and, more 
significantly, the verb nba, 'to be full'. All these elements—gender-
matched synonyms, the verb, and the word-pair and the verb p « -
aaw combine to convey the idea of completeness which fits in with 
the meaning of the couplet. In other words, the main Junction of the 
poetic features identified is to express merismus.50 

After identifying a poetic device, therefore, its function has to be 
determined. Note that evaluation of function can take place at 
various levels: with respect to strophe, stanza or poem; with respect 
to audience and poet; or with respect to style and aesthetic effect. 
(See presently.) When more than one poetic feature is present (as is 
usually the case), they interrelate, within the context of the whole 
poem. 

49. See especially Leech, Guide, 4. For the concept of rhetorical function in Hebrew 
and in Hebrew poetry see F.I. Andersen, The Sentence in Biblical Hebrew (The Hague, 
1974) 121-124; Ceresko, CBQ 40 (1978) 1-10 and Watson, 'Chiastic Patterns', 145-
149. The functions of proverbs are discussed by J.M. Thompson, The Form and 
Function of Proverbs in Ancient Israel (The Hague/Paris, 1974). According to him, 
poetic devices are used to make proverbs ring true and to give them popular appeal; 
the function of proverbs themselves is mainly to provide philosophical insight with 
sub-functions such as entertainment, instruction and embodiment of legal usage. 
G.M. Green, 'Some Wherefores of English Inversions', Lang 56 (1980) 582-601, 
discusses the connective, introductory, emphatic, pragmatic and rhetorical functions 
of inversion, pointing out that there is no one-to-one correspondence between function 
and form. 

50. Chiasmus is also present ('glory heavens—earth praise') which may function as 
merismus (in line with the other devices), add an element of tension, or combine both 
these functions. 
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Note, also, that a particular poetic device need not always have the 
same function every time it is used; chiasmus, for example, can serve 
to link the components of a poem (as in Nah 1,2) or can express 
emphatic negation (Ps 89,34); merismus is not the only idea gender-
matched synonymous parallelism can convey: it can also express 
abundance (Isa 54,2), antithesis (Mic 7,6) or it may simply be used 
for the sake of parallelism (Gen 49,11). Accordingly, care is required 
to establish which particular function is operative in the poem to 
hand. 

Functions and sub-functions. A particular poetic device generally 
has only one characteristic function; onomatopoeia, for example, 
serves to convey the meaning of a word by sound. Other devices may 
have one dominant function and several subordinate ones; chiasmus, 
say, is basically a structural device, but it can also heighten antithesis, 
depict reversal, connote identity and so on. Again, certain poetic 
features have two equally important functions; a case in point is the 
refrain which marks off the segments of a poem and at the same time 
acts as a link throughout the succession of stanzas. Finally, where 
several poetic devices are present together, they may either combine 
to achieve one single effect (in Hab 3,3—cited above—this would be 
merismus), or they may each have their own function.51 

Classifying functions. In general, functions can be classified in at 
least three ways, with a certain degree of overlap. First of all they can 
be related to the interplay between poet and audience (performance); 
then, they can belong to the way a poem is built up (structure); lastly, 
come non-structural functions (stylistic-aesthetic). A table will illus
trate these groupings: 

1. functions in poet: to help him produce verse 
respect of 
performance audience: to sustain their interest 

2. functions in of whole poem 
respect of of stanza 
structure of strophe 

3. stylistic- i.e. non-structural functions 
aesthetic 
functions 

51. Such overlap, where it exists, is very useful as a control in determining function. 
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1. Functions related to performance 
Evidently many poetic devices and techniques relate to oral improvi
sation in front of an audience. They can be divided into those 
required by the poet for spontaneous and continuous composition, 
and those intended to promote fuller audience participation.5 2 The 
division, of course, is not so clear-cut in practice since the two sets 
overlap. 

POET: The chief function of a repertoire of poetic devices is to 
facilitate smooth, imaginative verse composition and so maintain the 
attention of a potentially critical audience. By using the technique of 
adding style, a set of traditional patterns and a measure of economy, 
the trained poet is able to keep up the flow. The more versatile 
performer can display his skill in a variety of ways. Accordingly, 
performer-related functions can be set out as follows: 

—adding-style: here can be grouped such devices as parataxis, 
word-pairs, traditional formulae, formulaic phrases, expletives ( = 
ballast variants), parallelism (also phrase break-up; certain struc
tural patterns). Generally speaking, these are the ready-made 
components of a poem. Also, lists. 
—structure: though related to the foregoing, they are not part of the 
adding-style technique. Instead they form a framework into which 
the poet can fit his improvised lines. Such a framework can be an 
acrostic, a chiastic pattern, a graded numerical sequence or a series 
of motifs. (Related are repetition and parallelism.) 
—thrift dictates the use of devices such as allusion, hyperbole and 
merismus. 
—skill: to display his skill the poet can use allusion, gender-
matched parallelism, lists and tours, wordplay and parody. 

AUDIENCE: The factors already mentioned are operative here, but 
form a different aspect. The listening audience needs aids to attention, 
and assistance in following the movement of the poem especially 
when long or difficult. It must also be charmed by the familiar, yet 
aroused and captivated by the unexpected. Audience-related functions 
are, therefore, set out under the following heads: 

—Sequence or continuity is indicated by such devices as repetition 
(in all its forms, e.g. terrace-pattern), numerical word-pairs, three 
synonym cola, simile. 

52. See Green, Lang 56 (1980) 585, for a brief discussion of audience-related and 
speaker-related functions. 



34 Classical Hebrew Poetry 

—Aids to attention can take two forms: either devices which slow 
down the onward movement of the poem, allowing time for the 
listeners to absorb its content (these are repetition, parallelism, 
word-pairs), or devices intended to jar interest (such as various 
kinds of symmetry breakers, defeated expectancy, staircase parallel
ism). 
—Other functions include assisting the forward movement of a 
poem (devices which create suspense or surprise); increasing 
dramatic tension (enjambment, delayed identification, staircase 
parallelism); highlighting certain elements (by sound patterns); 
replacing overworked adjectives (e.g. hyperbole) and so on. 

2. Functions related to structure 
A whole variety of devices are structural in function, used to build up 
a strophe, stanza or poem, as well as to emphasise or demarcate 
certain structural features. They can be divided into three classes: 

—Metrical. Certain devices are demanded by the metre and the 
appropriate ones are selected by the poet to create or maintain the 
metrical pattern of his lines, for example, archaic words, expletives 
and the broken construct chain. 
—Segmental. Other devices mark off the divisions of a poem or 
provide it and its components with a structural pattern. The 
envelope figure and the refrain mark offlarger segments of a poem; 
overall chiastic patterns provide a framework for stanzas and 
groups of stanzas, suggest the relationship between parts of poems 
and mark off their limits. Other structural-segmental devices are 
keywords, the acrostic pattern, changes in metre or strophic 
pattern and so on. 
—Cohesive. The function of binding together components of 
strophe, stanza or poem is filled by quite a spectrum of devices. 
The exploitation of sound (by assonance, alliteration, etc.) can link 
otherwise separate elements or even provide a sound-pattern for a 
whole poem. Cohesion can also be achieved by repetition, occasion
ally by similes, by word-pairs (and parallelism in general), and by 
verse patterns such as the terrace, staircase parallelism, tours and 
lists. 

3. Stylistic-aesthetic functions 
Under this rather general heading are included largely non-structural 
devices. The following functions can be listed: 

—to provide a particular effect, for example the staccato (two-
stress) style to indicate battle or flight; onomatopoeia to evoke a 
definite sound (of a bird, say); 
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—to convey a certain idea: of completeness by using an acrostic, 5 3 

or of vagueness and mystery by repressed reference and allusion; 
—for ornamentation (simile) or rhetorical effect (repetition); 
—to provide a pleasing sound by assonance, rhyme, alliteration 
either together or separately; 
—to heighten antithesis or express reversal of events by using 
chiasmus, reversed gender-matching or reversed word-pairs; 

and the list could be extended. 
To conclude the section on function, it must be evident by now 

how important it is in interpreting poetry. The classification set out 
above is intended only as a guideline—and it is clear that there is a 
great deal of overlap as well as a certain degree of omission. However, 
the section is only in the nature of a general statement; in the chapter 
on individual poetic devices the functions to be assigned each device 
are set out in finer detail. The worked examples, particularly Prov 
23,29-35, show how poetic devices and function are related within 
individual poems. 5 4 

3.4 Archaisms 

A distinction has to be made between archaic usage, when ancient 
forms are used with consistent correctness in recent writings, and 
archaising, when there is mixed (incorrect with correct) use of 
ancient words and forms.5 5 Because any language is in a state of 
continual change, it will contain a mixture of archaic speech, new 
coinages and a main body of what can be termed 'neutral' language. 
In any given community older and younger people share a common 
language, yet represent the extremes of that language. The older part 
of the community, resistant to change, will preserve archaic usage, 
while their younger counterparts will tend to innovate and accept if 
not invent new forms of speech. As the older generation dies out, the 
younger people in their turn will take over as preservers of the older 
speech, while their children become the innovators. The change is 
gradual so that at any one time 5 6 there is the mixture of older, 

53. Also by gender-matched synonymous parallelism, merismus, three-synonym 
cola, the list and by tours (= lists of synonyms). 

54. For the importance of providing an explanation to data collected from a poem 
see H.G. Widdowson, Stylistics and the Teaching of Literature (London, 1975), 23, and 
the worked example, 7-14 ('Leda and the Swan'). 

55. On archaisms in Hebrew poetry see the bibliography for this section and under 
DATING, below. See, in general, Ullmann, Language, 167-172. 
56. That is to say, synchronically as opposed to diachronically. 
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established and more recent levels of language. Other factors besides 
the generation or grandparent-parent-child cycle are operative, too. 
For instance, speech in provincial and isolated areas will change at a 
slower rate than in a busy city; the differing levels of education and 
class play their part, and there is always the influence of foreign 
language to be reckoned with, particularly in trade-centres or in 
frontier settlements. 

Traditional poetic diction follows much the same pattern of 
change as does ordinary language,5 7 though slightly different factors 
are at work. The rate of change will be very much slower, chiefly 
because there is a whole range of advantages for the composing poet 
who retains archaisms. They are metrically useful and in any case 
traditional formulae, word-pairs, rare vocabulary and the like forged 
by previous poets are too handy to be easily abandoned, forming as 
they do the stock-in-trade of the professional.58 

In Hebrew, archaisms were preserved in traditional poetry, particu
larly folk-songs and proverbs, and in liturgical compositions such as 
the psalms. Unfortunately, we can only guess at the extent of 
archaisms and archaic forms in Hebrew poetry for a variety of 
reasons. Identification of outmoded usage depends on 1. the time 
between the original composition of a text and contemporary language; 
on 2. our knowledge of the linguistic background to a text (which 
implies dating); and 3. on the context.5 9 Taking these indicators one 
by one we arrive at the following picture for Hebrew. It can be safely 
assumed that the prophets used the language of their time, so that 
theoretically at least it should be possible to detect archaisms; with 
regard to liturgical and wisdom poems, tradition tended to live on, so 
that a timeless element has to be reckoned with. In the case of 
wisdom literature, though, modern usage must inevitably have crept 
in—resulting in a mixture. Hypothetically, therefore, we should be in 
a position to determine archaic elements in certain kinds of poetry. 
What is sketchy, though, is our knowledge of the linguistic back
ground to the various stages in the Hebrew language. Archaeological 
discovery and scholarly research are gradually extending the limits of 
this knowledge, but we are far from being able to put together 
anything like a complete picture. 6 0 Finally, detection of archaisms 

57. Parry, HSCP 43 (1932) 9-12. 
58. See Leech, Guide, 13-16.52. 
59. For these theoretical principles see Ullmann, Language, 161-172. 
60. Particularly useful in this regard is the Hebrew inscnptional material from the 
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varies from context to context. The Books of Chronicles, to take a 
prose example, purport to have been written in pre-exilic times, but 
are in fact the product of the post-exilic period. To mask his 
modernity the author 6 1 has used a sprinkling of archaisms (strictly 
speaking: archaising), and these can be picked out. 6 2 

In addition, there is a whole range of complicating factors which 
needs to be taken into account. There is obviously the problem of 
older material which may have been taken over unchanged from 
ancient sources. And these ancient sources may have been part of 
Hebrew tradition, or they may have been, let us say, Canaanite. Here 
again, the source-material will probably have been tampered with 
(pagan components could not be used in Hebrew tradition), making 
the recognition of archaic elements even more difficult.63 The 
presence of'Ugaritisms' such as the meaning 'from' for the preposition 
·? (to take only one out of hundreds of examples) is by no means a 
clear indication of archaic usage. Another complicating factor is 
dialect: diphthongs were contracted in Northern Hebrew (as in 
Ugaritic), but not in Southern Hebrew. 6 4 There is, too, the problem 
of so-called prosaic elements such as the relative *IEW, the definite 
article ("it), the object-marker n« and colon-initial l which, it would 
seem, were absent from early poetry.6 5 Also, obsolete terms could be 
revived and become part of current language.66 In view of such a 
welter of imbricating components, it is not surprising that the 
identification of archaisms has yielded few results. Some idea of what 
is involved can be gained from the accompanying table. 

Leech distinguishes between archaism, 'the survival of the language 
of the past into the language of the present', and what he terms 
linguistic anachronism or 'the conscious and calculated resurrection 
of language belonging to a bygone age' 6 7 which brings us to the 

Levant; see, conveniently, J.C.L. Gibson, Textbook of Syrian Semitic Inscriptions, vol. 
I (Oxford, 1971). 

61. Or authors; cf. S. Japhet, 'The Supposed Common Authorship of Chronicles 
Considered Anew', VT 18 (1968) 330-371. 

62. See Watson: 1972. 
63. A possible example of a Canaanite poem which has been absorbed into Hebrew 

tradition is Ps 29, though many scholars (e.g. Craigie) dispute this. 
64. An oversimplification; see, further, Z.S. Harris, Development of the Canaanite 

Dialects (AOS 16; New Haven, 1939); G. Garbini, Le lingue semitiche (Naples, 1972), 
and the survey in Watson: 1969, 11-43. 

65. See Watson: 1969, 48-52. 
66. Ullmann, Language, 171. 
67. Leech, Guide, 52. 
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problem of dating poetry (discussed more fully in 3.5). All language 
contains archaisms; poetic language merely tends to use more 
archaisms than normal, a difference of degree which has to be taken 
into account in determining dates. The presence of obsolete language 
in Ruth, for example, does not show it to be an ancient book tout 
court, since closer inspection reveals that the outmoded turns of 
phrase have been put into the mouths of older people. The question 
that has to be put, therefore, is not whether archaisms are present, 
but why they are used and how. Only by correctly answering such 
questions can any progress in assigning dates to particular composi
tions be made. 

Accordingly, the next topic is the variety of reasons for using 
archaisms. As already indicated, poets were heavily dependent on 
traditional material in composing and improvising: it was what they 
had been trained with and what they best knew. For practical 
reasons, then, they incorporated old-fashioned elements of all kinds 
(word-pairs, expressions, grammatical usage, etc.) into their works. 
Archaisms were also used deliberately in order to convey an antiquated 
flavour to poetry, making it seem more venerable and authentic and 
so more acceptable. Archaisms could also help convey the personality 
of a character,6 8 be used to humorous effect or provide a touch of 
local colour. 

prosaic/more 
recent elements 

flK 

-n 

dialect 
components 

contraction 
or not of 
diphthongs 

colloquialisms 6 8" 

archaic words 
(or forms) 
preserved 

dem. pron. 

remnants of 
nominal cases 6 9 

Ugaritic 
material 

b = 'from' 

/ as vocative 
enclitic mem 
vocabulary 7 0 

TABLE showing a few of the complexities involved 
in determining whether archaisms are present. 

68. In the Book of Ruth, for example, 'Boaz and Naomi talk like older people. Their 
speeches contain archaic morphology and syntax' (E. Campbell, Ruth \AB 7; Garden 
City, 1975] 17)—confirmed by Ruth 2,21 where young Ruth uses archaic language 
when quoting Boaz. 
68a. Cf. G. Abrahamson, 'Colloquialisms in the O T , Semitics 2 (1971-72) 1-16. 
69. An example in poetry is the disguised accusative ending in Isa 30,1, recognised 

by Dahood, Bib 50 (1969) 57-58. 
70. See Dahood's series of contributions on Ugaritic-Hebrew lexicography in Bib. 
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3.5 Dating 

Overview 
The only work specifically on the problem of dating Hebrew poetry is 
Robertson: 1972, and he deals with 'early' poems—twelfth to ninth 
centuries B e . Here the problem of assigning dates to poems or the 
application of criteria for dating can be dealt with only marginally, 
for two reasons. One is lack of space; the other is that the present 
work is a diachronic rather than a synchronic study. It is concerned 
with the poetry of all periods. All that can be done here is to outline 
criteria for dating and then set out the generally accepted dates for 
the various blocks of Hebrew poetry as a working guide. 

Criteria 
Broadly speaking, criteria for dating can be assigned to one of two 
classes: grammatical and stylistic. More work has been carried out on 
grammatical criteria since 'measurement' can be more rigorous; little 
has been effected for criteria of style, though claims in this area are 
often stated boldly. Grammatical criteria include such aspects as 
spelling (the older the text the fewer the vowel letters, for example),71 

the use oiyqtl as a past tense (cf. Ugaritic), the use of n as a relative 
pronoun and so on. The most detailed study is, again, Robertson: 
1972. 

Stylistic criteria would embrace yqtl-qtl and qtl-yqtl parallel 
sequences,72 the use of the terrace pattern or staircase parallelism73 

and other poetic devices. In this category, too, belongs comparison 
with datable poetry: if it can be shown that a certain poem is similar 
in style to early poetry (e.g. Ugaritic verse) or a poem such as Ps 137, 

71. Full discussion in Watson: 1969, 45-136. 
72. Held, Neuman FS, 281-290. 
73. Loewenstamm, JSS 14 (1969) 176-196. 
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then that particular p o e m m a y be o f the same date. T o be reckoned 
wi th here, o f course , is the possible presence o f archaisms, wh ich 
tend to confuse the issue. 

Chronological table 
T h e problems associated wi th ass igning dates to p o e m s or even to 
complete books in classical H e b r e w are very complex . H o w e v e r , as a 
working hypothes is and for the sake o f convenience , a table is 
provided here for the books o f the OT and for s o m e o f the more 
important p o e m s . 7 4 

1 1 5 0 - E x 15* Jgs 5* Ps 29 
1 0 0 0 - D t 32* Hab 3* Job* Ps 18* 
950—Song 
9 0 0 - P s 78* Dt 33* Gen 49 Nb 23-24 
8 5 0 -
8 0 0 -
7 5 0 - A m 
7 4 0 - I s a I 
7 3 0 - H o s 
7 0 0 - I s a 28-33, 36-39 
6 5 0 - Z e p h 
6 2 5 - J e r 
6 1 5 - N a h 
6 0 0 - H a b 
5 8 0 - E z 
5 5 0 - I s a II 
5 2 0 - H a g , Zech 
5 0 0 -
4 5 0 - M a i Obd 
400-Joe l 
3 5 0 -
3 0 0 - Q o h 
2 5 0 -
2 0 0 -
1 5 0 - D a n 
1 0 0 -

74. Those marked * have been dated by Robertson: 1972, 155. Most commentators 
would assign Job to about the 6th century. A.D.H. Mayes, Deuteronomy (London, 
1979), 382, dates Dt 32 to the same period, following Fohrer. 
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3.6 Textual Criticism 

"The ideal of textual criticism is to present the text which the author 
intended.'7 5 Textual criticism aims at establishing that the text in 
existence now is identical with the text as it left the hands of the 
author, or at reconstructing that text if only part of it exists now. 
However, such a description remains an ideal. Aside from the 
obvious difficulties inherent in the transmission of any text over time 

75. Thorpe: 1972, 50 and 79. 
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and space—due to omissions, copyists' errors, loss or destruction of 
text, later editing and the like—the very concept of 'one author one 
manuscript' is inexact. Even with the invention of printing and 
where modern books are concerned the published work does not 
always coincide with the original manuscript. And conditions in the 
ancient Near East hardly compare with a modern publishing house. 
In any case, for the people of Mesopotamia and Syria 'author' was 
almost meaningless. Most writers stayed anonymous (the classical 
prophets of the Hebrew tradition are exceptional, but can we say who 
wrote each psalm?) and many literary works are the result of 
compilation. The picture is complicated even more: often several 
versions of the same work were in circulation at the same time. This 
was the case with the Epic of Gilgamesh, available in Sumerian, 
Akkadian and Hittite, and it was certainly true for the Hebrew text of 
what we call the Old Testament. Is the search for the correct Hebrew 
text doomed from the start, then? 

In practice the normative edition of the Hebrew text is the 
Masoretic text. 7 6 Criticism of this text reached absurd proportions 
in the last century, when obscure words and expressions were 
emended away or changes were made for the sake of metre. A 
turning-point was the finding of the scrolls from Qumran and the 
Judean Desert, which agree substantially with the oldest known 
codices prior to their discovery. (Of course, however, the picture is 
much more complex than that.) At the same time, our knowledge of 
Hebrew is now much deeper, due to the discovery and decipherment 
of languages such as Akkadian, Ugaritic and Phoenician. 

Here is not the place to go into any further detail; textbooks are 
available. What has to be pointed out is that textual criticism is basic 
to establishing the text we use for analysis—but at the same time, 
literary criticism can contribute to determining the correct text. 

Correct identification of poetic features does have implications for 
textual criticism. Without in any way being exhaustive, a few 
examples will show this. 

Since repetition is an acknowledged factor in Hebrew poetry, there 
is no need to alter the second occurrence of the same word to a 
synonym,7 7 or delete it. So, in Ps 77,1 both lines of the couplet begin 

76. With the exception of such works as Ben Sirach and the works from Qumran. 
77. For the relationship between repetition and textual criticism see Muilenburg, 

VTS 1 (1953), 99; Dahood, RSP I, 79-80 [he cites Isa 11,5 'girdle//girdle' and Ps 
106,10b 'hand//hand']. 
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"'jip, 'with my voice'—and BH 3 unnecessarily suggested the deletion 
of the second occurrence. 

If it can be established that chiasmus is present in a passage, then it 
can be better understood at the philological level, which in turn may 
obviate textual emendation. Since chiasmus operates at a different 
level, there is no danger of circular reasoning. For example, the 
abc //c'b'a' pattern in Isa 32,1 (ignoring the initial anacrusis) shows 
the "? at the beginning of the second line to be emphatic: 

JH See: 
T>0 T^D" P I S ' ? justly will the king reign, 

n e r BBtfD1? tmE^l yes, rulers will rule uprightly. 

There is no need, then, to delete the " J 7 8 since its function has been 
determined by recognition of the chiastic pattern. There are many 
other examples.7 9 

Similarly, once a passage is seen to be patterned on the genders of 
the nouns used, textual problems can be solved. Once "vxn, 'grass' 
(m.), is corrected to *isn, 'habitat' (f.), in Isa 34,13 (as demanded by 
both context and LXX) the gender-pattern is immediately obvious: 

D'Jn rtU n n v n It will be a haunt (m.) of jackals (m.), 
raw miafr i s n a habitat (f.) for ostriches (f.). 

The nouns in the first lines are both masculine, while those in the 
second are now both feminine. 

Another example is Isa 11,4: 

VB p « r o m He will strike the land (f.) with the rod (m.) of his 
mouth (m.), 

y e n n-D" vriBtf n m i with the breath (f.) of his hps (f.) he will kill the 
wicked (m.). 

Here the chiastic structure: 

78. As in BH and NEB; see Watson, Bib 59 (1978) 133. 
79. See J.S. Kselman, 'A Note on Isaiah II 2 \ VT 25 (1975) 225-227; Isa 32 ,6 -

Ceresko, CBQ 38 (1976) 306; Jer 4,14-16-Dahood, Bib 57 (1976) 108; Ps 10,11-12-
Dahood, Psalms I, 64; Ps 138,1— Psalms III, 276. Note particularly M.J. Dahood, 
'Chiasmus in Job: A Text-Critical and Philological Criterion', Myers FS, 119-130, 
where he discusses Job 6,15; 8,5; 11,14; 12,10; 13,12; 15,18; 17,7; 19,14; 21,8-9; 26,5; 
28,2; 31,16; 32,14; 34,6; 36,3.12; 37,3; 39,6.8; and 41,7. 

victim 
weapon 

weapon 
victim 
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combines with the mismatch of gender in each line (f. + m. // f. + m.) 
to depict the inversion*0 of existing fortunes. Altering p « , 'land' (f.), 
to r*iP, 'ruthless' (m.), would break the gender-pattern.81 

Other poetic features that have been discussed are word-pairs,8 2 

interchangeable components in word-pairs8 3 and doublets in LXX 
caused by non-recognition of 'staircase parallelism'.84 In Prov 10,7 
Dpi, 'to rot', was chosen for its alliteration with nana, 'blessing', so 
correction to apv is pointless. On the other hand, van Dijk is right in 
altering MT -on 02 to "OIDD in Ps 105,27 since it results in a perfect 
cross-match of genders: 

TniDK -Q1D3 1D» They ( = Moses and Aaron) produced his signs (f.) in 
the desert (m.) 

Dn p N 3 DTiEDI and his portents (m.) in the torrid land (f . ) . 8 5 
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3.7 Prose or Poetry? 

Introduction 
Everybody knows, or rather thinks he knows, the difference between 
prose and poetry. And even modern readers of ancient Hebrew can 
appreciate the difference between these two ways of composition. 
The problem for us is to establish criteria: how can we tell whether a 

80. Discussed in section on INVERSION; see, briefly, Talmon: 1961, 360. 
81. Contrast NEB and BH. See also Isa 5,29 (kethibh preferable). 
82. Dahood, RSP I, 78-79, on Isa 51,17.22; Ps 89,34; Job 36,28; Prov 23,10 and 

Jer 51,35. 
83. Talmon: 1961, 338ff. 
84. I.e. Jgs 5,12-cf. Tov, VT 28 (1978) 230-231; and Ps 29,1-cf. Van Uchelen, 

NTT 24 (1970) 173. 
85. Van Dijk, VT 18 (1968) 28—who failed to notice the gender parallelism. See 

further, Boadt, CBQ 35 (1973) 34; Gerleman, VT 1 (1951) 168-180; and Muilenburg, 
JBL 60 (1940) 344. Also, P. Hanson, The Dawn of Apocalyptic (Philadelphia, 1975), 
46-49. 
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particular passage is poetry or not? What sort of quantifiers can we 
resort to in making judgments of this order? Is there an in-between 
zone of poetic prose or prosaic poetry? And what about free or blank 
verse in Hebrew (or Ugaritic or Akkadian)? 

It has been noted for some time that our notion of what is poetry 
(in our native language as well as in Hebrew, etc.) depends to a large 
extent on how the material is presented to us. In other words, if a 
passage is printed out as prose we automatically assume it to be 
prose. To an extent, then, we classify the Hebrew text on the basis of 
KittePs editions, and in accordance with the lay-out of the standard 
versions. Once we are aware of these external criteria, we can ignore 
them and try to focus on the texts themselves in an attempt at 
determining their true character: are they poetry or prose? 

Recognition or reconstruction? 
It is very important to distinguish the process of recognising poetry 
from that of its reconstruction. Recognition implies that a text 
previously classified as prose must now be considered poetry; no 
tampering with the text is involved. An example is Ez 26,20.8 6 On 
the other hand, reconstruction means that an extant prose text has 
been 'corrected' and its presumed original poetic form restored; an 
instance is Gen 1,16 where deletion of D-nDon n m results in a 
balanced tricolon.8 7 The assumption is that prosaic elements have 
been inserted into the poetic text, so obscuring its true character. 
(For the view that a poetic epic lay behind the prose text of large 
portions of Hebrew narrative see section on EPIC.) It would seem 
safer and more objective to look at the text as it stands and determine 
which sections are in fact poetry. This procedure would provide 
guidelines in the possible reconstruction of poetic texts from prosaic 
passages. The other side of the coin must not be ignored, though: 
some passages unanimously deemed poetry may not be so, in fact. 
Ps 23 is a case in point, as is Ps 1. 

86. Dahood, ASP I, 213. 
87. Kselman, JBL 97 (1978) 165. He would read: 

c T u n n-iKDn -yo wrt>n t y n God made the two great luminaries, 
• rn rfy&Dtil Tun - w e n ntf the larger luminary to rule Day, 

nTTi rfwaeh Jtspn -won nm the lesser luminary to rule Night. 
[My translation.] 
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The characteristics of poetry 
'The difference between verse and prose or speech is not that verse 
has rhythm and prose and speech have not, but that in verse a 
rhythmical unit, the line, is superimposed upon the grammatical unit 
of all discourse, the sentence.'8 8 This statement applies to Hebrew 
poetry, of course, but it cannot be used as a test because the 
oral/aural element is lacking: there are no native speakers who can 
supply the relevant information. We are, therefore, forced to turn to 
external criteria such as parallelism, structural patterning, the presence 
of archaic vocabulary and the like in order to assess the nature of a 
text. For convenience, a summary table of these criteria has been set 
out, and in the pages that follow these indicators will be discussed 
more at length, with illustrations from Hebrew texts. 

Prose or poetry: table of indicators 

indicator examples (so-called prose = poetry) 
A: Broad 
1 presence of established line-

forms 
2 ellipsis, especially verb-gapping 

3 unusual vocabulary 

4 conciseness 

5 unusual word-order 

6 archaisms 

7 use of metre and rhythm 

8 regularity and symmetry 

B: Structural 
9 parallelism in various forms 

10 word-pairs 

Gen 37,8; Ez 26,13-14; Jer 12,6. 

Ez 16,11.12. 

Ez 27,12-24. 

Ez 16,8. 

Jer 45,4. 

Ez 38,7. 

1 Sm 10,12; 1 Kgs 20,22; Jer 49,13b. 

Qoh 3,1-9. 

1 Sm 26,12; Ez 26,20; Gen 37,8.24b.33; 
39,6; Hag 2,21-22; Esth 3,2; 7,5; 9,12. 
staircase: Jgs 4,18. number: 1 Kgs 
5,29. pivot: Jon 1,16. 

Gen 1,20; 5,1-2; Ex 16,12; Ez 13,6-9. 

88. G.S. Fraser, Metre, Rhyme and Free Verse (London, 1970) 1-2. For other 
comments see P. Valéry, The Art of Poetry (New York, 1958) 52-99; Leech, Guide, 5-
6.25-33. S.R. Levin, Linguistic Structures in Poetry (The Hague, 1962) 30, n. 1. 
According to E. Stankiewicz, 'Poetic and Non-poetic Language in their Interrelation', 
Poetics I (Warsaw, 1961) 11-23, there is no sharp dividing line between prose and 
poetry but two poles, one unmarked and the other marked. 'Poetic language is the 
message oriented towards itself, the message is an autonomous structure' (14). 
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11 chiastic patterns 

12 envelope figure 

13 break-up of stereotyped phrases 

14 repetition in various forms 

15 gender-matched parallelism 

16 tricolon 

C: Other 
17 rhyme 

18 other sound patterns 

D: Negative 
19 absence/rarity of prose elements 

Gen 1,5; 12,1-3; Ex 20,23; Lev 19,32; 
Jgs 9,8-15; Nb 12,6-8; 1 Sm 2,25; 2 Sm 
5,20; Ez 21,12; 29,11; 12,27; Mai 3,19; 
Hag 1,6.10; Job 3,1; Jer 11,21. 

Ez 16,4 (cf. Nb 12,6-8). 

Isa 22; 4,3-6; 7,1-6.10-17; 8,1-4; 14,1-3; 
19,16-20. 

refrain: Esth 9,12; 14,12-20; (Hag 1,6). 
terrace: Ez 22,2. triple: 1 Sm 26,12. 

Gen 1,2; 2 Sm 3,29; (Gen 31,52); 
Ex 21,23-25; Dt 4,18; 28,13; Jon 1,8; 
Ez 7,15-19a; 12,27; 14,21. 

Gen 5,1-2; 35,11; 37,33; 1 Sm 8,3; 
Ez 26,3a.l4; Jer 14,3d; 1 Sm 26,12. 

Esth 4,3; 8,6.16(=17). 

Gen 30,43b. 

Nb 12,6-8. 

Indicators of poetry and prose 
The indicators of criteria have been grouped into four sets: general or 
broad (syntax, metre, vocabulary, style); structural (parallelism, 
chiasmus, etc.); devices concerned with sound (wordplay and rhyme); 
and lastly, negative criteria: the absence of components associated 
with prose. They will be considered in turn. 8 9 

A. Broad indicators 
1. Line-forms. Tf a text contains established line-forms then it is 

verse' is the principle formulated by Collins.9 0 It is, in fact, a basic 
criterion, as will be seen. His clearest example is Jer 12,6 which is to 
be analysed as follows: 

12 H J 3 nDn Di T 3 N JT31 TT1N ^ NP, V M = 1 B:i)l 
N"?a -pnN wnp HDH ai NP, V M NP 2 = I D:i)2 

MIDWTW V M =IVB/D:i i ) l 
rnaie Y'JN I -OT o V M NP 2 

89. See the table in Wimsatt, PMLA 65 (1950) 10. 
90. Collins, Line-forms, 276. 
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For even your brothers, your very own kin, even they have 
betrayed you; 

even they are in full cry behind you; 
do not trust them, 
even though they address you as friends. 

Collins comments: "The unusual feature here is the extended NP] in 
the first line, but there are other instances of the same kind of thing, 
particularly in [line-form] I A. Both BH and BHS print these lines as 
prose, but they seem to me to be an essential part of the poem of 
which they are the opening lines.' 9 1 

Collins also discusses Isa 24,4-5; Ez 37,24; Jer 14,3; Isa 19,13-15 
and Ez 26,3-14. 

2. Ellipsis. While ellipsis in general is particularly frequent in 
poetry, there is one form of ellipsis which is characteristic of verse. 
This is verb gapping. Gapping is the omission of a word in a second 
clause when it is identical to a word used in the first. For example, 
Am 5,12: 

M'PBJB wy\ Tun*1 *3 For / know your many sins 
DSTiNBH D'DXJJl your powerful crimes, 9 2 

which can be analysed as 
V N P 2 

e N P 2 

—the 0 representing the expected verb 'I know'. O'Connor, in fact, 
asserts that in Hebrew 'verb gapping only occurs in poetry'.9 3 If 
proved to be correct, this is a powerful test and would outweigh any 
other criterion listed in the table. An example would be Ez 16,11: 

"T"V DTDS HJPNl I put bracelets on your arms 
"pTU "w "P3"il and a chain on your neck 

with gapping of the verb 'I put'. Similarly Ez 16,12 where there is 
gapping of 'I put' in clause two and clause three. 

91. Collins, Line-forms, 275. J. Bright, Jeremiah (AB 21; Garden City, 1965) 83-84, 
whose rendering is followed here, already recognised the poetic element though he 
considered the strophe to close Jer 12,1-6. Greenstein, UF 9 (1977) 83, states that 
'nominal clauses are common in biblical prose but uncommon in poetry', but his 
assertion is belied by the findings of Collins, Line-forms, 215-219. 
92. Or 'For I know how many are your sins . . . ' . 
93. O'Connor, Structure, 124; also 122-127, etc., and BASOR 226 (1977) 18. 

However, Kugel, Idea, 321-322, lists prose texts such as Gen 28,20; Lev 26,19 and 
1 Kgs 8,50 which also exhibit verb-gapping. 
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3. Unusual vocabulary. Of itself arcane and rare vocabulary is not 
indicative of verse; one only has to think of the many technical terms 
used in Leviticus, most of which is undoubtedly written in prose. In 
conjunction with other factors, though, the use of rare lexical items 
can point to the presence of poetry—as in Ez 27,12-24. This would 
appear to be confirmed by Job and Song which have an unusually 
high percentage of strange words and hapaxlegomena. 

4. Conciseness. More an impressionistic criterion than a measurable 
gauge, it is undeniable that good poetry is written with economy. As 
with criterion 3, this test is corroborative rather than absolute, but 
nevertheless deserves mention. 9 4 

5. Unusual word order. Ancient Hebrew is a V(erb), S(ubject), 
0(bject) language—unlike modern Hebrew which tends to be SVO. 9 5 

In poetry, this sequence is not always followed, e.g. Isa 22,6a which is 
SVO: 

riBVH am arm Elam lifted a quiver. 

The sequence OSV used twice in Jer 45,4 suggests the couplet 9 6 is 
verse: 

mn See, 
Din nN Tina I W what I have built, I shall demolish; 

BTO nx T i r o : new n w and what I have planted, I shall uproot. 

Clearly there is a good deal of overlap with criterion 11: chiastic word 
order. 

6. Archaisms. Under the heading archaisms come not lexical items 
so much (see already criterion 3, unusual vocabulary) as grammatical 
elements. These would include enclitic mem, vocative lamedh, 
emphatic waw and like, but particularly, use of yiqtol for the past 
tense. Since the topic of archaisms has already been dealt with 
(section 3.4) and the individual elements are discussed throughout 
the book, there is little need to go into further detail. Of course the 
presence of archaisms of this order is not sufficient as a criterion; 
further factors are density (an unusual number of archaisms in a 
short text) and more positive indicators such as parallelism. 

94. See Holladay: 1966, 402. 
95. For discussion' see O'Connor, Structure, 117f. 125f. Also, R.A. Berman, 'The 

Case of an (S)VO Language: Subjectless Constructions in Modern Hebrew', Lang 56 
(1980) 759-776. 
96. The last line, 'So will it be with the whole earth', does not form part of the 

couplet. 
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7. Use of metre. Lines which are metrical are verse, almost by 
defmition. Judgment in this area is not always easy; is Jer 49,13b 
written in metre? 

0*711? main1? ni«nn rns?-'?ai 

Truly shall Bozrah become a horror, a shame and a curse-word, 
and all her cities shall become perpetual wastes . 9 7 

The 5 + 3 stress beat is punched home by the assonance: 

-a -a -a . . . -a 
o-e-a -e-a -o—6 -6-a 

8. Regularity and symmetry. The classic example is Qoh 3,1-9, with 
its regular (sonnet-like) repetitive pattern 'A time for . . . \ 9 8 

B. Structural indicators 
9. Parallelism. Of itself, of course, parallelism is not indicative of 

poetry since prose, too, uses parallelism. Persistent parallelism, 
however, is strong enough to warrant re-classifying as poetry what 
might have been considered prose. A short example of parallelism 
within a prose passage is 1 Sm 26,12: 

ntC\ j'Ki No one saw; 
j n v no one noticed; 

Γρο J'W no one woke— 
OW D^a '3 for they were all sleeping; 

Dr r t r PftBJ nil? riD-nn -a for a dead s leep 9 9 had fallen on them. 

And again, in 2 Sm 5,2: 

ΊΝΊΐΤ m ·Ό1? ΠΚ ΠΙΠΠ ΠΠΝ You shall shepherd my people, Israel; 
^tr\tr-^v " Π Λ Π-ΠΠ ΠΠΚΐ and you shall become leader over Israel. 

Since these are a direct quotation of Yahweh's words they are 
probably poetry embedded in a section of narrative prose. Further 
examples of special types of parallelism also occur in prose contexts: 
Jgs 4,18 (= staircase parallelism); Gen 1,2 etc. (= gender-matched 

97. Omitting 3-in1?, 'a waste', with LXX; its origin is by dittography. Note that the 
prevailing gender is f. and 3^n would jar as it is m. 

98. See Loader, ZA W 81 (1969) 240-242. On regularity and symmetry cf. T.H. 
Robinson, The Poetry of the Old Testament (London, 1947) 11-19. 
99. Lit. 'sleep of Yahweh'; possibly the divine name here is used simply as a 

superlative. 
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parallelism: see indicator 15); also word-pairs and chiastic parallelism 
can be found (see next two indicators). 

10. Word-pairs. Kselman has collected several short texts in prose 
settings which use word-pairs and are very probably poetic frag
ments; 1 0 0 for example, Ex 16,12: 

"iKf3 'frSNn D"3"i5?n p3 Between the evenings you shall eat meat, 
DrrJIMtMl "ip33l and in the morning you shall be sated with bread. 

The word-pairs used are V2V/fat< (cf. Ps 81,17); n»a//arrt> (Isa 58,7) 
and npD//3nr (Gen 49,27; Isa 17,14; Zeph 3,3; Pss 30,6; 90,5; 
Qoh 11,6) as well as the inverted ballasted prepositional pair ~ a / / p 3 . 
Other examples include: 

Gen 1,5 word-pairs 1wn//*ilN 'light/Mark' 
i-l'TV/DI' 'day//night' 

Gen 28,17 word-pair • W / / n , 3 'house//gate' 
Ex 14,8 word-pair i 3 n o / / p M 'land//desert' 

For other examples see bibliography.101 

11. Chiastic patterns. Chiasmus, whether strophic or within a 
stanza, does suggest that lines previously considered prose should be 
re-classified as verse. In 1 Sm 3,17 two clauses recur with almost 
identical wording ('the word which he spoke to you' and 'you conceal 
from me'); these clauses, marked A, A' and B, B' below, frame a 
central clause which also uses repetitive elements (C and C ) . The 
resulting combination is a chiastic pattern with 'God' (marked D) as 
the central component: 

T"5» 131 l a i n PiD A What was it he said to you? 
"3DD i r o n wnti B Now, don't you conceal (it) from me. 

•frruwr ro C This will befall you 
DVTJN D (from) God, 

I'DV roi C and this besides 
131 nOD "irDJTDN B' if you conceal from me 

T*?K 13T-UW "mn.-'MD A' any of the words he spoke to you. 

Here verse is used to emphasise a curse. Other examples include 
1 Sm 2,25; Jer 11,21 and Job 3,1. Particularly instructive is Jgs 9,8-15 

100. Kselman: 1978, 169-170. 
101. Kselman: 1973,492, exaggerates, perhaps, in stating: 'The distinguishing mark 

of Hebrew poetry, however, is not single words or phrases; it is rather the formulaic 
pairs that make up the repertoire of the oral poet, and out of which he composes his 
verse'; cf. also Kselman: 1978, 163. 
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Olive-tree n n : masc. 
Fig-tree Π:ΝΠ fem. 
Vine fem. 
Boxthorn ION : masc. 

(Jotham's Fable) where a chiastic gender pattern is used over the four 
stanzas: 

I (vv. 8b-9) 
II (10-11) 
III (12-13) 
IV (14-15) 

resulting in the sequence: KING—QUEEN—QUEEN—KING. See also 
Esth 5,3.6.8; 7,2.3; 8,5. 1 0 2 

12. Envelope figure. The envelope figure (or inclusio) is not only 
indicative of poetry (though it can occur in prose), it also marks off a 
particular segment as verse. In the example just quoted (Jgs 9,8-15) 
the expression 'to anoint a king' occurs both in the preamble (v. 8a) 
and in the final stanza (v. 15). Another example is Ez 16,4: 

inN m'Jin Dl"3 On the day you were born 
. . . [8 or 9 lines of p o e t r y ] . . . 

inN r n ' n n B V 3 On the day you were born. 

13. Break-up of stereotype phrases. This topic is related to indicator 
10, 'word-pairs', but merits a separate section. In prose, significant 
words occur in juxtaposition, as in Jgs 13,3: 

J3 rrfyi m m You shall conceive and bear a son; 

(similarly Gen 29,34). The same sets are split up in poetry, forming 
parallel couplets of the type: 

EWl l i n n You conceive chaff, 
trp rbn you bring forth stubble. (Isa 33,11; cf. Job 3,3) 

Using this criterion it is possible to determine whether a passage is 
prose or not; a convenient example is Isa 22. Watters has shown 1 0 3 

that there is high percentage of parallel word-pairs, particularly in 
w . 8b-ll and 15-25. Other non-prose texts include Isa 4,3-6; 7,1-
6.10-17; 8,1-4; 14,1-3; 19,16-20. Conversely, Job 1,1-2,13 is in fact 
prose. 1 0 4 

14. Repetition in various forms. Repetition pure and simple is 

102. Porten, in Welch, Chiasmus, 178-180. 
103. So Watters, Formula Criticism, 117-126. The same criterion had already been 

proposed by W. Whallon, Formula, Character and Context (Cambridge, Mass., 1969) 
148-150. 
104. Following Watters, Formula Criticism, 120-122. By the same token Watters 

shows Ruth to be prose, not poetry. 
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frequent enough in prose texts, witness Jer 7,4, mrr "sa-n mir bavi 
nen m r r , 'It is: Yahweh's temple; Yahweh's temple; Yahweh's 
temple', 1 0 5 and the triple repetition in Ez 7,1-2. More significant are 
repetitions in the form of the envelope figure (see indicator 12, 
above), refrain (see presently) and the like, i.e. structured or patterned 
repetition. 

15. Gender-matched parallelism. This particular type of parallelism 
is used in prose (examples are Ex 2,1-10; Lev 5,6; Jos 11,6; Ruth 1,8-9; 
2,21-22) but is very much commoner in poetry. Its presence can 
corroborate that passages singled out as verse have been correctly 
identified. The two nouns in the first colon of Lev 26,19 (considered 
verse by some scholars) 1 0 6 are both masculine. Instead, a feminine 
noun is paired with a noun of the same gender in the second colon: 

•?ri33 DD'DE' nN T i n r I shall make your heavens (m.) like iron (m.) 
Tixmn OSS-IN n w and your land (f.) like brass ( f ) . 

In Dt 28,23 (also verse in a prose context) the pattern has been 
altered slightly (to m. + f. / / f. + m., perhaps to underline the reversal 
effect) but can still be recognised. Similarly, Gen 1,2—considered 
verse on the strength of its many word-pairs107—has the gender-
pattern f. + m. // m. + f. // f. + m. Another example is Gen 1,10.107 

In all these passages gender-matched parallelism is present, showing 
them to be verse, as posited. 

16. Tricolon. The well-knit, carefully structured tricolon is only 
found in true verse so that its presence is an almost unequivocal 
pointer to poetry. After an introductory monocolon ('His sons did not 
follow in their father's footsteps'), 1 Sm 8,3 continues: 

-nriK 1D-1 They were intent on profit; 
" inennp , l they took bribes; 
D D C O 1D"1 they perverted justice. 

Perhaps this example is open to question; it was chosen to show the 
issue is not always clear-cut. Better are Gen 28,17; 5,1; etc. (see 
table). See, too, 1 Kgs 5,11; Ez 16,4. 

Under the heading 'Other' come sound-related components such 
as rhyme (17)—chiefly end-rhyme, and other sound patterns (18) 

105. The plural pronoun refers to the temple complex; cf. Watson, Bib 53 (1972) 
204. Also, Isa 6,3a. 

106. See D.R. Hillers, Treaty-Curses and the Old Testament Prophets (BibOr 16; 
Rome, 1964) 38-42. 

107. Kselman: 1978, 163-164. 
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including paronomasia, assonance, alliteration and the like. Such 
elements occur in prose, too, but once again it is a question of high 
density. 

Finally, the table of indicators lists negative pointers to poetry: 
where prosaic elements are missing there is at least the likelihood of 
verse. 

19. Absence or rarity of prose elements. The prose elements in 
question are the relative pronoun, the definite article and the object-
marker. Also to be included in this section is consecutive waw. 
Studies have been carried out which show that, statistically, the more 
such particles are used in a text the less that text should be classified 
as poetry. 1 0 8 To illustrate rather than prove this assertion we can 
look at Nb 12,6-8 which Kselman has already shown to be poetry on 
other grounds. 1 0 9 

MK'33 !T!T~DN If there be a prophet among you, 
IHinK rtN n t n o a I make myself known to him in a vision; 

13—131K e r t r o in a dream I speak with him. 
rwo "nay p-Kb Not so (with) my servant Moses; 

Kin JDKJ , n , 3 - , ?D3 in all my household he (alone) is faithful. 
13_"13"IK na-^K nB Mouth to mouth I speak with him, 

n i T O K^l nunoi in clarity and not in riddles; 
B"3* m m r o o m the form of Yahweh he beholds. 

Neither the relative particle nor the object-marker occurs even once 
while the presence of the definite article is indicated only by the 
vowels (which are secondary);1 1 0 there is no consecutive waw. 
These findings corroborate the arguments of Cross and Kselman 
showing that this pointer (absence of prosaic elements) is a valuable 
guide to assessing how 'poetic' a passage might be. 1 1 1 

108. See DN. Freedman, 'Pottery, Poetry and Prophecy: An Essay on Biblical 
Poetry', JBL 96 (1977) 5-26, esp. 5-8. He concludes: 'Statistically the results establish 
beyond cavil that the occurrence of these particles is a valid discriminant, and the 
difference in distribution reflects an intrinsic distinction between prose and poetry' 
(7)· 

109. F.M. Cross, Canaanite Myth and Hebrew Epic (Cambridge, Mass., 1973) 203-
204; J.S. Kselman, 'A Note on Numbers XII 6-8', VT 26 (1976) 500-505. Kselman 
argues from chiastic patterning (BCDD'C'B'A', following Cross), and from asso
nance, word-pairs, wordplay and comparison with older poetic material. 

110. Similarly, Kugel, Idea, 90: 'In its elided form the definite article is not 
represented in the consonantal text'. 

111. Kugel, idea, 89-90 and 89, n. 55. 
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Some additional comments 
It must be emphasised that the indicators spelled out above are not 
the only pointers to poetry; there are many others such as the use of 
figurative language (simile, metaphor) or imagery generally, and the 
whole range of non-structural devices (irony, allusion, hyperbole and 
so on). Further, the mere presence of one or even of several of these 
indicators proves very little. Ultimately, the decision owes a great 
deal to mature reflection which will consider content as well as form, 
with an eye on traditions both in Classical Hebrew and in ancient 
Near Eastern literature generally. For example, content is significant 
since we know that very few laws (not to mention contracts, letters 
and the like) are in poetry. Similarly, very little narrative—even 
'heroic narrative'—is cast in poetic form (see §4.6 on EPIC). One 
expects a prophecy to be verse, but this is by no means always the 
case. With these provisos in mind, then, we can look at a difficult 
example and apply the indicators set out above and determine 
whether the passage is poetry or prose. 

EXAMPLE: Ez 23,2-4 
This passage, generally considered prose, has been chosen to illustrate 
how the indicators described above can be used to test whether a text 
is poetry or not. Not all the components of the table are present, of 
course, but enough to provide a working model. The passage will first 
be set out and translated; then will come the discussion, followed by 
conclusions. 

line-form analysis 
2d i n nrtN-DN nua cm DTUP NP, M V 
3a D , _ I S D 3 nrtm V M 
b MI jnmuja M V 
c irr-ttp laro not? M V NP 2 

d jrrtina m r&v am M V NP 2 

4a r r rn jn rfrnN jniDEfi nom. 
b nninN na , l?rw nom. 
c +> nrrini V M 
d nuai nna ro-frm V N P 2 

e rr?n« rnoe? jna^i nom. 
f na^nN D^tm nom. 

2d Once there were two women, daughters of a single mother. 
3a They fornicated in Egypt; 
b in their youth they fornicated. 
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c There, others fondled their breasts, 
d and there others pressed their virginal bosoms. 

4a And their names: Oholah, the elder; 
b and Oholibah, her sister. 

c They became mine; 
d they bore sons and daughters. 

e And their names: Oholah is Samaria, 
f and Oholibah, Jerusalem. 

The established line-forms (#1) used are: IIB ii)2 in 3ab; IID ii)29 1 1 2 

in 3cd; IV B/C i i 1 1 3 in 4cd. This last form is extremely rare (cf. Isa 
47,6). The other lines (4ab and 4ef) are nominalised forms. 

The only instance of ellipsis (#2) is in 4b (equivalently, 4f), and 
even there it is weak. Unusual vocabulary (#3) comprises 'to 
press, squeeze' (only here in Ez; elsewhere Lev 22,4; 1 Sm 26,7); nt?l? 
also 'to press, squeeze'—cf. v. 8. 1 1 4 Also rare: Ti, 'breast'; 1 1 5 D ,l?iro 
(f), 'tokens of virginity',1 1 6 found in v. 8 and five times in Dt 22, 
twice in Jgs 11 and once in Lev. 1 1 7 The opening line (v. 2) has 
unusual word order (#5) but there appear to be no archaisms (#6). The 
metre (#7) of v. 3 is 2 + 2 followed by 3 + 3; elsewhere it is irregular. 

As for structural indicators of verse, here, parallelism (#9) is 
present in w . 3ab, 3cd, 4ab and 4ef; the matching line-forms in 3cd 
(M V NP 2 // M V NP 2) are particularly evident. The word-pair (#10) 
"W//T1 (v. 3b) recurs only in Ez 23,21. The pair i yo//nw (v. 3cd) is 
found only here. 1 1 8 Chiasmus (#11) appears once: 3ab (see the line-
form analysis V M // M V). There is neither envelope figure (#12) nor 
phrasal break-up (#13). Repetition (#14): 4ef is a variant of 4ab. 
Absent are gender-parallelism (#15) and the tricolon (#16). 

Other indicators are thin on the ground: end-rhyme in 3cd (-ehen) 
and 4ab.ef(-a) (= #17). 1 1 9 

112. Collins, Line-forms, 121. 
113. Collins, Line-forms, 171; in general, though, IV ii lines are common in Ez, see 

176. 
114. See also Isa 28,15; it may be that the homonyms 'to make, do' and 'to press, 

squeeze' belong to the same, single root, in view of Ug. 'sy. 
115. Or 'teat, nipple': Ez 23,3.8.21; Prov 5,19 (perhaps 7,18). 
116. For this term cf. Wenham, VT22 (1972) 331ff. 
117. Lev 21,13; Dt 22,14.15.17.20; Jgs 11,37. 
118. Unless ivo is read in v. 21. 
119. Note, too, the rare inversion of numbers in 2d: ' two . . .one ' , occurring 

elsewhere, perhaps, only m Ugaritic: cum bstm wan snl, 'You in two years, but I in 
one' (CTA 3D iv 77, as translated by Dahood, Bib 62 [1981] 276). 
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The negative indicator absence of prose elements (#19) strongly 
favours construing these lines as verse since neither nn nor 
occurs. 

Discussion and evaluation 
The mere listing of several mechanical and structural poetic elements 
in these lines is not conclusive proof that they are poetry. Such a 
judgment can only come after several careful readings and long 
reflection. The poetic elements mentioned are pointers of a positive 
kind and so, cumulatively, indicate that Ez 23,2-4 is verse. 

Corroboration comes from two quarters. First, from content (since 
mere form, unmatched to content, means nothing). Ezekiel is using 
the metaphor of Israel as whore, which already places the passage 
outside the realm of pure history. We are dealing with rhetoric. 
Secondly, the poet gives this metaphor a new depth, an unusual 
twist. To appreciate this it is necessary to remember two things. The 
metaphor of whoring means to make an alliance with other gods 
(with foreign powers, if you like) rather than with Yahweh. Further, 
the expression 'to seize or press the breast' is idiomatic for 'to 
contract a covenant' since the contracting parties would ceremonially 
face each other and touch each other's chests to seal the treaty. 1 2 0 

Evidence for this comes from Isa 28,15: 1 2 1 

DHDK '3 For you said: 
mo-JiN n" i3 u r r o 'We have "cut a covenant" with Death , 
nm \yvrv 'rilKnxn and with Sheol we have "pressed breas ts ' " . 

Accordingly, just as 'to fornicate' both here and elsewhere simply 
means 'to break covenant with Yahweh'—in figurative language—so 
does 3cd ('There, others fondled their breasts, and there others 
pressed their virginal bosoms') imply the more heinous act of 
actually making treaties with foreigners. 

Finally, though no insistence can be placed on this, the line-count 
of vv. 2b-4 is eleven, a stock number for a stanza in poetry. 

Reconstructing poetry in its 'original form' 
As pointed out already, there is a vast difference between recognising 
poetry and reconstruction. To bring home this distinction it is worth 

120. See CAD S, 165-166. 
121. Corroborated by v. 18; see Watson, JBL 99 (1980) 330-331, Bib 59 (1978) 132-

133. 

file:///yvrv


58 Classical Hebrew Poetry 

looking at a concrete example. Recognition implies that a text 
previously classified as prose must now be considered verse and that 
no tampering with the text is involved. So, in Esth 9,12, the Persian 
king says to Queen Esther: 

In Susa, the capital, the Jews have slain five hundred men and also 
the ten sons of Haman. What, then, have they done in the rest of 
the king's provinces? Now what is your petition? It shall be granted 
to you. And what further is your request? It shall be fulfilled. 

Closer inspection shows that the last four sentences are really poetry: 
there is both parallelism and repetition, and the couplet 

» m i my incpa-noi 

comprises a variant refrain (cf. 7,2 etc.). Reconstruction, instead, does 
involve alteration of the text. There are three different levels of 
reconstruction: 

a. re-vocalisation 
By this is meant restoring what is considered to be the original 

vocalisation of the presumed poetic passage, on the basis of MT. 
Without going into detail 1 2 2 some idea of the implications can be 

gained from the following example (Ex 15,12): 

natlta yaminka You stretched out your hand 
tibla'emo 'ars the netherworld swallowed t h e m . 1 2 3 

b. pruning of prose particles 
In an attempt at obtaining the most primitive form of a (poetic) 

text, all prose elements (i, - n, n«, "itsw) are deleted. This method is 
generally used in combination with (a). 1 2 4 See, for example, Isa 
10,33: 

D-srnj nop(n) -Dip) The great in height are hewed down, 
t>Btr D ,n3J(n)l the lofty are brought low, 

where the omitted elements are the copula (twice) and the definite 
article (once). 1 2 5 

122. See Freedman, Myers FS, 173-175 and elsewhere. Note J.C.L. Gibson, "The 
Massoretes as Linguists', OTS 19 (1974) 86-96, for an opposing view based on 
linguistic principles. 

123. So Freedman, Myers FS, 172. 
124. Chiefly by Cross, Freedman and their students; see bibliography. 
125. Christensen, VT 26 (1976) 385-399. 
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c. Emendation 
The term 'emendation' is used rather loosely to denote the excision 

of all (presumed) glosses, editorial inserts, scribal repetitions, wood-
enly repeated formulae (mrr DNJ , etc.). An example among many is 
Ez 11,14-20 of which only the first two verses need be quoted here. 
Bracketed words are to be omitted—so Brownlee126—as extraneous 
to the original poem: 

(nDN1? +>H mrp-on m ) (The word of Yahweh came to me saying:) 
•pro* T>ns D*iíOa O man, your brothers, your brothers, 

~\rbm "WiH the men of your redemption, 
(rfW ^NIB" JT3 "»l) (namely, the whole house of Israel, all of it) 

nrft nDN -fflH are those to whom have said 
I Í W 1 T the inhabitants of Jerusalem: 

mm "WO 1 p m 'Get you afar from Yahweh; 
NT! U"5 this is ours ' 

(nc^lD 1 ? pNH. njriJ) (the land is given us for possession). 

Such procedures are valid, but must be used with some caution. 
They will not be discussed further here since this book is principally 
concerned with establishing norms for poetic technique. Once these 
have been assured, then poetry can be redeemed from its prose 
embedding. For studies of this kind see the bibliography. 

The value of recognising poetry in 'prose' 
Apart from the obvious effect of extending the corpus of poetic 
texts, 1 2 7 certain benefits accrue from the correct identification o f so-
called prose as poetry. Evidently, the true form and character of the 
words are revealed. Further, richness of style can be demonstrated, 
as in Jer 16,l-9. 1 2 8 We are enabled to penetrate the power of the 
words used 1 2 9 and these words can be aligned with other authentic 
material in disputed books such as Jeremiah and Ezekiel. 1 3 0 Finally, 
we may learn something of ancient epic in Israel (see on EPIC), 

126. Brownlee, JBL 89 (1970) 396-399. The brackets round the first line are mine. 
127. For an exciting example of this in Neo-Punic, cf. C F . Krahmalkov, 'Two Neo-

Punic Poems in Rhymed Verse', RSF 3 (1975) 169-205. 
128. Holladay: 1966, 421. 
129. Holladay: 1966, 435. 
130. For example, Jer 16,1-9 is 'worthy to be placed alongside the call in 1,4-10 as a 

central testimony by the prophet of his own self-understanding' (Holladay: 1966,420). 
Again, all authentic Ezekiel material can be shown as speaking of doom (so Brownlee: 
1970, 393-404). 
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though it seems more likely that, traditionally, prose narrative used 
poetic fragments as a stylistic device (i.e. they are not relics of a once 
poetic epic now turned into prose). 

Prose or poetry in Ugaritic and Akkadian 
With regard to the Ugaritic texts there is very little difficulty in 
distinguishing prose texts from those written in verse. The deciding 
factor is content: 

prose: letters, treaties, economic documents, etc. 
poetry: religious and mythological texts 

Form cannot be totally neglected as a criterion, as the above table 
shows, but 'stories' such as the Legend of Keret, the Tale of Aqhat, 
the Baal-Cycle set and a few incantations, prayers and other fragments 
are verse; the rest is prose. What is more, there appears to be a 
difference in language 1 3 1 reinforcing the distinction made on the 
basis of content. 1 3 2 

As for Akkadian, similar factors are operative. Prayers, hymns, 
epics and the like are in verse. Historical documents, treaties, 
business letters and so on are prose. However there are borderline 
cases; examples are the prologue and epilogue to the Code of 
Hammurapi (though the style could probably be described as high-
flown prose); Sargon's eighth campaign. 

Poetic elements are present, too, in incantation series such as 
Surpu and Maqlu. Since the problem has not been discussed very 
much by scholars it is premature to present the topic as more than a 
matter for deeper investigation.133 
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Amos 3,12 (Loretz: 1976). 
Psalms Loretz, passim. 
Job Ceresko: 1975; Sarna: 1957. 
Ruth Campbell: 1975; Watters, Formula. 
Qohelet Gordis: 1960. 

3.8 Closure: Notes on Theory 

The term closure implies both the way in which a poem comes to an 
end, and the status of a poem as an autonomous entity, the two 
aspects overlapping to a certain extent. The second aspect (the poem 
as a unit) is wider and so will be considered first; then after looking at 
endings to poems some specific examples will be set out. 

1. The poem as 'closed' 
Stated baldly, the principle of closure maintains that the reader of a 
poem should not feel obliged to refer to texts outside the poem in 
order to understand it. In other words, the poem is a self-contained 
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unit, intelligible in its own terms and needing no other text for its 
correct interpretation. The basis for such a claim is that a poem is a 
scaled down model of the universe, expressing the relationship 
between Man and the Cosmos. We are in the realm of pure theory, 
however, and in practice, matters are rather different. The reasons 
are clear, and have been set out by Barbara Smith: 

First of all, a poem cannot be regarded as totally independent of the 
poet's and reader's extrinsic experiences—not if we recognize that 
our experiences include language itself, and that it is upon our past 
linguistic experiences that poetry depends for its most characteristic 
effects. Moreover, a poem does not, like the propositional systems 
of mathematical logic, make its own rules; it adopts and adapts the 
rules (i.e., the conventions of nonliterary discourse), so that the 
principles which generate and conclude the one are conspicuously 
reflected in those of the o ther . 1 3 4 

No poem is totally self-contained and autonomous in absolute terms; 
if it were, it would be completely unintelligible. In reality there is a 
certain degree of tension between the independence of a poem and its 
relation to the 'extraneous' world. Often a poem can only be 
understood with reference to other poems by the same author or in 
the same tradition, and sometimes texts beyond even these confines 
act as keys unlocking a poem's mysteries. 1 3 5 

2. Ending a poem 
Though not utterly irrelevant, the aspect of closure as autonomy is 
not the main issue here. Of more concern is the way in which poems 
come to a close, or, to look at it from the author's viewpoint, the way 
in which poets bring their creations to a conclusion. Only two critics 
have examined the topic: Barbara Smith, at length, in the book 
already mentioned 1 3 6 and, all too briefly, LA. Richards in a rather 
slight contribution to a symposium. 1 3 7 Distinguishing between the 
form of a poem and its content (simply for convenience) Smith 
considers closure to be either structural or thematic. A poem can 
terminate with a particular pattern—a parallel couplet say, or a 

134. Smith, Closure, 97. 
135. This embodies the concept of intertextuality, namely, reference to another text 

for complete intelligibility. See Riffaterre, Semiotics, 81flf. 
136. See note 134; also, Haublein, Stanza. 
137. Richards: 1963; he is more concerned with the psychological aspect of the 

creative process. For him, a poem ends by solving the problem posed at its beginning. 
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variant refrain; this is structural or formal closure. It can also come to 
an end by referring to finality in some guise (sleep, death, tranquillity) 
using thematic closure. In addition, of course, there can be over
lapping mixtures of formal and thematic closure which serve to 
reinforce the closural effect. Rather than catalogue the different 
kinds of closure, it seems preferable to look at some points of theory. 
It is first necessary to elaborate the concept of retroactive reading, as 
the semioticians term it , 1 3 8 a concept already envisaged by Smith in 
the guise of 'retrospective patterning'. 1 3 9 In the process of linear 
reading 1 4 0 of a poem, when one is reading it through from beginning 
to end (or listening to it read/performed), patterns of expectancy are 
continually being set up and then corrected. So the first word or line 
of a poem implies that the next word (or line) will correspond to it in 
some way. As each successive line is read, its pattern as experienced 
serves to alter what the reader tends to expect, and he (or she) then 
makes what has already been read conform to the pattern actually 
present. Or, to put it more concretely, let us suppose that line 1 has 
been read: it has a certain metre, a specific content and length. Line 2 
is expected to conform to the characteristics of line 1. Of course, it 
may or it may not. After line 2 , line 1 is rapidly re-scanned by the 
reader (= retroactive reading) and a further pattern, based on both 
these lines, is envisaged for line 3. Once line 3 has been read, the 
previous two lines are examined again, and a corresponding pattern 
is imagined for line 4—and so on. The poem may be so regular that 
practically no retrospective patterning is required—and one could 
argue that such a poem would be extremely boring. At the other 
extreme, a poem might be so quirky that mental feedback of this kind 
is needed all the way through. It is a matter of degree. Riffaterre 
comments that 'the maximal effect of retroactive reading, the climax 
of its function as a generator of significance, naturally comes at the 
end of the poem'. 1 4 1 

3. Structural closure 
As will be noted (especially in the section on structural poetic 
devices) certain patterns can determine the end of a poem. An 
obvious example is the acrostic where the final letter of the alphabetic 

138. Riffaterre, Semiotics, 6. 
139. Smith, Closure, 10-14, with clear explanation. 
140. See Le Groupe u, Rhétorique de la poésie (Paris, 1977), 161-188 and 123. 
141. Riffaterre, Semiotics, 6. 
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sequence marks the end of the poem. Other examples include the 
tricolon (e.g. Ps 27,14—contrast Ps 31,25), the closing monocolon 
(Isa 33,24), envelope figure (Ps 135) and refrain (Pss 24; 42-43; 46; 
67) and enumeration in number parallelism (Prov 30,15ff). A simile, 
too, can mark closure (Jer 9,21; 23,14; 23,29; 49,22; 51,40), as can 
gender-matched synonyms Qer 48,46). 

4. Thematic closure 
Reference of some kind to finality is often used as an indicator of 
closure. Examples include reference to death (Isa 22,13; Ps 137; 
Job 7; 8; 32) to destruction (Nah 2,14; Isa 28,22; Jer 51,58) to eternity 
(Pss 133; 139; 145; 146; etc.) or simply to finality Qer 5,31d). The 
allusion need not necessarily be negative; it can describe a change of 
state, deliverance, for instance Qer 15,21) or joy (Pss 53, 65) or 
generally to the future (Pss 22; 31-32; 51; 52) and so on. 

5. Closure in Ugaritic and Akkadian 
In CTA 24, for example, the envelope figure closes the section lines 
40-50; CTA 16 vi 54-58 comprises a final curse on Yassubu; the final 
lines of the Baal Cycle (CTA 6 vi 42-52) comprise a closing hymn. In 
the Babylonian Theodicy, the final line of the last stanza is a 
monocolon (BWL, 88-89), while the Epic of Atrahasis closes with a 
solution to the problem of overpopulation with which the poem 
began. 1 4 2 
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4 
THE HEBREW POET IN ACTION 

4.1 Oral Poetry 

What is oral poetry? 
True oral poetry is composed and performed before an audience1 and 
belongs to a stage in the history of a culture prior to the widespread 
use of writing. The basic components of such poetry are improvisa
tion, the complete absence of writing in any form, and an audience. 
These components will be considered in detail later. Unfortunately, 
as a moment's thought will indicate, no direct record of such poetry 
from ancient times is available to us: we can only surmise and 
extrapolate from written documents. Further, oral poetry for a 
particular culture developed over a number of years, to be radically 
changed by the advent of writing. However, certain characteristics 
mark oral poetry and these can be recognised even in such written 
records as survive from the past. 

The new approach 
The modern approach to the study of ancient poetry, which assesses 
to what degree it is oral in origin, was initiated by Parry in his 
research on Homeric verse.2 'His contributions to Homeric scholar
ship are twofold: he saw the relevance of the modern oral poetry of 
Yugoslavia and succeeded in recording a great deal of it; and he 
demonstrated beyond doubt that Homer was an oral poet, depending 
on a gradually evolved traditional store of fixed phrases which 
covered most common ideas and situations.'3 In other words, he 
showed that such poetry was formulaic.4 Parry's work, especially on 

1. 'Live' in modern parlance. 
2. See Parry: 1971. 
3. Kirk: 1962, 59. 
4. For a full account see Parry: 1971. 
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the subject of'theme', 5 was continued by his student and co-worker, 
Lord, who is still in the process of publishing the Serbo-Croatian 
material they recorded together. 

Limitations of the Parry-Lord approach 
Study of the Serbo-Croatian singers and their poetry has provided us 
with a very good idea of how such poets were trained, how they 
composed their poetry and the way they performed in public (see 2.1 
below). It is now beyond doubt that even very long compositions 
could be created (and transmitted) without the aid of writing; that 
literacy, in fact, marks the end of true oral poetry. 

However, the application of such fundings to Greek epic poetry 
requires some caution.6 The same care should be exercised when 
drawing conclusions concerning ancient Semitic oral poetry from a 
consideration of Yugoslav poetry and its poets. For, not only are 
there great differences in culture and language between the Serbo-
Croatian material and Semitic poetry; caution is required mainly 
because (by the very nature of the subject matter) we are working in 
the realm of conjecture. We can have no record of ancient Semitic 
oral poetry, so that extrapolations from Yugoslavian songs and song-
making7 remain hypothetical, no matter how well based they may 
seem.8 

4.2 Oral Poetry: Theory 

The theory of oral poetry, now rather evolved since Parry's day, 
embraces the oral poet or bard, the relationship between non-written 
and written verse, the tension between creativity and tradition, the 
parts played by the audience and musical instruments and, finally, 
the factor of transmission. 

The bard 
'The true oral p o e t . . . is one who transmits and composes poetry 
without the aid of writing, who absorbs songs easily from others and 
elaborates them extempore without the help of trial versions jotted 
down in notebooks, and who reproduces them on demand with the 

5. Lord: 1960, for 'theme' see 3.2 below. 
6. See especially Kirk: 1962, 88ff. 
7. And, of course, from Greek epic poetry. 
8. See below. 
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aid of a fixed vocabulary and a powerful and highly trained memory.'9 

The poet was, in the first instance, a performer who sang in front of 
an audience. This meant that he had to satisfy his listeners with 
regard to speech (he could not hesitate over his choice of words), to 
topics and to use of language, and with regard to development of 
theme. He had to treat traditional subjects in a traditional manner 
yet at the same time maintain the interest of his audience by 
innovating. By maintaining a strict balance between the well-worn 
which was familiar and the new which was strange, he avoided 
boring or alienating his audience. Accordingly, in order to perform 
live and inventively to a critical auditorium the poet required a 
special technique of composition. 

It would appear that in order to acquire this technique, the oral 
poet first served a term of apprenticeship. Lord distinguishes three 
stages in training. First, simply listening while others performed and 
so absorbing themes, formulas and rhythms. Then, a period of 
practice in singing the basic rhythmic pattern and 'fitting his 
thoughts and their expression into this fairly rigid form'. With the 
ability to sing one song well, the apprentice bard could move on to 
the final stage: learning further songs and improvising his own. By 
this process the oral poet acquired a 'special grammar within the 
grammar of the language necessitated by the versification. The 
formulas [were] the phrases and clauses and sentences of this 
specialized poetic grammar'. 1 0 He enlarged, too, his repertoire of 
formulas and themes—the poet of real ability and worth going on, 
then, to create his own formulaic material. 

Oral poetry and written poetry 
If the introduction of writing can be imagined as having taken place 
at a single point in time, then the relationship between pre-literate 
(or oral) and post-literate poetry can be represented by a chart: 

9. Kirk: 1962, 55. 
10. Lord: 1960, 36. 
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ORAL 
stage 

TRANSITIONAL 
stage 

introduction of writing1 1 

WRITTEN 
stage 

At the completely oral stage poets were able to compose even very 
long stretches of verse and these compositions could be passed on for 
generations.12 Of such literature we have no direct record. 

With the introduction of writing there came a revolutionary 
change. Although writing was probably first used for commercial 
purposes, it must gradually have been adopted even by oral poets 
who were now no longer totally dependent on memory and could, at 
the very least, jot down some written reminders for their compositions. 
However, whether they did or not, and if so, to what extent, are also 
matters for conjecture. At this transitional stage true oral poetry was 
starting to decline while literate poets were beginning to find their 
feet. 

The final stage was that of written poetry, embracing both the 
written record of oral poetry and poetry composed purely in writing. 
The documents we possess of any civilisation belong to this final 
stage and it is the task of scholars to determine which elements 
belong to oral tradition and which do not. There is no clear-cut 
division between the two, however, as is generally recognised.13 

11. For a more detailed chart see 2.3. Note that graphic representation (art) can 
overlap the whole set of three stages; cf. P. Garelli (ed.), Gilgames el sa legende 
(Paris, 1960) 179. 

12. As has been demonstrated by the field studies of Parry and Lord. 
13. 'A written poetry based on the cultural assumptions of its parent oral poetry 

would long preserve the traditional metre and methods of the improvising art, before 
cultural change brought about new literary expectations and different means of 
composing poetry' (Lawrence: 1966, 176). 
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Two other problems remain to be considered, namely how purely 
oral poetry was committed to writing, and why. With regard to the 
methods of recording oral poetry, it might seem obvious that 
dictation was the simplest way. 1 4 Lord has shown, however, by 
actual experiment, that this can lead to distortion in a text. Other 
possibilities are that the poet himself wrote down his orally composed 
text, or that such a text was memorised (either by the poet or by a 
listener) and written down later from memory. Once again we can 
only speculate. As to the reasons for preserving such orally composed 
texts in writing, the main one must have been to prevent them being 
lost for ever. Secondarily, other poets may have wanted such poems 
as sources for their own compositions.15 

Spontaneity and tradition 
Two basic but not unrelated questions are involved in the contrasting 
of spontaneity with tradition. The first, concerned with the influence 
of writing on the creativity of oral poets, has already been discussed.16 

The other asks how cliche-ridden traditional poetry can be considered 
either spontaneous or creative.1 7 

The solution can be stated fairly concisely: Traditional poetic 
diction was almost a secondary language, learnt (as has been seen) 
largely through apprenticeship; and it was in this acquired 'language' 
that the oral poets composed. Their originality 'did not lie in the 
choice of specially appropriate epithets or phrases, but on the one 
hand in the whole conception and scale of the poem, and on the other 
in the consistently fluid and adept handling of traditional phra
seology'.18 

As for the origins of this tradition: it evolved gradually over the 
lifetimes of several poets. 'A single man or even a whole group of men 
who set out in the most careful way could not make even a beginning 
at such an oral diction. When one singer . . . has hit upon a phrase 

14. Hillers-McCall: 1976. 
15. On this point see B. Alster, Dumuzi's Dream (Mesopotamia 1; Copenhagen, 

1972) 22.27.132. 
16. See above and the 'life-cycle' set out below. 
17. Or: How poets, bound slavishly to stereotyped formulas and set poetic diction 

can never produce original and spontaneous verse. See Nagler: 1974. 
18. Kirk: 1962, 82 on Homer. 'The good singer wins his fame by his ease and 

versatility in handling a tradition which he knows more thoroughly than anyone else 
and of which his talent shows him the highest use, but his poetry remains throughout 
the sum of longer and shorter passages which he has heard' (Parry: 1932, 15). 
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which is pleasing and easily used other singers will hear it, and then, 
when faced at the same point in the line with the need of expressing 
the same idea, they will recall it and use it. ' 1 9 The analogy with 
natural language is powerful: both are acquired from an early age 
over a number of years by the 'direct method'; both are largely made 
up of traditional vocabulary and expressions; and both gradually 
shed archaisms as new words and phrases are invented in their 
stead.2 0 

Returning to the question touched on in the previous section and 
repeated at the beginning of this, to wit the effect of writing on oral 
poetry, it has been shown by Lord and Parry that it tends to destroy 
spontaneity.21 Four stages, in fact, can be posited within the 
development of an oral tradition:2 2 

The life-cycle of an oral tradition (after Kirk) 

(1) ORIGINATIVE STAGE 
The beginnings of narrative poetry with short, relatively simple 
songs; no information is available for this stage. 

(2) CREATIVE STAGE 
'The range of narrative songs is greatly extended and the technique 
of memory and improvisation is refined from generation to genera
tion . . . singers learn an initial repertoire from older men, but in 
the course of time considerably extend this repertoire by their own 
inventions and improvisations.' 

(3) REPRODUCTIVE STAGE 
'The established oral techniques are still used by unlettered bards 
both for memorization and to facilitate the transposition, often 
though not always intentional, of language or minor episodes from 
one acquired song to another.' Writing is introduced. 

(4) PERIOD OF DECLINE 
The use of writing, introduced at some time in the previous stage, 
is now widespread and 'the reproductive poet now begins to lose 
control of his inherited oral techniques'. 

19. Parry: 1932, 7. 
20. 'Every creative oral poet extends, in some degree at least, the range of the 

traditional vocabulary and the inherited thematic material' (Kirk- 1962, 82). See also 
Notopoulos: 1962, 366. 

21. See now Nagler- 1974. 
22. Following Kirk: 1962,95-98; all quotations are from these pages. On the decline 

of such poetry see, too, C M . Bowra, Heroic Poetry (London, 1952) 537-567. 
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This, of course, is a schematic representation, but it is helpful in 
clarifying the issues involved. 

Oral poetry and communication theory 
By using a simple model for communication theory (based on 
Jakobson's schematic representation)2 3 it is possible to show the 
interaction of the various elements comprising oral poetry. At the 
two poles are the sender or oral poet (addresser/bard) and the 
receiver (addressee/audience). What is sent and received is the 
message, in this case a poem. The poem is recited in the context of a 
live performance. Accordingly, there is contact between sender and 
receiver(s), a contact maintained by singing (the bard's contribution) 
and by the reaction of the audience (stony indifference, applause, 
traditional responses, etc.). Both bard and audience share a common 
code, i.e. the traditional language of oral poetry, with its conventions 
and its peculiar vocabulary. The only element in this interchange 
which survives for us to examine is, of course, the poem (the 
message). 

The basic elements are: 

SENDER MESSAGE RECEIVER 
(author, (text, (reader, 
poet, poem, audience, 
bard, etc.) 'song') etc.) 

These elements can be set out in a table, as follows: 
SENDER BARD 

themes 
—action 
—time 
—place 

principle of thrift 

formulas 
—word-pairs 
—expressions 

technique 
—adding style 
—repetitions 
—verse-patterns 

(and music) 

23. Jakobson in Sebeok, Style, 353 and 357. 



The Hebrew Poet in Action 73 

MESSAGE POETRY 
(poet and audience interact) 

feedback 
—choruses 
—responses 
—applause 
—questions 

RECEIVER LIVE AUDIENCE 

Table applying communication theory (left) to oral poetic technique (right). 

Audience participation 
'The members of the audience remain the most important figures in 
any study of tradition both in the restrictions which they place upon 
the poet and in the advantage their special type of knowledge offers to 
the poet.' 2 4 In an oral poetic tradition the audience—for whose 
benefit the poet recited—fulfilled a dual function, being at the same 
time catalysts for creativity, yet staunch preservers of tradition. The 
poet's role was to entertain; this he did by being spontaneous, 
creative and inventive, but always without going too far beyond the 
confines of tradition. He had to keep his listeners amused, but could 
not afford to estrange them by introducing too much novelty. Part of 
his skill, therefore, lay in reacting correctly to the audience, and they, 
in their turn, acted as a stabilising influence on his performance. 
Naturally, the audience participated by joining in choruses and 
refrains, by clapping or stamping their feet, and even perhaps by 
asking direct questions. 

Our knowledge of the extent to which musical accompaniment was a 
feature of ancient oral poetry is derived by inference from the field 
studies already mentioned2 5 and from indications in Greek poetry. 
Yugoslav poets sing to the sound of the gusle (a one-stringed violin); 
in ancient Greece the kitharis (a harp) was used. Such instruments 
were used (a) to mark the accentual stresses in a line of verse; (b) to 

24. Scott: 1974, 188 
25. See, too, J.R. Smart, 'A Bedouin Song from the Egyptian Western Desert', JSS 

12 (1967) 245-267. For the relationship between music and poetry cf. M.C. Beardsley, 
'Verse and Music', in Wimsatt, Versification, 238-252. 

Music 
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fill out the line, especially at the beginning or end; (c) to provide 
emphasis at important points, and (d) to hide the poet's hesitation as 
he improvised, allowing him time to think. 2 6 

Transmission 
This topic has already been considered.27 The elements of an oral 
tradition most likely to persist were the technically more perfect. 
Accordingly, crisp formulas, lines exhibiting assonance or rhyme, 
chiastically patterned verses and the like were all preserved because 
they represented the best results of creative endeavour. Re-working 
by true oral poets and verbatim recitation by their lesser fellows, in 
combination with some form of written record, were together effective 
in maintaining the poetic tradition.2 8 

4.3 Techniques and Characteristics of Oral Poetry 

The formula 
The formula is a ready-made phrase taken from traditional diction 
(or invented by a poet and eventually becoming part of traditional 
poetic diction) which fits the metrical slots characteristic of a 
particular verse-form.29 

26. In the final stage of an oral tradition the reciting poets (or rhapsodes) used a long 
staff instead of a kitharis, which 'was in fact a traveller's staff in origin, and is often 
shown with a crook'—it was used by the vagrant reciter (as perhaps by some of his 
creative predecessors) in his journeys from town to town and village to village. It 
became especially associated with the rhapsode, I suggest, because from the beginning 
it was used during his performance to give emphasis to his words' (Kirk: 1962, 315; 
also 91 and plate 7b). For ancient Near Eastern traditions cf. M. Duchesne-Guillemin, 
'Music in Ancient Mesopotamia and Egypt', WA 12,3 (Feb. 1981) 287-297, and in fact 
the whole of this issue of WA. Also, W.G. Lambert, 'The Converse Tablet: A Litany 
with Musical Instructions', Albright FS (1971) 336-353; A.D. Kilmer, "The Discovery 
of an Ancient Mesopotamian Theory of Music', PAPS 115 (1971) 131-149; and A. 
Shaffer, 'A New Musical Term in Ancient Mesopotamian Music', Iraq 43 (1981) 79-83 
[sihpum = 'inversion']. 
27. See above; for Homeric poetry cf. Kirk: 1962, 301-315. 
28. As noted above, poetic material was written down for fear that otherwise it 

would be lost. Exactly the same process is happening today when the songs and sagas 
of non-literate peoples are being recorded before the memory of them dies out. 
Electronic equipment makes the task easier and perhaps more objective results are 
achieved, but the purpose remains identical. This would suggest that in ancient times 
the writing down of texts took place at a time when oral tradition was on the wane and 
writing well established. 

29. Parry defined the formula as 'a group of words which is regularly employed 
under the same metrical conditions to express a given essential idea', but the metrical 
aspect need not be so strong; Culley, Oral Formulaic, 10, in fact prefers 'a repeated 
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Theme 
The theme is 'a group of ideas regularly used in telling a tale in the 
formulaic style' (Parry), or 'a recurrent element of narration or 
description in traditional oral poetry'. 3 0 Examples of themes are: the 
description of a hero's weapon; exhortation by a leader; assembly of 
troops. The oral poet had to hand a stock of ready-made scenes and 
descriptions on which he drew to flesh out the bare bones of his 
narrative verse.3 1 

Adding style 
Since improvising poetry to an audience is by necessity a continuous 
process, its demands are most easily met by composing one line after 
another.3 2 Known as adding style, this procedure results in poetry 
which reflects the technique used. For instance, end-stopping is 
preferred so that enjambment (or run-on lines) rarely occurs. See 
also next paragraph. 

Characteristics 
Because poetry of this kind is created by the use of formula and 
theme in an agglomerative style it exhibits certain characteristics. 
There is a high density of archaisms due to the restraints imposed by 
the technique. Both formula and theme preserve obsolete components 
of language that would otherwise have fallen into disuse. Sound-
patterns such as alliteration, onomatopoeia, assonance and rhyme are 
all fully exploited and within the formulas there is manipulation in 
order to achieve particular effects. Repetition in all its forms is, of 
course, a pervasive feature. It is true that most, if not all, of the above 

group of words the length of which corresponds to one of the divisions in the poetic 
structure'. 

30. Another definition: 'a repeated narrative element together with its verbal 
expression, that portion of a poem, an aggregate of specific verses, that tells a certain 
repeated part of the narrative, measurable in terms of lines and even words and word 
combinations' (Lord, in Duggan: 1975, 20). 

31. 'In a sense almost nothing really unexpected happens in the Iliad. This is the 
result of oral composition which depends on the use of standard language and to a 
large extent on fixed and traditional themes. It also gives a poem an important part of 
its effect of authenticity and concentration' (Kirk: 1962, 77). 

32. This is not so evident as it sounds. A poet, for example, could think up five-line 
stanzas and deliver each stanza as a unit, but it would entail longish intervals of silence 
between the stanzas during which an audience would tend to grow restless. Cf. also 
J.A. Notopoulos, 'Parataxis in Homer: A New Approach to Literary Criticism', TAPA 
80 (1949) 1-23. 
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characteristics are to be found in non-oral poetry. However, oral 
poetry is distinctive in other ways, a real hallmark being contradiction. 
In the course of improvising, an oral bard will perhaps apply a simile 
or a formula in a mechanical fashion, even where it quite obviously 
does not suit, though most probably neither he nor the audience will 
notice. Evidently, too, oral poetry will make no use of such features 
as the acrostic which belong exclusively to written verse. The same 
applies to certain forms of wordplay. Finally, variants of the same 
poem are more likely to co-exist within a non-writing tradition where 
there is less tendency to uniformity. 

4.4 Ancient Hebrew Oral Poetry 

Introductory 
In addition to the cautions voiced in 1.333 further circumspection 
needs to be exercised when applying theories derived from such 
comparisons to Hebrew literature. In a recent survey, Long concludes 
that due to sheer lack of evidence, especially at the sociological level, 
much of the surmise concerning oral elements in ancient Hebrew 
poetry must remain conjecture.34 We know very little about the 
performer (for instance, questions about his identity, training, pay, 
special literary forms preferred all remain unanswerable) or about 
his social position, the behaviour of the audience, where and when 
the performances took place and so on. 3 5 Without subscribing totally 
to Long's rather negative views, the following paragraphs have to be 
read with his provisos in mind. 

Little or no account has been taken here of researches into the 
oral-formulaic character of either Ugaritic or Akkadian poetry since 
they too can only be largely speculative. They are important, in spite 
of this, and cannot be ignored by the interested student. 3 6 

33. With regard to comparisons made between the Serbo-Croatian material collected 
by Parry and Lord, and ancient Greek verse. 

34. B.O. Long, 'Recent Field Studies in Oral Literature and their Bearing on OT 
Criticism', VT26 (1976) 187-198. 

35. 'Another area demanding re-examination has to do with attempts at recon
structing the wording of oral compositions or Vorlage on the basis of written texts. In 
the light of newer field studies, such attempts seem highly dubious.' 'Attempts at 
reconstruction have usually viewed style as mostly a matter of words, completely 
ignoring or denying what is most characteristic of oral literature, namely, the living, 
vanegated, shifting social context in which performance takes place' (Long: 1976, 
195). 
36. See Afanasjeva: 1974-75; Hillers-McCaU: 1976; and Whitaker's thesis. 
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The bard 
'We must assume that there was in Israel . . . a class of professional 
story-tellers. These popular story-tellers, familiar with old songs and 
legends, wandered about the country and were probably to be found 
regularly at popular festivals.'37 Gunkel's assumption now seems 
even more likely in view of the field work by Parry and Lord 
(discussed at length already). Building on this assumption, Campbell 
argues that 'a good, if speculative case can be made that stories such 
as Ruth . . . were transmitted orally . . . in the elevated prose style 
which we have attested in the end product, and indeed were probably 
originally composed in that style. Differences of style between one 
story and another would be due to the individual creativity of the 
story-tellers, each of whom could probably recite a number of tales 
from memory. They were told and retold, and were passed down 
from one generation to the next within the guild.'3 8 

Campbell suggests that such tales were told in the villages and 
towns of the countryside rather than in the main capitals, most 
probably in the village square or to folk gathered round a well or 
spring, in the evening. His suggestion is certainly plausible. As to the 
identity of these itinerant bards, he considers them to have been the 
country levites and the wise women. The country levites had the task 
of going round the country 3 9 teaching and explaining the law to 
unlettered people; they were also skilled singers.4 0 The wise women 
feature in stories such as 2 Sm 14,1-20 and 20,16-22 as having a way 
with words. Further, women singers are well-attested in Israel, 
notably Miriam (Ex 15,21), Deborah (Jgs 5,12) and Jephthah's 
daughter (Jgs 11,34.40).41 Sennacherib exacted tribute from King 
Hezekiah and it included both male and female singers,4 2 while the 
'woman with tambourine'-figurines have been found in Palestinian 
sites from the eleventh to the eighth centuries B C . 4 3 The prophets 
were masters, too, in varying degrees, of oral improvised poetry. 

37. H. Gunkel, Genesis (Gottingen, 1910) XXXI. 
38. E.J. Campbell, Ruth (AB 7A; Garden City, 1975) 19. Cf. Bar 3,23. 
39. Is the root of ievite' cognate perhaps with Akk. lamu, lawu, 'to go round'? 
40. See Dt 33,10; 2 Chr 17,7-9; 35,3; Neh 8,7-9, and H.-J. Kraus, Worship in Israel 

(ET: Oxford, 1966) 94-99. 
41. Also Jer 9,16-21; 31,13 and the Ug. km, 'skilly ones'. 
42. ANET, 228. 
43. Lapp, BASOR 173 (1964) 39-40; BA 30 (1967) 24-25. 
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Oral or written poetry 
The fact remains that our only testimony to the poetic traditions of 
Israel, whether they were oral or written or both, is a written 
testimony. It is possible to share Long's pessimism that reconstruc
tions based on a written text, our 'first, and only objective datum', are 
'fundamentally and inherently misleading simply because too many 
of the necessary data are unavailable'.4 4 It seems though, that by 
looking at neighbouring civilisations (notably Ugarit and Meso
potamia), by examining the Hebrew text very carefully and by 
general inference from analogy with the folk-poetry of elsewhere it is 
extremely likely that Hebrew poetry, too, was oral, at least in origin. 

The invention of writing for Northwest Semitic4 5 languages (not 
to mention the origin of writing itself) predates the known beginnings 
of Israel by a thousand years. The ancient inscriptions from Ebla 
(Tell Mardikh), the tablets of Ugarit and the Amarna Letters all 
attest as much. It is more than likely that scribal schools were set up 
in Israel 4 6 and existing oral compositions must have been written 
down for practice and as a way of recording a vanishing heritage for 
posterity. Such schools probably produced a new breed of writing 
poets whose compositions betray a preoccupation with the written 
rather than the spoken word. 4 7 

The audience 
In general it can be assumed that the audience were not mere passive 
spectators, but joined in actively, perhaps even by a certain amount 
of their own improvisation. Of such activities we can gain a few hints. 
Refrains and questions show that the people listening were not mute; 
for example: 'Who is the Glorious King?' (Ps 24,8.10); 'Sorely have 
they afflicted me from my youth—Let Israel now say: "Sorely have 

44. It must be remembered, of course, that most Hebrew poetry is non-narrative, so 
that conclusions derived from the field studies already mentioned cannot be applied 
automatically. See Long, VT26 (1976) 198. 

45. Or 'Syrian Semitic' in Gibson's terminology. 
46. See J.P.J. Olivier, 'Schools and Wisdom Literature', JNSL 4 (1975) 49-60; 

Ahlstrom, HTR 59 (1966) 69-81; and 2 Sm 12,25; 1 Kgs 12,8; 2 Kgs 10,1.5; 1 Chr 
27,32. 

47. On the wordplay in Job 39,13, for instance, Guillaume, Hooke FS, 125, 
comments: "This verse is of extraordinary interest because it indicates that the poetry 
of Job is a literary composition. Had it been recited, or, like the poetry of the prophets, 
been proclaimed in the ears of the people, the homonyms would have vanished into 
thin air. The author must have written this book for a highly cultured and 
sophisticated society.' 
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they afflicted me from my youth'" (Ps 129,1-2); 'Truly his steadfast 
love endures for ever' repeated after each of the 25 verses in Ps 136. 
Possibly the repeated question: 'Watchman! What is left of the 
night?' (Isa 21,11 NEB) was chanted by the audience. Note, too, the 
explicit rubric in 2 Chr 20,21: 'Jehoshaphat appointed singers for 
Yahweh, who in holy attire were to go out ahead of the troops 
praising (him) with: "Praise Yahweh/Truly his lovingkindness is 
eternal'". 4 8 

Social settings 
A few words are in order here to give some idea of the occasions49 at 
which poetry was sung or recited. Broadly speaking, two main classes 
of occasion can be posited: family affairs, such as birth, marriage or 
death, and inter-tribal occasions such as the big yearly feasts and 
liturgical festivals.50 Before and at birth there were oracles (Gen 
25,23; cf. Isa 11,1-9) and explanations of names given. Coming of age 
was marked by a blessing (Gen 27,27-29.40) and marriage was an 
excuse for a feast at which songs were sung and riddle-contests held 
(Jgs 14,12-18).51 At death a final blessing could be in poetic form 
(Gen 49) and there were, of course, funeral chants. 5 2 Songs were also 
sung at work: while digging a well (Nb 21,17-18), harvesting (Isa 
16,10) or guarding the city (Isa 21,11-12). 

The yearly festivals included the Feast of Passover and Unleavened 
Bread, the Feast of Weeks, the Feast of Ingathering and the Feast of 
Atonement—largely following the annual cycle of spring to winter. 
In addition there was the monthly 'New Moon celebration', when 
trading was suspended—and, of course, the weekly observation of the 
Sabbath. Other annual feasts were Hanukkah p*>d Purim (Esth 9,19). 
The people, streaming to these gatherings, would sing traditional 
songs 5 3 and there must have been plenty of opportunity for profes
sional entertainers (the wandering bards) to perform in public. 

48. Campbell: 1975, 14 (and 19), speculates that 'the audience participated in 
crafting these delightful inclusios [in Ruth] during the period of the oral transmission 
of the story, aiding the story-teller in his craft'. 

49. 'Social setting' is my version of over-used 'Sitz im Leben'. 
50. For the former see chiefly O. Eissfeldt, The Old Testament. An Introduction 

(ET: Oxford, 1965) 64-127; for the feasts: H.-J. Kraus, Worship in Israel (ET: Oxford, 
1966) 26-91. 

51. As well as the number-riddles in Proverbs, e.g. 30,15. 
52. Jer 22,18-19; etc. 
53. Such as the pilgrim songs alluded to in Pss 132; 84; etc. 
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Somewhere between these two categories come the tribal celebra
tions, when tribal law was laid down (Gen 9,6) , or victory chants 
sung by women 5 4 during triumphal marches and at victory banquets. 
Popular proverbs were passed on from one country to the next by 
travelling merchants while at the other end of the scale, the classics 
of the ancient world were re-copied and translated by schoolboys in 
the temple schools. 

Music 
In common with her neighbours Israel had a strong musical tradition, 
as is attested by the large variety of technical terms associated with 
music-making and by the archaeological evidence.55 Although there 
is no direct testimony that bards improvised to the strains of music 5 6 

it cannot be doubted that, at the various gatherings already mentioned, 
besides the well-known songs, singers created new ones. At such 
occasions music was provided by the bards who perhaps strummed 
as they sang, by the audience and by professional musicians.5 7 

4.5 Techniques and Characteristics of Oral Poetry in Hebrew 

The techniques and characteristics of oral poetry are to be found in 
classical Hebrew poetry, indicating that it, too, is oral in origin.5 8 

54. Ex 15,20, Jgs 5; 11,34; 16,23-24; 1 Sm 18,6-7; Ps 68. 
55. See the entries 'Music' and 'Musical Instruments' (both by E. Werner) in IDB 

(K-Q) 457-469 and 469-476; also 'Music' (by A.D. Kilmer) in IDBS 610-612—all with 
extensive bibliography. 

56. Werner (IDB [K-Q] 463) notes that the lévites were professional musicians who 
(according to Josephus Antiq. XX ix 6) were permitted to learn new hymns. 'What 
these new hymns were, we do not know; but that a change in the musical repertoire 
was nothing unheard of, is proved by the repeated exhortation "Sing to the Lord a new 
song".' For bardic songs see Gen 4,23-24 (cited by Werner). 

57. The ancient Human cult song (found at Ras Shamra) discussed by Kilmer (see 
note 55) is now available in reconstructed form on a record entitled 'Sounds from 
Silence. Recent Discoveries in Ancient Near Eastern Music'—by A.D. Kilmer, R.L. 
Crocker and R.R. Brown (Berkeley, Bit Enki Publications, 1977). For an evaluation of 
recent opinion on Canaanite music cf. O'Connor, Structure, 40-41. Relevant biblio
graphy includes M. Duchesne-Guillemin, 'Les problèmes de la notation hourrite', RA 
69 (1975) 159-173; H.G. Guterbock, 'Musical Notation in Ugari t ' , /^ 64 (1970) 45-52; 
A.D. Kilmer, 'The Cult Song with Music from Ancient Ugarit. Another Interpretauon', 
RA 68 (1974) 69-82; and D. Wulstan, 'The Earliest Musical Notation', Music and 
Letters 52 (1971) 365-382; 'Music from Ancient Ugarit', RA 68 (1974) 125-128. 

58. No attempt at rigorous proof is made in paragraph 5 (which follows the sequence 
of paragraph 3) since the nature of the evidence is only indicative. 
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Formula 
Formulas and formulaic expressions account for a certain amount of 
Hebrew poetry. For example: 

e n n Ttf n r t fiva Sing to Yahweh a new song 

is a stock formula used four times in quite separate poems: Isa 42,10; 
Pss 96,1; 98,1; 149,159—and such examples could be multiplied. 
Further instances are given in 4.6, on Hebrew epic. The stereotyped 
word-pair is also formulaic, indicative of the improvising activity of 
the poets; this topic is dealt with fully in the section on word-pairs 
(6.3). 

Theme 
Theme, which is 'an intermediate structural device between the line 
and the poem itself, 6 0 really concerns content or subject-matter, for 
example, a stock scene or a stereotyped description. A typical theme 
in oral poetry is the mustering of an army, a theme developed in a 
poem such as Jgs 5 . 6 1 Related to the theme, as Culley has pointed 
out, is the motif which is, in fact, a smaller component than the 
theme. An example is the manner in which enemies are described in 
individual complaint psalms. 6 2 It must be admitted, though, that so 
far very little work has been done in the area of theme in Hebrew 
poetry.6 3 

Adding style 
Perhaps one of the strongest indications that ancient Hebrew poetry 
was composed orally is parataxis, 'the placing side by side of words, 
images, clauses, or scenes without connectives that directly and 
immediately coordinate the parts with one another'. 6 4 To this can be 
added the pervasive presence of both extension and parallelism. 
Extension, in the form of lists, cumulative similes, metaphors and 
similes in series, numerical sets and the like, is so significant that it is 
reviewed in a separate section (12.2); there is no need to repeat the 

59. Culley, Oral Formulaic, provides these and other examples. 
60. Culley, Oral Formulaic, 100; see 17-19. 
61. Also Joel 4,9-12; the same theme occurs in Ugaritic; cf. Watson, Or 43 (1979) 

112-117. 
62. Details in Culley, Oral Formulaic, 101. 
63. Cf. Clines, CBQ 38 (1976) 483-507 and Culley, Semeia 3 (1975) 3-13. 
64. So A.J. Hauser, 'Judges 5: Parataxis in Hebrew Poetry', JBL 99 (1980) 23-41 

(esp. 26). See also Gerleman, VT 1 (1951) 168-180. Another example is Ps 19,3-4. 
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material here. Parallelism, too, has its own chapter (Chapter 6). It is 
clear that by the use of these techniques which amount to the adding 
style of oral poetry, a bard could produce quantities of verse with 
little effort. 

Characteristics 
Most of the characteristics of oral poetry are present in Hebrew: 
archaisms (see 3.4), exploitation of sound patterns (see Chapter 9), 
repetition in all its forms (11.2) and expletives or ballast variants (see 
11.3). Here can be mentioned the variant forms of a given poem (for 
example, 2 Sm 22 and Ps 18) 6 5 and contradictions due to misapplied 
similes or the mechanical use of stock word-pairs6 6 common in oral 
poetry. As in this kind of poetry, too, Hebrew verse uses enjambment 
(11.3) only rarely. 

BIBLIOGRAPHY 
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Heroic Poetry (London, 1952) 404-405. 
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Epic in general 
Before turning to consider whether the classification 'epic' can be 
applied to classical Hebrew poetry, at least in part, it is of course 
necessary to look at what the term means. 6 7 From one aspect, the 
mode of recitation determines the class to which sets of words 
belong.68 If, instead, epic is accepted as a concrete literary type, then 
epic, narrowly defined, can be either traditional or literary. Traditional 
epic is a narrative poem which has evolved through the process of 
oral composition; literary epic, on the other hand, is the work of an 

67. Much of what follows derives from Conroy's excellent survey. 
68. In tabular form: 

following N. Frye, Anatomy of Criticism. Four Essays (Princeton, 1957) 246-248. The 
distinctions are notional. For other modes of classification see Conroy: 1980, 16-18. 

4.6 Epic Poetry in Hebrew? 

when words are we have 
DRAMA 
FICTION 
LYRIC 
EPIC 

(a) ACTED 
(b) READ 
(c) SUNG 
(d) SPOKEN 
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individual writing poet. The primary characteristic of traditional epic 
poetry is that it is heroic.6 9 

According to the mode of composition, then, epic is either 

As to content it is generally agreed that this must be 'heroic' (which 
also refers to the kind of society this kind of epic reflects). 'The first 
concern of heroic poetry is to tell of action'—'(the hero) must pass 
through an ordeal to prove his worth and this is almost necessarily 
some kind of violent action'—and it implies the belief 'that human 
beings are in themselves sufficient objects of interest and that their 
chief claim is the pursuit of honour through risk'.7 0 

As to form, again there is general agreement that an epic must be 
lengthy: 'a long poem of a heroic age' 7 1 is a sample definition. 
Evidently 'long' and 'lengthy' are comparative terms and cannot be 
quantified absolutely.72 

Summarising, then, an epic is poetry which is spoken, rather than 
acted, sung or read silently.73 It is a long narrative poem, composed 
orally, and is concerned chiefly with heroic deeds of an edifying kind. 

Epic poetry in the ancient Near East 
Since terms such as 'epic', 'myth', 'legend' and so on are used very 
loosely by scholars dealing with literature of the ancient Near East 
(chiefly of Mesopotamia and Syria), these labels cannot be accepted 
without question. The term 'epic', as defined above, can be applied to 
the Gilgamesh Cycle, perhaps to the Story of Atrahasis. In its 
secondary sense (literary epic), the same designation can, perhaps, be 
applied to the Poem of Erra—though there the 'hero' is a god.7 4 

69. i t is clear that the term "heroic" is crucial to a definition of primary epic as 
understood in contemporary general literary studies' (Conroy: 1980, 19). 
70. C M . Bowra, Heroic Poetry (London, 1952) 48 and 4-5. 
71. Concise Oxford Dictionary of English Literature (Oxford, 1970) 176, cited by 

Conroy. 
72. C M . Bowra, Heroic Poetry (London, 1952) 330-367, discusses this aspect. 
73. Evidently this classification cannot be rigid. An oral poet would mime some of 

the actions, sing snatches of song and use a form of recitative in the course of a long 
narrative poem. On mime cf Gibson, CML, 116 n. 3. 
74. See the discussion by L. Cagni, The Poem of Erra (Malibu, 1977) 6-13. 

(ii) LITERARY 

(i) TRADITIONAL if composed by traditional oral 
techniques; 
if composed in writing (by an 
individual author). 
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As for Ugaritic literature, the Aqhat Tale and the Story of King 
Keret can be classed as epic. Both have a king as the main protagonist 
(or hero); 7 5 both draw from a stock of traditional narrative patterns 
and motifs; both can be compared with Homeric epic. 7 6 They are, 
therefore, heroic narrative poetry, and 'in their final form at least 
they are the product of a courtly setting and were sung no doubt by 
professional minstrels'.7 7 The Baal Cycle, on the other hand, does 
not belong to the same category. 

Epic poetry in classical Hebrew 
There has been much debate on whether the Pentateuch in its 
original form was poetry, and if so, whether it could be classed as 
epic. Aside from the partially hypothetical nature of this point of 
view (since it can only be based on a reconstructed text) it must be 
rejected on the grounds of content alone. The pentateuchal material 
(in particular the J-E sources) does not deal with heroes and so 
cannot be classed as epic. 7 8 However, the debate is rather wider than 
scholars such as Conroy and Talmon suppose. 

While it is true, as Talmon argues, that 'the ancient Hebrew 
writers purposefully nurtured and developed prose narration to take 
the place of the epic genre which by its content was intimately bound 
up with the world of paganism and appears to have had a special 
standing in the polytheistic cults', 7 9 this is not the whole story. 
Traces of epic remain, even in a book as late as Job. 8 0 There are 
strong elements of the heroic epic in Jgs 13-16 and the editors of 
Genesis did not manage to expurgate every trace of epic poetry. The 
Song of Deborah, too, has been compared with ancient Near Eastern 
epic.8 1 

75. However the dissent of J.C.L. Gibson, 'Myth, Legend and Folklore in the 
Ugaritic Keret and Aqhat Texts', VTS 28 (1975) 60-68 must be registered here. 
76. Cf. C.H. Gordon, Introduction to Old Testament Times (Ventnor, 1953) 89-99. 
77. Conroy: 1980, 24. 
78. As Conroy: 1980, 27, concludes. 
79. Talmon: 1978, 354. The converse is also true, namely, that in contradistinction 

to their ancient Near Eastern counterparts (notably at Man), the Hebrew prophets 
used verse modelled on popular Canaanite poetry. 
80. N.M. Sarna, 'Epic Substratum in the Book of Job', JBL 76 (1957) 13-25. 
81. Talmon's cautionary words are worth repeating here, however: 'The combined 

evidence marshalled by scholars from their survey of biblical literature cannot provide 
a sound basis for positing the existence of full-fledged Hebrew epics in the biblical 
period . . . There can be no doubt that in the historiographies, the narratives, Psalms 
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and even in the prophetic books we do encounter features which are characteristic of 
the epic genre: poetic rhythm, parallelistic structure and formulaic language. However, 
these features are found also in literature to which the designation "epic" cannot be 
applied' (Talmon: 1978, 354). 



5 
METRE 

5.1 What is Metre? 

Rhythm 
Since it is generally agreed that metre is a form of rhythm,1 then our 
first consideration must be to understand what is meant by rhythm. 
Without repeating technical definitions,2 rhythm can be described as 
a recurring pattern of sounds, banal examples being tum-ti-ti—tum-
ti-ti; bara-boom—bara-boom. Note that the listener tends to group 
sounds together in patterned bundles, even when no pattern is in 
evidence. The sequence dum dum dum dum dum will be heard (or 
read) as, say, dum-dum dum-dum, etc., or even dw/w-dum-dum, dum-
dum-dum and so on. In other words, the mind insists on grouping 
and highlighting what would otherwise be the repetition of identical 
sounds.3 The listener is predisposed for rhythmic sequences, especially 
when listening to poetry. 

Rhythm can be marked by stress (a strong accent on a word), by 
loudness, by pitch (a syllable pronounced in a tone higher or lower 
than the norm) and by length (drawing out a syllable). Metre, then, is 
the measured use of such prominences, grouping them regularly over 
segments of time. 

Metre 
Metre cannot be scientifically measured by the use of oscilloscopes 
and the like (e.g. sound spectrography)—it has to be determined 

1. Cf. Chatman: 1965, 18. 
2. See E.A. Sonnenschein, What is Rhythm? (Oxford, 1925); P. Fraisse, Les 

structures rhythmiques; etude psychologique (Louvain, 1956) 3-4; Chatman: 1965, 
18-29. 

3. Chatman: 1965, 25. 
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linguistically.4 It belongs to the surface structure of language rather 
than to its deep structure.5 

Metre is a 'sequential pattern of abstract entities' (Halle, 1970), in 
other words, the moulding of a line (of verse) to fit a preconceived 
shape made up of recurring sets. The classic metre in English verse is 
iambic, an alternation of unstressed and stressed syllables, as in 

Than all my army to Damascus' walls 
o / o / o / o / o / (Marlowe, Tamburlaine V i) 

The abstract metrical pattern is the regular recurrence of unstress 
+ stress (o /). Points to notice are, firstly, that each such set of o / is a 
'foot'; secondly, that metre can cut across word-boundary (as in 'my 
army to'), and thirdly, that in general the stress-patterns are those of 
ordinary speech. 

In the discussion to follow little importance will be attached to 
different types of foot (iamb, trochee, etc.). Instead, more crucial 
problems will be the focus of attention. First, there is some disagree
ment as to whether we can even speak of metre in connection with 
ancient languages. Granted even that they are metrical, it is then 
necessary to determine which kind of metre is being used: is it 
accentual or stress metre? Is it syllabic or perhaps a combination of 
syllable and stress (with both accents and syllables being counted)? 
Or, finally, is the metre quantitative, with feet made up of long and 
short syllables? In view of the lack of consensus among scholars 
regarding metre in English poetry, it is not surprising that no 
agreement has yet been reached concerning ancient Semitic verse on 
the same topic. Even so, some attempt must be made to describe 
metre, at least for classical Hebrew, and the pages which follow will 
summarise current thinking on these matters. 

Glossary 
For convenience, some of the terms used in discussions of metrical 
theory are set out here with brief definitions and examples. Fuller 

4. 'Neither the event feature, the syllable, nor the prominence feature, the ictus, 
can be totally accounted for by acoustic traces. For such traces are continuous and the 
metrical features are discrete . . . We need to turn again to the study of sounds in their 
linguistic function to interpret the raw acoustic profiles gathered from the machines', 
Chatman: 1965, 94. 

5. Fowler: 1968, 284. 
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discussion of some items can be found in the body of the chapter. The 
sequence is alphabetical. 

Accent—see stress and ictus. 

Caesura—'the natural sense- and breath-pause in a line';6 'a percep
tible break in the performance of a line, properly described as an 
interlinear terminal juncture',7 a metrical break in the rhythm of a 
line. For example, Ps 78,13: 

DTSin 0* Vp2 He split the sea. / He brought them over. 

Enjambment—a verse-line running over into the next line (see 
section 11.15 on enjambment), hence the alternative 'run-on line'. 

End-stopping—when caesura coincides with syntactic boundary, 
chiefly at the end of a verse-line. 

Flick—a sonant of weak word-classes such as the article, conjunc
tions, affixes. These can be ignored in metrical analysis. 

Foot—a basic unit in measuring metre. It is 'a measurable, patterned 
unit of poetic rhythm' 8 and a line of poetry contains a certain 
number of feet. Theoretically, feet are of equal duration (they are 
isochronous, meaning that each foot can be recited in identical 
segments of time). In practice, though, the duration tends to vary. 

Ictus—metrical prominence marked either by stress or by syllable-
length. Note that languages can have either syllable-timed rhythm or 
stress-timed rhythm, never both.9 

Prosody (or prosodic analysis)—another term for metrical analysis. 
Unfortunately, the same expression denotes intonation in patterns of 
language and this can lead to confusion. The word is avoided here. 

Rhythm—a difficult concept to grasp or describe. It can be defined as 
the way in which stessed and unstressed syllables succeed each 
other. 1 0 Put simply, it is the general flow of speech, and it should not 
be forgotten that verse is based on the rhythm of everyday speech. 
The difference is that verse uses regular rhythmical units or lines of 
verse, whereas normal speech is far less regular. 

6. Fraser: 1970, 6. 
7. Chatman: 1965, 167. 
8. PEPP, 285-286. 
9. Abercrombie: 1967, 36.96-98. 

10. Abercrombie: 1967, 36. 



90 Classical Hebrew Poetry 

Stichometry—segmenting a text into verse-lines.11 Sense , st ichometry 
and metre are interrelated. 

Stress—a suprasegmental feature o f utterance: a stressed syllable is 
pronounced more energetically, often wi th a rise in pitch or increase 
o f l o u d n e s s . 1 2 Stress functions to emphas ise or contrast o n e word, or 
to indicate syntactic relationships. 

Syllable—difficult to define wi thout mix ing o f levels; there is no 
agreed phonet ic definition. It is perhaps best described from the 
speaker's point o f v iew as the e lement o f m a x i m u m intensity in a 
chain o f speech sounds. Whether or not the syllable is relevant to 
metrics is a matter o f debate. 

Tone—pitch fluctuation (or speech melody) wh ich alters the meaning 
o f a word within a tone language, for instance, C h i n e s e . 1 3 

Verse-line—'a l ine o f verse . . . is a rhythmical unit , w h i c h can be 
analysed in some way , and which sets u p an expectat ion that it wil l 
be fol lowed by a number o f similar rhythmical u n i t s ' . 1 4 

Word—linguists cannot agree on the definition o f this term, for 
wh ich s o m e prefer the expression 'lexical i tem'. N o t e that word is at a 
level different to syllable, stress, etc. 

For further definitions o f relevant terms, consult the standard 
handbooks on metre. Particularly useful is Fowler: 1968, w h o 
distinguishes be tween verse type, verse design, metrical set and verse 
instance. 
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5.2 Metre in Ancient Semitic Languages 

Can ancient Semitic metre be known? 
Before considering the problem of metre in various ancient Semitic 
languages (meaning, chiefly, Ugaritic, Hebrew and Akkadian) it is 
worthwhile setting out the following quotations which throw con
siderable doubt on the possibility of its reconstruction. 

Perhaps the most important fact to bear in mind is that the poets of 
the ancient Near E a s t . . . did not know of exact meter. 1 5 

Only in modern, westernized thinking concepts like the mean 
number of words, syllables or even consonants became measuring-
rods to restore 'order' and to recover the 'proper' versification. 1 6 

As far as meter is concerned, there is no way for modern 
scholarship to reconstruct the rhythm of ancient poems, if indeed 
they were written with conscious metrical considerations in mind. 1 7 

In the face of such informed scepticism it might seem presump
tuous to continue. Nor is this all: such metricists who have taken up 
the problem fail to come to an agreement. Add the very poor 
tradition available to us concerning Hebrew metre 1 8 and the total 
lack of any such tradition for both Ugaritic and Akkadian, and 

15. Gordon, UT, 131 n.2. 
16. Dijkstra-De Moor, UF 7 (1975) 178. 
17. Willis, CBQ 25 (1973) 141 n.12. In similar vein: Segert, Af/O 15 (1969) 313-314; 

Y »ung, JNES 9 (1950) 124-133. For Kugel's and O'Connor's views see below. 
18. Surveyed briefly by Gray, Forms, 9-33. 
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reconstructing ancient Semitic metre would appear a lost cause at 
the very outset. 1 9 

There is no need for such a pessimistic view, however. We can 
proceed from certain linguistic principles and from our knowledge of 
the various languages concerned and propose solutions which are 
reasonably acceptable, at least as working hypotheses. 

The two questions to be faced, then, are first, is ancient Semitic 
poetry really metrical? And, secondly, if so, is it possible for us to 
reconstruct the metre peculiar to each poetic tradition? The answer 
to the first question is definitely in the affirmative, as will be shown 
presently. Confusion arises because scholars fail to distinguish 
between metre as actually present in verse, and regular metre. There 
is metre, yes, but not regular metre, since metrical patterns are never 
maintained for more than a few verses at a stretch, if even that. 

As to our ability to determine the various kinds of metre, a certain 
amount of progress can be charted over the many years during which 
Hebrew, and now Akkadian and Ugaritic, poetry have been studied2 0 

and there is a degree of consensus among informed experts. While we 
may never be totally sure of the metre in which languages now dead 
were composed (in particular, Ugaritic) we have enough material to 
work with. 

It is important to note that metre is not monolithic and inflexible in 
character. Alongside (or even instead of) stress and non-stress there 
may have been subsidiary stresses of differing force21 or even of 
varying tone. Also, the metre of a poem could change once it was 
sung to a melody.2 2 Finally, there is no reason why metre should not 
have evolved over the very long periods involved, just as the 
pronunciation did. 2 3 

19. A further complication, of course, is the question of pronunciation. 
20. Here is not the place to provide a historical survey. 
21. Compare the studies of Trager—Smith for English poetry. 
22. It is fairly safe to assume that most, if not all ancient poetry was recited or 

composed to the accompaniment of a musical instrument (see ORAL POETRY). 
Further, although for the most part such music was largely in the nature of rhythmic 
accompaniment, many compositions must have been sung to definite melodies (as is 
shown by the titles to many of the Hebrew psalms). Language when sung may have 
differed from ordinary spoken language, which in turn may have affected the 
traditions of metre. 

23. For many of these points see von Soden: 1976. 
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Metre in Akkadian poetry 
In the absence of a modern, comprehensive account of metre in 
Assyro-Babylonian verse it would be premature to give more than a 
brief note here. Bohl, whose treatment is now over twenty years 
old, 2 4 makes the point that purely accentual metre applies more to 
spoken Akkadian than to Hebrew. According to Bohl, the normal 
metrical pattern is 2 + 2 // 2 + 2, and allowance must be made for 
anacrusis. Verses usually end in a trochee (as established by Lands-
berger, though recently this 'law' has been questioned, e.g. by 
Hecker). Prepositions, particles and even prepositional expressions 
have no stress; case-endings can be elided; there can be intervocalic 
elision and stress can be shifted to the penultimate. This account has 
now to be updated by Knudsen's recent paper on stress.2 5 According 
to Hecker,2 6 metre comprises a fixed set of stresses in combination 
with an indeterminate number of unstressed syllables. This is termed 
free rhythm. Metre, therefore, cannot be quantitative; it is accentual. 
Verse-lines occur with one, two, three and four components (stress-
units) of which the last-mentioned is the most frequent while one-
word lines are extremely rare. The subdivision of lengthier lines is 
often uncertain. Since stress-units can comprise nouns in bound 
form (sets of nouns connected by the construct state) and since 
particles (prepositions, negatives, enclitics, etc.) have no stress, even 
very long lines can count as few as four stresses.27 Hecker observes 
that while on the one hand no literary form has its typical metre, on 
the other, no single composition (with the exception of the Babylonian 
Theodicy) uses a constant metre throughout. 2 8 

Very recently von Soden gave a talk on metre in Babylonian epic 
in which he suggested that 'rhythmical variation' was operative for a 
certain period.2 9 Another account based on modern linguistic theory, 

24. Bohl: 1961. 
25. Knudsen: 1980. 
26. Hecker, Epik, lOlff. 
27. Hecker, Epik, 117-118, quotes two eight-word' lines, each with only four 

stresses. 
28. See the table in Hecker, Epik, 119. Hecker observes that two otherwise identical 

lines, one with and one without a formulaic expression, seem at times to be metrically 
equivalent. For a range of metrical patterns cf. Hecker, Epik, 120-138. 

29. 'Rhythmical variation is operative for verses of differing lengths in such a way 
that every poem has a "normal" verse-length. Verses could be made up of trochees 
(stress-unstress) or of three-syllable feet (dactyl and amphibrach). Most types of verse 
had trochaic endings. Two and three-syllable feet could be mixed within a verse' (von 
Soden: 1976). 
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has been provided by Kurylowicz.30 Evidently no satisfactory de
scription of Akkadian/Babylonian metre is available, but some points 
emerge as fairly well established. We know the stress-laws for 
prose;3 1 whether the same laws were operative in poetry is not 
entirely clear. In any case we must allow for change and development 
over the centuries. Both syllable count and number of stresses were 
metrically significant. Generally speaking, metre tended to be mixed 
—which incidentally did not tire either reciter or his audience. Fuller 
details will be available once von Soden's lecture is published.32 
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Metre in Ugaritic poetry 
No consistent theory has yet been proposed to account for the metre 
of Ugaritic poetry, or even to accurately describe it. This is in part 
due to the nature of the texts which are written in a consonantal 
script with the exception of the three vocalic alephs (a, i and u) and a 
scattering of vowel-letters.33 As has been seen, Young expressed 
scepticism that regular metre was used in Ugaritic poetry.3 4 Margalit 
has put forward a detailed explanation of Ugaritic metre 3 5 but there 

30. Kurylowicz: 1972. 
31. Knudsen: 1980. 
32. See, now ZA 71 (1982) 161-204. See also B. Groneberg, Untersuchungen zum 

hymnisch-epischen Oialekt der altbabylonischen literarischen Texte (unpublished 
dissertation, Miinster, 1971). 

33. There are also the Akkadian transcriptions of Ugaritic words in the syllabic texts 
from Ras Shamra. 
34. Young: 1950. 
35. Margalit: 1975. In brief, Margalit's six principles of scansion are: (1) The verse-

unit is the word (nouns and verbs but not particles, prepositions, conjunctions or 
relative pronouns); to qualify as a verse-unit a word must have between two and five 
syllables, though certain monosyllables also count. (2) Words or word-clusters of over 
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are too many inconsistencies36 for it to be totally acceptable. The 
nearest approach is the letter-counting system advocated by Loretz,3 7 

but this he regards as a pre-metrical theory. Even if a consistent, 
linguistically correct theory of Ugaritic metre were to hand it would 
not be of direct help towards understanding Hebrew metre which is 
based on stress.3 8 

Recently, de Moor has proposed a non-metrical account of Ugaritic 
poetry. 3 9 The basic component of verse was the foot, comprising a 
word or word-cluster bearing the main stress. (It is crucial to note the 
equation, in terms of rhythm, of word and word-cluster.40) There 
was neither free metre nor even a fixed metre, but there was free 
rhythm. In other words, there was no tradition of reciting (or singing) 
every line within a set stretch of time irrespective of the number of 
syllables, meaning that longer lines would have to be recited faster 'to 
get them in', because there was too great a difference between very 
short lines and very long lines. By the same token (some lines short, 
others long), it makes no sense to speak of fixed metre. This leaves 
open the possibility of free rhythm. 

The idea of free rhythm can only be understood in the context of 
sung verse. 

Music with a free rhythm is nearly always monodic, which means 
that there is one leading voice to which any accompanying music 

five syllables count as two verse-units. (3) In the bound state two monosyllabic words 
are equivalent to one verse-unit. (4) Three-word clusters count as two verse-units, (5) 
two-word clusters as one verse-unit. (6) Short particles and prepositions count as one 
verse-unit, or less. 

36. For instance, he posits the existence of monosyllables which is impossible in a 
language with case-endings. 

37. Discussed below. 
38. i n Ugaritic (as in Arabic) vowel quantity is distinctive and the stress is attracted 

to a penultimate or previous open syllable containing a long vowel (or its equivalent, a 
closed syllable containing a short vowel)'; accordingly, 'syllable counting may be a 
viable undertaking for Ugaritic where differences in vowel quantity are phonologically 
relevant, but is hardly meaningful in the case of a stress-orientated language like 
Hebrew' (Gibson, CML, 140). 

39. De Moon 1978. He enumerates the difficulties involved (pp. 120-121) but they 
are not so formidable as he suggests. The principal problem is our uncertainty 
regarding the pronunciation of Ugaritic. Unlike Hebrew, Ugaritic retained its final 
short vowels, and stress was retracted either to the long syllable closest to the end of 
the word, or in the absence of any such syllable (CVC or C + long V), right to the 
initial syllable. For details, see de Moon 1978, 122 and n.16; also Gibson, CML, 140. 
40. So Parker 1974; Margalit: 1975 and de Moon 1978. 
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adapts itself. In practice the soloist, usually a singer, is very often at 
the same time the conductor of the orchestra and/or the choir. 4 1 

The stichoi of ancient West Semitic poetry are very short, often 
counting only two or three words. Because a verse could consist of 
as much as three equivalent stichoi of five words each, it must be 
assumed that the natural breathing space fell after each stichos. If, 
however, the rhythm of singing had approximated that of speaking, 
the musical phrases would have been much too short. The singer 
would have felt the need of taking a breath . . . Therefore it is likely 
that more notes were sung to the same syllable. 4 2 

In singing, the stressed syllables played a prominent part, though 
not with regard to metre. Probably their prominence was expressed 
by drawing out the notes or by singing more than one note to the 
syllables bearing the accent. 4 3 

The question then arises, if there is no metre in Ugaritic verse, 
how is it that there is a tendency for verse-lines to have three 
stresses? Or, to put it another way, which is at the same time more 
general, how is it that lines of Ugaritic poetry tend to be balanced 
(with regard to length, number of stresses, etc.)? The answer, it 
would appear, is that such balance and regularity is a direct result of 
a love for symmetry. Symmetry comes first as a prime requirement; 
its corollary, particularly in sets of parallel couplets, is what appears 
to be regularity of stress-patterns (which in turn gives the illusion of 
metre). Some examples will show what is meant. 

Contrast the two-beat lines: 

ssat btlt-'nt 
krh npsh 
kitl brlth 
kqtr baph 

with lengthier 

ik tmths'm aliyn b'l 

ik alysm'k tr il abk 

Virgin-Anath released 
like-wind his-breath, 
like-spittle his-life, 
like-incense from-his nose. 

(CTA 19 ii 91-93) 

How can you fight with omni
potent Baal, 
how indeed shall the bull El your 
father hear you? 

{CTA 6 vi 24-27) 

41. De Moon 1978, 129. 
42. De Moor: 1978, 130. 
43. DeMoor: 1978, 131-132. 
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As noted, the usual pattern is a three-beat line: 

tb' ktr lahlh Kutharu departed to-his-tent, 
hyn tb' Imsknth Heyanu to-his-residence departed. 

(CTA 17 v 31-33) 

Pardee prefers not to use the term 'metre', opting instead for the 
c laim that 'parallelism was the primary structural principle o f 
Ugaritic p o e t r y ' . 4 3 3 

Evidently , then, there is no unanimity concerning the nature o f 
Ugaritic poetry: whether it is metrical or not , and, if metrical , what 
the nature o f the metre involved might be. 
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5.3 The Stress (Accentual) Theory of Hebrew Metre 

Description 

Before going into the polemics surrounding this particular theory o f 
H e b r e w metrics (see be low) , it s e e m s logical to set out a descriptive 
account o f the theory, w i th explanations and illustrative examples . 

T h e stress-pattern (metre) o f a l ine o f Hebrew verse is as follows: 
pi'TN rrirv^N *?ip With my voice to Yahweh do I yell. (Ps 142,2a) 

There are three stresses—intervening syllables and secondary stresses 
are ignored. T h e normal unit o f H e b r e w verse, though, is the couplet , 
for example: 

inarm nni?j n u n The young men saw me and hid, 
n o r inp W K H the old men rose and stood. (Job 29,8) 

43a. Pardee: 1981, 126. 
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Here the number of (metrical) stresses in each line is again three and 
the metre of such couplets is conventionally represented as 3 + 3. 
Some couplets are shorter as in 

Dniyn iDip Get up, O princes, 
}3D irtttfD oil a shield. (Isa 21,5) 

which is 2 + 2. Others can be longer: 4 + 4 is quite common: 
Dion-^3 nrnpD irrfw With God within her she'll not be toppled, 
"ip2 fiUC1? DVTJN rritr he will help her at break of dawn. (Ps 46,644) 

The number of stresses in each line is by no means always 
identical. Patterns such as 3 + 4 (Dt 32,7a; Job 17,12) and 4 + 3 
(Job 3,20; 17,14) occur, as does the pattern 3 + 2. This last metrical 
pattern is known as qinah metre since it is frequent in laments (qinah 
= 'lament') though it is also found elsewhere. A typical example is 
Lam 2,21: 

msin y~\t^> 133C Lying on the ground in the streets 
Jpn "II?J were man and boy. 

Also 1,13b; 2,5a.7a; 3,19; etc.—and outwith laments: Dt 33,18; Ps 
96,13b and so on. The reverse form (2 + 3) also occurs, e.g. 
Dt 32,10b. Lengthier metrical patterns are used as well: 5 + 5 
(Ps 71,22); 5 + 4 (Ps 64,7) and 4 + 5 (Song 5,9); etc. 

Some of the commoner metrical patterns in tricola can be listed 
here. Symmetrical are 3 + 3 + 3 (Ps 24,7); 4 + 4 + 4 (Song 4,1) and 
the staccato-like 2 + 2 + 2 (Nah 3,18b). Asymmetrical are such 
patterns as 4 + 4 + 3 (Job 19,29), 3 + 2 + 2 (Nah 1,11) and the like. 4 5 

Comment 
The most noticeable aspect of Hebrew metre when described in 
accentual terms (aside from different ways of scanning by scholars) is 
that no single poem is consistently written in one metrical pattern. 
Even Lamentations does not use the qinah (3 + 2) metre throughout. 
True, certain stretches of verse use one metrical pattern—for example, 
Ps 29,1-2 is in 3 + 3—but soon the metre changes and then it changes 
again. It is this lack of regular metre which jars those brought up on 
(Indo-) European verse and it has to be accepted as part and parcel of 
Hebrew verse tradition. Some poems do exhibit a degree of regularity 
(see on Mic 3,9-12 below), but these are exceptional. 

44. Translation following Dahood, Psalms /, 277. 
45. See, conveniently, Gray, Forms. 
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Indicators of stress 
1. Normally, stress is on the final syllable (or ultima) as in N I I D , 'fear'; 
i l ' T , 'they knew'. 
2. Commonly enough, stress is on the last syllable but one (penultima) 
as in the segholates, e.g. 272, 'dog'. 

Stress on the ante-penultimate only occurs in two adverbs with the 
locative h: nN^n, 'out there' and rfrriN, 'into the tent'. Normal stress 
can be retracted when two words co-occur which would result in two 
stressed syllables in succession (e.g. rb*> mp, 'he named "Night"' 
[Gen 1,5] for rtrn N ip) . 4 6 Pausal forms have special rules. 4 7 

Arguments in favour of the stress theory of metre 
Although scholars are by no means agreed that Hebrew metre is 
accentual in character, there are certain considerations which point 
in that direction. To begin with, stress is phonemic in Hebrew; it 
makes 133, 'they built' (with final stress) distinct from U2, 'in us' (with 
penultimate stress); similarly, rots', 'she returned' and rottf, 'returning' 
(fern. ptc). These are minimal pairs. Since stress is phonemic it must 
be significant in Hebrew metre. 4 8 

In favour of the accentual theory, too, is the well-attested presence 
of silent stress, particularly in the pivot-patterned couplet (see PIVOT 
PATTERN). For example, the stress pattern in Ps 59,2 is 3 + 2: 

*rfrt< 'D'NO "J'rsn Rescue me from my foes, God, 
M2MP 'DDipriDO against my attacker be my bulwark. 

Closer inspection, though, shows that an equivalent to *rf?n is lacking 
in the second line and the stress-pattern is, in reality, 

46. See J. Blau, A Grammar of Biblical Hebrew (Wiesbaden, 1976), 19 (5.2). For a 
more detailed approach see J.C.L. Gibson, 'Stress and vocalic change in Hebrew: a 
diachronic study', jfL 2 (1966) 35-56; 'The Massoretes as Linguists', OTS 19 (1974) 
86-96; 'On the Linguistic Analysis of Hebrew Writing*, AL 17 (1969) 131-160. 

47. Note particularly E.J. Revell, 'Pausal forms in biblical Hebrew: their function, 
origin and significance', JSS 25 (1980) 165-179. 

48. This was pointed out to me by John Gibson and is implied in the articles listed in 
note 46. Of particular significance is that with the loss of final vowels in Hebrew 
(approx. 1000 BC) stress became free and so it—rather than vowel quantity—became 
distinctive (see Gibson: 1966, 39). For the history of stress in classical Hebrew, cf. 
Blau: 1976, 16, n.48. 
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where 0 represents silent stress. A n example nearer h o m e in the form 
o f a l imerick will perhaps illustrate silent stress better: 

Hebrew poems are not just a mess, 
nor is this, we hope, a mere guess. 
They may not have rhyme, 
but you'll find every time 
that the poets composed under stress. 

If scanned correctly, l ines 3 and 4 will be found to end wi th silent 
stress. 

Hebrew poets could not exploit metre in this way i f it were not 
stress-based. 

Unusual word-order is yet another indication that stress w a s 
metrically significant. T h e broken construct chain, for e x a m p l e , 4 9 is 
a means o f creating additional stress. In Isa 19,8 the three stresses o f 
the first l ine are balanced by three in the second: 

ftaw Cjnn i:w Groan shall the fishermen, and lament 
pen 1W3 "?a all casting hook into the Nile. 

T h e broken construct chain replaced normal word sequence wh ich 
would have been nwa nan ,3,l?Kro *» wi th only two stresses. 

Yet another pointer towards stress as metrically important is its 
conscious use in a chiastic pattern, directly contravening the principle 
that t w o accents should not follow each other directly. T h e case in 
quest ion is Prov 10,9: 

nea ~fr D1P2 "linn Who walks unsullied walks secure, 

w i th the pattern 0 / 0 / / o / o , a l though the presence o f two 
cont iguous stresses is alleviated by a slight caesura or pause between 
the two p h r a s e s . 5 0 

Determining metre 
T h e fol lowing steps should be undertaken in determining metrical 
patterns. 
1. N o t e where expected lenit ion (after a word ending in a vowel ) is not 
present. T h i s s h o w s w h i c h words have primary stress. 

nniairna wpai Qer 5,1b) 

49. For other examples see D.N. Freedman, 'The Broken Construct Chain', Bib 53 
(1972) 534-536; A. Frendo, Bib 62 (1981) 544-545, with bibliography 545, n.8. 
50. Other indications of metre may be the preservation of archaic case-endings and 

the variation of standard parallel word-pairs. 
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2. N o t e the maqqefs joining the words to form metrical feet wi th only 
one (primary) stress. 

•hrrttn (Jer 5,3) 

3. N o t e other word-groups, particularly noun in bound state + 
fol lowing noun (construct relationships) and preposition + noun 
combinat ions . 

mrr T H Qer 5,5) 

4. Mark off stresses wi th in each line (see presently for full example) . 
Mic 3,9-12 is a good illustration s ince it exhibits a regular metrical 
pattern, has no philological problems and provides at least six 
examples o f dagesh lene after a v o w e l . 5 1 

number of stresses 

TNT NJ-1J?D» 9a I 2 
ap j r n-3 *vtc\ b 2 

c 2 
d 2 

l ' ü p r rPB^r r t a PNI e 2 

c ' c n a ; r s m a 10a 2 
tfjisra D' towi b 2 

IBBEP i n t r a p r o t n 11a II 3 
n v i-r ina r n n a i b 3 

lDCP" ,TN s 3 : i c 3 
IDN 1 ? w e r m ' iT-^ i i d 3 

u a i p a nin- «ftn e 3 
n r i u^jf wan-N 1? f 3 

o a ^ a ja1? 12a III 2 
b 2 

nvin ps? D'rerrvi c 2 
i r ' m o a 1 ? n-an i n i d 2 

SI. Bee, who deals with the frequency of maqqefs in this text concludes to the date 
700 BC; cf. JSOT11 (1979) 29. For other worked examples see A.S. Cooper, Biblical 
Poetics: A Linguistic Approach (Yale thesis, 1976) 112-139 (Prov 8^2-31); J. Kuryiowicz, 
Metrik und Sprachgeschichte (Warsaw, 1975) 222 (Ps 44) and Longman: 1982 (Dt 33; 
Jer 12). Longman, whose references these are, points out how few such analyses have 
been made as yet. 
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I 9 Hear this, please, 
chiefs of House Jacob, 
and leaders of House Israel, 
who putrefy justice, 
making all uprightness deviant, 

10 building Zion with their blood, 
and Jerusalem with wrongfulness: 

II 11 'Her chiefs: for a bribe do they judge; 
her priests: for a price do teach; 
her prophets: for money do divine. 

But on Yahweh they rely, saying: 
"Surely Yahweh is among us! 

T o us no evil can happen!" 

III 12 Just because of you, then, 
Zion like a field shall be p loughed 5 2 

and Jerusalem rubble will become, 
and the temple-hill thicket-covered heights. ' 

The metre, as indicated by the stress-marks in the Hebrew text, is 
suggested by the following. 
1. The presence of dagesh lene immediately after a vowel in 9b, 9c, 
llabce and 10a. In 9b and c the spelling rva occurs (after ' r x p i and 
w i respectively). In 1 labc, the preposition -a has the dagesh lene in 
spite of the foregoing suffix ( r r ) used three times in succession—and 
similarly in l i e with u a i p a after yahweh. Note, too, that 10a must be 
metrically distinct from 9e since that colon ends with a vowel (iK'pr-) 

and 10a opens with dagesh lene ( n i a ) . 

In each of these cases the presence of dagesh lene marks a break 
between the word beginning with a begadkepat letter and the word 
just before it—each word, then, has its own stress, e.g. 9b: 

a p r n-a 

2. The absence of dagesh lene immediately after a vowel—as ex
pected—shows a word-group to have only a single stress. The only 
instance is in 12b: annn rrof. 
3. The maqqef connecting words in 9a (w-U'Dtr), 9e ( m t r r r t a ) and 
1 If ( N i a n - ^ ) which again shows each particular word-group to have 
only one stress. 

52. 'Like a field'—an adverbial accusative (mo). The allusion here is to 'Virgin 
Zion' now subject to rape. 12bce also occurs in the prose passage Jer 26,18. 
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4. The inverted sequences (Subj.—Verb) in 12b and c. 

5.4 Other Theories: Survey and Critique 

Introductory 
The rapid survey presented here provides brief accounts of rival 
theories put forward to explain Hebrew metre. Each account will be 
followed by a critical comment. At the end, some space will be 
devoted to the current opinion that Hebrew poetry does not exhibit 
metre. This section will show, in a negative way, that only an 
accentual (stress-based) theory can account for Hebrew metre. 

1. Alternating (stress) metre 
Proposed by Segert,53 this theory maintains that in Hebrew poetry a 
stress comes before (or follows) one unstressed syllable, permissible 
patterns being 

and 
Excluded, therefore, is a sequence of two unstressed syllables, 
whether before or after the stress ( 1 or J ), though two 
consecutive stresses are possible, if exceptional (syncope). 

Segert based his explanation largely on a comparison between 
Hebrew verse and late (Aramaic and Syriac) poetry. This means that 
it should fit M T as handed down to us and not a hypothetically 
reconstructed vocalisation as he would argue. 5 4 A double contra
diction would be involved: fitting the metre of late poetry to an 
earlier text and altering the traditional text (at least in respect of its 
vowels) to suit a metrical theory. 

In any case, alternating stress is hardly the rule in Hebrew poetry. 
It fails to take word-complexes into account and cannot explain texts 
such as Isa 9,3 which has five unstressed syllables before the tone: 5 5 

2. The word-foot 
In an attempt to avoid the problems incurred by counting either 

53. S. Segen, 'Versbau und Sprachbau in der althebräischen Poesie', MIO 15(1969) 
312-321; cf. 'Vorarbeiten zur hebräischen Metrik, 1-11% ArOr 21 (1953) 481-542; 'Die 
Methoden der althebräischen Metrik', CV 1 (1958) 233-241; 'Problems of Hebrew 
Prosody', VTS 7 (I960) 283-291. 

54. E.g. i*ioa mobile is considered a full syllable; certain vowels undergo syncope. 
55. I owe this example to John Gibson. 
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vowels or stresses, the word-unit theory assumes that there are a set 
number of'word-feet' or word-units in every verse-line. For example, 
Dt 32,43 

n s 1 ? CpJl With vengeance he requites his foes 

has three word-feet.56 

Unfortunately, the problem of what counts as a 'word' is difficult 
to solve.57 Should separate prepositions such as JD or particles such 
as "72 be counted as words or not? 5 8 Though superficially very 
attractive, this theory is difficult to apply. Furthermore, metre is a 
phonological construct while 'word' is a grammatical element. Such 
mixing of levels discounts the word-unit theory as contrary to basic 
principles in linguistics. 

3. The thought-unit 
According to this theory each 'thought-unit' represents one stress in 
Hebrew poetry.5 9 It is an extension of the previous theory and 
suffers from the same defects (mixing of levels chiefly) compounded 
by a vague semantic component. 

4. Syllable-counting 
Though not strictly a metrical theory, this approach can be conveni
ently discussed here. The method used is this: the number of 
syllables per line is counted without considering vowel length, or 
whether syllables are closed or open. It is, in effect, a mechanical 
reckoning of the number of vowels per colon. An example is Lam 

56. J. Ley, Leitfaden der Metrik der hebräischen Poesie (Leipzig, 1887); E. Isaacs, 
"The metrical basis of Hebrew poetry', AJSL 35 (1919) 20-54; H. Kosmala, 'Form and 
Structure in Ancient Hebrew Poetry', VT16 (1966) 152-180; T.H. Robinson, 'Some 
Principles of Hebrew Metrics', ZA W 54 (1936) 28-43; cf. J. Nist, "The Word-group 
Cadence: Basis of English Metrics', Ling 6 (1964) 73-82. 

57. See discussion in glossary. 
58. The presence of maqqef is too inconsistent for more than an approximation. 
59. R Gordis, The Book of God and Man. A Study of Job (Chicago, 1965) 160; 

Boadt, CBQ 35 (1973) 22. 

4,15: 

sürü sürü 'al- tiggä'ü 

sürü tame' qäY'ü lämö 
syllables 

9 'Depart, you unclean' they 
cried to them, 

8 'Depart! depart! do not 
trespass!' 
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syllables 
kl ndsu gam nd 'u 6 For they are homeless, even 

wanderers, 
'anfru baggoylm 6 they said among the nations. 
Id'yoslpu lagur 6 They shall not stay any 

longer. 6 0 

Syllable-counting has m a n y advocates and is n o new approach . 6 1 Its 
principal drawbacks are that it relies on reconstructing the vowels 
and that it ignores stress. At best it is useful for l ineat ion . 6 2 

5. Letter-counting 
Again, like syl lable-counting, not a metrical theory; in fact it has been 
labelled a 'pre-metrical theory ' . 6 3 U s i n g Ugaritic as a mode l , where 
few vowel s have been transmitted, this m e t h o d relies on count ing the 
number o f consonants or letters per l ine. For example , Ps 117 is 
presented as f o l l o w s : 6 4 

hllw 't yhwh kl gwym (16) Praise Yahweh, all nations, 
sbhwhw kl h 'mym (13) laud him, all peoples. 6 5 

ky gbr 'lynw hsdw (14) For strong is his mercy towards us, 
w'mtyhwh I'lm (13) and Yahweh's truth is everlasting. 

[hllwyh] (6) [liturgical insert]. 

60. So D.N. Freedman, Poetry, Pottery, and Prophecy: Studies in Early Hebrew 
Poetry (Winona Lake, 1980) 64-65. 

61. An early proponent (if not the earliest) was G. Bickell, 'Die hebraische Metrik', 
ZDMG 34 (1880) 557-563. Apart from Freedman's studies (collected in Freedman: 
1980; see previous note) see R.C. Culley, 'Metrical Analysis of Classical Hebrew 
Poetry' in Wevers, ed., Essays on the Ancient Semitic World (Toronto, 1970) 12-28. 
62. Since the above was written M Halle—J.J. McCarthy, "The Metrical Structure 

of Psalm 137', JBL 100 (1981) 161-167, has appeared. They come to the following 
conclusions. The approach that 'seems most productive of insights' is syllable counting. 
While not necessarily valid for all or any of the OT 'this proposal holds true for Psalm 
137'. Syllables following the last stress in a line are regarded as extra-metrical (confirmed 
by retraction of stress to reduce syllable count by one). See, also, Longman: 1982. 
63. So Loretz, UF 7 (1976) 265-289. 
64. Following Loretz, Psalmen II, 197-198. 
65. For discussion of this difficult word cf. Dahood, Psalms III, 152-153. As he 

points out it is not unknown for a C noun to have a morphologically m. plural ending, 
as here. 
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Evidently, the average length of the long line here is (14), so that 
the final line (rv i ^ n ) stands outside the prevailing pattern. It is 
therefore additional (a liturgical addition) and should not be reckoned 
with in a metrical analysis of the poem. 

So far, so good. However, there is a tendency to make the material 
fit the pattern—by excision of glosses, later additions, editorial 
corrections and the like6 5 a—which ultimately results in a recon
structed text. In any case, consonant counting is too mechanical to be 
more than a check on lineation (stichometry) and cannot be included 
within a serious discussion of metrical theory. 6 6 

Even today Cobb's critique remains a useful survey of many 
theories propounded concerning Hebrew metre. 6 7 

Before concluding this section two further explanations must be 
looked at. They are too important and too novel to be included 
among theories which have been rejected (i.e. theories not based on 
stress) and they will be described as much as possible in the terms 
used by their proponents. 

Metre and syntactic analysis 
Two recent and very important books on Hebrew poetry 6 8 have 
approached the problem of Hebrew metre as a problem in the field of 
syntactic analysis. In this they follow Kiparsky; see, for instance, his 
assertion that 

The most important, virtually unbreakable constraints on metre in 
English involve the grammatical structure of the verse, notably the 
phrase and word units of which it is made u p . 6 9 

Curiously, though, they do not come to the same conclusions 
concerning Hebrew metre; in fact, not to mince words, they hold 
diametrically opposing views. 

Collins makes the point that 

65a. See Loretz's writings, passim. For Ugaritic examples see his writings, too. 
66. S.T. Byington, 'A Mathematical Approach to Hebrew Meters', JBL 66 (1947) 

63-77, used a comparable approach, but concluded that 'Hebrew has a quantitative 
meter' (74). 

67. Cobb: 1905. 
68. Collins, Line-forms; O'Connor, Structure. 
69. P. Kiparsky, 'Stress, syntax and meter1, Lang 51 (1975) 576-616; quote from 579. 
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the fact that no system has emerged from all the laborious studies 
of stress patterns and syllable counts does not mean that there is no 
system. However, it does suggest that we probably ought to be 
looking for it somewhere e l se . 7 0 

He goes on to argue that 'an analysis of lines based on grammatical 
structures' is the best approach. After presenting his line-form 
analysis, he concludes at the end of his book: 

in the formation of Hebrew verse-lines it is the line-forms that are 
the basic framework which can be adapted to produce the required 
rhythmic pattern. 7 1 

As an example he cites Ez 19,1-9, where the line-forms appear to 
have been selected in order to fit (or produce) qinah metre. 7 2 

Only the first two verses (except for the first sentence) will be set 
out: 

line-type 
DnE3 Tim nsan She crouched among the cubs, (IV) 

fT'llJ T\TQ~\ she reared 7 3 her whelps. 

m J D 1PIN "?Wil One of her whelps she raised, (IV) 
irn T B 3 he was a cub. 

epta-H"^ "lo'n He learnt to tear prey; (II) 
D~iK man he devoured. 

Collins comments: 
1. "The most noticeable thing about it from the structural point of 
view is the fact that lines of Type I are not dominant in the way that 
is characteristic of Ezekiel. . . the author goes out of his way to 
include line-types with a strong central caesura. This would appear 
to be a requirement of the qinah style, and one which can be catered 
for by the choice of line-types.' 
2. 'There appears to be deliberate manipulation of the line-forms to 
produce lines in which the second hemistich is shorter than the 
first—usually in the ratio of three words to two.' An example is the 
redundant *pD (in the fifth line, above), and there are others. 

He concludes that: 'in the formation of Hebrew verse-lines it is the 
line-forms that are the basic framework which can be adapted to 

70. Collins, Line-forms, 7. 
71. Collins, Line-forms, 273. 
72. Collins, Line-forms, 271-273. 
73. Or 'she had many cubs'; cf. NEB. 
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produce the required rhythmic pattern'; but he fails to see the 
implication of this argument. It is this: if the poet chose his line-
forms to fit a pre-conceived pattern, then it is this pattern and not the 
line-forms which is basic. In this instance, the poet chose qinah 
metre—a rhythm comprising 3 + 2 stresses—and then fitted in his 
words. True, his line-forms are standard, but they presuppose metre. 
Conversely, line-form analysis cannot be used to determine metre. 7 4 

O'Connor also uses syntactic analysis in his discussion of Classical 
Hebrew poetry, but denies that it is metrical.7 5 Instead he prefers to 
speak of 'constraints' and provides, in summary form, what he 
considers to be the constraints on Hebrew poetry (based on a 
restricted corpus). 7 6 He sets out six rules, as follows: 

1. No line has more than 3 clause predicators,77 e.g. Dt 32,15b. 
2. No line has fewer than 1 or more than 4 constituents,1* e.g. 

Ps 106,7a. 
3. No line has fewer than 2 or more than 5 units,79 e.g. Ps 106,46. 
4. No constituent has more than 4 units (cf. Ps 106,40a). 

- 4-unit constituents occur in lines without a clause predicator; 
- 3-unit constituents occur alone in lines with no clause predi

cator (Ps 106,38b) or as one of two constituents in 1-clause 
lines (v. 48a). 

5. No line of 3 clause predicators contains any dependent nominal 
clauses (in lines with 2 clause predicators, only one has dependent 
nominal clauses). 

6. If a line contains more than one clause predicator, it contains 
only nominal phrases dependent on them. 

74. See Collins, Line-forms, 271-273. 
75. 'No consensus has ever been reached in the matter of Hebrew meter because 

there is none', O'Connor, Structure, 138. 
76. Gen 49; Dt 32-33; Nb 23-24; 2 Sm 1; Ex 15; Pss 78; 106; 107; Hab 3; Jgs 5; 

Zeph 1-3. 
77. A clause predicator = finite verb 

non-absolute infinitive 
infinitive governing only an agent 
non-absolute participle 
participle governing agent/object/possessor 
zero-predicator of verbless clause 
vocative/focus marker 

78. Constituent = verb; an argument of a predicator. 
79. Unit = verb; individual nomen. 
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Finally, the dominant line form comprises: 
1 clause (Ex 15,7b; Zeph 2,8a; Ex 15,15c; Ps 78,9a; Dt 32,36a; 
Nb 23,10c; Ex 15,4c; Ps 107,6a; Zeph 3,1 Id); 
2 or 3 constituents, of 2 or 3 units (Ps 106,6b.47a).80 

Though not entirely side-stepping the problem of Hebrew metre, 
O'Connor has at least attempted an approach which is independent 
of metrical analysis. It remains to be seen whether he has succeeded.81 

Hebrew poetry as non-metrical 
Unwittingly using words almost identical with O'Connor's, Kugel 
comes to the conclusion that 'no meter has been found in Hebrew 
poetry because none exists',8 2 adding 'or, as others have urged, 
parallelism is the only meter of biblical poetry'. 8 3 This is a corollary 
to his contention 'that the concepts of poetry and prose correspond to 
no precise distinction in the [Hebrew] Bible, and that their sustained 
use [by scholars] has been somewhat misleading about the nature 
and form of the Bible, and about the phenomenon of parallelism'.84 

He prefers, instead, to use terms such as 'high style' or 'rhetorical 
style'. As Barr convincingly argues, though, 8 5 if the metre of Hebrew 
verse is reduced to parallelism in this way then it has no distinctive 
character since parallelism is transparent even in translation. Surely 
the original Hebrew had some additional 'native' component (metre?) 
which is filtered out in a rendering. 

Postscript 
Longman 8 5 a discusses both the syllable-counting method and what 
he terms the 'syntactic accentual approach'. The first he judges to be, 
at least, a way of providing 'insights into the stylistic structure of the 
poem'. The second, which results in more balanced patterns (though 
anomalies remain), has yet to define 'what exactly constitutes a word 
complex which carries the metrical stress'. Also, (non) spirantisation 
of begadkepat letters (as discussed above) is too infrequent to be valid 

80. O'Connor, Structure, 86-87, for all the above; see, too, 317ff. 
81. For a critique of O'Connor's view cf. Kugel, Idea, 315-323. 
82. Kugel, Idea, 301. 
83. Kugel, Idea, 301—see his additional comments. Also, 171-203 and 287-304. 
84. Kugel, Idea, 302. 
85. J. Barr, TLS 1506 (Dec. 1981) = review of Kugel, Idea. 
85a. T. Longman, 'A Critique of Two Recent Metrical Systems', Bib 63 (1982) 230-

254. 
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as a criterion. He opts, instead, for the syntactical parallelism 
proposed by Collins. 

5.5 Anacrusis 

Anacrusis 
Anacrusis is 'a syllable at the beginning of a line, before the just 
rhythm' 8 6 or, put simply, an extra-metrical word. The term derives 
from Greek, meaning 'the striking up of a tune' 8 7 and so is clearly a 
strophe- stanza-, or poem-opener. For example, Ps 33,9 

' 3 For, 
v n I O N Kin he spoke and it was, 

-ion nis Kin he commanded, and it stood; 

where the word "3 comprises anacrusis. There is a whole series of 
such words used to open a segment of poetry—though, in theory, 
almost any word could fulfil this function. Examples include run / jn, 
'behold'; J3 1 : , 'therefore'; "in, 'woe'; nnr, 'now'; Robinson grouped 
them into introductory elements (mostly from "IDN, 'to say'); inter
jections, pronouns and particles. 

Anacrusis is present, too, in Ugaritic and Akkadian poetry. For 
example (CTA 24:45-47) 

hn See! 
bpy sprhn In my mouth their number; 
bspty mnthn on my lips, their counting, 

with anacrusis of hn, 'Behold'. In Akkadian: Gilg Y hi 3 (=18-20 
etc.): 

Humbaba Humbaba, 
rigmasu abubu the Flood is his roar, 
plsu girrumma fire is his mouth, 
napissu mutu death is his breath. 8 7" 

Significance 
It is important to recognise anacrusis for several reasons. First and 
foremost, of course, for determining the correct metre; little more 
need be added on this point. Secondly, it can help establish secondary 

86. Robinson: 1936, 37. 
87. PEPP, 33. 
87a. See CAD M/2, 251 for Gilg. V i 6. 
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patterns, notably the quasi-acrostic. This involves sequences of lines 
(though often not more than two) beginning with the same letter. 
The example just quoted (Ps 33,9) was a good illustration since each 
line begins with n , a feature which would have been obscured if 
anacrusis had gone unnoticed. Another example is Isa 55,13 

n-ffi It shall be: 
a&7 m.T1? a name for Yahweh, 

my N1? ctnv DIN1? a perpetual, imperishable sign. 

Both lines begin with "? (approximated by the use of line-initial a in 
translation, here), as is evident once anacrusis of rvm is discerned. 
Finally, use of anacrusis is a stylistic trait, frequent in some poems 
but rare in others. Examples of its common use are Isa 5,8-238 8 and 
Job 4-5 (Eliphaz speeches). 

BIBLIOGRAPHY 

Robinson, T.H. 'Anacrusis in Hebrew Poetry', BZAW 66 (1936) 37-40. 
For Akkadian cf. Bohl: 1961, 148-149. 

5.6 Functions of Metre 

Introductory 
A writer or poet chooses to compose in metrical lines (or verse) for 
definite reasons, and in particular, certain functions dictate his 
choice of one metrical form rather than another. The most obvious 
example for Hebrew verse is qinah metre (3 + 2 stresses) which is 
characteristic of laments: it occurs either in genuine laments (as in 
the Book of Lamentations) or in mock dirges (Isa 23,16). The 
following enumeration of functions, based very much on Chatman, 8 9 

will be illustrated by examples from the Hebrew tradition only. 

Functions 
(a) Metre indicates tempo and texture. 
Metre sets the speed at which a poem should be uttered—to be 
precise, its tempo. A dirge will be slow and measured (Lam 5); a 
victory song, quick and lively (Ex 15; Ps 29). The effect of slowness 
can be conveyed by the use of very long cola (Ps 19,8-10), judicious 

88. Alonso Schokel, Estudios, 193. 
89. Chatman: 1965, 184-224. 
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90. See P. Vetter, 'Die Metrik des Buches Job', Biblische Studien (Freiburg, 1897) 
57ff., for caesura. 

91. Fowler 1968, 282-283. 
92. Termed 'metrical set' by Chatman: 1965, 121; see also Fowler: 1968, 293-294. 
93. Perhaps this is why there is so much 'mixed metre' in Hebrew: it was too 

difficult to maintain metre of one type. 
94. This topic is explored by D.R. Hillers, 'Observations on Syntax and Meter in 

Lamentations', Myers FS, 265-270. 

placing of caesura (Job 9J16)90 or the presence of long words 
(Lam 3,6a. 15a). Rapidity, instead, is felt in two-beat staccato verse 
(Jer 46,3fF) or a succession of polysyllabic words (Jgs 5,22b). Akin to 
tempo is texture: 

Individual poets achieve distinctive 'textures' through their mani
pulation of language within a chosen metre, and such texture is not 
captured by an analysis which reveals only which syllables are 
metrically stressed. A poem full of multisyllabic words (for example) 
is quite different from one which largely utilizes monosyllables and 
disyllables, different in ways which go beyond the selection of 
diction. There i s . . . a metrical difference, because there is an 
inevitable phonological difference. 9 1 

An example is Prov 20,18. 

(b) Metre sets up a regular pattern. 
By adopting a particular metre the poet casts his work in a specific 
form. This assists him as a composer by providing a framework 
within which he can create, and at the same time sets up a listening 
pattern for his audience.9 2 The way is then paved for changes in the 
pattern, or special effects (defeated expectancy). The stricter the 
metre, the more effective is any abrupt alteration in its flow (Isa 
28,9ff). 

(c) Metre as a measure of the poet's skill. 
Having selected his metre, the poet must then sustain it, which may 
require all his skill and language control. The audience will appreciate 
his talent when he is successful.93 

(d) Metre disautomatises language. 
In his search for language to suit the metre a poet is forced to break 
away from stock expressions, everyday vocabulary and normal 
syntax.9 4 Archaisms are more frequent than in standard language 
and language is used in a fresh way. 
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(e) Metre implies the unusual. 
The mere fact that metre is used in poetry indicates its content to be 
totally different from everyday life.95 This explains why the Hebrew 
prophets used verse: it marked their words as being authentic and as 
conveying a special message. Wisdom sayings and poems (Prov, Job) 
and liturgical poetry (Pss) are in verse for the same reasons. 

(f) Metre assists memorisation. 
Perhaps this function could be better expressed by saying that texts 
in metrical form are more easily committed to memory, exemplifying 
the foregrounding function of verse where the words themselves are 
as important as the content. It also explains why ancient poetry could 
be transmitted relatively unchanged over long periods. 

95. Called the framing effect. 
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PARALLELISM 

6.1 Introductory 

Parallelism 
Parallelism is universally recognised as the characteristic feature of 
biblical Hebrew poetry although it is also used extensively in kindred 
Semitic verse (notably Akkadian) as well as elsewhere.1 Most 
introductions to Hebrew poetry, for instance, Gray's The Forms of 
Hebrew Poetry, provide a brief description of parallelism and then 
proceed to give a detailed classification of its sub-types: synonymous, 
antithetic, synthetic2 and so on. My presentation here will be very 
different from the standard not simply to avoid duplication or out of 
sheer love of novelty but because the study of parallelism has been 
affected, recently, on two levels, both related to theory. Accordingly, 
a few basic notions of theory with particular reference to parallelism 
must now be set out, as a preliminary to what is to follow. The first 
paragraph will deal, in a very simplified way, with the notion of 
parallelism as a mathematical concept; the second (which to most 
will appear more relevant) is an explanation of grammatical parallelism 
in the strict sense. 

Symmetry, asymmetry and parallelism 
To talk about parallelism is to use an analogy based on mathematical 
(or, rather, geometrical) concepts and scholars have failed to see the 
deeper implications resulting from this commonly accepted notion. 
At the risk of alienating the reader, certain points of theory must be 
established before any critique of existing misconceptions is possible.3 

1. For a good survey, see Jakobson: 1966. 
2. Strictly speaking such 'parallelism' is structural or a form of enjambment; see 

below. 
3. Most of what follows derives from Laferriere and Shapiro, who in turn depend on 
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When we analyze poetry we consider it as two-dimensional space 
(say, a rectangle) which corresponds to the time taken in reading the 
poem through: 

beginning 

end 

This is how most poems look on a page—since we are so used to 
seeing poems printed out—but, in fact, a poem is read, either silently 
or aloud, and so constitutes discourse. Discourse, in its turn, involves 
the passage of time. Since we cannot deal adequately with an abstract 
like time, we have to represent it as space (the rectangle in our 
example) but always with the proviso that this is an analogy.4 

Once we are aware that we are dealing with space (as representing 
time) then we must keep to its inherent laws, namely, those of 
geometrical structure and more specifically, those of symmetry. 
What, then, is symmetry? (This requires a further sidetrack, but its 
significance is such that it must be made clear before proceeding 
further.) 

If we consider, as an example, a cat in front of a mirror: 

the basic insights ofWeyl. Though this section seems disappointingly long, abbreviation 
would result in lack of clarity. The conclusions have not been applied throughout the 
book and it is left to the reader to do so. 

4. The analysis of poetry always presupposes spatialization of the temporal (dynamic, 
unidimensional, unidirectional) discourse... Poeticists have simply grown accustomed 
to "looking" at the poem, as if it really were an object which the poet writes down in a 
plane. The spatial analogy is indispensable, but it is nevertheless an analogy' (Laferriere: 
1978,16). 
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its reflection (CAT,') will be equidistant from the mirror on its other 
side and in the same plane, but the image will be reversed: 

( l ) 
CAT, I ( l ) 

C A T / 

The important point to notice is that CAT, and CAT, ' are symmetrical 
(or, if you like, balance each other) only when considered together as 
a pair. Either 'cat' on its own cannot be symmetrical since symmetry 
is a relationship. Symmetry, then, is a relation between two (or more) 
items and is, strictly speaking, only one of several types of 'auto
morphism'.5 

Let us now take another example, this time of two cats in front of a 
mirror: 

( l ) 
CAT, 

left 

( l ) 
CAT, 1 right 

(x) C ) 
CAT 2 ' CAT,' 

The group to the left plus the group to the right of the mirror are 
symmetrical—the difference between the cats and their reflections 
being the reversal in the images (image-tails to the right)—the 
distances d, and d 2 being fixed by the laws of reflection in a plane. 
This illustrates two essential notions: sequence and sign. Sequence is 

5. An automorphism is a transformation which preserves the structure of space; the 
ensuing discussion will, it is hoped, clarify this point. 
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1: a, a2 // a 2 &x (reflexive congruence) 
a, a 2 // -a2 -aj (reflexive anti-congruence) 
a, a 2 // a, a 2 (parallelism) 
aj a 2 // -aj -a2 (proper anti-congruence) 

6. These combinations and permutations apply to sets larger than 4-component 
sets—but for clarity only 4 are used. 

7. Using the simplified notation CAT, = 1, etc. 

indicated by the subscript numbers (CAT,, CAT 2 , etc.), and sign by the 
directions of the tails. If we ignore the mirror and play around with 
the four-cat arrangement (always preserving the distances between 
them)6—four possible sets emerge, corresponding to the interplay 
between two variables (sign and sequence):7 

1:—ignoring the tails: 

AA AA AA AA 

: © ; 2©c : © : 2©c 
CO CO CO CO 

2:—with tails included: 

AA AA \A AA 

CO CO CO CO 
S-/ >««/ >w/ "W 

3:—ignoring the tails and switching the cats on the right: 

\A M AA A_A 

2©c ^©c >©: ^©; 
CO CO CO CO 

4:—switching the cats (as above) but including the tails as well: 

AA XA \A AA 

5©: ^©c ^©c ^©c 
CO CO CO CO 

W W W W 
or, schematically: 
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Parallelism, it is now evident, belongs within a larger group of 
mathematical analogues and cannot be exalted to the rank of 'the 
characteristic of Hebrew poetry', quite irrespective of the fact that it 
is by no means the only form in which such poetry is cast.8 The 
significance of what has been set out is that it accounts for chiastic 
patterns as well as parallelism, and sets parallelism in its proper 
context. Some examples will help illustrate the theoretical notions set 
out above.9 

, rsame sequence 
1. Parallelism (proper congruence): { 

^ r Isame sign 

3 l ' 3 2 ' 3 3 ' ' ' ' ^ a i ' 3 2 ' 3 3 ' ' ' ' 

for example, Jer 51,27: 

P N 3 D3"W Raise a standard in the land; 
1E1B* l l 'pn blow a trumpet among the nations. 

Similarly, Job 8,3. 

- „ , . , „ . i same sign 
2. Chiasmus or mirror symmetry (reflexive congruence): { . ^ 

lopposite sequence 

a,, aj, 3j,... // ... aj, a 2 , aj 
for example, Ps 107,16: 

T For 
ntPinj n i r t l "OB* he has shattered doors of bronze; 

1HJ " j ro "Pi-iai and bars of iron he has snapped. 

, _ (same sequence 
3. Proper anti-congruence: { . . 

lopposite sign 

a i ' 3 2 ' 3 3 ' ' ' " ^ _ a i ' a 2 ' ~ 3 3 ' ' ' ' 

for example, Ps 85,12 (with gender and semantic reversal): 

n c s n pNO now Fidelity (f) from the earth (f) will spring up (+), 
«iptw D'Dfi'D pnsi and justice (-f) from the sky (-f) will peer down (-). 

8. The outstanding exception is, of course, the monocolon, but enjambment, too, 
can be mentioned. 

9. Note: there are two variables, sequence (the subscripts in a,, a 2, etc.) and sign or 
polarity (+ understood as present if not written, and - ; polarity can be semantic or can 
be, say, of gender). Grammatical categories are not polar, however. 
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4. Reflexive anti-congruence (chiastic): / r e v e r s e c ' sequence 
lopposite sign 

a!> a 2 , a 3 , . . . / / - a ? , -a 2 , -a t 

for example, Ps 37,30: 

n03n Purr p n s "B The just man's mouth mutters 

BB(?D "Din UlBftl 

(m) 
his tongue 

(m) 
speaks 

(-m) 

wisdom 1 0 

(-m) 
justice, 

(m) 

It is important to notice that very often there are invariants outside a 
particular set, which are not affected by changes within the set. 1 1 An 
example was the initial ki in Ps 107,16 given above.1 2 This 
accounts for partial patterns or subgroups which can then be 
assigned to one of the four basic types described above. 

Line-forms and grammatical parallelhm 
The standard handbooks all give lists of the various kinds of 
parallelism in Hebrew verse—and classification along similar lines 
will be attempted here, too. Underlying such systems, though, which 
tend to be impressionistic rather than precise,13 is grammatical 
analysis of each verse-line. Up to recently such analysis has only been 
implicit, but a newly published book of great significance has pointed 
the way towards a more overt and a more precise approach to poetry. 
The book in question is Collins' Line-forms in Hebrew Poetry and is 
considered in detail elsewhere; here I will only deal with its implica
tions for parallelism. 

Very briefly, Collins has shown that by breaking down sentences 
into their components—subject, object, verb and verb-modifier14— 
four basic sentences emerge: 

10. With '-m' standing for its polar opposite, T (= feminine). 
11. After determining the group of automorphisms, 'you may start to investigate 

symmetric configurations of elements, i.e. configurations which are invariant under a 
certain subgroup of the group of all automorphisms; and it may be advisable, before 
looking for such configurations, to study the subgroups themselves, e.g. the subgroup of 
those automorphisms which leave one element fixed, or leave two distinct elements 
fixed, and investigate what discontinuous or finite subgroups there exist, and so forth' 
(H. Weyl, Symmetry [Princeton, 1952] 144). 

12. Anacrusis, in a sense, though strictly the term refers to metre. 
13. And often highly inaccurate since the standard abc // a'b'c' system cannot be 

correctly applied to many passages. 
14. ' "Subject": includes pronouns, nouns, noun phrases (e.g. construct chains, noun 
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A N P r V 
B N P , - V - M 
C N P , - V - N P 2 

D N P r V - N P 2 - M 

These basic sentences, in their turn, yield four general line-types,1 of 
which only types II and III are significant, directly, for parallelism. 
Of the 40 specific line types available to the Hebrew poet1 6—not 
including variations such as the use of extra verbs, let alone nominal 
sentences—only about half can be called parallel. For example: 

D'Un P3 BDBn He'll judge among the nations, 
D"3i CDS?1? r r s im and reprove the many peoples. 

(Isa 2,4) 

This can be analysed as 

—two lines with evident grammatical parallelism (as well as semantic 
parallelism).17 

In his recent book on Hebrew poetry,1 8 Kugel describes parallelism 
as follows. 

The basic feature of biblical songs—and, for that matter, of most of 
the sayings, proverbs, laws, laments, blessings, curses, prayers, and 
speeches found in the Hebrew Bible—is the recurrent use of a 
relatively short sentence-form that consists of two brief clauses. 
The clauses are regularly separated by a slight pause—slight 
because the second i s . . . a continuation of the first and not a 
wholly new beginning. By contrast, the second ends in a full pause. 

+ adjective) and noun clauses (= NP t ) . "Object": includes the same (= NP 2). "Verb": 
this may be a finite verb, a participle or an infinitive (= V). "Modifiers of the verb": 
these may be adverbs, prepositional phrases, locatives, etc. (= M)' (quoted substantially 
from Collins, Line-forms, 23). 

15. The four general line types are: I. contains one basic sentence; II. two basic 
sentences of the same kind, in such a way that all the constituents in the first half-line are 
repeated in the second, though not necessarily in the same order; III. two similar basic 
sentences with ellipsis in the second; IV. two different basic sentences. See Collins, 
Line-forms, 23-24. 

16. See the table in Collins, Line-forms, 25. 
17. Collins, Line-forms, 106. 
18. Kugel, Idea. Note the title of his first chapter: "The Parallehstic Line: "A is so, and 

what *s more, B"' . 

V 
V 

M 
M 
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The structure might thus be schematized as 

/ II 
with the single slash representing the pause between the clauses 
(short) and the pair of slashes representing the final pause ( long) . 1 9 

He terms the two halves of the standard couplet 'A and B', and after 
discussing various types of parallelism,20 he goes on to consider the 
'essence of biblical parallelism' which is 'basically a sequence: first 
part-pause-next-part-bigger pause'. 'What those pauses actually 
embody is the subjoined, hence emphatic, character of B.' He 
concludes: 

B, by being connected to A—carrying it further, echoing it, 
restating it, it does not matter which—has an emphatic, 'seconding' 
character, and it is this, more than any aesthetic of symmetry or 
paralleling, which is at the heart of biblical parallelism. 2 1 

This description (which is better appreciated in the larger context of 
Kugel's book) should be compared with what has been set out above 
and complemented by Collins' approach. 
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6.2 Gender-matched Parallelism 

Description 
First identified in Ugaritic poetry by Cassuto, 2 2 gender-matched 
parallelism is a type of parallelism where the gender of the nouns 
involved is the basic component.2 3 An example from classical 
Hebrew poetry will make this clear. In Isa 49,22, 

?SI"D "P33 w a n i They shall bring your sons in their embrace (m.), 
PtJWMn 1113"?» YnJ3l and your daughters shall be carried on their 

shoulder (f.), 

a masculine noun ('sons') is used in connection with 'embrace', 
which is also masculine, in the first colon while in the parallel line 
both nouns ('daughters', 'shoulder') are feminine. The genders of the 
nouns in each colon match— masculine and feminine genders occur
ring in parallel lines—which accounts for the designation 'gender-
matched parallelism'. 

As mentioned, the device is used, too, in Ugaritic poetry, and one 
illustration will be enough in the present context.2 4 It is as follows: 

bph rgm lysa Scarcely had his word (m.) issued 

To complete the picture, a single example can be cited from 
Akkadian literature: 

ina ali ardatu zamdrsa sani In the city the young girl's song 

In fact the gender-pattern in this text 2 5 is slightly different from the 
previous two passages and anticipates a later paragraph of this 
section. 

22. Cassuto, Analh, 44-46. 
23. For the theoretical background see the preceding section on SYMMETRY, 

ASYMMETRY AND PARALLELISM. 
24. The passage cited is CTA 19iii 113(andparallels).Forascoreorsoofexamplescf. 

Watson: UFll (1981) 181-187. 
25. Cited in CAD E, 410 and CAD N/2,274. 

bspth hwth 
from his mouth (m.), 
from his lips (f.), his word (f.). 

ina ali etlu nissassu sanat 
(m.) is altered; 
in the city the man's tune (f.) is 
altered. 
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The straightforward m. + m. // f. + f. pattern appears to be the point 
of departure for a whole series of variations and these can now be set 
out. 

1. Straightforward patterns 

m. + m. // f. + f. 
already illustrated; also: Gen 49,11; 2 Sm 22,7; Isa 5,7; Joel 2,16; 
Ps 91,7; Job 10,12; Lam 5,3; etc. 

f. + f. / / m. + m. 
For example, Jer 48,37: 

m - U D"T 72 7V On every pair of hands (f.) a slash (f.), 
pltf D'JriD 7V\ on every pair of hips (m.), sackcloth (m.). 

Also Isa 5,29; Jer 13,27; Hab 2,5; Ps 147,15; etc. 
The same patterns occur, too, within construct chains as m.-m. // f.-f. 

(Dt 33,29; Isa 18,6; Hos 7,1; Job 20,24; Song 4,6; etc.) and as f.-f. // m.-m. 
(Dt 33,14 and Ps 107,16 only). 

2. Inverted patterns 
A deliberate variation on the device: instead of a noun corresponding 
in gender with its companion noun, a noun of the opposite gender is 
chosen. This results in the following patterns: 

m. + f. / / m. + f., as in 

D i n 7SV2 jrv Who makes them like dust (m.) with his 
sword (f.), 

inir/p f t : c p a like chaff (m.), drives them with his bow (f.)? 

Isa 41,2; and Joel 2,1; Nah 2,14; Job 11,14; Prov 3,22; 26,13, etc. 

f. + m. // f. + m., e.g. Isa 62,1: 

npns njJ3 NX" nj? Till her vindication (m.) emerges like brightness (f.), 
7V2' 7*S72 nnS?lK'vi and like a torch (m.), her victory burns (f.). 

Also Isa 28,15; Job 5,9; Prov 5,5; etc. There appear to be no examples 
of this type within construct chains. 

3. Chiastic gender patterns 

m. + f. / / f. + m., as in Ps 37,30: 

n03n mrp p n s A just man's mouth (m.) utters wisdom (f.), 
BBttfD 727T\ \y\i071 and his tongue (f.) speaks justice (m.). 

file:///y/i071
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Further: Isa 33,6; Ps 73,7; Prov 10,15; Lam 3,47; etc. 

f. + m. // m. + f., e.g. Isa 66,8: 

inn DTO p N 7TWT\ Is a land (f.) born in one day (m.)? 
nnN DS?B "U DM Can a nation (m.) be brought forth in one 

moment (f.)? 

And Gen 49,15; Isa 29,4; Ps 128,3; Job 16,18; Song 7,7; etc. 
The same chiastic gender patterns occur within construct chains 

m.-f. // f.-m.: Prov 8,20; f . -m. // m.-f.: Dt 32,14; Isa 24,18; Job 
29,13; etc. 

Having classified the patterns within gender-matched synonymous 
parallelism, the next step is to look at its Junctions: why does a 
particular passage use parallelism of this kind? What did the poet 
have in mind? 

Approximately five or six different functions can be identified and 
a brief look at each, with illustrative texts, will suffice as a basis for 
further study. 

Functions 
The following functions can be listed: 

1. To express merismus. 
The main function of gender-matched parallelism (in both its 
'normal' and reversed forms) is to present a global picture, as in Jer 
46,12: 

~\Yhp D'U lVDE? The nations (m.) have heard your cry (m.), 
p u n HN^D -|nmxi and the earth (f.) is filled by your shout (f.), 

implying everyone was aware of Judah's plight. Similarly: Nb 21,29; 
Hab 2,5; Ps 32,2; Lam 1,20. Merismus is the function, too, when 
there is mismatch of gender: Isa 41,4; Jer 16,3; Prov 22,17. 

2. To heighten antithesis. 
Gender-matching can also be used to reinforce antithesis or contrast; 
examples include Isa 3,24a; Prov 15,6 and 

2h a w pntf/a 03 Even in laughter (m.) a heart (m.) may grieve, 
roin nnD2*n m r w i and the end of joy (f.) be sorrow (f) . (Prov 14,13) 2 6 

26. The gender of two nouns in a construct chain (N[N 2) is that of the first (N,)—here f. 
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With reversal of gender concord the contrast is even stronger: 
Ps 73,7; Prov 20,9; etc. 
3. To express harmony. 
By matching the genders within each line, a poet can express 
harmony, as in Ps 122,7: 

- f r r o DfrIP TP Let there be peace (m.) within your ramparts (m.), 
Tni30nN3 nibE? tranquillity (f.) within your fortress (f.). 

Also Ps 128,3 and Sir 3,29.27 

4. To improve parallelism. 
Occasionally, the poet chooses synonyms of one or other gender to 
achieve better parallelism; for instance Sir 3,29: 

D'oan >L>wa yy Dsn 3*7 A wise mind (m.) will understand wise 
proverbs (m.), 

rtDETi nairb ratPpD JWi and an attentive ear (f.) rejoices in wisdom (f.). 

Also: Joel 1,6; Job 28,2; Lam 5,3; etc. The same effect is produced even 
when nouns of opposite gender occur within each line: Prov 30,19b; 
Song 7,8. 
5. For emphasis. 
Emphatic denial or affirmation can be expressed by gender-matched 
parallelism: Gen 49,6a; Ps 88,13; Sir 32,20; etc. 
6. To express inevitability. 
This kind of parallelism is sometimes used to imply inevitability; so Sir 
42,13: 

m NY i : 3 D "3 For out of clothes (m.) comes a moth (m.), 
ntTM n i ' i ntSNDl and from a woman, a woman's wickedness (f.). 

Precisely the reverse is true when the genders are switched, for then 
what is expressed is unexpectedness, or surprise: 

vjan f i N 3 JIBD Hidden in the ground (f.) is a rope (m.) for him, 
3TI3 ims^DI and a trap (f.) for him is on the path (m.). 

(Job 18,10) 

Also: Dt 32,14; Prov 18,7; etc. Other functions could be mentioned, 
but they are not so common as those already listed.28 

27. Curiously, the same function may be discerned in texts such as Isa 11,4; Ps 25,13; 
Prov 8,20, where there is gender reversal. 

28. To express poetic justice (Ps 59,13;Job 20,24), abundance (Pss 72,3; 144,12),etc. 
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Peculiar to inversion of gender-matching are three special and 
related functions: 
(a) To emphasise an unusual event; for example Isa 43,16: 

T H inun Who sets a road (f.) in the sea (m.), 
rOTU D"TS? D'DSl in the mighty waters (m.), a path (f.). 

Also Isa 28,8; Ez 11,18-20; Joel 4,3.10; etc. 
(b) To denote destruction as in Nah 2,14: 

PD2-1 Tnjnm I will burn your chariots (f.) in smoke (m.), 
3TI *73Nn T >i sB31 and the sword (f.) will devour your cubs (m.); 

as well as Isa 41,2; Job 18,15. 
(c) To portray inversion of state; for example Ps 44,14: 

lrMET? HBin U B W You have made us a taunt (f.) to our fellow-
citizens (m.), 

UTiD^D 1 ! D*7pl iVh derision and scorn (m.) to our neighbourhood (f.). 

Further: Isa 28,8; Job 11,14; Sir 5,29; etc. 

For study 
—Identify the gender patterns in the following texts: 

Nb 21,29; Isa 3,24a; 24,2; 28,17; 34,13; 40,3; 59,9b; 61,10; Jer 46,12; 
48,46; Nah 2,13; Hab 3,3; Pss 31,11; 32,2; 119,55; Job 5,20; 8,2; 
Lam 1,15b. 

Isa 65,18c; Pss 57,5; 85,12; Lam 1,20. 
Isa 54,2; Jer 16,4; Joel 1,6; Pss 18,16; 109,14; Job 31,16; Song 6,31; 

Sir 6,31. 
Gen 49;6a.l7a; Isa 42,4; 43,16; 44,3b; Pss 57,6; 104,2; 105,27; 135,6; 

Job 18,10.15; Prov 22,17; 29,3. 
—What are the functions of gender-matched parallelism in the 
following passages: 

Jer 13,27; Isa 42,4; Job 5,20; Ps 125,3; and Job 10,12; Prov 15,13; 
Hab 3,3; Joel 2,16; Prov 3,22? 

Cross-references 
CHIASMUS, STANZA. 
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Terminology and definitions 
Narrowly considered, the parallel pair is most ly used in a bicolon or 
couplet , w i th o n e m e m b e r o f the pair in the first l ine and the second 
m e m b e r in the parallel l ine. For example (Prov 26,1): 

where the s y n o n y m o u s word-pair is "iBD // fivt. 
A whole series o f terms is o n hand to refer to such pairs: 'standing 

pairs', 'fixed pairs', 'A-B pairs', 'parallel pairs' and so o n , w h i c h tend to 
be used interchangeably by modern scholars, each term emphas i s ing a 
particular aspect o f these pairs (as will b e c o m e evident later on) . T h e 
use o f 'fixed pair' (or the less frequent 'standing pair') is not 
r e c o m m e n d e d s ince there is a certain amount o f flexibility in these 
pairs, the stock sequence occasional ly being reversed ('orphan / / 
w idow' rather than 'widow / / orphan' , for instance) , or the second 
component being varied. Accordingly, 'parallel pair' is preferable or, 
as in this sect ion heading, 'parallel word-pair' (occasional ly , s imply 
'word-pair' for brevity or because parallel ism does not a lways 
o b t a i n ) . 2 9 

Criteria: Parallel word-pairs can be recognised as such if they fit 
the fol lowing requ irements : 3 0 

1. each must belong to the same grammatical class (verb, n o u n , etc . ) ; 
2. the components must occur in parallel l ines; 
3. such word-pairs must be relatively frequent. 
An example is the word-pair T V / / r ò r , 'to ascend / / to descend' as 
used in Ps 107,26: 

6.3 Parallel Word-pairs 

Ppa i^Ca Like snow in summer, 
"i-spa itsaai and like rain at harvest 

OTItf They go up to the sky 
niDinr ITi' they go down to the ocean. 

analysts 
V-M 
V-M 

29. See the apposite remarks of Dahood, RSP I, 73. For the underlying semantic 
theory cf. A. Lehrer, Semantic Fields and Lexical Structure (Amsterdam, 1974). 

30. Following Yoder: 1971,472. 
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Both components are verbs, as shown in the 'analysis' column 
(criterion 1), they comprise parallel lines (as part of a tricolon: 
criterion 2) and the word-pair recurs several times in Hebrew (Isa 
14,14-15; Jer 48,5; Am 9,2; Ps 104,8 [criterion 3]). 

Sequence: Generally speaking, the first element of a parallel word-
pair (referred to as the A-word) is more frequent and more well 
known than its counterpart in the second colon (the B-word)}1 So, 
in Ps 7,17 

lEWU l̂ DS? a r May his sin redound on his head, 
TV IDon H p l p ^I'l and upon his pate may his violence descend 

the poet uses the rare noun "ipnp as a B-word in tandem with 
common or garden wtn (the A-word). This explains why the same A-
word may be used with a variety of synonymous B-words: there are 
fewer common words for the same thing, but a variety of rare or 
esoteric words. As will be seen, though, the normal A // B sequence is 
sometimes deliberately reversed for special effects. 

Lists of parallel word-pairs 
Although it has long been known that Hebrew poets used a selection 
of stock word-pairs, it was not until scholars had studied Ugaritic 
literature that they became aware of the extent to which such word-
pairs actually occurred. This was because Ugaritic poetry, too, used a 
whole range of parallel word-pairs; not only that: a high percentage 
of these pairs are identical with Hebrew word-pairs. For example, 

bhyk abn nsmh In your life, father of ours, we rejoice, 
blmtk ngin in your non-death we exult. 

(CTA 16 ii 98-99) 

where the Ugaritic word-pair smh II g(yJ exactly matches Hebrew 
'yj // not"/ (e.g. Isa 9,2; Hos 9,1) with the same meaning. 

Such correspondences have led scholars to compile lists of word-
pairs common to Ugaritic and Hebrew (notably in RSP I, II and 
III). 3 2 Identical (or corresponding) word-pairs have also been found 
in other languages cognate with Hebrew and a project is in hand, in 
Jerusalem, to provide complete lists of all word-pairs in Hebrew, 

31. See, particularly, Boling, Held and Yoder. For a particular study see my article 
'The Hebrew Word-pair 'sp/lqbs', in ZA W [in press]. 

32. A fourth volume is in preparation, but note the critiques mentioned in the 
bibliography. 
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Ugaritic, Akkadian and Aramaic. 3 3 Phoenician, too, has also been 
studied with this in mind. 3 4 However, certain cautionary remarks 
are in order. First, no totally exhaustive list of Hebrew word-pairs 
has yet been drawn up (partly because the bulk of scholarly effort has 
been on making lists of pairs common to Ugaritic and Hebrew). Since 
only partial listings are available, assured results regarding, say, 
statistical frequency are not possible and much that has been asserted 
so far has been through extrapolation. Secondly, parallel word-pairs 
are not confined to Ugaritic and Hebrew: they occur, too, in other 
languages (notably, Akkadian), but to date full listings have not yet 
been drawn up for the related languages. Therefore, pending the 
availability of these lists it is difficult to evaluate the significance of 
data collected so far. It does seem that there was a common core of 
word-pairs for several of the languages concerned, but the extent of 
this core has not yet been determined. 

Types of parallel word-pairs 
In classifying parallel word-pairs3 5 two factors are significant. The 
first is the semantic element—for example, the pair 'father // mother' 
belongs to the semantic class PARENT. The second is the restrictive 
context of two parallel lines. It is at the intersection of these two 
components that the various categories (to be listed) arise. The 
second component (parallelism within a couplet) is necessary, other
wise the semantic class of a particular word-pair would be undeter
mined. To take our example: 'father // mother' could also be 
hyponyms of the classes SEX (as male // female), ADULT (contrasted 
with CHILD) and so on. The second co-ordinate fixes the class by 
narrowing the context and determining which 'rhetorical relationship' 
is operative between components of a particular pair. 3 6 

However, although such considerations must be kept in mind, we 
are here dealing with the use of poetic technique in practice. 

33. See Watters, Formula Criticism, 27. 
34. Avishur: 1975. 
35. For attempts at classifying word-pairs see Watson, Or 45 (1976) 434-436, and 

Geller, Parallelism, 31-41. 
36. The phrase is Geller's. He writes: 'It is necessary to combine the concept of 

semantic paradigm with the recognition that the relationship of the B line term to its A 
line parallel involves in every case what might be called a "rhetorical relationship", that 
is, one which is intended to produce a certain literary effect', and 'in the context of 
parallelism only two members of a given paradigm can be present, and what is most 
significant is the rhetorical relationship between them' (Geller, Parallelism, 32 and 33). 
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Accordingly, rather than remain at the theoretical level, it makes 
more sense to categorise the different kinds of parallel word-pairs in 
line with the way poets employ them. (This, in fact, is what Geller 
means by rhetorical relationship.) Whatever classification is adopted 
or posited there will inevitably be some overlap: a particular pair may 
belong under two or more heads, or the same class type may apply to 
more than one kind of word-pair. With such provisos, the following 
classification can be set out. 

1. Synonymous word-pairs comprise a large class with a broad 
spectrum in which many of the other types would fit. Its components 
are synonyms or near-synonyms and therefore almost interchange
able in character (hence the possibility of reversal, on which see later 
on). Since Hebrew poetry has a high percentage of synonymously 
parallel (or semantically parallel) lines, there is a correspondingly 
large number of such synonymous word-pairs. A short list will 
indicate the nature of such pairs: 

-iej? / / p « 'earth / / dust ' 
I T / / p3 'to understand / / to know' 
i n : / / D" 'sea / / river'. 

Of course these couples could also be considered as hyponyms of a 
more general category; for example, 'to understand' and 'to know' are 
hyponyms of verbs denoting the use of one's mental powers. The 
adjective 'synonymous' has been kept as it is in more general use. 

A subset of this type comprises the list or catalogue, for example 

nptf / / 'to eat / / to drink' 
7Q II -icd 'rain / / dew'. 

'Members of this category . . . are related by an understood common 
denominator and are not logically interchangeable, even in the most 
general way. The rhetorical effect is . . . enumerative and impres
sionistic.'37 

2. Antonymic word-pairs are made up of words opposite in meaning 
and are normally used, not surprisingly, in antithetic parallelism. 
Examples are: 

p« / / Vs ' there is / / there is not ' 
•TtNDtf // p » s 'right // left'. 

37. Geller, Parallelism, 35. 
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The possibility of overlap with other groups is apparent in such pairs 
as 

D-Dt? / / P N 'earth // heaven' 
PIT / / fDK? 'sun / / moon' , 

where the components are correlative (see below). 
3. Correlative pairs can be correlated synonyms,3 8 for instance, 

nDB / / iiv 'blind / / lame' , 

both indicating a crippled person. 3 9 Others indicate a progression, 
notably 

"»N / / n t ' to sow / / to eat' (Isa SS^O). 4 0 

To the same class belong pairs of the MALE / / FEMALE order, e.g. 
OH II3N 'father / / mo the r ' . 4 1 

Pairs of this kind may also be associative, being formed by simple 
association of ideas, for instance: 

Tion / / -UN 'light / / darkness ' . 4 2 

4. Augmented word-pairs are characteristic of Canaanite poetry. 
Symbolised as A//AB, they differ from repetitive or identical pairs 
(A//A, see below) by the addition of the modifier B to the repeated 
element, hence the name 'augmented'.4 3 For example 

"I31D "rfP miV 'Tip Yahweh's voice makes the desert writhe, 
Enp 1310 mrP "rrr Yahweh('s voice) makes the holy desert writhe 

(Ps 29,8), 

where the word "mo is augmented in the parallel colon by the 
addition of Itnp ("•"© now being in the construct state): e n p nsno. 
Other examples are IID u- II D" 'sea // reed sea' (Ex 15,4) and TIN 
pW^n II DTIK 'cedars // cedars of Lebanon' (Ps 29,5). The function of 
such augmented pairs is metrical, serving to fill out the line as 
expletives.44 

38. The term used by Cassuto, Anath, 25. 
39. Alternatively, they are hyponyms for 'cripple'. 
40. A different example: Isa 66,1. 
41. As pointed out to me by A. Berlin; see the section on gender parallelism. 
42. So Watters, Formula Criticism, 75ff. 
43. Freedman-Hyland, HTR 66 (1973) 248, prefer 'expanded repetition'. 
44. See BALLAST VARIANT. 
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5. Epithetic word-pairs are usually of the pattern PN, // son of 
PN 2 as in 

^KTrt rP23 W Tirrttr/l I shall send a fire against the house of Hazael, 
" n n - p n u o i N rfWNl and it shall consume the son of HadacTs palaces. 

(Am 1,4) 

Also: 'Barak // son of Abinoam' (Jgs 5,12); 'David // son of Jesse' 
(2 Sm 20,2) and 'Balaq // son of Zippor' (Nb 23,18). Evidently this 
type is closely akin to the preceding (augmented word-pairs).45 

6. Figurative word-pairs include metaphorical words in parallel 
and metonymic pairs such as abstract nouns in parallel with concrete 
and synecdochic couples.4 6 Some examples will illustrate what is 
meant. 

In Prov 5,3 the metaphorical word-pair 'honey // oil' is used, to 
good effect: 

m t TiBif PiiBBP. HBJ *o For the lips of a loose woman drip honey, 
r a n JDrtfO p^m and her palate is smoother than oil. 

See, too, Job 20,17; Gen 27,28.39; etc. When used in parallel with a 
concrete noun an abstract noun, too, takes on a concrete meaning as 
in Ps 54,9: 

'J'rxn m s *?3D '3 For you have delivered me from every foe, 
T5? nnN") ^ " t O l and my eye has looked triumphantly at my 

enemies. 

Finally, a synecdochic pair is av II p i t 'month // day' (Job 29,2) with 
a term for a whole in parallel with a part of that whole. 

The next four types could be considered as a group where position 
(or the structural factor) is the most significant feature. 

7. Identical or repetitive pairs use exactly the same word in each 
line of the couplet (symbolised as A//A). About 150 such pairs have 

45. The origin of such word-pairs is stock legal phraseology in the form 'PN, son of 
PN 2 ' with the components being 'broken up' and distnbuted over parallel cola (see 
BREAK-UP OF STEREOTYPE PHRASES). The same parallelism is found in Ugaritic, for 
example: 

srd b 1 bdbhk By your sacrifice cause Baal to come down, 
bn dgn bmsdk by your game,f/>?50« ofDagan. (CTA 14 ii 77-79) 

For a different aspect cf. D.J.A. Clines, 'X, X ben Y, ben Y: Personal Names in Hebrew 
Narrative Style', VT22 (1972) 286-287. 

46. Metonymy is the use of one word for another; synecdoche is the part for the whole 
or the species for the genus (and the other way round, too). 
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been identified in Hebrew, and they are common, too, in Ugaritic.4 7 

One example will be enough (Jer 2,9): 

D3PN 3"-iN IV p 1 : Therefore, / still contend with you, 
D^N D3"J3 "33 PN1 and with your children's children will I contend. 

8. 'Fixed + variant' word-pairs are parallel pairs in which the first 
element is unchanging while the second is varied (symbolised as 
A // B], B 2 , B 3 , etc.). For example, the following series is based on the 
common (A) word p , 'wine': 

Similarly, a series based on I B D : ruo, irr, run // I B D . 4 8 

A variation on this type is where the second (B) elements are 
themselves combined to form a new pair, for example rf?En // mm in 

mm POBfla UW "PDD If someone averts his ears from listening to 
instruction, 

rOPin m^BP Di even his prayer is an abomination. (Prov 28,9) 

and the pair ns ^ D M // mm in Ps 78,1, 

T n i P "01? nrwn Listen, my people, to my instruction, 
"B^IDN1? D33?N ion bend an ear to the words of my mouth, 

results in the formular pair ns naK // man as used in Ps 54,4.4 9 

9. Distant word-pairs are pairs which normally occur in consecu
tively parallel lines, but are occasionally found in lines which are 
distant from each other. 5 0 The recognition of these pairs is dependent 
on establishing straightforward word-pairs (perhaps even in a different 
literary tradition such as Ugaritic) and on being able to determine 
correct stichometry. An example is the pair "o» // m c 'to break // to 

47. In an unpublished thesis by R. Bornemann (cited in RSP1,76). 
48. References in RSP I. For a full study see Boling: 1960. 
49. This is an original insight of Yoder: 1971,484-487; the examples are his. 
50. See Dahood, RSP I, 80-81. Dahood points to word-pairs whose elements in 

Ugaritic are sequential but which in Hebrew occur at a distance, and he gives examples. 
See also Talmon, ScrH 8 (1961) 335ff., and the section on BREAK-UP. 

rat // p 'wine / / sacrifice' (Hos 9,4). 
'grape blood' (Gen 49,11). 
'strong drink' (Isa 5,20; Prov 20,1; etc.). 
'oil' (Am 6,6; Ps 104,15; Song 4,10). 
'must' (Sir 31,25; rev. Mic 6,15). 
'wine' (Isa 28,7; Jer 13,12). 

D"33v an 
-ot? 

ernn 
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crush' common to Hebrew and Ugaritic and found in lines separated 
from each other in Qoh 12,5-6:51 

(Remember G o d ) . . . 
when the blossom whitens on the almond tree, 
the locust stuffs itself, 
and the caper-berry bursts ( I B D ) . 
For man marches to his eternal home, 
and mourners moon round the streets 
until (his) strength is far away. 
(Until) <snapped is> the silver cord 
and the golden bowl crushed 
and the pitcher is shattered ("OK") at the spring, 
and the basin crushed at the well. 

10. Reversed word-pairs use an inverted sequence of the normal 
A//B order, whether synonymous, antonymic, correlative, augmented 
(AB//A). There seems to be no reversal for either epithetic word-
pairs or numerical pairs. Since the topic of inversion is considered 
elsewhere (INVERSION), only a few remarks are required here. 

Inversion of word-pairs occurs for a variety of reasons. Occasionally 
it is for the sake of varying the monotony of the stock sequence. It can 
also be used simply for emphasis (e.g. Isa 41,8) 5 2 or to portray the 
reversal of an event (e.g. Gen 27,28 and 39). 5 3 Chiastic patterns can 
be produced in this way (e.g. Prov 18,6-7).54 The acrostic element of 
a poem may demand change of the accepted sequence (e.g. Ps 145,21),55 

or the inversion may effectively portray merismus. 5 6 

It is important to note that in complete alphabetical listings of 
word-pairs, a word-pair and its inverted form are not two separate 
entries. 

11. Numerical word-pairs are discussed in the section on NUMBER 
PARALLELISM (6.4). 

51. The example is given in RSP 1,316; the pair is found in Ps 74,13 and in Ugaritic. 
For the problems of translation cf. C.F. Whitley, Koheleth (Berlin, 1980) 99-101, and 
W.G.E. Watson, 'Gender-patterns in Qoheleth' [forthcoming]. 

52. So Boadt, CBQ 35 (1973) 27-28. 
53. J.P. Fokkelman, Narrative Art in Genesis: specimens of stylistic and structural 

analysis (Studia Semitica Neerlandica 17; Assen, 1975) 111. Also, Gevirtz,Patterns. 
54. Dahood, RSP 1,78. See Miller, HTR 73 (1980) 79-89. 
55. As noted by Boling, JSS 14 (1969) 241. Also in Ps 25. 
56. See particularly J. Krasovec, Der Merismus im biblisch-Hebräischen und Nord

westsemitischen (Rome, 1977). 
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Parallel word-pairs and oral poetry 
Having looked at several examples of different types of word-pairs in 
various contexts, it is now possible to outline some theoretical 
considerations which will explain, among other things, why recogni
tion of word-pairs is important to understanding Hebrew poetry. 
One of the principal points to evaluate is the relationship of parallel 
word-pairs to the oral origins of Hebrew verse. 5 7 

1. It would seem that the word-pair played the same role in 
Hebrew poetry as did the formula (in the Parry-Lord sense) 5 8 in 
classical Greek verse. The fixed pair—which could, of course, be 
varied to a certain extent by the poet—was a ready-made item for use 
in oral composition. 

What scholars have called A-B terms or fixed word-pairs in 
Hebrew poetry fit Parry's definition of a formula . . . In the 
Hebrew poetic tradition the formal requirement which had to be 
met by the poet was parallelism instead of meter. To create 
parallelistic poetry, the poet had first to link together at least two 
cola to form a line, since the words of a colon without a partner 
could not enter into parallelism. Secondly and concomitantly, he 
had to produce B cola whose words formed parallels to the words 
used in the A cola. It was to meet these two exigencies that the 
traditional word-pairs arose; for if two cola contained a traditional 
word-pair, it would be clear that the poet intended these two cola 
to form a line. Likewise, if words have their traditional parallels, 
when a poet composed the A colon of a line, he could readily 
compose a parallel B colon by filling it with the traditional, 
recognized B counterparts of the words he used in the first colon. 

Yoder5 9 proceeds to illustrate his point: if a poet uses the A word in 
in the first colon, he must use the corresponding B word (runa) in the 
second, not for its semantic content, but because the combination of 
these two words in parallel constitutes a formula. (This aspect is 
considered below.) 

Although, as Culley has shown, 6 0 a whole series of stereotyped 
expressions which occur in Hebrew poetry also fit the (Parry-Lord) 
definition of formula, this does not exclude the parallel word-pair as 
being formulaic as well. It simply means that Hebrew poets had to 

57. See particularly the studies of Gevirtz, Walters, Whallon and especially Yoder. 
58. Discussed in chapter 4: ORAL POETRY. 
59. Yoder: 1971,480-481. 
60. Culley, Oral Formulaic. 
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hand two different sets of traditional fixed components: stock expres
sions and the fixed pair, both fitting the requirements of the formula. 
That is to say, both were (a) ready-made and already existing in 
tradition; and (b) useful as particularly suited for the composition of 
poetry. Since Hebrew poetry is very largely (but by no means 
exclusively) written in parallel couplets, the parallel word-pair would 
seem to be more apt as the equivalent of Homeric formulae. 

2. A high percentage of word-pairs in a particular passage is a 
strong indication that the text originated orally, although it does not 
automatically follow that poems with such high ratios were necessarily 
orally composed. Yoder's example of Ps 54 will provide a convenient 
illustration of such a poem. 6 1 It will be set out as follows: beside each 
couplet the corresponding word-pair will be given with references to 
its occurrence elsewhere (since one characteristic of a word-pair is 
recurrence): 

Psalm 54 
"iwnr\ TDE?3 DTTW 3 m i a i / / nt^ 6 2 

" i r T - i rmaja i j n // D E P i ' w n 6 ! 

TfrEn vow DTI^N 4 rwn // vow64 

<a 5 

*>v iop D"-it r^v II i t 6 6 

-vs: w p a D'T- in vs: trpa / / "iv n i p 6 7 

mob DTTJN IDS? N1? 
run 6 

-ITXf DTTJH fl"IN / / ETrjN 6 8 

•WE3 '3DD3 « 1DD / / "IT1?69 

•n-iBr? y-in 3 r 7 n 'Dan / / (jw - p i t ? 7 0 

Dnnssn-a HPDN3 

- f r -nrum na-iJ3 8 av (Nip) / / n a t 7 1 

a i e - o mrr T,DK> m m 

y ' r x n rn s -^aD -a 9 a iN / / m s 7 2 

" r r HPN-I " a v a i 

61. Yoder: 1971,473-474 and 486-487. Van der Lugt, Strofische Structuren, 282-284, 
ignores this aspect and divides the poem into two stanzas (vv. 3-5 and 6-9) on the basis of 
content. 

62. Jer 16,21; Ps 106,8. 66. Isa 25,5; 29,5. 70. Ps 94,23. 
63. Ps 70,4 and 9,9; cf. Prov 31,9; Ps 7,9. 67. Ps 86,14. 71 Ps 116,17. 
64. Pss 39,13; 49,2; 80,9. 68. Pss 68,18; 104,7. 72. Ps 138,7; etc. 
65. Prov 28,9 and Ps 88,1 (cf. Job 22,22). 69. Isa 63,5. (also in Ugaritic). 
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Psalm 54 

3 God, by your name save me, 
and by your might defend me. 

4 God, hear my prayer, 
give ear to the words of my mouth. 

5 For 
foreigners have risen up against me, 
vicious men seek my life. 

6 See! 
God is my helper; 
the Lord really is the supporter of my life. 

7 Making evil recoil on my slanderers, 
in truth, he really destroyed them. 

8 For generosity I will sacrifice to you, 
I will praise your name, Yahweh, for it is good. 

9 For, 
from all my enemies he rescued me, 
and my eyes gloated over my foes. 

3. The functions o f word-pairs wil l be considered in detail be low; 
here discussion o f their funct ion in oral poetry need only be brief. 
T h e improvis ing poet wi th an extens ive repertoire o f word-pairs at 
his c o m m a n d could produce oral poetry wi th ease. At the same t ime, 
aware that his audience too was familiar wi th a large number o f these 
pairs, the poet could alter the established pairs by inverting the 
accepted sequence to produce special effects, or by inventing variations 
to show his versatility. I f audience and bard did not share the same 
set o f parallel word-pairs , such variations wou ld have been meaning
less. By the same token a rapport would be quickly established 
between composer and audience (both, in effect, speaking the same 
'language') enabl ing them to concentrate more on the verse. 

4. So-cal led 'dictionaries' o f word-pairs evidently existed; by this is 
meant , o f course , not writ ten reference books , but lists o f pairs 
handed d o w n through tradition and known to both poet and audience. 

The stock of formulas which a poet has at his disposal is the result 
of a poetic tradition which hands these formulas on generation 
after generation because they are useful and pleasing. Individual 
poets may add to the inherited stock of formulas but these 
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additions will be few, since the tradition is the work of many 
hands. 7 3 

It seems clear, too, that poets in both the Ugaritic and Hebrew 
traditions shared a common stock of word-pairs (discussed above). It 
is also evident—and this must be stressed—that each tradition went 
its own way as well, one particular tradition using formulas (= word-
pairs) unknown to another. The interchange of knowledge is easily 
explained by assuming the existence of wandering singers. 

5. Quite often only one element of a word-pair is intended by the 
author, its companion being used merely for the sake of parallelism.74 

This is a characteristic of the ready-made formula in oral poetry 
where a stock formula may be used simply out of habit even if 
contradicted by the context. This, then, is yet another argument in 
favour of equating the parallel (fixed) word-pair with the formula of 
oral poetry. 7 5 In Prov 4,3 for example, only the first element is 
intended: 

^fb w n p "O For I was a son to my father, 
"tin "¡07 TTP1 "II tender and alone before my mother. 

even though the word-pair 'father // mother' is used since it is really 
the male parent that is in focus—the next verse, in fact, begins 'He 
taught me'. 7 6 Conversely, in Am 6,1 where the prophecy is directed 
against Samaria, only the second element in the word-pair is significant: 

jrsa D'HNETi "in Woe to those who are at ease in Sion, 
jliDff IPI3 DTtBani and to those feeling secure on Samaria's mountain. 

Other examples are Ps 81,4 and Prov 24,30.7 7 In both these types the 
accompanying word is there for reasons of versification and with no 
regard for its actual meaning. Similar strictures are valid for the 
numerical word-pairs (see separate paragraph). 7 8 

Functions of parallel word-pairs 
This topic has already been touched on but it merits extensive 

73. Yoder: 1971,478; see also 478, n.3, on idiosyncratic formulaic word-pairs in Am. 
74. Haran:1972. 
75. However, see Culley, Oral Formulaic. 
76. Also: Jgs 5,25; Prov 1,8; 6,20; 23,22; Urn 5,6. 
77. The examples derive from Haran: 1972. 
78. For the relationship between word-pairs and hendiadys see Aalto: 1964 and 

Avishur: 1972. 
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79. M.A.K. Halliday and R. Hasan, Cohesion in English (London, 1976) 284. 

treatment in view of its importance. Two principal functions relate to 
composition and to inner-strophic cohesion; a secondary function 
concerns audience participation. 

1. From the poet's point of view the main function of parallel pairs 
was to assist him in composing verse. Since this aspect has been 
considered in the section on oral poetry, there is no need for 
illustration here. It must be noted, though, that use of word-pairs is 
not exclusive to oral poetry; the writing prophets, for example, 
though well schooled in the traditions of oral poetry, were able to use 
word-pairs with a certain degree of freedom betokening mastery. 

2. The word-pair effectively slowed down the flow of verse-making 
and at the same time reiterated keywords in each line, enabling the 
audience (or reader) to follow the meaning better. Also, as bard and 
listeners (or readers) shared the same traditional stock of word-
pairs—though, of course, the poet's repertoire was very much larger 
than that of the average person—communication became easier not 
least because of the rapport which must inevitably have been created 
between them. There does not seem to be much support for the view 
that word-pairs, in themselves, were ever props to the memory of 
either poet or audience. 

3. The third function of parallel word-pairs, operative at a linguistic 
level, is cohesion: the use of stock word-pairs helps bind together the 
parallel lines of couplets. Lexical cohesion 'is achieved through the 
association of lexical items that regularly co-occur'.79 This is colloca
tion. 

There is cohesion between any pair of lexical items that stand to 
each other in some recognizable lexicosemantic (word meaning) 
relation. This would include not only synonyms and near-synonyms 
such as climb . . . ascent, beam... rafter, disease... illness, and 
superordinates such as elm . . . tree, boy... child, skip . . . play, but 
also pairs of opposites of various kinds, complementaries such as 
boy . . . girl, stand up... sit down, antonyms such as like... hate, 
wet... dry, crowded... deserted, and converses such as order... 
obey. It also includes pairs of words drawn from the same order 
series . . . or from unordered lexical sets . . . The members of such 
sets often stand in some recognizable semantic relation to one 
another; they may be related as part to whole . . . or as part to part; 
they may be members of the same more general class; and so on. 
The members of any such set stand in some kind of semantic 
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relation to one another, but for textual purposes it does not matter 
what this relation is. There is always the possibility of cohesion 
between any pair of lexical items which are in some way associated 
with each other in the language. 

These comments of Halliday and Hasan concerning cohesion by 
collocation in the English language8 0 are equally valid for Hebrew 
(and Ugaritic). The quoted extract is perhaps lengthy, but it does 
explain the cohesive power of parallel word-pairs and hence their 
almost universal use in Hebrew poetry. 

Concluding remarks 
Study of parallel word-pairs in Hebrew (and Ugaritic) poetry has led 
to the realisation that much of that poetry is oral in origin, or is at the 
very least indebted to oral techniques of composing verse. This in 
itself is obviously of value. Further, correct recognition of word-pairs 
can have consequences with respect to textual changes and meaning.81 

One example will be sufficient to illustrate this point. In Ps 72,1 there 
is evidently an epithetic word-pair modelled on the T N , // PN, son 
of PN 2 ' type, 

D*rt7H O God, 
}n "pa1") IBBtffD give your justice to the king, 
"pa p1? T.np"TCl and your honesty to the son of the king, 

where both terms "pa and "pa p designate one and the same person, 
not the reigning king and the crown prince. 

Extensions of the word-pair are also very much used in Hebrew 
poetry, notably the triple synonym (in various forms) and the 'tour' 
or long series of words with similar meaning. The second topic is 
dealt with in Chapter 12 under EXTENSION. 

80. Quoted (with some abbreviating) from Halliday-Hasan: 1976, 285; for fuller 
theoretical analysis see 274-292; on 292 a short poem is discussed from this point of 
view. 

81. See Dahood, RSP 1,78-79 for examples. Recent articles on word-pairs include W. 
Brueggemann, 'A Neglected Sapiential Word-Pair', 271 IT89 (1977) 234-258; cf. CBQ 32 
(1970) 532-542. Also, N. Tidwell, 'A Road and a Way. A Contribution to the Study of 
Word-Pairs', Semitic* 7 (1980) 50-80. 
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EXAMPLE: Isa 40,28-31— Parallel word-pair used as key component in 
a poem 

introduction 
nin- Ht>n Don' t you know? 

r\VQV Kb DN Haven' t you heard? 

mrr tinv A Eternal God, Yahweh, 
pun nixp N1U creator of the world's ends, 

HI?" N"7 does not grow WEARY, 
N1?! does not grow FAINT; 

ViJiari1? i p n r N there is no fathoming his understanding. 

r o «1»"̂  jnJ B He gives strength to the WEARY, 
POT n o s y D'JW pH1?! increases the force of the powerless. 

W l D1P3 IBS.'"! C Do WEARY—young men and do FAINT, 
l"7t?3" n r a vigorous lads just stumble. 

Pt3 W^n* 1*11̂  *lpl B ' But those dependent on Yahweh will acquire strength, 
anVii -ON f>V they'll grow wings like eagles. 

WJ« K"711X1T A' They will run—and not grow WEARY; 
1BS?W D1?" they will march—and not grow FAINT. 

This five-strophe poem (not counting the introductory couplet) is 
built around the key word-pair w v / » i » % 'to be weary // to be faint',8 2 

which not only comprises the basic building block, but the main 
component of the chiastic (ABCBA) pattern. The parallel word-pair 
has not been used in an automatic way: there are variations in the 
B-strophe (where for alliterative assonance the synonymous expression 
•'JIM p « has been substituted) and in the corresponding B'-strophe. In 
strophe C, the central element in the composition, the members of 
the word-pair have been almost juxtaposed in an aba' chiastic line, 
again probably for variation. The basic thrust is the negation of the 
word-pair 'weary // faint'—negative particles occur no less than six 
times—laying the emphasis on strength, which is probably to be 
equated with wisdom (end of A-strophe).83 

82. The word-pair also occurs in Jer 51,58. 
83. For a form-critical analysis of these verses see R. Melugin, The Formation of 

Isaiah 40-55 (BZA W141, Berlin, 1976) 535-536 and 90-93; he notes 'these verses are a 
disputation calculated to overcome the complaint quoted in v. 27', so that v. 27 may be 
an integral part of the poem. See, too, R. Melugin, 'Deutero-Isaiah and Form-
Criticism', VT 21 (1971) 326-337, esp. 334-335. 
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For study 
Prov 12,17 (contrast 14,5.25; 19,5.9 and H a b 2,3; cf. Janzen, HTR 73 
[1980] 56-57). 
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6.4 Number Parallelhm 

Theory 
Basically, number parallelism of the type 'seven // eight' is a variant 
of the synonymous word-pair already discussed. Since no number 
can have a synonym 8 4 the only way to provide a corresponding 
component is to use a digit which is higher in value than the original. 
Normally the increase is by one, the next digit along the scale being 
chosen, as in '7 // 8' which = 7 // 7 + 1', or formulaically, 'n // n + 1'. 
For example Mic 5,4 

D"jn nyaty )>+>V UDpm then we will raise against him SEVEN shepherds, 
D I N ^d: rootyi EIGHT chiefs of men , 

where the value for 'n' is of course 'seven'.8 5 As will be seen, this type 
of numerical parallelism is by no means confined to Hebrew poetry. 

Occasionally the whole ratio is multiplied by the factor 10 to give 
'70 // 80'—or even by 11, to give '77 / / 88'. Examples are given 
below.8 6 Other variations, too, occur. 

Number parallelism in Ugaritic and Akkadian 
The 'graded numerical sequence' 8 7 or number parallelism is found 
in a number of languages including Sumerian and Aramaic. Here, in 
accordance with the practice followed in the rest of the book, 
examples will be given only for Ugaritic and Akkadian. 

84. Exceptions, and very rare exceptions at that, are the plural form D'JIP, 'two', and 
possibly D'-irw, 'a pair', if Shaffer, JAOS 99 (1979) 5, is correct concerning Gen 11,1. 

85. For translation cf. Cathcart, Bib 59 (1978) 38-48. 
86. Symbolically: 10 (n // n + 1) and 11 (n // n + 1). 
87. To use Haran's term; see Haran, 1972. 



Parallelism US 

From the Baal Epic comes the following couplet: 

'mk sb i glmk (Take) with you your seven 'pages', 
tmn hnzrk your eight 'boars ' , (CTA 5 v 9 8 8 ) 

and similarly in the Aqhat Tale (CTA 19 i 42-44) as well as 
elsewhere.89 

The same device is used in Akkadian incantations (rarely elsewhere): 

6 riksisina SIX are their bindings, 
7 pitrua SEVEN my loosenings. 9 0 

Hebrew 
Occurrences of the 'n // n + 1' pattern in Hebrew poetry are as 
follows: 

1 / / 2 Jgs 5,30; Dt 32,30; Ps 62,12; Job 33,24; 40,5; Sir 38,17. 
2 / / 3 Hos 6,2; Sir 23,16; 26,28; 50,25 (cf. Isa 17,6). 
3 / / 4 Am 1,3.6.9.11.13; 2,1.4.6; Prov 30,15.18.21.29; Sir 26,5. 
4 / / 5 Cf. Isa 17,6. 
6 / / 7 Job 5,19; Prov 6,16. 
7 / / 8 Mic 5,4; cf. Qoh 11,2. 
9/ /10 Sir 25,7. 

Origins and development of number parallelism 
As with other parallel word-pairs the 'n // n + 1' type apparently 
developed from such casual prose utterances as aw awtD PXftv, 'two 
or three eunuchs' (2 Kgs 9,32). Similar expressions occur in Ugaritic 
narrative poetry. 9 1 In poetry, the first number was then used in the 
first colon, the second in the second colon—an application of the 
process known as 'break-up of a stereotype phrase' (see BREAK-UP). 

Variations of the 'n // n + 1' pattern include multiplication by 
eleven, as in Gen 4,24 

TP Dp"1 DTimtP *3 For, SEVENFOLD is Cain avenged, 
Mint?! 0*V2V TD71 but Lantech, SEVENTY-SEVEN times, 

which has its equivalent in Ugaritic (CTA 4 vii 9-10): 

tt htm ahd V SIXTY-SIX cities did he seize, 
sb'm sb' pdr SEVENTY-SEVEN towns. 

88. For the precise meaning of this passage cf. Day, VT29 (1979) 143-151. 
89. See list in RSP 1,345. 
90. Maqlu IV 109—adduced by Gevirtz, Patterns, 21; see there for additional 

examples. 
91. ymymm, 'one day, two days' (C7V4 6 ii 26, etc.); ist istm, 'a fire, two fires' (2 i 32). 
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In Akkadian, instead, the multiplicand is ten, for example Gilg XI 
3OO-30T92: 

ana 20 fber] iksupu kusapa After T W E N T Y [double-hours] 
they broke off a bite, 

ana 30 her iskunu nubatta after T H I R T Y double-hours they 
encamped for the night. 

It is difficult to decide whether the word-pair 'a thousand // ten 
thousand' belongs here, or is simply lexical.93 It is used in Ugaritic, 
e.g.: 

alp kd yqh bhmr He took a T H O U S A N D pitchers of wine, 
rbt ymsk bmskh T E N T H O U S A N D he mixed in his mixture, 

and over a dozen times elsewhere.94 The word-pair occurs almost as 
often in Hebrew, e.g. Mic 6,7 

D T K "<thH2 ni!T rcrvrx Shall Yahweh be pleased with T H O U S A N D S of 
rams, 

jotr; vn: n m - a with T E N S O F T H O U S A N D S of oil-wadis? 

and Dt 32,30; Ps 91,7; Dt 33,17; Gen 24,60; Ps 68,18; etc. 9 5 

A further development was the extension of the numerical pair to a 
set of three using the formula n // n + 1 // 'all'. 9 6 Unfortunately, 
there are no clear examples of the 'pure' form,9 7 but one passage in 
Ugaritic and one in Hebrew use multiplicands. The first text in CTA 
12 ii 49-52: 

ksbi Isb'm ahhym[zah] His 77 brothers reach him, 
wtmnt Itmnym sr ahyh mzah his 88 siblings reach him, 
wmzah srylyh his kinsmen reach him.98 

92. Adduced by Gevirtz, 1973: 168; Patterns, 22. However, the text continues: '50 
"double-hours" they travelled the whole day' which shows that the numbers were 
added. See also 'the porters bring me ice from a distance of ten miles, even from twenty 
miles' {ARM I 21 r.10'). 

93. See the extensive discussion by Gevirtz, Patterns, 15-24. 
94. References in RSP 1,114, with bibliography. 
95. Also 1 Sm 18,7; 21,12; 29,5; 18,8—not always in the same sequence. 
96. Gevirtz: 1973,167-170. 
97. Except in prose: letters from Amarna (see preceding note) and Jer 36,23 (as 

'three . . . four . . . all'). 
98. Translation as by Gevirtz; the text is difficult. 
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and the other is Song 6,8. 

niŜ D non DW 60 queens are they, 
DtpyrB D̂ OEn 80 concubines, 

I S DO J'K niD'jn girls without number. 

Comparison between Hebrew and other poetic traditions 
Although number parallelism of the types presented above occurs in 
many poetic traditions, some of them ancient, 1 0 0 there are differences 
which cannot be ignored. As has been seen, both Ugaritic and 
Hebrew poetry use numerical parallelism extensively and in a wide 
variety of forms. (A glance at the list given above shows that only the 
sets '5 // 6' and '8 // 9' are missing.) By contrast, the graded 
numerical sequence is very rare in Akkadian poetry and is almost 
exclusively used in incantations. This may be due to chance, but such 
an explanation does not account for the complete absence of the 
device in the long Epic of Erra and its extreme rarity in the 12-tablet 
Epic of Gilgamesh. On the other hand, since magic and numbers 
tend to go hand in hand, the presence of numerical word-pairs in 
incantations is not surprising. On the whole, then, Ugaritic and 
Hebrew poetry share a common tradition in this regard and are to be 
distinguished from Akkadian versification. 

Functions and meaning of the device 
Generally speaking, the graded numerical sequence provides a frame 
within which a list of items can be given. This helps disparate items 
to form a coordinated whole. Numerical word-pairs, too, share the 
functions of the synonymous word-pair (dealt with elsewhere) and 
overlap, to a certain extent, with gender parallelism. 

It is not always clear what meaning should be attached to the 
members of a graded numerical sequence, whether considered singly 
or as a complete unit. In prose texts, in expressions such as 'Nor is 
this work for one day or two' (Neh 10,13) an indefinite number is 
obviously intended. In other passages, though, a precise figure is 
meant, as in Ex 20,5 'I punish the children for the sins of the fathers 
to the third and fourth generations of those who hate me'. Further, as 
with word-pairs in general, the intended meaning may be restricted 

99. See Watson, Or 45 (1976) 434 n.3. For a neo-Assyrian parallel cf. Sasson,Maarav 
1/2 (1979) 195, who cites an oracle concerning Esarhaddon (ANET, 450, lines 12-16). 

100. Notably Sumerian, Hittite and Aramaic. 
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to either member of the pair. 1 0 1 Finally, a climactic sequence may 
be operative. These meanings and functions will now be illustrated. 

—Indefinite number. 

O'D^D UTV After two days he will revive us , 
UDP" 'E^Em DV3 on the third day he will raise us up . (Hos 6,2) 

Cf. Sir 38,17 (sequential use of word-pair) and Qoh 11,2 (ditto). 
—Only one number of the pair intended. Examples of the first 

number (n) only being intended include Mic 5,4 (cited above), Job 
33,14 and Ps 62,12. Examples of the second number (n + 1) only 
being intended can be subsumed under the heading 'enumeration' 
(see immediately). 

—For enumeration. These texts are almost completely confined to 
Prov and Sir (and perhaps Am 1-2). For example, Sir 50,25f: 

T*B3 nsp DIJ W TWO nations I detest, 
OS uTN nirr 'Wrn and the THIRD is no nation at all: 
PBr?Bl Vl?fc> OfcT (1) the inhabitants of (Mount) Seir, 

(2) and the Philistines, 
D3"£*3 -HP. 7i: I J I (3) and the senseless folk living at Shechem. 

—For climactic effect. In most of the enumerations, it is the last 
item which is the focus of attention since it comprises the climax of 
the series. For instance, Prov 30,18-20: 

"ino POP! 7\VhV Three things are too wonderful for me, 
DTim- Mb »a-ini four I do not understand: 
D"0»3 "\mn TVi (1) the way of a vulture in the sky; 
113 "by Wti 1TI (2) the way of a serpent on a rock; 
a> a*73 n"JN Tin (3) the way of a ship out at sea; 
r\abV2 13J "nm (4) and the way of a man with a maiden. 

The three 'ways' listed simply lead up to the principal paradox under 
inspection here, namely the attraction of the sexes. Other examples 
are Job 5,19-20; Prov 30,15-16; 30,21-23; 30,29-30; 6,16; Sir 23,16; 
26,28; 25,7-10; 26,5-6 and Am 1-2. 

Other passages use numerical parallelism to denote abundance, 
e.g.Jgs 5,30: 

bbv l p ' j r r 1N3D- tfrn They must be finding spoil, 
taking their shares, 

133 VRib DTiom Dm a wench, two wenches to each warrior, 

101. See Haran: 1972. 



Parallelism 149 

H-iD^'? C I O * booty of dyed stuffs for Sisera, 
D'MS "rtW booty of dyed stuffs: 
1?33 HDpT one length of striped stuff, 

bhw "INIX1: D T O p l two lengths, for the spoiler's neck. 

Just as a man needs only one 'wench', so his neck needs only one 
length of cloth—the number sequence here conveys the image of 
plenty of spoil. Note the combined use of two sets of number 
parallelism in Dt 32,20. 

For study 
What functions can be assigned to number parallelism in Mic 6,7; 
Ps 62,12; Sir 38,17? Provide an explanation for the clustering of this 
pattern in Prov 30 and Sir 26 and compare its use in Am 1-2. What 
function is evident in Sir 25,7-11 (9-15)? 

Cross-references 
STANZA, WORD-PAIR. 
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6.5 Staircase Parallelism 

Definition 
Staircase parallelism, as its name implies 1 0 2 is a form of couplet (or 
tricolon) which proceeds in steps. For example, 

'JIN miD Turn aside, O sir, 
"bH m iD turn aside towards me. (Jgs 4,18) 

A sentence is started, only to be interrupted by an epithet or vocative. 
The sentence is then resumed from the beginning again, without the 
intervening epithet, to be completed in the second or third line. 
Three components, then, go to make up the pattern: 

1 the repeated element: 'turn aside' (miD) ; 
2 the intervening element: 'O sir' ("JIN); 
3 the complementary element: 'towards me' O'w). 

As will be seen, there are more complex cases, but the components 
remain basically the same. 

Comparison with kindred patterns 
Some confusion is possible with related poetic patterns such as the 
'pivot pattern' and the terrace. Similar, too, are the afca-monocolon 
and simple anaphora (see REPETITION). The differences are best 
illustrated by a simple diagram: 

staircase parallelism 

pivot terrace aba-monocolon 

Typology 
Staircase parallelism occurs comparatively often in Ugaritic verse, 
and some forty to fifty examples have been identified in Hebrew. 

102. The term 'staircase parallelism' has been adopted here, following Greenstein 
and Cohen. Other designations are 'climactic parallelism', 'repetitive parallelism' used 
by Albright and others. Loewenstamm coined the expression 'expanded colon', but this 
is to be rejected both for its unwanted medical overtones and for its vagueness. Another 
possible designation is 'incremental repetition', on which see F.B. Gummere, The 
Popular Ballad (London, 1907) 117-134 and passim. 



Parallelism 151 

Strangely, the pattern has not yet turned up in Mesopotamian 
poetry, 1 0 3 suggesting it to be 'Canaanite' in origin. 

Two main types can be differentiated: 2-line and 3-line staircase 
parallelism. It is not certain which evolved from which. 1 0 4 

—Two-line staircase parallelism is a self-contained unit, as in the 
Ugaritic example 

ytb ly tr il[aby] Turn to me, Bull El, my father, 
ytb ly win [atb] turn to me, and to him will I turn. 

(CTA 3E iv 7 - 8 1 0 5 ) 

It occurs some twenty times in Hebrew, 1 0 6 for instance: 

7tciW rVriro 'DIE* Return, O Virgin Israel, 
rfw - p r 7H •OIK* return to these your cities. (Jer 31,21) 

The fact that it can be used as a refrain (see below) is argument 
enough that the unit is a bicolon and not part of a tricolon. 

—Three-line staircase parallelism, a pattern common in both 
Ugaritic and Hebrew; so 

p'bd an 'nn atrt Am I a slave, then, Athirat's menial? 
p'bd ank ahd ult Am I a slave, then, handling the trowel? 
hm amt atrt tlbn Ibnt Athirat's slave-girl making the bricks? 

{CTA 4 iv 5 9 - 6 2 1 0 7 ) 

and 

D-rfrN D'D IINT When the waters saw you, God, 
V?TP D'D "PN1 when the waters saw you they trembled, 

m»nn I U T *\n even the deeps shook in fear. (Ps 7 7 , 1 7 1 0 8 ) 

Other typologies have been proposed but they do not need to be 
discussed here. 1 0 9 

103. An Arabic example may be identifiable. The occurrence of the verse-pattern in 
the Egyptian story of the Shipwrecked Sailor has been construed as a Canaanitism: see 
van Selms, UF 3 (1971) 251; also O'Callaghan, Or 21 (1952) 39 and n.l . 

104. Loewenstamm would argue that the simpler form became more complex; 
Greenstein doubts this. Such problems do not affect the matter in hand which is largely 
to do with form and function. 

105. See the quasi-parallel passage CTA 17 vi 42. No other examples occur. 
106. Ex 15,6-7a.ll.l6; Jgs 4,18 (quoted above); 5,3.12.30; 15,16; Pss 67,4 (= 6); 

94,1.3; 124,1-2; 129,1-2; Song 4,8; 5,9; 7,1; Lam 4,15; Qoh 1,2. 
107. See Watson, VF 9 (1977) 284, and for the translation CML, 60. 
108. As translated by Dahood, Psalms II, 224.231-232. 
109. Loewenstamm distinguishes three types: 1. those where 'the first colon requires 
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Characteristics of the pattern 
Most of the characteristics of staircase parallelism occur in both 
Ugaritic and Hebrew (except for one); 1 1 0 accordingly, only Hebrew 
examples will be set out in illustration. 

—3-fold repetition of same word 

"|J>3 1J3 DPta Otti Oracle of Balaam, son of Beor, 
]"Vn DDK? nsjn DWI oracle of the warrior, with perfect eye, 

"?N nDN VOV DM oracle of a listener to El's sayings. 
(Nb 24,3 [ = 24,15]) 

Similarly: Pss 29,1-2 (un); 96,7-9 (an); Sir 31,13 (nsn); cf. Prov 31,2; 
Song 6,9. 1 U 

—Ellipsis: often the expected repetition of the initial word in the 
third line is missing, but is evidently understood as being present: 

"WID1? D-Ŝ D1? "?N It is not for kings, Lemuel, 
p lntv D ^ D 1 ? "?N it is not for kings to drink wine, 

n3E? IK O'JHi'yi and (it is not) for chieftains to crave liquor. 
(Prov 31,4) 

Likewise: Gen 49,22 (discussed below); Pss 29,7-8 (see below); 92,10 
and Song 4,9. 1 1 2 Recognition of this feature can lead to a correct 
understanding of a difficult verse, as will be seen. Ellipsis is also 
operative in the last line of two-line staircase parallelism: 

a complement by the very nature of its grammatical structure' (Ex 15,6; Ps 29,1; etc.); 2. 
those where a complement is required by the context only (Jgs 5,12; Isa 26,15; etc.); 3. 
those with two parallel and complete cola (Ex 15,16; Jgs 5,7). 

Greenstein proceeds from the findings of psycholinguistics and proposes three kinds 
of staircase parallelism: 1. suspended analysis, where the listener does not analyse the 
sentence until it has been completed (Ps 93,7; Hab 3,8); 2. re-analysis: once the full 
sentence has been heard, the listener corrects his analysis of the first part (Pss 77,17; 
92,10); and 3. additive, when a clause or phrase is added to the first colon without 
involving syntactical change (Ex 15,11; Song 4,9). For the debate between these two 
scholars see the bibliography. 

110. Namely, the use of this pattern in combination with the terrace, as in CTA 3 v 27-
29; 10 ii 13-15.21-23.26-28; KTU 1.161 20-22; etc. 

111. Ugaritic examples: CTA 2 iv 8-9; 4 iv-v 112-119; 17 i 12-16 (cf. v 37-38); Ugar. 5 7 
70-71. 

112. This feature was recognised by Gevirtz, HUCA 46 (1975) 40-41. Ugaritic texts: 
CTA 14 i 21-25; 16 vi 54-57; 17 vi 26-28; Ugar 5 7 71-72; cf. CTA 6 i 63-65. For a differ
ent translation of the passage given as an example cf. D.T. Tsumura, T h e Vetiuve Particle 
<N and the Poetic Structure of Proverbs 31:4', AjfBI 4 (1978) 23-31. He prefers: '(Let 
there be) not for kings, O Lemuel, (Let there be) not for kings (any) drinking of wine, 
Yea, for rulers (let there be) no (drinking of) strong drink'. 
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m m TiDptf 11? Until you arose, Deborah, 
"wnETO DN TiDptf (until) you arose as a mother in Israel. (Jgs 5,7) 

Note ellipsis of the third word ('among the gods') in the second colon 
of Ex 15,11. 

—Variation: already in Ugaritic there is a tendency to move away 
from rigid adherence to a standard pattern; for instance, instead of 
simply repeating the same initial word in the last line, a parallel word 
is used: 

aft tqh ykrt The wife you take, O Keret, 
att tqh btk the wife you take into your house, 
glmt ts'rb hzrk the wench you introduce into your court. 

(CTA 15 ii 21-23 1 1 3 ) 

In Hebrew, the same word may be used but with either the tense 
altered, or the mood: 

m w Awake, my inmost being, 
-ilJDl 72in mil? Awake, with harp and lyre, 

i n c n nT2?N Let me wake up the dawn! (Ps 57,9) 

Also Ps 93,3. 
Synonyms are used more often in Hebrew, as in 

av:2 nro-n -pn T>n run 
nay utppai m n rua run 

Whither has gone your love, O fairest among women, 
Whither has turned your love, that we may look for him with you? 

(Song 6,1) 

This example illustrates an additional tendency in Hebrew: the lines 
become quite long; this is evident from Pss 124,1-2; 129,1-2; Song 
5,9. 

—Clustering: the tendency for several examples of the pattern to 
occur in the same poem, even consecutively, is evident in Ugaritic 
{CTA 10) and seems to have run over into Hebrew: Ps 94,1 and 3; 
Song 4,8-9. 

Functions 
In Ugaritic, staircase parallelism is used to open a speech, comprising 

113. Also CTA 6 iii-iv 25-27 and 4 iv 59-62 (cited above). 
114. CTA 2 i 36-37; 3E v 27-29; 4 iv-v 59-62; etc. Note, however, texts such as 6 i 63-64 

which open action rather than speech. 
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either the actual opening lines, or following immediately after an 
introductory couplet. 1 1 4 In general this accords with the effect of the 
pattern which is to increase tension in the listener. 1 1 5 Once his 
attention and curiosity have been aroused by the incomplete nature 
of the first line, the listener feels compelled to learn the outcome. 

In Hebrew, this speech-opening function is operative in much the 
same way. It has been extended, besides, to fulfil two other functions: 
it can close a section of poetry and it can act as a refrain. This 
extension is easily explained as an application of the segmenting 
character of staircase parallelism. These three main functions will 
now be looked at, with examples. 

—To open a section. The longest section in Gen 49 opens at v. 22 
with staircase parallelism; the whole book of Qohelet begins: 

nbnp ION D,(?an ban Utter futility, says Qoheleth, 
ban ban o.'ban ban Utter futility; all is futility! 

Likewise: Nb 24,3 (= 5); Jgs 5,12; Hos 9,1; Pss 29,1-2.7-8; 77,17; 
94,1; 96,7-9; 124,1-2; 129,1-2; Prov 31,4; Song 7,1. A sub-category of 
this function is staircase parallelism as speech-opener: Jgs 4,18; 5,3; 
Lam 4,15. 

—To close a section. Here belong Jgs 5,30; Hos 12,6; this function 
is unknown in Ugaritic. See, also, Qph 12,8. 

—As a refrain. In Ex 15 the pattern is used as a variant refrain 
three times: vv. 6-7a.ll and 16. It occurs twice, unchanged, in Ps 67 

D'nbN D'OS? "|HV The peoples praise you, God, 
Dba n'BV i n v the peoples praise you with their t o o l . 1 1 6 

The value of recognising this pattern 
Recognition of staircase parallelism can assist the segmentation of a 
poem into stanzas: its main function, as has been seen, is as a stanza-
marker. This is true of it even when used as a refrain. At a lower 
level, it can determine the correct stichometry of a strophe. An 
example is Ps 17,14: 

mn" -|T DnDD Slay them with your hand, O Yahweh, 
TbnD nnDO Slay them from the earth, 
n^na Dpbn Make them perish from the land of the living. 

115. As expounded by both Loewenstamm, and with more detail, Greenstein. 
116. For the meaning of Heb. kl cf. Akk. kullu, 'hoe', here perhaps an allusion to 'our 

plough' in v. 1. 
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This version by Dahood 1 1 7 contrasts with RSV: '(Deliver my life) 
from men by thy hand, O Lord, from men whose portion in life is of 
the world'—which is a couplet. See also Pss 57,9 (cited above); 124,1-
2 and 129,1-2 (couplets, not tricola); etc. 

Prose can be distinguished from poetry, e.g. Jgs 4,18. In Jgs 5,3 the 
particle 7 is shown to be vocative: 

mn*> "iJN I, O Yahweh, 
r r W N I will sing. 

Since ellipsis is a feature of staircase parallelism, certain passages 
become intelligible, once this is adverted to. Gevirtz has explained 
Gen 49,22 by positing the ellipsis of 'son of in the last line, as in 
comparable Ugaritic passages: 

*!DV m s p Son of a wild she-ass is Joseph, 
TV S7V m s p Son of a wild she-ass at a fountain, 

7W +19 rr\Vt n u n (Son of) wild asses by a (?) w e l l . 1 1 8 

Note, further, Hab 3,8, with ellipsis of the verb rnn, as part of the 
stock expression "IN rnn, 'to burn with anger', occurring in the second 
line, 1 1 9 and by extension, the third. 

n v r n i n D"inJ3n Against the rivers was kindled, Yahweh, 
T,DN D'nnja DH Against the streams (was kindled) your anger, 

TP"i3P D P DN Or against the sea, your wrath? 

Finally, Ps 29,7-8 can be better understood once ellipsis is seen to 
operate in the third and last cola and, perhaps more importantly, 
once the phrase '(who) cleaves with fiery flame' is understood as 
referring to Yahweh, and not to 'the voice of Yahweh'. 1 2 0 The 
resulting version is: 

VH nun's3Xn mn* 71p The voice of Yahweh, who cleaves with fiery flame, 
"DID "TTP n w "Tip The voice of Yahweh convulses the steppe, 

BHp nann mr\" TTf (The voice of) Yahweh convulses the steppe of Qadesh, 
nr>K TTlff* n w "?p The voice of Yahweh makes hinds writhe, 

n i i y (The voice of Yahweh) strips forests. 

117. Dahood, Psalms 7,98-99. 
118. For details see Gevirtz, HVCA 46 (1975) 33-49. 
119. Note the variations of the interrogative particles. 
120. In the same way in Ex 15,6-7a 'might in strength' refers not to the divine hand, 

but to God himself; cf. Cohen: 1975, 13-17. 
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For study 
'Now these [i.e. forms of staircase parallelism], and other repetitions, 
may be mere variations on a single principle, though the peculiar 
prominence of the interruptive vocative suggests this may indeed 
have been a particular type, a sort of formula (but note the use of 
interruptive vocatives without repetition, as in Psalms 50:22,127:2). 
However, it is probably unwise to see this formula as the archetype 
from which the others "developed", as one writer [Loewenstamm: 
1969] has proposed. Indeed, the whole notion of an "original" form of 
repetitive parallelism is highly questionable.' In the light of the 
foregoing discussion, is this quote from Kugel, Idea, 36, at all valid? 

Cross-references 
MONOCOLON, PIVOT, REPETITION, TERRACE-PATTERN, TRICOLON. 
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6.6 Other Types of Parallelism 

There is no space to consider more than briefly four other forms of 
parallelism. They are synonymous-sequential, noun-verb, vertical 
and 'Janus' parallelism. 
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Synonymous-sequential parallelism 
In this form of parallelism, identified by Miller, 1 2 1 there is 

a quite explicit combination of parallel and non-parallel elements, 
or more specifically, cola, in which some elements are synony
mously parallel and some are sequential or continuous with one 
another. 

For example, Mic 7,3 can be set out in the following way: 

continuous - parallel parallel - continuous 
iNO IBM The prince asks 

DlbEO BBtSTil and the judge for a payment. 

Pss 18,42; 19,15; 22,22; 77,2; 88,2; 135,5 and 136,7-15 follow the 
same pattern. 1 2 2 

Noun-verb parallelism 
Finite verbs can function as parallel members to nouns in classical 
Hebrew, which is not surprising in view of widespread nominalisation 
in this language. Grossberg first recognised noun-verb parallelism in 
Hebrew poetry 1 2 3 and according to him there are three sub-types. 
The first follows the pattern construct + genitive // construct + finite 
verb as in Job 29,2: 

Dip TliO "MP' "© Would that I were in the months of an earlier 
time, 

"SiOVT mbN ,0"'3 in the days of'God-watched-over-me', 

where the clause in quotes is equivalent to a nominal clause. Also Isa 
57,3; 58,5; Job 18,21. Sub-type two is equally symmetrical: preposition 
+ noun // preposition + finite verb, exemplified by Jer 2,8: 

"5»33 D W a i m The prophets prophesied by Baal, 
13bn r?»V Kb "nriNl and after 'they-do-not-avaiP they went. 

As Grossberg points out, the last line is in fact climactic to a five-
line strophe (or pentacolon) which 'varies from the pattern established 
in the first four'. 1 2 4 Sub-type three of noun-verb parallelism consists 

121. P.D. Miller, 'Synonymous-Sequential Parallelism in the Psalms',B>* 61 (1980) 
256-260. See section 11.3 on BREAK-UP. 

122. A Ugaritic example may be CTA 2 i 18-19. An inverted form of the pattern 
occurs in Ps 18,42. 

123. D. Grossberg, 'Noun/Verb Parallelism: Syntactic or Asyntactic?' JBL 99 (1980) 
481-488. 

124. Grossberg: 1980, 486. Also Ez 13,3 and Ps 71,18. All the examples mentioned 
in this paragraph are his. 
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of an infinitive or participle in parallelism with a finite verb. So, in 
Prov 2,16 

m t niPND "p^rD To save you from the foreign woman, 
n p ^ n n rrnoN m a j o from a stranger 'who-made-smooth-her-words', 

the final verb functions as a noun. Similar are Am 5,12; Mai 2,16; Ps 
144,2 and Prov 2,17. Other patterns are preposition + noun + noun // 

preposition + noun + verb (Isa 51,2); imperative + noun + noun // 
imperative + verb (Isa 54,1) and adverb + verb + noun // adverb + 
verb + verb (Song 8,5). See, too, Jer 2,27. 

Vertical parallelism 
In vertically parallel lines, 1 2 5 usually extended beyond the couplet, 
the correspondence between components is up and down rather than 
across as is the norm. Vertical parallelism is present in 2 Sm 1,23 

j n r m Saul and Jonathan, 
DDTJPH D'Dnwn most loved and most pleasant, 

DniDat OiTTa in their life and in their death 
VT1BJ were not separated. 

Schematically, the first three lines can be set out as 

and the like. The pattern is used elsewhere (Jer 1,10; 2,19; 2,26b; 
3,24cd; 5,17; 8,16; Hos 3,4; Ps 135,6) as well as in Ugaritic. The 
clearest example is Ugar 5 2,3-4: 

See, too, CTA 23:51-52 and 17 vi 30-32. There is some overlap with 
the LIST (on which see 12.2). 

a a' 
b b' 
c c' 

instead of the more usual 

a b c 
a' b' c' 

dysr wydmr 
bknr wtlb 
btp wmsltm 

Who sings and chants 
to lyre and flute, 
to tympanum and cymbals. 

125. For the term see Watson, Bib 61 (1980) 582 (review of Collins, Line-forms). 
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'Janus' parallelism 
As Gordon notes: 

One kind of parallelism is quite ingenious, for it hinges on the use 
of a single word with two entirely different meanings: one meaning 
paralleling what precedes, and the other meaning, what fo l lows . 1 2 6 

Illustration comes from Ugaritic (CTA 3B ii 24-26): 

mid tmthsn wt 'n Hard did she fight and look; 
thtsb wthdy 'nt do battle and GLOAT did Anath; 
tgdd kbdh bshq her belly swelled with laughter, 
ymlu Ibh bsmht her heart was filled with happiness. 

The verb hdy, 'to gaze', in the second line is parallel with 'ny, 'to see', 
of the opening line; at the same time—with the meaning 'to rejoice'— 
it is parallel with the final two lines of the quatrain. 1 2 7 Since it faces 
both ways, hdy here is in Janus parallelism within these lines. 
Examples in Hebrew include Gen 49 v26, 1 2 8 Job 9,25, 1 2 9 Song 2,12 
andjer 2,14-15: 

Ttner nayn Is Israel a slave? 
Kin rva y*y an Is he a house-boy? 

T31? n-n PHD Why has he become SPOIL? 
a n s a U«a» 1VV Over him do roar cubs 

Dblp una (and) give out their growl. 

Here la means 'contempt' in retrospect, but prospectively must mean 
•prey'. 1 3 0 

126. Gordon, BASP 15 (1978) 59; cf. Gordon, JAOS 100 (1980) 356 (both are 
comments on Song 2,12, on which see 13.4, below). 

127. For further details cf. Watson, VT 31 (1981) 94. For the translation 'belly' of*M 
cf. Gevirtz, tfl/Ctf 52 (1981) 101-110. 

128. G. Rendsburg, 'Janus Parallelism in Gen 49:26', JBL 99 (1980) 291-293; the 
two-way expression there means both 'my progenitors of old' and mountains of old'. 
See, too, W. Herzberg, Polysemy in the Hebrew Bible (Diss., New York, 1979) in 
DissAbsInt 40 (1979-80) 2631f-A. Also, G. Rendsburg, 'Double Polysemy in Genesis 
49:6 and Job 3:6', CBQ 44 (1982) 48-51. 

129. E. Zurro, 'Disemia debrh y paralelismo bifronte en Job 9,25',Bi'fc 62 (1981) 546-
547. 

130. Perhaps the original (regional or dialect) pronunciation has been obscured in 
MT. For other types of parallelism cf. A. Berlin, 'Grammatical Aspects of Biblical 
Parallelism', HUCA 50 (1979) 17-43. 
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STANZA AND STROPHE 

7.1 The Stanza 

Introduction 
One of the problems inherent in discussions of whether or not there 
are strophes or stanzas in Hebrew poetry (or, for that matter, in 
Ugaritic and Akkadian) concerns terminology. Different scholars use 
the same terms to mean different things, some referring to a major 
subdivision in a poem as a 'strophe', others as a 'stanza'. The result 
has been that these terms have become almost interchangeable, 
adding to the confusion. Accordingly, exact definitions are a necessary 
preliminary so that, at the outset, we know what we are talking 
about. Another source of confusion is the preconception (based on 
Greek classical poetry) that the structure of strophes and stanzas has 
to be regular. It would seem that the poets we are considering had a 
greater degree of freedom in this matter; once that is conceded a great 
deal of misunderstanding can be removed at one go. (Ultimately, this 
aspect too is a question of terminology: should one refer to irregularly 
structured blocks of verse as strophes and stanzas or not? If the 
answer is yes, then we can carry on from there.) 

Before setting out the appropriate definitions a few words are in 
order concerning recent research on the stanza. The most valuable 
study to date (and one of the most recent) is undoubtedly E. 
Haublein's The Stanza, a short, clearly written book with a useful, 
annotated bibliography which develops ideas first set out in Smith's 
work on closure.1 The only comprehensive survey for Hebrew 
(Semitic) poetry remains Kraft's 1938 monograph2 which he partially 

1. Smith, Closure. 
2. Kraft: 1938. See note 4. 
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updated with a discussion of the stanza in Ugaritic.3 There have 
been other, sporadic studies (see bibliography), the most significant 
being de Moor's pioneering paper 4 to which fuller reference will be 
made later. 

Definitions 
The stanza is a subunit within a poem, and a strophe is a subunit 
within a stanza. This is the basic principle underlying the definitions 
to be set out, the axiom from which further explanations derive. A 
poem can be considered as the starting-point (or unit); within that 
unit are one, two, three or more stanzas which comprise the poem as 
a whole. And each stanza, in its turn, is made up of strophes (and, of 
course, the strophes consist of varying numbers of verse-lines). A 
diagram will make this clear: 

POEM = 

STANZA I = 
strophe 1 

STANZA I = strophe 2 STANZA I = 
strophe 3 

STANZA II = strophe 1 STANZA II = strophe 2 

STANZA III — 

strophe 1 

STANZA III — strophe 2 
STANZA III — 

strophe 3 STANZA III — 

strophe 4 

The stanza can be broadly defined as a subdivision of a poem—or 
better, a major subdivision of a poem—which comprises one or more 
strophes. Intentionally, the aspect of regularity is omitted from the 
definition; it is not excluded nor yet is it prescribed. From the range 
of definitions surveyed by Haublein,5 his own is perhaps the best: 
The Italian etymology (a room of a house) implies that stanzas are 

3. CJ?. Kraft, "Some Further Observations Concerning the Strophic Structure in 
Hebrew Poetry', Hobbs FS, 62-89. 

4. De Moor, UF10 (1978) 187-217; note his remarks on regularity, 196-197. Van der 
Lugt, Strofische Structuren, only became available after the present work was in its final 
stages. 

5. Haublein, Stanza, 1-17. 
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subordinate units within the more comprehensive unity of the whole 
poem'.6 

If this analogy is insisted on, then stanza = room and poem = 
house; it follows that stanzas can all have the same form (correspond
ing to a house constructed of totally uniform rooms), or can have 
varying shapes and sizes. In other words, stanzas can be regular, but 
need not be. 

The strophe is a group of one or more lines forming a subdivision of 
a stanza.7 Extending the analogy already referred to: poem = house; 
stanza = room; strophe = furniture. Again, every room may contain 
exactly the same furniture arranged in precisely identical patterns, 
but this is not always the case. Similarly, every strophe may consist, 
let us say, of three lines, with no deviations from that norm. It is just 
as likely, though, in ancient Semitic poetry, that each strophe can 
number a different set of lines. 

Once it is agreed that regularity is not a necessary factor in either 
the stanza or the strophe (just as a poem can be made up of an 
arbitrary number of stanzas) then a great deal of confusion is 
removed. One other cause for misunderstanding must now be 
removed. It is simply this: a poem can comprise any number of 
stanzas, the minimum therefore being one. And, in a one-stanza 
poem, the major subdivisions are strophes, not stanzas. Similarly, a 
stanza can consist of a single strophe—so that for that poem, that 
particular stanza = a strophe (strophe and stanza are identified). 
This is a major difficulty in analyzing poetry since no hard and fast 
rules can be given (precisely because regularity has been excluded 
from our definitions). Some examples may point the way to correct 
analysis. 

As part of an 8-stanza poem, Am 1,13-15 is a stanza which 
comprises an introductory monocolon, two quatrains, a closing 
tricolon and another monocolon (which may be additional), in all 
four or five strophes: 

6. Haublein, Stanza, 5, following Samuel Johnson. For the equivalent terms 'batch' 
and 'stave', see O'Connor, Structure, 529-533 and 527-528. According to Krahmalkov, 
RSF 3 (1975) 197, the corresponding term in Phoenician is bt, 'house'—a tradition 
preserved in later Hebrew. 

7. The word strophe is Greek for "turn': after completing a strophe, the poet goes 
back to the beginning and starts another one (cf. Haublein,Srcmsa, 4, quoting J .P. Titz). 
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13 m m DM ro ( 1 ) So says Yahweh : 

14 

15 

por-oa vers iKTrcrt? 
tiTVK Mb nyaiN bsn 
nybjn nnn orpa by 

nbuj-PM a m n irob 

nan noma 2>N m s m 
mrrJOiN nbaMi 

nonbo ora ni ' inna 
nsiD o r a nsoa 

n r o a Dabo nbm 
n m mvr. Min 

(2) For three crimes of the Ammonites 
and for four 111 not reprieve him: 
for their invading of Gilead's slopes 
to enlarge their territory. 

(3) I will make Rabbah's wall blaze with fire 
and it will consume its palaces, 
during the shout on battle-day, 
during a whirlwind in a stormy day. 

(4) Their king will march into exile, 
he and his officers together. 

mm -IOM (5) Says Yahweh. 

By contrast, Ps 117 is a one-stanza poem and Isa 12 is in fact a set of 
three poems (vv. 1-3; 4-5a and 5b-6). 

Dividing poems into stanzas 
It is generally agreed that (a) stanza division tends to be based on 
content, (b) that there are certain stanza-markers showing where 
stanzas begin and/or end (see presently) and (c) there are no hard 
and fast rules which can be applied. It is, to some extent, a matter of 
feel. 

The broad divisions of poetic texts can be fairly easily determined 
by seeing where the subject matter changes. For example, in Gen 49 
and Dt 33 the stanza division coincides with the sequence of oracles 
concerning Reuben, Judah, Levi, Benjamin and so on. Evidently 
there is no fixed length for a stanza since, for example, two lines are 
enough for Reuben (Dt 33,6) while Joseph is worth some twenty (Dt 
33,13-17). 

Stanza-markers include the following: 
The most obvious is the refrain since it breaks up a poem into 

groups of strophes (i.e. stanzas); for example, Ps 67 where the refrain 
repeated in v. 4 and v. 6 indicates the stanza division to be: 

I w .2 -3 
II 5 

III 7. 

Also, Job 28; for a fuller discussion see section on REFRAIN. 
Certain acrostic poems can be divided into stanzas with no 

difficulty, the classic instance being Ps 119 with its unmistakable 
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division of 22 eight-line stanzas; for further details, see A C R O S T I C S . 

Keywords, too, can indicate where stanza division occurs—a topic 
dealt with in the section on K E Y W O R D S . Cf. Mic 7,8-10. 

The use of certain particles such as r u n , 'See!', " 3 , 'For, because', 
p 1 ? , Therefore', and the like can confirm that a particular stanza 
division is probably correct. In themselves, though, they are not 
independent markers. 

Gender patterns can also help to mark off a poem into stanzas, e.g. 
Jgs 9; Jer 2,2-3« and Mic 7,8-10. 

An overall chiastic or concentric pattern very often closes off a set 
of strophes as a stanza—examples: see the paragraph on C H I A S M U S . 

Introductory formulae such as mn" I D « n s , "This is what Yahweh 
said' (e.g. Isa 56,1) or nin* D M , 'Oracle of Yahweh' (e.g. Jer 5,9) and 
the frequent wnrt DT>3 n"m, 'What will happen on that day is . . . '— 
whether used singly or in combination (cf. Jer 4,9) and even if later 
editorial insertions—can help show where major structural segments 
are demarcated. Of course, such formulae can also indicate stanza 
closure (see presently). 

Another way that stanza segmentation is shown is by change of 
speaker as in Ps 24 where question and response alternate throughout. 
Mere change of speaker is not enough, though, to be a guide for 
dividing a poem into stanzas as is evident from the book of Job where 
each speaker has a poem (or set of poems) to himself, and within 
these poems there is the possibility of further subdivision (into 
stanzas). 

Particular strophic patterns also help in determining where stanzas 
begin and/or end; examples are the tricolon, the pivot-patterned 
couplet, chiastic strophes—or, generally speaking, a change in the 
dominant strophic pattern of a stanza. (See appropriate sections for 
details and examples.) 

Stanzaic unity: opening and closure 
The stanza is a self-contained unit on its own, but it is, at the same 
time, part of a larger whole: the poem. Here, the stanza will first be 
looked at as a semi-independent unit; the next paragraph will discuss 
its relationship to the poem (and, of course, the relationship of stanza 
to stanza within a poem). 

A stanza can be considered as a miniature poem, with an opening, 

8. W.G.E. Watson, 'Symmetry of Stanza in Jer 2,2b-3\ JSOT 19 (1981) 107-110. 
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a central section and a closing section. Evidently, the middle part of a 
stanza is peculiar to that stanza, but both opening and closing 
components tend to have certain common characteristics. Some of 
these have already been outlined, briefly, in the foregoing paragraph 
and what has been said will not be repeated. 

A stanza may open by arousing interest: this can be effected by 
posing a question or setting out a hypothetical case. An example is 
Jer 3,1 

i n w n x nfvtr }n If a man divorces his wife. 

See further Jer 18,13; Pss 74,1 and 10-11. 
Another method of starting a stanza is to imply precisely that: a 

start or a beginning, for example, Jer 1,17; 10,17.22; 49,28b.30.31 and 
Job 6,8; 4,12: 

121^Nl And to me a word came stealthily, 
injO fOB? 'JTN npm and my ear caught its whisper. 

Similarly, a stanza may close in a variety of ways: with a quotation 
or saying (Hos 13,2; Joel 2,17; Job 4,21); with a line that is extra long 
(Nah 2,14) or extremely short (Nah 2,1); by referring to finality in 
some way (Job 4,11.21); by change of speaker (Song 6,1.2-3.4-8; etc.) 
and so on. Many of these devices also serve to close a poem (see 
CLOSURE) and can co-occur. Structural devices such as chiasmus, 
envelope figure, refrain, acrostics are considered elsewhere.9 

Stanzaic mobility 
In some poems the sequence of stanzas is unalterable for one reason 
or for several. For example, in the blasons (descriptions of lover's 
body) that occur so often in Song, the arrangement of topics is pre
determined by the set order 'head to toe' (e.g. Song 4,1-7: eyes, hair, 
teeth, lips, mouth, brow, neck, breasts, vulva). In other poems, the 
arrangement of stanzas depends on the development of a theme (Jer 
14,17-22) or on ancient history (Ps 105). Often enough, though, the 
stanzas are practically interchangeable—or, at the very least, the 

9. 'Features of stanzaic closure may impress the reader more strongly than openings 
because they delimit stanzas ex posteriori. It is essential to realize that retrospective 
patterning is not only performed between several stanzas but also within individual 
stanzas . . . The fact, however, that stanzaic closure does involve retrospection explains 
the predominance of terminal over initial devices, although some of them may occur in 
both functions' (Haublein, Stanza, 53). 
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sequence handed down to us is not immutable. The classic and most 
obvious example is Ps 119 with its succession of almost disconnected 
lines (in acrostic patterns); in fact, recently a scholar has proposed 
reshuffling the traditional sequence into a more logical arrange
ments—and, whether he is correct or not, it remains true that the 
poem's stanzas and their components seem to have no fixed order. 
Another example is Am 1,3-2,5 (or 2,6), a set of eight oracles against 
Damascus, Gaza, Tyre, Edom, Ammon, Moab and Judah. Evidently 
the last stanza could not be re-positioned—the other seven stanzas 
acting as a lead-in to the climactic oracle against Judah—but the 
same seven stanzas could be set out in different sequences without 
dramatic loss. 1 1 Again, the twin blessing-poems on the Twelve' 
tribes (Gen 49 and Dt 33) differ not only in sequence of tribe but in 
the names of the tribes that are included: Gen 49 lists Reuben, 
Simeon and Levi, Judah, Zebulun, Issachar, Dan, Gad, Asher, 
Naphtali, Joseph and Benjamin; in Dt 33 the tribes mentioned are 
Reuben, Judah, Levi, Benjamin, Joseph, Zebulun, Gad, Dan, Naphtali 
and Asher.1 2 Haublein, who discovered the principle of stanzaic 
mobility, comments: 1 3 

A poem containing only mobile stanzas belongs to a different 
structural category. Whereas its individual stanzas are all tightly 
closed, the whole poem is basically open. All exchangeable stanzas 
can claim equal logical status within the whole. Stanzas may be 
added or taken away anywhere. 

Literary forms 
Although the subject of literary form is integral to a consideration of 
poetic structure, it covers an area so vast that it would merit another 
book. 1 4 A few words are needed here, though, to provide perspective. 
(See above, chapter 4 under 4.5: S O C I A L S E T T I N G S . ) 

The two main forms used in the psalms (and carried over into the 
prophetic and wisdom traditions) were those of praise and of lament . 

10. S. Bergler, 'Der längste Psalm-Anthologie oder Liturgie?', VT 29 (1979) 257-
288. 

11. See Haublein, Stanza, 82-100. 
12. For the problems involved see A.D.H. Mayes, Deuteronomy ( N C B ; London, 

1979), 396-397; he points out that the order followed in Dt 33 may have a geographical 
basis. 

13. Häublein, Stanza, 90. 
14. See conveniently J.H. Hayes, ed., Old Testament Form Criticism (San Antonio, 

1974). 
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The category of hymn is not a literary unit. 1 5 Individual psalms of 
praise, such as Pss 18; 30; 40; 66,13-20, had the structure: 

proclamation 
summary 
flashback 

report 
vow 

praise. 

The communal praise-psalms (Pss 126,3-4; 144,1-10; etc.) had no 
such clear articulation. The laments, both of the individual (Pss 74; 
79; 80) and of the community (Pss 27B; 102; 143), followed a 
common pattern: 

address 
lament 

statement of trust 
petition 

vow of praise. 

There is a large number of other categories (victory songs, declarative 
psalms of praise, imperative psalms and so on), a discussion of which 
is outside the present terms of reference.16 It is noteworthy that 
analysis of this kind, based on content and meaning, complements 
the study of form and structure followed elsewhere in this book. 
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7.2 Strophic Patterns: Introduction 

In the following pages certain mainline strophic patterns will be 
described in full. They are the monocolon (7.3) , the abc // b ' c' 
couplet (7 .4) , the tricolon (7 .5) , the quatrain (7.6) and the pentacolon 
(7.7). There are higher units (7 .8) but they do not occur with enough 
frequency for rules to be established. Finally comes the alphabetic 
acrostic (7 .9) which can determine a strophe, a stanza or a complete 
poem. 

7.3 The Monocolon 

The monocolon in general 
By definition a monocolon or 'isolated line' is a single colon which 
does not closely cohere with another colon in the same sub-section of 
a poem. Athough, strictly speaking, all the lines of a poem cohere in 
some way (or else they would not form part of the poem), it is 
meaningless to deny that monocola exist. 1 7 More simply defined, 

17. As does Jakobson, Lang 42 (1966) 429, who writes: 'Orphan lines in poetry of 
pervasive parallels are a contradiction in terms,since, whatever the status of a line, all its 
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they are one-line strophes—z. strophe forming part of a stanza, and 
therefore, of a poem. Other terms are current for monocolon, such as 
'anacrustic line', 1 8 'orphan line', 'isolated line', and the like. 1 9 For 
the sake of consistency, 'monocolon' will be used here throughout. 2 0 

Structural aspects of the monocolon 
With respect to the stanza, a monocolon can come at the beginning, 
at the end and in the body of a stanza. If within a stanza, then more 
than one monocolon can occur. These remarks are significant in 
determining the functions of the monocolon (see below). 

monocolon 

STANZA 
monocolon 

STANZA STANZA STANZA 1 
monocolon 

STANZA 1 

(a) 
monocolon 

(b) (c) 

Establishing monocola 
The presence of monocola within a poem can be established by one 
or more of the following ways. 1. By segmentation and elimination: 
once all the other strophic elements (bicola, tricola, etc.) have been 
recognised in the text, the remaining single-line strophes must be 
monocola. However, care must be taken not to include instances of 
the 'split couplet' where a parallel bicolon encloses other material. 2 1 

structure and functions are indissolubly interlaced with the near and distant verbal 
environment, and the task of linguistic analysis is to disclose the levers of this coaction. 
When seen from the inside of the parallelistic system, the supposed orphanhood, like 
any other componential status, turns into a network of multifarious compelling 
affinines.' 

18. See R. Austerlitz, Ob-Ugric Metrics (Helsinki, 1958) 39 and 69-75. 
19. Notably the so-called 'Kurzvers' of Fohrer; see ZAW 66 (1954) 199-236. 
20. See de Moor: 1978, 198ff. 
21. For example, the couplet comprising lines A and A' is a unit into which intrusive 

material has been inserted: 
A 

other material 
A' 

See below under 'couplet'. Also, Tsumura, Proceedings 8th World Congress of Jewish 
Studies (Jerusalem, 1982) 1-6. 
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2. From position: lines used to head or close a stanza may well be 
monocola (see diagram under 'Structural aspects of the monocolon'). 
3. From recurrence: single cola appearing more than once within a 
segment of poetry are probably monocola, and may well be refrains. 

Unintended single lines must not be confused with the presence of 
deliberately chosen monocola. Such isolated lines are not monocola 
but 1. remnants of a bicolon, the first or second line of which is 
missing; 2. the third line of a tricolon (see under TRICOLON) or 3. 
extra-metrical prose or editorial comment. 

Functions of the monocolon 
The diagram given above clearly illustrates the structural functions 
of the monocolon: it can open a stanza (or poem) as in (a); it can close 
a stanza or poem, as in (b); it can segment a poem into stanzas as in 
(c). These functions will now be illustrated for Ugaritic, Akkadian 
and Hebrew. There is yet another function (which will also be 
illustrated): the monocolon can mark a climax—a function clearly 
related to its structural functions. 

Ugaritic 
Commonly, monocola are used to open stanzas, especially as an 
introduction to speech; see 

ts'u gh wtsh She raised her voice and screeched. 2 2 

Climactic is, for instance, 2 3 

wlysn pbl mlk And King Pbl could not sleep; 

coming at the end of a series of causes for insomnia. Other examples 
occur. 2 4 

Akkadian 

A single line can close a speech, for example (from the Erra Epic): 2 5 

ismesuma quradu Erra Hero Erra heard him; 

22. CTA 4 ii 21. Similarly, CTA 4 ii 12: 'On lifting her eyes she espied', and There 
vowed Noble Keret'm CTA 14 iv 197-202. 

23. CTA 14 hi 119-120. 
24. E.g.CTA 19ii89-91:'DeadisHeroAqhat'.SeethecommentsofSalibaJ^0592 

(1972) 109 n. 14 and Cross, HTR 67 (1974) 10-15. 
25. Erra IV 128. 
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or can be climactic, as in the Flood Epic: 2 6 

bd abubi 7 musisu iqbisu The coming of the flood on the 7th day 
it (foretold him. 

Other instances could also be adduced.2 7 

Hebrew 
In classical Hebrew poetry type and function virtually correspond 
with regard to the monocolon. The examples to be adduced will show 
this to be the case. 

1. Introductory monocolon 
For example, Song 6,10: 
-inenoa nepran mr^o Who is it looking out like the dawn 

[followed by:] 
fair as the moon, 
bright as the sun, 
awesome as with trophies? 2 8 

andjgs 5,25: 

bNP D"D Water he requested; 
[followed by:] 
Milk she gave 
in a lordly bowl, 
she proffered curds. 

Such introductory lines are particularly frequent with verbs of 
saying, e.g. Am 3,11; Nah 1,12; Job 35,3.10; etc. See, too, Dt 33,13; 
Nah 2,2; Song 2,10. 

2. Closing monocolon 
For example Jer 14,9 where the final line of w . 2-9 is: 

ttrori "?N D o not abandon us. 

See also Isa 63,9d; Jer 12,11; etc. 
3. Climactic monocolon 

Though sometimes difficult to distinguish from mere closing mono-
cola, the following seem to qualify for this function: Hos 9,12: 

26. Atr III i 37; translation as in CAD M/2, 293. 
27. See, in general, Hecker, Epik, 109 and note BWL 74:69 [introductory] and Gilg 

(Nin) VI 168-169. 
28. See Pope, Song, 552, for translation. 
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nno * w a Off? -IN DJ "3 Woe to them indeed when I turn away from 

and Hos 13,2; Ez 32,15; Mai 3,1; etc. 
4. Monocolon as refrain 

In effect such monocola segment a poem into smaller units, notably 
in Am 4 where This is Yahweh's oracle' (mrr DN : ) is used in 
conjunction with 'Yet you did not come back to me' (w. 6.8.9.10.11). 
A similar combination of monocolon and refrain recurs in Ps 136 
(notably w . 25 and 26). 2 9 Further examples are Joel 2,20 and 21; 
4,10 and 11. 

For study 
Isa 8,10; 40,9; 41,8; Pss 2,12b; 136,16. 

Triple synonyms' and the 'aba' chiastic monocolon 
The next two sections deal with subtypes of the monocolon which 
have been touched on only in passing, namely the 'three synonym 
colon' and the 'aba chiastic monocolon'. The diagram given imme
diately below shows the relationship of these two subtypes to the 
'standard' monocolon; the letters 'a', 'b', etc., denote semantic sub-
units of the sentence. 

Triple synonyms 
The 'triplet' or set of three synonyms (and near-synonyms) is a form 
of repetition. Examples could be quoted from most languages and the 
effectiveness of such sets is enhanced when they are alliterative, 
beginning or ending with the same consonant or consonantal sequence. 

An example is Jer 4,2 

mrp Tt nSDCJl Then might you swear 'As Yahweh lives!' 
ro-1331 OBK'aa nON3 truthfully, justly, rightly.30 

29. Recognition by Auftret, VT 27 (1977) 4-5. See also Boadt, CBQ 25 (1973) 26-27; 
Kosmala, VT 14 (1964) 431-433; Gray, Legacy, 289-302, and others. 

30. Following Bright, Jeremiah, 21. NEB prefers: 'If you swear by the life of the Lord/ 
in truth, in justice and uprightness . . . ' 

them! 

a a' a" 
'3-synonym' 

a b c 
'standard' 

a b a 
'chiastic' 

Table: two subtypes of the monocolon 
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The initial alliteration in the second line (literally: 'in truth, in 
justice, and in rectitude') gives the line its rhythmic flow and lends it 
the quality of a saying.3 1 Such sequences are extensions of paired 
synonyms—and can themselves be extended further into catalogue
like lists or 'tours' (see TOURS). Before going on to discuss the various 
functions of this device, some examples from Ugaritic and Akkadian 
poetry will be given. 

From the Baal Epic: (CTA 3C iii 15; etc.) 

hsk 'sk tsk Hurry yourself! Move yourself! Hasten 
yourself. 

the repeated final -k providing the line with both rhythm and urgency. 
Also, this time indicating a sequence of actions (CTA 3A i 4-5): 

nddy'sr wysqynh He stood, made preparations and gave 
him drink. 

Other examples have been given elsewhere.32 The Gilgamesh Epic 
attests the same device, for instance (OB II iii 31-32): 

ipteqma inattal u ippallas He squinted, then was gaping and staring, 

with alliterative initial i-. 3 3 

Functions 
The functions of triple synonyms seem to be as follows: to lend 
proverbial quality to a saying; to mark off a sequence of actions; to be 
exhaustive; to fill out a line and (less well attested) to lend a line 
rhythm. There is some overlap here with the 'law of increasing 
members' by which lengthier words tend to come at the end of a line. 

1. To give a saying the character of a maxim or adage: 

Go to the ant . . . 
she has no 

bBfOl "iDt? pjp overseer, governor or ruler. (Prov 6,7) 

31. T h e triplet has its own special slot within repetition. Three words joined together 
and having the same initial (consonant) often take on the value of a maxim and serve to 
mark off (in every language, apparency) a progression'—Groupe u, Rhetonque de la 
poesie (Brussels, 1977), 153-154 (my translation); see also 133. Also, Miller, HTR 73 
(1980) 79-89. 

32. Watson, UF 7 (1975) 483-484. And CTA 2:31. 
33. Also Atr I iv 206; III iv 25; III vii 6; etc. (see previous note). 
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AlsoQoh 2,21; Sir 11,11. 
2. To portray a progression. Although referred to as 'synonyms', 

sometimes the three words (usually verbs in such cases) mark off 
stages in a sequence of actions. For example, Ps 95,6 

W 3 Come! 
P013J roroJ! rnnntM Let us worship, bow down, kneel! 

Similarly, Jer 25,16.27; Job 11,10 and 1 Sm 9,3 (prose). Particularly 
interesting is Hos 9,11 where the sequence given is the reverse of 
what happens in real life: 

}F"IPID1 JD3D1 PITJD No birth, no pregnancy, no conception. 

3. To indicate exhaustive listing and so lend validity to a statement 
or simply denote totality. An example is Isa 37,28 

TUJT"IN131 T/iNifl irOKrl Your sitting down, your going out, your coming 
in I know. 

Further: Jer 4,2; Hos 2,10 (= Joel 2,19); Hos 4,13b; Joel 1,12. 
4. Such triple synonyms can also function as expletives, filling out 

the line, as in Job 41,18b: 

Dlpn "72 3 in lruncra Who attacks, the sword avails not: 
men VDD JVjn nor spear, nor dart, nor javelin; 

where 'spear, dart, javelin' gloss 'sword' and make up the second line 
of the couplet. See, too, Jer 51,27; Ex 26,7.10.12; Hos 2,13; Joel 1,12; 
Pss 48,6; 98,4; Prov .26,18. 

7.4 The abc II b'c' Couplet 

The couplet, of course, is the commonest form of the strophe in 
Hebrew (Ugaritic and Akkadian) poetry—see under P A R A L L E L I S M . 

Here only one particular type of couplet will be considered. 

The abc II b'c' couplet 
The abc II b'c'-patterned couplet is essentially a bicolon in synony
mous parallelism which has no counterpart in the second line to the 
very first word of the first line. In 2 Kgs 19,23 (// Isa 37,24c), for 
example, there is nothing corresponding to 'I felled' in the second 
colon: 

m o nop m 3 K l / felled its tallest cedars, 
W i 3 "imo its choicest cypresses. 
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In other words, there is ellipsis of the initial verb (matt). There can be 
ellipsis of a non-verbal element, too: 

p N ntj-i nab Before him, the earth trembles, 
D'Oty i r o n the heavens quake. (Joel 2,10a) 

In both cases, the structural (semantic) pattern is abc // b'c': 

(c)P« (b)ntn (a) nab (c)vnN (b)P.Dp (a) maw 
(c')D"o» (b')iron (c')rena (b')inao 

Other couplets with verbal ellipsis are: Nb 21,29; Dt 33,10.10.18b; 
1 Sm 18,7b; 2 Kgs 19,26.28; Hos 5,8; 7,1; 10,8; 12,1; Joel 1,2; 2,16c; 
4,10; Am 2,9b; Mic 2,2.2; 3,8.10; 4,3b; 5,4b-5a; 7,1; Nah 3,4b.5c; 
Zech 9,10; Job 12,17; 38,9; Prov 30,14; Song 1,10; 8,2b.3b. 

Other couplets with non-verbal ellipsis: Hos 6,10; 9,7d; 10,2; Joel 
1,7; Mic 7,9; Job 34,10; Song 2,1.17; 3,8. 

The same pattern is found in both Ugaritic and Akkadian, and, as 
in Hebrew, there can be ellipsis of either a verbal or a non-verbal 
element. 

qh ks bdy Take the cup from my hand, 
qb't bymny the goblet from my right hand. 

(CTA 19 iv 215-216 3 4 ) 
trhbrrbt The'dukes'of great Hubur, 
hbr trrt of lesser Hubur. (CTA 15 iv 19-20) 
assu kassdptu ukassipanni For a witch has bewitched me, 
elenltum ubbiranni a deceitful woman has accused me.35 

The pattern has been termed 'Canaanite' 3 6 but its occurrence in 
East Semitic and in later Hebrew seems to belie this name. In fact, 
the literature from Qumran provides several examples, such as: 

p n s bNb nninb To praise El for his justice, 
imNDn jvbirji And Elyon for his majesty. (1QS XI 15 3 7 ) 

34. Also CTA 14 iv v 214-217; 23.34-35; quasi-verbal in 14 iv 201-202. 
35. Maqlu I 4-5 (also 18); cf. CAD E, 83; or 'encompassed me*, cf. AHw, 4 and 198. 
36. On verb-deletion in the second colon GKvas\tm,JANES 6 (1974) 91, notes: 'It is 

clear that in Canaanite poetry, when the two lines are syntactically parallel, the main 
verb may be deleted in the second line provided the grammatical subject and object of 
the second line correspond to the subject and object of the first line'. 

37. Also 1QH II 22; IV 9-10.16.25.34-35; V 26; VII 8.20-21; 1QS XI 4-5.31-32; Ps 
151,1b; Plea: 2-3. 
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The significance of the abc // b'c'-patterned couplet is not clear. It 
evidently shares the characteristics and functions of ellipsis (see 
ELLIPSIS. It also tends to occur in clusters—twice successively in 
Prov 30,14 for instance: 

rJK> JTnin "in A group whose teeth are swords, 
vnjr jno ni'WNDl whose jaws are cutters, 

p N D û"iV to eat the wretched out of land, 
D-IND cwrnw and the needy out of territory. 3 8 

The couplet can also form a self-contained poem or poetic unit: 

VB'sfO bww POP. Annihilation was by the thousand for Saul, 
ITOma "THl but by the myriad for David. (1 Sm 18,7b [etc.]) 

With regard to metre and structure, at least for Hebrew, the 
following points deserve mention: 
—the metre seems to be 3 + 2 stresses, or 'qinah' metre, a rhythm 
used in laments. Silent stress is not operative since it would occur in 
the first beat of the second Une (3:0+2). 
—the overall length of the second line is usually equivalent to that of 
the first (the isocolic principle in operation), indicating that a word 
has been omitted for metrical reasons, 
—the inverted form of the abc // b'c' couplet, is of course 

a b c 

c' b' 

or partial chiasmus (see CHIASMUS). Examples are Dt 33,26b, Nah 
3,8; Zech 9,7; Hab 1,3.5; Pss 35,17; 92,3; Job 33,22. 
—the form is often used in conjunction with gender parallelism, as in 
Joel 2,16. 

For study 
See list of passages given above and the Qumran texts in note 37. 

Cross-references 
ANACRUSIS, ELLIPSIS. 

BIBLIOGRAPHY 

Gray, Forms, 75 discusses this form of couplet briefly; he terms it 'incomplete 
parallelism without compensation'. The pattern is referred to many 
times in Dahood, Psalms I, II and / / / . For discussion in the light of 

38. A Ugaritic example is CTA 14 iv 214-217. 
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modern linguistic theory (psycholinguistics) cf. Greenstein, JANES 6 
(1974) 87-105. 

7.5 The Tricolon 

The tricolon 
As its name implies, the tricolon is a strophic unit composed of three 
consecutive cola, generally in parallelism, but not infrequently 
bonded only structurally. 

MJJin ixnv 1« Our very couch is luxuriant, 
D'PiN 1JTQ n n p the beams of our bowers, cedars, 

DTiro UtSTn our rafters: cypresses. (Song 1,16-17 J 9) 

The example forms a unit for a number of reasons: the three lines are 
in parallel; they are linked by subject matter since they describe the 
forest as a natural love-arbour; the suffix u - , 'our', occurs in every 
line; the strophe differs sharply from the verses which precede and 
follow. When examining a particular poem or section of poetry for 
tricola, care of a similar kind must be taken to determine whether a 
set of three lines does form a strophic unit and cannot be explained 
away on other grounds. This is because the normal strophic unit in 
Hebrew, as in Ugaritic and Akkadian, is the couplet.4 0 However, it is 
precisely because the tricolon is attested in both Ugaritic and 
Akkadian41 that its occurrence in Hebrew should occasion no 
surprise. 

Once a three-line segment has been isolated within a poem— 
meaning that the strophes which come before and after it can 
definitely be accounted for—whether it is a tricolon or not can be 
determined by posing the following questions: Is the first line really 
an introductory monocolon, so that the posited segment is in fact 
made up of monocolon + bicolon (as in Isa 21,1; Ps 79,1)? Is one of 
the cola an explanatory gloss or secondary insertion (e.g. Jer 1,10), or 
suspect in certain textual traditions (Jer 2,31)? Can the lines be 
segmented in some other way, by redivision of the cola or by 
including the posited tricolon within a larger strophic unit? 4 2 And, 

39. Adapting slightly Pope's translation in Song, 292 [and see 359-362J. 
40. Explaining the scepticism of Loretz and the over-scepticism of Mowinckel 

(though Mowinckel largely ignored the Ugaritic material). 
41. And in Phoenician. 
42. See CTA 3B ii 39-40a, which forms part of the hexacolon 38-41. 
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finally, should the strophe turn out to be a tricolon, what is its 
function? (See below on functions.) 

Typology of the tricolon 
A further help in determining whether a three-line unit is a tricolon 
is to match it with known types. The typology itself is interesting for 
comparing the different poetic traditions. Of course, some tricola fall 
outside the types described here and there is some degree of overlap, 
but it is hoped that the differentiation suggested below will prove 
useful. 

1. The staccato tricolon. Staccato-style tricola have two beats per 
line and tend to be effective by dint of brevity. Some tricola have a 
final line which is longer than the others though retaining only two 
beats. 4 3 

P0N3D Ersnsi Through the gaps you'll go, 
m j i PICK each woman (going) ahead, 

nro inn njro'Wrvi ejected into the Harmon. (Am 4 , 3 4 6 ) 

2. Parallel patterns. The following parallel patterns occur (using 
capitals to indicate cola): 

The two other possible forms (A/B/A and A/B/C) are discussed in 
the next paragraph. The essential factor common to these patterns is 

43. See under METRE. An Akk. example may be GilgXI131:'The sea calmed, and the 
hurricane abated; stop did the flood'. Tricola with a longer final line include Agusaya 
Hymn B 24'-26'; CTA 4 iii 18-21; 3B ii 39-40; 5 vi 12-14; Dt 32,4; 33,6; Hos 7,15; 9,16; 
10,13; Pss 59,10; 107,26.37; Prov 10,26; 28,11.28; Song 1,11; 7,7. For tricóla with a 
longer initial line see CTA 2 i 23-24; 17 v 9-10; 19 iii 120-121. See Watson, UF1 (1975) 
485. 

44. Lit. Svas strong'. 
45. Also lines 16-17 and 19-20. 
46. And Dt 32,24.29; Jgs 4,18; Hos 10,4; Nah 3,2; Pss 59,11; 80,10; 106,4; 107,3; 

119,33, 124,6; Job 17,1.11; Song 2,16; 3,10; 6,3. 

ynghn krumm 
mt 'z 
b'l 'z 

They gored like wild oxen: 
Mot was winning, 4 4 

Baal was winning. 
(CTA 6vi 18-1945) 

A / A' / A" 
A / A' / B —which, reversed, becomes 
A / B / B' 
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parallelism, sometimes reinforced by repetition of the same word, 
root or particle. 

A/A'/A". Examples in Akkadian are rare. 4 7 The pattern is very 
common in Ugaritic and Hebrew verse. 

ahdy dymlk 1 Urn Only I am king over the gods, 
lymru Urn wnsm who truly fattens up gods and men, 
dysb'hmlt ars who sates earth's hordes. 

(CTA 4 vii 49-5248) 

D'Oron nwnpDtP Hear this, O priests! 
7tc\tr JV2 U-tPpm Pay attention, House of Israel! 

irwn "pon m i And royal house: bend an ear! (Hos 5,1 4 9 ) 

Other OT texts: Dt 32,4; Hos 4,3b; Nah 3,2; Ps 124,4; Job 3,5.9; 
10,17; 15,28; 24,24; 33,15; Jer 51,15. 

As indicated, quite frequently a word, particle or root 5 0 is repeated 
throughout, acting as a linking device. 

lubki ana etliiti sa ezibu hifreti] 
lubki ana arddti sa ultu sun ha 'irisina [sallupdni] 
ana serri lake lubki sa ina Id umisu tarfdu] 

Should I bewail the men who left their wives behind? 
Should I bewail the girls torn from their husbands' embrace? 
Should I bewail the suckling-child dismissed before its time? 
(Descent of Ishtar 5 1 ) 

yd pdry bt ar The love of Pidray daughter of light, 
ahbt tly bt rb the affection of Tallay daughter of rain, 
dd arsy bt y'bdr the amours of Arsay daughter of Y'bdr. 

(CTA 3C ui 3-552) 

T O ' n'TDB-'sai All her images shall be beaten to pieces, 
tWO IB-IE" mjnK-tal all her 'snakes' burned with fire, 
riDDE» D W n,3XI>-'»! all her idols I will lay waste. (Mic 1,7 5 3) 

47. See, perhaps, BWL 229:22-23 and 219:llb-12. 
48. Also CTA 4 iv 10; 3B ii 20-22.36-37. 
49. Considered to form a question with the following line by Loewenstamm, Gordon 

FS, 127. 
50. See particularly Gevirtz, Or 42 (1973) 169-170. 
51. Conveniently in R.Borger,Babylonisch-assyrisch Lesestucke, II (Rome, 1963), 88-

89, lines 34-36 (Nineveh recension). 
52. Also CTA 3F vi 7-9 ("br, 'cross over'); 4 viii 1-4 ('m, W a r d s ' ) ; iii 18-21 (dbh, 

'sacrifice'); 6 vi 27-29 (/, 'indeed'). 
53. 'Snakes': a form of pjn with prophetic aleph, evocative of Ugar 5 7:73-74. See 

my 'Allusion, Irony and Wordplay in Micah 1,7', in Bib 65 (1984) 103-105. 
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Note, too, Gen 1,27 (N13, 'created'); 1 Sm 2,2 (pN, 'there is none'); 
Jer 51,15 (3, 'by'); Ez 26,8 (T"5», 'against you'); Hos 4,1 (pN, 'there is 
no'); Prov 24,33 (DPD , 'a little'). Evidently there is some overlap with 
triple repetition.5 4 Another sub-group employs the 'word-triplet', as 
in 

To this group, too, belong triple rhetorical questions (see RHETORICAL 
QUESTIONS) and triple similes (see SIMILE). Also, number parallelism. 

A/A'/B. Although tricola of this type, which do not exhibit 
consecutive parallelism, might justifiably be classed as 'bicolon + 
monocolon', they are considered as strophic units because there is 
usually a link bonding the three Unes. In nearly all cases, the link is 
one of meaning or content. 

eli ajjàbini KUR li'abit Onto our enemies, let the land/mountain 

eli lemnini duru sa iqtlpu Onto our adversaries let the teetering 

In the two examples (from Akkadian and Ugaritic), the first two lines 
almost form a parallel couplet—yet there is a very strong link with 
the final, summary line which rounds off the strophe. Note the 
repetition of sir, 'flesh', in the first and final line of the Ugaritic 
example, and the clever use of what looks superficially like the same 
construction in each line. 

In Hebrew: 

54. Discussed above. 
55. The triplet was first noted by Greenfield, AcOr 29 (1965) 5. 
56. The Akkadian component of this bilingual proverb is almost completely 

preserved (text: BWL 228:15-16). For translations see BWL 232 and CAD L 124a 
(lexical section), and for the difficult verb russi/ cf. BWL 232 and AHw 996. The 
equivalent of KUR m line 15 may be either màtu, 'land' (so Lambert) or sadu, 
'mountain' (so CAD). 

T x n '3 For the grass is withered, 
NEH nb3 the new growth fails, 

PPPi N1? p r there is no verdure. (Isa 15 ,6 5 5 ) 

collapse. 

limqut 
erset nakri lirtessi ina 
gimfrlsaj 

sirh Itikl 'srm 
mnth Itkly nprm 
Sir Bir ysh 

wall fall. 
Let the alien country in its entirety be 
'spellbound'. (BWL 228:15-16 5 6 ) 

His flesh the birds did eat, 
His limbs the sparrows did devour, 
Flesh to flesh called aloud. (CTA 6 ii 35-37) 
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nb3 TniP.DR' nJBBn nBJ Nectar do your lips distil, O bride, 
lilt?1? n n n abm V2! honey and milk are under your tongue, 

)133b m 3 TnboE' n m and the scent of your garments is like Lebanon-
scent. (Song 4,11) 

Also Job 24,12; 31,34. 
A/B/B'. Much commoner is the tricolon where strong parallelism 

occurs over the last two lines. Ugaritic: CTA 23:62-63;" 24:17-19; 
KTU 1.93:l-3.58 Hebrew: 

D^BN nan Stricken is Ephraim: 
a»3" nvnv their root withered, 

J 1 W ^ 3 n e no fruit shall it bear. (Hos 9,16) 
The link is formed both by content and by the wordplay: D-nsN and 
I B . Other texts: Gen 49,27; Hos 12,7; Nah 1,9; Ps 122,5; Job 10,1; 
18,4; 19,12; 20,23; 24,13; 28,4; 38,41. 

There is a special form of both the A/A'/B and A/B/B' tricola 
where the non-parallel line contains an element of each of the other 
lines, so that the bonding is more powerful than usual. So, in Song 
1,5, the components 'black' and 'lovely', mentioned in the first line, 
are developed in the second and third lines respectively: 
ti7Vrr\> n u a m Wl "JN miner Black am I and lovely, daughters of Jerusalem: 

m p "bnto (BLACK ) like the tents of Qedar, 5 9 

n n b c r n s r v a ( L O V E L Y ) as Solomon's carpet. 

Also: Job 19,29; 28,3. 6 0 Good examples in Ugaritic are CTA 3C iii 
23-25 and 4 iv 35-37. 

3. Other patterns. The two main patterns to be considered now are 
the chiastic tricolon (ABA) and the structural tricolon (ABC). 

ABA. Since chiasmus is treated in a separate section (see 
C H I A S M U S ) , only the topic of three-line chiastic strophes need be 
dealt with. In general, tricola of this sort can be described as two 
parallel cola (AA) separated by an isolated line (B) 6 1 and forming a 
unit. The two outer cola may be identical (ABA) or not (ABA'). 
Examples follow.62 

57. Unless part of a larger strophe (see above). 
58. For translation cf. Dahood, Bib 50 (1969) 349. 
59. The word 'Qedar' means 'black'. See Kugel, Idea, 40. 
60. The reverse pattern obtains in BWL 70:9-11 (Theodicy). 
61. R. AusterlitZjOfc-lfert'cMetrics (Helsinki, 1958), 47. Note that the ABA' pattern is 

often confused with the pivot-patterned bicolon. 
62. Less likely: JNES 33 (1974) 276(= I lines 49-50); also,ibid., 274 (= I lines 12-13); 

BWL 218:53-54; Erra I 4-5. Note that all are written on two lines. 
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ypth kin bbhtm A Let a window be opened in the 
mansion, 

urbt bqrb hklm B a lattice within the palace, 
wypth bdqt 'rpt A' and let a fissure be opened in 

the clouds. (CTA 4 vii 17-19 6 3 ) 

p a n '3Dtt»D nan A See, from the fat of the earth 
-pcnn n w B shall your dwelling be, 

*75?D D'DKTi *7BD1 A' and from the dew of heaven above. 
(Gen 2 7 , 3 9 6 3 a ) 

Other Hebrew texts: Gen 40,16-17; 49,8; 1 Sm 2,2; Isa 5,25; 14,8: 
25,7; 30,31; 51,3b; 56,9; Jer 10,25; 11,19; 14,17; Ez 34,6; Hos 10,4: 
Joel 2,1; Am 1,3 (etc.); Jon 2,6; Mic 5,4-5; Nah 2,4; 3,15.17; Hab 2,6: 
Pss 4,2; 6,11; 9,15; 29,3; 55,15; 56,5; 57,5; 64,11; 86,12; 88,6; 89,17 
92,12; 98,2; 101,2; 104,15; 109,14; 121,6.7; Job 3,1-2; 10,1; 10,22: 
12,4; 15,30; 34,37; Prov 5,22; 7,18; 10,29; 17,25; Song 1,11; Lam 3,7: 
3,10; 3,47; Sir ll,28ab. 

Note the form with identical outer cola (ABA): 

'rn nE?S? mrr pD" A Yahweh's right hand did valiantly! 
noon nin" po" B Yahweh's right hand is exalted. 

7T\ nw nin' po* A Yahweh's right hand did valiantly! 
(Ps 118,15-16) 

Also Ps 27,14. 
ABC. The structural tricolon is a set of three lines which exhibit 

no parallelism, strictly speaking, but are linked in some way; for 
instance, they can depict a succession of connected actions. 

yprq Isb wyshq He uncreases his forehead and 
laughs; 

p'nh Ihdm ytpd taps his feet on the stool; 
wykrkr usb'th and twiddles his fingers. 

(CTA 4 iv 28-30 6 4 ) 

Also CTA 5 vi 12-14; 6 i 14-16—both describing a progressive set of 
actions. Note 

nun -ION" "IDE? nn At trumpet sound he says 'Ho'; 
non":D nn ' pinnoi from afar he smells battle, 

nynm DnE> Din clamour of captains and shouting. (Job 39,25) 

63. The occurrence of a parallel tricolon in 25-28 shows the line 'according to the 
words of Kothar-wa-Hasis' in the first text to be a monocolon. 

63a. Cf. Dahood,Bi6 55 (1974) 79. 
64. For the meaning forehead' of Isb cf. Xella, OrAnt 17 (1978) 126-127. 
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and Hos 10,13; Ps 107,37; Job 10,3; 14,14. See also Ps 99,9. 6 5 

Functions of the tricolon 
Tricola often occur quite randomly in sections of poetry where 
couplets are the norm—as in Job 6,4—for no obvious reason. In the 
main, though, the tricolon does have the function of demarcating 
stanzas (or segments of poetry), coming either at the beginning or at 
the end, and sometimes in both places. It can also mark a climax. 6 6 A 
secondary function is to express merismus. These functions will be 
briefly illustrated from Hebrew. 

1. Stanza-marker: opening. The poem of Jer 10,12-16 (and 51,15-
19) is a unit, which begins: 

in.33 p N rWV Who made the earth by his power, 
inosra "?3n p a a set up the world by his sagacity, 

D'DC n.BJ iniur.31 by his skill extended the sky. 

Similarly: Gen 27,39; 49,8; Hos 5,1 (double tricolon); Am 1-2; Nah 
1,9; Hab 2,6; Pss 4,2; 32,8; Job 3,1-2; 10,1. 6 7 

2. Stanza-marker: close. The long poem of Gen 49 ends with a 
tricolon (which is not a climax): 

*\~\DS 3NT I 'D^a Benjamin is a ravenous wolf: 
1 " 7DtC "ip33 in the morning devouring prey 

p"7lT 3 1 ^ 1 and at night dividing the spoil. (Gen 49,27) 

Note, further, Ez 34,6; Hos 12,7; Pss 27,14; 124,4; Job 10,22; 34,37; 
39,25; Prov 3,18.68 Hannah's song in 1 Sm 2 opens and closes with a 
tricolon (vv. 2 and 10). 

3. Climax marker. Psalm 6 ends with a climactic strophe of 
confidence: 

1NO I'JPQI lEG" Greatly ashamed and confused 
'3'N "53 will all my enemies be; 

Vil UP3' 13a" they will return shamefaced in a moment. 
(Ps 6,11) 

Other texts are Isa 51,3 and Ps 9,15.6 9 

65. Kugel, Idea, 52. 
66. First recognised by Gordon, UT, 133. 
67. See CTA 3D iii 33-35; 4 iv 40 [both open a speech]. 
68. Also CTA 6 vi 50-52 [close of whole episode]. 
69. Gordon, UT, 133 cites CTA 6 u 28-30. 
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4. To denote merismus.70 Some passages already mentioned use a 
tricolon for this function: Gen 49,27 (cited above); Ps 6,11 (also 
cited); 9,15; Job 10,22; 34,37; also Pss 89,17; 109,14; 121,6.7; Isa 25,7 
and 

nt> w n "73 All (you) beasts of the field, 
bSNb TTIN come to eat, 

-I3T3 ln-n b3 all (you) beasts of the forest. (Isa 56,9) 

the clue often being (as here) the use of " M , 'all, every'. 

Related topics 
The present section on the tricolon has been a rather dry catalogue of 
different types. The classification given, however, is by no means 
complete: there are many tricola which do not come under any of the 
headings provided so far. A list of these passages can serve as 
material for further study. 7 1 

To offset the rather arid presentation so far, a complete poem will 
be analysed as a concrete example of the strophic form in question; it 
is Isa 23,16. 

77je trill of the trollop72 

1133 Tip I Lift your lyre, 
"PS? "3D circle the city, 

PinaiM Pi31t worn-out whore. 
)33 'a'DTt II Sweetly strum, 
"i,E'~,3"in sing many a song, 

•nam JPD1? and so be remembered. 

The poem is made up of two tricola only, 7 3 each line having a 
staccato two-stress metre. There is little in the way of parallelism 
('Lift74 your lyre // circle the city', but these are really progressive 
actions; 'Sweetly strum // sing many a song', concomitant actions, in 
fact). The main linking feature throughout is end-rhyme: five words 
end in -2, two in -ir (yn,m\vs) and there is assonance in both nn3fc>3 rait 

and web—J33. Complex wordplay, too, is used: nrotw can mean 

70. See section on MERISMUS. 
71. Set out below. 
72. The alliterative title is an attempt at evoking the use in Hebrew of m i p , the 

feminine form of (both = 'song') in Isa 23,15 to match the obvious gender of njlt. For 
a study of the poem cf. Lipiriski, Erh 14 (1978) 87* and VT 20 (1970) 39-40. 

73. An opening and a closing tricolon comprise the entire song. 
74. Lit. 'seize'. 



Stanza and Strophe 185 

•worn out ; p a s s i o n a t e 7 5 or forgotten'—nat, \o remember' , evokes the 
term for 'male ' 7 6 —in combinat ion wi th irony. 

For study 
Isa 16,11; Jer 29,23; Joel 4,19; Pss 31,13; 32,8; 98,9; Job 24,14; Sir 
51,2; Song 6,9. 

Cross-references 
CHIASMUS, RHETORICAL QUESTIONS, SIMILE, STAIRCASE PARALLEL
ISM, WORD-PAIRS. 

BIBLIOGRAPHY 

Mowinckel, S. Real and Apparent Tricola in Hebrew Psalm Poetry (Oslo, 
1957)—a rather negative work but the only book specifically on the 
topic. 

Willis, J.T. T h e Juxtaposition of Synonymous and Chiastic Parallelism in 
Tricola in Old Testament Hebrew Psalm Poetry', VT 29 (1979) 465-
480. 

Also: Gray, Legacy, 295-296 [for Ugaritic examples]; Gordon, VT, 132-133; 
Hecker, Epifc, 115-137; Revell, VT 31 (1981) 186-189. 

7.6 Strophic Patterns: the Quatrain 

The quatrain is a four-line strophe forming an independent unit 
wi th in a stanza or p o e m . I t should not be confused wi th t w o couplets 
(bicola) in success ion or w i t h a tricolon preceded or fol lowed by a 
m o n o c o l o n . It is often difficult to decide whether a set o f four 
consecutive l ines really is a quatrain and the fol lowing considerations 
are intended to b e o f s o m e he lp in this respect . 

T h e easiest type o f quatrain to single out is the ABBA quatrain, 
where the keywords o f each o f the first two lines are repeated, in 
inverse order, in l ines three and four. For example , 

nTlN-O P.1DN A I am not DEAD but living, 
IT "WS12 "IBDN1 B and I recount the deeds of YAH; 

rr ,31D'' ID" B though YAH fiercely punished me, 
•"Hro Kb moVi A to DEATH he did not give me up. 

(Ps 118,17-18) 

75. See Rin,BZ 7 (1963) 23-24, who comments explicitly on the 'ingenious pun'. For a 
similar connection of this verb with singing, again in the form of a pun, see Ps 137. 

76. Though unattested in Hebrew,zfcr is common Semitic for male. Rin proposes 'be 
lain with', citing Arabic and Mishnaic Hebrew cognates. 
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where the verbal roots (keywords) which form the basis of the 
pattern are rno rv pp mo. Related to this type of tetracolon is the 
semantic ABBA quatrain, where the repeated words are not in 
identical pairs but semantically parallel, as in 

iro' nNbo p i s 
xn i n noBr 

m m ' n u a n ^ j n 
TDSE>D p o b 

A Your right hand is full of generosity, 
B let Mount Zion rejoice, 
B' the daughters of Judah be glad, 
A' because of your justice. (Ps 48,11-12 7 7 ) 

Also based on the repetition of certain keywords is the ABCB 
quatrain. First noted by Gevirtz, 7 8 the pattern seems to be an 
extension of the word pair and involves single words (usually, but not 
always, verbs) in synonymous parallelism. In four successive lines, 
the first colon uses a word (A) for which a parallel word (B) occurs in 
the next colon. In the third colon the A word is not repeated; instead, 
another synonym is used (C) and finally word B is repeated in the 
last line. The pattern seems to be a variation on a simple ABAB 
sequence, the use of C introducing an element of surprise or defeated 
expectancy. An example is Isa 42,15 

r w a r D"in a - i n x 3 i n 
Brain D3E»y-b31 BO" 

D'-H1? n u n j TiDBn "? av 
Brain D"O:NI wy 

Other examples include: 

Nb 23,7c-8a 
Isa 5,5 
Isa 30,10 
Isa 45,7 
Jer 5,3 
Jer 40,9 
Gen 27,29a 

A I will DRY UP mountains and hills 
B and all their greenery I'll SHRIVEL; 
C I will MAKE rivers into islands, 7 9 

B and pools I'll SHRIVEL. 

DP* 33p Dm U N 

nvi p D pi-pi I I D 
nm 1 3 1 ntn n x i 

« 1 3 TWV N 1 3 1 3 " 

!ND ptn JND rtm 
135? 3ET 13V N~P 

iinnem T 3 J nnncm i s y 

The strophic pattern shows the last two examples to be poetry, not 
prose. 8 0 

77. For other examples of both types see chapter on CHIASMUS. Note that the 
quatrain is extremely common as a strophic form in Akkadian poetry. 

78. Gevirtz,Patterns, 43-44. See also B. Porten—U. Rappaport, 'Poetic Structure in 
Genesis IX 7', VT 21 (1971) 363-369-and Freedman, ibid. 368, n. 1; also, Kselman, 
BASOR 220 (1975) 79, on Ps 72,5-8. 

79. The meaning here is disputed. 
80. See also Isa 28,23; Jer 50,2 [expanded sequence] and Isa 44,7. 
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Almost any repeated component can be used to build up a quatrain; 
sheer repetition of a basic syntactic sequence (Jer 15,2); gender 
patterns Qer 5,17); keywords (ABAC in Gen 49,7) and so on. 
Occasionally it is difficult to distinguish between a true quatrain and 
a monocolon followed by a tricolon; for example, Jgs 5,25 (most 
probably an introductory line followed by an ABA' chiastic tricolon). 
The following strophe, though apparently formed from two parallel 
couplets, clearly forms a single unit: 

rnt TIBE> nJBDn P B J "3 
ran !DE»D pbm 

rW? 3 mo nrvinw 
pre 3-iro mn 

For the prostitute's hps drip with honey, 
and her palate is smoother than oil, 
but her destiny is bitter as wormwood, 
sharp as an edged sword. (Prov 5,3-4) 

For study 
Gen 49,10. 

Cross-references 
CHIASMUS. 

7.7 Strophic Patterns: the Pentacolon 

The five-line strophe can be divided into two broad classes: those 
with a chiastic or concentric structure and those without. These will 
be considered in turn. The concentric pattern can be symbolised as 
ABCB'A'—for example, Isa 55,8-9:81 

D3TI13&TID TVOETID « b 

" 3 - n D 3 ' 3 ~ n Nbl 

oap-no a m \rai p 
D 3 T O E T I D D TQETIDl 

For 
A my thoughts are not your thoughts, 
B nor your ways my ways; 
C for as the sky is higher than the earth, 
B' so are my ways than your ways, 
A' and my thoughts than your thoughts. 

Similarly, Isa 28,12; Jer 2^7-28; 30,16s2, Am 5,58 3; Ps 104,29-30; and 
Prov 23,13-14. Related is the chiastic sequence AABCC as in Hos 
14,10: 

81. Omitting n w DM as editorial. 
82. Unless part of the larger sequence Jer 30,16-18; cf. J.R. Lundbom, Jeremiah: A 

Study in Ancient Hebrew Rhetoric (SBL Dissertation Series 18; Missoula, 1975) 150n. 
90. 

83. Unless a hexacolon (including the colon immediately before these lines). 
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iTJN p*i Dan A Whoever is wise should understand these 
things, 

D i m ]13J A' (whoever) can understand should know them; 
m r r "3"n D"-i&»—a B for Yahweh's roads are straight: 

D3 la1?' D'pnsi C upright men walk on them 
Da toKO" D W B l C but rebels stumble in them. 

Pentacola without a chiastic pattern are rarer and consequently 
cannot be grouped. Examples are Obd 11 and Ps 146,7b-9a: 

D-TiDN "ITID mrp Yahweh sets prisoners free, 
DTI» npD niPP Yahweh 'gives sight to the blind',84 

D"B1sa «pT m n ' Yahweh straightens the bowed, 
D ' p n s anN nin- Yahweh loves upright men, 

D n j - n N IDE» n in ' Yahweh guards visitors. 

See, further, Am 5,8 and Ps 146,6-7a. Also, Isa 51,11. 

7.8 Higher Strophic Units 

The lengthier a strophic pattern the fewer examples occur, so that 
this section will do little more than list texts. 

Six-line strophes (hexacola, sestets or sixains) include those with 
chiasmus (ABCCBA: Isa 6,10; 65,18; Am 5,4-5; Zech 2,12-13; and 
Job 33,20-22) or its variants (ABCCBD: Jer 4,29; ABA: Jer 4,ll-12a; 
Lam 2,4; cf. Isa 5,20; Am 2,11-12). Non-chiastic are Mai 1,6; Job 
13,20-22; etc. 

The seven-line strophe includes Am 5,4-5 (unless a hexacolon, see 
above) and Ps 12,4-5 (which is chiastic): 

mn- m a ' A Amputate may Yahweh 
nip 'sn v\&a •» B all smooth L I P S , 

nVriJ m a n o riErj C every TONGUE speaking twistedly; 
nOK "i»K D those saying: 

TaJJ vyuhh C 'By our TONGUE are we great, 
\1T\H U ' n S P B' our L I P S : our weapon; 

U1? JVW "D A' who more master than us?' 8 5 

Octave strophes (octocola) are Nb 12,6-8 and Jer 4,14-16 (both 
chiastic); Ruth 1,8-9 (if poetry), and, of course, the twenty-two 
stanzas that make up Ps 119. 

84. An idiom for 'freeing captives'; cf. Paul,J/J OS 88 (1968) 182 and n. 21, following 
Stummer.JSL 26 (1945) 180. 

85. For details cf. Watson, *Chiastic Patterns', 131. 

file:///1T/H
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Strophes of ten lines may be Ez 26,17-18 and Prov 6,16-19. Eleven-
line units are discussed below, under ACROSTICS. 

A particularly good example is Joel 3,l-2a (EVV 2,28-29) where the 
gender-pattern makes the 5-line structure (not including the intro
ductory monocolon) self-evident: 

-IED 73 7V t i n n« -JIB»M 

03711331 D3-J3 ÌN331 

JlO'jrP mùTTì Û3"Jpî 
IKT nirrn aamna 

mno»n 7V\ a n s i n TV D3i 

(Thereafter, the day shall come when) 
f + m I will pour out my spirit (f.) on all flesh 

(m.): 
m + f and your sons (m.) and your daughters 

(f.) will prophesy, 
m + f your ancients (m.) will dream dreams (f.), 
m + f your youths (m.) see visions (f.)— 
m + f even on slaves (m.) and handmaidens (f.). 

An example of a complete poem set out in quatrain stanzas is Ps 
114; it is worth looking at because it will help establish the distinction 
between strophe and stanza even though here the two labels coincide. 

DnSDD THltT P.N33 I 
tV7 DSD Dp!?" n-3 
)vnp7 m i r v nriTi 

D3"1 ntn DTI II 
mnN1? 3D" p-ITi 

an*to npn on nn 
JNS-,333 nil>33 

Dun o DTI -h-na III 
7irw7 3Dn I T I T I 

afrta np-in onnn 
)*ra-"333 nis>33 

p N •*m jn« vsha IV 

D , D-D3N mspi "aenn 

I 1 When Israel went out of Egypt, 
House Jacob from unintelligible people, 

2 Judah became his sanctuary, 
Israel his dominion. 
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aab baa m m r n w K 1 I will praise Yahweh with all my heart, 
rnjn arm* -iiDa 3 in the council of the upright and the 

assembly. 

mm mvo u*ru i 2 Great are Yahweh's works, 
o m s s n bab D ' E T H "I to be pondered by all who enjoy them. 

ibj?B m m mn PI 3 Majestic splendour his deed, 
*wb m o » inp-isi 1 his honest-dealing lasts for ever. 

86. Van der Lugt, Strofische Scructuren, 388-389, also acknowledges the symmetry 
here, but combines stanzas II and III into a single unit. 

87. Or, in Babylonian cuneiform, the first sign (see below). 

II 3 The sea looked and fled, 
the Jordan turned back, 

4 the mountains gambolled like rams, 
the hills like young sheep. 

III 5 What ailed you, Sea, that you fled? 
O Jordan, that you turned back? 

6 O Mountains that you gambolled like rams? 
O hills, like young sheep? 

IV 7 In the Lord's presence, dance, Earth! 
in the presence of Jacob's deity, 

8 who converted rock into a water-pool, 
granite into water-springs. 

Although within each stanza there seems to be some grouping into 
couplets, particularly in view of the word-pairs ('Israel // Jacob', 
'mountains // hills', etc.), the sense and the forward thrust indicate 
units of 4-lines. The resulting symmetry is rare, but it does show that 
balanced stanzas were by no means excluded. There is, too, an 
element of chiasmus, stanzas I and IV corresponding, and II being 
echoed even more closely by III. 8 6 

For study 
A particularly clear example is Hos 13,7. 

7.9 Acrostics and Related Patterns 

The alphabetic acrostic 
In an acrostic poem, the first letter 8 7 of each line follows a certain 
sequence. Usually, this sequence is alphabetic, so that each line 
begins with a successive letter of the alphabet. So, in Ps 111 
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ITIN^Dl 1? ntW "Dt t 4 A record he achieved by his wonders, 
mrp D ' imi pin n mercifully compassionate Yahweh. 

TNT 1 ? jni »I-IB Û 5 Food gave he to his followers, 
inna DRIP'S -or he remembered his ancient covenant. 

1D1>7 Tin r e s o no 3 6 Power, by his works, he showed his 
people, 

n i l rrtni Drf: nn1? •3 giving them the inheritance of nations. 

DBa'Di noN V T 'tswo D 7 His handiwork is true justice, 
i m p s "73 D'IONI J dependable all his precepts, 

nbwb -Mb D'SIDD D 8 Upheld for utter eternity, 
nem P O N S D'iter made by upright t ru th . 

vsvb r\bw n n a S3 9 Deliverance he sent his people, 
ìrvna abisb n i s 1 ordaining for ever his covenant. 

IDE? N T H £»Hp P Fearsomely holy is his N a m e . 

m n ' P I N T n o s n n'E^n I 10 T h e inception of wisdom is fear of 
Yahweh, 

a w ^ a ie •sa» V good understanding to those who acquire 
it. 

-ir1? nnoy ì r ò n n n His praise lasts for eve r . 8 8 

Each colon begins with a different letter, the letters being in 
alphabetic order. Two aspects of the device are immediately apparent: 
the highly artificial nature of such a scheme and its non-oral 
character, these poems being intended to appeal to the eye rather 
than the ear. The basic pattern underwent various modifications, 
such as the arrangement of eight couplets each beginning with the 
same letter, as part of a long acrostic (Ps 119, see below), but the 
essential idea remained the same. 

Acrostics and alphabetic acrostics are also known outside Hebrew 
literature. Although none has turned up in the Ugaritic texts, 8 9 

sentence-acrostics or name-acrostics are to be found in Akkadian. The 
Babylonian Theodicy', for example, is a long poem of 27 stanzas. 
Each stanza has 11 lines, and within a stanza, every line begins with 
the same cuneiform sign. In this way the sentence a-na-ku sa-ag-gi-il-
ki-[i-na-am-u]b-bi-ib ma-ds-ma-su ka-ri-bu sa i-li u sar-ri is spelt 

88. The translation partly follows Dahood, Psalms III, 12 Iff., with some modifications. 
89. Practice alphabets have been found on what must have been exercise tablets; see 

KTU 5.1-5.22. Note 5.1, with fifteen words beginning with y and 5.8, a list of five PN's 
starting with il-. 
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out. 9 0 Another acrostic simply spells dna-bu-u, 'the god Nabu'. 9 1 

Attempts have been made to detect sentence- or name-acrostics of 
this kind in Hebrew, but the results are not convincing.92 

Alphabetic acrostics in Hebrew 
The following alphabetic acrostics occur in Hebrew: Nah 1,2-8; Pss 
9; 10; 25; 34; 37; 111; 112; 119; 145; Prov 31,10-31; Lam 1-4; Sir 
51,13-20. Note, too, Ps 155. Before any conclusions can be drawn it is 
worthwhile looking briefly at each of these poems. 

Nah 1,2-8. Most recently studied by Christensen, 9 3 the poem 
constitutes only half an acrostic (on partial acrostics, see below), 
covering the letters n to ~\. The distribution is: N 7 cola; for each of the 
other letters, 2 cola, totalling 24 lines. However, the text is in some 
disorder: in v. 4 bbDN replaces a i-word (3«n?); v. 6 reads IOIN 'JB1? for 
an expected "JBb loin; the exact stichometry of w . 7-8 is uncertain. 
These displacements argue against the mnemonic value of acrostics. 

Pss 9-10. These two psalms were originally two semi-acrostics, Ps 
9 running from N to n, and Ps 10 from *? to n. However, certain 
acrostic-letters are missing, notably n in v. 7, Ps 9,7; Q in Ps 10,3 and 
the letters D y. Various attempts at reconstruction have been made, 9 4 

some more drastic than others, but the alphabetic sequence in Ps 10 
is by no means clear. 

Ps 9 allots 4 cola to N (and each begins with N) , and to most of the 
other letters, and 6 each to i,r\ and i (ignoring the final monocolon);" 
only has 2. The resulting total is 44 (+ final line), which is what could 
be expected if each letter were assigned four cola ( 1 1 x 4 = 44). In 
other words, the poem comprises 22 bicola. Further, the envelope 
figure created by vv. 6-7 and v. 19 indicates the poem is a complete 
unity. Ps 10 is too obscure for further evaluation. 

90. Meaning 'I, Saggil-kin&m-ubbib the incantation-priest, am adorant of god and 
king'; for details cf. BWL, 63. 

91. A prayer to Nabu; both the first and last syllables of every line belong to the same 
acrostic. For this and other acrostic poems cf. BWL, 67, and the translations in Seux, 
Hymnes, 115-128. Note that no acrostic antedates 1000 BC. 

92. Surveyed by Driver, Semitic Writing, 207-209 (and 276); to his bibliography add 
B. Lindars, 'Is Psalm II an acrostic poem?', VT 17 (1967) 60-67, and Bergler, VT 29 
(1979) 257-288 (on Lam 5). In later Hebrew such acrostics were used extensively; cf. 
Marcus. 1947. For a possible acrostic in Song, cf. Webster, JSOT 22 (1982) 85-86. An 
extreme example is proposed by Schedl, BZ 26 (1982) 249-251. 

93. D.L. Christensen, The Acrostic ofNahum Reconsidered', ZAWil (1975) 17-30, 
with bibliography. 

94. See Driver, Semitic Writing, 200-207 (and 275-276). 
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Ps 25. A full acrostic, with a final ^-verse instead of a i-verse (in 
addition to the n-verse within the poem). 9 S The distribution of cola 
to letters is again uneven, but the sum total is 44 Unes (22 X 2). 
Keywords repeated throughout show the psalm to be a unity and not 
simply a conglomeration. 

Ps 34. Here again a final «î-verse replaces the i-Une. Certain 
keywords are used, notably mn- ( x 15) and ta, 'all' ( x 7). 9 6 The 
tricolon in v. 7 

Nip MV HT This poor man called, 
VOO mm and Yahweh heard, 

W'ETin vnns tam and from all his anguish saved him. 

is compressed to a bicolon in v. 18 and has echoes in vv. 5 and 20. 
This combination of*recurring pattern and keywords gives the psalm 
its unity. 

Ps 37. A wisdom poem divided up into almost independent 
stanzas, mostly of 4 lines each. There are four examples of 6-Uners (! 
n 1 3 ) and 5-Uners ( D i n V), the exceptional 7-Uner being n . Normal 
alphabetic sequence is followed, slightly obscure at w . 28b and 39. 
There is strong alliteration in v. 20 (final stanza of first half), and in 
w . 34-35 as well as in the penultimate stanza, but no clear pattern 
emerges. Explanatory "3 , 'for', is used some nine times. 

Ps 111. The text has been set out above. Curiously, although each 
single colon is assigned a separate letter of the alphabet, the poem is 
written in couplets. 

Ps 112. The full alphabet is used, again for single cola, and the 
stanza-division cuts across this pattern. The poem opens and closes 
with a tricolon. Much of the vocabulary from Ps 111 is used, and 
even some expressions ('and his honest-deaUng lasts for ever', w . 3b, 
9b; 'mercifuUy compassionate', v. 4b). 9 7 

Ps 145. Apart from the J-verse9 8 the normal alphabet is used. 44 
cola (+ a final monocolon) make up the poem without the missing 
verse, suggesting its omission was intentional. Noteworthy are the 
use of keywords9 9 and the ingenious partial acrostic based on -pa, 
Icing', at the centre of the poem. 

95. A phenomenon discussed below. 
96. See Liebreich, HUCA 27 (1956) 181ff., and contrast Kugel, Idea, 47-48. 
97. P. Auffret, 'Essai sur la structure littéraire des psaumes CXI et CXIP, VT 30 

(1980) 257-279. 
98. Found in HQPs a and some of the versions. 
99. See Liebreich, HUCA 27 (1956) 181ff. 
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Ps 119. The full 22-letter alphabet is used, the poem comprising 22 
eight-line stanzas. The remarkable thing about the psalm is that 
within a stanza every line begins with the letter of that stanza. The 
result is a sustained acrostic of 8 x 22 lines or 176 verses. However, 
some are tricola. 

In spite of the opportunity the poet had of demonstrating his skill 
with vocabulary, the choice of words for verse-initial is, in general, 
very poor. For instance five of the D-words are aita, 'good'; nearly all 
the D-words simply begin with the preposition JD, 'from'. And, within 
the poem, the range of vocabulary is very poor. This is offset by the 
skilled use of many poetic patterns (notably the pivot pattern) 1 0 0 

and devices. 
Prov 31,10-31. This poem of praise for the good housewife1 0 1 can 

be divided into two halves -|—N (w. 10-20) and n—b (w. 21-31). The 
standard alphabet is used, resulting in 23 + 23 (i.e. 46) cola. The first 
half is a series of couplets broken only by a tricolon at v. 15 (i), its 
mathematical centre. The last two verses (19-20) form a chiastic 
quatrain. The second half (w. 21-31) is also in couplets, with a 
tricolon at v. 30. 

Use of alliteration is sparing (mainly vv. 11a and 21b). Interesting 
is the play on yod/yad and kap in w . 20-21, combined with the 
chiastic arrangement «p T T *p. 1 0 2 

Lam 1-4. Chapters 1 and 2 are alphabetic acrostics only for the 
first word of each stanza (= verse); 3 and 4 follow the pattern of Ps 
119, except that for each chapter only 3 verses are assigned to a letter. 

Sir 51,13-30. A 50-line acrostic, mainly in couplets (tricola at 
vv. 15, 22, 25 and 27) largely arranged in quatrains. An additional 1-
verse comes at the end (v. 30). Skehan maintains that 'there is here a 
degree of continuity not always to be found in Hebrew acrostics' and 
proposes a threefold division on the basis of the 3 m.s. suffix at vv. 17, 
22 and 29-30. 1 0 3 The poem is akin, as Skehan notes, to Sir 6,18-37 
(discussed below). 

100. See Dahood, Psalms III. 
101. Besides the commentaries cf. MS. Cook, 'The Marriageable Maiden of 

Prov. 31:10-31', JNES 13 (1954) 137-140. 
102 On such ABBA quatrains cf. Watson, *Chiastic Patterns'. The same play on the 

names of the alphabet-letters is apparent in Ps 119,73a; note the play on samek in Pss 
37,12.24; 112,8; 119,116; 145,14. 

103. P.W. Skehan, The Acrostic Poem in Sirach 51:13-30',HTR 64(1971) 387-400; 
see also Sanders in Dupont-Sommer FS, 1971, 429-438. And Muraoka.JSJ 10 (1979) 
168-178. 
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Apostrophe to Zion. Found in the Qumran texts, the 'Apostrophe 
to Zion' is an acrostic of 16 couplets framed by an opening and a final 
tricolon (or: 22 lines). 1 0 4 Significant is the use of the keyword 'Zion' 
which occurs 6 1 0 5 times, each time at the end of an initial colon 
(w. 1,2,10,13,18). 

Ugaritic 
Although no actual alphabetic acrostics have been found, it is 
remarkable that so many strophes and stanzas in Ugaritic tend to 
begin with an identical letter. This is often achieved simply by 
repetition of the same initial word or particle, but the effect remains 
the same. Some examples will show this. First, non-repetitive 
instances: 

atr tn tn hlk After two, two went; 
atr tlt_ klhm after three, all of them. 
ahd bth ysgr The single man closed his house, 
almnt skr tskr the widow hired herself out. 

(CTA 14 iv 182-185 [initial a]) 

Also: CTA 14iii 159-160 (Iqh, lla); 17 ii 27-30 (a clear tricolon: apnk, 
ap.hn, alp); 19 iii 154-155 (and parallels: 'nt, 'nt, 'db); however, even 
in these texts repetition is hardly ever avoided. Sheer repetition is 
much the more frequent: 

mtb il mzll bnh The dwelling of El is his son's shelter, 
mtb rbt am ym the dwelling of Lady 'Treader-on-the-

Sea' 
mtb kit knyt is the dwelling of the noble brides, 
mtb pdry bt ar the dwelling of Pidray, mist-daughter, 
mzll tly bt rb the shelter of Tallay daughter of showers, 
mtb arsy bt y "bdr the dwelling of Arsay, daughter of Vbdr. 

(CTA 4 iv 52-57 [and parallels]) 

Also CTA 4 v 113-116 (four lines beginning As); vi 47-54 (8 lines 
beginning spq); 6 v 11-19 (7 x initial 7*) and so on. 1 0 6 This can have 
implications for stichometry; for instance in CTA 16 i 25-27, bn, 'O 

104. See P. Auffret, 'Structure littéraire de l'Hymne à Sion de HQPs a XXII,1-15\ 
RevQ 38 (1980) 203-211. Also, Muraoka, JSJ 10 (1979) 167. 

105. Or seven times, following 4QPs f (v. 15). 
106. It is conceivable that the initial letters in CTA 19 iii 115fT. may play on the root 

bky, 'to weep', but it is not certain. 
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son', is clearly anacrusis since the next three lines begin al ('do 
not ' ) . 1 0 7 

Features of the acrostic 
The repertoire of words and phrases found in these acrostics is very 
limited. For example, much of Ps 111 is echoed in Ps 112. Outside 
the psalms, however, vocabulary tends to be less stereotyped. There 
is a tendency towards the use of keywords, e.g. T O D , m a , van, pns, 
mrr in Ps 37; ta in Pss 34 and 145; synonyms for 'law' in Ps 119. 

Perhaps the most notable characteristic is the use of strong 
alliteration, but usually with no consistent patterns. The following 
types can be singled out: 
—identical initial letter for consecutive cola: 

onnoannnn •?« 
rf?i» w a wpn *JN (Ps 37,1 1 0 8 ) = N 

—identical, consecutive letters: 

arhv ta rrato nniata) (Ps 145,13109) = n 

—same initial letter for first and last word of colon (or strophe): 

aits -nana mm -pai> uv trtrv aits (Ps H9,65 1 1 0) = B 

Alliteration is evident in Nah l,2-3a; Lam 2,16 and particularly in 
Ps 145,11-13.U 1 

Another feature of acrostics is frequent hendiadys, perhaps to com
pensate for the bitty effect of the alphabetic sequence imposed on 
these poems. So, in Nah 1,3d lain miwai nsioa is probably to be 
translated: 'In the tempestuous whirlwind his road'. Likewise, Ps 
37,2b ('green grass'); 111,4b ('mercifully gracious' = 112,4b); and 
111,9b; 25,8.10.21. 

107. See W.G.E. Watson, 'Quasi-Acrostics in Ugaritic Poetry', UF12 (1980) 445-447, 
and add KTU 1.96 which has line-initial "n five times. Also, CTA 4 vii 49-52 (with 
anacrusis). 

108. Also Pss 37,6-7; 119,103.174.58b.48c.64c. 
109. Ps 119,124.131.138.142.154.156.157.170; Ps 37,3.18.23; Ps 145,1.10.12. 
110. And Pss 119,130.134.139; 37,18-19.20. This is also a feature of the Babylonian 

acrostic to the god Nabu. 
111. For details, cf. W.G.E. Watson, 'Reversed Rootplay in Ps 145', Bib 62 (1981) 

101-102. 
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Strophe, stanza and the acrostic 
The alphabetic sequence is only an approximate guide to the 
demarcation of a poem into strophes and stanzas. Letter-distribution 
results in the following table: 

One letter 
per colon Pss 111; 112; Sir SI. 
per bicolon Pss 25, 34, 145; Prov 31; Ps 119. 
per 4 cola Ps 37; Lam 4. 
per 6 cola Lam 1-3. 

However, closer inspection shows this distribution to be occasionally 
inexact; for instance, Lam 2,9 really comprises seven cola, 1 1 2 Lam 
1,7 has eight. Also in Ps 119 some of the strophes are tricola 
(w. 48.62.64.75.145.176). Accordingly, the presence of an alphabetic 
marker is not an automatic guide to strophic division. In one case, 
though, it is particularly helpful; and that is the 'pivot'-pattemed 
bicolon (particularly frequent in Ps 119). When this pattern occurs in 
combination with colon-initial alliteration, the stichometry is remark
ably clear. In v. 174 (a n-verse), 

niiT "intfW*? TONP. I yearn for your salvation, Yahweh, 
"WW i m i n ( ) your law is my delight, 

each colon begins with n (ignoring the ubiquitous l as secondary). See 
also v. 103. The same colon-initial marking occurs outside of the 
pivot pattern, as in 

2b b33 T3S TT'bn I entreat your favour with my whole heart, 
"imDJC '^n pity me in accordance with your utterances. 

(Ps 119,58) 

In v. 64 the ABA structure is confirmed. 
As regards stanza, the demarcation is much clearer: each of the 22 

stanzas in Ps 119 is indicated by the repeated use of one letter; the 
same applies to Lam 1-4; with the other poems the stanza-structure 
ignores the acrostic device, so that other criteria have to be used. 
Perhaps Nah 1,2-8 has its unequal stanzas marked off by the 
alphabet. 

Functions of the acrostic 
Several proposals have been made to explain why certain poems 

112 As do Lam 1,12.16.18.20.21; etc. 
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should be in acrostic form. 1 1 3 One commonly suggested is that with 
verses following the sequence of the alphabet, memorising was made 
easier. 1 1 4 However, this does not quite square with the apparently 
imperfect state of some texts or with disrupted sequences such as 
Nah 1,2-8 (ff.?), inversions («) before » in Lam 3 and 4), missing 
letters ft in Ps 145; 1 in Nah 1,4) and the difficulties of Ps 10. 1 1 5 Also, 
it is not quite certain who was intended to memorise such poems, 
which in any case were intended for reading rather than recitation.1 1 6 

It could be that the alphabet was taught in this way, but it seems 
unlikely. 1 1 7 

Two main functions can be singled out, either or both of which 
may have been operative for a particular poem: to convey the idea of 
completeness, and to display the author's skill. 
—Completeness. By using every letter of the alphabet the poet was 
trying to ensure that his treatment of a particular topic was complete. 
At the same time, the reader gained the impression that the poem he 
was reading covered every angle. The use of keywords such as ta, 
'all', would appear to confirm this view. Gottwald argues that Lam 1-
4(5) 'offered a literary form corresponding to the completeness of 
grief, responsibility and hope which he [= the author] wished to 
communicate'. 1 1 8 A slightly different aspect of the same idea is 
conveyed by the frequent use of 'eternity', 'for all generations' and 
the like which occur so often in these poems. 
—To display skill. By composing within the set framework of the 
alphabet, the poet was providing himself with a structure. He also 
had the first letters of at least 22 lines. At the same time, the acrostic 
pattern set a restriction on his free-ranging talent, forcing him to use 
his skill in a particular way. (The occasional deviations from the 
standard alphabetic sequence may have been due to the poet's 
creative talent overriding his self-imposed limits.) It is well known 
that Babylonian scribes delighted in virtuoso performances of their 
writing skills, especially when spelling their own names. Evidence for 

113. See N. Gottwald, Studies in the Book of Lamentations (London, 1954), 23-32. 
114. This is the general view. But see Gottwald. 
115. Note, too, the missing p in Ps 25, although this is compensated for by the 

repeated V i S> t pattern in 18-19. 
116. Marcus: 1947 thinks that instruction was conveyed in this way so it could be 

memorised easily and mentions Prov 31; Sir 51. 
117. So Munch: 1936, 703-710. 
118. N. Gottwald, Studies in the Book of Lamentations (London, 1954) 32. 
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this is provided by the acrostics mentioned above, one of which was 
based on the scribe's own name. 

Quasi-acrostics and partial acrostics 
Some of the acrostic poems use only half the alphabet; Nah 1,2-8 
goes from N to ? ts; Ps 9 covers the first half of the alphabet, Ps 10 (it 
would seem) the second. Various explanations have been offered.119 

Partial acrostics also occur, for example Ps 145,11-13 (within a 
complete acrostic) and Song 4,9- l l . 1 2 0 Such partial acrostics were 
perhaps extensions of initial alliteration.1 2 1 Also Psalm 155. 

11-line and 22-line poems. Poems of these lengths were obviously 
modelled on alphabetic acrostics, the restrictive feature of alphabetic 
sequence being lifted. Lam 5 consists of 22 couplets and is a freer 
form of the patterns used in Lam 1-4. The 22-verse structure, in fact, 
seems to characterise laments, notably Ps 38; 1 2 2 however, note Isa 
10,27c-34.123 Eleven line poems are: Job 9,25-35; 1 2 4 Jer 5,4-5; Hos 
12,3-6. It is probably coincidence that the Babylonian 'Theodicy', an 
acrostic, is written in 11-line stanzas. 

Standard and nonstandard alphabets 
Some of the acrostics, as has been noted, omit certain letters 1 2 5 or 
transpose some. 1 2 6 Particularly significant is the omission of i in 
both Ps 25 and Ps 34, which is compensated for by an extra =1 after 
the n-verse. While Sir 51 has both the i-verse and an additional 1-
verse, Ps 155 has neither. It has been argued that at some stage in the 
development of the Hebrew alphabet, the q replaced the i . 1 2 7 If such 

119. See Christensen, ZA W 87 (1975) 17-30. 
120. For Ps 145 see above; on Song 4,9-11 cf. Paul, IDBS, 600. 
121. See Skehan, CBQ 33 (1971) 137, and Auffret, ZAW 92 (1980) 369 n. 11. 
122. So Dahood, Psalms I, 234; previously, Lohr: 1905, 197 (following Bickell). 
123. D.L. Christensen, The March of Conquest in Isaiah X 27c-34', VT 26 (1976) 

385-399. 
124. See Skehan, CBQ 13 (1951) 125-142 
125. Ps 25 omits p; Ps 37 an V, Ps 145 a J. 
126. " comes before 1 in Lam 2,16-17; 3,46-51 and perhaps in Prov 31,25-26 and Ps 

34,16-17. 
127. Johnstone: 1978, 165-166 says: 'Because there are very few words which begin 

with w, writers of acrostic poems were faced with a problem when they reached the sixth 
letter of the alphabet. In Psalm 25 (though the occurrence of almost consecutive tricola 
in vv. 5 and 7 in place of the prevailing bicola suggests that the text may be disordered), 
and in Psalm 34, no verse beginning with waw occurs. Instead, a second verse beginning 
with pe is added at the end of both Psalms. That is, on occasion Hebrew omits 
consonantal waw from sixth position in the alphabet and replaces it at the end of the 
alphabet with taw with a related bilabial consonant'. 
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should prove to be the case then (i) there is no need to 'correct' the 
text of these poems, and (ii), perhaps a relative chronology for 
acrostics can be proposed. If so, Sir 51 would be earlier than both Pss 
25 and 34. 

For study 
Prov 7,6-23; Ps 94; Jer 2,5-9; Nb 23,18-24; Ez 27,25b-32a; Sir 6,18-
37; Sir 24; Job 8,2-22. Alliteration in texts such as Sir 51,13b-14a (a); 
Ps 25,17 (r); Nah 1,4b (JD1?); Lam 1,20 (i); 2,5 (a); 2,8 (n ) ; 3,52 (Y); Ps 
119,143 (r); etc. 
Isa 51,11 ('joy'). 
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8 
VERSE-PATTERNS 

8.1 Introduction 

This section lists and describes various verse-patterns to be found in 
ancient Semitic poetry. The selection is by no means exhaustive nor 
can every example be set out or listed. It might well be asked what 
purpose such a list and the corresponding descriptions could serve. 
Can anything be gained from recognition of such patterns? The 
answer, given simply, is that the topic of verse-patterns is very 
profitable. First of all there is some confusion, even among scholars, 
concerning which patterns are which. The outline given here will 
help dispel some of the confusion that prevails. Further, each pattern 
has been used (by the poets) for a particular purpose; to appreciate 
the poetry better it is well worthwhile being able to determine which 
pattern is being used, and why. Also, as mentioned at the outset, not 
all the verse-patterns have been isolated and described. Study of 
those so far known will lead to the discovery of yet more verse 
structures as well as to more precise definition of known verse-
patterns. Recognition of deviations from established patterns may 
also lead to a better understanding of the purpose and functions of 
the patterns. (Note that this Chapter overlaps, to some extent, with 
Chapter 7, S T R O P H E A N D S T A N Z A . ) 

8.2 Chiasmus and Chiastic Patterns 

Chiasmus 
By chiasmus is meant a series (a, b, c , . . . ) and its inversion ( . . . c, b, a) 
taken together as a combined unit. In Hebrew poetry such a unit is 
generally a parallel couplet, so that the combined (chiastic) unit 
would be a,b,c // c,b,a. The components of such a series are usually 
sub-units of the sentence, considered semantically or grammatically. 
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For example, Isa 40,12a: 

CO ibytto m o 'O Who has measured the waters in his palm, 
p n m t D D'DCl or set limits to the sky with a span? 

where the semantic pattern is a-b-c // c'-b'-a'. Grammatical chiasmus 
is present in Jer 4,5a: 

m i m lT jn Broadcast in Judah (V—NP2) 
lirotyn Dberrrai and in Jerusalem proclaim! (NP2—V). 

When the components (a, b, c, etc.) are not parts of the sentence but 
complete lines, then larger chiastic patterns emerge, as will be seen. 
(Such components are usually designated by capitals: A, B, C, etc.) 

Chiasmus is present in many literatures,1 being by no means 
confined to Hebrew poetry. Both Akkadian and Ugaritic use chiasmus, 
but in neither language is it so developed as in Hebrew. Some 
examples will be enough by way of illustration. 

Chiasmus in Ugaritic and Akkadian 
Since this topic has been examined elsewhere2 there is little need to 
provide a string of examples. In CTA 17 ii 24-25 there is partial 
chiasmus (NPj M V // V NP, M): 

dnil bth ymgyn Daniel to his house did move, 
ystql dnil Ihklh proceed did Daniel to his palace. 

The Babylonian Epic of Erra uses chiasmus frequently, for instance 
(I 144): 

Typology of chiasmus in Hebrew 
Our chief concern here will be with the couplet, although chiasmus 
(chiastic patterns) can extend over much longer sequences. 

1. Notably in Italian; cf. A. Riva, 'La figura del chiasmo in un sonetto di Jacopo da 
Lentini',ÆE/ 25 (1979) 145-160. On the theoretical background to chiastic parallelism 
see above on SYMMETRY, ASYMMETRY and PARALLELISM, particularly under 'chiasmus 
or mirror symmetry (reflexive congruence)'. 

2. In Ugaritic cf. J.W. Welch, 'Chiasmus in Ugaritic' in Welch, Chiasmus, 36-49. A 
notable example is KTU 1.96 where the sequence bty + btt ('flatterer, flatteress')—mhr 
('assembly')—phr ('potter')—tgr ('gatekeeper') is inverted to become tgr, phr, mhr, bty 
+ btt; cf. de Moor, UF 11 (1979) 647-648. In Akkadian cf R.F. Smith, 'Chiasmus in 
Sumero-Akkadian', in Welch, Chiasmus, 17-35. See, also, Shea, ZAW 92 (1980) 380. 

zlmü 'a tubbuma 
galit nitli 

My countenance expressed haughtiness, 
fury, my glance. 
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1. Mirror chiasmus is very rare indeed; the second line repeats the 
components of the first in reverse sequence, as in Isa 22,22: 

-IJD !"Ni nriBi He shall open and no one will shut, 
n n s P-Nl1JD1 he shall shut, and no one will open. 

2. Complete chiasmus: all the elements comprising the second 
colon are set out in the reverse order of the first. Two main types 
belong here: ab // b'a' and abc // c'b'a'. Taking the second type to 
start with, an example is Job 20,6: 

a^OHh n^sr-ON Even if his height reaches the sky, 
iro" HMOi and his head touches the clouds. 

See, too, (as abc / / c'b'a') Isa 14,30; 29,17; 42,4; Pss 7,17; 147,4; 
Job 20,1; 32,14; Prov 13,6. The other pattern (ab // b'a') is evident in 
Jer 2,19: 

TXiyi "pDTi You will be punished by your wickedness, 
i r o i n TP.nfc'Dl your defections will convict you; 

and in Dt 32,16; Isa 32,6; Ez 19,7; Hos 2,2; Ps 139,1; Lam 5,21; etc. 
3. Split-member chiasmus is a further variation of complete 

chiasmus, where the /a/ and /b/ components are themselves split into 
yet smaller elements. So, in Prov 7,21 (a-bc / / b'c'-a') 

nnp1? DID inert She led him on with her many persuasions, 
u m n rvnDtff p":m by her smooth talk she pressed him, 

chiasmus is effected simply by the alteration in position of the 
underlined sequences. Likewise: Isa 11,1; Ps 22,13; Job 13,12; 
Lam 3,22. Other variations include ab-c // c'-a'b' (Hos 4,9; Job 
10,15); ab-cd // c'd'-a'b' (Isa 33,4; Job 3,6; Prov 4,14). 

4. Partial chiasmus comprises a set of patterns in which the 
position of one element remains unchanged and can be considered as 
standing outside the chiasmus. These patterns include abc // c'b' 
(with the element a unaffected); ab-c // b'a'-c (c unaffected) and a-bc 
// a-cb. The abc // c'b'a' pattern belongs here, too. In abc // c'b', the 
unchanged element is at the beginning, for example, *who rides' in 
Dt 33,26b: 

-ntm D'OP Dm Who rides through the sky to your help, 
D ' p n f lniwai and in his majesty, the heavens. 

Also Isa 49,18; Hab 1,3; Song 1,4. 



204 Classical Hebrew Poetry 

With a Id element outside the pattern (ab-c // b'a'-c') see Isa 27,5; 
49,22; Pss 21,9; 143,1. For an unchanged /a/ element: Nb 24,18; Isa 
59,3b; Prov 2,2. 

Chiasmus and line-forms 
Grammatical analysis (rather than semantic analysis, as above) 
provides the following correlation between chiasmus and line-forms:3 

Type II A i 2 = NP, V / / V NPi e.g. Isa 2,11; 24,18; Jer 12,1. 
3 = V NPj / / NP, V e.g. Isa 28,18; 32,3.10; 35,5; Jer 

48,41; Hos 4,13. 4 

Type II B ii 2 = V M / / M V e.g. Isa 6,10; 10,4; 48,1; 65,4; Jer 
4,5; 6,15; 48,11; Ez 19,12; Am 
4,7; 8,12. 

3 = M V / / V M e.g. Isa 16,8; Jer 2,36; 23,12; Hab 
2,1; and Jer 17,8; Ez 26,16; Hos 
7,14. 

Type II C ii 2 = V N P 2 / / N P 2 V e.g. Isa 3,15; 5,24; 10,1; 13,11 and 
many more. 

3 = N P 2 V / / V N P 2 e.g. Isa 41,22; 47,3; Am 5,11. 

Other types of chiasmus 
The couplet is the standard unit for chiasmus. There are also chiastic 
(aba') monocola (see MONOCOLON) and tricola (also treated under 
TRICOLON). Briefly, the chiastic tricolon is of two kinds: 

1. ABA strophes, where the two outer lines are identical; such 
tricola are very rare—examples being confined to Ps 27,14 and 
Ps 118,15-16 (set out as follows): 

"TPi r\W mrr pD" (A) Yahweh's right hand achieved victory. 
noon mrr pD" (B) Yahweh's right hand was exalted, 

b'n TVOV mrr I'D' (A) Yahweh's right hand achieved victory. 5 

2. ABA' strophes, the outermost lines being in parallelism, for 
example, Prov 17,25: 

V2tt) DS?D (A) A worry to his father 
TQ2 p (B) is a foolish son 

Whvb n a m (A') and bitterness to 'her who bore him'. 

By far the commoner, ABA' tricola include Isa 30,31; Am 1,3; Nah 
3,17; Ps 86,12; Song 1,11. 
3. See Collins, Lineforms, 94-95.106-107.114-115. 
4. And the 'semantic set' given by Collins, Line-forms, 95. 
5. Translation: Dahood, Psa/ms / / / , 154. 
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Longer chiastic units include the ABB'A' quatrain, chiastic penta-
cola, hexacola, heptacola, etc.—all dealt with more fully in the 
chapter on strophe and stanza. 

The functions of chiasmus 
By and large, the basic function of chiasmus is to relieve the 
monotony of persistent parallelism. At a more specific level, chiastic 
patterns can be either structural in function, or expressive. Structural 
chiastic patterns, as the name indicates, contribute to the overall 
shape of a poem or poetic sub-unit. Expressive chiasmus, on the 
other hand, describes chiasmus as it is used to express a variety of 
modes, ranging from merismus to antithesis. 

1. Structural functions. Fairly often a chiastic couplet is used to 
open a stanza or poem, e.g. Hab 2,1: 

mD3?N TnoE'D-'w At my post will I stand, 
i i sn^y POSTiNl I will position myself on the watch-tower. 

Also Nb 23,7; Isa 32,3; Jer 20,14; Ps 92,2; Job 26,5. The same 
function can be attributed to chiastic tricola (Gen 27,39; Hab 2,6; 
Ps 32,8; Job 10,1). 

Similarly, a chiastic couplet can close a poem or stanza—as in 
Job 30,31: 

"133 72Mb TPI Turned to mourning has my lyre, 
0y22 blpb y2iV\ and my flute to weepers' voices. 

Further: Isa 14,20-21;Jer 8,8-9; Song 1,11. Again, the same applies to 
chiastic tricola: Isa 51,3; Ez 34,6; Ps 9,15; Prov 5,22. 

Chiasmus can link the components of a strophe (e.g. Nah 1,2) as 
well as indicating the midpoint of a poem (examples: Jer 2,27-28; 
Prov 1,26-27). 

2. Expressive functions. A very common way of expressing merismus 
or a totality is to use chiasmus: Isa 40,26b (with reference to the 
stars): 

DM211BDD3 N'Xian He who led out by numbers their host, 
MT\p- aV2 Dta1? all of them called by name. 

Also: Jer 6,7; Ez 17,23; Hab 3,3; Job 7,18; Sir 3,1. Merismus can also 
be expressed by a chiastic tricolon, 

"it*/ uvn b2 (A) All you beasts of the field 
taN1? YTIN (B) come to eat, 

"WO VTTt-ta (A') all you beasts of the forest (Isa 56,9), 
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the clue to merismus being the use of 'all'. Also Isa 25,7; Ps 9,15; 
Job 34,37. 

Chiasmus also expresses reversal of existing state, as in Zeph 3,19: 

nirjxn-nN Tijrcnm I will rescue the lost, 
ΠΓΠ1ΡΠ and the dispersed I will gather. 

Also Isa 13,10b; Ez 17,4b; Mic 4,6; Mai 3,24a; Song 1,6; etc. 
Emphatic negation or prohibition is effectively underscored by this 

poetic device, too. For example Prov 25,6: 

-pD-US1? " n n n r r t N D o not put yourself forward in the king's presence, 
nDS?n~7H B*7ii DIpODl and in high places do not take your seat. 

Further: Jer 6,25; Sir 7,5; 11,8. Simple negation: Isa 27,1 lb; emphatic 
denial: Ps 101,7; etc. 

Finally, chiasmus can express antithesis or contrast and is fairly 
frequent in the Book of Proverbs; for example Prov 10,3: 

p n x VS2 mm Yahweh does not make the upright go hungry 
with respect to appetite, 

fpm D'lMtn m m but he disappoints the craving of wicked men. 

And Prov 10,4.12; 12,20; 13,24; 14,4; etc. as well as Ps 38,8; Job 10,5; 
Sir 10,10. 

Chiasmus in long passages 
As has already been noted, chiasmus is by no means confined to the 
couplet. Chiastic patterns can be found in the following:6 

Jgs 9,8-15 —gender chiasmus (m., f., f., m.) combined 
with a refrain-like structure; 

2 Sm 1,19-27 —a combination of refrain and chiasmus; 
Isa 1,21-26 —the chiastic pattern is ABCDED'CB'A'; 
Isa 28,15-18 —an ABCCB'A' pattern; 
Jer 2,5-9 —chiasmus of content, repeated words and 

catchphrases; 
Hos 12,3-6 7; 
Am 9, l -4 8 ; 
Ps 136,10-15»; 

6. For Song cf. W.H. Shea, T h e Chiastic Structure of the Song of Songs', ZA IP 92 
(1980) 378-396; Webster, JSOT 22 (1982) 73-93. 

7. HoUaday, VT 16 (1966) 53-64. 
8. N.W. Lund, Chiasmus in the New Testament (Chapel Hill, 1942) 86-87. 
9. Auffret, VT 27 (1977) 1-12. 
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Job 32,6-10 
Qoh 3,2-8 

—chiastic arrangement of repeated words; 
—complex chiastic pattern of positive and 
negative assertions (and many more) . 1 0 

For study 
Ps 95,1-7; Isa 16,6-12; 29,1-3; 51,1-11; Jer 5,1-8; 50,2-46; Hos 8,9-13; 
Pss 7; 15; 29; 30; 51; 59; 72; 105,1-11; 137; 139; Prov 30,1-4. 
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8.3 The Terrace Pattern (Anadiplosis) and Sorites 

The terrace pattern and related patterns 
The terrace pattern 1 1 is simply a form of repetition where the last 
part of a line is repeated as the beginning of the next line. 

m D N I said: 
iT n«nN"N'7 I'll never see Yah 

D"Tin p N 3 T\" Yah in the land of the living. (Isa 38 ,11 1 2 ) 

This can be represented graphically as: 

and there should be no confusion with either staircase parallelism13 

or the pivot-patterned couplet. The similarity with staircase parallel
ism lies in the common element: both expand one line of poetry into 
two, and their functions overlap slightly. Further, in Ugaritic, they 
tend to occur together. 

The terrace pattern is well attested in both Ugaritic and Akkadian, 
as the examples given below will show. The pattern is known, too, to 
later poetry. 1 4 Its artificiality can be demonstrated by comparing 
two almost parallel passages in Hebrew: 

-11771 UJT W Then the trees of the forest will rejoice 
W O miT ,3B'?D in the presence of Yahweh, for he comes, 
PKPrnN OSVT to judge the earth (1 Chr 16,33) 

- ly- 'sy-ta 1MT TN Then all the trees of the forest will rejoice 
JO '3 mrp 'OB1? in the presence of Yahweh,/br he comes, 

pNP. tSBKr? JO "3 for he comes to judge the earth. (Ps 96,12b-13) 

11. A term coined by Austerlitz. 
12. Some MSS read PlirP for TP i"P, suggesting that even in antiquity the terrace 

pattern was not always recognised. 
13. As does Avishur, UF 4 (1972) 9-10. 
14. As, variously, anadiplosis, epanadiplosis and epanastrophe. See Leech, Guide, 

81; PEPP, 33-34; Elkhadem, Dictionary, 8. 
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The repetition of «2 P is omitted in the Chronicles passage, but the 
Psalm is better poetry (note the stress pattern 2 + 24- 3). 1 5 

Functions of the terrace pattern 
Before going on to consider variations of the pattern, it is better to 
take a look at the functions of the terrace in its simplest form. (Here 
examples from Ugaritic and Akkadian will be included.) Since the 
verse-form is basically repetition of a kind, it will share the functions 
of iteration, namely to link the components of a strophe or stanza and 
for dramatic effect. In addition, the terrace serves to create tension, 
to denote duration in time, to express inevitability and to help the 
poet improvise verse. 

1. Cohesive function. As with repetition in general, the terrace 
pattern serves to link up components within a poem. For example: 

nDTl ujii TiSB Burst forth in joyous song and sing, 
"Tt:33 mnr) HDt sing to Yahweh with the lyre 
mot bipi -IU33 with the lyre and the sound of song. (Ps 98,4-5) 

Also Ez 30,3. The cohesive function is more developed in the 
extended forms of the terrace, discussed below. 

2. To create tension. Occasionally the poet will break off halfway 
through a sentence, then repeat the last words spoken and complete 
the sentence. 1 6 This creates tension and increases the attentiveness 
of the audience. Examples are available in Akkadian,17 and, more 
clearly, in Ugaritic. 

him Urn tphhm See! The gods espied them, 
tphn mlak ym espied the envoys of Yam, 
t'dt tpt nhr the embassy of Judge Nahar. 

(CTA 2 i 21-2218) 

DBETin D1N"}3 nrtKI And you, son of man, will you judge, 
D O T T y - n K DBETin will you judge the bloodstained city? (Ez 22,2) 

Also Jgs 5,23; Isa 38,11; Pss 38,40; 115,12; 135,12 (136,21.22). 
3. To denote duration. A function perhaps peculiar to the pattern in 

15. Cf. de Moor, UF 10 (1978) 208. 
16. The true meaning of 'expanded colon'. 
17. See Atr I ii 189-190 and examples given by Kinruer Wilson, JSS 13 (1967) 99-
02. 
18. See Gibson, CML 41 n. 5 for the verb forms; another instance is CTA 23:37-38. 
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question, it can refer to the past, present or impending future. There 
is some overlap with the expression of inevitability.19 

lymm lyrhm From days to months, 
lyrhm lint from months to years. 

(CTA 19 iv 175-176) 

DS^J? niPT ID ' May Yahweh give increase to you, 
M-Ja-^in DS^l? to you and to your children. (Ps 115,14) 

4. To create poetry. From the composing poet's point of view the 
use of repetition in the form of the terrace enables him to improvise 
by the adding style technique. This is apparent from the following 
examples: the short respite provided by repetition is enough to allow 
the poet to reflect. 

fina qaq] qari esir u[surtu] On the ground draw the design 
[usur] tu lumurma the design for me to see (so) 
eleppa [lupus] I may build the boat. (Atr W 14-15) 

ymg Iqrt ablm He came to 'Mourners'-City', 
ablm qrt zblyrh Abilim, city of prince Moon. 

(CTA 19 iv 163 2 0 ) 

The Ugaritic text shows why this type of repetition is sometimes 
called 'epithetic'. 

-p33> -JN-0 mrv ruN O Yahweh: truly am I your servant, 
"]nON-p "p3S>-,2N / am your servant, your handmaid's son. 

(Ps 116,16) 

Also: Jer 2,13; Joel 2,27; Prov 30,1; Song 2,15. Note the frequent use 
of the pattern in Ps 122. 

5. Other functions. The repeated use of this pattern in CTA 23 
seems to suggest a magical function (but this is truer of the extended 
forms), or perhaps it was a device to ensure no word of an important 
ritual was left out. Against this is the evident omission of a complete 
line from the couplet 

hn spthm mtqtm Lo, their lips are sweet 
mtqtm klrmnt sweet as pomegranates (line 50), 

—the second line is not repeated in line 55. 

19. An example in prose comes from a Neo-Assyrian letter: 'It is four whole months, 
four whole months, since my lord went away'; see Kinnier Wilson, J S S 13 (1967) 102 
for comment. 

20. Also CTA 22B:16-17; 23:35-36.42.45-46. 
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Variations of the terrace pattern 
Two principal variants of the pattern merit discussion here: the 
chiastic terrace and the extended terrace. They are, in fact, diametri
cally opposed with respect to structure: the chiastic pattern is a 
closed unit, whereas the extended terrace can be continued ^definitely. 

a. The chiastic terrace. When chiasmus and the terrace pattern are 
combined, the result is what could be termed a 'cyclic couplet', the 
outer elements being parallel and the inner elements being identical: 

mt uhryt nth yqh Man, as his destiny, what does he get? 
mhyqh mt atryt What does he get, a man, as his fate? 

(CTA 17 vi 35-36) 

Its function is, chiefly, to increase the listeners' tension by delaying 
the denouement to the third line (in this case: 'Glaze will be poured 
on my head, quicklime into my crown; and the death of everyman 
will I die, and I, of a certainty, will die'). The combination is very 
frequent in Ugaritic.2 1 It occurs, too, in Hebrew, notably: 

"I^D 'JBb pIBXn bN Do not justify yourself in a king's presence 
JJiann bN "fro 'JBl and in a king's presence do not display your 

wisdom. (Sir 7,5) 

Also: Isa 29,17; Ez 22,2; Nah 1,2; Am 4,7b. The chiastic terrace is, by 
contrast, very rare in Akkadian.22 A secondary function is to convey 
a sense of inevitability. 

b. The extended terrace. The terrace pattern has the property of 
being extended over several cola, each colon repeating the final 
elements of the previous colon; schematically: 

Very clear examples are to hand in both Ugaritic and Akkadian.2 3 

One is the prologue to the Akkadian incantation The Worm and the 
Toothache': 

21. Also CTA 4 vii 38-39; 12 ii 51-52; 17 v 10-11; 19 iii (passim, e.g. 132-133). 
22. E.g. Gilg (Nin) X i 15-16: The ale-wife saw him / and locked her door (etedil 

babsa) I her door she locked (babsa etedil) I she locked its bolt'. Note, further, Atr S v 
18-21; rev. vi 7-10. 
23. See Watson, UF 7 (1975) 485-189. 
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ultu Anum [ibnti fame] After Ami had created sky, 
samii ibnti [ersetam] sky had created earth, 
ersetum ibnu narati earth had created rivers, 
narati ibnd atappdti rivers had created canals, 
atappdti ibnd rusumta canals had created mire, 
rusumta ibnH tultu mire had created Worm, 
iltik tultu . . . Worm w e n t . . , 2 4 

Another example, from the Erra Epic (IV 76-82), runs to a total of six 
couplets, each linked to the other. 

From Ugaritic (again in a magical incantation): 

smk at aymr Your very own name is 'Expeller'; 
aymr mr ym Expeller, expel Sea, 
mr ym Iksih expel Sea from his throne, 
nhr Ikht drkth River from his dominating seat. 

(CTA 2 iv 18-20 2 5 ) 

The Hebrew examples include Hos 2,23-24; Joel 1,3.4 and Isa 
24,18 (also Jer 48,43-44): 

irni Surely, 
i n s n bipD DJn anyone fleeing the yap of the pack 

nriBPi bN bB' will fall into the gap 
mart "lino nblJJm and anyone climbing out of the gap 

PIE- ns'r will be caught in the trap.26 

The main function, apparent both in the Akkadian example 2 7 and in 
Isa 24,18 (and Jer 48,43-44), is to depict inevitability: there is no 
escape. A lesser function is to represent a chain of transmission, as in 
the Worm and Toothache' and ergot incantations, and in Joel 1,3. 

Other variants of the terrace pattern include the 'parallel' terrace 
of Gen 49,9 and 24; Mic 4,8 where synonymous expressions replace 
the simple repetition of the terrace. 

Sorites 
Strictly denned the sorites (also, sorite) is 'a set of statements which 
proceed, step by step, through the force of logic or reliance upon a 

24. Text: CT 17, plate 50:1-7; translation: ANET, 100. 
25. In lines 11-13 the weapon is named 'Chaser' (ygrs) and told to 'chase Sea' (grs 

ym). 
26. The equivalents 'pack, gap, trap' have been adopted in an attempt to echo the 

assonance in Hebrew—these lines being an expansion of Isa 24,17 (= Jer 48,43) 'pack 
and gap (lit. hole or pitfall), and trap'. For the meaning 'pack' for Heb. "inB cf. 
Dahood, Ugaritic-Hebrew Philology (Rome, 1965) 69, and Akkadian illatu. 
27. Erra IV 76-82, cited in UF 7 (1975) 487. 
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succession of indisputable facts, to a climactic conclusion, each 
statement picking up the last key word (or key phrase) of the 
preceding one'. 2 8 There is some overlap with the extended terrace 
(discussed above) which is not so strictly logical as sorites. The 
various types of sorites include the transmissional (e.g. Joel 1,3), the 
catastrophic (Erra IV 76-82), the numerical 2 9 and others. 3 0 A good 
illustration of sorites used in evocative imagery is Ps 133,2-3a:31 

Like the sweet oil on the head, 
flowing down on the beard, 
(the sweet oil) on Aaron's beard, 
flowing down on the collar of his robes; 
like the dew on Mount Hermon, 
flowing down on Zion's mountains. 

Tsumura notes: V. 2 describes vividly the continual graceful 
movement of "the sweet oil", first poured on "the head", which flows 
down to "the beard", and then from "the beard (of Aaron)" to "the 
collar (of his robes)'". Related is pseudo-sorites, common in Hos. 3 2 

For study 
Hab 1,8; Pss 96,13; 78,3-8; 116,16; Am 5,19. Also, Jgs 19,23; 2 Sm 
13,12.25; 2 Kgs 4,16. 

Cross-references 
KEYWORDS, REPETITION, STAIRCASE PARALLELISM. 

BIBLIOGRAPHY 

Fischel, H.A. T h e Use of Sorites (Climax, Gradatio) in the Tannaitic 
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28. Fischel: 1973, 119. 
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31. Tsumura: 1980. 
32. Discussed by Andersen-Freedman, Hosea (see index). 
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8.4 The Pivot Pattern 

The pivot pattern: definition and theory 
Basically, the 'pivot pattern' is a couplet where the expected final 
word is not expressed as it is implied by the last word (or words) of 
the first line. So, in 

FIT p n tnp 1 ? p Runner to meet runner, does run, 
"TJO PHlp 1? TJDl messenger to meet messenger. (Jer 51,31) 

the second line means 'Messenger to meet messenger does run', with 
ellipsis or gapping of the verb ( H T ) . Since the same verb affects both 
cola, it has been termed a 'double duty modifier';33 alternatively, the 
verb can be considered as central to the whole couplet, hence the 
name 'pivot'. 

Quite often the pivotal' word is a noun in the vocative, 'suspended'34 

almost, between the two lines: 

P N Pin r r w -JB^D In the presence of the Lord, writhe, O Land, 
a p l " JtvjN -:tSTD in the presence of Jacob's God. (Ps 114,7) 

In terms of metre the pivot pattern can be defined as a couplet with 
final silent stress. Hebrew verse, being accentual, is made up of 
patterns of stress, usually in balanced couplets (see METRE). When an 
expected stress-word is missing from a line, the effect is to produce 
silent stress. 3 5 For example, in 

"TO D I K - ^ J I Dritan NT1 Disturb them shall foot of man no more, 
DHtan XT n a n a niDiBi nor cattle-hooves disturb them (Ez 32 ,13 3 6 ) , 

the stress-pattern is 

/ / / / 
/ / / 0 

the expected "TO (as part of the construction "TO . . . NT, 'no longer') 
not being expressed, leaving the second line short by one stress-unit. 

33. So Dahood: 1967, 574. 
34. "The double-duty modifier is a phrase, sometimes just a divine name or title in 

the vocative case, suspended between the first and third cola of a verse and 
simultaneously modifying both of them' (Dahood: 1967, 574). Note that Dahood's 
'third colon' is really the second since the pattern is basically a couplet; the pivotal 
word belongs to the first colon. 

35. On silent stress, see D. Abercrombie, 'A Phonetician's View of Verse Structure', 
Ling 6 (1964) 5-13. 

36. Note, incidentally, the use of both chiasmus and gender-matched synonyms. 
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Accordingly, the full name of the strophic unit should be 'pivot-
patterned bicolon with silent (final) stress'; here, the expression 
•pivot pattern' is used for convenience. 

The pivot pattern and related patterns 
The pivot pattern is akin to both the aba-monocolon and ABA (or 
ABA') tricolon—which, of course, are forms of chiasmus; it is also 
like staircase parallelism. Since these four strophic patterns are often 
confused37 a special paragraph has been devoted to differentiation 
between them. The patterns in question have been defined elsewhere, 
so there is no need for repetition here. Instead, a complete poem 
exhibiting at least three of the strophic forms will be briefly set out 
analytically as a concrete example. The example chosen is Psalm 57 
because it uses three, if not four of the strophic patterns 3 8 and 
because it has been discussed very recently by Auffret with the pivot 
pattern in mind (see below). Also, it is relatively short. The pivot 
pattern occurs, in fact, no less than five times (vv. 5.6.8.10.12), twice 
as a refrain.39 The psalm opens with an aba (chiastic) monocolon 
and there is an example of staircase parallelism in v. 9. Several 
readings of the poem may be necessary before it becomes clear that 
the patterns in question, though related, are really distinct. 

Distinguishing related patterns: Ps 57 

| *33f\ D'nbK ~*33n I 2 aba (chiastic) monocolon 
PI-DPI 1 2 "3 

PIDriN TB33"bS31 
min 131?" is? 

irbv DTftNb ttipH 3 
"by 1 0 : bt<b 

"Dm s i n 'jy w i DTJCD nbsr 4 
inoNi n o n s"rhH nba" 

naacN u"H2b -jinn "VDS 
D I K - ^ 3 o'pnb 

D-sm n-jn an*:v 
mn 3i n ai*xfi* 

-|n23 n«n-b3 b» 

couplet with silent stress 
('pivot ') 

couplet with silent stress 
('pivot ') as refrain 

37. Borderline cases do occur but these have to be judged in the wider context of 
undisputed examples. 

38. The ABA-pattern may be present in v. 4. 
39. The same use of a pivot pattern may be operative in Ps 67. 
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8 couplet with silent stress 
(pivot') 

9 staircase parallelism 

10 couplet with silent stress 
(pivot') 

11 

12 couplet with silent stress 
(pivot') as refrain 

"•QVST iran m i 
IBS 

n3in3 V?aj 
D'n^N U1? ]133 

'31? fl33 
niptKi mncm 

m 3 3 mil? 
11331 tain mis? 

mem ni'yn 
TO D'osn 1 1 1N 

n'DNta TIDTM 

T I D K p'pnty-nyi 
D'A'TN D , D £ ' - t a n o n 

1 1 1 3 3 p n n - t a ta 

Translation ofPs 57 4 0 

2 Mercy on me, God, mercy on me, aba monocolon 
for in you does trust my soul, 
and in the shadow of your wings I trust 
until the "word' passes on. 

3 I will cry to God, the Highest, 
To the avenger El, the High. 

4 May he send down from heaven and save me 
from shivering and fear (??); 
May God send down his grace and fidelity. 

5 Myself amid lions do I lie, pivot pattern 
swallowers of mankind; 
their teeth: spear and arrows, 
and their tongue: a sharp sword. 

6 High above the heavens, God, pivot pattern (refrain) 
above the whole earth is your 'self. 

7 A net they prepared for my feet, 
a snare for my neck; 
they dug, for my face, a pit 
and fell into it! 

40. For philological details see Dahood, Psalms II, 49-55. For the structure, P. 
Auffret, 'Note sur la structure du Psaume LVIP,Semitica 27 (1977) 59-73. The minor 
differences from Ps 108 have been ignored. V. 4 is notoriously difficult; cf. perhaps 
Akk. hurbasu, 'shivers of fear'. In v. 5 Bn*5 is considered equivalent to Akk. la 'Otu, *to 
swallow'. See also Gevirtz, HUCA 52 (1981) 101-110, on kdbod = 'self. 
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8 Firm is my resolve, God, pivot pattern 
firm is my resolve; 
I will sing songs, 

9 Awake, my 'self, staircase parallelism 
awake harp and lyre; 
I will awake the Dawn. 

10 I will praise you among the peoples, Lord, 
I will sing to you among the nations. pivot pattern 

11 For, great till the heavens is your mercy, 
till the sky your fidelity. 

12 High above the heavens, God, pivot pattern (refrain) 
above the whole earth is your 'self. 

Akkadian and Ugaritic examples 
Although, it would seem, Akkadian and Ugaritic poetry is not based 
on stress, the pivot pattern is used in one if not both traditions;4 1 

some examples will be discussed here. 

s'a igigi tensunu tfdema The decision of the Igigi^o« know, 
sa anunnaki miliksun the counsel of the Anunnaki. 

(Erra IIIc 40) 

The verb "you know' is to be understood in the second line. Also: 

epis taqbt epus" Istar I have done what you ordered me 
to do, Ishtar, 

(Istar) la kassäpi Iti kassapti my sorcerer or my sorceress . . . , 

where 'Ishtar' closes one line and simultaneously opens the next. 4 2 

The pattern is very frequent in Ugaritic, for instance: 
tnh ksp atn Twice (her weight) in silver, will I give 
wtlth hrsm thrice, even, in gold. 

(CTA 14 iv 205-206) 

41. See my 'Pivot Pattern'. 
42. Text and translation as in W. Farber, Beschwörungsrttuale an Istar und Dumuzi 

(Wiesbaden, 1977) B 16'-17'; Färber comments (253): 'Beachte den Doppelbezug des 
dKtar das in der vierhebigen Zeile . . . auch thematisch deutlich einen Anschluss der 
Selbstbeschreibung des Zustands des Kranken markiert, gleichzeitig jedoch als 
emphatischer Beginn der dreihebigen (fast auftaktartigen) Zeile . . . den völlig anders 
gearteten auch rhythmisch bewegteren anklagenden Passus einleitet'. 
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Over a score more examples are known, 4 3 some of which will be 
cited under 'function' and *type'. 

Types 
Broadly speaking, and without going into minute detail, four factors 
determine the typology of the pattern: whether or not the non-
repeated word (the 'pivotal word') is an essential part of the syntax 4 4 

and whether the constitutive lines are repetitive or in parallelism. 
Simple repetition is at the core of such couplets as 

ul aqabbaku ibri I cannot tell you, my friend, 
ul aqabbaku I cannot tell you. (Gilg XII 89) 

and others in Akkadian,4 5 and Ps 57,8 (see above). By contrast, 
strophes like 

hlk ahth bly'n The coming of his sister, Baal does see, 
tdrq bt abh the approach so swift of his father's 

daughter. (CTA 3D iv 83-S4 4 6 ) 

are essentially two parallel lines. 
The same two examples illustrate the other component: the non-

repeated word can be simply additional, almost—'my friend' in the 
text from Gilgamesh—or form an integral part of the sentence: 'does 
see' (from the Baal Epic). 

The pivot pattern is not confined to poetry, as indicated by texts 
such as 

aits nato vtXl run See, to obey is better than sacrifice, 
D'TN a'sno aitfprf? to hearken, than rams' fat. (1 Sm 15,22b) 

and Ruth 2,19.4 7 

Extended forms of the pattern occur; these are discussed below. 

Functions 
Quite frequently the pivot-pattern comes at the beginning or end of a 
stanza, speech or poem. Its function, then, would appear to be the 

43. CTA 3B li 3-5; 3D iv 83-84; 3E v 27-28; 4 vu 12-14; 5 i 14-16, vi 17-18 (= 6 i 2-3); 
6 ii 26-27; 14 i 12-13.35-37.41-43; u 94-95; iii 150-151; 15 iii 23-25; 16 i 36-38; vi 11-
12.29-31 (//43-44).57-58; 17 vi 41; 18 iv 31-33; 19 i 18-19; iii 75 (etc.), etc. 
44. See Auffret, VT 27 (1977) 62 n. 5. 
45. E.g. BWL 146:50. 
46. Both this and the alternative emendation ybmt Hmm (cf. CTA 4 ii 4-6) are 

proposed and discussed in detail by Pardee, BO 37 (1980) 279. 
47. LXX adds an extra 'today', but this would appear unnecessary. 
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demarcation of poetic units. Occasionally, the final pivot marks a 
climax. For the composing poet, use of a repetitive pattern such as 
the pivot enables him to mark time (so to speak) and think up the 
next part of his improvised poem; the pivot pattern, therefore, can 
function as a filler.48 On the part of the listening audience such 
repetition allows them to follow the course of the poem by the twin 
process of reinforcement (reiteration of what has been said already) 
and rest (concentration is lessened). The extended forms of the 
pattern are indicative of its expletive function. 

Here, a few examples of the stanza-marking function will be 
presented, with very brief discussion and texts for private study. In 
many cases, the function of the pattern cannot, as yet, be determined. 

a. To open a stanza, speech or poem. The famous 'battle scene' of 
the goddess Anath begins (after a description of her toilet): 

klat tgrt bht 'nt Shut the mansion gates, did Anath, 
wtqry glmm bst gr and meet the pageboys at the foot of the 

rock, (CTA 3B ii 3 -5 4 9 ) 

and there are a few other passages.5 0 The pattern is very much more 
used in Hebrew in this function; Psalm 72, for instance, begins: 

jn "po 1? TDBEto DVT5N O God, your judgment to the lane, give 
T^D p 1? "inplXl your justice to the son of a king. 5 ' 

Also: Isa 28,24;Jer 4,15;Mic 7,14;Pss 5,2; 59,2; 75,3; 114,7; 119,169; 
132,11b; Prov 1,21; Job 18,11; 1 9 3 ; 32,6. 

b. To close a sentence, speech or poem. One clear example from 
Ugaritic is at the close of El's speech to Keret: 

mlk tr abh yars The kingship of his father, the Bull, he 
wants 

hm drkt kab adm or (perhaps) dominion like the father of 
mankind? {CTA 14 i 41-43) 

Of the many passages in Hebrew (2 Sm 23,3; Isa 15,9; 24,3; 28,29; 
Jer4,2; 51,10; Joel 1,7.16; Nah 2,5; Pss 7,3; 90,17b; 119,144.160), 
Sir 40,11 is probably sufficient for illustration. It closes the section 
w.8-11: 

48. See sections on ORAL POETRY and REPETITION. 
49. Following Gibson, CML, 47; but note Pardee's dissent in BO 37 (1981) 275. 
50. CTA 14 i 12-13; 17 vi 4-5. 
51. The first word ('God') may be a later liturgical addition (courtesy Loretz), but 

this does not affect the pattern in question. (Note the epithetic word-pair 'king // son of 
a king'.) 
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aifc" p N b« pND "73 And all that is from the earth, to the earth will 
return, 

DinD DTiDO IBM and what is from the sky to the sky.52 

c. As a climax. A prayer to Gula ends: 

ina qiblt Baba usarbi sumusa At B.'s command I will exalt her 
name, 

ana kal n&e [azakkar] to all the peoples will I tell (it).5 } 

The use of a pivot to climax a section is common enough in Ugaritic, 
as witness 

wbklhn sph yitbd In its totality the clan perished 
wbphryh yrt in its entirety the heirs. 

(CTA 14 i 24-25 5 4 ) 

Hebrew supplies further instances; from Habakkuk: 

T o m 1D1M p"T ja bPn Is he therefore to empty his net always,55 

blOT Hb B*\3 JIM1? to kill nations mercilessly? (Hab 1,17) 

and:Jer 51,12; Nah 1,5. 
Very occasionally the pivot pattern serves both to open and close a 

segment of poetry—when it is akin in function to the envelope figure. 
In the Keret Tale, for example, the dream sequence (CTA 14 i 35-43) 
begins with a pivot pattern and also ends with one. An example in 
Hebrew is Mic 5,9 and 13. 

Combination with other devices 
The texts discussed show that the pivot pattern does not occur in 
isolation but is used in combination with other poetic devices. Such 
combinations have been pointed out, but some additional examples 
will provide further illustration. 

Quite often the pattern is used together with gender-patterns: in 
the stock formula 

52. Contrast the Greek version. 
53. Text and translation: Nougayrol, RA 36 (1939) 30:10; Seux, Hyrnnes, 463. 
54. Following the reading in KTU; cf. Dietrich—Loretz—Sanmartín, UF 7 (1975) 

598 and Pardee, BO 37 (1980) 285. 
55. Note emphatic waw. 
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bph rgm lysa From his mouth his word had hardly 
issued, 

from his lips his speech, bspth hwth 

the gender of both p and rgm in the first line is m. and that of spt and 
hwt, f. Similar parallelism is operative in CTA 15 iii 23-25, while the 
genders are reversed in 5 vi 17-18 and 6 i 2-3. Hebrew provides even 
more texts, including Isa 34,19; Ez 32,13 (cited); Hos 13,12; 
Ps 109,14; Job 28,14; Prov 18,20; Sir 40,11 (cited); with reversal: 
Ps 119,105 and 

men DBtr/Da Zion (f.) by justice (m.) shall be redeemed 
Pipisa rraeri and those (m.) of her who repent, by right (f.). 

Chiasmus and the pivot intermesh in 

miT nD' D'W ITS The house of the proud is torn down by Yahweh 
rOD^N 'TQJ 3S'l but he maintains the widow's boundary. 

For study 
What function does the pattern described above have in Prov 24,3; 
Jer 4,1-2; Nah 2,5? What combination of patterns can be recognised 
in Job 28,14 and Isa 34,10? What can be deduced from tabulating the 
distribution of this pattern in Hebrew poetry? 

Cross-references 
CHIASMUS, ELLIPSIS, METRE, STAIRCASE PARALLELISM, STANZA. 

Althann, R. 'Jeremiah IV 11-12: Stichometry, Parallelism and Translation', 
VT 28 (1978) 385-391. 
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574-582. 
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(Prov 15,25 
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56. The passive is used in English to help the pattern stand out. 



9 
SOUND IN HEBREW POETRY 

9.1 General 

When considering poetic devices involving sound—assonance, alliter
ation, rhyme, onomatopoeia and wordplay—the pronunciation of a 
language is very much to the fore. This applies to classical Hebrew as 
well as to Ugaritic and Akkadian. There is no need to repeat here 
what is set out in the standard grammars, although there is no 
complete consensus of opinion. Two points have to be borne in mind. 
Firstly, there is no such thing as the pronunciation of Hebrew (or of 
Ugaritic and Akkadian). Like any other language, Hebrew developed 
and evolved, so that its pronunciation changed over the centuries. 
Also, Hebrew had its share of dialects and idiolects both regional 
(particularly North and South) and social. Secondly, in spite of a 
certain levelling effect brought about by the collection of Hebrew 
poetry into the canon, relics of these language variations remain. 
And, in the absence of other guides, the Masoretic vocalization is 
very reliable—any alterations must be vouched for.1 With these 
provisos, the study of sound patterns in Hebrew poetry is rewarding 
and interesting.2 

9.2 Assonance 

Theory 
If alliteration can be defined in terms of repeated consonants, 

1. See particularly J.CX. Gibson, T h e Massoretes as Linguists', OTS 19 (1974) 
86-96; also ReveW,JSS 25 (1980) 165-79. 

2. Culler, Poetics, 65, remarks: 'We have only the crudest ideas of what makes a 
line euphonious or successful and of how phonological modulations from one line to 
another contribute to the effects of a poem'. Useful is AA. Hill, 'A Phonological 
Description of Poetic Ornaments', LS 2 (1969) 99-123. 
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assonance is a form of vowel repetition. It occurs when there is a 
series of words containing a distinctive vowel-sound3 or certain 
vowel-sounds in a specific sequence. However, since the borderline 
between vowels and consonants is not irrevocably defined, there is 
some overlap between alliteration (of consonants) and assonance (of 
vowels). This is inevitable since poets are not phoneticians and deal 
with words, not abstract entities. For convenience, though, alliteration 
has been dealt with separately. Yet another section will deal with com
binations of alliteration and assonance. Here, the topic is assonance. 

Typology of assonance 
The simplest form of assonance is based on the repetition or 
dominance of a single vowel sound. In Jer 49,1 the distinctive 'A'-
sound is evidently to be heard throughout the couplet:4 

madu" yaras tnalkam 'et-gdd Why has their king 5 inherited Gad 
vf'ammb be'ardyw ydsab and his people settled in his cities? 

Also in Ps 48,7a. In Jer 49,8 it is 'E', in Ps 113,8 T , in Isa 58,12d and 
Job 5,21 'O' and in Lam 4,15 'U'. 

Assonance becomes more complex when based on certain vowel 
sequences; for example, in Job 9,16b: 

3. Here, cases have not been limited to either final-vowel assonance (called Vocalic 
rhyme') or stressed-vowel assonance. 'Assonance occurs when two words have the 
same vowels but different consonants' (Elkhadem, Dictionary, 14). According to 
Adams: 1973,8, assonance is "the repetition of a stressed vowel, but not of a following 
consonant or consonant cluster, in syllables near enough to each other for the echo to 
be discernible to the ear'; and it is 'a conscious musical device in poetry of all 
countries' (ibid. 9). 

4. In this section the Hebrew is given in transliteration so that the sound is 
immediately evident. For obvious reasons, Ugaritic has not been discussed, and to 
avoid imbalance, nor has Akkadian although we know how it was spoken. For Akk. 
examples see Hecker, Epik, 139-40. For instance, in 

only the vowels 'A' and T are used; in Gilg M iii 3, the vowel sequence is 'I-U-A'. See 
Kinnier Wilson: 1968 for the deliberate avoidance of assonance in Akkadian. 

5. Or 'Milkom'—see the versions. 

lo' 'a^min kîyavzin qôlî I do not believe he would listen to 
my voice. 

inanna alki atti 
atkasî là 'issa 

Now you go, 
rush to her chamber 
(Agusaya Hymn A vi 34'-35'), 
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where the -a-a-i- pattern recurs twice; similarly, -u-a comes twice in 
2 Sm 23,5. This kind of assonantal sequence is more frequent in 
assonantal alliterative word-pairs such as lintos w'lintos, 'to destroy 
and demolish' (Jer 1,10) discussed below. Such patterns often occur 
as colon-initial sets like 

qosrem 'al... Tie them upon . . . 
'ondem 'al... bind them . . . (Prov 6,21) 

Also: Jer 12,2cd; Ps 89,13.15; Job 8,11; Prov 9,5; Song 6,2b; Lam 
1,1—and with three consecutive lines, Jer 12,7. 

Somewhat rare are sequences such as 

ydm nfhuma utn'busa unfbuka A day of tumult, undertreading 
and hubbub. (Isa 22,5) 

Also Isa 24,17. There is evident overlap with onomatopoeia. Chiastic 
assonance expressing reciprocity, occurs in 

*nt Fdodi I—O-I I'm my lover's 
vfdodi li O-I—I and my lover's mine. 

(Song6,36) 

Functions of assonance 
The chief purpose of using assonance within a poem is in order to 
link its component parts together, whether at the level of single 
words (in word-pairs), at the level of single phrases, or over longer 
segments of verse. In 

damiti... I was like a desert-owl, 
hayiti... I was like a hooting-bird of the ruins 

(Ps 102,77) 

the couplet is bound closer together by the repetitive opening sound-
pattern. See, too, Isa 34,3-4; Jer 51,30a; Hos 7,13a; etc. As a corollary 
to this function, it is easy to determine where a colon begins 
(stichometry). Assonance can also be used for emphasis. As already 
mentioned, assonance helps link sound with meaning, as in onomato
poeia, e.g. qol gore', 'A loud shout' (Isa 40,3—lit. 'a voice which cries 
[out]'). 

6. Also Isa 1,18; Job 40,10; etc. 
7. Or 'I am like an owl in the deser t . . . '—note the onomatopoeic words qa'at, 

*owl(?)' and kos (ditto). 
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For study 
Hos 4,16; 10,1; 12,12; Prov 3,35; Mic 2,4a; 7,1b. Last two words of 
Ps 29,1; of Ps 109,13a; of Lam 2,5. 
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Adams, P.G. T h e Historical Importance of Assonance to Poets', PMLA 88 

(1973) 8-18. 

(b) Semitic 
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Kinnier Wilson, J.V. '"Desonance" in Akkadian', J S S 13 (1968) 93-103. 
Saydon, P.P. 'Assonance in Hebrew as a means of Expressing Emphasis', 

Bib 39 (1955) 36-50.287-384. 
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9.3 Alliteration 
Notes on theory 
Alliteration is the effect produced when the same consonant recurs 
within a unit of verse. It is, in fact, a form of repetition, the repeated 
element being a consonant (see REPETITION). The following features 
of alliteration need to be borne in mind: 
—Alliteration refers to consonants, not vowels; the same kind of 
repetition of vowel-sounds is termed assonance (see ASSONANCE). Of 
course the two kinds of sound repetition are related, and indeed often 
occur in combination. For clarity of presentation, though, they are 
here considered separately.8 

—Alliteration is here understood in its wider sense of consonant 
repetition and is not confined to word-initial alliteration. 
—Near-alliteration has also to be taken into account. By this is meant 
that similar-sounding consonants are considered to be equivalent. 
For example, /t, d and t/ can be grouped together, as can the sets 
/g,k,q/, /s,z,s/ and so on. The degree of alliteration involved, though, 
is lesser than that of identical consonants.9 

8. The terms 'consonant alliteration' and Vowel alliteration' are used by some 
scholars, e.g. Chatman in Sebeok, Style, 152. 

9. For Hebrew a list is given by I. Casanowicz, Paronomasia in the Old Testament 
(Boston, 1894), 28-29; these interchanging consonants are: 

n/3, t/C, DA VW, D/n, MP, p/i, «1/3, V/K. 
Margalit prefers the term 'partial alliteration' e.g. Ps 119,13. 
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—Alliterative clusters are of particular importance. Sets can be 
strictly repetitive (mb—mb; sk—sk etc.) or quasi-repetitive (gz—qs; 
pt—bd etc.) or even with jumbled consonant sequences (nsk—skn). 
Such clusters may occur within the same colon or extend over 
several lines. 

In common with other poetic traditions where oral improvisation or 
recitation was the norm, alliteration was comparatively significant in 
ancient Semitic verse-forms.10 It tended to determine the poet's 
choice of words, as Margalit has shown. 1 1 

Alliteration in Ugaritic and Akkadian 
Partial studies of this device are available for Ugaritic;1 2 little has 
been done for Akkadian, though it is recognised as a feature of 
Akkadian poetry. 1 3 Rather than discuss these two poetic traditions 
separately, examples will be provided under the various types, which 
follow immediately. 

Typology of alliteration 
Alliterative patterning can take the following forms (no separate 
discussion is provided for near-alliteration): 

Word-initial alliteration. Though never so frequent as in English 
poetry, initial alliteration occurs surprisingly often. 

Ug ('a) 'at 'ah w'an 'a[htk] You are my brother and I, your sister. 1 4 

Akk (s) sikdram siti slmti mdti Drink beer: it's the country custom. 1 5 

Heb p ) "Pips "H2 "P3 He blesses your sons within y o u . 1 6 

Hugger distinguishes between simple alliteration (repetition of one 

10. Two natural harmonic principles,parallelism and alliteration, were perhaps the 
universal basis of songcraft' (Jakobson, Lang 42 [1966] 406, citing a Russian author). 

11. Margalit distinguishes between constitutive and ornamental alliteration; the 
first type forms an essential part of the poetry, the second does not (Margalit: 1979). 

12. Margalit: 1979; also UF 7 (1975) 310-13. 
13. See Hecker, Epik, 139-40.139f; 'Die Alliteration (Stabreim) findet sich nicht 

selten': so von Soden, ZA 68 (1978) 53, and 78. 
14. CTA 18 i 24; cf. 17 vi 32-33 (also 'a); etc. For the use of the same initial letter 

to begin consecutive lines (couplets) see ACROSTICS. 
15. Gilg P 94; other examples: Hecker, Epik, 139-40. Also Erra He 14 (sa). 
16. Ps 147,13. See Dahood, Psalms 111 index [479] under 'alliteration'. Also: (K) Isa 

24,6, Hos 5,14b-15a; Ps 56,4; Job 5,8; 10,2; 29,16; (n) Ps 57,5; (») Ps 104,23; (f) Lam 
3,52; (p) Pss 127,1; 122,6; 137,3.8; Song 7,1. 
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letter), as here, and compound alliteration, where the same cluster of 
letters recurs, as in 

DBN31 p t o 1VP They'll be like nowt, like nothing. 1 7 

Functions of alliteration 
Alliteration has been defined as 'a cohesive grouping of identical or 
similar sounds within a poetic text coordinated to produce an 
identifiable effect that has a perceptible function within the whole of 
that text'. 1 8 In other words, alliteration is only significant in terms of 
its function, a topic to which we now turn. The principal function of 
alliteration is cohesive in nature, binding together the components of 
line, strophe, stanza or poem. Such cohesion, in fact, is the effect of 
word-initial alliteration, which occurs relatively often, as we have 
seen, generally within the confines of a single line, as in 

niamai D'pltSO Vl?3 In the city, in the streets and in the squares. 
(Song 3,2) 

Alliteration occurs chiefly within the strophe, for instance, 

bO'l N3" Like a blossom he blooms, but withers; 
m o y Nbl bSD n-13'l he is fleet as ashadow and does not stay. (Job 14,2) 

The linking feature is even more apparent over longer stretches of 
verse: in Joel 2,15-16a the letter q features eight times over eight cola: 

nBlB> irpn Blow a trumpet in Sion, 
D1S lKHp set aside a fast, 

mxr i m p call for restraint, 
US ISDN assemble people, 

bnp !t£Hp set aside a group, 
D"jpT i s ap gather elders, 

D'bblJ? ISDN assemble infants, 
D/HC "pi'l those sucking both breasts. 

—and there are other examples.1 9 

17. Isa 41,12; see Isa 8,15 (4 x :i); also Ez 40,24; Ps 127,5; Song -2,14. Long 
sequences of alliterative verse are known as 'tumbling verse'—cf. J. Schipper: 1910,89. 
The term 'echo-alliteration' describes the repetition of the consonants of the last word 
in a line at the beginning of the next line, helping them cohere—so Boadt, CBQ 35 
(1973) 32ff on Isa 41; cf. Dahood, Psalms III, 222f, on Ps 127,1a and 5. 

18. Wheelock: 1978, 403. 
19. Inter-line linkage: Jer 30,15-16; Hos 7,3-4; 10,14; 12,3-4; Am 1,3 (etc.); Hab 

1,10-11; 2,15; Zech ll,2b-3;Job 16,8; Prov 9,2-3; Song 2,14; 4,13. 
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Besides cohesion, alhteration has several other functions (identified 
by Wheelock) which will be considered briefly. They are the mnemonic 
function,20 serving to assist memorization (Prov 11,15), the enargaeic 
function, 'to focus the reader's attention, vividly and suddenly on the 
physical details of an object, a person or an event'21—which often 
involves onomatopoeia (Isa 2,20; 7,19-20; 9,5a; Job 4,10). Thirdly, 
there is the vocative function, giving 'a sense of energetic imperative 
or request' 2 2 as in the passage cited (Joel 2,15-16)—and fourthly, the 
endstop function which brings a segment of poetry to a close 
(Job 12,25 for example). 

As noted, alhteration is akin to onomatopoeia,23 and shares, too, 
the functions of repetition. In addition, it is a form of rootplay and 
can help highlight the dominant word in a strophe or stanza—bwi in 
Isa 3,8 or ptn in Isa 41,6-7,24 or even a whole poem. 2 5 On alliterative 
word-pairs, see below. 

Effects of alliteration 
Consonantal patterns tend to force a poet's hand, leading to the 
selection of particular words or word-forms which best fit the 
alliterative scheme. They dictate the choice between synonyms, tip 
the scales in favour of rare words and word-forms and can also lead 
to the avoidance of certain words as non-alliterative.26 

For study 
Isa 22,8-9; Hos 10,14. 

20. Which 'involves the compact statement of a moral, theological or eschatological 
principle, embellished, or, rather, stressed by simultaneous sound repetition' (Wheelock: 
1978, 379). 
21. Wheelock: 1978, 379-89. 
22. Wheelock: 1978, 390-96. 
23. For example, Job 12,2 which has nine mems in the space of seven words, 

producing a humming sound *which suggests Job's mocking sarcasm' (R. Gor&s, Job 
[Chicago, 1965] 166-67). 
24. Alonso Schfjkel, Estudios, 115. 
25. Notably Ps 29, which Fitzgerald, BASOR 215 (1974) 61-63, has shown is built 

round the letters of the divine name bl; however, see the critique by O'Connor, 
BASOR 226 (1977) 16-17. 

26. As a corollary, once a sound-pattern has been identified, textual corrections 
(where needed) can be made; see TEXTUAL CRITICISM. 
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9.4 Rhyme 
Rhyme and poetry 
A word rhymes with another (its rhyme-fellow) when the two words 
sound the same. This sound-identity can be of varying degrees, from 
almost perfect to merely approximate, so that the corresponding 
rhyme will be within the range of good to near-rhyme. There is no 
need here to itemise all the different types of rhyme since, unlike 
Indo-European, the Semitic languages provide rhymes only incident
ally. One sub-type that does occur is feminine or two-syllable rhyme 
(pencil—stencil). There is some overlap with both repetition and 
assonance, and in Semitic particularly it is sometimes difficult to 
make sharp distinctions. The metrical and rhetorical functions of 
rhyme will be discussed separately; there is no need to speculate here 
on the origins of rhyme. 2 7 

27. On which see PEPP, 706. 
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Rhyme in Semitic 
It is generally agreed that rhyme does not play an important part in 
ancient Semitic poetry. The role it has in rhymed European verse (as 
distinct from blank verse) is taken over by parallelism in all its forms. 
Even so, rhyme does occur and is sometimes exploited. There is none 
of the finesse, though, found in non-Semitic poetry and quite often 
rhyme is really a form of repetition (particularly of suffixes).28 

Ugaritic 
Since the exact pronunciation can only be guessed at, unequivocal 
examples cannot be given. But, since it is fairly probable that rhyme 
was used, one passage can be quoted [as reconstructed by Cross]: 2 9 

'abduka ba 1u ya-yammu-mi Baal is your slave, O Sea, 
'abduka balu la-'ala-mi Baal is your slave forever 
bin dagani 'asiruka-mi Dagan's Son, your prisoner. 

Akkadian 
Again, there is no systematic use of rhyme, and examples are 
comparatively rare, but it does occur. An instance of sustained end-
rhyme is a set of six lines from Erra: 

tamtamma dalhdta The oceans you convulse, 
saddema gamrdta the mountains you finish off. 
nisfma reddta Men you govern, 
bulamma re'dta the herds, you shepherd. 
esarrama pdnukka E. is at your disposal, 
e'engurrama qdtukka E. is in your hands. 

and three lines further on comes a rhyming tricolon: 

ilani-ma palhuka The gods fear you, 
igigi-ma sahtuka the Igigi shy away from you, 
anunnaki-ma galtuka the Anunnaki are in dread of you . 3 0 

It is to be noted that these are cases of feminine and triple rhyme. An 
additional example of end-rhyme (also feminine) is to be found in a 
proverb about a pig: 

28. Many examples of so-called rhyme adduced by Hecker, Epik, 197, are merely 
repetition. 

29. T h e enclitic -mi provides perfect overall symmetry of line . . . as well as rhyme' 
(Cross, JThC 5 [1968] 3, n. 8); the text is CTA 2 i 36-37. See also CTA 2 iv 10. 

30. Texts: Erra HID 5-7 and 9b-10 respectively. 
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s'ahu Id simdt ekurri The pig: unfit for the shrine 
Id amel feme is senseless, 
la kabis agurri unused to tread tile}1 

Other examples, too, could be mentioned.3 2 In Akkadian poetry, 
rhyme is non-metrical3 3 but serves to mark strophic structure. 3 4 

Rhyme in Hebrew poetry 
The commonest form of rhyme in Hebrew is end-rhyme, usually 
achieved by the use of the same suffix or ending in successive cola. 

"3 For 
UBBtt* mrr Yahweh is our Judge, 

UppnD niPP Yahweh is our Lawgiver, 
133"7d nin" Yahweh is our King, 
W W Nin He alone can save u s . 3 5 

The fourfold final -nw, or rather -enu, in Isa 33,22 is a powerful 
rhyme which cannot be ignored, even though it may sound repetitive. 
Other passages using rhyme of this type are Job 21,14-15a (3 X -nu)\ 
31,25 (5 X - 0 ; 10,8b-12 (10 X -i = 4 X -ni + 4 X -eni + 2 X -j). 3 6 

Such end-rhymes can be formed into complex patterns when whole 
poems are involved. Examples are Isa 41,8-13, using both masculine 
and feminine rhyme in alternating, chiastic and sequential combi
nations; 3 7 and Isa 3,18-23 

m « D n m 'J-IN TD< Ninn o r a 
DTirwni o-Dotyni D^Dsrn -\m -\m -\m 

nftmni n r w n i rns"B:n -or -6t -ot 

D ^ p p m n n r s m wnxsn -\m 
D-i'/rftm E*B3n T131 -im 

31. Lambert, BWL 215:15; my translation, based on his, is an attempt to mirror the 
rhyme of the original; ekumt means 'temple' and agurru, '(kiln-fired) brick' and hence, 
'pavement'. 

32. E.g. the triple end-rhyme bubuti, iluti, sarruti of Gilg (Nin.) VI 26-28—see 
Hecker,£pi*, 152. 

33. Hecker, Epik, 120. 
34. Hecker, Epik, 62. 
35. Perhaps the parallel Ugaritic passage CTA 4 iv 43-44 [and 3 v 41-42] —a parallel 

recognised by Lipihski, Bib 44 (1963) 458-59—may exhibit rhyme too. 
36. See Skehan, CBQ 23 (1961) 133 for this and other examples. 
37. Boadt, CBQ 35 (1973) 24-34. 
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mnBDoni niBBi>oni nixbnon 
D'riDm D'j^jm D^ennni 

D T n n i niB^sm 

-at -at -at 
Am Am Am 

Am 38 

Rhyming word-pairs of the type tohu wabohu, 'empty and void' 
(Isa 34,11; etc.) are more frequent than such complete rhymed 
poems, and provide little islands of pleasing sound-patterns in larger 
complexes. Other examples are 'ateret tip'eret, 'glorious crown' 
(Isa 62,3);3 9 'eres wetebel, '(the) earth and the world' (Ps 90,2);4 0 

siyyim 'et 'iyyim, 'marmots with jackals' (Isa 34,14) and so on. 
Such paratactic word-pairs can be extended, so that three or more 

words form a rhyming sequence: 

ki yarn For it is a day 
trfhûmâ umfbûsâ umfbûkâ of tumult, trampling, turmoil. 

Although some cases of rhyme may be fortuitous, due to the limited 
number of word-endings available,41 the following data do indicate 
that rhyme could be intentional. 

1. Abnormal word-order. In Nah 2,1 for example, the word r m r v 

comes before IMPI in order to effect rhyme: 

hoggiyhuda haggayik Feast, O Judah, your festivals. 
salfmi rfdarayik Fulfil your vows. 

Even more striking is the breaking of a construct chain in Isa 10,5: 

hoy 'assur sebet 'appt Hoy, Assyria's my wrathful wand, 
umatfe hu' b^yad-mi za 'ml My rod of fury is he in my hand.42 

38. Recognised by Alonso Schokel, Estudios, 220-21. NEB translation: 'In that day 
the Lord will take away all finery: anklets, discs, crescents, pendants, bangles, 
coronets, head-bands, armlets, necklaces, lockets, charms, signets, nose-rings, fine 
dresses, mantles, cloaks, flounced skirts, scarves of gauze, kerchiefs of linen, turbans 
and flowing veils'. 

39. Rhyme may explain the difficult form fnup: it was used to rhyme with rn^lukd. 
40. See Avishur, Semantics 2 (1971-72) 23, etc. 
41. 'Grammatical repetition replaces rhyme' (Fowler in Linguistics and Literary 

Style, 1970, 357). 
42. See D.N. Freedman, T h e Broken Construct Chain', Bib 53 (1972) 534-36. My 

translation is an attempt at reproducing the rhyme. 

(Isa 22,5; cf. NEB) 

Controls 
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2. Use of rare or invented words. S o m e t i m e s the poet uses a rare 
word, or the rare form o f a c o m m o n word , to produce l ines that 
rhyme . It is probable , t o o , that such rhyming formations were 
invented. Examples are the sequence in Isa 22,5 (cited above) ; minni 
in Isa 30,1. 4 3 

Functions of rhyme 
T h e funct ions o f r h y m e can be c lassed, for conven ience , into 
s t ruc tura l 4 4 and 'rhetorical'. T h e examples already set out s h o w this . 
For ins tance , Isa 3,18-22 is not a shapeless list o f w o m e n ' s finery, but 
a cata logue-poem wi th a definite pattern. Aga in , the repeated suffixes 
(-nw, -i, -ka and the l ike) serve to s h o w line-endings, and mark the 
l imits o f the strophe. A l so , r h y m e helps to link together c o m p o n e n t s 
o f a p o e m . 

O n the other hand, sequences such as mehümä umebüsä umebükd 
(Isa 22,5, cited above) serve to produce a particular effect: here the 
hul labal loo o f battle-slaughter. Similar is the set in Isa 24,17 ( though 
assonance is more at play here than straight rhyme) . 

For study 
Isa 21,12; L a m 1,21; Sir 44,1-14 cf. Skehan , CBQ 23 (1961) 133. 
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Also Glück, Selms FS, 74ff; Skehan, BASOR 200 (1970) 69-70; Zorrell, BZ 7 
(1909) 286-91. 

9.5 Onomatopoeia 

Onomatopoeia and mimicry 
It is important to distinguish onomatopoeia from mimicry. Mimicry 
is the imitation of sound by a human, and the greater the talent of an 
individual (irrespective of mother-tongue) the more effective his or 
her mimicry. Onomatopoeia, instead, can be defined as the imitation 
of a sound within the rules of the language concerned.4 5 Unlike 
mimicry, an onomatope is language-dependent,46 can be reduced to 
writing and becomes part of the lexicon.47 This last characteristic 
means, in effect, that such words are subject to grammatical change. 
As much is evident from Isa 17,12:48 

D ' ï i D'Otf pan Ah, the rumble of many peoples: 
IVOrr D'D" n i o n s like the rumble of the sea, they rumble; 

D'ON1? jwen And the shout of nations: 
XNXT DTQD D"0 JIKEO like the shout of heavy seas they shout. 

Onomatopoeia in poetry 
Exaggerated claims for the appropriateness and effect of certain 
sound-imitative words in poetry have led to a degree of caution in 
asserting the presence of onomatopoeia in verse. It is true that 
animal-like noises differ from language to language, for example, or 
that a verb like 'to hammer' has no universal form. But no claims 
need be made about the onomatopoeic origin of 'primitive' words for 
its proper appreciation in poetry. Every language has its own sound-
imitative words which are felt as fitting by native speakers. Part of a 
poet's skill lies in exploiting this class of words (or even inventing his 
own), and while it is a mistake to see more such sound-imitation than 
is actually intended, it is equally incorrect to ignore its presence. 

45. Although laws of phonotactics (sounds coming together) can be broken. 
46. Compare English to whisper, German flüstern, French chuchoter, Itahan bisbigliare, 

etc. 
47. For the distinction between onomatopoeia and mimicry see Bladon: 1977, 158-

66, and Dubois, Dictionnaire, 346. 
48. Adduced by Alonso Schökel, Estudios, 113. Wilkinson: 1942 would divide 

onomatopoeia into seven types: imitation of sounds; sympathetic mouth-gesture; 
expressive mouth-gesture; significant euphony and cacophony; significant rhythm; 
metaphor from verse-technique and metaphor from word-form. 
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Onomatopoeia in Ugaritic and Akkadian 
Although difficult to detect in Ugaritic 4 9 sound-imitation is probably 
present in 

hlk lalpm hdd Marching by the thousand like thunder 
(CTA 14 ii 92) 

and generally in the whole passage. Other examples are yntkm 
kbtnm, 'they ripped like reptiles' (CTA 6 vi 19); also 4 iv 28 
(laughter); 6 ii 31-34 (winnowing, burning, etc.); 14 iii 120-123 
(animal noises);5 0 3 iii 19-20 (whispering). 

In Akkadian, the foaminess of beer is evoked by 

sikar naspi dussupi Sweet light ale. (Erra I 58) 

Also: imd' mdrtam, 'he was belching bile' (fit. Vomiting': Atr III ii 
47); arkisunu ardud ahmut urrih, 'after them I harried, I hurried, I 
hied' (CuthLeg 121).51" 

Onomatopoeia in Hebrew verse 
Since the use of sound-imitative words is largely random, there is 
little that can be done in the way of classification. Instead, a wide selec
tion of examples will be set out, the sounds being mimicked set out in 
capitals. (Without forcing the English language too much some attempt 
will also be made to represent the onomatopoeia in translation.) 

- BIRDS TWITTERING (Isa 10,14) 

1XB3D1 ns nasi (None) opened its mouth or chirruped.52 

- H A R P (Song 2,12) 

iron T o r n no The time to zither is hither. 

- KISS (Song 1,2) 

ITS mpnr/lD "iptf O for his mouth's smacking kiss!53 

49. Since the exact pronunciation is unknown; see introductory section. 
50. On Ug. gz, gr, zg in this passage cf. Izre'el, UF 8 (1976) 447, n. 4. 
51. See Watson, UF 9 (1977) 274, for the corresponding passage in Ug. [CTA 3C iii 

15]. 
52. Note the chiastic use of PS and SP(SP). For onomatopoeia in the names of birds 

in Heb. cf. Driver, PEQ (April 1955) 5; ZA W 65 (1953) 255.258; JSS 7 (1962) 15-16; 
these articles now need updating. 

53. To offset the limited choice of words for 'to kiss' the poet simply repeated the 
root, producing the desired effect. 



236 Classical Hebrew Poetry 

- GALLOPING HORSES (Jgs 5,22) 

DlD-aps? lDbn tN Then hammered the horses' hooves, 
n n m rvrirfiD with his steeds going gallopy-gallop. 

- THUNDER (Isa 29,6) 

b n j bipi f i n a l Dina With thunder and earthquake and mighty boom. 5 4 

Other examples: a battle: Job 39,24-25; whip: Nah 3,2-3; straw 
burning: Isa 5,24; water: Song 4,16; the sea: Isa 5,30; serpents: 
Ps 140,4.55 

The junction of onomatopoeia 
The main purpose in using sound-imitation is to heighten the 
imagery, lending substance to the bare words by making them sound 
like the event they describe. Such sound-effects can only be appreciated 
when onomatopoeic words are heard. It follows, therefore, that such 
poetry was intended to be listened to rather than read silently (see 
section on ORAL POETRY). 

A secondary function is the linking of sound with meaning, as in 
assonance. Accordingly, where there was a choice of vocabulary or 
word-order, the poet would opt for the one which suited his purposes. 
So in 

DTiN1? n n m n lnnai They hammered their swords into 'shares, 
nnDTBb DnTnmm their spears into sickles, (Isa 2 ,4 5 6 ) 

the poet could have used arts'?, which also means *to hammer'—but he 
preferred a verb which had a repeated root Qiitftu) in imitation of 
repeated hammer blows, and which sounded like Httim. There is 
similar reduplication in the second line. 

For study 
Ps 22,16ab; Jonah 2,6. 

54. Possibly win qlh b'rpt srh lars brqm, 'he sent out his thunder from the clouds, his 
lightning flashed to the earth', CTA 4 v 70-71 [cf. Irwin, Isaiah 28-33, 53]. 

55. 'The psalmist succeeds in imitating the hissing sounds of serpents' (Dahood, 
Psalms III, 301). For a good selection of examples cf. Alonso Schokel, Estudios, 113-15. 

56. Adduced by Alonso Schokel, Estudios, 115 (= Mic 4,3). In Joel 4,10 onomato
poeia has been sacrificed in favour of gender-matching (in reverse). 
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9.6 Wordplay 

1. Introductory notes on theory 
Wordplay is based on lexical ambiguity51 which is simply a way of 
saying that words can be polyvalent (i.e. have multiple meanings). 
Lexical polyvalency is of two kinds: homonymy and polysemy. These 
will be explained in turn. 

homonymy When two (or more) words are identical in sound but have 
different meanings, they are homonyms, 

'can' = 'to be able (to)' 
'can' = 'metal container'. 5 8 

polysemy Simply implies that one and the same word can have 
several meanings. 

'(to) do' = *to perform, carry out, be sufficient, 
prosper, e t c ' 

The distinction between polysemy and homonymy is usually clear-
cut (though there are exceptional cases) and it provides a convenient 
basis for classifying wordplay (see presently). Far from reducing 
language to unintelligibuity, lexical ambiguity in the shape of polysemy 
prevents our memories being overburdened. In any case, polysemy is 

57. Ambiguity can also be phonetic (within sentence structure) and grammatical. 
Most of this paragraph is derived from Ullmann, Semantics, 156-92. 

58. Strictly speaking there is a further distinction between homophones, words 
which sound alike but mean different things ('bow', 'bough') and homographs or words 
with identical spelling but two or more meanings ('might' = 'power' and 'might' 
verbal form of'may'). For practical purposes, the difference can be ignored, especially 
as we are dealing with dead languages. 
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more widespread than homonymy, and for both types of ambiguity 
there are elements which lessen the possibility of misunderstanding. 
These elements, termed 'safeguards' by Ullmann, 5 9 include noun-
gender, inflexion,60 word-order, compound-forms60 and modifications 
of form. In addition, homonyms can be differentiated by context, 
spelling and word-class. 

The classification of puns or wordplay depends, of course, on the 
basis adopted for differentiation. Ullmann prefers the categories 
'explicit' and 'implicit', valid for both homonymy and polysemy.61 

Yet other categories have been suggested62 but I prefer to base my 
classification on the homonymy/polysemy distinction, with some 
modifications. 

Scholars also tend to use a variety of names for the various types of 
wordplay; as far as possible, I will restrict myself to a single set. 6 3 

The table setting out the different kinds of wordplay is also a guide to 
the presentation adopted in this section. 

(1) TURN 
(root repetition or so-called 
'figura etymologica') 

Based on 
/identical root (2) ROOTPLAY 

(3) POLYSEMANTIC PUN 
(or telescoped pun) 
used once 

PUN or 
WORDPLAY' 

Based on apparently 
. identical words 

= true homonyms 
-(4) PUNNING REPETITION 

word repeated 

Based on similar-
^sounding words of , 
different meaning 
= near-homonyms 

,(5) PARONOMASIA 

59. Ullmann, Semantics, 169ff and 180ff. 
60. Not applicable to Hebrew. 
61. Ullmann, Semantics, 188ff. 
62. E.g. Wimsatt: 1950; Leech, Guide, 208-14; Brown: 1956. 
63. See Diez Macho: 1948, 293-95 (including Hebrew terms) for traditional 

nomenclature. 
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2. Various forms of wordplay 
1. Turn. Instead o f 'figura etymologica ' I prefer t o adopt Wimsatt 's 

des ignat ion, namely 'turn', for wordplays involving repetit ion o f a 
r o o t . 6 4 Wordplay o f this kind is feeble, considered as ambigui ty , but 
nonetheless effective by dint o f its repetit ive aspect . Examples are 
number less , ranging from epithets s u c h as Ugarit ic 

bny bnwt Creator of creatures. 6 5 

to longer l ines, as Akkadian 

luzzirki izra rabd I will curse you with a great curse. 
hantis harpis izrQ'a lithuki With great speed let my curses reach 

kds'i y o u . 6 6 

T h e turn, in fact, is very largely a form of repetition (see REPETITION), 
shown clearly in 

*7 T i A curse on me! 
"b *n A curse on me! 
P 'IN Alas for me: 

"113 H13 Dnja traitors were treacherous with treachery, 
1*113 m i l 3 traitors were treacherous. (Isa 24,16 6 7 ) 

T h e root "113, 'to be treacherous' , occurs n o less than five t imes . 

Other examples include Isa 17,12; Jer 3,22 and Prov 7,14. Generally 
speaking, such turns share the functions o f repeti t ion, but s o m e do 
fulfil functions peculiar to wordplay (e.g. Ps 35,1 expresses poet ic 
justice). 

2 . Rootplay. In rootplay the consonants o f a key verbal root are 
used as the basis for alliterative transposit ions. S o in Ugarit ic 

tqh mlk Imk You'll take your sovereignty of eternity, 
drkt dt drdrk your power, for ever and ever. 

(CTA 2 i v 10-11) 

64. According to Wimsatt: 1950, 14-15, the turn is 'when a teord or root is repeated 
(or seems to be repeated) in various connections or with various modifications', and is 
a kind of polysemy. 

65. CTA 17 i 15. See also rd Imlk amlk, 'Down from your ruler (-throne) so I may 
rule' (CTA 16 vi 37). 
66. Gilg VII iii 8-9; text, translation and parallels in J. Tigay, The Evolution of the 

Gilgamesh Epic (Philadelphia, 1982) 171. 
67. Alternatively, Traitors were treacherous with treachery / traitors were treacher

ous'. See, too, Isa 32,19. 
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there is play on the letters of mlk in the first line, and on drkt in the 
second, both being highly significant words in the context. 6 8 

This example from 'Nisaba and the Wheat' 6 9 is based on similarity 
between liqturma (root qtr) and urqlt (root wrq). 

Rootplay in Hebrew is extremely frequent, so that the texts listed 
here represent only a modest sample. To begin with, a transparent 
couplet from Second Isaiah: 

"VXTTh apppi rrm The Kg/jy-heights will become a plain, 
nrpab D'Da-im the ranges, a glen. (Isa 40,4) 

Here the letters of apx> (found only here, so perhaps invented by the 
poet for his purpose) are transposed to form ni>P3, of opposite 
meaning (and gender). 

Other examples include: "is 'Rezin's enemies' (Isa 9,10); a i n 
'steel' 7 0—mrta 'elite' (Isa 31,8; Ez 30,17); wipe 'stuck am I'—wisp 
'cut offhave I' (Isa 38,10.11); nbND vho 'filled from these' (Jer 4,12); 
oa-ip '(their) inwards'—nap 'grave' (Ps 5,10); a n a bv aai 'he rode on 
the cherubim' (Ps 18,11); mi WIM TJIWOI *your haters, head high' 
(Ps 83,3); -irr a> amn n a » 'brothers living together' (Ps 133,1—cf. Drn 
'life' in v. 3); bij? minno rnatfNi 'I smashed the "heathen's" teeth' 
(Job 29,17); prr 'he rescues'—rrrto 'by squeezing' Qob 36,15); rip"? 
'allure'—pbn 'smoothness'7 1 (Prov 7,21; also Sir 14,9); woman is a 
Svell' ( iK3) who Svaylays' (3iK: Prov 23,27-28); niJa-na D'oan <nan 
Svise men's epigrams are goads' (Qoh 12,11); and elsewhere.72 

Rootplay is, of course, related to alliteration (see ALLITERATION) 
and it is sometimes difficult to determine which is operative or 
whether one is dominant. Occasionally there is a parallel text which 
acts as a control: both texts may exhibit similar rootplay, as in 
Isa 42,3-4 and Ps 147,15.73 Alternatively, there may be a strong 
contrast; compare Ps 107,33, 

68. Also CTA 2 i 32-33; iv 8-9; 3 C iii 15; 4 iv 41-43. 
69. Text: BWL 169 obv. i 18, and 346. Also BWL 132:100.106.119; 192:20; Erra 

IIIA 24; Atr x rev. ii 46. 
70. Lit. 'sword'. 
71. Note the combination with a polysemantic pun: p^n can also mean 'to destroy'. 
72. Nb 24,8e; Isa 40,22; 30,17; Nah 1,10 (difficult text); Pss 18,4 and 7; 99,6-8; Prov 

6,7-8; Sir 32,21ab. 
73. See Dahood, Psalms / / / , 349. 

imbaru liqturma 
urqlt [ersetim] lippatqu 

May fog haze, and 
earth's grazing be formed. 
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J1NDX'- D'D " K S 0 1 Water-springs to thirsty ground 

with Isa 35,7: 
D ' D '1*120·- J1NDS1 Thirsty ground to bubbling water.74 

3. Polysemantic pun. Though such plays are often termed 'double 
meaning' (or 'double entendre'), the term polysemantic pun is 
preferable since it denotes a word which can have two or more 
meanings. Such puns are the most effective kind because they 
demand quick-wittedness from both poet and audience since the 
operative word occurs once only. They exemplify the principle of 
thrift operative in oral poetry—though many polysemantic puns are 
strictly literary in nature. 

Very few examples are to be found in Ugaritic; one is 

nsu ris hrtm The ploughmen raised their heads. 
(CTA 16 iii 12) 

where the expression which means, literally *to lift one's head' is also 
an idiom for 'to rejoice'.7 5 The context (a severe drought) describes 
the man ploughing and suddenly looking up as the welcome rain 
falls. In Akkadian poetry polysemantic puns are equally rare, for 
example: 

iptema ina tnasa puratta idiglat From her eyes he made the 
Euphrates and Tigris flow. 

(Ee V 55) 

the term inu meaning both 'eye' and 'source, spring' (as in West 
Semitic). 

Hebrew examples include Prov 28,23 ('Correct a man and you will 
ultimately obtain more thanks . . . ' ) 

yxh p'^noo than someone slippery-tongued, 

the verb p*TI meaning both \o be smooth' and 'to perish' (hiph. 'to 
destroy').7 6 Also Jgs 14,14;77 Isa 29,4 (and Qoh 12,4) TUB 'to be 

74. Curiously, rootplay is also used in the prose text Dt 8,15 (almost exactly as in Ps 
107), the only other text where JWDX occurs, suggesting that the word may have been 
specially invented. 

75. For a good discussion of the same idiom in Hebrew see Speiser, Genesis, 308; 
note that the context in both Krt and the Joseph story is a prolonged drought. 

76. Other texts include Prov 2,16; 7,21; 7,5; also Ps 5,10. 
77. A much discussed text; see most recently de Moor, UF 7 (1975) 590-91. 
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quiet/lowly';78 Isa 30,1 roDD 'cover/idol';79 Isa 57,6 T 'hand/penis';80 

Job 7,6 mpn 'hope/thread'; Song 8,1-2 lptfN 'I would kiss you/cause 
you to drink'; and others. 8 1 Evidently, true wordplay is not all that 
frequent; it took a skilled poet to exploit multiple meaning. 

4. Punning repetition. In punning repetition what appears to be the 
same word occurs twice, often in succession. For example, the 
Ugaritic word nps, which can mean both 'living being' and 'appetite', 
occurs twice in a single line of poetry, first with one meaning, then 
with the other: 

nps nps Ibim thw LiW(-prey) the appetite of a lion craves. 
(Ugar 5 4 obv. 2-4) 

An even better instance comes from Akkadian: it plays on the two 
meanings 'enemy' and friend' of ahu: 

ana ahi ahi itura Into a foe my friend has turned. 8 2 

Unfortunately, the Hebrew passages in question, Jgs 15,16; Prov 
5,19-20,8J are obscure. 

5. Paronomasia. In the absence of homonyms (words which sound 
alike, but mean different things) and polysemy (one word with 
several meanings), the next best solution for the poet wishing to play 
on words is to use paronomasia, which lies somewhere in between. It 
simply means the deliberate choice of two (or more) different words 
which sound nearly alike. 

There are a few cases in Ugaritic, none of certain translation.8 4 

More prolific in this regard is Akkadian, as in 

sa plsu matu No word his mouth gave? 
assassu amat His wife's a s lave . 8 5 

which plays on the similarity in sound otmatu, and amat (3f.s. stative 
of amtu) meaning 'to diminish' and '(she is a) slave' respectively. 

78. Irwin, Isaiah 28-33, 50-51. 
79. Irwin, Isaiah 28-33, 73; also 90-91 (on Isa 30,21f); 97 (on Isa 30,28); 126 (on 

Isa 32,8). 
80. Also in Song 5,4; Isa 57,8-10; cf. Ug.yd in CTA 23:46-47. 
81. Lam 2,13; Isa 29,15; on the double meaning of n n Cweapon/anger') see Cohen, 

JANES 7 (1975) 17 and n. 28. 
82. BWL 34:84; note also buriu/burtu, Veil/cow' in BWL 146:51. 
83. See Irwin, Isaiah 28-33,16 [niV = \o reel/go astray']. 
84. Including Ugar 5 7:65-67 and CTA 6 i 49-65 [on which cf. Watson: 1980]. 
85. BWL 236, obv. 3-4; Lambert's translation: T h e wife of a man who cannot talk 

well [CAD M/l , 429 "who speaks humbly'] is a female slave'. 
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Another example is bunnu zer nulldta ibanni, 'approval produces 
blasphemous offspring'.86 There are other instances.8 7 

Hebrew easily lends itself to paronomasia and there is no shortage 
of such puns, though it must be admitted that many of them are quite 
feeble. Here is a selection of them: 

ran lnin1? mm-vh He did no mischief to his mate. (Ps 15,3) 
D^VDK1? 3N A father am I to the fatherless. Qob 29,16a) 

D ' S i innsyn new "1J?3 On account of a dame many went to the pit, 
, orftn t w o fToriN p i and so her lovers by flame were consumed. 

(Sir 9,8) 

See, further, Isa 31,1.2; 33,4; 63,2; Ps 18,13; 28,5; 129,5-6; 148,3-5; 
Job 31,40a; Sir 4,11; also Song 1,3; Lam 3,1. 

Akin to paronomasia is assonantal paronomasia or wordplay based 
on vowel-patterns. The similarity between the near-synonyms pe'ullat, 
'reward, recompense' (in cstr. state) and tebu'at, 'income' (also cstr.) 
is played on in 

D'Ttb p""!3 rftVB A just man's recompense is life, 
nKDnb Vltn nwar t A bad man's income is guilt. (Prov 10,16) 

See also Isa 8,6; 13,12 ('oqir—'opir: 'I will make scarcer—Ophir');88 

Ps 107,11 (ki himeru 'imre-'el, 'for they demurred against El's 
words1); Prov 12,5 (mispat—mirmd, 'lawful—awful') and many 
others. 8 9 

An example from Akkadian is perhaps 

mtnsu ana Hi u ameli lemuttu Why did you plot evil against man 
takpud and g o d ? 9 0 

Wordplay of this kind is difficult to establish in the unvocalised 
Ugaritic script, but a possible example is 

ap ab kmtm tmtn Rather, father, like 'squires' you'll expire. 9 1 

86. BWL 207:10 (Fable of the Fox); he translates 'kindness begets a blasphemous 
offspring' and on p. 308 suggests that bunu (or bunnu) is elliptical for 'smiling face, 
approval, consent'. CAD B, 89: 'Spoiling one's offspring creates worthless behaviour'. 

87. Maqlu VI 5: ubanatlja blnu, 'Are my fingers of the tamarisk?'; Erra IIIc 51 
imittasu miua isbat, 'In his right he grasped the smiter'; and mdru Id asm muru, 'A son 
not humble is a colt' [cited by Khanijan, RSP II, 378}. 

88. Alonso Schokel, Estudios, 117. 
89. Including Isa 1,23; Mic 6,3-4; Mai 3,20, Pss 37,20; 64,5, Job 3,8; Qoh 10,6. 
90. Erra IIIc 36; also BWL 86251-252 (= Theodicy). 
91. CTA 16 i 17; lit. 'Shall you die, then, father, like mortals/men?'—to be read, 

possibly, * 'ap 'abu kimutlma tamutunna. 
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6. Complex wordplay. In certain passages several different kinds of 
wordplay are present and interact in a manner which is more 
effective than simple wordplay. In Isa 65,11-12 two kinds occur, one 
an etymological pun on the deity 'Meni' taken to mean 'destiny' and 
the other, rootplay on the verbs "PJ"> 'to arrange, set out' and sro, 'to 
crouch'. 

mm "O'l* onm l l a But those of you abandoning Yahweh, 
t n p i n m BTDtyn b forgetting my Holy Hill, 

jnt>t"* -lib 3"3-iI?n c who set the table for Gad, 
T.D8B "JB1? O'N^DOni d and measure out the mixture for Afeni, 

"Tin1" D3J"IN TP'BI 12a I will mean you for the sword, 
WOP, rats'? DStal b and you all shall stoop to be butchered. 

Another example is Hos 8,7 

rtDX lb I'K HDP The standing-grain has no heads, 
nop n w *>2 it shall yield no meal, 

where nop , flour, meal' combines the sounds of both n a p , 'standing 
grain' and n a s , 'sprout, growth'—neatly expressing in one portmanteau 
word the end-product (flour) of a long organic process. Other 
examples are Gen 49,16 (etymological pun + rootplay); Mic l,10ff 
(paronomasia, etymological pun and rootplay); Ps 85,2 (rootplay + 
etymological pun); Prov 23,2 (rootplay + double entendre). Examples 
occur in Ugaritic 9 2 and Akkadian.93 

7. Wordplay on names. Anyone conversant with Hebrew knows 
that puns on proper names of both places and people occur frequently. 
They can all be grouped under the classes discussed so far, and are 
largely of two kinds: puns based on the etymology (or what is thought 
to be the etymology) of a name; and paronomasia. Name wordplay 
can also form the basis for complete poems (as will be seen). Here it 
will be enough to look briefly at the two kinds of name wordplay just 
mentioned. 

Correct etymology lies behind 

ITS? ptn OTpm* Hezekiah fortified his city, 

which opens the eulogy to Hezekiah (Sir 48,17-25), the root being 
ptn, 'to be strong'. The same applies to Hos 12,4 where npi*, 'to 
supplant' is the root of the personal name 'Jacob'. In sharp contrast, 

92. CTA 2 iv 28-30; 6 iii/iv 46-48. 
93: mår marlsu imar, 'his grandsons he'll see' (YOS 10, 44:70), which combines 

paronomasia with root repetition. 
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'Ephraim' is variously related to n s , fruit' in Hos 9,16 and 14,9 but 
to K* IB , Vild ass' in 8,9 and 13,15. In Isa 63,1-2 'Edom' is connected 
with D"W, 'to be red'. Such etymologies were probably popular, even 
if inexact. 

3. Functions of wordplay 
Wordplay is largely a feature of oral poetry, since it depends on how 
words sound. 9 4 The following functions can be detected: 

1. To amuse and sustain interest. The use of an ambiguous word 
would make listeners alert, ready to determine which particular 
meaning (or meanings) the poet intended. Puns on proper names, 
especially, must have been popular since they occur so frequently, 
and the ability to give a humorous twist to a name must have been 
well received. 

2. To assist composition. Generally considered, a poet could peg his 
sayings on a series of wordplays based on selected lexical items. More 
particularly, sequences of proper names such as the twelve tribes of 
Israel obviously provided the framework for several poems, notably 
Gen 49, Dt 33 and parts of Jgs 5. Place-names, perhaps ancient 
itineraries, played a similar role in poems such as Isa 10,27-3295 and 
Mic 1,10-16. 

3. To lend authenticity. Wordplay in all its forms was evidence of a 
poet's mastery of language, and in the case of the prophets must have 
increased their authenticity. 

4. To link a poem or its parts. In Isa 11,4 the similarity between 
DBK>I, 'he will judge', 0 3 » , 'rod' and ITIBK/, '(his) lips', is a powerful 
link bonding the couplet together. Again, in Ps 148,3-5 the chopped-
up effect of a detailed list is offset by the paronomasia which melds 
the cola together: 

rrn K>OK> lnibbn Praise him, sun and moon; 
11« "3313 b3 imbbn praise him all stars of l ight; 9 6 

D'OKTl 'Df lnibbP! praise him uttermost skies, 
d'OETi bs>D 1W com and the waters which are above the skies. 

Also, Hab 2,16 97 

94. Although some wordplay is based on written texts. 
95. For translation: D.L. Christensen, 'The March of Conquest in Isaiah X 27c-34', 

VT 26 (1976) 385-99. 
96. Or 'stars of morning': Dahood, Psalms III, 353 who cites Job 24,14; Neh 8,3 and 

Job 38,7. 
97. For the context-linking effect of puns see Brown: 1956, 16 and 26. 
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5. To denote reversal. Reversal of fortune is often neatly expressed 
by wordplay, as in 

"INO lbro ' l TO Utterly confounded and dismayed 
"a-N b3 shall be all my enemies, 

Wi TO* 13E>" turning away in sudden confusion. (Ps 6,11) 

with its play on Ena, 'to be ashamed' and a w , 'to turn'. The chiastic 
ABA' strophic pattern confirms this, since chiasmus also denotes 
inversion of an existing state. The well-known assonantal pun in 
Isa 5,7 is another example, this time confirmed by the simultaneous 
use of gender parallelism. See, too, Nb 24,8e; Isa 31,8; 38,10-11; 40,4; 
Ps 107,33 as well as Isa 9,10 and 65,11-12. 

6. To show appearance can be deceptive. The inherent ambiguity of 
wordplay is eminently suited to depict deceptive appearances. A good 
example is Ps 5,10 with its contrast between the deviousness of the 
psalmist's enemies and their smooth talk: 

njiaj i r r s a FN "a For there is nothing trusty in any mouth, 
nnn D31p their inwards are words, 

nyns m n s ~iap an open grave their throat, 
j i p^ r r wierj their tongue is glib. 

Other examples are Prov 7,21 (cf. 2,16; Sir 14,9); 23,27-28. 
7. To equate two things. Wordplay can equate two disparate things 

by playing on the similarity of their names, as in Sir 4,11 where p 
'son' and pan '(he) who understands' are made out to be equivalent: 

m a m o b n i o a n Wisdom teaches her sons, 
n3 D T 3 0 bab T P m and cherishes all who understand her. 

A related function is to show like breeds like, as in the Akkadian 
proverb 'No word his mouth gave? His wife's a slave' (cited above), 
or Prov 13,20. See Prov 25,13. 

8. Other functions. Since wordplay is very frequent in laments 9 8 it 
must evidently have been effective in distracting the mourners, 
momentarily turning their sorrow to laughter. Wordplay assisted the 
memory of both poet and audience, and was instructive at the same 
time: a poem such as Gen 49 provided the unlettered with a potted 
history of Israel. 9 9 

98. As noticed particularly by Dahood, Psalms III, 233.271; Psalms II, 45 and 78. 
99. Schmidt, BZ 24 (1938) 7-13, discusses functions such as the explanatory as in 

plays on personal names, the ornamental (Prov 25,13, Hos 9,15) and the allusive. 
Gevirtz also remarks on the power geo-political puns have to create an allusion, citmg 
Gen 31,47.49; 49,22 and 32,23-33 {HUCA 46 [1975] 33ff). 
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4. Rediscovering Hebrew wordplay 
Our growing knowledge of languages cognate with Hebrew, particu
larly Ugaritic 1 0 0 and of languages with vast vocabularies, such as 
Akkadian, has helped us uncover hidden puns in Hebrew poetry. The 
double-meaning of 'hps' in Prov 5,3 1 0 1 is brought out by the 
Akkadian text: 

May my lips be lallaru-honey, 
may my hands be all charm, 
may the lips of my pudenda be lips of h o n e y . 1 0 2 

Example for wordplay: Psalm 12 
A good example of sustained ambiguity in the form of several 
polysemantic (or telescoped) puns is Ps 12. The main theme of the 
poem is the contrast between the double talk of deceitful men, and 
the true, unambiguous content of God's words ('pure', 'refined seven 
times', v. 7). In spite of certain philological difficulties, the polysemy 
of the operative words is transparent. Before these can be considered, 
though, the text and translation have to be set out. 

1(A) 2a Help, O Yahweh, 
TDPt *10J "3 b for the loyal person is done for, 

D*1N "'3D D'JIDN IDS "3 d for truth is removed from mankind. 

Π3Τ ME* 11(B) 3a Falsehood they speak, 
b each with his fellow, 

nip'-fl nst? c with glib lips 
Π3Ύ 3*"1 3""3 d and two-faced mind they speak. 

πιπ" m s " III(C) 4a Yahweh should amputate 
ηιρ'-π ΤΙΕ» "73 b all glib lips, 

rvh-a rmno iwr> c (every) tongue speaking big; 
not* ~\m Sa those who say: 

T3J3 MXT)7 b *By our tongue we are great, 
13ΠΝ I'TIBE* c our weapon is our lips, 

ΐΛ ΙΠΝ "D d who more master than us?' 

100. Apparent homonyms in Hebrew can be distinguished when Ugariuc cognates 
are known since Ugaritic had not lost the distinction between h and A (= Π) and '—g 
(= »). For Akkadian cf. Held- 1970-1971. 

101. Unnoticed by M. Dahood, 'Honey that Drips: Notes on Proverbs 5,2-3', Bib 54 
(1973) 65-66. 

102. Cited in CAD K, 396. 
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D^ivmo IV(C) 
•"jvat* npjNo 

m r r -iDto Dips* n n r 

nriDN m r r nnoN V? V(B') 
mints 

^»a i n s naa 
DTU?3E> ppra P N 1 : 

DIDBTI mn- nnN vi(A') 

•bin IT i n n jo i r s n 

labnn- o w n a-aD 
D I N 'ja1? rnbro i s : 

6a Tor the sobbing of the poor, 
b for the groans of the needy, 
c I must make a stand (says Yahweh). 
d I'll make a witness of my inter

vention!' 

7a Surely Yahweh's sayings are pure 
sayings, 

b silver refined in the crucible, 
c from earth purified sevenfold. 

8a Yahweh, you really keep them [ = 
promises], 

b you protect us from the deception-
group, 

9a (while) the wicked prowl around, 
b calamity overtaking mankind. 

Besides certain translation problems 1 0 3 and structural features, 1 0 4 

the following points are relevant. 
The ambiguity of at least three words is exploited: 

pbn (3c, 4b) = *to be smooth' and 'to be divis ive' 1 0 5 

"TO (4c) = *to be great' and *to be distorting' 1 0 6 

n x (5c) = Svith' and Sveapon' 

103. 2c 'is removed': cf. Akk. pasdsu, 'to wipe out', used of oaths and contracts 
[AHw, 838]. 4a: Cutting out the tongue was punishment, in Mesopotamia, for 
breaking contracts, etc. [for texts see CAD L, 211]. Cf., too, Prov 10,31. 6a 'sobbing': 
cf. Dahood,Psalms 1,74 and Ug.id, Aram.sdd, 'to pour'. 6d Svitness': cf. Ug._ypA, also 
'witness', discussed by Pardee, VT 28 (1978) 204-13. P.D. Miller, 'Ydpiah in Psalm XII 
6', VT 29 (1979) 495-501, translates this line 'I will place in safety the witness in his 
behalf. 7b 'in the crucible': so Dahood, Psalms I, 74 who reads pub "b»a assuming 
dittography of b. 8b 'deception-group', lit. 'group which [it] is of deception'; the root of 
the last noun is ehv, 'to conceal'; cf. Prov 26,4. 9b 'calamity'—reading the final! of 9a 
as beginning 9b; an alternative meaning is 'deceit', cf. 1 3 3 in Prov 26,24 and Akk. 
nakaru, 'to lie'. 'Overtaking', reading Tfftia, with the otherwise unattested root ^to, 
cognate to Ug. mzl, 'to run, overtake'. The two nouns 1 3 3 and nrjto are in apposiuon 
(so the gender discord is irrelevant). 

104. Structural features include the overall chiasticpattern (ABCC'B'A') showing the 
climactic line to be 6d, 'I'll make a witness of my intervention' (spoken by Yahweh), 
chiasmus in stanza III and the envelope figure in stanzas I and VI ('sons of man'). The 
verbs for speaking occur seven times (3 x 13T and 4 x nDN). See Watson, 'Chiastic 
Patterns', 131, and contrast the four-strophe division of van der Lugt, Strofische 
Struauren, 165. 

105. A further meaning may be 'to be destructive'; cf. Ug. hlq, Akk. halaqu. 
106. So Dahood, Psalms I, 73. 



Sound in Hebrew Poetry 249 

and possibly of 

D'JIÖM (2c) = 'truth' and 'true (men)' 
ns" (9b) = 'calamity', 'deceit' and *to be strange' 
ChV (8b) = *to conceal' and 'to be ignorant'. 

In 5c 'our lips are our weapon' could be rendered idiomatically as 
'our lips are a two-edged sword', since the punishment for double-
talk (breaking oaths, contracts, etc.) is amputation of the tongue. 1 0 7 

Even in 2b, I D * *to complete, finish' may also evoke the meaning \o 
avenge'. 1 0 8 And there may be other double meanings which we are 
unable to recognise, though they were evident to native speakers of 
Hebrew. 

For study 
Jgs 14,14; Isa 22,2.17.18; 25,7; 27,7; 29,16; 32,1; 33,1; Jer 48,15; 
Pss 4,6; 11,7; 27,3; 35,1; Prov 25,27. 
Nah 1,2-3; Ps 25,3; Lam 2,16. 
Mic 7,11; Qoh 7,1. 
Hos 8,7; Job 5,21. 
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10 
IMAGERY 

10.1 Imagery 

At the technical level poetry is at its best when composed with thrift, 
that is to say, when the poet expresses as much as he can in a few 
words as possible. To use an analogy, this would correspond to an 
artist drawing a sketch with a minimum of pencil strokes (Matisse, 
Picasso). 

Of course poetry is not just economy of expression for, at the very 
least it would tend to be rather dry if not extremely dull. Like the 
painter, a poet has to infuse his word pictures with life and 
movement and make them appeal to the senses. The artist can use a 
whole range of colours while the poet has to resort to imagery, to 
evoking pictures with figurative language. 

In the larger sense, poetry is imagery, but here we are more 
directly concerned with technique which boils down to the use of 
simile and metaphor. And before we can turn to these topics we must 
first examine the nature of the image and imagery.1 

An image is 'a figure of speech expressing some similarity or 
analogy' and most images are metaphorical.2 The converse is not 
necessarily true, though: not all metaphors or comparisons are 
images. Imagery must be: 
1. concrete and sense-related, not based on abstract concepts:3 

1. Much of the following is dependent on Ullmann's chapter 'The Nature of 
Imagery' in Language, 174-201. 

2. Ullmann, Language, 177. 
3. 'There can be no question of an image unless the resemblance it expresses has a 

concrete and sensuous quality' (Ullmann, Language, 178) 
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You tear men's skin away from them, 4 

and their flesh away from their bones, 
eating my people's flesh, 
flaying their skin from them, 
crunching their bones, 
breaking (them) as if for the pot, 
or like meat within a cauldron. (Mic 3,2-35) 

2. Further, an image should contain an element of surprise6 as in the 
oracle against Jehoiakin: 

They'll not bewail him with 
'My poor brother, 
my poor "fraternity"'. 

They'll not bewail him with 
'Poor Master, 
Poor "His Majesty'". 

He'll be buried with an ass's burial: 
dragged along and ejected 
way outside Jerusalem's gates. (Jer 22,19 7 ) 

3. And, finally, imagery is more effective if new or at least relatively 
unknown,8 or at least if an old image is given a new twist; in Joel 1,6-
7 the well-worn image of devouring locusts is combined with the 
equally hackneyed metaphor of devouring lions to give: 

Their teeth are lion's teeth, 
their jaws a lioness's, 
making havoc of my vine, 
defoliating my figs . . . 9 

Original imagery, such as that of the tomb-robber in Job 3,20-23,10 is 
exceptional. 

Images can be ornamental, but the expert poet will use imagery for 
particular functions.11 They can express a significant theme within a 
corpus—the covenant-theme, for instance, in Hos 14,9: 

4. There are some difficulties in the Hebrew, but the sense is clear enough. 
5. See, too, Jer 50,17 for more concrete imagery. 
6. Ullmann, Language, 178, uses the adjectives 'striking and unexpected'. 
7. Also Jer 9,21; 17,11. 
8. Ullmann, Language, 179. 
9. See Mic 2,12-13. 

10. As pointed out by Gibson, SJT 28 (1975) 264; he also mentions the sirocco 
imagery in Job 4,9 (265). 

11. Ullmann, Language, 193-201. 
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•Jjn EMiaa 'JN I am like a leafy pine-tree. 1 2 

'Some images and image-patterns carry strong emotional overtones 
and convey implicit value-judgments'13—often in the form of animal 
imagery which can be positive, as in the metaphorical use of such 
names for officials (see below), or negative as in Am 4,1: 

Listen to this matter, 
cows of Bashan. 

One image can sum up a writer's philosophy—'wind' in Qoh—or 
form part of a portrait—Egypt as a 'heifer' in Jer 46,20.1 4 The 
otherwise inexpressible can be conveyed by an apt image or set of 
images; an example is Job 28 which successfully puts across the 
concept of God's unfathomable wisdom.1 5 Recognition of the correct 
image can have text-critical and philological repercussions.16 An 
illustration is provided in the section WORKED EXAMPLES, on Ps 47. 

For study 
Ez 19,1-9; Job 32,18ff; 6,2-3. 
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For structuring functions of imagery, cf. Lack: 1973. 
16. See Paul: 1978 for a good illustration. 
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Fisch, H. 'The Analogy of Nature. A Note on the Structure of the OT 

Imagery', JTS 6 (1955) 161-73. 
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Lack, R. La symbolique du Livre d'haïe. Essai sur l'image littéraire comme 

élément de structuration (AnBib 59: Rome, 1973). 
Lichtenstein, M.H. T h e Poetry of Poetic Justice: A Comparative Study in 

Biblical Imagery', JANES 5 (1973) 255-65. 
Margalit (Margulis), B. 'Psalm 24: A Study in Imagery', JBL 89 (1970) 292-
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Paul, S. T h e Image of the Oven and the Cake in Hosea VII 4-10', VT 18 
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- 'F i sh ing Imagery in Amos 4:2', JBL 97 (1978) 183-90. 
Reymond, P. L'eau, sa vie, et sa signification dans l'ancien Testament (VTS 6; 

Leiden, 1958). 
Rimbach, J.A. 'Animal Imagery in the O.T.: Some Aspects of Hebrew 

Poetics' (Dissertation Johns Hopkins 1972); cf. Diss Abs 33 (1972-73) 
1825A. 

Tsumura, D.T. 'Twofold Image of Wine in Psalm 46:4-5', JQR 71 (1981) 
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Wakeman, M. God's Battle with the Monster: A Study in Biblical Imagery 
(Leiden, 1973). 

Wittstruck, T. 'The Influence of Treaty Curse Imagery on the Beast Imagery 
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The lengthy list provided here shows imagery to be a much-studied topic in 
Hebrew poetry, though very little seems to have been done in the area of 
Mesopotamian studies and only a few titles refer directly to Ugaritic. A good 
model for the study of Hebrew imagery is Alonso Schôkel,£if«û(ttJS, 269-307, 
where he examines the imagery of water, mountains, fire, other nations as 
the instrument of divine punishment and the stumbling block, chiefly in 
connection with Isaiah. 

10.2 Simile 

The simile in general 
Simile and metaphor overlap, to a certain extent: they express the 
same thing but in different w a y s . Broadly speaking, the s imile is more 
obvious than metaphor . T h i s is either because it is m o r e explicit, or 
because the ground of comparison is actually stated. B y contrast , 
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metaphor is more concise and at the same time, more vague. 1 7 So, in 

Like heads of grain they wither (Job 24,24) 

everything is expressed and there is no room for divergent interpreta
tions. (However, as will be seen, similes favour the use of ellipsis.) 

Similes and oral poetry 
In his study of the Homeric simile, Scott concluded that *the simile is 
an independent entity entering the narrative either at the beginning 
of the line or else beginning at one of the traditional caesurae of the 
line'. 1 8 This applies, in a limited way, to ancient Near Eastern poetry 
too, indicating that poets had a stock of similes which they could use 
at various points in their improvisation. In general, such similes 
(whether borrowed or invented) served a twofold purpose; one 
audience-oriented, the other to the poet's own advantage. Ready-
made similes were suitable to sustain interest, highlight certain 
characters or particular aspects and to demarcate or link up the 
several sections of the composition. At the same time, a memorised 
stock of similes provided the components for improvised verse. 

Types of simile 
There seems little point in classifying simile according to animals, 
trees, precious objects and the like. 1 9 Such data may be of interest in 
determining the cultural or geographic milieu of both poet and 
audience; it is not directly of concern to studying poetic technique. 
Of its nature, the simile tends to diffuseness and extension (in 
contrast to the conciseness of metaphor, as mentioned briefly above). 
Accordingly the simile will be repeated, cumulative or extended, 
often occurring in series or clusters. However, similes (especially 
those originating in metaphor) can be brief.20 

The simile in Akkadian 
Babylonian and Assyrian literature is rich in simile, some expressions 
having an exact match in Hebrew, 2 1 other comparisons being more 
original. For example: 

17. Leech, Guide, 156-57. Note especially his definition: 'Simile is an overt, and 
metaphor a covert comparison'. 

18. Scott: 1974. 
19. A catalogue of this nature is D. Marcus, 'Animal Similes in Assyrian Royal 

Inscriptions', Or 46 (1977) 86-106. 
20. Other types: omissible or essential; stylised; inverted, cf. Payne: 1970. 
21. E.g. 'like water' on which cf. Gevirtz, JNES 30 (1971) 94-95. 
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asnan summa daddaris ala 'ut Grain I swallow as if it were like 
stinkweed. 2 2 

From an examination of this literary figure in Akkadian, two points 
emerge: first, there is clustering of similes (as in Ugaritic and 
Hebrew); 2 3 and, more importantly, there is a marked tendency for 
extending a simile quite beyond bounds acceptable to Western ears. 
In the following excerpt from Surpu, for instance, the simile has been 
developed to such a degree that a resumptive noun phrase is 
necessary, which repeats the point of comparison (here: 'just like this 
tuft of wool'): 

As this tuft of wool is plucked and thrown into the fire, where the 
flames consume it so thoroughly that it does not return onto its 
sheep nor does it serve as ceremonial clothing, so may invocation, 
oath (etc.) be plucked—just like this tuft of wool—and may the 
flames consume it thoroughly on this very day; may it depart, that 
I may see the l ight . 2 4 

The simile in Ugaritic 
The parallelistic nature of Ugaritic poetry creates a tendency for 
similes in pairs. 

kirby tskn sd Like locusts, let them settle in the field, 
km hsn pat mdbr like hoppers on the desert fringe. 

This, of course, is not unexpected. Less frequent, but again not 
surprisingly, similes also come in threes (corresponding to the 
tricolon). 

22. Text: BWL 44:88 (= Ludlul II). Cf. 'like a thief; furtively', in Atr 74:19; 76:33. 
Note that in addition to particles such as kima, 'like' there is the terminative formation 
with -is, meaning much the same, e.g. isdtis, 'like fire', hasikkis, 'like a mute', and 
eddnis, 'like a recluse' (all Ludlul I 68.71.79). 

23. See Buccellati: 1976, 65-66 and the threefold simile, BWL, 40:42-44. 
24. Surpu V/VI 93-100, cited by Buccellati: 1976,61. It follows, then, that to prune 

down such lengthy similes to their bare bones and to designate the remainder as 'gloss' 
is a procedure to be used with extreme caution. (Contrast O. Loretz, 'Vergleich und 
Kommentar in Amos 3,12', BZ 20 [1976] 121-25.) 

25. The additional line, bap mhrh, from his warriors' noses' (so Gibson, CML, 112 
and n. 9) does not appear in the parallel section, lines 36-37. Other triple similes: CTA 
3 u(B) 9-11; CTA 12 i 9-11 (as reconstructed in TO, 334f); Ugar 5 3 i Iff. 

(CTA 14 ii/iii 103-105 and parallels) 

£51 km rh npsh 
km id brlth 
km qtr baph 

Out will go, like a wind, his breath, 
like spittle his life, 
like incense from his nose. 

(CTA 18 iv 24-26 2 5 ) 
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More characteristic is the clustering of similes in these texts. The 
lines just quoted form part of a set of five, grouped into 2 + 3. Note, 
too, four similes in CTA 5 i 14-17. 

As noted by Buccellati for Akkadian,2 6 ellipsis (or gapping) is often 
a feature of the simile; not only can the comparative particle be 
omitted, but this can happen even in the first line: 

hlk lalpm hdd Marching by the thousand (like) thunder, 
wlrbt kmyr and by the myriad like rain. 

(CTA 14 ii 92-93 etc.) 

There are other examples of this use of'double-duty' k.21 

The peculiar construction k//k//km will be examined below for 
both Hebrew and Ugaritic.2 8 

Certain similes of Hebrew verse already find counterparts in 
Ugaritic: 'to bite like a serpent' occurs asyntkn kbtnm, 'they bit like 
serpents' (CTA 6 vi 19), corresponding to 'at the last it bites like a 
serpent' (Prov 23,32).2 9 

Note the extended simile in CTA 17 vi 30-33: 

kb'l kyhwy Like Baal, when he is revived— 
ylr hwy the reviver prepares, 
yUr wysqynh he prepares to give him to drink, 
ybd wysr 'lh he improvises and sings before him, 
n'm [dyj'nynn the minstrel who serves him— 
ap ank ahwy aqht gzr I too can revive the youth Aqhat!30 

Hebrew similes 
The simile in Hebrew shares features of both Akkadian and Ugaritic 
poetry, but in rather more developed form. There is ellipsis, extension 
of the simile and similes in even longer series than those known from 
Ugaritic. Little is new, though, except perhaps in content and 
function. 

Note that the particles used to introduce simile (though not always 
present) are ke (and its variants, kfmd etc.), masal, 'to be like', 'im, 

26. Buccellati: 1976, 59ff. 
27. CTA 15 i 5-7; 22B 16ff. 
28. See the section on triple parallelism. Called by Gray the cumulative simile, 'a 

variation of the simple simile developed under the exigency of parallelism', Legacy, 
298f. 

29. Cassuto, Anath, 24; cf. above on METHOD. 
30. As translated by Dijkstra-De Moor, UF 7 (1975) 187. For a slightly different 

version: Gibson, CML, 109. 
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in its specialised meaning of'like' 3 1 and sequences such as ke... ken, 
'like . . . so (is)'. 

1. Simple similes. All kinds of simile are to be found in Hebrew, 
only a sample of which can be mentioned here. Some of the more 
striking are: 'pour wrath like water' (Hos 5,10); 'I will press you down 
in your place as a cart full of sheaves presses down' (Am 2,13); 
'lament like a virgin girded with sackcloth for the bridegroom of her 
youth' Qoel 1,8); 'I eat ashes like bread' (Ps 102,9); 'make yourselves 
as bald as the vulture' (Mic 1,16). Also: 'she makes a sound like a 
serpent gliding away' (Jer 46,22). 

2. Paired similes. Since so much of Hebrew verse is in parallelism, 
many similes come in sets of two: 

If you seek it out like silver, 
And like hidden treasures you search for it. (Prov 2,4) 

So I am like a moth to Ephraim 
And like dry rot to the house of Judah. (Hos 5 ,12 3 2 ) 

Such paired similes can be combined with other verse-forms such as 
chiasmus, e.g. Hos 4,16; 2 Sm 23,4. 

3. Triple similes. Since the tricolon is an established pattern in both 
Ugaritic and Hebrew poetry, sets of three similes do occur, though 
not very often. 

Left is Daughter Zion 

like a hut in a vineyard 
like a lodge in a cucumber field 
like a defended city. (Isa 1,8 3 3 ) 

Other examples are 2 Sm 23,4, 3 4 Joel 2,5 (within a set of 2 + 3 + 0 + 2 
in vv. 4-9), and Job 7,lb-2. 

4. Cumulative similes. Similes cast in this form tend to heighten the 
suspense slightly by delaying the final line. It occurs in Ugaritic: 

klb arh I'glh Like the heart of a cow for her calf, 
klb tat limrh Like the heart of a ewe for her lamb, 
km lb 'nt atr bl So is the heart of Anath towards Baal. 

(CTA 6 ii 6-9//28-30) 

31. For bibliography on Ug. 'm = Heb. 'im, 'like' cf. Paul, JNES 31 (1972) 351, n. 2. 
32. Also Isa 13,14; Am 5,24; Mic 1,4; Joel 2,7; Song l,5cd. 
33. Or perhaps 'besieged city' Note the complete congruence of gender (all 

feminine), which reinforces the similes. 
34. Mettinger, SEA 41-42 (1976-77) 152-53. 



Imagery 259 

Also: (with ellipsis) CTA 15 i 5-7.35 In Hebrew, the corresponding 
pattern uses the particles ke... II ke... II ken. 

-m»ro Bri'N Man, like grass his days, 
rmm PSS A'Ae a wild weed 

r r p 50 he grows. (Ps 103,15 3 6 ) 

Similarly: Pss 83,15-16; 123,2 and perhaps Isa 51,6.3 7 

The cumulative simile is very probably a development of what 
might be termed the explicit simile: 

As a lily among brambles, 
so is my love among maidens. (Song 2,2ab) 

Other examples: 2,3ab; Isa 25,5b. 
5. Similes in series. As in Ugaritic, similes in Hebrew poetry often 

come in sets of four and more. 

May my teaching drop as the rain, 
My speech distil as the dew, 
As the gentle rain upon the tender grass, 
And as the showers upon the herb. (Dt 32,2-3) 

Other sets of four are Isa 32,2; Joel 2,4-5; Hos 13,3. In Hos 13,7-8 
there are five ('like a lion, like a leopard, like a bear robbed of her 
cubs, like a lion, as a wild beast'), but the sequence is interrupted; the 
same applies to Hos 14,5-7. 

Particularly interesting is the series of eleven similes in Sir 50,6-
10: 

Like the morning-star from between the clouds, 
And like the full moon between the festival days, 
And like the sun shining on the King's temple, 
And like the (rain)bow appearing in the cloud, 
Like a rose on its branches on festival days, 
And like a lily beside streams of water, 
Like a green shoot of Lebanon (-cedar?) in summer days, 
And like burning incense on the offering, 
Like a vessel of hammered(?) gold upon which precious stones 

are mounted, 
Like a flourishing olive full of berries, 
And like a cypress-tree, towering into the clouds. 

35. See MJ . Dahood, 'Proverbs 28,12 and Ugaritic bt hptt\ PradoFS, 163-66, for 
this difficult strophe. 

36. So Dahood, Psalms II, 29. 
37. Except for the text from Isaiah, cf. RSP I, 225 for bibliography. 
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6. The extended simile. As remarked on already, similes in ancient 
Near Eastern literature are liable to be drawn out to almost unbear
able lengths. This is indicative, perhaps, of a certain degree of 
improvisation: once the simile had been established, the poet could 
exercise his imagination fairly freely, without the constraint of a 
particular verse-form. In Jer 17,7-8 the following comparison is made 
about the man who trusts in God: 

He is like a tree planted by the water: 
that sends out its roots by the stream, 
and does not fear when the heat comes, 
for its leaves remain green, 
and it is not anxious in the year of drought 
for it does not cease to bear fruit. 

Even so, perhaps out of habit, the presence of alternating parallelism 
is unmistakable. See, too, Dt 32,11 (eagle); Hos 7,4.6.11 (baking); 
Joel 2,2 (gloomy day); and especially the long comparison in Ez 31,2-9 
(cedar of Lebanon). Rather briefer is Song 3,6 (rising smoke). 

Mixed forms also occur. In Song 4,le-5c there is a set of six 
consecutive similes, each in extended form. In 6,5c-7b there are 
three, in 5,12-13b, only two. 

Mixing of metaphor and simile is also to be found (e.g. Song 8,14) 
while in Song 7,2c-10 there is a series of similes and metaphors. 
However, since the prime concern of this book is to set out clear 
principles, such mixtures need not be considered.38 

Ellipsis 
Ellipsis in Akkadian similes has been explored by Buccellati,39 

following Schott, and its presence in Ugaritic has already been 
discussed. The most significant form of ellipsis in Hebrew simile is 
omission of the comparative particle. There is no real problem when 
it occurs in the first line but not in the second, as in 

^ " " " n r o "inplS Your justice is like the towering mountains, 
nan tainn ItSBfO Your judgment (like) the vast abyss. (Ps 36,7*°) 

38. On inverted similes, where the thing being compared comes before the com
parison, cf. H.W. Wolff, Hosea (Philadelphia, 1974), 83, and Andersen—Freedman, 
Hosea, 360. 

39. Buccellati: 1976, 59ff. 
40. Dahood, Psalms III, 436 where Pss 48,7b-8a; 58,9; 90,4; 102,8 and 125,1-2 are 

also listed. 
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Their roaring is like a lion, 
like young lions they roar. (Isa 5,24-29 4 4 ) 

And Jer 50,42-43; 51,38-40. 

41. So Dahood, Psalms III, 437 and 196-97. 
42. In Ugaratic: Ugar 5 3 i ff. 
43. Ugaritic examples: to close a speech. CTA 6 i 10; 12 i 9-11.30-31; to end a 

description: CTA 4 ii 42-44 (goblet); 5 vi 20-22 (mourning rite); 14 vi 291-92 (Keret's 
wife-to-be). 

44. However, v. 30 actually e ids the poem. Note that it is difficult to tell whether 
the locust similes in CTA 14 ii 92-93 (and par.) close the foregoing section or comprise 
the start of a new one. 

But often enough, the preposition is not used till the second or even 
third line: 

D-iMV T 3 " "Xri (Like) sharpened arrows of a warrior, 
D*om "Pra av Like glowing coals of broom. (Ps 120,4 4 1 ) 

An example of an omitted ke in the last two lines of a tricolon is 
2 Sm 23,4. 

Functions of the simile 
The functions can be divided into two broad categories: structural 
and non-structural. These will be considered in turn. 

1. Structural functions of the simile. The simile can be used to open 
a section or stanza (usually a speech) or to end one; it can also 
function as a link between sections of a poem. 

opening similes 
Your mother was like a vine in a vineyard, 
transplanted by the water, 
fruitful and full of branches . . . (Ez 19,10-14) 

Also Isa 54,9; Jer 22,6; 46,7-8; 50,11; Ez 31,2; Ps 11,1.« 

closing similes 
Pain as of a woman in travail. (Jer 22,20-23) 

And Isa 51,23; Jer 15,18; 18,17; 23,14b; 25,38; Ez 21,10b; Joel 2,9; 
Am 5,24; Hab 3,19; Job 5,26; 24,24.4 3 

to both open and close 

Therefore, 
as the tongue of fire devours the stubble, 
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linking similes 

They are all adulterers, 
they are like a heated oven, 

For, like an oven 

like a blazing fire 
All of them are hot as an oven. (Hos 7 ,4-7 4 5 ) 

2. Non-structuring Junctions of simile. The simile serves to sustain 
interest, emphasise a motif and express vividness or emotive intent. 
It can also be informative or merely ornamental and provides relief, 
or provokes suspense. 

For study 
Sir 15,2; Prov 7,22. Compare Ps 133 and 1 Sm 21,4. 

Cross -references 
HYPERBOLE, METAPHOR, ORAL POETRY, STANZA. 
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10.3 Metaphor 

The theory of metaphor and poetry 
Metaphor belongs to the stuff of poetry, so that to understand poetry 
involves coming to grips with metaphor and metaphorical expressions. 
Accordingly, some account of metaphor is required here as in any 
book on poetry. However, since figurative expression forms part of 
the language of poetry rather than being a matter of technique 
(metaphor does not seem to have any structuring function, for 
instance) discussion need only be brief and succinct. It can also be 
pointed out that the theory of metaphor is still being debated in the 
field of modern linguistics, so that it would be premature to offer a 
summary of the findings so far. For a deeper analysis the reader is 
referred to the bibliography. 

The present paragraph will present (1) two possible ways of 
analysing metaphor and (2) two attempts at classifying metaphor. In 
this way some idea of the problems involved can be gained. 

1. Analysis of metaphor: two approaches. Metaphor is generally 
presented analytically as follows: 

X is like Y in respect of Z 
where 
X: tenor 
Y: vehicle 
Z: ground. 

For example, 'I was eyes to the blind' (Job 29,15). Here Job (tenor) is 
like eyes (vehicle) in respect of seeing (ground). 

Without attempting a deep theoretical analysis4 6 a metaphor can 
also be represented as the overlap of two word-meanings. So, in the 
metaphor 'Why, then, has Israel become a prey?' (Jer 2,14), the 
overlapping aspect of the two concepts '(the nation) Israel' and 'prey' 
is Vulnerability': 

ISRAEL 
PREY 

(v.: vulnerability) 

46. For which see J. Dubois et al., Allgemeine Rhetorik (Heidelberg, 1974 [original-
Rketorique generale, Brüssels, 1970]) 176-84. 
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2. Classifying metaphor. Two main types of metaphor can be 
distinguished: the referential and the conceptual (or semantic).4 7 

i. referential metaphor: such metaphors are based on what the 
poet can actually see or visualise. E.g. 

Many shepherds have destroyed my vineyard. (Jer 12,10) 

where the picture evoked is concrete. Also, 22,28; 23,19. 

ii. conceptual metaphor: metaphors of this class are based on 
abstract rather than concrete imagery. 

Three grades of metaphor can be established: lexicalised, conven
tionalised and creative.4 8 

i. lexicalised metaphor: words (or expressions) that originally 
were metaphorical, but have since passed into everyday 
language, as 'blood of trees', meaning Svine' (Gen 49,11).4 9 

ii. conventionalised metaphors or cliches which may not belong 
to ordinary language 5 0 but are not new coinage. An example 
is the use of 'cup' to denote allotted portion or destiny 
(Ez 23,32-34; Ps 75,9; etc.). See also the shepherd/flock 
imagery to express the relationship between God and Israel, 
or the 'harlot' imagery for a negative version of the same 
relationship (Mic 1,7; etc.). 

iii. creative metaphors are the inventions of first-class poets. An 
example from many is 

you who turn justice to wormwood (Am 5,7 [cf. 6,12]) 

A sub-set of the creative metaphor is when a worn-out 
expression is provided with a new twist. So, in Am 1,2 the 
stock representation of God as a lion becomes:5 1 

Yahweh roars from Zion, 
and shouts out from Jerusalem: 

47. Dubois, Allgemeine Rhetorik, 181. 
48. G. Kurz— T. Pelster, Melapher. Theorie und Untemchtsmodell (Dusseldorf, 

1976) 63. 
49. See also Dt 32,14 and Ez 19,10(?). The same expression is used in Ugaritic: dm 

'sm, CTA 4 iv 38 (//iii 44, restored). Note also dm zt, 'blood of olives' (= olive oil), 
Ugar 5 1 rev. 6. 

50. Also termed frozen metaphors'. 
51. For a similar passage in Mesopotamian literature see BWL, 334. 
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the shepherds' pastures wither, 
CarmePs peak dries up. 

Of course, a metaphor cannot be pinned down as belonging exclusively 
to one or other of these categories: the scale is a sliding one. What 
may be a totally new metaphor for a particular group of people (due 
to their language, social class or geographic location) may be a worn-
out cliché for another. 

Metaphor and the poet 
Metaphor 'is a special use of words which foregrounds52 one or more 
of the underlying semantic parameters by either of two devices: (1) 
by parametric reinforcement, or (2) by parametric neutralization'.5 3 

Examples will make this evident: 
1. Reinforcement of parameters. 

Yahweh is my rock and my fortress, 
my God is my haven, 
my mountain where I take refuge; 
my shield and my saving horn, 
my stronghold, worthy of praise. (Ps 1 8 , 3 5 4 ) 

Here the immediate context 5 5 shows that the positive side of this 
series of metaphors is intended: they reinforce the semantic parameters 
firm, solid, immovable, protective' underlying 'rock'. 

2. Neutralisation of parameters. 

Let us destroy the tree with its fruit, 
let us cut him off from the land of the living, 
that his name be remembered no more. (Jer 11,19b) 

Evidently the positive aspects only of a tree are in question; the 
concept of a tree as an object of worship (hence, to be condemned) is 
neutralised. Similarly, Jer 2,13 (water as beneficial, not as destructive, 
e.g. a flood). 

Corresponding to the selection by the poet of a particular metaphor 
there is the correct interpretation by the listener (or reader). He can 

52. Foregrounding is a technical term (coined by Mukarovsky) for the exploitation 
of grammatical deviation in poetry (see Leech, Guide, 56-72). 

53. L.G. Heller—J. Macris, Parametric Linguistics (The Hague, 1967) 70-71. 
54. Largely following the version in Dahood, Psalms /, 101. 
55. According to Weinrich, metaphor is 'a word in a co-determining context' and is 

'never a simple word, but always a piece of text, even if small'. Metaphor is not simply 
word-substitution, but has always to be considered in context (Weinrich: 1967). 
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either select those properties of the expression in focus which are 
relevant to the context (e.g. a lamp as light-producing in Job 21,17) or 
he can establish the relationship between the two concepts involved.56 

Metaphor in Akkadian poetry 
In common with most poetry, both metaphor and metaphorical 
expressions are to be found. As in other cultures, divine epithets tend 
to be metaphorical: Nergal is addressed as 'dragon', 'terrible flood' 
and 'furious fire', Marduk is termed 'radiant sun' and 'brilliant flame' 
and so on. Many expressions also occur in Ugaritic or Hebrew; 
curiously, the phrase 'to drink tears' is common to all three cultures.57 

Note, too, 'at the mention of your (= Ishtar's) name, the earth and 
sky tremble' 5 8 and the series of metaphors denoting peril in a prayer 
to Nabu: 5 9 

He lies in the mass of high water and the flood bears down on him. 
The shore is far off, distant is terra firma. 

He has perished in a web of tricks, which cannot be cut. 
He has lain in the marsh, is held by the bog. 

However, a detailed catalogue and analysis of the metaphors used in 
Akkadian poetry would serve no purpose here. The significance of 
being familiar with the figurative language used is in elucidating 
imagery found in Hebrew that would otherwise be obscure. The 
sentence 

At my terrible bellow the mountains and river dry up 

corresponds to Am 1,2.60 More significant is the veiled reference to 
Lamashtu in Jer 9,20: 

lrj lbro niD rfWO For Death has come up into our windows, 
UTiuo iKa « 3 has entered our palatial apartments, 

nno bbiy r r n a n b to cut off infants from (ever being on) the street, 
n u r n o DTiiro and young men from (ever being on) the squares. 

Not only is the metaphor identifiable once it is known that according 
to Mesopotamian belief the baby-snatching demon called Lamashtu 

56. Reinhart: 1976. 
57. Cf. tit kyn udmH, 'she drank tears like wine' CTA 14 i 30 and Pss 42,4; 80,6; 

102,10 (strictly speaking, hyperbolic simile in Ugantic). 
58. Seux, Hymna, 189. 
59. Seux, Hymnes, 182. 
60. Text: BWL 192:18; see Lambert's remarks, 334. 
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was thought to enter houses by the window61—it also becomes 
richer when the allusion to a passage in the Baal Cycle is recognised.62 

This brings us conveniently to the next paragraph: figurative language 
in the texts from Ras Shamra. 

Metaphor in Ugaritic poetry 
Again, there is no lack of metaphor in the literary texts from Ras 
Shamra. Examples are rgm "s, 'tale of trees' (CTA 3C iii 23-24); tkmm 
hmt, 'shoulders of the wall' (i.e. parapet, CTA 14 ii 75; snt tluan, 
'sleep overpowered him' (personification, CTA 14 i 33; cf. 4 v 66); 
and the couplet (after two similes) 

d'qh ib iqni Whose eyeballs are lapis lazuli, 
p ph sp trml her eyelids, alabaster bowls. 

(CTA 14 iii 147-8) 

And, as already mentioned, many metaphors have exact counterparts 
in Hebrew: 6 3 cf. CTA 6 iii 6-7 (heavens raining oil, ravines running 
with honey) and Gen 27,28; Ex 3,8; Job 20,17; Ez 32,14 and Joel 4,18. 
For instance, 

km aht 'rs mdw Because you have become brother to a 
sick-bed, 

anst 'rs zbln companion to an invalid-bed. 
(CTA 16 vi 35-36) 

and 
nn« "3N TiN-ip T\rWT (If I) say to the pit: You are my father, 

rxnb TinNi yQH to the maggot: My mother and my sister. 
Qob 17,UM) 

Identifying metaphors 
The points to be examined here show how important it is to identify 
whether metaphor is present in a text, and if so, which metaphor. 

61. S. Paul, 'Cuneiform Light on Jer 9,20', Bib 49 (1968) 373-76. See, too, "There is 
no compassion when Death seizes an infant' in line 31 of Combination II of the Deir 
'Alia Plaster Inscriptions, as translated by Levine, jfAOS 101 (1981) 200. 
62. Namely, CTA 4 vi 8-9etc. (so Cassuto,/4narA, 22but contrast Gibson, CML, 62, 

n. 3 and Paul's article in note 61). 
63. Animal nanes as metaphors are discussed below. For a convenient survey see 

Cassuto, Anath, 21-23, though not all his examples are correct. 
64. Cf. Prov 7,4. Also 'nq sm dlbnn, 'the purple necklace of Lebanon' (CTA 22B 19-

20) and Hos 14,6-8—on which cf. J.C. de Moor, New Year with Israelites and 
Canaanites (Kampen, 1972) II, 13. 
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Further, the metaphor or metaphors must be interpreted in the light 
of the larger context in which they are used. 6 5 

1. Animal names as metaphors. 'Frequently animal names were 
used metaphorically as designations or titles for leaders or nobles of 
some sort or for warriors' 6 6 in both Hebrew and Ugaritic. So, in 

sh so'm try Call my seventy bulls, 
tmnym zbyy my eighty gazelles, 
tr hbr rbt the bulls of greater Hubur 
hbr trrt of lesser Hubur. 

(CTA 15 iv 6-9 [restored from 17-20]) 

the terms 'bull' and 'gazelle' in reality designate Keret's high officials. 
Accordingly, they have to be translated 'dukes' and 'barons' or the 
like.6 7 The same usage in Hebrew supplies a long list (here given 
alphabetically): 

•V3N 'bull, stallion' (1 Sm 21,8; Ps 68,31; Job 24,22; etc.) 
TN 'ram' (Ex 15,15; 2Kgs 24,15;Jer 4,22;Ez 30,13;Ps 58,2;etc.) 

"TED V o u n g u o n ' (Ez 38,13; Nah 2,14) 
-linir 'he-goat' (Isa 14,9; Zech 10,3) 

'gazelle' (1 Sm 1,19; Isa 23 ,7; 6 8 Ug. zby) 
T.t» 'bull' (Gen 49,6; Ug tr).69 

Unless such animal names are identified as metaphorical for people 
of rank, certain Hebrew texts remain unintelligible. For instance, in 

'EN r n n D"Xnn bV My anger is hot against the shepherds, 
TipDN Dnin»Pl bs?l And I will punish the he-goats. (Zech 10,3) 

the term 'attudfm evidently denotes 'leaders'. 
2. Recognising the metaphor. To establish which metaphor is 

present is to find the key to a text. The metaphor of writing makes 
sense of Job 22,22. Isa 23,7 becomes understandable once the 
metaphor of paying tribute has been identified: 

65. There will be some overlap between the various sections, but (one hopes) this 
will not detract from clarity. On this topic cf. Loewenberg: 1975. 

66. Miller: 1970, 177. 
67. First recognised by H.L. Ginsberg, The Legend of King Keret: A Canaanite Epic 

of the Bronze Age (New Haven, 1946) 42. See CTA 14 iii 118-123 for the literal 
meaning of such terms. 

68. See Dahood, Bib 50 (1959) 161-62; Or 44 (1975) 439-41. 
69. Further examples are given by Miller: 1970, 177ff. 



Imagery 269 

Can this be your joyful city? 
From ancient times 
her tribute they brought to her 
at her feet 
from a distance made to reverence. 7 0 

Further: 'wine' as figurative for 'love' (Song 1,2; 2,4; etc.). In the 
same vein, personification, once recognised, is often the clue to an 
obscure passage.7 1 

3. Congruity of metaphor. Although mixed metaphors do occur, 
generally speaking Hebrew poets were consistent in their use of 
figurative language. Or, to put it the other way round, metaphors 
must be presumed as congruous unless the contrary cannot be ruled 
out. 7 2 So, in Isa 28,20-21, the couplet 

snnti>no v s n n -rap '3 For the bed is too short to stretch out on, 
D'anro m s PODOm and the cover too narrow to wrap up in. 

is not a disconnected proverbial saying, but introduces the 'bed in the 
Underworld' motif.73 

Other kinds of metaphor 
Under this heading come extended metaphor, metaphors in series, 
hyperbolic metaphor and personification. Still other forms could be 
discussed (e.g. metonymy) but do not need to be since they are not 
specific to Hebrew poetry. 

1. Extended metaphor. Relatively often in Hebrew literature a 
metaphor is fully fleshed out in minute detail, the effect being to 
drive home a particular message. So, in Mic 3,2-3 the metaphor of 
cannibalism is exploited to the full with reference to the way Israel's 
leaders treated their subjects: 

Tearing their skin from upon them, 
and their flesh from their very bones, 
who eat the flesh of my people, 
and their skin flay off them 
and break up their bones, 

70. See W.G.E. Watson, Tribute to Tyre (Is XXIII 7)', VT 26 (1976) 371-74, and 
the corrective remarks by Auffret, VT 28 (1978) 106-08. 

71. See below, 270. 
72. M.J. Dahood, 'Congruity of Metaphors', VTS 16 (1967) 40-49. 
73. So Irwin, Isaiah 28-33, 34; see 29 on Isa 2,10 and 28,15. 
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and chop them up as in a cauldron, 
and like meat within a cooking-pot . 7 4 

Also: Isa 47,1-3.5 (mourning); Ez 23,32-34 (cup); 27,25-36 (Tyre: 
treated as a ship); 29,3-5 (Egypt as a crocodile); Ps 76 (God as a Hon); 
(on Gen 49 see next section). 

2. Metaphors in series. Like the simile, metaphors can come in 
groups. In the difficult poem Gen 49 (and to a lesser extent Dt 33) 
Judah is metaphorically a lion, Zebulun a harbour, Dan a serpent, 
Naphtali a hind, Joseph a well(?), Issachar a donkey, Benjamin a 
wolf, etc. 7 5 

3. Hyperbolic metaphor. Somewhat rare in Hebrew, e.g. 

Like one rent and riven in the nether world 
my bones are strewn at the mouth of Sheol. (Ps 141,7 7 6 ) 

4. Personification. The metaphors of Ugaritic verse imply inanimate 
objects as acting like persons. To the examples given above can be 
added sbt dqnk Itsrk, 'the grey hairs of your beard instruct you' (CTA 
4 v 66); tbkyk ab gr bl, Sweep for you, father, do the rocks of Baal' 
(CTA 16 i 6); and so on. 7 7 It is difficult to decide whether these are 
examples of animistic belief, high-flown poetic imagery or a mixture 
of both. According to current scholarship 'personifications replace 
mythical figures when rational attitudes supersede the primitive 
imagination'.7 8 In the case of Hebrew poetry, it was largely a matter 
of demythologising ancient Canaanite borrowings. Not every reference 
of this kind was expunged; to mention Sheol is enough proof.79 

Functions of metaphor 
Two main functions can be discerned in the poetical use of metaphor. 
They are 

1. Representational. The poet uses metaphor to transfer something 
familiar to what is less well known, though of more importance. For 
example, 

74. For the term qallahat see Cathcart, RSO 47 (1973) 57-58. In the preceding line 
ka'aser is usually emended to keS?'ar, 'like flesh'. 

75. For excellent studies of Gen 49 see the articles by Gevirtz. 
76. Dahood, Psalms III, 313 notes the overall figure of simile. 'Metaphorical 

hyperbole is the language of joy': so Soulen: 1967, 190. 
77. Also Ihsi abn, "whisper of stone' (CTA 3C iii 20); tant smm'm ars, 'sigh of sky to 

earth' (ibid 21; cf. 22). Note Dnil cursing town, spring and tree in CTA 18, or 
embracing and kissing stalks in CTA 19 u 61ff. 

78. PEPP, 612. 
79. Isa 5,14; etc. 
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Your lips drip honey, bride, 
honey and milk under your tongue. (Song 4 ,11 s 0 ) 

2. Presentational. H e r e the poet s imply describes someth ing wh ich 
is , in a w a y , made present; at the same t i m e h e ment ions the main 
subject . What is not ment ioned is the sensat ion both produce . For 
example , 

Your eyes are pools in Heshbon (Song 7,5) 

implies that the eyes o f the w o m a n have the s a m e effect o n her lover 
as do the coo l , deep , invit ing waters o f H e s h b o n . T h i s juxtaposition 
technique is particularly frequent in S o n g 4 and 7 8 1 and there is a 
certain e lement o f overlap wi th s i m i l e . 8 2 

For study 
Isa 28,15-17; J o b 10,17; S ir 50,15; Isa 55,12; Prov 8; P s s 77,16; 
96,11-12. 
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11 
POETIC DEVICES 

11.01 The Interplay of Poetic Devices 

In a way this chapter collects together and examines all the poetic 
devices not already discussed and analysed. However, it is intended 
to be more than that. In the first section structuring devices are 
considered and it is evident that they are interrelated. The second 
part deals with non-structural topics such as simile and metaphor; 
abstract nouns with concrete meaning and so on. Two points, 
though, need to be made. 

First, the distinction between structural and non-structural devices 
cannot be clinical; it is used largely for clarity of presentation. A 
simile, to take only one instance, can act as a structuring device. 
Again, rhetorical questions, similes, metaphors tend to come in 
series; evidently this is a form of repetition. Demarcation, therefore, 
is often artificial. Note, too, that mixed forms also occur, for example, 
mixed similes and metaphors; hyperbolic metaphor and the like. 

The other point, as the sub-heading indicates, is that poetic devices 
do not occur in isolation but within the context of a poem. They 
therefore relate to each other and can often only be understood 
within the setting of another device or of the poem in whole or in 
part. Such intermeshing is best shown by the full analysis of a 
complete poem, and the reader is referred to the appendix of worked 
examples for ample illustration. 

The chapter is divided into two main parts: structural devices and 
non-structural devices. The sequence within each part is to a certain 
extent arbitrary and the table accompanying the section on repetition 
is intended to offset this. 
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11.02 Repetition 

a., forms of repetition 

SOUND REPETITION -

PURE REPETITION 
—repetition-initial 

—end-repetition 

—immediate repetition 

—identical word-pairs 

-rhyme 
—alliteration 
—assonance 

(— wordplay) 

«b 
- b 

a a 
ab ab 
a / / a 

b. devices using repetition 

-refrain 

—envelope figure I 
(inclusio) |~ 

I 

—other related forms •» —keywords 
—chiasmus 
—parallelism 
—word-pairs 

TABLE: Forms and devices of repetition 
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Repetition and poetry 
'Repetition is the verbal device under which the technical devices of 
poetry can all be subsumed'.1 Although somewhat exaggerated, this 
claim does hold true to a limited extent. For instance, alliteration is 
simply repetition of the same consonants according to particular 
patterns; other devices, too, could be reduced to forms of repetition. 
These kinds of repetitive pattern will be outlined in paragraph 1. The 
main topic of the present section, though, is pure repetition, to be 
examined more closely in paragraph 2. A later section is devoted to 
the ways in which repetition can be avoided. See TABLE. 

1. Poetic form as repetition. Where sound-units are repeated, the 
result can be alliteration ( = repetition of certain consonants), 
assonance (= exploitation of similar vowel-sounds), rhyme in all its 
forms, and finally, word-play. All these topics are discussed in 
Chapter 9 ('SOUND PW HEBREW POETRY'), but, as mentioned in the 
introduction, could equally well have been set out here.2 

The repetition of single words within a poetic unit (strophe, stanza, 
poem) is characteristic of key-words, chiasmus in all its forms and of 
word-pairs (i.e. identical word-pairs).3 Again, these are dealt with 
elsewhere. 

Lastly, the iteration of either phrases or complete lines ('cola') 
results in structural patterns such as the refrain, the antiphonal 
response and the envelope figure.4 

2. Pure repetition. Traditionally, a whole set of technical terms 
exists which denote the various forms and sub-forms of repetition. As 
Leech has aptly observed, though, there is no need to learn such 
labels: it is much more important to be able to recognise repetition-
patterns and to determine why they are being used.5 

Types of repetition 
Three main types of repetition can be distinguished: 

1. F.W. Bateson, English Poetry and the English Language (Oxford, 1973) 18,n. 29. 
There he outlines 'a sort of elementary poetic grammar' as follows: 

(a) repetitions of sound (rhythm, metre, rhyme, assonance, alliteration), 
(b) repetitions of sense (refrains, puns, ambiguities, metaphor, irony); 
(c) repetitions of context (quotations, the use of proper names or specialised 

words from a particular literary tradition); 
(d) deliberate variations of the prose order (hypallages, inversions, zeugma). 
2. Such indeed is the layout in Buhlmann—Scherer, Stilfiguren, 15-42. 
3. See especially Dahood, RSP I, 75-77. 
4. Quotation, too, could be included here; see note 1, above. 
5. Leech, Guide, 4.77. 
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1. Repetition-initial where a series of two or more consecutive lines 
begin with the same word or phrase. 6 

Akk. e taplaha. ilikun 
e tusallia istarkun 

Ug. klnyn qsh nbln 
klnyn nbl ksh 

Do not reverence your gods. 
Do not pray to your goddesses. 7 

Both of us his goblet would bear, 
both of us would bear his cup. 8 

Heb. TV! 0"D» n1?!? "D 

n a m n n *pN "O 

rftattn o'D l i s 'D 

p N "DSN "53 D"pn '0 

Who has ascended to the 
heavens and come down? 

Who has gathered the wind in 
his garments? 

Who has wrapped up the waters 
in his robe? 

Who has established all the ends 
of the earth? 

(Prov 30 ,4 9 ) 

The number of consecutive lines is usually two (Jer 23,10; Mic 1,9; 
Nah 2,10; 3,2; Zeph 1,14; 3,1; Job 19,23; Prov 30,4c; Qoh 1,4; 
Lam 2,5) or three (Jer 15,5; Obd 18; Mic 7,11-12; Qoh 1,8); more 
rarely four (Mic 5,9-13; Prov 30,11-14), seven (Zeph 1,15-16) or even 
nine Qer 51,20-23). 

2. End repetition: the repeated element coming at the close of 
successive lines. 1 0 

Ug. 

Heb. 

mrgb yd mtkt 

mzma yd mtkt 

The hungry by the hand she 
grasped. 

The thirsty by the hand she 
grasped 

»D»n rnn Rise does the sun. 
KfDEfil «31 Set does the sun. (Qoh 1,5a 1 2 ) 

6. Technically: anaphora; see under ACROSTICS. 
7. Atr II ii 9-10; also III ii 46 (ul); S v 20-21 (zibdnlt); Erra I 158-59 (etc., all); IIIA 

20B-21 (etla); note the eleven-line set in IV 76-86 (sa). Also, Erra IV 7-10 (sa). 
8. CTA 4 iv 45-46; and ¡31-32 (kt il); ii 21-24 (ik); viii 2-4 (threefold'm); 15-18 (a/); 

5 vi 23-24 (= 6 i 6-7 my); 6 ii 17-19 [tips'); ii 31-35 (fivefold b-); v 11-19 (sevenfold Ik); 
14 iii 182-83 (atr); iii 120 (threefold /-); 16 i 25-27 (threefold al); iii 13-16 (threefold 
My). 

9. For translation cf. K. Cathcart, 'Proverbs 30,4 and Ugaritic hpn, "garment"', 
CBQ 32 (1970) 418-20. 

10. Termed epistrophe. For Akkadian see the refrain-like tustamft, 'you will kill', in 
Erra IV 104-111 (eightfold). 

11. CTA 15 i 1-2 (restored); also 5 v 14-16 (ars); 6 i 54-55 ('ttr *rz). 
12. Also Nah 3,15b. 



Poetic Devices 277 

Evident ly end-repetit ion is comparat ive ly rare and not m u c h used . It 
is not surprising, therefore, that combinat ions o f repetition-initial 
and end-repetit ion are equal ly r a r e . 1 3 Examples are CTA 17 vi 38 

wmt kl amt And the death of everyman w»7/ / 
die. 

wan mtm amt And I myself, certainly will I die. 

and M i c 5,9.12. 
3 . Immediate repetition is the third category o f iteration: a word or 

phrase is used , and then repeated immediate ly afterwards, w i thout a 
break. Examples are few. 

Akk. kikkis kikkis O reed-wall, reed-wall 
igdr igar Wall! Wall! 
kikkisu simema Reed-wall, listen. 
igdru hissas Wall, pay attention. 1 4 

Ug. yngr ngr pth O watchman, watchman! Open. 1 5 

H e b . i w n 7H n iD TilD Away! Away! Keep off! 
(Lam 4,15) 

In nearly all these texts immediate repetit ion is used to convey a 
sense o f urgency; no te , further, Jgs 5,12 ' U p , up!'; Isa 52,1 'Awake, 
awake! ' . 1 6 

Pure repetit ion can be used to construct complete stanzas or poems. 
T h e best example (al though the text is difficult) is Isa 2 8 , 1 0 ( = 1 3 ) : 1 7 

"3 For 
IX1? IX Go out, let him go out. 
nb IX Go out, let him go out. 
•p1? lp Wait, let him wait. 
lp1? IP Wait, let him wait. 

Qfpa T » t Servant, listen. 
QfpV mat Servant, listen. 

13. Known as symploce. 
14. Gilg XI 21-22: contrast the non-use of repetition in Atr IQ i 21. See, too, Atr 

V obv. 5-6; I 195-96; I v 257-58; Etana cC 93ff. 
15. CTA 23:69-70; and 16 ii 87-88 wqbr tsr, qbr tsr, 'And a grave you must fashion, a 

grave you must fashion'. 
16. Contrast Zeph 1,2 and Qoh 1,6. Of a different order is the repetition-series in 

Erra IV 131-135 (^he sea the sea [will destroy], the Subartean the Subartean . . . ) , its 
function being to depict total and reciprocal destruction. 

17. For this convincing translation cf. A. van Selms, 'Isaiah 28:9-13: An Attempt to 
Give a New Interpretation', ZA W 85 (1973) 332-39. 
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Another is Jer 15,2: 1 8 

mob mob -im Who belongs to Death: To Death. 
3-inb 3-inb new Who belongs to the Sword: To the Sword. 
3 i n b 3 i n b I B W Who belongs to Famine: To Famine. 
P f b PETb IBM Who belongs to Captivity: To Captivity. 

Less clear are Q o h 1,9 and 11. Examples from Ugaritic and Akkadian 
compare well wi th the passage from Jeremiah. 

'n tgr Itgr ttb Let the gate-keeper's eye return to the 
gatekeeper. 

'n phr Iphr ttb Let the potter's eye return to the potter. 
'n mhr Imhr ttb Let the rival's eye return to the rival. 
'n bty Ibty ttb Let the flatterer's eye return to the 

flatterer. 
'n btt Ibtt ttb Let the flatteress' eye return to the 

flatteress. (KTU 1.96 1 9) 

susassi 1 süsi m[ursl. .. ] Istar 

murus Inl [ana Inl] -ia 
murus ahi a[na ahl] -sa 

murus sept a[na sept] -sa 
murus libbi a fna libblsa] 

murus qaqqadi [... ] 
ana sása gabbisama ana f. .. ] 

Release against her the sixty 
miseries, against Ishtar: 

misery of the eyes against her eyes; 
misery of the sides against her 

sides; 
misery of the feet against her feet; 
misery of the heart 2 0 against her 

heart; 
misery of the head . . . 
Against her, against all of her, 

against . . . 2 1 

Functions 
T h e functions o f repetit ion can be considered first, in a general way 
and then wi th respect to specific patterns. 

General ly speaking, and wi th particular reference to the oral 
aspect o f poetry, repetit ion enables the audience to re-hear a verse 
wh ich they may have missed through inattention or o n account o f 

18. Note, incidentally, the gender-pattern m+m // f+f// m+m // f+f and contrast 
Jer 43,11. 

19. Translation: De Moor, UF 11 (1979) 648. See, too, the repetition of tld pgt in 
CTA 15 hi 5-12. 

20. One meaning of murus libbi is "worry, preoccupation'; mursu can also mean 
'illness', cf. CAD M/2, 224. 

21. Text: CT 15, 46:69-75 = Descent of Ishtar. Note, incidentally, that this list has 
both an initial and a final total. Other sequences are Erra IV 40-41 and Atr I i 10-13. 
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interference ('noise'). Repetition also reduces the need for a poet to 
invent new material: it helps 'fill up' a poem. 

Repetition also reinforces the structure of a poem, and helps link its 
components. This obtains for such texts as Nah 3,15; Prov 30,4. 

The non-structuring (rhetorical) functions are more numerous. 
Dramatic effect is achieved by immediate repetition (see above) and 
texts like Zeph 1,15-16; CTA 6 i 54-55. Repetition expresses complete
ness, too: notably in Jer 15,2; Qoh 3,2-8; Zeph 1,2.22 Emphasis is 
more to the fore in Prov 30,4d and CTA 16 i 25-27. Emphatic 
negation is the effect in Prov 3,25-32 and CTA 19 i 44-46. 

Note that staircase parallelism could be considered a form of 
repetition, but is treated elsewhere (cf. the alternative description: 
'incremental repetition'). 

Devices to avoid repetition 
The foregoing discussion of the forms and functions of repetitive 
verse patterns shows that the poets were well able to exploit 
repetition. Too much of the same word or phrase, though, can lead to 
monotony and therefore become boring. As will be seen, various 
manoeuvres were to hand to prevent this happening. These can be 
described as the avoidance of repetitive parallelism, the breaking up 
of sustained sequences and the telescoping of set patterns. Numerical 
parallelism is a special case. 

1. Avoidance of repetitive parallelism. Since not every word in 
Hebrew (or the other related languages) has its apposite synonym it 
was often inevitable that the same word (or verbal root) had to be 
used in both lines of a parallel couplet. 2 3 To offset this lack of 
variation the poet could alter the tense, the voice or mood or even the 
conjugation. 

—variation of tense (yqtl II qtl and qtl If yqtl) 
Since its recognition in Ugaritic by Cassuto 2 4 what Gevirtz terms 
'parallelization of selfsame verbs' in 'conjugational variation' 2 5 is 
now accepted as part of Hebrew verse as well. The examples given 
immediately will show this: 

22. Also CTA 14 iii 182-83; 15 i 1-2; 16 iii 13-16. Note the probable incantatory 
function of CTA 15 iii 5-12. 

23. An extreme example is Job 31 where at least ten identical word-pairs are used 
(w. 9.10.11.14.16.17.25.31.35.40). 
24. Cassuto in Or 7 (1938) 288-89. 
25. See the title of Gevirtz's article mJNES 32 (1973) 99ff. 
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(a)yqtl II qtl 

tl smm tskh 
[rbjb nskh kbkbm 

n o r "w: -i-ie *mi 'ant* 

nay pn-io 'an pi 

Dew the heavens poured upon her. 
Showers the stars did pour upon her.26 

My friends and companions stand aloof from my 
plague, 

even my confidants stand far off. (Ps 38,12) 

Also Am 7,4 and perhaps Dt 33,12. 
(b) qtl llyqtl 

No certain example is attested in Ugaritic.2 7 

D1J a^n npn And you shall suck the milk of nations, 
'prn D'rrta nun and the breast of kings shall you suck. (Isa 60,16) 

And Prov 11,7.2 8 

—variation of 'voice'. By Voice' is meant a change from active to 
passive, simple ('qal') to causative, and the like. By far the most 
frequent is the active/passive form, called by scholars the 'action and 
result formula'. 2 9 E.g. CTA 4 v 113-116: 

[hjs bhtm [bn] 
hs rmm hk[lm] 
hs bhtm tbn[n] 
hs trmmn hk[lm] 

a a ' t W l DnVV INty 

Swiftly: (Build) houses, 
Swiftly: Erect palaces. 
Swiftly: Let houses be built, 
Swiftly: Let palaces be erected. 3 0 

Raise up, O gates, your heads, 
and be raised up, O eternal portals. (Ps 24,7) 

Also Jer 31,4; Hos 5,5; Ps 69,15. 
The parallelism of causative-simple occurs in CTA 17 vi 28-29.31 

2. Interruption of sustained sequences. A sustained series can be 
altered in three ways: by omitting an item, by providing a synonym 
or by changing the word order. So, in the passage CTA 5 v 8-11, 

26. CTA 3B ii 40-41; also 4 vi 38-40; 19 iii 114-15. 
27. A possible case, adduced by Held,isC7/l 4 iii 14-16, but contrast Gibson, CML, 

58. 
28. For Akkadian examples of both types see Gevirtz: 1973, 102-04. 
29. Apparently coined by Held and accepted by Gordis and others. 
30. Cited by Held. Less clear is CTA 4 vi 34-35 (sb, 'turns' // nsb, 'is turned'). A 

parallel in Akk. is from the Adapa Legend (EA 356:5-6). 
31. See also the list in Dahood, Psalms III, 414. The 'plea and response' formula is 

the use of the same verb within a single colon, e.g. 'Heal me, O Lord, and I shall be 
healed' (Jer 17,14a); cf. 17,14b; 31,17c; Lam 5,21. 
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'mk sb H glmk (Take) with you your seven lads, 
ttnn hnzrk your eight commanders, 3 2 

'mk petty bt ar with you Pidray, Mist-girl, 
'mk tly bt rb with you Tallay, Rain-girl, 

the expression 'mk has simply been left out of the second line. In 
CTA 4 i 13-19 (and parallels) the term mzll, 'shelter' is substituted 
for mtb, 'dwelling' which occurs five times. This corresponds to the 
use of T i w r n , 'I destroy', in an otherwise unbroken series of T I S B J I , 'I 
hammer', (nine times over ten lines) in Jer 51,20c. Similarly, Mic 
5,9b-13. Changed word-order is operative in CTA 17 vi 20-23. 3 3 

Note that Jer 2,6 combines substitution of synonym ('desert' for 
'land' in the second line) and omission of repeated word (final line): 

D"nSD pND UfiN rbvan Who brought us from the land, Egypt, 
13103 unN TblDn steered us through the desert, 

nnwi naiy pN3 through the land of steppe and chasm, 
mobSl ITS pN3 through the land both hot and dark, 
H3 nap N1? pN3 through the land no one crosses, 
OO DIN 3»" Nbl where no one lives. 

This amounts, in effect to substitution of two different kinds: of a 
synonym and of zero. 3 4 

3. Telescoping. Rigid repetitive series, which occur fairly often in 
Akkadian poetry, 3 5 are sometimes made more bearable for the 
listener both in Akkadian itself36 and in Ugaritic.3 7 Since no clear 
examples are to hand from Hebrew poetry (though some prose 
instances can be mentioned) 3 8 it need not be discussed here. 3 9 

32. The word literally means 'boar' and is here used metaphorically; see below 
under METAPHOR. 

33. Contrast Sanmartín in UF 9 (1977) 371-73, who attempts to restore the 
'originar word-order. 
34. See also CTA 4 i 26-29. 
35. See Hecker, Epik, 152, n. 1, and add Gilg XI 141-46. 
36. For instance, Gilg (Nin) X iv 4-8, cited by Hecker, Epik, 153. See, too, Cooper: 

1977. 
37. See especially S.E. Loewenstamm, 'The Seven Day-Unit in Ugaritic Epic 

Literature', JSS 15 (1965) 121-33. He mentions (123) the 'marked tendency both to 
avoid the archaic style of the scheme and avoid excessive verbatim repetitions of the 
descriptive formula', citing CTA 17 ü 30-40 as an example of full repetition and CTA 4 
vi 22-23; 14 iii 103-109.114-120 and 17 i 1-17 as telescoped variations. 

38. Ex 24,16 and Jos 6, cited by Loewenstamm. 
39. Note A. van Selms, Telescoped discussion as a literary device in Jeremiah', VT 

26 (1976) 99-112. 
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4. Numerical parallelism. 'Since there are no synonyms for the 
numerals, yet repetition of the same word is to be avoided, the 
Canaanite poets invented the progressive numerical formula n / / n + 
l ' . 4 0 This sequence is probably much older than Held suggests (it is 
attested in Sumerian) and is discussed in the section on P A R A L L E L I S M . 

The topic has been mentioned here for the sake of completeness and 
perspective. 

For Study 
Ps 78,8; Jgs 5,6.7.12.20.21.23.24.27.30. 

Cross-References 
See T A B L E , above. 
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11.03 Envelope Figure 

The envelope figure 
Envelope figure (a term coined by Moulton who first recognised it) is 
the repetition of the same phrase or sentence at the beginning and 

40. Held: 1965, 275. 
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end of a stanza or poem. In effect, the poem is framed between the 
repeated phrases. For example, the first and last verse of Ps 103: 

m r r PM msi 'O-O Bless Yahweh, O my soul.41 

The envelope figure, broadly speaking, is related to other forms of 
repetition such as keywords or the refrain and structures a poem in 
the same way as chiasmus (see below on functions). However, there 
are differences. Akin though it is to the refrain, the envelope figure42 

occurs not more than twice. Similarly, the envelope figure could be 
described as 'incomplete chiasmus', only the extremes corresponding 
(schematically: A . . . A). Finally, both envelope figure and distant 
parallelism have the same structure. In sum, then, envelope figure 
differs from its related forms (not including distant parallelism) on 
the numerical level: unlike them it is repeated only once. 

Ugaritic and Akkadian examples 
Curiously, exact repetition of framing lines in Ugaritic poetry is rare; 
perhaps this is an indication of oral composition. One of the clearest 
examples is Anath's speech to Aqhat (whose bow she craves: CTA 17 
vi 26-33). It begins: 

irs hym laqht gzr Ask for life, O hero Aqhat, 

and ends 

ap ank ahwy aqht gzr so will even I give life to hero Aqhat, 

marking off a stanza often lines. There are other examples.4 3 

A good illustration in Akkadian poetry is Erra I 40b-44: 

Let them march at your side: 
When the hubbub from the citizens becomes too much for you, 
and your heart is inclined to destroy— 
to kill human beings, 
to fell wild animals, 
let these be your fierce weapons: 

Let them march at your side. 

41. Or: 'O my throat'; the same figure recurs in Ps 104, indicating, perhaps, 
liturgical origin. 

42. Also termed 'inclusio'. 
43. CTA 6 ii 35-37 (strophic inclusio); 19 iv 173-78; 16 vi 1-2 and 13-14. See, too, 

CTA 4 i 19 and 44; 23:61-63; also 3D iii 33- iv 48. 
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The line lilliku iddka frames Anum's speech, marking its opening and 
its close. 4 4 

Types of envelope figure 
The type of envelope figure considered so far affects a complete 
stanza or a whole poem. Other examples are Ps 8,2 and 10: 

Yahweh, our Master, 
how great is your name 
in all the world. 

101,2b-3 and 7; 118,1 and 29; and 'Praise Yah' at both the beginning 
andendofPss 145-150. 

Instead of a whole phrase or sentence, the repeated element is very 
often only a word (or the repeated words may simply have a common 
root). With identical single words: Ps 1,1.6 'wicked'; 17,1.15 'vindica
tion'; 29,1.11 'power'; 73,1.28 'good'; 96,1.13 'the earth'; Isa 29,3.5 
'shame'; 29,6.7 'beast'; 30,27-33 'fire'; Lam 2,12 'their mothers'. 

With the same root: Ps 20,2.10 'to reply'; 52,3.11 'to be kind'; 
59,2.8 'to be a bulwark(?)'; 71,1.24 'to be ashamed'; 82,1.8 'to judge'; 
97,1.12 'to rejoice'; 134,1.3 'to bless'; etc. 

Ranking between the complete phrase and the single word are such 
short phrases as 'sons of men' (Ps 12,2.9), 'house of Yahweh' 
(Ps 122,1.9) or clusters such as 'in your triumph' (Ps 21,2.14). 

A table of these types can now be set out: 

envelope figure (poem/stanza) 
—complete (repeated element not less than colon) 
—partial ('echo inclusio') 
—repeated phrase 
—repeated word 
—repeated (common) root 

There is yet another set, to be considered below, where the stretch of 
poem involved is a single strophe (occasionally two). 

Function of envelope figure: delimitation 
The use of identical words at the beginning and end of a poem serves 
to delimit it. The function of envelope figure, then, is much the same 

44. Also: Ee VI 35-38; Erra I 181-89 (Erra's speech); BWL 134:140-42; 220:23-25; 
Lines 1 and 40 of Ashurbanipal's coronation hymn (cf. Seux, Hymnes, HOff). 

45. Also: Song 2,8.14 'voice'; 5,2.8 T ; 5,10.16 'my beloved'; Ruth 1,11.13 'my 
daughters'. 
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as that of the refrain. In the case of the Psalms little is gained (even if 
some or all of the inclusios are not liturgical in origin), but in other 
books of the OT the extent of an individual poem can be determined 
unequivocally, whenever the envelope figure can be identified.46 

Strophic inclusio 
Very often the unit of poetry framed by the repeated element is not a 
complete poem or stanza but a single strophe, 4 7 for example: 

•par as n w aits (With) GOOD did you act towards your servant, 
2 1 0 113T3 nin" Yahweh, according to your word (which is) GOOD. 

(Ps 119,65-66a48) 

In most cases the frame-words are not identical, as in the example 
just set out, but either synonymous or from the same root. Synonymous 
frame-words occur in 

"l1? "01 "7N D'PfrN O DEITY, do not keep yourself silent, 
Ennn bH be not silent 

bN ep»n bw and be not still, O GOD. (Ps 83,249) 

with two words for 'God'. Similar is Ps 77,14. Frame-words from the 
same root are used in 

r» N'T! 113» INTOXICATED (as) you are, but not with wine, 
latP ¡«61 1»: staggering, but not with INTOXICANT. 

(Isa 29,950) 
where the common root is ia» . See, too, Isa 29,3b (ms), 5 1 Jer 5,21 
(vow) and 8,4-5 (aw). 

Other kinds of envelope figure within the compass of a strophe 
involve assonance (Isa 29,10; Jer 22,22-23; Ps 119,13) or are at the 
level of grammar (Pss 100,1 'he . . . we'; 103,3). The value of recog
nising such frame-words is that the limits of a strophe can be 
established. For example, Ps 119,65-66a (see above) where the initial 
aiB of v. 66 really belongs to v. 65, as its final word. 

46. Kessler: 1978, describes the functions of envelope figure as follows: to frame a 
unit; to stabilise the material enclosed; to emphasise by repetition and to establish 
rhetorical connection of the intervening material. 

47. First recognised by Dahood. 
48. As established by Dahood, Psalms III, 181 (my translation brings out the 

in-lusio). 
49. See Dahood, Psalms III, 273 for a slightly different version. 
50. Recognised by Irwin, Isaiah 28-33, 56. 
51. Also Irwin, Isaiah 28-33, 56. 
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Other aspects 
Here the relationship of envelope figure to other poetic devices will 
be briefly explored. 

1. Break-up and word-pairs. In Ps 58,2 and 12 the same word-pair 
(sdq II mspt) occurs. Both times this provides an effect similar to the 
envelope figure. 

In Isa 29 the first words of v. 2 

Then will I lay siege to Ariel 

provide the components for a corresponding couplet in v. 7: 

The mob from every nation warring against ARIEL 
In fact, all warring against her, besieging her and LAYING SIEGE 

Similarly Pss 105,8 and 42; 107,1 and 43. 
2. Distant parallelism. As has been seen, sometimes the framewords 

are not identical but synonymous (i.e. in parallelism). A clear 
example where distant parallelism of this kind functions as inclusio is 
Ps 127,1b and 5 

If Yahweh does not guard the CITY 

Rather than being humiliated 
he'll drive the enemy from the GATE. 5 2 

"See, further, Ps 73,23.26; 74,3.22. 
\ 3 . Refrain. Although there is a difference between the envelope 

figure and the refrain, occasionally the distinction is blurred as in 
Isa 29,5.16; Ps 107,4.7; 126,1.4. 

For study 
1 Sm 2,1.10; Jer 4,22; 22,6-7.20-23; Zeph 3,14a-15b; Job 3,4-5; 
Pss 20; 82; 135,1.26. 

Cross-references 
CHIASMUS, CLOSURE, KEYWORDS, REFRAIN, REPETITION, STANZA. 

52. Dahood's understanding of this verse [Psalms III, 225] is now confirmed by the 
Ugaritic Prayer for a Beleaguered City (set out in Chapter 13.2). 

TO HER. 
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11.04 Keywords 

The Keyword and its sub-types 

Some poems contain a certain number of repeated words which by 
their sound, 5 3 position within the poem and meaning function as 
keywords. Obviously, the presence of keywords is a form of repetition 
and so shares its characteristics. The difficulty for students is to 
determine whether there are keywords within a poem (or within its 
component stanzas) and this a question of judgment, not a statistical 
computation. The most frequent words are not necessarily the most 
significant. 

The term 'keyword' can be understood in three different, if related, 
ways: 5 4 

1. Dominant word. Here keyword is taken to mean that lexical item 
which provides a basis for understanding a stanza or poem; an 
example is 'cauldron' in Ez 24,3-13 where the imagery is based on 
a pot of stew over a fire. This sense is excluded from our discussion 
here. 

2. Repeated word. When a word recurs with insistent frequency 
within a poem—as does Voice' in Ps 29—then it is very probably a 
keyword. Similar are 'to raise' in Ps 24; *to guard', Ps 121 and *to 

53. For such 'summative' words cf. Hymes: 1960, 109-31. 
54. Lack: 1973, 85, n. 20, distinguishes between keywords which relate to structure 

and theme-words which relate to content. Some words can function as both simul
taneously. He notes, further, that words which occur first in a poem tend to be the 
most significant. 
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honour', Sir 3,6-11. Of course a poem (or stanza) may have several 
interacting keywords. 

3. Thematic words. A poem may use a series of synonyms on a 
dominant theme—for example, Ps 129 includes words for fo say, 
speak': mp "on trip *?ip used six times. 

Again, the thematic words of Ps 90 all concern TIME: nntaa "in 
niiocx *no n r m r npa n1?1"? "-loriN or njc chiv ns? • 'wo some two 
dozen occurrences in al l ) . 

Method 
The most comprehensive method of determining the presence or 
keywords is to tabulate all the repeated words in a poem and so 
establish their comparative frequency and relative positions. Such a 
procedure is time-consuming and so has only been applied to very 
few poems; 5 5 it has, though, the merit of providing objective data. It 
is important to realise that not only nouns and verbs but even 
prepositions, particles, adverbs and the like can be relevant. For 
example, the particle ta, 'all', recurs no less than 17 times in Ps 145 
and is evidently related to the universalist theme of the poem. 

Functions 
The main function of keywords is to express the principal theme of a 
poem. A poem provides its own interpretation by repetition of what 
is essential to its understanding'.5 6 A secondary function is to 
indicate the structure of a poem (see presently). Finally, such words 
may function as catchwords linking separate verses or stanzas. 
Examples are Isa 30,13-14 and 30,26—linked by 132·; and Isa 
33,5.16.24, all linked by the same word pt?. 5 7 

Ugaritic and Akkadian 
The thematic keyword rgm, Svord' (and synonyms), recurs in a stock 
stanza of Ugaritic narrative verse, namely CTA 3D iv 57-62 (etc.): 

dm rgm it ly wargmk For I have a TALE I would TELL you, 
hwt watnyk a WORD I would repeat to you, 
rgm 's a TALE of trees, 
wlhs't abn and a WHISPER of stone, 

55. See Magne: 1958 for Pss 1, 29, 51, 91, 123, 126 and 137. 
56. Buber: 1953, 52. 
57. So Irwin, Isaiah 28-33, 96 and 161. 
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rgm ltd' nsm 
wltbn hmlt ars 
tant s'mm 'm ars 
thmt 'mn kbkbm 

a TALE mankind cannot know, 
the earth's crowds cannot unders tand, 
the S IGHING 5 8 of heavens to ear th , 
of deeps to stars. 

Fortuitously, perhaps, the keyword appears seven times and is 
evidently the focus of attention. See, similarly, five synonyms for 
'(wine-) vessel' in CTA 3A i 10-17 (ks, krpn, bk, dn, kd). 

At the beginning of tablet II of The Righteous Sufferer' the 
negative particle ul is reiterated seven times in as many lines, a 
thematic keyword of transparent meaning: 5 9 

My ill-luck has increased, and I have NOT found prosperity. 
I called to my god, but he did NOT show his face. 
I prayed to my (personal) goddess, but she did NOT raise her head. 
T h e Jiviner , through divinat ion, has NOT investigated (my) 

situation. 
T h e dream-interpreter, through l ibanomancy, has NOT elucidated 

my case. 
I prayed to the z.-ghost, but it gave me NO instructions. 
T h e exorcist with his ritual could NOT dissolve the divine wrath 

(against) me . 

Similarly,la, 'not', is used four times in three lines from the same text 
(lines 12-14) and an equal number of times in a quatrain from a 
fragment of epic. 6 0 Fourfold, too, is the keyword Ίο cross' in Gilg X 
ii 21-23. 6 1 The keyword Ίο heal' has been identified in lines 79-87 of 
a Hymn to Gula. 6 2 

Keywords and structure 
As has been noted, recognition of keywords can help in determining 
the structural pattern(s) of a poem. Among the few scholars to use 
this method, Pierre Aufiret has been most assiduous (see bibliography). 
Only two examples will be set out here: one is Ps 142, which will be 
considered only briefly; the other is Ps 82, which will be discussed at 
length. 

Whatever the literary category to which this poem belongs,6 3 it 
seems at first glance to comprise an unbroken unit. If the keywords 

58. The thematic keyword excludes the meaning 'meeting' for tant, here. 
59. Text: BWL 38.3-9. Translation: BWL, 30 and CAD M/2, 279 and 381. 
60. Text: Kinnier Wilson, Iraq 31 (1969) 9:12-15 (Etana Myth?). 
61. See Millard, Iraq 26 (1964) 101, for the text. 
62. Recognised by Barré, Or 50 (1981) 243-44. 
63. See Loretz, Psalmen, 355-59 for discussion. 
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p i " , 'to cry, call for help' , and sr/si, 'life', are highl ighted, it is evident 
that they each occur twice and in the same sequence.64 T h e y serve to 
mark off the t w o halves o f the psa lm (vv. 2-5 and vv . 6-8) corres 
ponding to I: description o f pl ight, and II: appeal for he lp . 

Ps 142 

I v. 2 With my voice to Yahweh DO I CALL OUT (pVIH) 
v. 5d no one inquires about MY LIFE ("B'B:) 

II v. 6 I CALLED OUT fnpsn) to you, Yahweh, 
v. 8 Lead out MY LIFE ("t^B") from prison. 

Ps 82. T h i s p o e m has been chosen to il lustrate the use o f keywords 
because it is short (and therefore manageable ) and because it exhibits 
a fairly clear structure. T h e first s tep (once l ineation has been 
established) is to list and tabulate the repeated words . 

T h e next procedure is to arrange the table to s h o w those words 
w h i c h are repeated throughout the p o e m and those only occurring in 
part o f it. T h e result can be set out in two co lumns: 

64. For this device, known as *panel writing', cf. S.E. McEvenue, The Narrative 
Style of the Priestly Writer (Rome, 1971), 13ff and 158ff. For an application to Gen 6,5-
7 see Wenham, VT 28 (1978) 340-41. 
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Ps 82 

bN-msn a s j wrtiH la A 
user DfibN anpa b 

b i m o B » n T I D - U > 2a B 
(nbo-) 1MJW1 DW1 "JBI b 

Din*! b-noBty 3a 
i p n x n tni *iv b 
JV3N1 b - n o b s 4a 

Vrxn o v e n T O b 
I P T Nb 5a C 

i r a ' Nbi b 
p^rur naema c 

p N noio-ba IDID" d 
T T I D N - ' J K 6a 

DHN DVfJN b 
D3b3 ]r*?if "331 c 

j inion D-IJO pt*. 7a 
i b sn o n » n nnnai b 

ovibN noip 8a A' 
p a n n o s f b 

o w - b a a brun nnn-p c 

Evidently the most repeated words are o v r w , OBI? and 3—and they 
recur throughout the psalm. The first two also reflect the keynote: 
God as just judge. 

The other repeated words act as structural markers: s?En bn bn vtn 
form a frame (w. 2b-4b) and together with bis? (v. 2a) mark off a sub-
unit in the first half. This sub-unit (w. 2a-4b) is also a sense-unit. 

The psalm divides into two main parts (w. 1-4 and 5-8) and the 
second part is bound together by repetitions of p N and b3 . 

Finally, v. 1 and v. 8 provide a frame based on the words 323 O B » 
0 3 » bru in chiastic sequence, and both verses are addressed directly 
to God. 

Considerations of this order, though based on keywords, are not 
purely mechanical and have to intermesh with other observations 
concerning change of person and of theme. 

The consecutive repetitions 3 (v. 7) and Nb (v. 5) are merely 
connective in function, Unking together components of the strophe. 
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The Psalm can now be set out as follows: (words occurring 
throughout: CAPITALS, others: italics) 65 

A 1 GOD presides IN the divine council, 
IN among the gods does he JUDGE. 

B 2 How long will you JUDGE (favouring) 
evil men, 

and towards wicked men be biased? 

3 JUDGE the feeble and fatherless, 
the troubled and poor: vindicate. 

4 Rescue the feeble and poor, 
from the hand of the wicked save (them). 

C 5 Not knowing, 
not understanding, 
IN dark (ignorance) they wander, 

shaken are all the foundations of the 
earth. 

6 I thought: 
GODS you are, 
and sons of the Mightiest, all of you. 

7 But, like men will you die, 
and like any prince, fall. 

A' 8 Up, GOD, 
JUDGE the earth. 
Truly you should govern all nations. 

Further examples: Ps 12; Prov 1,20-33. For Isa 19,1-4 see Chapter 
13.4. 

For study 
An interesting passage for investigation is Zeph 1-3 where certain 
keywords recur in intricate patterns. The most frequent lexical items 

65. Van der Lugt, Strofische Structuren, 340-43, prefers the division: I w . 1-4; II 
w . 5-7; v. 8: a prayer. See, too, M. Tsevat, 'God and the Gods in Assembly, an 
Interpretation of Psalm 82', HUCA 40/41 (1969-70) 123-37; H.W. Jungling, Der Tod 
der Goner. Eine Untersuchung zu Psalm 82 (SBS 38; Stuttgart, 1969). 
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are Di", 'day'-21 times—and anp 'near'-10 times. 6 6 Curiously, the 
second word does not appear at all in Zeph 2. Other common words 
are 

"PK — 5X (to gather) 
pap — 3X (to assemble) 

npB — 5 x (to punish) 
m a — 5x (to cut) 
DBtr/ — 4X (to judge). 

Another group relates to the sea: 

W — 3X (sea) 
¡7 - 2X (fish/fisher). 

cf. i n ' DWN 

Note, too, 

Dir/ — 5X (name) 
P N — 5X (earth/underworld). 
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66. Also in the form 'to approach'; as with keyword study generally, attention is paid 
chiefly to word root. 
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11.05 The Refrain 

The refrain and its subtypes 
A refrain is a block of verse which recurs more than once within a 
poem. Such a block can comprise a single word, a line of poetry or 
even a complete strophe. The refrain, of course, is simply a form of 
repetition, but its distinguishing feature is its structuring function 
(discussed below). It differs from inclusio in occurring not only at the 
opening and close of a poem but within it as well. In fact, generally 
speaking, a refrain rarely begins a poem (but see Ps 129). Subtypes of 
the refrain are the strict refrain, the variant refrain and the chorus. 
These will be considered in turn, with examples. 

1. The strict refrain. The wording of the strict refrain remains 
unchanged, no matter how many times it is repeated. For example in 
Am 4 the refrain 

Yet you did not return to me, 
Yahweh's oracle 

occurs five times (w. 6.8.9.10.11), with exactly the same words each 
time. Similarly Ps 67,4.6. Also Song 2,7 (=3,5; 5,8); Isa 9,11 (= 
16.20; 10,4); cf. Mai 1,11. 

2. The variant refrain. Much more frequently (for reasons to be 
proposed below) subsequent repetitions of the refrain are not verbatim. 
Variations—often quite minor—though not enough to completely 
alter the refrain, do result in a changed refrain. For example, in Ps 80 
the basic refrain is 

God, return to us, 
show favour and we will be saved (v. 4 . 6 7 ) 

In vv. 8 and 20 insertions and/or additions modify this basic pattern; 
e.g. v. 20 

Yahweh, God of the Armies, return to us 
show favour and we will be saved, 

67. Lit. 'make your face shine'. 
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the additions being 'Yahweh' and '(of the) Armies'. In v. 15 the 
second line is dropped: 

God of the Armies, return please, 

the last word now being an imperative. Other variant refrains are 
Ex 15,6.11.16; 2 Sm 1,19.25 and 27; Am 1-2; Pss 99,3.5.9; 107,6.13 
= 19.28; 114,4.6; 144,7-8.10c-ll. 

In some of these examples the refrain provides a kind of grid into 
which can be slotted words appropriate to the stanza accompanying 
the refrain. The best-known instance is Am 1-2 with the pattern: 

Thus speaks Yahweh: 
Because of three 
sins of (PLACE NAME) 
and because of four, 
I'll not revoke it, 

(w. 3-5.6-8.9-10.11-12.13-15; 2,1-3.4-5.6-8). A place-name is to be 
fitted into the slot. 6 8 

Interesting is Ps 107 which uses both the identical and the variant 
refrain (strict: vv. 8.15.21.31; variant: 6.13.19.28). 

The refrain of Song 2,16 

My beloved is mine, 
and I am his 

is inverted in 6,3 (and abbreviated in 7,11). 
3. The chorus. The basic difference between the chorus and the 

refrain is frequency of repetition: the chorus is repeated after every 
line. This is most manifest in Ps 136, where the antiphonal response 
is 

For eternal is his kindness. 

Evidently such responses formed part of the liturgy and indicate 
strong audience-participation. Quite possibly this was the practice, 
too, in non-liturgical poetry. 

Functions of the refrain 
The refrain (and here its subtypes are also included) shares the 
functions of repetition (see REPETITION). Here only two major 

68. In each of the stanzas there are other refrain-like elements. 
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functions will be looked at: the structuring effect and the involvement 
of the audience, already briefly alluded to. 

1. The refrain and poem-structure. As mentioned elsewhere (see 
STROPHE & STANZA) one of the problems in analysing ancient 
Hebrew poetry is the determination of stanza-divisions. Evidently 
refrains segment a poem into smaller units and generally these can be 
identified as stanzas. However, the refrain is only one of several 
possible indications of such divisions and these must be considered 
too, before certainty can be reached. This is especially true of 
Song. 6 9 Clear cases of stanza-division are Ps 67 and Ps 46—the two 
refrains coming at (roughly) the middle and end of each psalm. In a 
poem such as 2 Sm l,19ff (David's lament), although the four 
refrains divide it into three parts, the parts are very unequal. Further 
subdivision may be required, using other criteria. 

Often (though not a general rule) the final refrain is longer than 
the others—forming a climax, e.g. Isa 2,17-18 (cf. I I ) ; 7 0 Ps 99,9 'For 
holy is Yahweh our God' (w. 3 and 5: 'holy is he'). 7 1 

2. The refrain and oral poetry. The purpose of a constant refrain 
must surely have been to enable people listening (whether as 
audience or congregation) to join in. This is particularly true of the 
chorus (as defined above). In fact evidence is available from Chron. 
On the occasion of the ark of the covenant being transferred to the 
newly-built temple, 

All the levitical singers, Asaph, Heman and Jeduthun and their 
sons and brothers, linen-clad, were standing on the east side of the 
altar, with cymbals, harps and zithers; with them stood 120 priests 
blowing trumpets. Such was the harmony between trumpeters and 
singers that only one melody was audible when they praised and 
thanked Yahweh. Then the music began, accompanied by trumpets, 
cymbals, song-instruments, to render: 

Praise Yahweh greatly, 
for eternal is his kindness. 7 1 

An invitation to join may be present in Ps 129,1-2: 

69. See Exum, ZAW85 (1975) 51ff; Gordon, UT, 291, n. 3. 
70. R.G. Moulton, The Literary Study of the Bible (London, 1896), 158, terms this 

augmenting the refrain and refers to 2 Sm l,19ff. 
71. 2 Chr 5,13-14; for the refrain, cf. Ps 136. For this translation cf. J .L. Kugel, 'The 

Adverbial Use oikttob\JBL 99 (1980) 433-39. 
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'Much have they oppressed me since my youth' 
—Let Israel now say: 
'Much have they oppressed me since my youth' . 7 2 

Further proof is forthcoming from the variant refrains: not only were 
they modified for the sake of variety, the constantly changing form 
prevented the audience joining in. 7 3 

The refrain in Akkadian and Ugaritic 
The refrain was particularly common in Assyrian and Babylonian 
hymns and prayers. In fact, being a standard component, the copyist 
scribes tended to abbreviate as much as possible, or use a ditto 
sign. 7 4 A single example will suffice; it is from a prayer to the divine 
judge. It begins: 

I (shall go) to the judge, I (shall go) to the judge. 

and continues: 

I (shall go) to the Lord of Erabriri—I (shall go) to the judge. 
I (shall go) to the Lord of Egalmah— I (shall go) to the judge. 

and so on for 13 more lines. 7 5 

In Ugaritic, one of the few prayers to come to light uses refrain-like 
repetition.7 6 The account of the contest between Baal and Mot also 
uses what amounts to a refrain: 

mt 'z Mot was strong, 
b 7 'z Baal was strong, (CTA 6 vi 16-19) 

with the final refrain, since it is climactic, a variant: 

mt ql Mot fell 
b'l ql Baal fell, (lines 21-22 7 7 ) 

The episode is thereby structured into four scenes. 
More liturgical are the chorus-like repetitions, or antiphons: 

72. Although not all scholars agree that this is a refrain. 
73. These variants also attest the fluidity of oral poetic tradition. 
74. Very largely to save both space and labour, significant factors when writing on 

clay. 
75. See conveniently Seux, Hymnes, 155-56; also the prayers on 139-52.237.253, etc. 
76. See KTU 1.119, set out in section 13.2 in the chapter WORKED EXAMPLES. 
77. See De Moor, UF 10 (1978) 194, n. 7. 



Poetic Devices 299 

spq ilm krmyn 
spq ilht hprt [yn] He supplied the goddesses with ewes, 

[wine]. 

He supplied the gods with rams, wine. 

spq ilm alpm y[n] 
spq ilht arht [yn] 

He supplied the gods with oxen, wi[ne]. 
He supplied the goddesses with cows, 

[wine]. 
spq ilm khtm yn 
spq ilht ksat [yn] 

He supplied the gods with seats, wine. 
He supplied the goddesses with chairs, 

[wine]. 
spq ilm rlfbt yn He supplied the gods with barrels of 

wine. 
spq ilht drkt [(yn)] ,78 He supplied the goddesses with hogs

heads of [wine]. (CTA 4 vi 47-54) 

Similarly, CTA 1 iv 23-24 = 25 = 27 = 29 ; 6 v 11-19; Ugar 5 8 13-19. 

For study 

It w o u l d be interesting to compare MT wi th the D e a d Sea Scrolls 
where there is a tendency to insert or add refrains—for example , 
Ps 145 and H Q P s 145. 

Cross-references 
ENVELOPE FIGURE, REPETITION, STANZA (also KEYWORD). 

BIBLIOGRAPHY 

Freedman, DN. T h e Refrain in David's Lament over Saul and Jonathan', 
Widengren FS, 115-26. 

—'Strophe and Meter in Exodus 15', Myers FS, 163-203, esp. 163-66. 
Fullerton, K. T h e Original Form of the Refrain in Is. 2:6-21' JBL 38 (1919) 

64-76. 
Kuhl, C . 'Die "Wiederaufhahme"—ein hterarkritisches Prinzip?', ZAW 23 

(1952) 1-11. 
Also, Exum, ZAW 85 (1973) 51ff; O'Connor, Structure, 466-82 (on poems 

with 'burdens'). 

Theory 
Allusion is the reference (usually not explicit) wi th in one body o f 
literature to the culture and letters o f another body . T o quote from a 
standard work o f reference: 

11.06 Allusion 

78. Last word omitted from tablet by mistake. Gibson, CML, 63, n. 4: 'Alternatively 
"he did supply the ram gods with wine etc.'". See my discussion, JBL 99 (1980) 338. 
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The technique of allusion assumes: (1) an established literary 
tradition as a source of value; (2) an audience sharing the tradition 
with the poet; (3) an echo of sufficiently familiar yet distinctive 
elements; and (4) a fusion of the echo with the elements in the new 
context... It usually requires a close poet-audience relationship, a 
social emphasis in literature, a community of knowledge, and a 
prizing of literary tradition.79 

Allusion in the OT 
The conditions outlined above apply to Hebrew literature where 
both audience and poet share a common tradition (the OT writings 
in first their oral and then their written stages) and the echoes to this 
tradition have varying degrees of overtness. With the discovery of 
literary traditions outwith the OT (the belles-lettres of the ancient 
Near East, in effect) some account, too, has to be taken of allusion to 
extra-biblical texts. The point about 'social emphasis in literature' is 
particularly true of the prophetic writings and of much in the wisdom 
tradition. 

Different kinds of allusion 
From what has been said it is clear that allusion can fall into one of 
two classes: inner-biblical and extra-biblical. Discussion of either 
would take us far afield so here only what is significant to poetic 
technique will be mentioned. A third class comprises the allusion to a 
theme or topic which is never expressly mentioned, or 'repressed 
reference'. 

1. Inner-biblical allusion. Many allusions are made, in Hebrew 
poetry, to historical events (and here creation would be included); for 
example, Hos 12,3-6 refers to the Jacob and Esau stories (Gen 32,20; 
33,4; 35,1s).80 Isa 55,13 alludes to the flood stories, 8 1 as do 
Isa 51,108 2 and Jer 4,23-26.83 Zeph 1,3 alludes to Gen 1,26 and, in 
general, to the creation stories. 8 4 

2. Extra-biblical allusion. Only the cognoscenti would have 
recognised these allusions, unless their frequency attests widespread 

79. PEPP, 18. 
80. Cf.Gertner,M. VT10(1960) 241-84;Ginsberg, JBL 80(1961) 339-47; Ackroyd, 

VT 13 (1963) 245-59; Holladay, VT 16 (1966) 53-64; Good, VT 16 (1966) 137-51; 
Coote, FT 21 (1971) 389-402. 

81. Gunn: 1975, 503-08. 
82. Gunn: 1975, 495-97. 
83. Muilenburg, JBL 59 (1940) 363; Holladay.JBL 85 (1966) 496. 
84. Roche: 1980. 
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knowledge by the populace. For instance, 

D'Ofn The sky is my throne, 
"•jn o n pum and earth a footstool for my feet. (Isa 66,1) 

alludes to Yahweh's enormous size and evokes a passage in the 
Ugaritic texts where Athtar, attempting to usurp Mightiest Baal's 
position, is described as hopelessly inadequate: 

ytb Ikht aliyn bl He sat on the throne of Mightiest Baal, 
p <nh Itmgyn hdm his feet did not reach the footstool, 
rish lytngy apsft his head did not reach its edge. 

(CTA 6 i 58-61) 

It is also significant that in Mesopotamian tradition the footstool was 
distinctive of kings. Other allusions of this kind include Isa 19,1, 'See 
Yahweh riding on a swift cloud', and Baal's epithet, rkb rpt, 'Cloud-
Rider'; 8 5 Isa 28,16 '(Yahweh) does not act hastily' in the context of 
building, and the fourfold anaphoric hs, 'Hurry!', in the account of 
the construction of Baal's palace (CTA 4 v 113-116). Additional 
allusions to Ugaritic literature and mythology can be mentioned. 
One is Song 8,6 rant* moa nrir - 3 , 'For strong as death is love'. Rather 
than the superlative8 6 'it appears more likely that the allusion is to 
the god Mot, Death personified'87 in view of the refrain mt 'z, 'Mot 
(= Death) is strong' (cited under R E F R A I N , above). 8 8 Another is Hos 
6,4 (= 13,3) which plays on Pughatu's stock epithet. 8 9 

There are also numerous allusions to Mesopotamian literature. In 
Isa 40,15-17.22, the land is said to appear small, reminiscent, 
perhaps, of the Etana Legend, where an eagle is described as carrying 
the hero on his back up into the sky. Told to look down, Etana first 
sees the sea looking like a tub; further on in the flight the land 
appears to be a garden plot and the sea a breadbasket and eventually 
even these are lost to sight. The restoration of old buildings mentioned 
in Isa 58,12 is a common theme in Assyrian royal texts. 9 0 Weeping 

85. 'The description of the cloud as swift hardly makes sense unless the cloud is a 
vehicle' (Moran, Bib 43 [1962] 324). 

86. So Winton Thomas, VT 3 (1953) 221. 
87. Pope, Song, 668. 
88. The correct translation of Song 8,6 may be 'truly Love is stronger than Death'. 
89. See Watson, UF 8 (1976) 378, n. 56 for details. 
90. Sample passage: 'For his life and the well-being of his city the wall of the Step 

Gate—it had become delapidated—I restored and deposited my clay cone' (Inscription 
of Puzur-Ashur III; see conveniendy A.K.. Grayson, Assyrian Royal Inscriptions, 
[Wiesbaden, 1972] I 35 and elsewhere). 
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on the housetop (Isa 15,3; 22,1) may be a reference to an Assyrian 
custom in view of the passage from Sargon's Annals where the people 
of Musasir 'went up on the roofs of their houses and wept bitterly'.9 1 

Lastly, Isa 55,13, 'Instead of camel-thorn, pine-trees shall shoot up; 
and instead of briars, myrtles shall shoot up', recalls the tree-contest 
fables of Babylonian sapiential texts. 9 2 

3. Repressed reference. For various reasons (considered below) a 
topic or even a main theme is never expressly mentioned in certain 
poems. Ps 67, for instance, is a prayer for rain set as a blessing on a 
plough, 9 3 but words such as ntso m r avi (all terms for 'rain') 9 4 or 
even ]un, 'fertility' are not used. Similarly, the location for the poem 
Isa 34 is only referred to indirectly;95 'wisdom' does not occur in 
Sir 51,13-20,96 and in Ps 82, although God is referred to in terms 
evidently related to the sun ('arise', 'darkness', 'justice'—the Sun is 
the god of justice in Mesopotamia), the word vav is not used. 

Functions of allusion 
Generally speaking, such allusions (chiefly in the context of oral 
poetry) cater for the more learned sections of the audience, help 
maintain interest and at the same time, enable the poet to display his 
knowledge. There is also the economy factor: a word or two evokes 
more than could be expressed by the poet and indirectly adds to the 
richness of his language. So for instance in Ex 15,7, 

TOP D i n n 2721 Through your great majesty you destroyed your 
foes. 

Vp2 io tas" inn r\7Wr\ You sent out your anger, it devoured them like 
stubble. 

*the association of anger with fire, and of both with the sword, is so 

91. Ginsberg, JAOS 88 (1968) 47 and n. 6. 
92. See the fables collected in BWL, 150-67. For a parallel to Isa 60,13 cf. Lipinski, 

ZAWiS (1973) 358-59. On Isa 45,15 as a satirical allusion to the Babylonian 'absence 
of divinity' theme, see Heintz, RHPR 59 (1949) 436. 

93. See Watson, 'Chiastic Patterns', 157-58. 
94. So Dahood, Psalms II, 127. 
95. 'One of the most marked features of the second part of the poem is the repressed 

reference to the land, or the desert, or whatever the place described may be. It is 
referred to again and again by a pronoun or adverb' (Muilenberg.J'BL 59 [1940] 354). 

96. 'Wisdom is the obvious theme; yet, by an artifice no doubt intended, the word 
hkmh occurs nowhere in the poem' (Skehan, HTR 64 [1971] 390). 
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standardized that the poet needs only to hint at the combination in 
his allusive statement to evoke all three images'. 9 7 

A significant function of such hidden references was the avoidance 
of taboo topics or themes. This explains the non-mention of the sun in 
Ps 82 since it would automatically have been equated with the Sun-
god. The same applies to Ps 67 and its veiled reference to Baal. 

Exploitation of poetic technique 
The poets drew on their craft to keep these allusions from being too 
obvious, yet at the same time providing indications of their presence. 
In Ps 29 , for example, the alliterative pattern which appears to be 
based on the letters b, I and ', points to the deity Baal. 9 8 The 
expression r n "oaw inn ip , 'Chaos-line and void-plummet', of Isa 34,11 
not only evokes the account of creation but breaks up the well-known 
phrase inai inn of Gen 1,2 to form a word-pair.9 9 

For study 
Mic 7,3 and Jgs 9; Nah 3,18 and Song 2 ,8; Ps 65 ,9-14 (see above on 
Ps 67) ; Isa 10,33-34; Isa 28,15 and the Akk. expression irai ersetim, 
'bosom of the Underworld'. Compare Jer 3,25; Isa 14 ,11; Job 7,5; 
21,16 with Gilg XII 94 . 

BIBLIOGRAPHY 
(a) General 
Ben-Porat, Z. T h e Poetics of Literary Allusion', PTL 1 (1976) 105-28. 

(b) Semitic 
Delcor, M. 'Allusions à la déesse Ishtar en Nahum 2,8?', Bib 58 (1977) 73-83. 
Gunn, D M . 'Deutero-Isaiah and the Flood', JUL 94 (1975) 493-508. 
Roche, M. De 'Zephaniah I 2-3: the "sweeping of creation'", VT 30 (1980) 

104-09. 

11.07 Ellipsis 

Definitions 
Ellipsis is the omission of a particle, word or group of words within a 

97. Freedman, Myers FS, 181. 
98. So Fitzgerald, BASOR 215 (1974) 61-63; but see the critique by O'Connor, 

BASOR 226 (1977) 15-29. 
99. For the allusion, cf. Muilenburg, JBL 59 (1940) 339-65, though he did not notice 

the break-up of a stock phrase. See, too, Jer 2,20 and Gen 49,14-15 (as translated by 
Gevirtz, £r/s 12 [1975] 104*-12*). 
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poetic or grammatical unit, where its presence is expected. In other 
words, ellipsis is the suppression of an element demanded by the 
context. 1 0 0 For example, in Hos 5,8, 

n » 3 M IBW Wpn Blow the trumpet in Gibeah, 
n o i 3 rmxn the horn in Raman, 

the verb 'blow' is to be understood in the second colon (corresponding 
to 'blow the trumpet in Gibeah' of the first line). Ellipsis, of course, 
belongs to ordinary language as well as to poetry—but the problem 
with ellipsis in poetry (our main concern here) is that an obscure 
passage or an ambiguous context can make its recognition difficult. 

Apart from meaning and context, the main clue to determining 
elliptical expressions is structure. An example illustrating this is 
Ps 100 (see presently). Examples of different types of ellipsis have 
been collected elsewhere 1 0 1 and include double-duty pronouns, 
double-duty suffixes, double-duty nouns, verbs and prepositions, 
double-duty particles and other expressions. 

Ps 100 
This psalm has been chosen as an excellent example of ellipsis on a 
large scale (i.e. not merely within a single strophe). There are 
problems with regard to stichometry, but fortunately none with 
regard to translation. In what follows, some notes will be set out 
showing how ellipsis is to be recognised. (For convenience consonantal 
transliteration has been used.) 

1. Structural patterns. There are four patterns in the psalm: one 
main set (comprising two subsets) and three other patterns. The first 
pattern comprises an imperative (here designated I) followed by 
certain specifications: 

100. Greenfield: 1971, 140 includes the definition: 'An omission of a form or forms 
in a clause or sentence the presence of which is demanded or suggested by existing 
forms and context in order to make sense—and in poetry, to make the most or richest 
sense—of the message'. He distinguishes phonological from syntactic ellipsis. 

101. Dahood, Psalms III, 429-44. See also Kugel, Idea, 22.90-94, etc. 
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ICO =100 impv (2 pi.) + object + adverb Ps 100: 
hry"w (kl-h'rs) lyhwh 0 v. 1 
tdw 't-yhwh bsmhh 2a 
hwdw Iw 0 4c 
brkw smw 0 4d 

impv (2 pi.) + place + adverb 
b'w Ipnyw brnnh 2b 
b'w sryw btwdh 4a 
0 hsrwtyw bthlh 4b 

In pattern l(i,ii), Y denotes actions honouring Yahweh, P, actions 
where the People move. The other three sets are statements: 2: about 
Yahweh, S(Y); 3: about the people, S(P); 4: about Yahweh's attributes, 
S(A). 

2 = S(Y) noun + copula + complement 
yhwh hw' 'Ihym 3a 
0 hw' 'snw 3b 
(twbyhwh for yhwh hw'twb 5a) 

3 = S(P) complement + pronoun 
'nhnw 3b 

'mw ws'n mrytw a 3c 

4 = S(A) adverb + noun 
11m (w'd) hsdw 5b 
dr wdr 'mntw 5c 

2. Comment. If we look at set 1, it is evident that with a single 
exception (v. 2a), the adverb is missing in l(i) or I(Y). There is 
'trumpet to Yahweh', etc., but only once Svorship Yahweh with joy\ 
In the next set l(ii) or I(P), although the adverb is always present, 
there is ellipsis of 'enter' in v. 4b. It can be argued that, since the 
adverb is omitted in the very first verse, no expectancy has been set 
up, so there is no ellipsis, the line mtv n« naj? nno»3 (v. 2a) simply 
foreshadowing what is a standard pattern in I(P). 

The analysis of the statements is less clear, particularly for 3 = 
S(P) and 4 = S(A), so that less certainty is possible. There is ellipsis 
in v. 3b: 'he made us' for an expected "'Yahweh, he it was made us'. 
In v. 3c, ellipsis may also be operative. 

3. Deviation. Examples of deviation from the set patterns include 
mrr 3D for 3D Kin m,T (v. 5a), identical in meaning; and n»i non divh 
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for an expected n o n nsn chub, perhaps to provide a semi-chiastic 
strophe as a climax. 1 0 2 

For study 
Hos 1,6; Jer 22,10; 3,2; Nb 23,19a; Mic 7,1b; Isa 38,18-on all these 
texts cf. Andersen—Freedman, Hosea, 188-90. This section has not 
dealt with ellipsis in Ugaritic and Akkadian poetry since too much 
syntactical discussion would be involved, but these areas certainly 
need to be studied. See Greenstein: 1974 for Ugaritic and O'Connor, 
Structure, 125-26 on Erra IV 131-35. Another and longer 'gap' in 
Akkadian is Surpu IV 4-59. 

Cross -references 
PROSE OR POETRY: SIMILE. 

BIBLIOGRAPHY 

(a) General 
Greenfield, SJ3. 'Ellipsis and Meaning in Poetry', TSLL 13 (1971) 137-47. 

(b) Semitic 
Greenstein, E.L. 'Two Variations of Grammatical Parallelism in Canaanite 

Poetry and their Psycholinguistic Background', JANES 6 (1974) 87-105. 
O'Connor, Structure, 401-04 ('The Line-level Trope of Gapping and Related 

Phenomena'); also 122-29.— This is perhaps the most comprehensive 
(and controversial) survey of ellipsis (or gapping) in Semitic verse and 
provides some bibliographical references. Note his statement that in 
Hebrew Verb gapping only occurs in poetry' (124), a view discussed 
above under PROSE OR POETRY and contested by Kugel, Idea, 322. 

11.08 Irony 

Introductory 
Failure to recognise irony—whether in everyday language or in a 
poem—can lead to complete misunderstanding. Much as in metaphor 
and idiom, it is not always enough to determine the literal meaning of 
a sentence or phrase since the overt sense is not always what is 
intended. In fact, in an ironical statement the literal significance is 

102. Note, incidentally, that line-form analysis does not uncover ellipsis: v. 1 V NP2 
(or M); 2 V N P 2 M - V M; 3 nom. -nom. -nom. 4 V M - M - V M - V M; 5 n o m . -
nom.—nom. For a convenient translation see Dahood, Psalms II. According to Loretz, 
Psalmen II, 77-80, the psalm is late and v. 3 was inserted even later. 
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precisely the opposite of what must be understood. Nor can irony be 
ignored since it occurs in all languages and has even been termed a 
universal of language. 1 0 3 The main problem as far as sight reading of 
written poetry is concerned (and the same would apply to prose) is 
the lack of extralinguistic markers such as body gestures, 1 0 4 and the 
absence of intonation which would otherwise provide a clue to 
ironical intent. This is true, evidently, of ancient Hebrew, Ugaritic 
and Akkadian. Context is probably the best guide to the presence of 
irony, as in Am 4,4-5: 

WB*Bl 7H *T3 W3 Come to Bethel and rebel! 
VWth 13-in 7t>lT\ to Gilgal, and rebel the more! 

D3TI3T1P31? !N*3ffl Bring your sacrifices for the morning, 
D3 ,mtt'*'D D-D' nshth your tithes within three days. 

m i n p a n e *iapi Burn a thank-offering without leaven, 
ly'Dfrt n i a i J lKipi announce, proclaim free-offerings, 

7N-W " '3 DTOriN ¡3 ' 3 for you love what is proper, Israelites! 

Contrast the direct insult in Am 4 ,1: 

TB*3n n n s nrn nsnn wav Listen to this, you cows of Bashan. 

In theoretical terms, irony is present when the literal meaning is 
nonsensical and it has to be replaced by a derived meaning, usually in 
direct opposition to the superficial sense. 1 0 5 In the example set out 
above (Am 4,4-5) 'rebel' contradicts the meaning of'bring sacrifices', 
etc., and for you love what is proper'. The literal meaning 'proper' 
(Hebrew p) is unacceptable, and the derived meaning 'outward 
conformity' or the like is evidently intended. 

There are, occasionally, indications that irony is present. In 
Jer 30,7, for instance, reversal of the normal word-order in the last 
line is the clue, as svrv roaai ('he shall come through it safely') occurs 
instead of expected » w in moo or n'aa w n . Vv. 5-7, then, constitute 
an oracle of judgement and not one of hope. 1 0 6 Another pointer is 

103. So I. Robinson, The New Grammarian's Funeral (Cambridge, 1975), 49. 
104. See M.I. Gruber, Aspects of Nonverbal Communication in the Ancient Near 

East (StPohl 12; Rome, 1980) I and II; 'Ten Dance-Derived Expressions in the 
Hebrew Bible', Bib 62 (1981) 328-46. 

105. Irony should not be confused with oxymoron. In oxymoron (e.g. 'profound 
shallowness') the literal sense of both words is intended, but in telescoped form. In 
irony, the literal meaning becomes subordinate to the derived meaning. 

106. See Holladay, JBL 81 (1962) 53-54, for extensive discussion. 
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evident in Jer 9,16-17 where 'make haste' is expressed in long words 
so that there is incongruity between meaning and sound. 1 0 7 

The main effect of irony is to increase the distance between speaker 
and listener, the classic example being 1 Kgs 22,15 where Micaiah is 
consulted by the king about the forthcoming battle. 'Attack and win 
the day, Yahweh will deliver it into your hands', he says, in apparent 
conformity with Zedekiah and the rest of the false prophets. 

Note, finally, that irony can be verbal (as can be seen from the 
examples given) or situational ('dramatic irony')—though the two 
forms are related. 1 0 8 Examples will be given below. 

From the point of view of the audience (or reader), there are those 
who are 'in the know' and can appreciate irony, and there are the 
others, who miss the poet's point. For example, in Jer 14,6, 

WSV b'J HDl? D-WSi While the wild asses stand on the M & 
D'Jro im panting for air like jackals, 

DiTTi? lbs their eyes all glazed 
r.x -3 for want of fodder, 

the term 'hills' (literally, 'bare heights') is used. In Jer 3,2.21.23 it 
occurs, too in the context of (forbidden) fertility rites. The language 
is ironic: Svhere fertility is sought, there fertility is least'; 1 0 9 and 
those unfamiliar with Jeremiah's word usage would simply see the 
first line as descriptive. As Scholes puts it: 

Often irony is a matter of delicate interaction between code and 
context. It may draw upon the private language or the special 
experience of an intimate group. One of its primary qualities is that 
it divides its audience into an elite group who 'get' the irony and a 
subordinate group who miss i t . 1 1 0 

Irony 'has the power to make any given set of representations 
represent something else than it does in normal usage'. 1 1 1 So much 
is evident from the following couplet in Ugaritic: (CTA 5 vi 28-30) 

107. Holladay,JBL 85 (1966)411. 
108. On this point see Muecke: 1978,481-82, who comments on how situational and 

verbal irony influence each other mutually. 
109. Holladay.JBL 81 (1962) 52. 
110. Scholes: 1974, 36-37; he notes that the ability to recognise irony distinguishes 

the good (native/adult) reader from the bad (foreigner/child). 
111. Riffaterre, Semiotics, 65. He remarks: 'Irony, or its verbal mechanism, is but 

one special case of marker permutation'. 
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tmg In "my ars dbr 
ysmt sd shl mmt 

She reached 'Pleasure' land of pasture, 
'Delight', the fields by the shore of 

Death's realm. 

The immediate context converts the euphemisms 'Pleasure' and 
'Delight' into their opposites, both belonging to the 'code' of death. In 
other words she reached the underworld. This is the main function of 
irony, then, namely the generation of a special code. 1 1 2 The code has 
to be known before the significance of the lines under scrutiny can be 
understood. Whether in this particular case (which appears to be a 
stock phrase since it occurs more than once) the avoidance of taboo 
words was a factor is irrelevant, since the code is ironic and not, say, 
descriptive (for example 'house of dust'). 

The important point is that a text can be misunderstood entirely if 
it is taken at its literal meaning and not as ironic in intent. A wisdom 
passage in Babylonian shows this clearly: 

When the rutting stallion mounts the she-ass 
like a rider he whispers in her ear: 
'Let the foal you bear be a racer like me; 
do not make it like an ass which carries loads'. 

The point is that a jenny-ass is sterile and will have no offspring, so 
the lot of asses will not change. The proverb, therefore, is probably 
an acid comment on unchanging social conditions (slaves remain 
slaves). Without the knowledge that the jenny-ass is sterile these four 
lines are utterly meaningless.1 1 3 

Recognition of irony from ANE parallels 
Before looking at some examples of irony in Hebrew it is well worth 
demonstrating how comparison with Akkadian and Ugaritic texts 
can make one aware of ironic intent. The full irony of much in Isa 14 
can only be appreciated from a knowledge of the Gilgamesh Epic. In 
particular, Isa 14,12, which can be read and translated: 

"in» | 3 bTn UTXra nbSJ TN How you have fallen from heaven, Helel Son 
of Dawn! 

(D)vn bl? Vhm pN"? n m j j (How) you've been cut down to the ground, 
helpless on your back] 

112. In Riffaterre's words the function of irony is *the generation of idiolectic codes'. 
113. Text: BWL 219:15-18. Cf. CAD A/2,482. Another example from Mesopotamian 

tradition is Erra III 41 (and 54-56) where the Fire-god (Isum), who is accused of 
ignorance, is ironically addressed with the words 'you grant wisdom'. 
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is an ironic allusion to Utnapishtim, who although immortal, merely 
'lives the life of a retired and tired old man'. On seeing him, 
Gilgamesh exclaims: 

My heart had imagined you as resolved to do battle, 
yet you lie indolent on your back!1 1 4 

Also, in Mic 7,1 the expression "tan, 'Woe is me!' (or the like), is used 
to open a passage strong in agricultural imagery. It is an ironic 
reference to Akkadian alali, an exclamation of joy or a refrain of a 
work song, often used in connection with the harvest. 1 1 5 In both 
these examples, intelligibility is not impaired if the irony goes 
unnoticed, but for those acquainted with Mesopotamian tradition the 
passages acquire added sharpness and depth. 

To these illustrations from Akkadian can be added at least one 
from Ugaritic. It is Isa 28,8: 

K'p WTO mrftw ta -3 Yes, every table is laden with vomit, 
mpD , L)3 HNS filth, without clear space. 

Irwin comments: 'The fine irony . . . can be appreciated when the 
nuance of ml' in a text such as UT,51:I:39-40 is compared'. 1 1 6 The 
text (CTA 4 i 39-40) runs 

tlhn il dmla mnm A huge table full of inlays, 
dbbm dmsdt ars the effusion of earth's foundations, 

as translated by Margalit. 1 1 7 

Examples in classical Hebrew 

In Ez 19,1-9, Israel's 'mother' is depicted as a lioness whose offspring 
is taken off to Egypt and then Assyria. The irony here is that Judah is 
often represented metaphorically as a lion (e.g. Gen 49,9), yet is 
defeated by the Lion of Assyria. (See, in equivalent terms, w . 10-14: 
Israel the vine.) 

Another example is Mic 2,6: 1 1 8 

114. For fuller details see R.C. van Leeuwen, 'Isa 14:12, holes 'al gwym and 
Gilgamesh X\fi\JBL 99 (1980) 173-84 (esp. 182). 

115. CAD A/1, 328-29; AHw, 34. See, also, A. Livingstone, 'A Fragment of a Work 
Song', ZA 70 (1981) 55-57. 

116 Irwin, Isaiah 28-33, 20. 
117. Margalit, AMOLAD, 13 and 20-22. 
118. Unfortunately the text is extremely difficult here. 
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jia-tji latsn bN 'Do not spout'—they spout, 

where those complaining about Micah prophesying are guilty of 
exactly the same fault—a point driven home both by the use of qtsj 
(*to drip, distil, spout, preach') and by v. 11: 

"]bn WH lb Surely, (if) someone went round 
3T3 "iptffl n n falsely and deceitfully inspired, (saying), 

nsK'b'i p ? l b «pN 'I spout to you of wine and beer'— 
r\m D3?n ^DD iT!Tl that would be this people's spouter; 

where again the term 1D3 is used (twice). 
Irony is common in idol polemic, e.g. Dt 32,37-38; Isa 46,1-2; Jer 

2,27; Zeph 1,18. See further Nah 2,6, 1 1 9 Zeph 3,3 (metaphorical use 
of animal names for leaders used negatively; cf. Isa 34,6-7); Ps 114,5-
6 (cf. 3-4); Job 26,2-3; Am 3,12; 1 2 0 Isa 28,14; 1 2 ! 28,22; 1 2 2 Joel 2,20; 
4,4 (EW 3,4); 1 2 3 and the passages collected by Good 1 2 4 and 
Gordis. 1 2 5 

Dramatic irony 
In dramatic or situational irony, the audience is aware of a situation 
of which the actor(s) is(are) ignorant. So, in Jgs 5,30 Sisera's people 
are expecting him back victorious (see w . 28-29) and explain his 
delay in the following proleptic terms: 

bbf ipbrv INSD" Nbn They must be finding and dividing spoil, 
1 3 3 f t c ib DTiDm a m one girl—two girls per warrior head; 

D " » 3 S bbc snD'Db D ' » 3 S bbK/ booty of dyed stuff for Sisera, booty of dyed 
stuff; 

bbf "iNixb D-nDp-i 5733 n o p i striped dyed stuff—two lengths, for the 
plunderer's neck. 

Yet Sisera has had his brain crushed in by Jael and he lies, 
conquered, at her feet. The effect of irony here is to heighten the 
defeat of the enemy, Sisera, by providing a strong contrast with his 
expectation of victory. Another example is Jer 14,16 (see above). 

119. K.J. Cathcart, Nahum in the Light of Northwest Semitic (Rome, 1973), 75.92-95. 
120. Rabinowitz: 1961. 
121. Holladay, ΚΓ 20 (1970) 167, n. 4. 
122. Irwin, Isaiah 28-33, 37. 
123. Thompson, Nida FS, 107. 
124. Good: 1965. 
125. Gordis, HUCA 22 (1949) 157-219, also Blank: 1970. 
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For study 
Hos 10,1; 12,12. 

Cross-references 
HYPERBOLE, IMAGERY, LITOTES, OXYMORON, RHETORICAL 
QUESTIONS. 

BIBLIOGRAPHY 

(a) General 
Kerbrat-Orecchioni, C. 'L'ironie comme trope', Poétique 14 (1980) 108-27. 
Muecke, D. The Compass of Irony (London, 1969). 
Schaefer, A. (ed.) Ironie und Dichtung (Munich, 1970). 
Sedgewick, G.G. Of Irony, Especially in Drama (Toronto, 1948). 
Thomson, J.A.K. Irony: An Historical Introduction (Harvard, 1927). 
(These last three are unseen by me.) 
Also Leech, Guide, 171-78; Nowottny, Language, 26-48; Ullmann, Language, 

111-16. Volume 36 (1978) of Poétique is devoted to 'irony'. 

(b) Semitic 
Blank, S.H. 'Irony by Way of Attribution', Semitics 1 (1970) 1-6. 
Good, E.W. Irony in the Old Testament (London, 1965; reissue Sheffield, 

1981). 
Holladay, W.L. 'Style, Irony and Authenticity in Jeremiah', JBL 81 (1962) 

44-54. 
Rabinowitz, I. 'The Crux in Amos III 12', VT 11 (1961) 228-31. 
Williams, J.G. 'Irony and Lament: Clues to Prophetic Consciousness', 

Semeia 8 (1977) 51-74. 

11.09 Oxymoron 

Oxymoron is 'the yoking together of two expressions which are 
semantically incompatible, so that in combination they can have no 
conceivable literal reference to reality'. 1 2 6 Examples are female 
grandfather', 'dry water' and the like, the pattern generally being 
ADJECTIVE + NOUN. When two such contradictory words are 
combined—as in 'dry water'—'dry' negates the aspect WET of water, 
and not, say, its life-supporting property, its coolness or its fish 
content. Oxymoron, therefore, picks out one aspect of a thing and 
negates it}21 

An example in Hebrew is Jer 22,19: Jehoiakim, when dead, will not 
be lamented; in fact 

126. Leech, Guide, 132. See 135.140ff.147.198. 
127. Dubois, Dictionnaire, 199-201. 

http://135.140ff.147.198
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"Op* "llDM m u p They will give him a donkey's funeral. 

In other words, he won't even be buried, as the next couplet explains: 
'Hauled out and dumped—outside the gates of Jerusalem'. The 
expression 'a donkey's funeral' (the Hebrew equivalent of an adjective 
+ noun construction) is oxymoron since the two words are contra
dictory. Note that only the aspect 'unburiable' of'donkey' is negated 
here; no comment is implied on the donkey's obstinacy, capacity for 
carrying loads, sexual prowess, etc. 

An example in Akkadian comes from the Gilgamesh Epic, where 
the hero's conflicting impulses are alluded to when he is referred to 
as hadf-u'a-amelu, 'Happy-gloom-man'.1 2 8 

In general, the effect of oxymoron is to drive a point home with 
vigour; what has been termed 'intellectual shock technique'. 1 2 9 For 
example, Prov 28,19: 

arft V2XT inD""N -as* One who works his soil will be sated with food, 
fc""! PDE** Dp*"! "1T1D1 but one with empty pursuits will be sated with 

poverty. 

Lack, of course, cannot be satisfying, so that joining these two 
concepts together jars the listener into awareness and makes the 
message very vivid. In Prov 25,15 oxymoron shows that the truth is 
not always self-evident: 

TSp nnB'" D'BN "pjo By patience, a ruler is seduced; 
D*l" "IDETI n m VWbl and a soft tongue can crush bone. 

Oxymoron is related to irony (see there) and merismus. 1 3 0 

For study 

Prov 17,26. Also, Hos 10,1; 12,12. 
Cross -references 
IRONY, MERISMUS. 

BIBLIOGRAPHY 

McCann, E. 'Oxymoron in Spanish Mystics and English Metaphysical 
Writers', CompL 13 (1961) 16-32. 

128. Gilg I v 14; cf. CAD H, 24: 'joy-woe-man'. Another is 'His name is "An old 
man will become young again'" (Gilg [Nin] XI 281). 

129. See McCann: 1961. 
130. PEPP, 596. 
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11.10 Abstract for Concrete 

Theory 
Strictly speaking, 'abstract noun with concrete meaning' should be 
discussed under the heading of figurative language, or metaphor. 
However, the significance of recognising an abstract noun as having 
a concrete meaning is not at issue here. What is of more interest in 
the context of this book is the contribution made by this device to 
parallelism in general, and to certain forms of parallelism (e.g. gender 
parallelism) in particular. 

Abstract nouns intended to be understood concretely 
The classic example is provided by Ugaritic, where t 'dt (Heb. f'udd) 
must mean 'embassy' in view of the parallel concrete noun mlak, 
'messenger': 

tphn mlak ym They perceived Yam's messengers, 
t 'dt tpt nhr the embassy of 'Judge' Nahar. 

(CTA 2 i 22 [cf. 2 6 ] m ) 

From Hebrew: 

ftD" 3"ina T f i D Your men by the sword will fall, 
H D n b a a " i r n u j l and your warriors, in war. (Isa 3,25) 

where gbiira literally means 'strength'. 

Functions 
Rather than provide a classification for this device, it is simpler to 
look immediately at its functions. Broadly speaking, they can be 
divided into two classes: functions related to parallelism and other 
functions. The first group includes the balancing of a masculine by a 
feminine noun, the preservation of singular-plural combinations and 
the heightening of antithesis. Then come the creation (or preservation) 
of assonance, preservation of a poetic pattern and word-play on a 
fixed pair. These will be considered in turn. 

1. Balancing m. and f. terms. This is evidently related to Gender-
matching of synonyms (see that section). An unequivocal example is 
Ps 36,12: 

niNJ bjn "JNian *?X Let not the foot of the presumptuous overtake me, 
"JlJn bn asV\tn T l nor the arm of the wicked fling me down. 

131. Gibson, CML, 159, notes 'abstract for concrete' and adduces the Heb. word. 



Poetic Devices 315 

The word here translated 'presumptuous' is an abstract: 'presumption', 
but the poet has preferred using a feminine noun to balance 
masculine r^sd'im}*2 

Similarly: Pss 40,18b; 68,33; 102,23; 107,42; 109,2; 111,8; 119,150. 
2. Singular-plural parallelism 

DDCD anN Pilir "3 For Yahweh loves a just man, 
VTDrrnN 3T1?,-N17i nor does he neglect his devoted ones. (Ps 37 ,28 1 3 3 ) 

Here mispat, balanced by plural 'those devoted to him', has a 
concrete meaning. 

3. Antithesis. It seems that an abstract noun is occasionally used to 
deepen the contrast between parallel cola, as in 

run nx' mrr TP Yahweh's eyes keep watch on (his) acquaintance, 
"1)3 "H31 ^D'! but he overthrows the words of traitors. 

(Prov 22,12) 

And: 11,14; 13,8; Ps 119,139.150. 
4. For assonance. Alliterative assonance dictated the choice of 5 « in 

the Ugaritic line ht tsmt srtk, 'Now must you vanquish your enemies' 
(CTA 2 iv 9) . 1 3 4 The same consideration applies to texts such as 
Prov 7,4; 13,23; Isa 33,18 and 

p p N3*l JHt N3 Struts a fop: there's a flop, 
no3n D'sn'S-nNl but with the humble there's wisdom; 

(Prov 11 ,2 1 3 5 ) 

here, too, an element of antithesis is present. See also Isa 29,7 
(below). 

5. To preserve verse pattern. At times an abstract noun is used in 
order to maintain a poetic pattern. So, in Isa 29,7 the law of 
increasing members is operative: 

D'P'xom nmsai n'SS^ai Yes, all who are making war on her, besieging 
PI1? her and laying siege to her. 

The alliterative trio sbyh, msdth and hmsyqym Ih are arranged 
according to the "Law of Increasing Members".' 1 3 6 

132. See Dahood, Psalms /, 224. 
133. See Dahood, Psalms I, 231. 
134. See Van der Weiden: 1965; CML, 43: 'enemies'. 
135. Van der Weiden: 1965, 51, n. 4, notes the assonance and adds- 'Perhaps this is 

the reason why the sacred author used the word zadon as abstract for concrete'. 
136. Irwin, Isaiah 28-33, 54. 
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Another example is Isa 60,17 where the dominant function of 
portraying reversal has entailed both chiasmus and reversed gender-
matching. This, in turn has necessitated the use of abstract p'quddd 
(balancing fdaqd, both fem.) as the counterpart of concrete noges. 

WfVO "imps TlDE'l I will make your overseers peace, 
n p I S TtWJl and your taskmasters justice. 

See, too, Isa 28,9. 1 3 7 

6. For word-play on a fixed pair. In Isa 30,12 the expression 
TrHi p e w , 'a most perverse tyrant', means, literally, 'tyranny most 
perverse'. Irwin comments: 'It may be that the poet, aware of the 
fixed pair, intended to play upon it with his own creation 'sq 
wnlwz,m—the pair in question being rft: //wpv in Prov 2,15. 

Final comments 
Generally speaking it can be seen that the use of an abstract noun to 
balance a concrete term is not simply poetic fancy but demanded by 
various factors. To those mentioned can be added merismus (e.g. the 
examples in section 1, above) and allusion (e.g. Ps 136,8-9 evokes the 
language of Genesis). 

For study 

Prov 2,8. Hos 5,12 (cf. Andersen—Freedman, Hosea, 412). 

Cross-references 
PARALLELISM, PERSONIFICATION: WORD-PAIRS. 

BIBLIOGRAPHY 

Van der Weiden, W.A. "'Abstractum pro concreto", phaenomenon stilisti-
cum', VD 44 (1966) 43-52. 

Also Dahood, Psalms III, 411-12; Bib 63 (1982) 60 and n. 4; Driver, JRAS 
1948, 164-76; Greenberg, JAOS 90 (1970) 598; Pardee, UF 5 (1973) 
232. 

11.11 Hyperbole 

The theory of hyperbole 
Hyperbole is a way of expressing exaggeration of some kind (regarding 
size, numbers, danger, prowess, fertility and the like) using common 

137. Irwin, Isaiah 28-33, 21: de'd = 'message*. 
138. Irwin, Isaiah 28-33, 84. 
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language. By this means the idea stands out. It is a rhetorical device 
common to most literatures, but in the ancient Near East where it 
was standard practice to depict royalty and important personages as 
larger than life on wall-paintings, reliefs and in sculpture, hyperbole 
was practically part of everyday language. 1 3 9 In essence, hyperbole 
belongs to economy of expression, which is the hallmark of good 
poetry and can therefore be related to the principle of thrift operative 
in oral composition (see ORAL POETRY). AS will be seen, there is some 
overlap between hyperbole and both simile and metaphor. Litotes or 
understatement—the antithesis of hyperbole—is not much used in 
Hebrew poetry. 1 4 0 

Ugaritic and Akkadian poetry 
Hyperbole is chiefly used in Ugaritic belles-lettres to express numerical 
exaggeration. For instance, in place of the normal week of mourning, 
seven years are observed for both Aqhat and Baal, 

'dsb'tintybk laqht gzr Seven years they wept for Hero 
Aqhat. (CTA 19 iv 176-78) 

Again, numerical word-pairs feature in descriptions of Baal mating 
('seventy // eighty', CTA 5 v 19-20), of the building of his palace 
('silver by the thousand // gold by the myriad', CTA 4 i 26-28) and in 
the stereotype expression balp sd II rbt kmn, 'over a thousand fields, a 
myriad acres'. 1 4 1 Also in this bracket is Yatpanu's boast: "The hand 
that felled Aqhat will strike down enemies by the thousand' (CTA 19 
iv 220-21). 1 4 2 

Akkadian poetry in its turn exhibits the use of hyperbole. In the 
Hymn to the Ezida Temple, for instance, the building is described as 
rooted in the underworld with its roof reaching the clouds—a 

139. 'In the imagination of the peoples of the ancient Near East great gods were 
taller than lesser deities, gods were taller than men, great men like famous kings were 
taller than mortals' (De Moor, ZAW 88 [1976] 330). 

140. On both litotes and hyperbole, as well as their relationship to each other, see 
Leech, Guide, 167-71. G.B. Caird, The Language and Imagery of the Bible (London, 
1980) 134, comments: "The Hebrew people never discovered the emphatic use of 
understatement' and cites Gen 18,4, 'a drop of water', as one of the rare instances. 
Another example may be Isa 10,7. 

141. Note the interesting grammatical deviation: area is used to express distance. 
142. Further: the greed of the newly-born gods: 'One lip to the sky, the other to the 

ground', CTA 23:61-64. For the allusion to Baal's tremendous size and for an example 
of extended hyperbole, see below. 
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commonplace image. 1 4 3 Another example, from the Gilgamesh 
Epic, is the divine epithet 

[a]gu ezzu tnu'abbit dur-abni The furious flood-wave who destroys 
even stone w a l l s . 1 4 3 3 

Hyperbole, simile and metaphor 
The hyperbolic simile is very frequent in Hebrew (it also occurs in 
Ugaritic). 1 4 4 The stock simile 'like (or as numerous as) the sands of 
the sea' was probably too well-worn to make much impression (texts: 
Isa 48,19; Hab 1,9; Hos 1,10 etc.). Comparable is the comparison 'like 
dust' (Zech 9,3 of silver; likewise Job 27,16; Ps 78,27 of quails). More 
interesting is Jer 9,21: 

"JS-bi* ycra aixr\ nbOJ nbSJl The corpses of men shall fall like dung in the 
¡TWn fields, 

t\DHü r w i x p n n r t N B n-nrai like swathes behind the reaper, but no one 
shall gather them. 

See too Hos 12,11 ('altars common as heaps of stones beside a 
ploughed field'); Lam 2,13 (Vast as the sea is your ruin'); Ps 79,3 
('blood shed like water'). Clearly all are expressive of quantity; cf. 
Ps 81,4. 

An example from Ugaritic of hyperbolic metaphor is 

imm smn tmtrn The skies will rain oil, 
nhlm ilk nbtm the wadis will run with honey, 

(CTA 6 iii 6-7) 

where the idea of fierce fertility is conveyed by a combination of 
figurative language and exaggeration. For similar expressions cf. Joel 
4,18; Mic 6,7; Job 20,17; 29,6. More arresting is Ps 5,10: 

DJliJ n ine "Op A wide-open grave is their throat; 

and, of Job's heart: 
IDipDD * i m It leaps out of its place. (Job 37,1) 

143. Text: Kocher, ZA 53 (1964) 238 lines 5-6. See, too,qarnásu samé nakpá, 'its (= 
a tree's) tip poked the sky', cited AHw, 718, and compare Gen 11,4. Cf. BWL, 327. 

143a. Text and translation: Wiseman, Iraq 37 (1975) 160:32; see his comment, 163. 
144. E.g. kirby ts'kn id, km hsn pat mdbr, 'like locusts they occupy the fields, like 

crickets the desert fringe', CTA 14 ii 103—iii 105. Also tirkmyd il kym, wyd il kmdb, 
'May El's "hand" be as long as the sea, and the "hand" of El like the flood', CTA 
23:33-35, etc. 
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A combination of both simile and metaphor can make up a hyperbolic 
expression, as in: 

pf<a 5?p31 PrtB 1D3 Like one rent and riven in the netherworld, 
7MW "B*- U,D**» n?B" my bones are strewn at the mouth of Sheol. 

(Ps 141 . 7 1 4 5 ) 

Tjpes of hyperbole 
As indicated above, quite the most common hyperbole is numerical. 
In Isa 4,1, 

T I N W2 D'tr: rati' ip'trim Seven women will take hold of one man, etc. 

the disastrous effect of war (cf. 3,25) is depicted with awful clarity. 
See, too, Job 1,3,1 4 6 Am 5,3 and Isa 30,7. 

Another type of hyperbole is the extended form. It is attested in 
both Ugaritic and Akkadian. 1 4 7 Hebrew examples include Jer 5,16-
17; 15,7-9; Nah 3,15b-17 (locusts); Job 3,4-9 (birth-curse); Pss 69,2-3 
and 15b-16; 22,16-18; see also Job 1; 8,14-18. Akin is the series of 
hyperbolic expressions in Am 9,2ff. Cf. Mic 6,6-7. See, as well, Joel 2 
(extended hyperbolic metaphor). 

As regards content, the hyperbole is very often of a military nature, 
Hab 1,6-11; Ez 24,6 being cases in point. 1 4 8 

The function of hyperbole 
Hyperbole is another word for 'exaggeration' with the additional 
implication that the poet is striving after vividness of imagery. 
Hyperbole is common to the poetry of almost every language, 
eventually becoming part of normal speech, so that there is always 
the danger of over-used hyperboles turning into meaningless cliches. 
The main function of hyperbole, in fact, is to replace over-worked 
adjectives (such as 'marvellous', 'enormous', 'colossal') with a word 
or phrase which conveys the same meaning more effectively.149 

Both Jeremiah and Ezekiel employ the commonplace to great effect 
in the well-known proverb: The fathers have eaten sour grapes but 

145. Recognized by Dahood, Psalms III, 313. 
146. Though Pope, Job, 7-8, remarks that this list of Job's vast property is not 

necessarily excessive. 
147. See Watson: 1979. Note, too, the 'reaction to bad news' cliche in CTA 3D 29-

32, etc., and Anath's massacre in CTA 3B ii. 
148. Besides CTA 3B ii, note 4 vii 7-12 where Baal is described as conquering 90 

towns, and 6 ii 31-37 (and v 11-19): Anath's 'massacre' of Mot. 
149. This is particularly true of Hebrew which has only few adjectives. 
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their children's teeth are set on edge' (Jer 31,29; Ez 18,2). The 
hyperbole is effective precisely because simple language is used. 
Again, what could be more banal than a reference to human hair? Yet 

nan 'WE* votci n n i W D "an More numerous than the hairs on my head are 
those hating me for no reason. 

"ip» " ^ N \TD3D 1D3U Many more than my locks are my lying foes. 
(Ps 69,5) 

is powerful hyperbole. The really outstanding poet can give even the 
jaded simile 'as many as the sands of the sea' a new twist: 

Could my anguish but be weighed, 
my misery heaped on the balances, 
'twere heavier than the sands of the sea. (Job 6,2-3) 

Besides abundance, hyperbole is used to express negative events such 
as destruction, war and danger: Am 9,2-3; Ez 30,12; 35,8; Isa 34,3-4; 
Jer 26,18. Perhaps this is of a piece with the broader function of 
reversal (see FUNCTION: reversal) exemplified by 

arrnw anvi TinJi I will make the lads their princes, 
Daibtf/D"1 D^Vwrn and suckling-babes will govern them. 

(Isa 3,4 [see 5cd]) 

Further on theory 
Hyperbole can be related to the word-pair and to the origin of the 
construct state. According to Avishur numerical word-pairs of the 
type r am // *bx, 'a thousand // ten thousand' were formed into 
single units Cthousands of myriads') due to the exigencies of poetry. 
T h e tendency to create poetic hyperbole apparently led to the use of 
pairs of words in the construct state, and the phenomenon gave rise 
to instances of poetic hyperbole which are scarcely intelligible.'1 5 0 

For study 
Song l,4b.8b; 3,6-7; 5,15-16; 6,8; 8,11. Additionally: Isa 48,19; Job 
25,5; Pss 6,7; 10,8.10; 14,1 ( = 53,1); 21,5-6; 27,3-4; 38,3-14; 69,2-3; 
73,7-10; Prov 27,3. 

Note the numerical hyperbole in Gen 4,24 (discussed by Kugel, 
Idea, 31-32; compare Gevirtz, Patterns, 25-34). Also, Isa 5,10; 
Ps 119,164; Prov 24,16; Am 6,9; Qoh 6,6; 7,19 and 8,12 (stylistic 
trait?); Song 5,10-11. 

150. Avishur, Semitics 2 (1971-72) 81. 

file:///TD3D
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Cross-references 
BREAK-UP, METAPHOR, ORAL POETRY, SIMILE, WORD-PAIR. 

BIBLIOGRAPHY 

Eybers, I.H. 'Some Examples of Hyperbole in Biblical Hebrew', Semitics 1 
(1970) 38-49. 

Stuart, D . "The Sovereign's Day of Conquest', BASOR 221 (1976) 159-64. 
Watson, W.G.E. 'An Unrecognized Hyperbole in Krt\ Or 47 (1979) 112-17. 

11.12 Merismus 

Introductory 
When a totality is expressed in abbreviated form, we are dealing with 
merismus. The expression 'body and soul' (Isa 10,18), for example, 
stands for (and means) 'the whole person'. The significant point is 
that in merismus, of whatever form, it is not the individual elements 
themselves that matter but what they amount to together, as a unit. 
In 

CUT -vji bi-\ - p o From sole to crown 
DflO 12 T*N nothing was healthy. (Isa 1,6) 

the whole body is implied and not just the anatomical parts actually 
mentioned ('sole, head'), an interpretation confirmed by 'nothing was 
healthy' in the second colon. Merismus, then, belongs to metonymy 
(the part for the whole) and is a form of ellipsis, akin to hendiadys. In 
hendiadys, expressions of the type mini nrrtipa do not mean 'loud 
shouts AND thanksgiving' but 'loud shouts OF thanksgiving' (Ps 42,5). 
It is the total concept that is important; the components are not 
significant in isolation. Merismus, then, is an abbreviated way of 
expressing a totality. 

Types of merismus 
Merismus can take several forms. The most abridged form is the use 
of polar word-pairs (e.g. 'sky // earth'). Selective listing is another 
convenient form of merismus. Two further types are chiastic parallel
ism and the related device, gender-matched parallelism. In each of 
these forms, an expression for totality (such as ta) may be present; 
this is explicit merismus; or it may have to be understood (in implicit 
merismus). 

Here Honeyman's words can be cited: 
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Merismus . . . consists in detailing the individual members, or 
some of them—usually the first and last, or the more prominent— 
of a series, and thereby indicating either the genus of which those 
members are species or the abstract quality which characterises the 
genus and which the species have in common. Symbolically 
expressed, merismus is the brachylogous use o fA + Y o r A + B + Y 
in place of the complete series A + B + C . . . X + Y t o represent 
the collective Z of which the individuals A to Y are members or the 
abstract z which is their common characteristic, and the terms 
selected for mention are commonly joined to each other by the 
copula. A particular type of merismus is that in which the two 
named species exhaust the whole genus, and the merismus assumes 
the form of a polar expression; in this case, if Z = A + Y, Z may 
also be expressed by A + n o n - A . 1 5 1 

1. Meristic list (A + B + C . . . + M + N = Z or z). The use of a list 
to denote a totality is only a partial abbreviation, and the longer the 
list the less of an abbreviation it becomes. Of course, few such lists 
could be completely exhaustive so that one could say that almost 
every list is meristic (excluding detailed inventories or catalogues). 
What then marks off the meristic list is not only that it is generally 
short and that a total is either expressed or implied, but that the 
items enumerated belong to the same level. For example, the 
common element to the list in Isa 3,18ff is that they all denote 
cosmetics. Three subtypes of the meristic list can be distinguished, 
therefore. There is the meristic list headed by a total: Isa 3,18-23; 
2,12-16; Hos 4,3; Pss 146,6-9; 148,7-12. Second is the list with a total 
at the end: Isa 41,19; Pss 76,4.8; Sir 39,26-27. Lastly is the meristic 
list with an implied total: Gen 12,6; Hos 4,1; Ps 81,3. (See further 
details under LIST, 12.2 below.) 

2. Polar word-pairs. Since the topic of word-pairs is dealt with 
elsewhere (see WORD-PAIRS) it will be discussed here only so far as is 
relevant to merismus. The nature of Hebrew poetry which is 
predominantly made up of parallel couplets, lends itself to expressing 
merismus by means of polar word-pairs of the type 

n r b / / i p a morning / / n igh t . 1 5 2 

Krasovec has provided a comprehensive listing of such pairs so only a 
few examples need be given here: 1 5 3 

151. Honeyman: 1952, 13-14; 'brachylogous' simply means 'elliptical'. 
152. Isa 21,12; Am 5,8; Ps 92,3 = always. 
153. Krasovec: 1977 (though not all his examples are meristic). 
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n t W / / D" sea / / dry land, Ps 95,5 = the universe; 
DT / / ntra flesh / / blood, Ps 50,13 = sacrificed animals; 

WW II i w young / / aged, Job 29,8 = everybody; 
"JD*ia / / "Ono desert / / Carmel, Isa 32,16 = everywhere. 

Not every polar word-pair is meristic in function; in different 
contexts the same word-pair may express antithesis instead. So, the 
pair 'to give // to take' is antithetical in Hos 13,11: 

"B«a "fiD ~b ?riN I GAVE you a king in my fury, 
m a m npm but I TOOK (him away) in my anger. 

In Ps 15,5 on the other hand it expresses merismus (total innocence):154 

"Itwa in : XT 1BD3 He does not GIVE money with interest, 
rip1? XT ' p : TV n n c i nor does he TAKE bribe against an innocent 

person. 

Merismus is also expressed by 3. chiastic parallelism and 4. gender-
matched (antithetic) parallelism which are discussed in the chapter 
on PARALLELISM. Examples include Isa 10,4a; 11,4b; Jer 2,9; Ez 
17,27; Nah 3,1; Hab 3,3 and Prov 21,7 (chiastic) as well as Isa 41,4; 
Jer 14,8; Pss 98,5-6; 135,6 and Prov 22,17 (gender parallelism). 

Merismus in Ugaritic and Akkadian 
In Ugaritic, meristic lists include CTA 3B ii 38-41 and 16 vi 45-50. 
Note the meristic pair in CTA 6 ii 16 (etc.): 

kl gr Ikbd ars Every ROCK to the earth's core, 
kl gb' Ikbd sdm every HILL to the core of the fields. 

where merismus is indicated by the use of kl; see also CTA 6 i 31-
32.59-61 and 6 v 2-3. The opening lines of the Creation Myth (Ee 11-2) 
provide excellent illustration for Akkadian: 

enuma elis Id nabti samdmi When the SKY above was not 
named, 

saplis ammatum suma la zakrat the EARTH below was not given a 
name. 

For other examples see under LIST. 

Further notes on theory 

One of the functions of the devices mentioned—polar word-pairs, 

154. Also Job 1,21 and 3 5,7-cited by Dahood, RSP I, 218. 
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lists, chiastic parallelism and gender-matched parallelism—is to 
express merismus, as has been illustrated. In its turn, merismus is 
governed by the principle of economy or thrift which is operative in 
both oral and written poetry. The dramatic effect of a segment of 
poetry can be heightened when a whole universe is denoted by 
merely two items. Also, the unifying nature of merismus counters the 
polarizing effect of its components. Although, for example, 'going' 
and 'coming' are opposite in meaning, paradoxically, mention of one 
arouses expectancy of the other and at the same time the two terms 
are considered a unit meaning Svhatever you do'. 

For Study 
Prov 14,20; contrast the identical pair in Sir 7,13 and Prov 14,27. 
Jgs 5,17. Job 2,7. 

Cross-references 
CHIASMUS, ELLIPSIS, GENDER-MATCHED PARALLELISM, HENDIADYS, 
LIST, OXYMORON, WORD-PAIRS. 

BIBLIOGRAPHY 

(a) General 
Hofman, J.B. 'Zum Wesen der sogenannten polaren Ausdrucksweise', Glotta 

15 (1927) 45-53. 

(b) Semitic 
Boccaccio, P. Termini contrari come espressione della totalità in ebraico', 

Bib 33 (1952) 173-90. 
Brongers, H.A. 'Merismus, Synekdoche und Hendiadys in der bibel-

hebràischen Sprache', OTS 14 (1965) 100-14. 
Hartmann, B. Die nominalen Aufreihungen im Alten Testament (Zurich, 

1953). 
Honeyman, A.M. 'Merismus in Biblical Hebrew', JBL 71 (1952) 11-18. 
Krasovec, J. Der Merismus im biblisch-Hebrdischen und Nordwestsemitischen 

(Rome, 1977). 
—'Die polare Ausdrucksweise im Psalm 139', BZ 18 (1974) 224-48. 
Also O'Connor, Structure, 114.377-78.388-89. 

11.13 Hendiadys 

Definitions 
Hendiadys is the expression of one single but complex concept by 
using two separate words, usually nouns. Wright 1 5 5 defines it as 'the 

155. Wright: 1981. 



Poetic Devices 325 

use of two substantives, joined by a conjunction, to express a single 
but complex idea'. The two words may be collocated, be joined by a 
copula or be in apposition. Hendiadys is used very often in Hebrew— 
(Weiss claims that 'it has been established that hendiadys is in more 
frequent use in biblical Hebrew than in any other language' 1 5 6) and 
the reader should always be on the look-out for its occurrences in a 
text. The important aspect of hendiadys is that its components are no 
longer considered separately but as a single unit in combination. So, 
• p m a i T n u t a 0 e r 3,2) does not mean 'your harlotry and your evil' as 
if the wife, symbolising Judah, had committed crimes on top of being 
unfaithful. Instead, the expression means Vour vile harlotry', her 
continuing infidelity condemned as evil. 

Ugaritic and Akkadian 
Examples include the following: from Ugaritic verse: 

blytlk wysd Baal went a-hunting (CTA 12 i 34). 
tbkynh wtqbrnh Weeping she buried him (CTA 6 i 16-17, 

lit. she wept for him and buried him— 
but the two actions are simultaneous). 

And from Akkadian: 

epir u kubbit Provide honourably for (BWL 102:62, 
lit. provide for and honour) . 1 5 7 

Recognition of hendiadys 
The presence of the poetic device in question can be determined from 
the following indications. 1 5 8 

(a) Parallelism with a simple semantic unit. In Hab 2,6 

Shall not all these utter a taunt against him in scoffing derision of 
him? 

the expression niTn ntr'-D, lit. 'scorn, riddles', is matched by the 
single term TWO, 'taunt'. We can therefore understand the two terms 
in the second line as hendiadys (as the translation shows). Similar are 
Ex 15,2 and Ps 55,6. 

156. Weiss: 1967. 
157. See Lambert's comments, BWL, 314. Also, in Atr, 156. 
158. See also T.O. Lambdin, Introduction to Biblical Hebrew (London, 1973) 238-

40. 
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(b) Non-repetition of (common) regent. As in Ps 42,5 

m i n i nri-Vipa With a shout of joyful thanks, 

literally, Svith a voice of joy and of thanks', the missing repetition of 
•flpa showing the phrase to be a single unit. Also, Ps 43,1b and 
Jer 30,13. 

(c) Common grammatical element in the singular. The singular verb 
in Ps 55,6a indicates that the first two words are in hendiadys: 

"3 MS' n m i r w Trembling fear came upon me, 

confirmation for which comes from the parallel term, 'horror', which 
is also in the singular (cf. a, above). See, too, Ex 15,16. 1 5 9 

(d) Lack of expected copula. As in Ps 50,20, lit. 'you sit, against 
your brother you gossip': 

*i3in T n N 3 32*n You sit gossipping against your brother. 
Cf. Ex 15,14a. 

(e) Successive parallelism of components. By far the commonest 
type of hendiadys comes in the form of two verbs or two nouns in 
immediate succession. If verbs, as in Ps 42,3, the actions described 
may be simultaneous or successive: 

PIN-INI N U N "no When shall I come and see?. 

Also Ps 42,5 ('remembering I pour out'), etc. If nouns, then the two 
substantives are considered as one (see on Isa 51,19 and Job 13,20-22, 
below). 

Other indicators of hendiadys include the use of nm, 'together' (as 
in Ps 40,15), and word-pairs (see below). 

Perhaps the clearest indication that two words can combine to 
form a single unit, namely hendiadys, comes from Isa 51,19. 1 6 0 

There, the prophet refers to two events, but in fact mentions four— 
or, rather, two sets of words in tandem: 

TPWip run WTfO These two disasters have overtaken you 
~h my 'D —Who can console you? 

I3t*/m ion Destructive desolation,— 
31 nm 3 i n m stabbing starvation 

-pnr -D —Who can comfort you?—161 

Rather less clear is Job 13,20-22. 

159. Unless the verb is repointed as factitive. 
160. Adduced by D. Spiegel apud Kaddari: 1973, 169, n. 14. 
161. Note, incidentally, the chiastic pattern here. 
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The development of hendiadys 
Some examples of hendiadys comprise two words in the bound state; 
others, two words in appositional hendiadys. It would seem that 
certain cases of appositional hendiadys are closely related to word-
pairs (see WORD-PAIRS, BREAK-UP), though which way the development 
proceeded is far from certain. Avishur comments: 'Pairs of synony
mous words appear together in appositional hendiadys. In this form 
the word and its apposition appear together without any connective 
waw and both words behave as a semantic unity'. 1 6 2 

For example the word-pair Don / / p i s , 'just // blameless' (Job 9,20) 
appears in the form 

D'Dn P*"fi" blamelessly just 

in Job 12,4. 
Other examples can be quoted: 

'dream / / vision' (Isa 29,7) becomes 'in a dream, in a vision of the 
night' Qob 33,15); 
'mourns / / languishes' (Hos 4,3) becomes 'the land languishingly 
mourns' (Isa 33,9); 
*to instruct / / to strengthen' (Job 4,3) becomes 'I strengthened their 
arms by training' (Hos 7 ,15) . 1 6 3 

Wright 1 6 4 argues that true hendiadys is not formulaic and predictable 
(of the type 'nice and warm' and so on). Instead, it should contain an 
'element of surprise, of improvisation, and of eccentric coordination'. 
Perhaps an example in Hebrew is Ps 42,11: 

TilDMn n r o With a death-wound in my bones. 

Functions of hendiadys 
The two main functions of hendiadys can be paraphrased as 'extend
ing the existing vocabulary'; they are when hendiadys is used in place 
of an adverb, and as hyperbole (see HYPERBOLE). Other functions are 
more general. 

(a) As surrogate for adverb 

Q"Tt>H r\H n o ' l i o n But they defiantly tempted God, 

162. Avishur: 1971-72, 66. 
163. See further, Avishur: 1971-1972, 66-74; Held, BASOR 200 (1970) 37-38. 
164. Wright: 1981, 171. Westhuizen: 1978, 57, suggests that hendiadys developed 

into parallelism. 
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Ps 78,56; lit. 'they tempted and defied'. Also Pss 69,18; 106,13; 112,9; 
129,5. 

(b) As hyperbole 
mrfja JD ion ISO Utterly swept away 

Ps 73,19; cf. Pss 71,13; 83,18; Hab 3,11. There is some overlap with 
function (a). 

(c) Other functions. To evoke a word-pair: Pss 32,5; 132,9; for 
assonance: Isa 29,9; Song 2,3; to produce rhyme: Lam 3,56; to 
preserve rhythm: Ps 106,13; for parallelism: Ps 85,9b. 

For Study 
Isa 2,10 and 2,19; 28,23 (contrast Hos 5,1); Pss 60,8; 62,3. Note that 
Pss 42-43 uses at least eight instances of hendiadys (42,3.5.8.11; 
43,lb.3.4); what are the indications for the presence of hendiadys and 
what functions do they have; why is Ps 42,3 problematic? Note that 
Ps 71 has at least three examples: w . 13.18 and 21. See, too, Pss 8,3a; 
Isa 38,12.16 and Ez 15,16a. 

Cross-references 
BREAK-UP, HYPERBOLE, MERISMUS, PARALLELISM, WORD-PAIRS. 

BIBLIOGRAPHY 

(a) General 
Hahn, E.A. 'Hendiadys: is there such a thing?', CW 15 (1921-22). 
Wright, G.T. 'Hendiadys and Hamlet', PMLA 96 (1981) 168-93. 

(b) Semitic 
Avishur, Y. 'Pairs of Synonymous Words in the Construct State (and in 

Appositional Hendiadys) in Biblical Hebrew', Semitics 2 (1971-72) 17-
81, esp. 66-74. 

Brongers, H.A. 'Merismus, Synekdoche und Hendiadys in der bibel-
hebràischen Sprache', OTS 14 (1965) 100-14. 

Westhuizen, J.P. van der, 'Hendiadys in Biblical Hymns of Praise', Semitics 
6 (1978) 50-57. 

Also Dahood, Psalms / - / / / ; Weiss, JBL 86 (1967) 416-23. 

11.14 The 'Break-up' of a Composite Phrase 

Definitions 
B y the term 'break-up' is meant the re-distribution of components of 
a phrase over two parallel Unes. For example, the phrase 'innocent 
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blood', which occurs at least 18 times in Hebrew 1 6 5 becomes: 

a-h ra-iNJ Let us lie in wait for BLOOD, 
Din "PIT niDXi let us ambush the INNOCENT for no reason, 

in Prov 1,11. 1 6 6 The device is used in Ugaritic poetry, too. The 
expression td 1m, 'permanent slave', of CTA 14 iii 127, becomes 

in CTA 5 ii 19-20. 1 6 7 It may also occur in Akkadian verse. 1 6 8 

Whitley is correct in reducing the number of alleged occurrences in 
Hebrew and in rejecting the expression 'stereotype phrase', since 
quite often such phrases are only attested once. 1 6 9 All the same, 
break-up is common enough and, as will be seen, it does have 
recognisable rhetorical functions. 

Relationship to hendiadys, etc. 
There is evidently an interrelationship between parallel word-pairs, 
hendiadys, merismus and even with the development of the construct 
state. 1 7 0 Unfortunately, the exact lines of development are difficult 
to trace. Presumably, set phrases became word-pairs by the device 
under study, though this is by no means the origin of all word-pairs. 
Since the development of technique in Hebrew poetry is not considered 
here, 1 7 1 little more need be said. Possibly, break-up is a transitional 
device between the formula and the word-pair. 

Functions 
By breaking up the components of set phrases poets created parallel 
word-pairs. This must have been a stand-by technique in improvising 

165. Dt 21,8; Isa 59,7; Ps 106,38, etc. 
166. Cited by Melamed: 1961,148, who also notes the related phrase 'blood shed for 

no reason' in 1 Sm 25,31 and 1 Kgs 2,31. 
167. Adduced by Dahood: 1969, 36; see there for additional examples and cf. 

Vigano: 1976. 
168. For instance the phrase arkuti u panuti, 'lower and higher in rank', of line 77 in 

the 'Dialogue of Pessimism' seems to reappear in broken form as the final, climactic 
couplet (lines 85-86; text BWL, 148). Further examples may be Ee III 67, break-up of 
alaku urhu, 'to travel', and likewise for dullam zabalu, 'to suffer work', in Atr I i 2. 

169. Whidey, UF 7 (1975) 493-99. 
170. See Avishur: 1971-72. 
171. For an attempt in this direction see my 'Trends in the Development of 

Classical Hebrew Poetry: A Comparative Study', UF 14 (1982) 265-77. 

tdk an 
wdlmk 

Your SLAVE am I, 
yours permanent ly , 
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verse. A secondary effect was that the produce tended to evoke the 
original phrase and its associations. A series of additional functions of 
this device can also be mentioned here, with some illustration. One 
rhetorical function was the avoidance of repetition as in Nb 24,4 (also 
16) where n t y bN is broken up: 

*?N n o N VQVf D M T h e oracle of one hearing EL's words, 
ntrv n w n r n o n » N of one seeing SHADDAI's vision. 

The use of 'Shaddai' in the second colon obviates repeating 'El'. 
Taboo expressions can be avoided, too, as in Job 18,3 (see under 
WORKED EXAMPLES). More important from the aspect of technique is 
break-up functioning as merismus. The compound 'a flaming fire' of 
Isa 4,5; Hos 7,6 and Lam 2,3 is re-used in Joel 2,3: 

VH nb3N n D b FIRE devours before him, 
n s n b o n b n n n t f l and behind him a FLAME burns . 

The effect is merismus. 1 7 2 Similarly, 'heaven and earth' in Isa 49,13; 
Ps 89,11 etc. 1 7 3 Alliteration and assonance are created in Ps 107,11 
when the name 'El Elyon' is split up: 

bN n o N nan "O For they had rebelled against EL's words, 
I S M )Vbt> mi?l and spurned ELYON's c o u n s e l . 1 7 4 

Reversal 
It is evident from the examples set out above that very often, when 
the components of a phrase are split up over parallel lines, their 
sequence is inverted as well. There seems to be no overall reason for 
this practice which in any case is inconsistent. It seems to be related 
to the A-B sequence in word-pairs as well as to sets where a constant 
first (A) element is paired with differing B elements. See 12.3 on 
INVERSION. So, part of the patriarchal death-formula, 'Abraham 
breathed his last and died (nD"l »"0 vi) at a happy, ripe age, old and full 
of years and was gathered to his kin', 1 7 5 is split up and inverted in 
Job 3,11: 

niDN D m o Nb n o b Why did I not DIE from the womb, 
»UN1 TINS" ?D3D come from the uterus and BREATHE MY LAST? 

172. Metamed: 1961, 137-39. 
173. Melamed: 1961, 140-42. 
174. Melamed: 1961, 118. 
175. Gen 25,8 as translated by Speiser, Genesis, 186; also Gen 28,17; 35,29 and 

49,33. 
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This matches the overall mood of Job 3, where normal values are 
stood on their head: death is preferred to life. 

Recognition of break-up 
Curiously, although the technique of splitting up formulae is not so 
well attested in Ugaritic (apart from composite divine names), quite 
often a phrase known from Ugaritic provides the material (as it were) 
for break-up in Hebrew. This is, therefore, one area where familiarity 
with the Ugaritic texts can contribute to a better understanding of 
Hebrew poetic technique. Examples have been collected by Dahood 
and others; to them can be added the following. The technical term 
ngr krm, Vineyard keeper', 1 7 6 underlies the couplet in Isa 27,2-3 

rh W "ion CTO Pleasant VINEYARD, sing to it; 
m x * m r r *JN I, Yahweh, am its KEEPER. 

Again, sbt dqn, 'greyness of beard', 1 7 7 is broken up in Isa 46,4: 

ron "·« nipt i n Until OLD AGE I am the one, 
rO'E" nsn until GREYNESS will I be support . 

Further, Isa 41,18 breaks up mdbrspm, 'desert of dunes' (CTA 23:4) 
and Isa 47,7 echoes part of the stock Ugaritic blessing formula: 'May 
the gods protect you . . . forever and always ('d 1m)\m Finally, 
Prov 11,1 

HliT Minn nana TKD False SCALES are taboo to Yahweh, 
nabv p r o but a full WEIGHT is his pleasure, 

has split up the Ugaritic phrase abn mznm, 'weights of the scales' 
(CTA 24:36-37) and the reversal emphasises the contrast between 
the two lines. 

For study 
Obd 16-17; Prov 30,4 and 9; Mic 3,12 and 4,2; Lam 4,12 and 15; Jer 
30,12 and Mic 1,9; Prov 6,21 and Job 38,31; Ps 92,4 (contrast 
Pss 33,2; 144,9). 

176. PRUV, 106:17-18. 
177. CTA 4 v 66; 3E v 9-10.32-33. 
178. See D.N. Freedman, '"A Mistress Forever". A Note on Isaiah 47,7', Bib 51 

(1970) 538, who did not notice the Ugaritic parallel. On Isa 30,8 and Ug. Iht spr, 'letter 
tablets', see Watson, Bib 56 (1975) 275-76. 
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Cross-references 
CHIASMUS, HENDIADYS, INVERSION, MERISMUS, WORD-PAIRS. 

BIBLIOGRAPHY 

Avishur, Y. 'Pairs of Synonymous Words in the Construct State (and in 
Appositional Hendiadys) in Biblical Hebrew', Semitics 2 (1971-72) 17-81. 

Braulik, G. 
'Aufbrechen von geprägten Wortverbindungen und Zusammenfassen 
von stereotypen Ausdrucken in der alttestamentlichen Kunstprosa', 
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Dahood, M.J. T h e Breakup of Stereotyped Phrases: Some New Examples', 
JANES 5 (1973) 83-89. 

— T h e Breakup of Two Composite Phrases in Isaiah 40,13', Bib 54 (1973) 
537-38. 

- T h e Chiastic Breakup in Isaiah 58,7', Bib 57 (1976) 105. 
—'Further Instances of the Breakup of Stereotyped Phrases in Hebrew', 

Bagatti FS, 9-19. 
Irwin, W.H. "The Smooth Stones of the Wady', CBQ 29 (1967) 31-40, 

esp. 33-34. 
Kselman, J.S. 'A Note on Ps 51:6', CBQ 39 (1977) 251-53. 
Melamed, E.Z. 'Break-Up of Stereotype Phrases as an Artistic Device in 

Biblical Poetry', ScrH 8 (1961) 115-53. 
Talmon, S. 'Synonymous Readings in the Textual Tradition of the OT', 

ScrH 8 (1961) 335ff. 
Viganö, L. 'II fenomeno stilistico di Break-up di nomi divini nei testi di Ras 

Shamra-Ugarit', RBI 24 (1976) 225-42. 
Also Haran, VTS 22 (1971) 238-67; O'Connor, Structure, 108-09.112ff; 

Whitley, VF 7 (1975) 493-99. 

11.15 Enjambment 

End-stopping 
Before considering enjambment 1 7 9 the concept of end-stopping 
needs to be understood, and it will be discussed first. 

Every poem consists of a set of sentences, divided up into strophes. 
And each strophe comprises a number of cola. Usually, the divisions 
into strophe and colon coincide with grammatical divisions in the 
sentence, so that, for example, a colon will end with a comma or a 
full-stop. This is referred to as end-stopping. Since end-stopping is the 
norm, almost any paragraph of Hebrew poetry will serve as 
illustration, e.g. 

179. For this spelling cf. Peabody: 1975, 282 n. 15, following Kirk. 



Poetic Devices 333 

'3D 1pm "llivn They detest me and stand aloof; 
p i iSBm-N1- "3BD1 from my face they spare no spit. (Job 3 0 , 1 0 1 8 0 ) 

In fact, end-stopping is almost inevitable in a poetic tradition (such as 
Hebrew) which uses sequences of parallel lines. 1 8 1 One effect of end-
stopping is to restrict the natural patterns of speech: every line has to 
be a unit and end at a grammatical juncture, the result therefore 
tending to be a little artificial. 

Enjambment 
Enjambment means 'straddling (e.g. of a horse)', and is present when 
a sentence or clause does not end when the colon ends but runs over 
into the next colon. Hence the alternative name 'run-over line' or 
even 'overrunning'. So, for instance in Lam 1,7: 

ipntsr D*1S niNl Saw her, did the enemies; mocked 
nrOB"D "W at her sorry state, 

the grammatical division comes at "the enemies', which ends the first 
clause ('saw her did the enemies'). However, the metre (3 + 2) shows 
the poetic line to end at 'they mocked', although the clause continues 
into the next colon. The two fines of poetry are straddled by a single 
grammatical line. Enjambment, therefore, is the exact opposite to 
end-stopping. 

Effects of enjambment 
With respect to metre enjambment is a deviation from the metrical 
norm. It is 'the placing of a fine boundary where a deliberate pause, 
according to grammatical and phonological considerations, would be 
abnormal'. 1 8 2 By going counter to the metrical flow of the poem, 
enjambment provides an element of variety. The chief effect of 
enjambment, though—related to the effect just mentioned—is to 
bring verse closer to everyday speech. The poet's control lies chiefly 
in his skill in so adjusting the natural speech movement that it does 
not cloud but enhances or enriches the verse movement.' 1 8 3 

Finally, though Hebrew poetry is in the main composed of lines in 
parallel this is by no means the absolute rule. Enjambment explains 

180. Translation of Pope, Job, 191. 
181. Gray, Forms, 127: 'Parallelism is, broadly speaking, incompatible with anything 

but "stopped-line" poetry.' 
182. Leech, Guide, 125. 
183. Chatman: 1960, 168. 
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how some bicola are neither in synonymous nor antithetic parallelism 
but 'structurally' parallel: a single sentence has been divided into two 
simply to agree with the prevailing metrical pattern. 

Types of enjambment 
Enjambment is a matter of degree, dependent on how closely the end 
of one line is linked to the next. The array of types discussed here, 
accordingly, is meant to illustrate this fact and is by no means 
intended as a set of hard and fast definitions. The types range from 
the strongest type of over-run line to the closest approximation to 
end-stopping. 

1. Violent enjambment occurs where a verse-end interrupts a 
sequence drastically, for example, in mid-word. This extreme is 
unknown in Hebrew. 

2. In integral enjambment the two halves of a bicolon (for instance) 
form a single sentence: 

)!N "Tinn T W l "Itf/ND As I have seen, those who plough iniquity 
in-isp11 bOV - inn and sow trouble, reap the same. (Job 4,8) 

3. Where only weak puncuation is the separative factor, the 
enjambment is termed periodic (cf. 'period' in the sense of full-stop), 
eg-

131 "D "OIK PIN*1 See how numerous are my foes, 
"ittCXf Don nwtri my treacherous enemies who hate me. (Ps 25,19) 

4. Lastly, the weakest type is progressive, where the sentence could 
have ended with the line, but instead has carried on into the next 
line by the addition of further material. This is typical of oral 
adding style and is very common in the parallel couplets of Hebrew 
poetry: 

nblS? TO-in bxbn Will you speak falsely for God/ 
n-DI TOTTi ftl And speak deceitfully for him?/. (Job 13,7) 

Here, the first line could have ended at 'God' to form a complete 
sentence; the second line, which continues the sentence to form a 
bicolon, is an optional addition. 1 8 4 

Enjambment in Semitic poetry 

Some examples for Hebrew have already been given as illustration of 

184. See Kirk: 1966 for the above terminology and for the distinctions made here. 
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various points (see below, too, under functions and for study). Gordis 
ventured the suggestion that enjambment, which occurs often enough 
in Lamentations, is perhaps characteristic of qinah metre. 1 8 5 Since 
the poetry of both Ugaritic and Akkadian is largely end-stopped, only 
relatively few examples of enjambment occur. An example in 
Ugaritic is 

Others are also to be found; 1 8 6 examples for Akkadian verse have 
been collected by Hecker. 1 8 7 

Functions 
Enjambment serves to break the monotony of end-stopped lines, to 
assist the forward movement of a poem by creating tension between 
metre and grammar, and thirdly, to bring verse closer to normal 
speech rhythms. See above on the effects of enjambment. 

For study 
Pss 32,5; 59,8; 69,13; 32,2a; 5,8; 34,8; 35,27ab; 40,5a; 55,18b-19a; 
69,2; 101,7b; 119,6.57.88.117.20.18.144; 129,4; 107,2; 111,4.6a; Ez 
26,3; Job 9,4; 31,13; Jer 23,25. Note especially Ps 116 (five examples) 
and 132. 

Cross-references 
METRE, ORAL POETRY, PIVOT PATTERN, STICHOMETRY. 

(a) General 
Chatman, S. 'Comparing Metrical Styles', Sebeok, Style, 165-69. 
Heller, J.R. 'Enjambment as a metrical form in romantic conversation 

poems', Poetics 6 (1977) 15-26. 
Kirk, G.S. 'Formular Language and Oral Quality', YCS 20 (1966) 153-74. 

185. R. Gordis, The Song of Songs and Lamentations. A Study, Modern Translation 
and Commentary (New York, 1954. 1968. 1974) 120-21. 

186. See Ginsberg, Or 8 (1936) 71. 
187. Hecker, Epik, 79-80.121. Additional examples may be Atr I iv 225-226, 'With 

his flesh and his blood / Nintu covered the clay' (as translated by von Soden, ZA 68 
[1978] 67); Ee I 4; Ludlul III 25-26 (text: BWL, 48) and BWL 74:63-64 (Theodicy). 

apnk 'ttr 'rz 
yl bsrrt spn 

Then Athtar, the High-brow, 
ascended the heights of Zaphon. 

(CTA 6 i 56-57) 

BIBLIOGRAPHY 
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Lord, A.B. 'Homer and Huso III: Enjambment in Greek and Southslavic 
Heroic Song', TAPA 79 (1948) 113-24. 

Parry, M. The Making of Homeric Verse: The Collected Papers of Milman 
Parry. Edited by A. Parry (Oxford, 1971) 251-65 ( = reprint of 1929 
paper T h e Distinctive Character of Enjambement in Homeric Verse'). 

Peabody, B. The winged word: a study in the technique of ancient Greek oral 
composition as seen principally through Hesiod's Works and Days 
(Albany, 1975) 125-43. 

(b) Semitic 
No work has appeared on this topic. See Dahood, Psalms I , II and III. 

11.16 Delayed Identification 

The Device 
Delayed identification (or delayed explicitation) is simply leaving the 
name of a subject to some time after his or her actions are described. 
In other words, instead of stating the subject of a verb as soon as 
grammatically possible, the verb (or verbs) is (are) set out first, no 
definite identity being provided till the second or even third line of 
verse. If we look at three different texts (from the three verse 
traditions represented in this book) a clearer picture will emerge. 

(a) iterbu ana bit simti They entered the house of destiny 
nissiku Ea eristu Mama (did) prince EA and the wise MAMI. 

(Atr I v 249-50) 

(b) tn Urn dtqh Give up, O gods, your protege, 
dtqyn hmlt your protege, O crowd, 
tnbl [w'nnh] give up BAAL [and his attendants], 
bn dgn artm pdh Dagan's son, so I may possess his 

gold. (CTA 2i 18 -19 1 8 8 ) 

(c) VDV m m pj?X When they cry, Yahweh hears them, 
D***xn D n m taai and from all their anguish rescues them. 

3"? "natfii m r r a n p Close is Yahweh to THE BROKEN
HEARTED, 

i r w n i l *N3T n m and those crushed in spirit he saves. 
(Ps 34,18-19) 

188. For translation cf. CML, 41, where 'your protégé' is given more literally as 
'him whom you protect'. 
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In these examples it is not at once obvious who the person (or 
persons) in question is (are); their identity is delayed. In (a) the 
subject of'they entered' comes in the second colon: the two deities Ea 
and Mami. In the quatrain (b) the gods are being asked to give up the 
person they are holding; that this person (or rather, god) is Baal 
himself is not specified till the third colon. Finally, the identity of 
'them' in (c) is left vague till line 3 . 1 8 9 

Functions 
The main function of delayed identification, evidently, is to achieve 
suspense. The listener (or reader) is left waiting to find out who the 
subject (or, at times, object) of the verb is. A secondary function is, 
perhaps, the avoidance of repetition. The device is akin to staircase 
parallelism, where the first colon is left incomplete until the second 
colon [see example (b) above]. It has been argued that it is psycho-
linguistically absurd to imagine that a listener could withhold 
analysis of a sentence until it was complete 1 9 0 but the device just 
described suggests the contrary. It is also interesting that when the 
subject is eventually named identity is often made doubly clear by a 
parallel couplet, as in Jer 5,30-31: 1 9 1 

P N 3 nrrn: ninpan riDE* An appalling and shocking thing has occurred 
in the land: 

"ipBO W3J D-K-ajn The prophets prophesy falsely, 
DITT bV rn" D'Snam and the priests lord it beside them. 

For study 
Since very little research has been carried out on this topic the fist of 
texts will be longer than usual. 
Isa 13,5; 23,11; 28,26; 30,6-7; 33,8.17.22.192 Jer 2,26.28; 5,30-31; cf. 

9,22-25. Mic 6,5.8; Pss 9,13; 18,19; 105,3.5-6.17.19; 110,2; 112,6; 
121,4; 129,5; 135,6. Prov 22,12; Job 27,3; 29,18; 31,6; Ez 14,6. 

Cross-references 
REPETITION, STAIRCASE PARALLELISM. 

189. Other examples in Akk.: Atr I iv 192-93; ii 57-58; vi 15-18; Erra I 1-5. Boadt: 
1980 cites Ee IV 3-6; Atr I i 93-96, as well as examples from Egyptian, Sumerian and 
Ugaritic poetry. 

190. Greenstein, JANES 6 (1974) 87-105. See Kugel, Idea, 55, n. 133. 
191. Following the translation by Bright, Jeremiah, 39. 
192. For all except the first text cf. Irwin, Isaiah 28-33, 172. 
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BIBLIOGRAPHY 

Airoldi, N. 'Esodo 22,28a: Esplicitazione ritardata', Bib 54 (1973) 63-64. 
Boadt, L. Ezekiel's Oracles against Egypt. A Literary and Philological Study 

ofEzekiel 29-32 (Rome, 1980), 60-61. 

11.17 Rhetorical Questions 

Definition 
A rhetorical question is basically the posing of a question which 
requires no answer since either the speaker or the listener (or even 
both of them) already knows the answer. In practice, a reply is often 
given in poetic texts. The prophecy of Joel begins (Joel 1,2): 

D ^ p n n«r wow Listen, you elders, 
riNíi -aen" ba UTNrn hear me all you living in the land: 

aa-DO n«t n r r n n Has the like of this happened in your days? 
•aTQN 'D-a Dtftl Or in your fathers' days? 

The answer is self-evidently 'No', so that here the rhetorical question 
is tantamount to emphatic denial. This is often the case, but by no 
means always. The device is common to literature in most languages. 

Rhetorical questions in Ugaritic and Akkadian 
While some attention has been paid to this type of question as a 
poetic device in Ugaritic literature, 1 9 3 none has been devoted to 
Akkadian material which also has its fair share. Occupying his 
newly-built palace, Baal 'asks': 

u mlk u blmlk Should either king or non-king 
ars drkt ystkn establish a territory of dominion for 

himself? (CTA 4 vii 43-44) 

Similarly, Athtar makes a comparable claim: 

mlkt an hm Imlkt an Am I king or am I not king? 
(CTA2m 22) 

though in fact the answer comes that he is not since he has no wife 
(lines 22-23). 

From the Babylonian Atrahasis Epic comes: 

mannu annltam sa la Enki ippus Who but Enki could do this? 
(Atrlll vi 13-14) 

193. Held: 1969. 
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namely, allowing the hero to escape the Flood. Appalled at the 
cosmic disaster, the goddess Mami moans: 

etellima ana same Shall I go up to heaven 
tusa wasbdku ina bit nakkamti as if I were to live in a treasure-

house? (AtrlWm 4 8 - 4 9 1 9 4 ) 

Rhetorical questions as couplets 
Since Hebrew poetry is largely composed of parallel couplets, it is not 
surprising that rhetorical questions tend to come in pairs: 

Ti7\V *yvthl C*n Is there iniquity on my tongue? 
niin P3' t<7 ' a n DN Can my palate not discriminate words? (Job 6,30) 

Also: Isa 10,9.15; 27,7; 49,24; 66,9; Jer 5,9.22.29 (= 9.8); 3,5; Joel 
1,2; 4,4; Am 6,2; Pss 78,20; 94,9; Prov 6,27-28; Job 8,3; 10,4; 11,2.7; 
13,8.9; 22,3; 34,17; 38,33; 40,27; also 4,17; 6,12. 

Rhetorical questions in series 
There is a tendency for such questions to occur in clusters or series, 
from three (tricola) to as many as 16 in a row. Some sets are 
unrepresented. Many are sets of couplets. 

three 
Jer 2,14.31; 8,19.22; 14,19 (cf. 8,4-5; 49,1). 
four 
Mic 2,7; Job 6,5-6; 10,4-5; 11,2-3.7-8; 13,24-25; 17,15-16; 18,2-4; 
35,6-7; 37,15-18; 39,1-2.19-20; 40,8-9; 4,6-8. 
six 
Ez 15,2-5; Ps 88,10-12; Job 13,7-9; 26,2-4; 6,11-13. 
seven 
Am 3,3-6; Mic 6,6-7; Ps 77,7-10. 
eight 
Isa 66,7-9; Job 39,9-12; 22,2-5. 
nine 
Job 41,1-6. 
eleven 
Job 7,17-21. 
sixteen 

Job 40,24-31. 

Extended rhetorical questions 
Like the simile, rhetorical questions can be expanded beyond the 
single line or couplet. For example: Job 10,10-11: 

194. Other texts are cited in CAD M/ l , 215. 
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"lTr\n 2bnD N*"n Did you not pour me out as milk, 
" W E p n n*3'3* curdle me as cheese, 

"••? ,3 i"n "iBOl "HS* clothe me with skin and flesh, 
*'33DP D'TJl n*OXJ*31 knit me with bones and sinews? 

Also, 4,19-20; 20,4-5a; Am 8,8; Mic 3,1; 6,10-11. The same form of 
lengthy question is found in the Ugaritic texts. 1 9 5 

Origin of the device 
The indications are that the use of rhetorical questions (notably by 
wise men and the preaching prophets) has its origins in oral 
techniques of composing poetry. Only in late texts such as Isa 66,7-8 
does the form become more literary and is reduced to a component of 
written style. Wisdom tradition certainly plays a strong role in the 
development of rhetorical questions, witness the intensive use in Job. 
Clues to origins of the form are provided by texts such as Isa 49,24: 

mp*"D 113*0 np*n Is a prisoner taken from the warrior 
aba- p**T*" *3**> OKI or a captive from a victor rescued? 

mrv ION ro "3 For so declares Yahweh: 
np* "113" *3K> 03 Even a captive is taken from a warrior, 

QTQ" r~M nip**Ol a prisoner recued from a tyrant . 1 9 6 

Rhetorical questions and style 
Most books of the OT include rhetorical questions, but two works in 
particular show peculiarities of style in this regard. One is the book of 
Job, the other is the prophecy of Jeremiah. 

Job. The most striking aspect about 'Job' with regard to rhetorical 
questions is their frequency. Chapter after chapter uses this device to 
a degree unparalleled by other books. It is highly likely that this is a 
component of wisdom tradition. 1 9 7 

Job is also notable for the sets of rhetorical questions in series—as 
is evident from the table set out above. Outstanding, though, is Job 
38 which is almost entirely made up of this device. 

Jeremiah. Almost exclusive to Jeremiah is the triple rhetorical 
question of the following type: 

195. CTA 14 i 52-56; regrettably, the translation is uncertain. 
196. Also Isa 50,2; Ez 15,2-5; Isa 66,7-9; etc. The answering element is a feature of 

Akkadian material: Gilg VI 180-85; X iii 1; Ee I 45 and 49-50; Gilg VI 32-33, etc. 
197. Since most of the book of Job is cast in the form of speeches the high density of 

rhetorical questions offsets its literary style and provides an oral component. 
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"Uftja pN n s n Is there no balm in Gilead? 
OO pN KBVDN Or no physician there? 

nrhv Kb PHD 03) Why then is there no healing for my people? 
- D i r r o ro*i« 

Jer 8,22 (similarly: 2,14.31; 8,19; 14,19.22).198 The pattern comprises 
two consecutive lines beginning with n and OK respectively, followed 
by a third (and final) line which opens with the word i r e , The only 
other clear occurrence of this pattern is Mai 2,10 which is evidently 
later than Jeremiah, 1 9 9 so that it seems as if the format was 
developed by him as part of his oral delivery. 

Functions 
In general, the rhetorical question is used for dramatic effect: it 
involves the audience directly, if they are addressed, or it creates 
tension which then requires resolution. The following specific 
functions can also be distinguished: 

1. To command the audience's attention: 

a p r r r a "iiDNn Can one ask, O House of Jacob: 
"llPP Mil ISpn Is the Lord's patience truly at an end? 

v^WD n \ s DN Are these his deeds? 
1 3 , JJ„ ,-,2-, j f l i j p i J - J ^ n o t g Q Q ^ c o m e 0 f t n e Lord's words? 

(Mic 2,7) 

See also Joel 2,1. 
2. As emphatic negation (or assertion): 

D'OE^D Dl jn ^ a n a t ^n Can any of the false gods of the nations give rain? 
D'aa i MFf D'OKTi DN1 Or do the heavens send showers of themselves? 

(Jer 14,22) 

Also Isa 50,1 (cited below); 50,2. 
3. To open a stanza (see function 1): 

niJTia "ISO PIT Is there anywhere a deed of divorce by which I 
rrnnbfc' "lEW D3DN have put your mother away? (Isa 50,1) 

And Job 11,2-3; 39 (each new animal introduced by a rhetorical 
question). 

198. See also Jer 8,4-5 and 49,1; for details: Brueggemann: 1973. 
199. Note, too, Jgs 11,25-26 and Job 21,4 though these do not follow Jeremiah's 

'model' at all strictly. 
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4. To close a stanza: 

ttnp* 1TJ?3 Who is he that with his eyes can take him? 
HN 3pJ* D*{"-p'iB3 Can you pierce his nose with barbs? (Job 40,24) 

5. As motivation. A rhetorical question sometimes provides the 
form in which motivation is cast after an exhortation to good 
conduct, as in 

Trv I N I new 
-inn Nsn *JN 

n n n n N 3 - w n n o JB 
nsn nnN • " t a n s 

What your eyes have seen, 
do not hastily bring into court. 
What will you do in the end 
when your neighbour puts you to shame? 

(Prov 25,7b-8) 

Other examples: Prov 5,17-23; 22,26-27; Job 8,8-10; 12,7-9; Qoh 
7,16-17; Sir 10,28-29. The same practice is attested in Akkadian texts 
found at Ras Shamra. 2 0 0 

6. For irony. Ironic intent is evident in Ps 114,5-6 

Dun "3 am -f? n a 

•nnN*" 3DJ-I p r n 
D**J"N3 Hpnn D ' i n n 

;NS **33 m m * 

What is the matter, sea, that you should run 
away 

or that you should turn backwards, Jordan, 
or that you should skip like rams, Mountains, 
like lambkins, you Hi l l s? 2 0 1 

For study 
Isa 40,28; Jer 14,22; Ps 94,9; Job 37,20; Ps 88,11; Mie 4,6-8; Qoh 5,5. 

Cross-references 
CHIASMUS, IRONY, SECONDARY TECHNIQUES: EXTENSION, STANZA. 

BIBLIOGRAPHY 

Brueggemann, W. 'Jeremiah's Use of Rhetorical Questions', JBL 92 (1973) 
358-74. 

Gordis, R. 'A Rhetorical Use of Interrogative Questions in Biblical Hebrew', 
AJSL 49 (1932-33) 212-17. 

Held, M. 'Rhetorical Questions in Ugaritic and Biblical Hebrew', Erls 9 
(1969 71-79. 

Long, B.O. 'The Stylistic Components of Jeremiah 3 1-5', ZAW 88 (1976) 
386-90. 

Also Hobbs, ZAW 86 (1974) 23-29; O'Connor, Structure, 12. 

200. Recognised by Smith in RSP II, 224-27 and 227 n. 2 (all texts cited by him). 
201. Cf. CTA 4 vii 38-39 and Gibson, CML, 65 n. 9. 
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11.18 Ballast Variant 

The isocolic principle (notes on theory) 
The feature of parallelism now known as 'ballast variant' 2 0 2 is a 
corollary of the theory of balance 2 0 3 as expressed in the isocolic 
principle. In essence it is as follows: the two cola of a couplet in 
parallelism must balance. If some component of the first colon is 
missing from the second, then at least one of the components in this 
second colon must be longer. 2 0 4 For example: 

D'TE* nnsn The well which the princes dug, 
D J H -ana rma the nobles of the people delved. (Nb 21,18.) 

Here lengthier n'dibe hä'äm (II särim) makes up for the lack of tf'er 
in the second colon. Schematically it can be represented as follows: 

standard (balanced) couplet couplet with ball. var. 

Subordinate to the isocolic principle is the 'law of increasing members', 
according to which elements of the second colon (or the second colon 
itself) are generally longer than those of the first. Of course, the 
second colon is quite often longer than the first (e.g. Ps 38,22), but 
generally speaking the isocolic principle is primary. This is shown by 
cases where the isocolic principle is operative even where components 
of the first colon happen to be longer (which flouts the law of 
increasing members). 

For instance: 

wav nnnn "tr/NT bv Upon the mountain-peaks they sacrifice 
nop" rwajfl *wi and upon the hills burn incense. (Hos 4,13) 

The isocolic principle is also shown to be more powerful than the law 
of increasing members by many examples of'double ballast variant'. 
In such examples there is compensation (so to speak) in both halves 
of the couplet, e.g. 

202. A term coined by Gordon; see below for further discussion. 
203. As proposed by Holladay,JBZ. 85 (1966) 407-408. 
204. 'If a major word in the first stichos is not paralleled in the second, then one or 

more of the words in the second stichos tend to be longer than their counterparts in the 
first stichos': Gordon, 177", 135. This corresponds to 'incomplete parallelism with 
compensation' in Gray, Forms, 76-83.94 (with examples). 

a b c 
ah'c' 

a b c 
0 b'c'+d 

(where c'+d // c) 
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irons nND an "3 For very great is his army, 
n a n rwv DiXtf 'a powerful, who carries out his command 

Ooel 2,11) 

Here 'die debard in line two = mahnehu in line one; and rab tne'od of 
line one corresponds to 'dstim of the second colon. (Schematically: x 
a+b c // x a' c'+d.) The result is a perfectly balanced couplet. 
(Reversals of this kind are discussed below.) 

The ballast variant 
It is now clear that a ballast variant is simply a filler, its function 
being to fill out a line of poetry that would otherwise be too short. 
This explains the name 'expletive' used by Austerlitz. A poet who 
needed to make his second colon as long as the first but wished to 
avoid repetition, could omit an item from the first colon and then 
employ a ballast variant. Although a whole range of ballast variants 
of differing types was available, they had a common function (see 
below). Accordingly the varieties to be set out must be considered as 
differing in description only. 

1. Simple ballast variant. The ballast variant is parallel to its 
counterpart, the respective lengths usually being two words and one 
only. For instance, 

Nia1" laan t w a inno Why is his chariot so slow in coming? 
iTiiaano *OJ?B n n x Vino Why does the clatter of his war-wagons tarry so? 

(Igs 5,28) 

Since labo' (or its equivalent in meaning) does not reappear in the 
second colon, the longer expression pa^me mark'bdtayw is used 
instead of simply one word (e.g. markebdtdyw // rikbd). 

Quite frequently such pairs are in fact word-pairs of the type 'ah II 
bne 'em, 'brother // mother's son', used as ballast variants (Ps 69,9). 
(See section on parallel pairs for other examples.) The poet could 
draw on his stock of word-pairs of this kind which provided ready-
made ballast variants. Particularly useful were epithetic word-pairs. 

2. Expanded repetition. The ballast variant in pairs of this kind is 
formed by repeating the first component and then adding to it, as in 

n-D -asa tain Save yourself, like a gazelle from the hand, 
t l̂p" T O mssa i or like a bird from the hand of the fowler. 

(Prov 6,5) 

the lengthier yad ydqus II ydd. This type of repetition was termed 
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'expanded repetition' by Freedman—Hyland 2 0 5 and can be symbol
ised as a II ab. Other examples: Isa 28,16; Ps 29,3.5.8. 

3. Ballast prepositions. Akin to expanded repetition is the wide
spread use of a longer or compound preposition in the second colon, 
balancing the same preposition in simple form used in the first. For 
example: 

D-ua apir mN£> mm And the remnant of Jacob shall be among 
the nations, 

D'ai D W Sip2 in the midst of (the) many peoples. 
(Mic 5,72 0 6) 

Also: Ps 47,4 (tht II tht rglynw); Prov 8 3 (b II btwk); Job 16,4 (b II 
bemo); Isa 65,4; Ps 104,10; Job 30,6f; Prov 26,13; Lam 1,3 (b II ben); 
(b II be'ad in Isa 26,20; Prov 7,6 etc.) 

4. Ballast prepositions reversed. Instead of the 'heavier' form 
coming in the second colon, there are times when it comes in the 
first. Such inversion may be due to these combinations being 
considered word-pairs. For example, b'qereb II be in Isa 6,12-13; Hab 
3,2. Another instance is Isa 5,2: 

lPiro blJD p i He built a tower within it. 
U 3Sn 2p" DJ1 A wine-vat, too, he dug in it. 

(similarly Ez 32,25 and note b'tok II be II be in Ps 135,9). Other 
examples: tahat II be Job 34,26 ('among, in'); Ez 17,23; Job 40,21 
Cunder, in'); bemo II be Isa 43,2; Job 37,8; kemo II ke Isa 33,4; 
Ps 78,69; Job 41,16; Song 6,10; 'immon II 'im Ps 83,8. 2 0 7 

5. Reversed ballast variant. Here again the expected order is 
inverted 

inar D"inn *mn bv On the hill-tops they sacrificed 
nop' nwajn bin and on the hills burn incense. (Hos 4,13) 

6. Double ballast variant. Strictly speaking, parallel couplets of this 
kind do not use the ballast variant, but for convenience they will be 
listed here. Examples are Isa 31,2; 33,20; Prov 10,2. Joel 2,11 has 
been set out above. 

7. Ballast variants and gender. Finally, it can be noted that quite 
frequently gender parallelism is operative, a masculine noun in the 

205. Freedman-Hyland, HTR 66 (1973) 248. 
206. Similarly, CTA 4 v 75-76. 
207. As explained by Dahood, Psalms II, 275, who identifies MT 'mn as 'the 

preposition'm with the afformative ending -n' and translates 'and with it'. 
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first colon being balanced by a feminine counterpart in the second. 
Since the feminine noun is generally lengthier than its masculine 
equivalent, the result is a ballast variant word-pair involving gender. 
For instance: 

n n « "3N YVb D"-iDN Those saying to the tree (m): 
'You're my father'; 

"iTMb" nK pN 1"! and to the stone (f): 
'You're "my mother'". (Ter 2 , 2 7 2 0 8 ) 

And, with the same word-pair: Isa 60,17; Hab 2,19. 2 0 9 

8. Ballast variant and other devices. The ballast variant does not 
occur in isolation, whether within the couplet or considered in the 
larger context of a poem. As has been seen it overlaps with gender 
parallelism and the word-pair. It can also be termed a form of 
repetition (see section on 'expanded repetition'). More specifically, it 
can be used in combination with chiasmus, as in 

p t o TfiK'B*i I will cast you on the ground. 
-frBN rn«yn "IB 7V On the open field I will fling you. (Ez 32,4) 

And: Isa 14,25; Ez 17,23 (reversed); Pss 22,3; 132,4; 145,2; Job 28,16; 
30,31; Prov 5,16 and Jgs 5,19 (reversed). Especially interesting is the 
combination of ballast variant (soft, 'covert' / /m^ond, 'lair'), chiasmus 
and possibly gender parallelism in Ps 76,3 

13D thV2 "rn Sited was his covert (m.) in Salem (m.?), 
jr**3 in'15?Dl in Zion (f.) his lair (f.). 

Functions 
Within the couplet, and in terms of parallelism, the main function of 
the ballast variant is to maintain the balance of colon-length. 

In the larger context of stanzas and poems, its function is 
occasionally climactic 2 1 0 as in 

ZhWh ni!T ~bO" Reign, shall Yahweh, for ever, 
i m -ill1? jrx TrfyN your God, O Zion, for generations. (Ps 146,10) 

208. Lit. 'You are "she-who-bore-me"'. For the noun-verb parallelism here cf. Isa 
51,2. 

209. Other examples can be culled from RSP I and II. 
210. An example from Ugaritic is CTA 4 vi 29-31: 

tiki tit bbhtm the fire consumed in the mansion, 
nblai bqrb hklm the flames in the midst of the palace 

where on the sixth and final day of burning, b II bqrb replaces b II b of the previous 
lines. 
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A secondary function is to open a stanza, poem or book; examples are 
Am 1,2; Joel 1,2. 

Ugaritic and Akkadian poetry 
As already seen, it was Gordon's recognition of the ballast variant in 
Ugaritic poetry which led to its identification in Hebrew. Gordon 
provides a good range of examples. 2 1 1 These include the simple 
ballast variant: 

trhs ydh btlt 'nt The Virgin Anat washed her hands, 
usb'thybmt limm her fingers, the progenitress of peoples; 

(CTA 3B ii 32-33) 

the expanded repetition: sd II sd ddh ('field, field of her love?', CTA 
24:22-23); ballast prepositional pair: b II bqrb ('in, within', CTA 17 i 
26-27; etc.) and epithetic parallelism: bl II rkb rpt ('Baal, Cloud-
rider', CTA 19 i 42-44). 

Young commented: 'The use of ballast variants, or the 'deliberate' 
use of longer synonyms, does not demonstrate that these poets were 
attempting to abide by a metrical pattern. It simply shows that they 
did not like to balance very unequal stichs. The proof lies in the fact 
that ballasted stichs do not necessarily produce metrically exactly 
equal stichs, only those of approximate equality.' 2 1 2 

Akkadian poetry, too, exhibits the use of this device also (though 
no formal study has yet been published). Hecker notes the use of 
redundant personal pronouns as expletives, but this is also attested in 
both Ugaritic and Hebrew. 2 1 3 A particularly striking instance is 

igise sulmdniusdbilu Gifts, presents, sent 
sunu ana sdsu they to him. (Ee IV 134) 

211. Gordon, UT % 13.116. 
212. Young, JNES 9 (1950) 132, n. 26. 
213. For Akkadian poetry cf. Hecker,Epik, 128,n. 1; also Lambert, BP7L, 320. Note 

that Kugel, Idea, 45-48 and 71, is opposed to the notion of ballast variant. He writes: 
'It must be noted that in this whole question of compensation and "ballast variants" 
there is a rather misleading assumption about intention. Behind these phrases lurks a 
prejudgement of purpose: the extra element in B compensates for something that is 
missing, and what is added is merely ballast. Were the need not there, the compensatory 
phrase would not have been written . . . The whole notion of "ballast" or "compen
sation" asks us to decide about the Psalmist's intention in these lines [Pss 47,4; 66,10; 
79,4 and 71,5] —it is an impossible question to answer in most cases, and a foolish one 
to ask.' 
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where the second (part of the) colon is artificially made up of 
pronouns. 

For study 
Ps 35,10; Ez 22,30; Prov 1,3; Job 6,15; 9,20; Pss 103,7; 122,7 and 
146,10. 

Cross-references 
PARALLELISM; also ELLIPSIS, ORAL POETRY, WORD-PAIRS. 
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12 
SECONDARY TECHNIQUES 

The selection of techniques discussed in this chapter derives from the 
primary techniques of poetry treated so far. They are therefore 
termed secondary. In certain cases, however, it is not crystal clear 
which technique (or device) came first, a good example being the list 
or catalogue. For convenience of presentation it seems preferable to 
consider them here as part of a mixed group. The two main 
categories into which such techniques fall are those of expansion and 
of inversion; the list can be classed as a form of expansion. 

12.1 Expansion 

Expansion in general 
As has already been noted throughout the book certain devices can 
be extended in one (or both) of two ways: by serial addition, when a 
particular component is repeated in various ways (e.g. a sequence of 
five similes); and by extension, as when a simile fills not just one line 
of poetry but several, with the basic point of comparison remaining 
the same. Both types can be explained as part of the poet's way of 
lengthening a poem.1 Since 'expansion' has already been mentioned 
in connection with many of the different topics discussed so far only 
two headings have been selected, both new. They are tours and the 
list. 

Tours 
A tour is 'a series of one or more verses where the poet lists pairs of 
from three to ten words all meaning roughly the same thing, or 
having something to do with the same subject, or being in some way 

1. See now J.C. de Moor, 'The Art of Versification in Ugarit and Israel. Ill: Further 
Illustrations of the Principle of Expansion', UF 12 (1980) 311-16. 
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related'.2 More succinctly, the tour is an extension of the word-pair. 
For example, in Job 4,10-11 

rvnn mm The lion's roar, 
bTW blpl the fierce beast's cry, 

li?n: D"TB3 *itn —but the whelps' teeth are shattered; 
*pB , l?3D Vb the big-cat wanders with no prey, 

1T1BJV WO"? ' la i the lioness's cubs are scattered; 

five parallel terms for a ton are used in five consecutive lines, any 
two of which could form a word-pair. Note that there is some degree 
of overlap with the next section—lists or catalogues—though strictly 
speaking they are distinct forms.3 

An example in Ugaritic poetry is CTA 6 ii 31-35: 

bhrb tbq'nn With a sword she split him; 
bhtr tdrynn with a sieve she winnowed him; 
bist tsrpnn with fire she burnt him; 
brhtn tthnn with mill-stones she ground him 
bsd tdr'nn —in a field she scattered him. 

Not only does the tour express completeness here (i.e. complete 
destruction), it also serves as a cohesive device, linking a series of 
lines within a poem. See, as well, CTA 6 v 1 Iff. Tours occur too in 
Akkadian poetry.4 

Further passages in Hebrew include: Isa 35,5-6 

OTW "TV n jnpBn ?K Then, the eyes of the blind shall be opened, 
ronnBn D'Knn *i\tn and the ears of the deaf unstopped, 

riDB "FtO J"?T m then the lame shall leap like a deer, 
Cht* JIBn pni and the tongue of the dumb shout aloud. 

Also Isa 1,11.16-17; 3,2-3; Job 18,8-10 (see WORKED EXAMPLES, 
12.4); 19,13-15; 28,1-2.15-19;5 41,18-22.« 

2. Watters, Formula Criticism, 96; see also 95-98 and W. Whallon, Formula, 
Character, and Context (Cambridge, Mass., 1969) 152. 

3. The list is a catalogue of nouns set out consecutively; the tour is a series of 
parallel lines each containing a noun or verb which is the focus of interest: an extended 
word-pair. 

4. For example, BWL 72:28-29; 76:76-77; 84:245-250; 119:3ff; 136:176-177; 
202(f):2-3. Also lines 58-61 and 118-121 of a Hymn to Gula (edition by Lambert, Or 
36 [1967] 105-32). 

5. Note ten consecutive lines in w . 15-19. 
6. For a list cf. Watters, Formula Criticism, 97-98; also, R. Gordis, The Book of God 

and Man (Chicago, 1965) 160 and 342. 



Secondary Techniques 351 

12.2 Lists 

The list 
In a manner of speaking, most of the serial expansions discussed so 
far could be subsumed under the heading of 'list'. The catalogues 
collected here differ from those treated in not having a common 
poetic device; for instance, the list of professions in Isa 3,2-3 is simply 
that and nothing more (it could almost belong to an economic text). 
As usual, examples will be provided from Akkadian and Ugaritic. 

Lists can be classified into three groups: simple lists; lists with a 
final total; lists with an initial total. Occasionally the total repeats all 
the items in the list—it is then termed a gather-line.7 

1. Simple lists. Such lists can be long or short; what distinguishes 
them from similar lists in prose texts is their rhythm and metre, 
though at times these are hard to detect. Akkadian epic is fond of 
catalogues, perhaps because the scribes received their training by 
endlessly copying out encyclopaedic lists and bilingual vocabularies. 
Lists occur particularly often in £rra; 8 also: 

pisannatika sska kasapka buseka Bring your chests, your barley, 
your silver, 

makkurka ana al dannutika surib your goods, your valuables into 
your fort. (CuthLeg 160-161) 

Simple lists are rare in Ugaritic; note 

tbh alpm He slaughtered oxen, 
ap sin also sheep, 
sql trm felled bulls, 
wmri Urn and fattened rams, 
'glm dt snt calves, one year old, 
imr qms wllim skipping lambs and kids. 

(CTA 4 VJ40-43 9) 

In Hebrew: 

nDN *'N "D For there is no truth, 
IDfi )**«' and there is no piety, 

p t O OVr-H n m p«l and there is no knowledge of God in the land. 
(Hos 4,1) 

7. So Thiering, JSS 8 (1963) 191.198-99; see above under MERISMUS. 
8. Erra I 31-38.62-70; IV 6-11.57; etc.; Hymn to Gula (see note 4) 65. 
9. And parallels. However, Dahood, Psalms I, 51-52, may be correct in translating 

the first two lines 'He slaughtered large and small cattle', considered by him to be 'a 
generic expression which includes the animals that are later specified in the verse'—in 
other words, as merismus. Note, too, CTA 4 i 30-42; 6 ii 31-35; v 11-19; 17 i 27-34. 
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Also: Gen 12,6; Isa 2,12-16; 1 0 10,28; 11,2.6-8; 13,21; 19,2.3.8-9; 
60,17f; 65,13-14; Sir 11,14; 37,11; 40,9; 41,14-24; 42,1-5; etc.; 
Zech 10,4. 

Note the numerical lists: Erra I 31-38 and CTA 14 i 14-21 (both 
enumerate seven things), with which can be compared the numerical 
sayings of Proverbs: 6,16-19; 30,7-9.15.15b-16.18-19.21-23.24-28.29-31. 

2. Lists with final total. As indicated, some lists provide a kind of 
total or summative line at the end, much in the manner of totals in 
non-literary texts. In Akkadian: 

sedu namtaru [utukjku rabisu lemnute 
sipir Enlil sunu 

Demons, destiny-devils, spectres, ghosts, fiends: 
they are creatures of Enlil. (CuthLeg 67-6811) 

From Ugaritic: 

adr pqbm blbnn The finest ash-trees from Lebanon, 
adr gdm brumm the finest sinews from wild-oxen, 
adr qrnt by'lm the finest horns from goats, 
mtnm b'qbt tr tendons from a bull's hocks, 
adr bgl il qnm the finest stems from vast beds of reed, 
tn Iktr whss give to Kathiru-wa-Hasis: 
yb'l qst I'nt so he may make a BOW for Anath, 
qs't lybmt limm ARROWS for the sister-in-law of nations. 

(CTA 17 vi 20-2512) 
In the last text no total is specifically mentioned; it is implied in the 
end-product, the bow and arrows. Hebrew texts already mentioned 
in this category (cf. MERISMUS) include Isa 41,19; Ps 76,4.8; 
Sir 39,26-27.13 

tTW "Tib *» E W ] The chief of all things necessary for the life of 
man: 

rr?01 b r o i KW D'O are water and fire and iron and salt, 
K m i 3bn [ntan abn] and flour of wheat, and milk and honey, 

-U31 nns" 33V D"i the blood of the grape and oil and clothes. 
total 

l a 'D" D ^ t l B p [Tt>]H b3 All these things are for good to the goodly. 

Also Song 4,14; Zech 12,12-14. 

10. On this text cf. Cathcart, Herm 125 (1978) 51-53. 
11. Also lines 94-96. 
12. And CTA 14 i 14-21 (total: 21-23); 14 i 52-56 (and par.). 
13. Strictly speaking Sir 39,26-27 has both an iniual and a final total. 
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3. Lists with initial total. Examples in Akkadian and Ugaritic are 
neither numerous nor clear; note 

sinnistu bUrtu biirtu suttatu hiritum 
Woman is a pit, a pit, a hole, a di tch. 1 4 

Hebrew texts: Isa 3,18-23; Hos 4,3; Pss 146,6-9; 148,7-12. Also, the 
numerical sayings listed above and Ps 83,6-9: 

total 
nrr 3"> 1XIMJ "3 Truly they conspire with one mind 

l m j ' JV"13 T7V against you they make a pact: 
list 

DVKVOV") DHK , t , n n The tents of Edom and the Ishmaelites, 
on-m awe Moab and the Hagarites, 

p*jer ""'Din 72i Byblos together with Amalek, 1 5 

I I S "atr DP nt?1-"- Philistia with the Tyrians, 
ÙOV nftj ilffN D3 even Assyria has joined them, 

01"? •'a'? in-n r n they are the 'arm' of Lot's children. 

Lists of body-parts 
Certain poems are evidently based on a catalogue of parts of the 
human body, and in origin were descriptions of divine statues. Later, 
such descriptions were used as love-poems, chiefly with reference to 
women, but occasionally to men. Examples are known in Sumerian, 
Akkadian, possibly in Ugaritic1 6 and, of course in Hebrew, notably 
in the Song of Songs. 

A description of the god Ninurta 1 7 uses the set: 'head, face, cheek, 
hair, hands (both right and left), chest, body, right foot, left foot'. 
Other examples are known. 1 8 The Ugaritic text mentioned is 
apparently a description of Baal, and refers to his head, forehead, 
feet, horns, head, feet, mouth and heart. 

Full-length descriptions of this type are used in Song 5,11-16 (of 
the man); 7,2-10 (of the woman); note also the full sequence in 
Ps 115,5-7. 

More often, though, such descriptions are partial: there is the 
extremely brief portrait of Keret's wife-to-be, Huray: 

14. Text: BWL 146:51; contrast line 52. 
15. Translation: Dahood, Psalms II, 275. 
16. See L.R. Fisher and F.B. Knutson, 'An Enthronement Ritual at Ugant', JNES 

28 (1969) 157-69 (esp. 162-64); M.H. Pope and J.H. Tigay, 'A Description of Baal*, VF 
3 (1971) 117-30. 

17. Cited UF 3 (1971) 119-20; cf. Kocher, MIO 1 (1953) 57-107. 
18. See Köcher and ANET. Cf. Lambert, BWL, 23. 
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dkn'm 'nt n'mh Whose loveliness is like the loveliness of 
Anath, 

km tsm 'ttrt tsmh 
d'qh ib iqni 
'p'ph sp trml 

whose beauty is like the beauty of Athtart, 
whose eyeballs are lapis-lazuli gems, 
whose eyelids are bowls of onyx. 

(CTA 14 iii 145-48 1 9 ) 

See, for Hebrew, Song 4,1-5 (description of woman's head and torso); 
6,4-7 (again, the woman's head); Dan 2,32-33 and Ez 1,26-28; 1,5-13. 

Of particular interest here is the penchant of Near Eastern poets 
for clustering together names of parts of the body. Sometimes these 
form units, although the reason for particular sequences is sometimes 
obscure. Note, in Akkadian: 

ana ummanl sunuti T o those craftsmen 
libba rapsa iddinsunutima a vast HEART he gave them, 
isdisunu [ukin] their FOUNDATIONS he made firm, 
uznl isruksunutim UNDERSTANDING he bestowed on 

where the literal meaning of 'foundations' and 'understanding' is 
'lower part of the body' and 'ear' respectively.20 In Ugaritic there is a 
stereotyped passage which occurs three times: 2 1 

In Hebrew there are many examples; there is the description of the 
wicked man in Prov 6,12-15 which includes the sequence: 

19. Note that, exactly as in Song 4,1 there is a generic description of the woman as 
beautiful, before the detailed description. Another Ugaritic text is CTA 4 ii 10-12 (of 
eyes). 
20. See also Atr II iv 12-18. 
21. CTA 3D iii 29-33 // 4 ii 16-21 // 19 ii 93-97; the last passage is preceded by the 

sequence npi, brlt, ap, 'life, breath, nose'. On this passage cf. de Moor, UF 12 (1980) 
427-28; Pardee, BO 37 (1980) 277. 

qàtèsunu ulalli 
them, 

their HANDS he made perfect; 
(Erra IIB 19-20) 

him'm tph Urn Suddenly, Anath spied the gods, 
at that her FEET stamped, 
round about her LOINS she burst, 
above, her FACE did sweat, 
she contracted the JOINTS of her LOINS, 
the MUSCLES of her BACK. 
She raised her VOICE and screamed. 

bh p'nm ttt 
b'dn ksl ttbr 
'In pnh td' 
tgs pnt kslh 
ans dt zrh 
tsu gh wtsh 
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i r » 3 H P Winking with his EYE, 
•r-'-n tao s tamping 2 2 with his FOOT, 

1T1P3SK3 PTID pointing with his FINGERS, 
D t a n i s s n n subversion in his HEART. 2 3 

Also: Isa 30,27-28a (nostrils, liver, lips, tongue, breath, neck, jaws);2 4 

32,3-6 (eyes, ears, heart, tongue; kidneys, heart, throat); 2 5 Pss 115,5-
7 (mouths, eyes, ears, noses, hands, feet, throat); 135,16-17 (mouths, 
eyes, ears, mouths); Prov 6,17 (eyes, tongue, hands, heart, feet). 

Peculiar to Ugaritic, it seems, is the use of such lists within a poem 
in order to link its components more strongly. Sequences can be quite 
short as in CTA 23:61-62 (teats of breasts; lip, lip, mouth) 2 6 or 
extraordinarily long, with up to eleven consecutive items as in 
CTA 19 iii 113-119 (mouth, lips, wing, pinions, feet, gizzard, fat, 
bone, voice, wings, pinions).2 7 These long lists straddle strophic 
segments and serve to link them together. 

The sequence of items is significant, and can vary. Normally such 
descriptions (and derivative lists) run downwards, from top to toe. 
E.g. the description of Ninurta; Prov 6,17; Dan 2,32-33. 

Occasionally the top-to-toe sequence reverts once more to the top: 
'Description of Baal'; Ez 1,5-13; Song 5,11-16; Pss 115,5-7; 135,16-17. 
The order in the Ugaritic text cited above 2 8 is rather more strictly 
chiastic. Upward sequences are unusual; note Song 7,2-10. 

Lists of all these types were clearly a great help to the composing 
poet; they presumably circulated as separate units 2 9 and may have 
been modelled on roll-calls for conscription and the like. This would 
explain the superficial similarity between lists of combatants in the 

22. It must be a non-verbal gesture of some kind. The expression tmll isdh occurs in 
the Ugaritic description of Baal. 

23. The list of body-parts is argument, perhaps, that the last line belongs to the 
quatrain, not to the lines which come after. 

24. Irwin, Isaiah 28-33, 97-98. 
25 Ibid. 121-122. On Ps 110 cf. Dahood, Psalms III, 113. 
26. Also CTA 2 iv 17-18 (joints, frame); 13-15 (hand, fingers; shoulders, between 

arms; hand, fingers; crown, between eyes); 4 vii 29-32 (voice, lips, voice, hps); 4 iv 25-
30 (feet; forehead, feet, fingers; voice); 19 i 7-10 (hand, fingers; 'stones of her mouth', 
teeth). 

27. And CTA 19 iii 107-111 (six items); 18 iv 22-26 (// 33-37: crown, ear, blood, 
knees, breath, life, nose, noses); also, 5 vi 14-22 (head, crown; skin; sideburns and 
beard, collar-bone, chest, torso, voice); cf. CTA 6 i 2-5. 

28. CTA 3D iii 29-33; etc. 
29. Cf. H.M. Chadwick—N.K. Chadwick, The Growth of Literature I (Cambridge, 

1932) 283. 
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Erra Epic, 3 0 the Keret Tale 3 1 and the trio Gen 49, Dt 33 and 
Jgs 5. 3 2 It is also evident that the audience delighted in catalogues, 
presumably because they combined entertainment with instruction. 
Certainly, if they had not been popular, long lists would not have 
survived constant transmission.33 

12.3 Inversion 

Inversion as technique 
Inversion of an accepted or established poetic device is itself a 
powerful way of producing further poetic devices of various types. 
The traditional A-B sequence of a parallel word-pair, for example, 
can be inverted (as B-A) to express reversal of state or to produce a 
chiastic pattern. Here, some of the more common types of inversion 
will be listed with comments on their functions within a poem. It 
must be understood, though, that only a representative selection can 
be given and that the full range is much more extended. Inversion of 
the following poetic devices will be looked at (the sequence follows 
the order of presentation in the main part of this book): gender-
matched parallelism; parallel word-pairs; number parallelism; three-
synonym monocola; and staircase parallelism. Other possible topics 
include chiasmus, the terrace pattern, imagery, the inverted construct 
chain and role reversal.3 4 

Gender-matched parallelism 
Inverted forms of this device have already been considered, but some 
illustration here will not go amiss. In Prov 3,22 for example, the 
standard m + m // f + f pattern has been inverted to m + f // m + fi 

30. Erra IV 7-11 (note the total in line 6). 
31. CTA 14 i 96-103 (again with total preceding). 
32. See particularly Coogan, CBQ 40 (1978) 162-65. For further discussion of 

enumerations cf. Alonso Schokel, Estudios, 111-112.221. For lists in later Hebrew cf. 
W.S. Towner, 'Form-Criticism of Rabbinic Literature', JJS 24 (1973) 101-18, 
esp. 117-18. 

33. The persistence of this ancient tradition is attested by later Hebrew poetry. The 
following random sample from T. Carmi (ed.), The Penguin Book of Hebrew Verse 
(London, 1981) gives some idea: 'Wine' (297); 'The Fear of Death' (299-301, esp. 
stanzas II, III and VI); 'The Ideal Woman' (360-61); 'The Conditions of Beauty' (456-
57) and one of the most recent, dating to 1970: 'The Portrait' (575-76). 
34. On inversion cf. G.M. Green, 'Some Wherefores of English Inversions', Lang 56 

(1980) 582-601. The functions of inversion she mentions include buying of time in oral 
delivery, inner-discourse cohesion, introduction and emphasis. 
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fOQJI D . T I r m They will be life (m) to your soul (f), 
Tmj-i.)'? jrtl and adornment (m) for your neck (f). 

In Job 5,9 the inversion is even more striking as the pattern has 
become f + m // f + m: 

npn pM nVri" VWV Doer of marvels (f) but scrutiny (m) there is 
none, 

1 B D D p« ID niN'JDJ of wonders (f) without number (m). 

Parallel word-pairs 
It has been argued that while Ugaritic poets always used word-pairs 
in a fixed (A//B) sequence, Hebrew poets had the inventiveness and 
freedom to invert.3 5 However, reversed word-pairs are to be found in 
Ugaritic—proportionately fewer than in Hebrew, however—which 
reduces the debate to a matter of degree. 3 6 How much more free 
were the Hebrew bards to invert word-pairs? The answer lies in the 
lists compiled in RSP I-III. Here it will be enough to look at the 
different functions of such inversion. 

The most obvious function is the portrayal of abnormal events. In 
Ps 44,26 for example, the standard sequence " I B » // p N ('earth // 
dust') found many times elsewhere37 as well as in Ugaritic (as ars II 
'pr) becomes: 

UVBl "IBJ?1? nnc "3 For our neck is bowed down to the DUST, 
1MB3 p N 1 - np3T our body adheres to the EARTH. 

Also Isa 34,9; 47,1; Mic 7,17. Exactly the same function can be 
discerned in the texts from Ras Shamra. Compare CTA 17 v 8 

ydn dn almnt He judged the WIDOW'S cause, 
ytpt tpt ytm he tried the ORPHAN'S case; 

35. For the debate see Dahood, RSP 1,77-78 and the bibliography under PARALLEL 
WORD-PAIRS. 

36. See now W.G.E. Watson, 'Reversed Word-pairs in Ugaritic Poetry', UF 13 
(1981) 189-92. 

37. Isa 26,5; 29,4; 34,7; 49,23; Ez 24,7; Pss 7,6; 2230; Prov 8,26;Job 14,8; 39,14; see 
Gevirtz, JNES 20 (1961) 41-46. 

with CTA 16 vi 49-50: 

Ipnk Itslhmytm 
b'd kslk almnt 

You do not feed the ORPHAN in front of you 
or the WIDOW behind your back; 
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where the stock sequence almnt l/ytnt has deliberately been inverted, 
portraying how the king is acting unjustly. 

Word-pairs can also be inverted to produce chiasmus. An example 
in Hebrew is Prov 18,6-7 where the sequence 'lips // mouth' of the 
first couplet has been reversed in the second to produce an ABBA 
quatrain: 

a n a wa< "roa TiBfc* A fool's L I P S bring strife, 
j o p " niDbno 1? VBl and his MOUTH invites a flogging; 

t> nnriD ^Da *B a fool's MOUTH is his ruin, 
1K>BJ E*piD lTiBBn and his LIPS are a snare to himself. 

Similarly Joel 1,19-20. For other examples, see CHIASMUS. 
The word-pair can be inverted for emphasis (e.g. Isa 41,8), to fit 

into an acrostic pattern (Pss 25; 145,21) or for special reasons (e.g. in 
Am 6,1).3 8 

It is noteworthy that the /lower/ parallel to /higher/ sequence in 
number parallelism is never inverted.3 9 

Three-synonym monocolon 
The only example of inversion in Hebrew poetry is Hos 9,11 where 
the natural sequence of events is reversed—depicting utter negation: 

Ephraim's glory shall fly away like a bird: 
j m n o i ¡0301 r n b o no birth, no pregnancy, no conception. 

Staircase parallelism 
Normally, the vocative comes after an opening imperative (or its 
equivalent), as in Jer 31,21 

bvr\VF nbina "3W Return, O Virgin Israel, 
PTJN " p i ' bH "ait? return to these your cities. 

In what appears to be an inverted form of this structure, the vocative 
appears in the second line—for instance, Ps 96,1: 

Bnn TK> mrrt lTE* Sing to Yahweh a new song, 
p u n ba mnn r w sing to Yahweh all the earth. 

This may resolve the difficulty in Ps 135,1 which follows the same 
pattern: 

38. The standard sequence 'Samaria // Zion' is reversed 'possibly for the purpose of 
ending with Samaria, to which alone the prophecy is directed' (Haran, VTS 22 [1972] 
245). 

39. The nearest to reversal is Isa 7,8 if one is to read 'within sixty or fifty' or 'within 
six or five'—but this is conjectural. 
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rVKT CW HN rj'-n Praise the name of Yahweh, 
m r r n 3 » I tan praise, 0 servants of Yahweh.40 

Closing remarks 
As noted in the introduction, inversion could be studied in a whole 
range of poetic devices but unfortunately there is neither the time nor 
the space here. Research on this aspect of poetic technique is still in 
its initial stages4 1 which makes it an interesting and challenging field 
of inquiry. The same applies to much that has been touched on 
throughout the book. Even that old die-hard, metre, promises to yield 
up its secrets with the correct application of modern linguistic theory 
and, who knows, future discoveries in the Near East may yet provide 
more clues. 

40. Contrast Dahood, Psalms III, 257-59, who prefers 'Praise the name of Yahweh! 
Praise the works of Yahweh!'. As he himself notes, l l Q P s a inverts these two lines— 
this suggests that inverted staircase parallelism was rare and therefore misunderstood. 

41. See, for example, M. De Roche, 'The reversal of creation in Hosea', VT 31 
(1981) 400-409. Also, P.C. Beentjes, 'Inverted Quotations in the Bible. A Neglected 
Stylistic Pattern', Bib 63 (1982) 506-23. 



13 
APPENDIX: WORKED EXAMPLES 

13.1 Introduction 

A textbook such as this would not be complete without at least a 
selection of longer poetic passages, to complement the illustrative 
texts cited in the body of the book, most of which are very short.1 

Making and presenting a selection of worked examples, it is clear, 
does involve certain problems. The difficulty of choosing the actual 
poems is double-edged: a representative sample will include texts of 
extreme difficulty, while easier texts may not cover the same range. 
Some sort of middle course has to be followed. Discussion of 
philological and textual points, in any case, has been kept to a 
minimum, since a clutter of footnotes would only distract from the 
main issues in hand: poetic form, poetic technique, style and the like. 
Only a restricted number of longer poems is included, for reasons of 
space, leaving the reader to perform his or her own analysis of the 
remaining material. To complete the picture, a sample of Ugaritic 
poetry has been provided, and this is set out first. 

13.2 An Ugaritic Poem 

Most of the intelligible literary texts in Ugaritic are conveniently 
available with both text and translation,2 so that there is little need to 
set out any here. Instead, a recently discovered prayer will be 
discussed, partly because the genre is rare in Ugaritic and partly 
because its social setting is known.3 It is not easily to hand in English 

1. Following the best traditions of Ley and Alonso Schokel, to mention only two 
scholars, widely separated in time. In literary studies, too, complete poems are 
analysed as part of main content of handbooks, e.g. Culler, Poetics, 1975. 

2. Gibson, CML. 
3. For another example of a prayer cf. de Moor, UF 11 (1979) 648-49. 
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translation. The prayer, KTU 1.119, is well understood in spite of 
some uncertainty in line 144 and has been transmitted within the 
framework of a ritual. The ritual need not concern us, but the prayer 
itself (rev. ll-17a) is prescribed for a particular occasion (lines 9-10): 

kgr 'z tgrkm 
qrd hmytkm 

If a stalwart attacks your gate, 
or a warrior your walls, 

namely, when the city is under enemy attack. Furthermore, the 
words were to be recited in a particular posture: 

You should raise your eyes to Baal. 3 'nkm lb'I tsun 

The prayer then follows: 

I yb'lm 
al tdy 'z Itgrny 
qrd Ikmytny 

II ibr yb'l nsqds 
mdr b'l nmlu 
d(?)kr b'l nsqds 
htp b'l nmlu 
'$rt b'l n'sr 

III qdsb'ln'l 
ntbt bt b'l ntlk 

O Baal, 
drive off the stalwart from our gate, 
the warrior from our walls. 

A bull-calf, O Baal, we will set aside, 6 

the vow, 7 Baal, we will fulfil; 
a male, 8 Baal, we will set aside, 
the crush-sacrifice,9 Baal, we will fulfil. 
Libations, Baal, we will libate. 

To the sanctuary, Baal, we will go u p , 1 0 

the temple-paths, Baal, we will tread. 

The effect of the prayer is then stated in lines 18-19 (repeating the 
phrases previously used): 'He (= Baal) will drive the stalwart from 
your gate / the warrior from your walls'.1 1 

In general it can be said that the standard of poetry is not very 
high: repetition is its hallmark. Not only are the same words repeated 

4. Studies: A. Herdner, 'Une prière à Baal des Ugaritains en danger', CRA1BL 
1972 (1973) 693-703; B. Margalit, [A Ugarilic Prayer in Time of Siege (RS 24.266)], 
Proceedings of the 7th World Congress of Jewish Studies 1977 (Jerusalem 1981) 63-83 
(in Hebrew); P. Xella, 'Un testo ugaritico recente {RS 24.266, Verso, 9-19) e il 
'sacrificio dei primi nati", RSF 6 (1978) 127-36. 

5. See Ps 121. 
6. Lit. 'we will consecrate'. 
7. Or 'offering'. 
8. Herdner's reading bkr, 'first-born', seems improbable (so, too, Xella). 
9. Like the Akkadian Air/>u-sacrifice this apparently involved destruction of the 

victim by repeated blows with a stick; cf. P. Xella, 'hip = 'uccidere, annientare' in 
Giobbe 9,12', Henoch 1 (1977) 337-41 [unseen]. 

10. See Isa 2,3; Mic 4,2. 
11. For a parallel see Ps 127,5b as translated by Dahood, TS 14 (1953) 87 and 

Psalms III, 221.225: 'But (he) shall drive back his foes from the gate'. 
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throughout (b'l eight times in the space of only 10 lines; qds, three 
times), but the sentence structure remains identical for stanzas II and 
III. Alliteration is at its strongest in the last couplet (b, I, ', n, t) in 
combination with wordplay (b'l—n'l and perhaps ntbt—bt) of a 
rather elementary kind. The first couplet has both lines ending in -ny, 
forming simple end-rhyme; the alternation of fine-endings in stanza 
II produces a similar effect. Other points to be noted are the anacrusis 
at the beginning of the prayer (extra-metrical yb 'lm) and the abc/b'c' 
pattern of the initial strophe. Stanzas II and III may in fact form one 
unit: b'l is repeated throughout, and only in line 12-13 is it preceded 
by vocative y - as in the opening stanza. The word-pairs 'z II qrd, and 
tgr II hmyt (which occur in the same couplet) have counterparts in 
Akkadian1 2 and Hebrew 1 3 respectively. 

13.3 Babylonian Poetry 

Partial studies of Babylonian and Akkadian poems are available in 
Hecker, Epik. A more detailed study of the AguSaya Hymn has been 
provided by Groneberg in her recent (unpublished) dissertation.14 

More conveniently a complete study of a hymn is readily accessible 
(in English) where attention is paid to poetic technique.1 5 

13.4 Hebrew Examples 

To avoid monotony of presentation the analytical procedure for the 
examples chosen will not be uniform. Instead, each text will be 
treated as an individual poem meriting its own approach. Only for 
Jer 46, Job 18 and Song 2 has the layout been modelled on the 
method outlined in the body of this book. As to the choice of 
passages, variety has been the main consideration. The rather 
hackneyed examples, such as Jgs 5, have been left out because in any 

12. qarradu dafnnutu] II bel emfuqij, 'strong warriors // mighty men' in BWL 265 
obv. 8-9 (restored from Sumerian in bilingual proverb). 

13. Prov 1,21. For further details, especially with regard to alliterative patterning 
and probable metre cf. Margalit: 1981 (note his table, 80-81). If the last two lines are 
considered as integral to the prayer, then they form an envelope figure with the 
opening couplet. 

14. B. Groneberg, Untersuchungen zum hymnish-epischen Dialekt der altbabylon-
ischen literarischen Texte (Munster, 1971). See now her Thilologische Bearbeitung 
des Agusayahymnus', RA 75 (1981) 1-18. 

15. W.G. Lambert, "The Gula Hymn of Bullutsa-rabi', Or 36 (1967) 105-32, pis. 
VIII-XXIIL See, too, the additional comments by Barre, Or 50 (1981) 241-45. 
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case studies of them are easily obtainable. Generally speaking, the 
first few examples are the shortest and the longest ones come at the 
end. Note, too, that complete poems are also set out in the main part 
of the book (e.g. Ps 95, under CHIASMUS). 

2 Sm 19,1: Davids Lament for Absalom (EVV 18,33) 
In spite of being extremely brief, the first example exhibits some 
interesting features. Set in a prose context (2 Sm 18,19-19,5), this 
four-line lament is evidently verse: 

'33 OlbKDN '33 la My son, Absalom, my son, aba 
DrJBDM -33 b my son, Absalom! ab 

T n n n '3N TilD jn '- 'D c If only I had died in your stead! cdef 
'33 '33 mbK?3N d Absalom, my son, my son! baa 

la is an 'aba monocolon', often used to open a poem. It is used as the 
first line of the couplet lab which combines qinah-metre (3 + 2 
stresses) with the pivot pattern (the expected final stress: '33 is not 
present). The core of the lament, short as it is, is the rhetorical wish 
expressed in lc. The final line simply varies the word-order of la. 

An extremely abbreviated form of the dirge occurs in 2 Sm 19,5: 

DibtWts '33 My son, Absalom, 
'33 '33 DlbEQN Absalom, my son, my son! 

This couplet is, in fact, identical to lb and Id of the longer lament. 
Either the poet who composed the quatrain used the couplet (v. 5) in 
the form of distant parallelism, or the couplet simply condenses the 
content of the quatrain. It is difficult to decide which came first, but 
the creator of the longer poem was able to exploit repetition so 
skilfully that there is no monotony. Note the alliterative elements in 
lc (perhaps based on the verb niD, 'to die'). 

Isa 19,1-4: Oracle against Egypt 
Part of a larger oracle or collection of oracles directed against the 
Land of the Nile, Isa 19,1-4 has a very clear structure and is rich in 
allusion to extra-biblical literature. The poem comprises two stanzas, 
I, of 10 lines (tricolon, couplet, monocolon, quatrain) and II, of 7 lines 
(monocolon, monocolon + couplet, tricolon). Two short luts, one in 
each stanza, help fill out the poem. 
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m i r run 11 
bp 3P bV 331 

0*1X0 N31 

WED D'lXD W31 
131p3 DO" O'lXD 331?! 

0*1X03 0*130 TOD3D1 2 
T71K3 E**N 10Pr**l 

i n n a BTW 

TP3 

n3":0D3 nS'-OD 

131p3 0*1X0 n n np3"l II 3 
ptaN lnxpi 

D'osn i?NI D'T'rMn •?« l anm 
o**PTn *JNI m a u n btn 

o*ixo riN m a w 4 
ntr/p o-*n*< n o 

0 3 bvo% tp -f-»i 

n w 3 s nin* JHKH ON* 

I 1 A See Yahweh, 
riding on a swift cloud, 
and coming to EGYPT. 

B Do quail, the idols of EGYPT before him, 
and the heart of EGYPT melts within him. 

2 C I shall smash EGYPTIAN with EGYPTIAN: 
Fight shall they, each against his brothers, 

and each against his neighbour, 
city against city, 
and kingdom against kingdom. 

II 3 B' And emptied out shall be the courage of EGYPT from in him, 

C and his counsel will I confuse, 
though they consult idols and spectres, ghosts and spirits. 
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4 D I shall confine EGYPT 
in the hand of a harsh Master, 
and a powerful King shall rule them, 

Oracle of the Master, Yahweh of Armies. 

In spite of one or two difficulties,16 the translation is unequivocal. 
Curiously, the gender of D ^ S D is masculine throughout, though 
normally names of countries are feminine.17 Gender-patterns obtain 
in the list incorporated into C: 

Fight shall they: m.—m. 
a man (m.) against his brothers (m.) 
and a man (m.) against his neighbour (m.) m.—m. 

a city (f.) against a city (f.) f.—f. 
a kingdom (f.) against a kingdom (f.) f.—f. 

where they fulfil the double function of merismus (everybody is at 
war) and the expression of civil war (like fighting with like). 

Note the parallel passage in Babylonian poetry: 1 8 

alu itti ali City with city, 
b'itu itti btti inakkir house with house will be hostile, 
abu itti abi father with father, 
ahu itti ahi brother with brother. 

Gender-matching is used also in the couplet ('idols // heart', both m.) 
and in the two monocola at the beginning of stanza II ('spirit // 
counsel', both f.)—both times in order to link them. 

The term rrtia occurs six times (I: 4X; II: 2x) as a keyword, 
driving home the fact that this oracle is against Egypt (see title in 
v. 1). This corresponds to the last line 'Oracle of the Mas t e r . . . ' 
which repeats the word 'Master' used in the final tricolon. Similarly, 

16. The verb T D D 3 D in v. 2 is usually derived from 11D, (pilpel), 'to goad'; it may be 
cognate with Akk. sdku (zdku or suaku), 'to pulverise (drugs)' (cf. AHw, 1013)—a 
meaning which also fits Isa 9,10. The verb * O D (v. 4) is discussed below. Note the 
simplifying textual variant T P I D O I , 'I delivered up', attested in the Geniza Fragments 
—cf. Goshen-Gottstein, Bib 48 (1967) 282. 

17. The reason is that 'Egypt' (for example) is an elliptical form of 'the land of 
Egypt' and the gender of'land' determines the gender of the whole expression even if 
not actually written; cf. M.H. Ibrahim, Grammatical Gender, its origin and development 
(The Hague, 1973) 96. 

18. CuthLeg 136-37; cf. Watson, 'Pivot Pattern', 247 and note that the gender 
throughout is m. 
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choice of the two rare verbs T D D S D and T T O D seems to have been 
dictated by their quasi-keyword function. The derogatory expression 
a*y*w also occurs once in each stanza. 

The closing strophe is a direct allusion to Death, portrayed as a 
tyrant in charge of a prison (= Sheol) 1 9 the confines of which are 
sharply contrasted with Yahweh's freedom to travel freely and at 
speed (v. I ) . 2 0 

Further items to be noticed are the use of a tricolon to both open and 
close the poem; the presence of a stanza-opening monocolon (v. 3a); 
the word-pair "f-D / / J H N (v. 4) equivalent to Ugaritic2 1 and the 
distant parallelism linking B with B' by the split word-pair nin / / aa 1 ? . 2 2 

Ps 123: A Plea 
Though by no means a poetic gem, this psalm exhibits several 
devices and techniques within a very short compass and presents no 
textual or philological difficulties.23 

I 1 
non 2a 

DTjiiK T bx o n a r TO b 
n r n a * T ftrrnv ' r u a c 

• u n t y i r rVw mm "»« ir* ,j? p d 
••in nin" u r n II 3a 

na w a t ? an -a b 
ms: rt? r\vs& n a n 4a 

D'JJKfn •j> t-n b 
D-ai'M1? n a n c 

19. Dahood, Bib 52 (1971) 350-51, identifies the monarch here as Death in view of 
Song 8,6 and considers the verb 12D to be a byfbrm of 1JD, 'to imprison'. Greenfield, 
Albright FS 1971, 263-65, understands the verb as 'the technical form for 'handing 
over' slaves, prisoners, escapees, and for forced deportation'. Dahood's interpretation 
seems borne out by the parallel text from the Phoenician inscription of Eshmunazor 
(lines 21-22). 

20. Yahweh's title evokes Baal's epithet rkb 'rpt, 'Cloud-rider', on which Moran, Bib 
43 (1962) 324 notes, 'the description of the cloud as swift hardly makes sense unless 
the cloud is a vehicle'. 

21. CTA 6 vi 56-57 mlk II adn. Also 16 i 56-57.59-60 (cf. RSP 1 262-63). 
22. Also Isa 57,15; 65,14 (cf. Watters, Formula-Criticism, 82). 
23. 'O my enthroned one': the plethora of pronominal suffixes sugges t she re may 

mean 'my'; Dahood prefers: 'who art enthroned', the final -/ being an archaic genitive. 
The difficulty is the presence of both the definite article (either as a vocative or a 
relative pronoun) and the suffix. On the centripetal 7 in 4a, here expressing 
dissatisfaction, see T. Muraoka, 'On the So-called Dativus-Ethicus in Hebrew', JTS 
29 (1978) 495-98 (esp. 497). In 4a B>BJ may mean 'throat' (so Dahood), in which case, 
congruity of metaphor is operative (Dahood). 
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I I To you do I raise my eyes, O my enthroned one in the 
heavens. 
See: 

2 Like the eyes of servants on their masters' hand, 
like the eyes of a maid on her mistress' hand, 
so are our eyes on Yahweh our god, till he pities us. 

3 II Pity us, Yahweh, pity us! 

For over-sated are we with contempt, 
4 too long has our soul been sated 

with the scorn of the carefree, 
the contempt of the haughty. 

The following points are illustrated: the aba-monocolon (3a) iMn nin-
UJn; anacrusis (2a) nan (and perhaps 3b: 'a); the p . . . a . . . a -tricolon 
with its double simile (2bcd). There is also repetition: 'eyes' (4x); 'on' 
(bN also 4x); 'to have pity' (3x); 'hand, to be sated, contempt', an and 
a (each 2x). The pronominal suffix occurs 15 2 4 times in the space of 
only 39 words. The repetition of the root )ir\ in laanny and win links 
the two stanzas. 

Turning to more complex forms, there is first the combination of 
gender-matching parallelism with the alternation of singular with 
plural nouns in 2bc: 

Like the eyes of servants on their masters' hand, 
m. plur. m. plur. 

Like the eyes of a maid on her mistress' hand, 
/ sing. f. sing. 

Genders alternate also in 3b (m.) and 4a (f.), functioning as merismus. 
The structure of the poem is not completely resolved; as set out 

above, it comprises two stanzas, I made up of monocolon plus 
tricolon, II consisting of monocolon plus quatrain. However, both 1 
and 2d seem excessively long lines; no natural division which also 
respects parallelism appears to break them into smaller units. 

There is a degree of end-assonance which almost amounts to 
rhyme: 1,4b and 4c all end in -im\ both 3a and 4a end in -nu, and the 
same suffix (-enu) breaks up the lengthy final line of the first stanza 
into three: 

ken 'enenu 
'el yahweh "lohenu 
'ad sey^honnerm. 

24. See note 23. 
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Also present may be a combination of allusion and wordplay.25 Note 
that the delaying function of the tricolon in 2bcd was deliberately 
chosen to express the feeling of waiting and suspense it portrays. 

Song 2,10-13: Love in Spring 
Short though it is, this snatch of verse lends itself particularly well to 
stage-by-stage analysis and at the same time illustrates the use of 
exotic vocabulary. 

"-in njj? 10a My love answered, 
b nDNl b to me he said: 

lb 'Dip c 'Up now 
T I D ' w i n d my pretty darling, 

ib -3*)i e come on! 

"3 11a For 
1 3 » inon ran the winter is past, 

t> -bn i ^n DBun b the rain is gone and done with. 

P N 3 D"*S'n 12a The blooms can be seen in the land, 
i n n TDtn r\v b 'scale' time is near, 

PDB*' •nnn 7ipi c and the turtle-dove's voice can be heard. 

n ^ s no :n n*Nnn i:*nN3 13a In our land the fig ripens her fruit, 
m u n i nnoD D**sjni b and the vines in blossom give off scent. 

T? 'Dip c Up now 
T I E ' ' n*m d my pretty darling, 

l 1? '31?! e come on!' 

1. Delimitation. The stanza or poem is marked off from its context 
by the envelope figure or repetition of the same words in lOcde and 
13cde. In addition, there is the introductory couplet lOab ('In answer 
my love said to me') showing 10c to 13e to be reported speech, 
"whatever its relation to the rest of Song 2 6 there can be no doubt that 
10-13 comprise a self-contained unit. 

2. Segmentation. Aside from the introduction (lOab), the poem 
comprises two unequal parts: l l ab describing the negative side: 
winter has gone—and 12-13b portraying the positive aspect: spring is 
here. Considered as a whole, the poem (again ignoring lOab) consists 

25. For details cf. Dahood, Psalms III, 209 (on 3b-4a). 
26. See especially J.C. Exum, 'A Literary and Structural Analysis of the Song of 

Songs', ZA W 85 (1973) 47-79; she considers our stanza to be part of the longer poem 
2,7-3,5. Shea, Z/1U7 92 (1980) 386-87, considers the unit to comprise 2,10-15. 
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of a couplet, a tricolon and another couplet, bounded by initial and 
final tricola. It is, therefore, structurally chiastic as the table indicates: 

tricolon (lOcde) 
couplet ( l l ab ) 

tricolon (12abc) 
couplet (13ab) 

tricolon (13cde) 
3. Inner-strophic analysis. As noted, lOcde together with 13cde 

forms a frame for the poem. Rather than an ABA' tricolon, as set out 
in the translation, the strophic pattern may be a chiastic bicolon:27 

T P I H "p 'Dip Up now, my darling, 
*p "Obi TIE" my beauty, come on! 

If it is a tricolon, then the expression , nB , "jrjn would be hendiadys: 
'my beautiful companion' or the like. 

After anacrusis (of "3), llab is a parallel couplet in 3-beat metre. 
The letter n occurs five times in initial position (alliteration) serving 
to bind the strophe together (cohesive function). 

The central tricolon introduces the topic of spring growth in 12a 
with alliteration (based on uyiK, cf. last word of 12), the rhythm 
changing to two beats in 12b and 12c. There is wordplay in 12b ("rat 
= 'pruning? or 'song') 2 8 and assonance in 12c (qol—tor) which 
verges on onomatopoeia. The strophic pattern seems to be ABA. It is 
difficult to decide whether the last word of 12, U2n«3, really belongs 
to the beginning of the following strophe. If it does, then the metre of 
that strophe (13ab) is exactly balanced with 4 + 4 stresses.2 9 

Link-alliteration between D s3SJn - m a in Bab functions (as in 
l lab) to bind the couplet together. 

4. Poetic devices. The poetic devices used include alliteration, 
assonance and wordplay; anacrusis, chiasmus (strophic) and hen
diadys. The dominant device, though, appears to be structural, 
namely, balance, resulting in the overall chiastic pattern of tricolon-
couplet-tricolon-couplet-tricolon. Note, too, the structural function 
of the idiom **pn followed by"? + pronominal suffix'. It is used in the 

27. If this is the case then the poem (minus lOab) would number eleven lines. 
28. In my translation 'scale' is an attempt at covering both these meanings. For the 

wordplay cf. Pope, Song, 395-96. For possible wordplay on the fruit of the fig-tree see 
397-98. 
29. It could also be argued that this word belongs to the end of 12c balancing PN3 at 

the end of 12a. 
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opening and closing strophes, and significantly at 1 lb where the topic 
changes from winter to spring. 

5. Tabulation. As mentioned, recherché vocabulary is a peculiar 
form of the poem. Of the 26 lexical items used most are common 
enough, but seven, i.e. approximately a quarter, are either extremely 
rare or unique. 

Table of Common Lexical Items 

verbs 

"t>n to go 
*òn to vanish 
Vìi (Hiph.) to arrive 
]r\3 to give 

-\2V to pass on 
Dip to rise 

run to see 
VOtl to hear 

nouns 

p K land (f.) 
JSJ vine (f.) 

DVl rain (m.) 
*)*p voice (m.) 
m scent (m.) 

MNn fig-tree (f.) 

t in turtle-dove 
(f. and m.) 

particles 

run see! 
•3 for 

adjectives 
"IS* beautiful 

(here f.) 

Table of Rare and Unique Lexical Items 

unique to poem 

TDT song, or pruning (m.) 

inD winter ( m . ) 3 2 

rUD unripe fig (f.) 
JXJ blossom (m.)—the normal 

form is either ]'2 or nx" 3 3 

ni? t ime (m.)—normally f. 

The second table shows clearly that the vocabulary used, practically 
speaking, is peculiar to the Song of Songs. Furthermore, many of the 

very rare 

Bin to be ripe (P) 3 0 

[also Gen 50,2.26] 
"HDD blossom 3 1 (m.) 

[also Song 2,15; 7,13] 
ITin companion (f.) [also Song 

1,9.15; 2,2; 4,1.7; 5,2; 6,4; 
andjgs 11,37 (Kethib)] 

30. For convenient discussion of these words see Pope, Song, 394-99. 
31. With cognates in Jewish-Aramaic, Syriac, Mandaean, and neo-Assyrian— 

suggesting it to be an 'East Semitic' word. For a possible reflex in the Ebla Tablets cf. 
Dahood in G. Pettinato, The Archives of Ebla (Garden City, 1981), 312-13. 

32. Note the Qere form 1TID; again an East Semitic item (Old Aramaic, Jewish-
Aramaic and Syriac). 

33. Note in Hebrew, as in Ugaritic, an -n aflormative can be added to a noun 
without changing its meaning. 
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items are ancient and/or not native Hebrew. The poet therefore is 
both archaising (as shown by the m. gender of ni>, a late form) and 
showing his erudition. A measure of his skill is the fact that the 
central word to the whole poem, T D T , is an ancient Hebrew word, 
used in the Gezer calendar,3 4 which both epitomises the theme of 
the song and refers to the larger context in which the poem is set 
(since the word can mean both 'pruning' and 'song').3 5 

6. Synthesis. The poem is crafted in a combination of learned 
choice of vocabulary, skilful exploitation of technical devices and 
neatly balanced structure. 

Ps47 
I *p wpn uvanb3 

n n bip3 uvbvb i » n n 
N-iij j rby mrv p 

p a n b3 by b n j - p » 

II i r n n n D"DP - I3T 

i rb :n nnn D'ONbi 
unbru n « ub - i m ' 

SPIN ia»N s p y jit« rw 

III n y n m D-nbN nby 
131» bip3 nw 

IV n o t wrbn n o t 
n o t usbob n o t 
p w n b3 - p o "3 

b^tfo n o r DTPN 

V D'U bs? D'nbN - p o 
i t n p KD3 b r sxr DVPN 

nrroN nbN ny IBDW D'DJ? "3n: 

nby: IKD p n ^JO ffnbNb -o 

All you peoples, clap hands, 2 
shout to God with joyful voice, 
For Yahweh is awesome Elyon, 3 
a great king over all the earth. 

He made peoples prostrate 4 
under us, 

and folk under our feet; 
He chose for himself 5 
majestic Jacob whom he loved. 

On high went God to a shout, 6 
Yahweh to a trumpet call. 

Sing, gods, sing! 7 
Sing to our king, sing, 
For he is king of all the earth 8 
Gods: sing a master song. 

God is king over nations, 9 
God is sitting on his holy 

throne. 
The peoples' gifts are collected 10 

for Abraham's god, 
for to God belong earth's 

presents, as a huge offering. 

34. Approximately 10th century BC; a cognate to I'Dt occurs together with gpn, 
'vine', in the Ugaritic poem-ritual CTA 23:9 yzbmn zbrm gpn, 'the vine-pruners 
pruned him (= Death)'. Possibly, therefore, in our poem there is an allusion to Death, 
in the guise of harsh winter, disappearing. 

35. As noted by Schramm, Cameron FS, 179; see above under 'Janus parallelism'. 
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Imagery. The basic clue to correctly understanding this poem is 
provided by the imagery: God is depicted as a great king who has 
subjugated the world and to whom tribute (in the form of offerings as 
well as praise) is due. The main source of this imagery is v. 10, which 
is not without difficulties.36 

Strophe and stanza-patterns. The first impression is that all nine 
couplets are in synonymous parallelism. Closer inspection reveals 
that four consecutive couplets (vv. 3-6) have the pattern 

where c' is an expanded form of c (see below on expletives). For 
example, v. 4: 

The rest exhibit varying strophic forms: v. 2 abc/b'dc'; 7-8 aba/aca/ 
de/ba'; 9 abc/ba'c' (= partial chiasmus); while v. 10 is more complex. 

The stanza formation (indicated in the translation) is as follows: 
I = vv. 2-3; II = 4-5; III = 6; IV = 7-8; V = 9-10, the poem being 
constructed symmetrically. Four 4-line stanzas (quatrains) are arranged 
around a central 2-line stanza. Stanza I is very similar to IV, both 
beginning with an invitation to praise followed by the explanatory "3, 
'because': 

36. For a recent study of the Ps., with good bibliography, cf. J.J.M. Roberts, 'The 
Religio-poUtical Setting of Psalm 47', BASOR 221 (1976) 129-131. The following 
philological points deserve mention: v. 4 'he made prostrate' follows Dahood; v. 5 'for 
himself, also follows Dahood—Roberts rejects this (preferring to emend) arguing that 
'the direct object normally precedes the indirect in this construction with M»r' (130 n. 9) 
but it is attested in Gen 13,11; 1 Sm 13,2; 2 Sm 24,12; etc. V. 10 OV = 'toward' as in 
Ug. (so Hillers apud Roberts, 131 n. 12); although normally fern, n n : is here the 
equivalent of nan : , 'free-will offering', Akk. nidbu (from Sum. nindabu), 'special 
offering' (AHw, 790), parallel to which corresponds to Ug. mgn, 'present'. In such 
a context, therefore, rhvi derives from Tbv in its meaning 'be offered' (cf. BDB, 748, 
meaning 6), here as a verbal noun. Contrast (NEB for v. 10): 'The princes of the nations 
assemble with the families of Abraham's line; for the mighty ones of earth belong to 
God, and he is raised above them all'. 

a b c 
b' c* 

irnnn D*DI? " U T 
•r'-'i nnn D'DK1-! 

I 
*p w p n D'0»n *?D 

n n "?ip3 D ' r r » 6 w i n 
•3 

N-IJI rrbs mm 
P N n *)3 7V "-ru -bo 

IV 
n o t n , n ' ?N I-IDT 

n o t taicb n n t 
"3 

p « n "73 "fro 
7*2VO 1-IDT DTt'-N 
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In content, stanza II corresponds to the final stanza, so that the 
overall pattern of the poem is A(I)-B(n)-C(III>A'(IV)-B'(V). Note 
that rf?D, which probably marks a major division, occurs just before 
the central bicolon (III). 

Poetic devices. The most frequent word is DTPN (8X); next comes 
not (5x, plus 4 synonymous expressions: iBtv/rai "rips, imn, "p ppn, 
rwnn). Of more significance are the keywords "pD (4x; cf. bj? aa" ienp 
ND3), DV (4x, also DNb) and p N (3x). However, the less frequent 
words are of most importance, their main function being to link 
sections of the poem together. For example, stanza II has only one 
repeated word (DP cf. DNb) but it acts as a connector with a*ov which 
occurs at both the beginning and end of the poem. Note, too, aps?" 
acting as a tie with the last verse where O m a n is mentioned. The pair 
nnn and bn nnn also lend cohesion to stanza II. Repetition of bip 
increases the value of ba (3x). 3 7 The twin repetition of nbr (middle 
and end of poem) reinforces the divine title yrbtf and is echoed by the 
preposition bv (3x). 

The ballast variant (or expletive) is most evident in v. 4 bin nnn // 
nnn. The same principle is operative also in vv. 3, 5 and 6 (as 
mentioned above, on strophic patterns). Note further itsnp ND3 bv atrr 
as a parallel to the single word "po; the expansion in v. 5 apy JIM an« 
~WH and the expression *raK>D not which is paired with not. Stanza-
chiasmus in the form of an ABB'A-pattern obtains in w . 7-8: 3 8 

while vv. 2b-3a and 6 exhibit strophic chiasmus. 

Job 18,2-21 

Since this passage contains a high proportion of synonymous parallel
ism it has been chosen as exemplifying the norm for Hebrew poetry. 

37. Note, too, in irbn and -"53" in "rafo. 
38. Recognised by Roberts as an envelope construction (131). Other studies of this 

poem include A. Caquot, 'Le Psaume 47 et la Royauté de Yahwé', RHPR 39 (1959) 
311-14.330-37, and W.A.M. Beuken, 'Psalm XLVII: Structure and Drama', OTS 21 
(1981) 38-54. Beuken's translation differs from mine (notably in w . 7 and 10) and the 
structure he proposes is as follows: Summons I (v. 2)—Execution I (w. 3-6)— 
Summons II (v. 7)—Execution II (w. 8-10a)—Execution III (v. 10b). Van der Lugt, 
Strofische Structuren, 262-65 proposes three stanzas (vv. 2-5; 6-9; 10). 

(pagan) gods 
our King 
King 
(pagan) gods 

uabo 
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It is a lso one o f the shorter sect ions in J o b and so suitable for 
inclus ion here, in spite o f s o m e philological obscurit ies. T h e date is 
approximately the sixth centuryBC. 3 9 T h e methodical analysis which 
fol lows is more or less model led o n the procedure set out in METHOD. 

1. Delimitation. T h e r e is n o problem concerning the beginning and 
end o f the segment o f poetry. In 1, Bi ldad is speaking ('Bildad the 
Shuhi te spoke u p in answer') whi le the next chapter begins wi th the 
words o f J o b (19,1) . Stanza-divis ion by content s e e m s t o be: 

I 2-4: introduction 
II 5-7: extinction of light 

III 8-10: traps 
IV 11-14: disease 
V 15-19: family destroyed 

VI 20-21: conclusion. 

For further discuss ion, see below. 
2. Segmentation. Almost all the strophes are couplets . Except ions 

are 18 and 19, w h i c h are tricola and 5-6, a quatrain. Problems are 
presented by 4a wh ich m a y be a m o n o c o l o n , but could be long to 
either 3 or 4bc—and by 11. 

3. Inner-strophic analysis 

stanza I (2-4) 
]bQ7 ""Hp JlO 'trn run ll? 2a How long will you set traps 4 0 for words? 

-O-i" nn«l i r a n b Consider, and after we'll speak. 

norar ) uaBm" 3?no 3a Why are we reckoned as cattle? 
D a T M i""DB" b (Why) are we unclean 4 1 in your eyes? 

lBNa V&s: TIB 4a Cutting his throat in his anger 4 2 

P N a r m "UPD"""! b Would the earth be abandoned for you? 
IDlpDD l i s p n m c Or a rock be moved from its place? 

2a opens wi th the formula nin is (also 19,2; etc.) in anacrusis . 2ab is 
poor quality poetry: there is no parallel ism; but j occurs s ix t imes. In 
3ab the word-pair NOB / / n o r o breaks u p the legal expression 
nonar-NOB, 'unclean b e a s t ' 4 3 — a n d 4a probably be longs to this 
strophe. G o o d s y n o n y m o u s parallel ism first occurs in 4bc in combi -

39. For discussion of the date see the commentaries. 
40. Akk. qinsu, 'trap' (so Pope). 
41. Taking noo = HOB. 
42. Meaning obscure, perhaps a reference to the expiatory sacrifice, Lev 5,6. 
43. Occurring in Lev 5,2; 20,25; Nb 18,15; etc.—as suggested by Watters, Formula-

Criticism, 198. 



Appendix—Worked Examples 375 

nation with alliteration (n p y V). The word Dipo recurs in 21 to form 
an envelope figure marking the limits of the poem. 

stanza II (5-7) 
-jjrv D W i n w DJ 5a Even the light of the wicked is put out, 

WN y a t f nr Nbl b his fire-flame will not shine; 
n r w a ia>n "UK 6a Ught is darkness in his tent, 

T,J?T ini> n i l b and his lamp over him is put out. 

121N ni?3 l i s - 7a His powerful strides are shortened, 
inxp i r o n a T l b his schemes cast him down. 

5-6 forms a quatrain linked by repetition of " | J ?T (5 a, 6b), repeated use 
of words for light (il m a'aa* I I K ) and the sounds K> T ( - ] ) i. 7 is a 
connective couplet, linking stanzas II and III. It is difficult to decide 
whether it does not form part of the next stanza, in fact, since it 
interlocks with 8a and 11-12 by the chiastic sequence: i n n u w IJIN 
i n n . There is alliteration between n r n y s a and m s » . 

stanza III (8-10) 
'3 8a For 

i n r o n a n 3 nba" he is cast into a net at his feet, 4 4 

•bnw n33a» bin b and over a pitfall he walks, 
riB 3pS?3 Trite 9a is seized on his ankle by a trap, 
D"02 ins? ptrr b a snare grabs him. 

lb3H p N 3 J1BB 10a Hidden in the ground is a rope for him, 
3T1} n r l m s b o i b and a gin upon the path. 

8ab: Anacrusis o f ' 3 is followed by two 3-beat lines. A tour of six 
successive synonyms for trap ( m s b D bsn D"DS n a ¡1331? n a n ) links 8-10 
as a single stanza. 4 4 3 Alliteration in 9 is based on the word pin 'to 
grasp'. Use of gender-matched synonyms, reversed, in 10 creates a 
surprise effect which adroitly depicts a hidden and unexpected trap: 

Hidden in the ground (f.) is a rope (m.) for him, 
and a gin (f.) upon the path (m.). 

Chiasmus (place-trap—trap-place) reinforces this effect. 

stanza IV (11-14) 
runb3 inni*3 3'3D 11a Around do frighten him Terrors, 

i n n b lrfiPBm b at his feet a-chase. 

44. Unless vbna means 'on the spot; instantly' as in Jgs 5,15—cf. Gerleman, JSS 4 
(1958) 252-54. 

44a. For a closely similar tour in Maqlu III 160-64 cf. Lichtenstein,J04N£5 5 (1973) 
257-58. 
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13WJ3in VP 
IV'TSb '133 TNI 

n w n a taw 
m o i i 3 3 vna taw 
m e a n r?nND p n r 

n i n t a 1?nb innsreni 

12a Despite his wealth he's famished, 4 5 

b calamity ready for his stumbling. 
13a Consumed by Sickness is his skin, 

b does consume his limbs Death's Eldest. 
14a Ripped from his snug tent, 

b brought before the King of Terrors. 

llab is a 'pivot-patterned' couplet (with si lent stress) funct ioning as 
stanza-opener. In 12 the word-pair T N / / )1N occurs . Wordplay is 
exploited in 13, in the guise o f repetition: n a / / m a . In 14b n i n t a 
forms an envelope figure wi th the s a m e w o r d in 11 a, marking off the 
opening and c lose o f the stanza. T h e letter 7 occurs 4 t imes in 14. 

stanza V (15-19) 
15a In his tent, fire is set, 

b on his abode, sulphur scattered. 4 6 

16a Below, his roots dry up, 
b above do perish his branches. 4 7 

17a His memory perished from the earth, 
b he has no name in the street. 

18a He is thrust from light 
b into darkness, 
c driven out of the world. 

19a He has no offspring, 
b no descendant among his people, 
c no survivor where he used to live. 

tao l'-nwa ?i3tfn 
n n s j m i : ta m r t 

vtrr rvnv nnnD 
lTXp *)D' taooi 

p N U D n3N r o t 
pin '3D ta r? nw Wn 

n ixo i n e n n ' 

inn3' tanoi 
ft )*3 W? 

1 D P 3 n33 W>1 
vm3D3 Tnt? p w 

ISab: the imagery o f destruction is underl ined by use o f gender-
m a t c h e d s y n o n y m s (see o n 10): 

'tent' (m.)- ' f ire' ( f . ) 4 8 

'abode' (m.)—'sulphur' (f.) 

again w i t h m i s m a t c h o f genders. In 16 the poet has rejuvenated an 
old s a y i n g 4 9 by imaginat ive use o f alliteration: 1C3' rtntt and 
""D" T h e word-pair 'above / / below' const i tutes mer i smus . In 
context the word-pair n 'xp / / t r n c is intended metaphorical ly . Yet 
another word-pair serves to l ink the t w o cola o f 17: Dvr///n3T. 18abc is 
a chiastic tricolon wi th an A B A ' pattern, the central co lon relating to 

45. Reading Uto ajn (shared consonant or haplography). 
46. So Dahood, Bib 38 (1957) 312-15; the final of the first colon is transposed to 

the second as emphatic lamedh m m r t ; MT 1*> "^aa is repointed to *mabbel (from *>3J), 
meaning 'fire'. 

47. Here TSp (lit. 'branches') has the pregnant meaning 'harvest, fruit'. 
48. The gender of this noun is indicated by the verb. 
49. Used not only in Isa 37,31; 2 Kgs 19,30; Am 2,9—but also in Phoenician. 
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the two outer ones. The stanza closes with another tricolon (19) its 
lines gradually increasing in length. It opens with the alliterative 
word-pair 133 // pJ also found as a unit elsewhere.5 0 

stanza VI (20-21) 
D'rinN "\Otfi IDT1 bv 20a Appalled at his day 5 1 are Westerners, 

i»V WIN D":onpi b Easterners, horror seizes. 
"51 J? nii3B'D rnN IN 21a Surely such are the dwellings of the 

impious, 
bN 1»T Nb DlpD Pin b this is the place of'he-knew-not-God'. 

20 is a couplet marked by both chiasmus and the polar word-pair 
DTiriN // D"3Dip which combine to depict merismus. iw II DDE* is a 
further word-pair. 

21 brings the poem to a close with a bicolon, the dominant strophic 
form.5 2 It may be accidental that the poem comprises 2 X 22 lines. 
Note the (feeble) wordplay: bN-roN. 

4. Synthesis. The stanza-division adopted here is based on a 
combination of content (see above) and structural indicators. These 
indicators are the chiastic use of "ia—IIN in II (5a, 6b), the opening 
pivot-pattern in IV (11), the final tricolon in V (19), the tour or list in 
III (8-10) and the envelope figure marking off IV (11 and 14). Apart 
from the frequent word-pairs (mentioned already), the poem is 
strongly characterised by certain keywords which can be tabulated as 
follows: 

PLACE TRAPS LIGHT/DARK CALAMITY OTHER 
I 2a P p 

b 
3a 

b 
4a «pD 

b 
C DlpD 

II 5a -iiN i j n 
b E*N TOD 

6a briN - |ET! I I N 
b i: isn 

7a ?IN -ura 
b 

50. Gen 21,23; Isa 14,22; Sir 41,5; 47,22. 
51. Cf. Stuart, BASOR 221 (1976) 159-64. 
52. Noteworthy is the noun-verb parallelism here, of the form construct + genitive 

// construct + finite verb; see Grossberg, JBL 99 (1980) 483-84, and section 6.6, above. 

file:///Otfi
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TRAPS LIGHT/DARK CALAMITY OTHER 
III 8a n tn in 

IV l i a m r t a "-n 

2V1 TIN 

m o "1D3 

nr>x 
tao 

n n s : 

fern nin 

VI 

PLACE TRAPS 
8a n t n 
b nasty 

9a n o 
b • " D X 

10a p N tan 
b nna*JD 

11a 
b 

12a 
b 

13a 
b 

14a taN 
b 

15a "-pin pty 
b 

16a 
b 

17a p N 
b fin 

18a 
b tan 
c 

19a 
b 
c 

20a 
b 

21a pE*D 
b DipD 

Synonyms for PLACE (or dwelling-place) are distributed throughout 
all six stanzas, giving the poem its basic unity. The word Dipo (4c, 
21b) serves as overall envelope figure. Of the seven words for TRAP, 
none is repeated, and apart from the metaphorical use in 2a, they 
only occur in stanza III, making it a structural unit. Terms for 
LIGHT/DARKNESS are exclusive to stanzas II and V, just as terms for 
CALAMITY are only found in stanza IV. 

The mythical allusion in 13, in spite of its obscurity, lends some 
colour to the poem and also explains the real meaning of the 
expression 'King of Terrors'. It is noteworthy, on the other hand, that 
assonance is hardly present, and rhyme only occurs in 12 and 19a, 
perhaps unintentionally. 
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Jer 46,3-12 
This oracle was chosen because it is not too hackneyed an example, is 
not over-long, exhibits certain interesting poetic features5 3 and 
contains some unresolved difficulties which present a challenge to 
the advanced student. Furthermore, it can be precisely dated; the 
information provided in w . 1-2 points to the date 605BC. Analysis of 
the poem will follow the procedure and sequence outlined above in 
the section on M E T H O D . 5 4 

1. Delimitation. The two prose sections w . 1-2 and v. 13 which 
occur at the opening and close of the chosen text form the exterior 
limits of the poem. Vv. 1-2 introduce this oracle, while v. 13 intro
duces the following one. Whether the text itself is to be further 
subdivided into sections—whether as a set of poems or of stanzas of 
the same poem—remains to be determined (see paragraph 5, below). 

2. Segmentation. By applying the basic criterion of parallelism, the 
following segmentation seems to hold: 

quatrain: 7ab8ab 5 5 bicola: 3ab 
4ab 

tricola: 4cde 5bc 
5def 6ab 
9abc 6cd 
Habe 8cd 

lOab 
monocola: 5 a lOcd 

5g I lde 
(5h) 12ab 

12cd 

3. Inner-strophic analysis. For convenience of presentation the 
stanza division will be anticipated, and the poem set out stanza by 
stanza. 
stanza I (vv. 3-4) 

rtfXl )}Q 3a Prepare buckler and shield 
nonbDb b and advance to battle; 

53. Including alliteration, vertical and gender parallelism, personification, simile, 
assonance, wordplay and certain structural patterns. For the text cf. J.G. Janzen, 
Studies in the Text of Jeremiah (Cambridge, Mass., 1973) 58f, 79, 81, 108£, 112f. 

54. See conveniently J. Bnght, Jeremiah (AB 21; Garden City, 1965). Note also R. 
Bach, Die Aufforderungen zur Flucht und zum Kampf im vorexilischen Propheten
spruch (WMANT9; Neukirchen, 1962). 

55. Unless two couplets; see below. 
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D'DlDn 11DN 4a Harness the horses, 
D'BnBn Vwi b mount the stallions; 5 6 

D*1D*33 US'nni c In position, with helmets, 
D'noin i p i B d polish the spears, 
n n o n nsa1? e put on armour. 

3ab is a structural bicolon, with no real parallelism; the repeated final 
-a sound creates end-rhyme. The word p a recurs in 9d, perhaps as 
envelope figure. 

4ab is good synonymous parallelism. The staccato, two-beat verse 
continues to the end of 6, evoking the rhythm of war, the main theme 
here. There is a degree of alliterative assonance (BH-DD"*ID), but not 
marked. 4cde is a clear strophic unit in triple parallelism. Note 
assonantic o n a - i n lpna. The r r ending of the last word (ro'nDn) 
breaks the succession of D'" terminations, providing a surprise effect, 
perhaps to mark a minor structural division. 

stanza II (v. 5) 
W N 1 J?HD 5a What did I see? 

D s nn n a n b They are daunted, 
TrtN D'JD' c turning back. 

ins ' D n n u ' i d Their warriors hammered, 
ID' DUDl e in full flight. 5 7 

•'BPI Hbl f not even turning. 

3'3DD T l ' 0 g Ambush all round. 5 8 

mrr DH2 h Oracle of Yahweh. 

5a is a monocolon introducing a change of topic. Strictly speaking 
5bc is a single line in parallel with 5de: 

They are dismayed and have turned backwards. 
Their warriors are beaten down and have fled hastily. 

However, the dominant two-beat rhythm argues for the strophic 
arrangement adopted. In fact the four cola describe a sequence of 
events: fear—retreat—defeat—flight. It is difficult to determine 
whether 5/ belongs to the foregoing or forms a (structural) bicolon 

56. Not 'Mount, O horsemen' or 'Prance, horses' in view of parallelism and v. 9. 
57. For this reading, with enclitic mem, followed by inf. abs. and finite verb, cf. 

Freedman apud Bright: 1965, 301. 
58. 'Ambush': Bach: 1962, 51 n. 3; or simply 'terror'. 
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with 5g. 5g is a frequent formula (Jer 6,25; 20,3.10; 40,29; Ps 31,4) 
perhaps used here for assonance (3'2DD - I U B — O J ) . Sh is also a stock 
formula, here probably indicating a minor poetic division. 

stanza HI (v. 6) 
bpH DW bN 

"iiajn aba- bw 

m a i n : T by r m a s 
ibBJI ibtr/3 

6a The swift cannot flee, 
b the warrior cannot escape. 

c Up North, by Euphrates River, 
d they have stumbled and fallen. 

6ab is a couplet in perfect parallelism; the rhythm is now three-beat. 
In 6cd, on the contrary, there is vertical parallelism (as also in stanza 
VI) over two 2-beat lines. 

stanza IV (vv. 7-8) 
rhv -\tm m "a 

va-a TOW nnnjp 

nbi?" a n s a 

7a Who is this, rising like the Nile, 
b like rivers, their water a-surge? 

8a Egypt is rising like the Nile, 
b like rivers, its waters a-surge. 5 9 

p K rtB3« TftSH -iBNvl c He said: I will rise, covering land; 
r o -vv PIT3N d I will destroy the city and its dwellers. 

7a As sometimes happens, a new stanza begins with a simile. 
Together with 7ab, 8ab forms a quatrain (or double bicolon) which 
follows 'Sumerian' models exactly, as in: 

My city's increase is fish, 
its surplus fowl; 

Ur's increase is fish, 
its surplus fowl. 6 0 

stanza V (v. 9) 
D'DlDfl ibi? 9a Attack, horses! 

3 3 i n lbbnnm b Rage, chariotry! 

D"injn t o n c Away, warriors! 

JJD "E>Bn DiBi vra d Ethiops and Puntians: shield-wielders, 
e Lydians: bow-benders. 6 1 

59. Note the plurals of amplification. 
60. Text—from JCS 20 (1966) 139:25-26—cited conveniently in Lambert-Millard, 

Atr 159. 
61. Lit. 'treaders of the bow', i.e. archers. The second "E'en is probably a scribal 

error and has been deleted. 
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9ab The two-beat 'battle' rhythm has returned; the word-pair 331 // 
DID appears. As in 4 , the pattern is VP—NP for the first three lines. 
9de The structure here is unclear (and there may be textual 
corruption); is it a tricolon? The repeated -w-sound (eight times in 5 
lines) is intentional assonance. The overall stanza-pattern seems to 
be AA'-B-CC. 

stanza VI (v. 10) 
nirr "Jin1? wnn Dvm 10a That day belongs to Lord Yahweh of the 

niK32* Armies, 
mxD apinb nop" or b a day of vengeance, to avenge himself on 

his foes. 
ns>2En 3 i n rf-ONl c Devour, will the sword and be sated 

• D I D nniii d and drink its fill of their blood. 
e For, (it's) 

m u s s mrp 'nu 1 ? rot a sacrifice of the Lord Yahweh of the 
Armies 

JIBS p N 3 f in the Northland, 
m a i n : *;« g by River Euphrates. 

It is difficult to tell whether lOab constitute prose or poetry. In man 
both wordplay and allusion are combined, the reference, of course, 
being to Egypt ( D ' I X D ; cf. 11). The division of Wed is uncertain, and 
the imagery (dependent on Isa 34 ,5-6) is graphic. Note the succession 
of -a-sounds (eight in all). We opens with an extra-metrical "3 as 
anacrusis. 

stanza VII (vv. 11-12) 
l i a Climb Gilead, 

""IS vipi b and get storax, 
D"iso ro n"-in3 c virgin daughter of Egypt. 

niNBi n"3in tnvr> d You have multiplied medicines uselessly; 
-p PN n tan e no healing for you. 

-pi7P D"*" wav 12a Your renown, the nations have heard, 
p u n n«*JD inn i s i b the earth is full of your cry. 6 2 

"3 c For, 
ftW "11333 113" warrior stumbled over warrior, 
amiw Pa: m n - d together the two of them fell. 

llabc is a structural tricolon (perhaps forming a strophic unit with 
llde). The rootplay between rt>v and TUbi (etymologically unrelated) 

62. [ftp may either be the late Hebrew word for 'a shouter, crier', or simply the 
standard Hebrew for 'voice' ("Tip) with the afformative -(d)n common in Ugaritic 
nouns. See Freedman, apud Bright: 1965, 302, who cites L X X 'your voice'. 
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is followed by a pun: nx, 'balsam, storax'—onso, 'Egypt'—both 
times in mockery. 11c is a common formula. In llde the (ironic) 
imagery of healing is continued, reinforced by the assonance between 
rronn and niMSi, as well as by the play on the root roy (11a) in rrtpn 
'scar', lie is yet another formula which recurs in Jer 30,13. Matching 
of genders is used in 12ab to achieve the effect of merismus: 

'nations'(m.) + 'renown' (also m.) 6 3 

in parallelism with 'cry' (f.) + 'earth' (also f.) in a partially 
chiastic arrangement. 

After anacrusis (first word of 12c), the phrase ftBJi nuo of 6d is 
broken up to form the word-pair 'to stumble // to fall (in battle)', used 
with I U J , 'warrior' to evoke similar phraseology in the lament 2 Sm 1. 

4. Synthesis. The stanza-division, largely based on content, is 
reinforced by several features. Both II and IV open with a question 
(and IV also with a simile); V and VII begin with an imperative of the 
keyword (rf?p, see presently). There is evidently a break at v. 10, 
between V and VI, and the formula at v. 5h indicates stanza-closure. 
The ending of VI (v. lOfg) evokes the ending of III; the same applies 
to the closing lines of the poem. 6 4 The envelope figure—with 
repetition of ]io—marks off w . 3-9 (stanzas I-V) as a separate unit, 
perhaps a complete poem, with prose elements appearing at v. 10. 

Throughout, certain repeated words (keywords) occur. The most 
frequent is based on the root ro$?, 'to go up': 'mount' (4b), 'rising" (7a, 
8a), 'I will rise' (8c), 'attack!' (9a), 'climb' (11a), 'healing' ( l ie , 
literally 'overlay') and cf. isni (also 11a). Although not found in II, III 
and VI, this keyword does lend unity to the whole poem. The others 
are i « i (five times: 5d, 6b, 9c, 12c, 12c), and p « (three times: 8c, lOf, 
12b). 

As to literary form, the poem seems to be a doom oracle containing 
elements of the 'call to war'. 6 5 

63. Whether the word means 'voice' or 'crier' (see preceding note), the gender is m. 
64. The total number of cola (ignoring 5h as intrusive) is 45 (44 + 1) which may 

relate to poems in multiples of 22 lines. 
65. So Bach. 1962. J.R. Lundbom, Jeremiah: A Study in Ancient Hebrew Rhetoric 

(SBL Dissertation Series 18; Missoula, 1975) does not discuss these verses. 



CLOSING COMMENTS 

Having reached the end of a comparatively long survey, certain 
observations, or rather doubts, come to the fore regarding method 
and conclusions. Perhaps taxonomy has been overstressed in the 
foregoing pages, resulting in a degree of disregard for content. It can 
also be argued that poetry does not fit the neat categories outlined 
here, nor are the categories even complete. Since this is principally a 
workbook guiding the scholar to his or her own conclusions I have no 
worries on that score. If every possible aspect had been covered this 
book would have been too long and correspondingly boring. 

I have rather more diffidence now concerning the inclusion of 
Assyro-Babylonian poetic material than when I started, seven years 
ago. Partly this is due to the divergence between 'Canaanite' 
(Hebrew, Ugaritic, etc.) and Mesopotamian traditions.1 If anything, 
though, the present study points to this divergence so often ignored 
since similarities are more obvious to see. In particular, the three-line 
strophe (tricolon), staircase parallelism and the graded numerical 
sequence appear to be rare in Akkadian poetry2 whereas they are 
standard components of West Semitic verse. On balance, though, the 

1. It is premature, of course, to bring the Ebla discoveries into the picture, but they 
indicate such divergences to be less extreme, perhaps. Comments such as 'What can be 
asserted without hesitation is that the contacts between the Mesopotamian and Syrian 
areas were certainly intensive even in the specific fields which could be called cultural' 
(P. Matthiae, Ebla. An Empire Rediscovered [London, 1980; translated by C. Holme 
from 1977 edition] 159) certainly point that way. 

2. A particularly clear and perhaps unique example of the last-mentioned device 
comes from the incantation series Surpu (IV 60-66); it uses an extended form of the 
graded numerical sequence in combination with matching the number of deities 
mentioned in each line with the 'number' of that line, as follows. 

1 liptur Somas quradu First, may Shamash the warrior release; 
2 Upturn Sin u Nergal second, may Sin and Nergal release; 
3 Upturn Istar Ba 'u Anunttum third, may Ishtar, Ba'u and Anunitum release; 
4 Upturn Anum Enlil Ea Nintu fourth, may Anum, Enlil, Ea and Nintu release; 
5 Upturn Adad Ninurta Zababa fifth, may Adad, Ninurta, 

Tispak Ningtrsu Zababa, Tishpak and Ningirsu release; 
6 Upturn Uras Marduk Asan sixth, may Urash, Marduk, 

Asalluhi dGAL Tutu Asan, Asalluhi, GAL and Tutu release; 
7 lipturu Sibitti ilani rabuti seventh, may "The Seven', the great gods 

release . . . the bond . . etc 

(Text and translation as in Reiner, Surpu, 26-27; some recensions read lipsur I hpsuru 
for hptur I lipturu; the equivalent of d GAL is Ai or Humban, but some texts have dPA: 
Isum or Nabu). 
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Assyro-Babylonian poetic texts have not been excised if only because 
so many recent studies fail to take them into account. It is true to say 
that many aspects of poetry in any tradition (Canaanite, Meso-
potamian, even Egyptian and Arabic) have not been comprehensively 
examined—where, for instance, is there a detailed and full account of 
word-pairs in Akkadian verse?—so the last word has by no means 
been written or spoken on ancient Semitic verse. 

As I write these final remarks I am aware that the upsurge of 
interest in Hebrew poetry continues unchecked. Carmi's recent 
anthology of Hebrew verse is one example.3 The topic of metre is 
another; it has aroused interest and debate resulting in at least four 
papers in less than two years.4 Much remains for further research 
and deeper analysis; much that has long been accepted must face new 
challenge. The study of classical Hebrew poetry and of ancient 
Semitic poetry in general will long be a lively, absorbing and 
expanding discipline. 

3. T. Carmi, ed., The Penguin Book of Hebrew Verse (Harmondsworth, 1981). 
4. D. Pardee, 'Ugaritic and Hebrew Metrics', Wisconsin Symposium, 113-30; T. 

Longman, 'A Critique of Two Recent Metrical Systems', Bib 63 (1982) 230-54; M. 
Halle-J.J. McCarthy, 'The Metrical Structure of Psalm \yi\JBL 100 (1981) 161-67 
and J. Wansbrough, 'Hebrew verse: scansion and parallax', BSOAS 45 (1982) 5-13. In 
addition, see B.P. Kittel, The Hymns of Qumran. Translation and Commentary (Chico, 
1981). 
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a a' a'" '3-synonym' monocolon, 
172 

a / / ab pattern, 345 
a - b c / / a - c b , 203 
a—be / / b'c'—a' , 203 
a b / / b ' a ' , 203 
a b - c / / b ' a ' - c , 203, 204 
a b - c / / c ' - a ' b ' , 203 
a b - c d / / c ' d ' - a ' b ' , 203 
aba' chiastic line, 142 
aba' chiastic monocolon, 172 
aba—monocolon, 150,215,216,363, 

367 
abc 'standard' monocolon, 172 
abc/ /a 'b 'c ' , 119n.l3 
abc / / b'c' couplet, 174, 372 
abc / b'c' pattern, 362 
a b c / / c ' b \ 203 
abc / / c'b' couplet, 176 
a,b,c, / / c,b,a, 201 
abc / / c'b'a', 203 
abc / / c'b'a' pattern, 43 
A colon/cola, 136 
A-word, 129, 134, 136 
A / / A, 132, 133 
A // AB, 132 
A/A'/B, 178, 180-181 
A/A'/A", 178, 179-180 
AA'-B-CC pattern, 382 
AABCC sequence, 187-188 
A / / B , 135 
A / / B sequence, 357 
A / / B ! , B 2 , B 3 , etc., 134 
A-B pair (see word-pair), 128 
A-B sequence, 330, 356 
A-B terms, 136 
A-B (word-pairs), 144 
A B / / A , 135 
A/B/A, 178 

ABA', 181, 181n.61, 181n.62 
ABA hexacolon, 188 
ABA pattern, 369 
ABA strophe, 204 
ABA' strophe, 204 
ABA tricolon, 215, 215n.38 
ABA' tricolon, 187, 215, 369, 376 
ABAB sequence, 186 
ABAC sequence, 187 
A/B/B', 178 
ABBA quatrain, 185, 358 
ABBA quatrains, 194n.l02 
ABB'A' quatrain, 205 
A/B/C, 178 
ABC tricolon, 182-183 
ABCB pattern, 207 
ABCB quatrain, 186 
ABCBA pattern, 142 
ABCB'A' pattern, 187 
ABCCBA strophe, 188 
ABCC'B'A', 206 
ABCC'B'A' pattern, 248n.l04 
ABCCBD strophe, 188 
ABCDC'B'A' strophe, 188 
ABCDED'C'B'A', 206 
'a donkey's funeral', 313 
'above / / below', 376 
absence of prose elements, 57 
abstract / / concrete , 133 
abstract for concrete, 314-316 
accent, 1 In. 1 ,89 
acrostic(s), 8, 14, 25, 32, 33-34, 64, 

135, 189, 190-200, 358 
acrostic (as stanza marker), 163-

164 
'action and result' formula, 280 
action-result sequence, 282 
active/passive, 280 
Adapa Legend, 280n.30 
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adding style, 33, 72, 75, 81-82, 334 
additions, 295 
admonition, 27, 27n.29 
adverb surrogate, 327-328 
aesthetic effect, 31 
affermative -(àn), 382n.62 
affermative -n, 370n.33 
agglomerati ve style, 75 
Agusaya Hymn, 362, 362n.l4 
Akkadian, 7, 92 
Akkadian acrostics, 191-192 
Akkadian epic, 149, 351 
Akkadian metre, 93-94 
Akkadian: number parallelism, 144-

146, 147 
Akkadian poetry, 60, 123 
Akkadian poetry (anacrusis), 110, 

111 
Akkadian poetry: oral-formulaic, 76 
Akkadian poetry (word-pairs), 130, 

143 
Akkadian prose, 60 
Akkadian transcription of Ugaritic, 

94n.33 
Akkadian versification, 147 
Akkadian word-pairs, 130, 143 
alliterating consonants, 19 
alliteration, 25, 26, 34, 35, 44, 75, 

193, 196, 197,200,222,223,225-
229, 239, 240, 274, 275, 275n.l, 
330,362,362n. l3 ,363,369,375, 
377, 379n.53 

alliteration: effects, 228 
alliteration, functions, 227-228 
alliteration, initial, 173 
alliterative assonance, 142, 380 
alliterative clusters, 226 
alliterative pattern, 303 
alliterative rootplay, 26n.27 
alliterative set, 172 
allusion, 22, 25, 27, 27n.28, 33, 55, 

102n.52, 154n.l 16,267,299-303, 
316, 317n.l42, 366,368,371n.34, 
378, 382 

allusion: extra-biblical, 300-301 
allusion: functions, 302-303 
allusion: inner-biblical, 300 
allusion, literary, 303 
allusion, satirical, 302n.92 
allusion: types, 300-302 
alphabet, 28, 190, 193, 194 
alphabetic acrostics, 190-195 
alternating parallelism, 260 
Amarna, 5, 5n.5, 122, 146n.92, 146 

n.97 
Amarna Letters, 78, 149, 282 
ambiguity, 238, 246,249,249n. 108, 

275n.l, 304 
ambiguity, grammatical, 237n.57 
ambiguity, lexical, 237 
ambiguity, phonetic, 237n.57 
Ammonite, 5 
anacrusis, 43, 110-111, 119n.l2, 

176, 196, 196n.l07, 363, 367, 
369, 374, 382, 383 

anadiplosis (see terrace pattern), 
anadiplosis, 208, 208n.l4 
analysis, 11, 16, 16n.l4, 369 
analysis, stylistic, 17 
anaphora, 150, 276n.6 
Anath, 319n.l48 
ancient Near Eastern literature, 55 
animal names, 268, 272 
animal similes, 255n.l9 
anonymity, 82n.66 
answers, 340n.l96 
anti-congruence, proper, 117, 118 
anti-congruence, reflexive, 117,119 
antiphonal response, 275, 296 
antiphons, 298-299 
antithesis, 32, 35,125-126, 205,206, 

314, 315, 323 
antonyms, 140 
Anum, 284 
applause, 73 
approach, 18, 22 
Aqhat, 85, 85n.75 
Arabic, 95n.38, 151n.l03, 185n.76 
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Arabic poetry, 385 
Aramaic, 5, 5n. l , 144, 147n.l00 
Aramaic poetry, 103 
Aramaic poetry (word-pairs), 130 
archaic style, 281n.37 
archaic usage, 35 
archaising, 35, 371 
archaism, 35-39,46, 49, 56, 75, 82, 

112 
assertion, 341 j 
Ashurbanipal's coronation hymn, 

284n.44 
assonance, 10, 25, 34, 35, 50, 54 

n.109,74,75,184,212n.26,222-
225, 229,233, 274, 275,275n. l , 
285, 315, 315n.l35, 328, 330, 
369, 378,379n.53, 380, 382,383 

assonance, alliterative, 142, 380 
assonance, avoidance of, 223n.4 
assonance, chiastic, 224 
assonance: functions, 224 
assonance: typology, 223-224 
assonantal paronomasia, 243 
Assyrian custom, 302 
Assyrian hymns, 298 
Assyrian prayers, 298 
Assyrian royal texts, 301, 301n.90 
asymmetry, 114, 121, 123n.23, 202 

n.l 
Atrahasis, 84 
Athtar, 301, 338 
Atrahasis Epic, 8, 338 
audience, 26, 27, 78-79, 112, 138, 

219, 241, 246, 255, 296, 298, 
300, 308, 341, 356 

audience participation, 73, 140 
augmenting the refrain, 297n.70 
authentic material, 59, 59n.l30 
authenticity, 245 
author, 42, 198 
automatism, 149 
automorphism, 116,116n.5,119n.ll 
aural (see oral), 
avoidance of repetition, 330, 337 

B-A sequence, 356 
B colon/cola, 136 
B-elements, 134 
B-word, 129, 136 
Baal, 301, 303, 319n.l48, 337, 338, 

366n.20 
Baal-Cycle, 60, 85, 267 
Baal Epic, 145, 173, 218 
Babylonian acrostics, 192n.91 
Babylonian acrostic, 196n. l l0 
Babylonian cuneiform, 190n.87 
Babylonian epic, 93 
Babylonian hymns, 225, 298 
Babylonian scribes, 198 
Babylonian Theodicy, 65 ,199 ,191 , 

243n.90 
balance, 346 
ballast prepositions, 345, 347 
ballast prepositions reversed, 345 
ballast variant, 33, 82, 343-348, 

373 
ballast variant: function, 344, 346-

347 
ballast variant: functions, 346-347 
ballast variant reversed, 345 
ballast variant, simple, 344, 347 
ballasted stich, 347 
bard, 67-68,77, 79, 138, 140 
bards, 357 
batch, 162n.6 
battle rhythm, 382 
begadkepat letter, 102, 109 
belles-lettres, 300 
bicola, 199n.l27 
bicolon, 11 ,12 ,14 ,128 , 151, 174 
bilabial, 199n.l27 
bilingual proverb, 180n.56 
blank verse, 230 
blason, 165 
blessings, 120 
blessing formula, 331 
brachylogous, 322, 322n.l51 
break-up of stereotype phrase, 19, 

25,33,47,52,133n.45,134n.50, 
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145, 207, 286, 328-332, 374 
break-up: functions, 329-330 
break-up: recognition, 331 
broken construct chain, 34, 100, 

100n.49 
burdens, 299 
by-form, 29n.39, 366n.l9 

cacophony, 234n.48 
caesura, 89, 100, 107, 385 
Canaanite, 8, 151 
Canaanite pattern, 175 
Canaanite poem, 37n.63 
Canaanite poetry, 85n.79, 385 
Canaanite rhetoric, 149 
Canaanite tradition, 37 
canto, 14n.7 
case-endings, 95n.36, 100n.50 
catalogue^), 349, 350 
catalogue-poem, 233 
catchphrases, 206 
catchwords, 288 
causative-simple parallelism, 280 
centripetal 1, 366n.23 
change of speaker (as stanza-marker), 

164 
characteristics of oral poetry, 82 
chiasmus, 7, 8, 10, 25, 31n.50, 32, 

3 5 , 4 3 , 4 7 , 5 6 , 7 4 , 1 9 0 , 194,201-
208 ,211 ,214n.36 ,215 ,221 ,235 
n.52, 246, 248n.l04, 258, 274, 
275, 283, 316, 346, 356, 358, 
373, 375, 377, 383 

chiasmus, complete, 203 
chiasmus: functions, 205 
chiasmus, grammatical, 202 
chiasmus in Akkadian, 202, 202n.2 
chiasmus in Italian, 202n.l 
chiasmus in long passages, 206-207 
chiasmus in Ugaritic, 202, 202n.2 
chiasmus, incomplete, 283 
chiasmus, mirror, 203 
chiasmus, partial, 176, 202, 203 
chiasmus, semantic-sonant, 207 

chiasmus, split-member, 203 
chiasmus, typology of, 202 
chiastic bicolon, 369 
chiastic gender pattern, 124 
chiastic heptacola, 205 
chiastic hexacola, 205 
chiastic monocola, 204 
chiastic parallelism, 202n.l , 321 
chiastic pattern(s), 22, 33, 47, 51, 

118, 119, 135, 142, 164, 201-
208, 326n.l61 

chiastic pattern (of stress), 100 
chiastic pentacola, 205 
chiastic pentacolon, 187-188 
chiastic rhyme, 231 
chiastic sequence, 292 
chiastic terrace, 211 
chiastic tricola, 204 
chiastic tricolon, 181, 187, 205 
chiastic word order, 49 
chronological table, 40 
chronology, 200 
chorus, 296 
chorus-like repetition, 298 
clause predicator, 108, 108n.77 
clay cone, 301n.90 
clay tablets, 298n.74 
cliche, 265, 319, 319n.l47 
climactic effect, 148 
climactic sequence, 148 
climax, 148, 170, 183, 213, 219, 

220, 297, 346 
Climax, 213 
closure, 20, 28, 62-65, 160, 205, 

219, 342, 376, 377, 383 
closure (of stanza), 164-165 
closure, structural, 63, 64, 65 
closure, thematic, 63, 64, 65 
clustering, 149, 153, 255, 256, 257, 

339, 354 
clusters, 176, 284 
clusters of formulae, 83 
code, 308, 309 
code, idiolectic, 309n. 112 
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code, ironic, 309 
Code of Hammurapi, 60 
cohesion, 34,140-141,140n.79,141, 

227, 227n.l7, 350, 373 
cohesion, inner-strophic, 140 
cohesion, lexical, 140 
cohesive function, 369 
cola, 11,275 
collocation, 140, 141 
colloquialism, 38, 38n.68a 
colon, 12, 14, 104, 145, 332 
colon-initial, 197, 224 
colophon, 6n.9 
colour, 28 
commentaries, 17 
communication, 140 
communication theory, 72-73 
comparison, 20 
compensation, 343, 343n.204, 347 

n.213 
completeness, function of, 198 
composing poet, 219 
composition, 245 
compound alliteration, 227 
compound-forms, 238 
computer, 121 
concentric pattern, 187 
conciseness, 49 
congruence of gender, 258n.33 
congruence, proper, 118 
congruence, reflexive, 117, 118 
congruity of metaphor, 269 
conjugational variation, 279 
consonant alliteration, 225n.8 
consonants, 105 
constituent, 108, 108n.78 
constitutive alliteration, 226n. l l 
constraints, 106,108 
construct chain, 124, 125, 125n.26 
construct chain, broken, 232, 232 

n.42 
construct state, 320, 328, 329 
content, 60 
content (of epic), 84 

context, 238, 265, 265n.55, 273, 
304n.l00, 307, 308, 346, 363 

context, restrictive, 130 
context-linking effect, 245n.97 
continuity, 33 
contradiction, 76, 82, 82n.66 
control, 4, 32n.51, 240 
controls (of rhyme), 232-233 
converses, 140 
co-occurrence, 140 
copyists' errors, 42 
copula, 325, 326 
country levites, 77 
couplet(s), 9, 11, 63, 97, 128, 140, 

150, 158, 177, 190, 193, 194, 
279, 339 

couplet, introductory, 142, 154 
couplets, parallel, 137 
couplet with silent stress (see pivot 

pattern) 
Creation Myth (Babylonian), 323 
creation stories, 300 
criteria (for dating), 39 
criteria (for prose/poetry), 44-45 
criteria (for word-pairs), 128-129 
criteria, grammatical, 39 
criteria, stylistic, 39-40 
cuneiform sign, 191 
cure for hangover, 30 
curses, 120 
cycle, 14n.7, 28, 28n.32 
cyclic couplet, 211 

dagesft lene, 101, 102 
date/dating, 8, 8n.l6, 36, 38 ,39-41, 

374, 379, 374n.39 
David's lament, 297 
Dead Sea Scrolls, 299 
Death, 366, 366n.l9 
death-formula, 330 
deep structure, 88 
defeated expectancy, 112, 186 
definite article, 54, 54n . l l0 
definitions (word-pair), 128 
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delayed explicitation, 25 
delayed identification, 34, 336-338 
delayed identification: functions, 337 
delaying function, 368 
delimitation, 16, 18-19, 284-285, 

368, 374, 379 
demarcation, 197 
demonstrative pronoun, 38 
demythologising, 270 
denial, 206 
denominative (verb), 29 
density, 49 
density (of rhetorical questions), 

340, 340n.l97 
dependent nominal clause, 108 
Descent of Ishtar, 278n.21 
desonance, 225 
development of Hebrew poetry, 

329, 329n.l71 
deviation(s), 198, 201, 305-306 
device, dominant, 19, 369 
devices: non-structural, 273 
devices, poetic, 273-348 
devices: structural, 273 
devices using repetition, 274 
diachronic, 39 
diachronically, 35n.56 
dialect, 8,37, 159n.l30,222,362n.l4 
diaphor, 271n.82 
dictation, 70 
diphthongs contracted, 37, 38 
discourse, 115 
display of skill (function), 198 
distant parallelism, 366 
distribution, 221 
disautomatisation, 112 
dittography, 50n.97 
Divina Commedia, La, 229 
divine names, 332 
divine title, 214n.34 
dominant device, 19, 369 
dominant strophic form, 377 
dominant word, 287 
double acrostic(s), 196, 196n.l l0 , 

200 
double ballast variant, 343-344,345 
double-duty see ellipsis, 
double-duty k, 257 
double-duty modifier, 214,214n.34 
double-duty nouns, 304 
double-duty particles, 304 
double-duty prepositions, 304 
double-duty pronouns, 304 
double-duty suffixes, 304 
double-duty verbs, 304 
double entendre, 241, 244 
double meaning, 241, 242n.81 
doublets, 44 
drama, 83n.68 
dramatic effect, 279, 341 

Ea, 337 
East Semitic, 175, 370n.31,n.32 
Ebla, 384n.l 
Ebla (Tell Mardikh), 78 
Ebla Tablets, 370n.31 
echo alliteration, 227n.l7 
echo inclusio, 284 
economy, 49, 251, 317 
economy, principle of, 72 
economic text, 351 
effect, 32 
Egyptian, 27n.31, 151n.l03 
Egyptian music, 74n.26 
Egyptian poetry, 337n.l89, 385 
eight-line stanza, 164, 194, 197 
eight-stanza poem, 162 
Elamite, 7 
eleven-line poem, 199 
eleven-line stanza, 191 
eleven-line strophe, 189 
ellipsis, 19, 46, 48, 56, 176, 221, 

255, 257, 259, 260-261, 303-
306, 321, 365n.l7 

ellipsis: definitions, 303-304 
ellipsis (in parallelism), 152, 153, 

155 
ellipsis (of verb), 175, 214 
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ellipsis, non-verbal, 175 
ellipsis, phonological, 304n.lOO 
ellipsis, syntactic, 304n.l00 
elliptical, 321n.l51 
elliptical form, 365n.l7 
emendation, 4, 59, 218n.46 
emphasis, 126, 127, 135, 224, 225, 

279, 285n.46, 356n.34 
emphatic lamedh, 376n.46 
emphatic negation, 279 
emphatic waw, 49 
enclitic mem, 38, 49 
end-assonance, 367 
end-repetition, 274, 276-277 
end-rhyme, 22, 25, 53 ,56 ,184,230, 

231, 362 
end-stopping, 75, 89, 332-333 
enjambment, 8, 19, 23, 25, 27, 34, 

75, 82, 89, 114n.2, 332-335 
enjambment: effects, 333-334 
enjambment: functions, 335 
enjambment, integral, 334 
enjambment, periodic, 334 
enjambment, progressive, 334 
enjambment: types, 334 
enjambment, violent, 334 
envelope construction, 373n.38 
envelope figure (see inclusio), 
envelope figure, 20, 34, 47, 52, 53, 

56, 65, 192,220, 248n.l04, 274, 
275, 282-287, 294, 375, 376, 
377, 378, 383 

envelope figure, complete, 284 
envelope figure: function, 284-285 
envelope figure: functions, 285n.46 
envelope figure, partial, 284 
envelope figure: types, 284 
epanadiplosis, 208n.l4 
epanastrophe, 208n.l4 
epic, 45, 59, 60, 83-86, 289 
epic, literary, 83-84 
Epic of Atrahasis, 65 
Epic of Erra, 8 , 8 4 , 1 4 7 
Epic of Gilgamesh, 8, 10, 42, 147 

epic, traditional, 83, 84 
epiphor, 271n.82 
epistrophe, 276n. l0 
epithet, 83, 150, 266 
epithetic parallelism, 347 
epithetic repetition, 210 
epithetic word-pair, 219n.51 
ergot incantations, 212 
ErraEpic, 8 ,9,84,147,170,212,356 
Esarhaddon, 147n.99 
Etana Legend, 301 
EtanaMyth, 289n.60 
etymological pun, 244 
etymology, 245 
euphemism, 309 
euphony, 222n.2, 234n.48 
exaggeration, 318 
exercise tablets, 191 
expanded colon, 150n. l02,156,209 

n.16 

expanded repetition, 344-345, 347 
expanded sequence, 186n.80 
expansion, 212n.26,349-350,349al 
expectancy, 64, 305 
explanation, 35n.54 
expletive, 33, 34, 82, 132, 174, 344, 

347, 372 
expletive function, 219 
expressions, stereotyped, 136 
expressions, stock, 137 
extended noun-phrase, 48 
extended simile, 2 5 7 , 2 6 0 
extended terrace, 211 
extension, 81, 349 
extension of numerical pair, 146 
extralinguistic markers, 307 
extra long line (closure), 165 
extra-metrical, 362, 382 
extra-metrical prose, 170 
extremely short line (closure), 165 
eyes, 28, 28n.33, 28n.34 

Fable of the Fox, 243a86 
fables, 302, 302n.92 
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factitive-passive sequence, 282 
Feast of Atonement, 79 
Feast of Ingathering, 79 
Feast o f Passover and Unleavened 
Bread, 79 
Feast of Weeks, 79 
feedback, 64, 73 
feminine, 346 
feminine rhyme, 229, 230-231 
festivals, 77 
fiction, 83n.68 
field, semantic, 128n.29 
figura etymologica, 238 
figurative language, 55, 251, 314 
filler (see expletive), 219, 344 
final total, 352 
finality, topic of (closure), 165 
five-line stanza, 193 
five-line strophe, 187-188, 189 
five-strophe poem, 142 
'fixed + variant' word-pairs, 134 
fixed pair (see word-pair), 
fixed pair, 128, 136, 137, 314, 316 
flick, 89 
Flood, the, 339 
Flood Epic, 171 
flood stories, 300 
fluidity, 298n.73 
focus, 350n.3 
folk-songs, 36 
folk poetry, 15 
folklore, 85n.75 
foot, 88, 89 
footstool, 301 
foregrounding, 113, 265, 265n.52 
form, 60 
form (of epic), 84 
form-criticism, 142n.83, 294 
formula, 33, 59, 74,74n.29,75n.30, 

81, 136, 156, 220-221, 281n.37, 
329, 374, 381, 383 

formulae, 19, 36, 83 
formulae, Homeric, 137 
formulaic language, 85n.81 (p. 86) 

formulaic pair, 9n.20 
formulaic pairs, 51n.l01 
formulaic (poetry), 66 
formular (word-) pair, 134 
four-line stanza, 193 
four-line units, 190 
four-strophe division, 248n.l04 
frame, 292 
frame-words, 285 
framework, 33 
framing, 283 
framing effect, 113n.95 
freedom, 357 
funeral chant, 79 
function, 3n.7, 20, 31, 32, 33, 34, 

35, 30-35, 239, 287, 365 
functions, 26 
function, cohesive, 209 
function, dramatic, 253n.l5 
function, enargaeic, 228 
function, endstop, 228 
function, explanatory, 246n.99 
function, incantatory, 279n.22 
function: inevitability, 211, 212 
function, magical, 210 
function, metrical, 132, 229 
function, mnemonic, 228 
function of simile, 257 
function, ornamental, 256n.99 
function, principal, 140 
function, religious, 253n.l5 
function, representational, 270-271 
function: reversal, 320 
function, rhetorical, 229, 233 
function, structuring, 253n.l5, 295 
function: to create poetry, 210 
function: to create tension, 209 
function: to denote duration, 209 
function, vocative, 228 
functions: abstract for concrete, 314-316 
functions, expressive, 205 
functions of acrostic, 197-199 
functions of gender-matched syno

nyms, 125-127 
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functions of imagery, 252-253 
functions of inversion, 357-358 
functions of keywords, 288 
functions of metre, 111-113 
functions, non-structuring, 279 
functions of number parallelism, 

147 
functions of staircase parallelism, 

153-156 
functions of triple synonyms, 173-

174 
functions of word-pairs, 138 
functions, rhetorical, 279 
functions, secondary, 140 
functions, structural, 205, 233, 

261 

gap, 306 
gapping, 48, 257, 306 
gapping (of verb), 214 
gender, 31 ,50n.97,52,53 , 123,124, 

125, 125n.26, 184n.72, 221, 345-
346,346,365n.l7,n. l8,371,376, 
376n.48 

gender-matched parallelism, 321, 
323, 324, 356-357 

gender-matched synonyms, 47, 50-
51, 65, 214n.36, 314, 375, 376 

gender-matching, 236n.56, 316, 365 
gender-matching parallelism, 367 
gender chiasmus, 206 
gender parallelism, 56, 147, 176, 

246, 314, 346, 379n.53 
gender-pattern, 43-44,44,187,189, 

220, 278n.l8, 365 
gender-pattern, chiastic, 52 
gender-patterns (as stanza markers), 

164 
gender reversal, 118 
Geniza Fragments, 365n.l6 
genre, 6n. l0 , 360 
geo-political pun, 246n.99 
gesture, 234n.48, 307, 355n.22 
Gezer calendar, 371 

Gilgamesh, 310 
Gilgamesh Epic, 8 ,10 ,42 ,147 ,173 , 

218, 309, 313, 318 
Gilgamesh Cycle, 84 
glossary, 7 
glossary (of metrical terms), 88-90 
gloss, 59, 174, 177, 256n.24 
glosses, 106 
goatskin, 15 
Gradatio, 213 
graded numerical sequence, 33,144, 

147, 149, 384n.2 
grammatical deviation, 265n.52,317 

n.141 
Greek alphabet, 200 
Greek classical poetry, 160 
Greek poetry, 73 
Greek song, 336 
Greek verse, 136 
grid, 296 
ground (of metaphor), 263 
ground of comparison, 254 
guild, 77 
Gula Hymn of Bullutsa-rabi, 362 

n.15 
gusle, 73 

Hanukkah, 79 
haplography, 30, 376n.45 
harmony, 126 
'head to toe' sequence, 165 
Hebrew inscriptions, 35n.60 
Hebrew verse, oral origins of, 136 
hemistich, 11 ,12 , 14 
hendiadys, 196, 139n.78, 321, 324-

328, 369 
hendiadys, appositional, 143, 327, 

332 
hendiadys: development, 327 
hendiadys: functions, 328, 327-328 
hendiadys as hyperbole, 328 
hero, 84 
Hesiod, 336 
hexacola, 13, 188 
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hexacolon, 177n.42, 187n.83 
hidden puns, 247 
high style, 109 
higher strophic units, 188-189 
Hittite, 42, 147n.l00 
Hodayoth, 233n.44 
Homer, 66, 336 
Homeric verse, 336 
Homeric poetry, 66, 74n.27 
Homeric epic, 85 
homographs, 237n.58 
homonyms, 56n. l l4 , 78n.47, 237, 

238, 242, 247n.l00 
homonymy, 237 
homophones, 237n.58 
Huray, 353 
Hurrian cult song, 80n.57 
Huso, 336 
hymn, 6, 6n. l3 , 8, 60, 65, 167 
Hymn to Ezida Temple, 317 
HymntoGula , 289, 350n.4,351n.8 
Hymn to Ishtar, 9n.l9 
Hymn to Ninurta, 9, 9n. l9 
hypallage, 275n.l 
hyperbole, 33, 34, 55, 316-321, 327 
hyperbole, extended, 317n.l42 
hyperbole: functions, 319 
hyperbole, numerical, 320 
hyperbole: types, 319 
hyperbolic metaphor, 270, 273 
hyponym, 130, 131, 132n.39 

iamb, 88 
ictus, 88n.4, S9 
identical word-pairs, 274, 279n.23 
idiolect, 222 
idiom, 188n.84, 306 
image, 294, 318 
imagery, 25-26, 29, 55, 213, 251-

272, 251-254, 270, 287, 310, 
356, 372, 376 

imagery, ironic, 383 
images, 303 
imitation, 236, 236n.55 

immediate repetition, 274, 277 
improvisation, 66, 71, 74, 260, 327 
incantation, 6, 6n. l2 , 60, 212 
Incantation (Serpent), 7 
incantations, Akkadian, 145 
inclusio (see envelope figure), 
inclusio, 79n.48, 274, 283n.42, 285 

n.48, 286, 295 
inclusio, strophic, 283n.43,285 
incremental repetition, 150n.l02, 

279 
indicators (for prose or poetry), 46-

55 
indicators (of hendiadys), 326 
Indo-European, 229 
Indo-European verse, 98 
inevitability, 126, 213n.29 
inflexion, 238 
initial total, 353 
inner-discourse cohesion, 356n.34 
inner-strophic analysis, 19, 23, 369, 

374, 379-383 
insertion, 177 
insertions, 295 
instruction, 198n. l l6 
Instructions, 27 
inter-line linkage, 227n.l9 
interlinear terminal juncture, 89 
intermeshing (poem/poetic devices), 

273 
interplay of poetic devices, 273 
interruption of sequence, 280-281 
intertextuality, 63n.l35 
intonation, 307 
introductory formulae, 164 
introduction to speech, 170 
invariants, 119, 119n.ll 
invented words, 233 
inventing (words), 234 
inventiveness, 357 
inversion, 31n.49, 44, 44n.80, 56 

n.119, 127, 135, 246, 275n.l, 
356-359 

inversion of gender-matching, 127 
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inversion of state, 127 
inverted ballasted prepositional (word-) 

pair, 51 
inverted construct chain, 356 
inverted pattern, 124 
ironic language, 308 
irony, 55, 275n.l, 306-312, 313, 

341 
irony, dramatic, 308, 311 
irony: effect, 308 
irony: function, 309 
irony, situational, 308, 308n.l08 
irony, verbal, 308, 308n.l08 
irreversible binomial, 143 
Ishtar, 266, 303 
Bum, 309n. l l3 
isocolic principle, 176, 343 
isolated line, 168, 169 

Janus parallelism, 159 
Jeremiah, 341, 341n.l99 
Jeremiah (Book of), 340-341 
Jewish-Aramaic, 370n.31,n.32 
Job (Book of), 164, 340, 340n.l97 
juncture, 333 

juxtaposition technique, 271 

kap, 194 
Keret, 85, 85n.75, 353 
KeretTale, 220, 356 
key word-pair, 142 
keynote, 292 
keywords, 18, 22, 34, 187, 185, 193, 

195, 1%, 198, 213, 274, 275, 
283, 287-295, 365, 373, 377, 
383 

keyword (as stanza-marker), 164 
Kilamuwa Inscription, 5n.2 
kitharis, 73, 73n.26 
Krt (=Legend of Keret), 321 
Lamashtu, 266-267 
lament, 98 ,246 , 312,363 
lament (psalms), 166-167 

laments, 120 
language, standard, 112 
law of increasing members, 173, 

315, 343 
laws, 55, 120 
lay-out, 45 
legend, 6, 6n. l0, 84 
Legend of Keret, 60 
lenition, 100 
letter-counting, 95 ,105-106 
level, 26 
level, linguistic, 140 
level(s), 43 ,58 
levels in MT, 17 
lexical item, 24, 140, 141, 287, 370 
lexical items (rare), 49 
lexical sets, 140 
life-cycle (of oral tradition), 70n. l6, 

71 
limerick, 100 
limits (of poem), 23 
line, 12, 15, 97, 333, 334 
line-endings, 233, 362 
line-form analysis, 55,107-109, 306 

n.102 
line-forms, 47 ,119-120 , 204 
line-pair, 12 
line pattern, 83 
line-type, 107, 120 
linear reading, 64 
lineation, 7, 14, 15n . l l , 105, 106, 

290 
linguistic anachronism, 37 
linguistic principles, 58n.l22 
linguistics, 263, 359 
link, 279, 355, 365, 367 
link (effect of rhyme), 233 
link (function), 245 
link-alliteration, 369 
link function, 224, 373, 375, 376 
link repetition, 179 
linking feature, 184 
Unking function, 292 
Ust, 33, 34, 35n.53, 158, 173, 319 
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n.146, 349, 350-356, 363, 365 
list, meristic, 322, 323 
lists, alphabetic (of word-pairs), 135 
lists, numerical, 352 
lists of body-parts, 353 
listener, 265 
literal meaning, 306, 307 
literary criticism, 3, 42 
literary form, 166-167, 295 
literary structure, 193n.97, 294 
literary tradition, 134, 300 
litotes, 317, 317n.l40 
liturgical, 298 
liturgical addition, 105,106 
liturgical background, 295 
liturgical festivals, 79 
love-poems, 353 
LXX, 43, 44, 218n.47, 382n.62 
lyric, 83n.68 

Mami, 337, 339 
Mandaean, 370n.31 
Maqlu, 60 
maqqef , 101, 101n.51, 102, 104 

n.58 
Mari, 5, 5n.6, 85n.79 
marker permutation, 308n. 111 
masculine, 346 
masculine rhyme, 231 
Masoretic text, 42 
Masoretic vocalization, 222 
Masoretes, 222n.l 
melody, 92n.22 
mem, 228n.23 
mem, enclitic, 380n.57 
memorisation, 113 
memorising (of poetry), 198, 198 

n.116 
memorising, 70 
memory, 140, 246 
merismus, 31, 31n.50, 32, 125, 135, 

135n.56,183, 184,184n.70,205, 
206,313,316,321-324,328,329, 
330, 351a9 , 365, 367, 376, 377, 
383 

merismus, explicit, 321 
merismus: functions, 323-324 
Mesopotamia, 7, 42, 84 
Mesopotamian music, 74n.26 
Mesopotamian poetry, 151 
metaphor, 19, 55, 57, 81, 234n.48, 

251, 252, 254, 255, 263-272, 
273, 275n.l, 306, 310, 314, 317, 
319, 377, 378 

metaphor, conceptual, 264 
metaphor, conventionalised, 264 
metaphor, creative, 264 
metaphor, extended, 269-270, 271 
metaphor, frozen, 264n.50 
metaphor functions, 270-271 
metaphor, hyperbolic, 269, 270 
metaphor, legal, 271, 272 
metaphor, lexicalised, 264 
metaphors, mixed, 269 
metaphor, presentational, 271 
metaphor recognition, 268-269 
metaphor, referential, 264 
metaphor, semantic, 264 
metaphorical expression, 29 
metaphorical hyperbole, 270n.76 
metaphors in series, 269, 270 
method, 288 
metonymy, 133n.46, 269, 321 
metre, 8, l l n . 1 , 34, 42, 46, 47, 50, 

56, 64, 69n.l3, 122, 136, 176, 
214, 221,275n. l , 299, 333, 335, 
347,351,359,362n. l3 ,385,385 
n.4 

metre, alternating (stress), 103 
metre, ancient Semitic, 91-92 
metre, fixed, 95 
metre, mixed, 112n.93 
metre, quantitative, 106n.66 
metre, Ugaritic, 94-97 
metrical pattern, 347 
metrical patterns, asymmetrical, 98 
metrical patterns, regular, 98,101 
metrical patterns, staccato-like, 98 
metrical patterns, symmetrical, 98 
metrical set, 90 
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metrical slot, 74 
metrics, 200 
midpoint o f poem, 205 
mime, 84n.73 
mimicry, 234, 234n.47, 235 
miniature poem, 164 
minimal pair, 99 
mirror symmetry, 202n.l 
Mishnaic Hebrew, 18Sn.76 
mixed forms (of poetic device), 273 
mixed metaphor and simile, 260 
mnemonic devices, 200 
mnemonic value, 192 
Modern Hebrew, 233 
Modern Hebrew poetry, 356n.33 
monocola, establishing, 169 
monocolon, 12, 14, 53, 65, 168-

174,182n.63,366,367,374,379 
monocolon, climactic, 171,171-172 
monocolon, closing, 171 
monocolon in Akkadian, 170-171 
monocolon in Ugaritic, 170 
monocolon, introductory, 162,171, 

177 
monocolon, subtypes, 172 
monosyllables, 95n.36 
morpheme analysis, 233 
Mot, 319n.l48 
motif, 81, 269 
motif, narrative, 85 
motivation, 342 
M T , 299 
music, 72, 73-74, 73n.25, 80, 80 

n.55, 80n.56, 80n.57, 95 
musical instrument, 92n.22 
musicians, 80, 80n.56 
myth, 84 

Nabu, 192, 192n.91, 266 
name wordplay, 244 
narrative, 55 
narrative poem, 6, 6n . l0 
narrative verse, 75 
near-alliteration, 225 

near-homonyms, 238 
near-rhyme, 229 
near-synonyms, 140, 243 
negation, 32, 206, 341 
Neo-Assyrian, 147n.99, 210n. l9 , 

270n.31 
Neo-Punic, 59n.l27 
Nergal, 266 
New Moon celebration, 79 
Ninurta, 353, 355 
'Nisaba and the Wheat', 240 
noise, 279 
nominal clause, 48n.91, 157 
nominalisation, 157 
nominalised form, 56 
nonverbal communication, 307n.l04 
non-chiastic hexacola, 188 
non-metrical poetry, 109 
non-repetition, 326 
non-use o f repetition, 277n. 14 
noun-adjective combination, 82n.66 
noun-gender, 238 
noun-verb parallelism, 346n.208, 

377n.52 
noun in bound state, 101 
number-riddle, 79n.51 
number parallelism, 356, 358 
numerical sayings, 353 
numerical sequence, 149 

object-marker, 54 
observation, 26 
octocola, 188 
Old Aramaic, 370n.32 
one-stanza poem, 162 
onomatopoeia, 25, 27, 32, 34, 75, 

222, 224, 224n.7, 228,234-237, 
369 

onomatopoeia: function, 236 
opening (of stanza), 164-165 
oracle(s), 79, 166, 363, 365, 377 
oral/aural, 46 
oral component, 340n.l97 
oral composition, 82n.66, 283, 317 
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oral delivery, 341, 356n.34 
oral poet, 51n.l01 
oral poetic tradition, 298n.73 
oral poetry, 6 ,66-86 ,236,241 ,245 , 

255, 297, 324 
oral poetry (and word-pairs), 136-

141 
oral poetry, Mesopotamian, 83 
oral stage, 69, 300 
oral style, 334 
oral techniques, 340 
ornamental alliteration, 226n. l l 
orphan line(s), 168n.l7, 169 
oscilloscope, 87 
overlap, 32n.51, 33, 131, 132, 147 
oxymoron, 307n.l05, 312-313 
oxymoron: effect, 313 

panel writing, 290n.64 
paradox, 148 
parallelism, 2, 7, 8, 19, 32, 34, 46, 

49, 56, 58, 82, 85n.81 (p. 86), 
109, 121, 125, 126, 179, 202n.l, 
218, 221, 258, 274, 314, 325, 
327n.l64, 328, 329, 333, 333 
n.181, 343 

parallelism, antithetic, 114 
parallelism, as criterion, 379 
parallelism, chiastic, 51, 323, 324 
parallelism, classification, 119 
parallelism, climactic, 150n.l02 
parallelism, consecutive, 180 
parallelism, distant, 283, 286 
parallelism, gender, 132n.41 
parallelism, gender-matched, 7, 31, 

33, 35n.53, 47, S3,123-128 
parallelism, grammatical, 114,119, 

121, 159n.l30, 127 
parallelism in Ugaritic, 97 
parallelism, incomplete, 343n.204, 

176 
parallelism, Janus, 156 ,259 
parallelism, noun-verb, 156, 157-

158, 157n.l23 

parallelism, number, 180, 46, 65, 
135, 144-149 

parallelism, numerical, 279, 282 
parallelism, other types of, 156-159 
parallelism, persistent, 50 
parallelism, repetitive, 150n.l02 
parallelism, sing.-plur., 315 
parallelism, staircase, 34, 39, 46, 

150-156, 279 
parallelism, staircase: typology, 150-

152 
parallelism: structural, 334, 114n.2 
parallelism, synonymous, 174 ,114 
parallelism, synonymous-sequential, 

156, 157, 157n.l21 
parallelism, syntactical, 110 
parallelism, synthetic, 114 
parallelism, vertical, 156 ,158 
parallelization of selfsame verbs, 

279-280, 282 
parallel pair (see word-pair), 128 
parallel patterns (of tricola), 178 
parallel terrace, 212 
parameters, 265 
parameters, neutralised, 265-266 
parameters, reinforced, 265 
parataxis, 33, 75n.32, 81n.64, 81, 

81n.64 
parody, 33 
paronomasia, 225n.9,238,242-243 
partial acrostic, 192, 193, 199 
partial alliteration, 225n.9 
partial chiasmus, 372 
partial descriptions, 353-354 
particles (as stanza-markers), 164 
parts of body, 30, 30n.47, 271 
pattern, rhythmic, 108 
patterns of stress, 98 
pausal form, 14, 15 
pausal forms, 19n.21, 99, 99n.47 
pause, 121 
pause, final, 121 
pause, full, 120 
pause, slight, 120 
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pentacolon, 13, 157,187-188 
pentastich, 13 
performance, 32, 33 
personification, 267, 269, 270, 379 

n.53 
philological notes, 28-30 
philology, 17,253 
Phoenician, 5, 5n.2, 162n.6, 376 

n.49 
Phoenician, cursive, 200 
Phoenician tricolon, 177n.41 
Phoenician word-pairs, 143 
phonotactics, 234n.45 
phrasal break-up, 56 
pilgrim songs, 79n.53 
pitch, 8 7 , 9 0 
pivot pattern, 46, 150, 194, 214-

221, 363, 365n.l8, 376, 377 
pivot pattern: extended forms, 218 
pivot pattern: functions, 218-219 
pivot pattern: types, 218 
pivot-patterned bicolon, 181n.61, 

197 
pivot-patterned couplet, 99, 164 
pivotal word, 214, 214n.34 
'plea and response' formula, 280 

n.31 
poem, 14, 30, 32, 33, 135, 141n.80, 

142n.83, 161, 273,275,277,283, 
284, 287, 379 

poem, reading through a, 115 
poem-structure, 297 
poet, 27, 32 ,33 , 125, 136,198,246, 

279, 300 
poet, improvising, 138 
poetic devices, 25,273-348 
poetic diction, 36 
poetic fragments, 51 
poetic grammar, 275n.l 
poetic technique, 8 
poetry, ancient Near Eastern, 16 

n.14 
poetry, Canaanite, 132 
poetry, Hebrew, 131 

poetry, liturgical, 113 
poetry, parallelistic, 136 
poetry-prose, 186 
polar word-pairs, 321, 322-323 
polysemantic pun, 238, 240n.71, 

241-242, 247 
polysemy, 159n.l28, 237, 239n.64, 

247 
polyvalency, 237 
portmanteau word, 244 
practicalities, 18 
practice alphabets, 191n.89 
praise psalms, 166-167 
prayer, 6, 6 n . l l , 60 
prayers, 120 
prayer for rain, 302 
prayer to Gula, 220 
prayer, Ugaritic, 360, 360n.3 
preliminaries, 20 
pre-metrical theory, 105 
principle of economy, 324 
principle of stanzaic mobility, 166 
principle of thrift, 324 
professional minstrel, 85 
progressive actions, 184 
progressive numerical formula, 282 
progression, 173n.31,174 
prohibition, 206 
prominence, 87, 89 
pronunciation, 92,92n.l9,159n.l30, 

222 
pronunciation (of Ugaritic), 235n.49 
prophetic writings, 300 
prophets, 77 
prosaic elements, 37, 38, 45 
prose, 7,146n.97,147,155,210n.l9, 

351 
prose elements, 54 
prose embedding, 59 
prose or poetry, 44-62, 382 
prose-poetry, 218, 306 
prose particles pruned, 58 
prosodie analysis, 89 
prosody, 7, 89, 97 
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prosody, Hebrew, 103n.53 
prosody, principles of Ugaritic, 97 
prothetic aleph, 179n.53 
proverb, 246, 319, 309 
proverbs, 8, 31n.49, 36, 120 
psalms, 36 
Psalter, 229 
pseudo-couplet, 27 
pseudo-sorites, 213 
psycholinguistics, 151n.l01 (p. 152), 

156, 177, 306, 337 
Pughat(u), 301 
pun, 185n.75, 238, 383 
puns, 275n.l 
pun, polysemantic, 241 
punctuation, 15 
Punic, 5 
punning repetition, 238 ,242 
Purim, 79 
Puzur-Ashur III, 301n.90 

qinah, 98, 107, 108, 176 
qinah metre, 363 
qtl/lyqtl, 279-280 
quasi-acrostics, 7, 26 ,111, 199,200 
quasi-acrostic, Ugaritic, 195-196, 

196n.l07 
quasi-keyword, 366 
quatrain, 8, 9n.l9, 12, 13, 14, 23, 

159, 162, 185-187, 289, 337, 
355n.23,363,367,372,374,375, 
379, 381 

quatrains, 194 
quatrain stanzas, 189 
quantifiers), 45 
quantitative, 93 
questions, 78 
quintet, 13 
Qumran, 42, 42n.76 
Qumran Cave 4, 5n.l 
Qumran Hymns, 385n.4 
Qumran literature, 175 
Qumran texts, 176 
quotation, 275n.l,n.4, 359n.41 
quotation (stanza closure), 165 ] 

rank, 284 
rare words, 233 
Ras Ibn Hani, 6n . l2 
Ras Shamra, 341 
reaction to bad news, 319n.l47 
reader, 265 
reading (a poem), 17-18 
ready-made, 344 
reciprocity, 224 
recitation, 198 
recognition (of poetry), 45-46, 58 
reconstruction, 4, 57-59 
reconstruction (of poetry), 45-46 
recurrence, 170 
recurrence (of word-pair), 137 
redundant pronouns, 347 
reference, veiled, 303 
reflexive congrvence, 202n.l 
refrain, 13 ,13n .6 ,20 ,32 ,34 ,65 ,78 , 

151, 154, 206, 215, 216, 217, 
274, 276n.l0, 283, 286, 295-
299, 301, 310 

refrains, 170, 275n.l 
refrain (as stanza-marker), 163 
refrain, climactic, 298 
refrain: functions, 296-299 
refrain-like repetition, 298 
refrain, strict, 295 
refrain, variant, 58, 295-296 
regular metrical pattern, 101 
regularity, 46, 50, 50n.98 
regularity (of strophe, stanza), 161, 

162 
relation, semantic, 140-141 
relative particle, 54 
remnant of nominal case, 38 
repeated component, 187 
repeated words, 24, 287-288 
repetition(s), 20, 22, 23, 25, 33, 47, 

34, 35, 52-53 
repetition, 56, 58, 59, 72, 75, 82, 

172, 187, 195, 208, 209, 212, 
218,229,230,230n.28,239,273, 
274-282, 287, 288, 294, 296, 
361,363,367,373,375,376,383 
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repetition (and text criticism), 42-
43 

repetition avoided, 279-280 
repetition, expanded, 132n.43 
repetition-initial, 274 
repetition of sound, 274 
repetition-patterns, 275 
repetition, pure, 275 
repetition-series, 277n.l6 
repetition, triple, 53 
repetition, types, 275-278 
repetitive elements, 51 
repetitive pattern, 219 
repetitive series, 281 
repressed reference, 34, 300, 302 
retroactive reading, 64 
retrospective patterning, 64,165n.9 
reversal, 32, 53, 206,221, 246, 307, 

316, 330-331, 344, 345, 346 
reversal, gender, 118 
reversal (of word-pair), 131 
reversal, semantic, 118 
reverse sequence, 174 
reversed root play, 196n. 111 
re-vocalisation, 58 
rhapsode, 74n.26 
rhetoric, 5n.5, 263n.46 
rhetorical connection, 285n.46 
rhetorical questions, 273, 338-343 
rhetorical questions, extended, 339-

340 
rhetorical questions: frequency, 340 
rhetorical questions: functions, 341-

342 
rhetorical questions in pairs, 339 
rhetorical questions in series, 339 
rhetorical questions: origin, 340 
rhetorical question: triple, 339,340-

341 
rhetorical relationship, 130n.36, 

130-131 
rhetorical style, 109 
rhyme, 27, 35, 47, 53, 74, 75, 222, 

229-234, 274, 274n.l , 328, 367, 

378 
rhyme, functions of, 233 
rhyme-fellow, 229 
rhythm, 46, 85n.81 (p. 86), 87, 89, 

91, 234n.48, 275n.l, 328, 351, 
380, 381, 382 

rhythm, free, 9 3 , 9 5 
rhythmic flow, 173 
rhythmical variation, 93, 93n.29, 

94 
riddle, 2 5 , 2 6 , 2 7 
role reversal, 356 
root, 279 ,284 ,285 
root repetition, 244n.93 
root-meaning, 250 
rootplay, 195n.l06, 228, 238, 239-

241, 244, 383, 382 
run-on line, 89 
run-over line, 333 

sabbath, 79 
safeguards, 238 
samek, 194n.l02 
Sargon I, 8 
Sargon II, 60 
Sargon's Annals, 302 
sayings, 120 
scansion, 91, 100, 385n.4 
scansion, in Ugaritic, 94n.35, 98 
scribal schools, 78, 78n.46 
Sea Peoples, 6 
seconding, 121 
segmentation, 16, 19, 23, 154, 169, 

368-369, 374, 379 
segmenting, 14 
segholates, 99 
selection, 16-17 
selective listing, 321 
self-contained poem, 176 
semantic ABBA quatrain, 186 
semantic pattern, 175 
semantic set, 204n.4 
semantic theory, 128n.29 
sentence structure, 7 
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semi-acrostic, 192 
semi-chiastic strophe, 306 
semiotics, 308n . l l l 
sequence, 33, 116-119, 129, 355 
sequence, A//B, 129 
sequence inverted, 103 
Serbo-Croatian, 67 
serial addition, 349 
sestets, 188 
seven-line stanza, 197 
seven-line strophe, 197 
shared consonant, 30n.48, 376n.45 
Sheol, 270, 366 
Shipwrecked Sailor, Egyptian story 

of the, 151n.l03 
sign, 116-119, 121 
silent stress, 176,214,215,214n.35, 

376 
simile, 25, 33, 34, 35, 55,65, 76, 81, 

251, 254-262, 271, 273, 317, 
319, 349, 379n.53, 381, 383 

simile, closing, 261 
simile, cumulative, 255, 259 
simile, essential, 255n.20 
simile, explicit, 259 
simile, extended, 255 ,256 ,257 ,262 
simile: functions, 261-262 
simile, Homeric, 255, 262 
simile, hyperbolic, 266n.57, 318-

319 
simile, inverted, 255n.20, 260n.38 
simile, linking, 261 ,262 , 262n.45 
simile, omissible, 255n.20 
simile, opening, 261 
simile, repeated, 255 
simile, simple, 258 
simile, stylised, 255n.20 
simile, types of, 255 ,258-260 
similes: clustering, 255 
similes, cumulative, 258-259 
similes in series, 259 
similes, inverted, 260n.38 
similes, paired, 258 
simple alliteration, 226-227 

singers, wandering, 139 
singing, 96 
single-line strophe, 169 
six-line stanza, 193 
six-line strophe, 188 
sixains, 188 
skill (of poet), 112 
slot, 296 
social context (of performance), 76 

n.35 
social setting, 79-80, 79n.49 
sonant, 89 
Song of Deborah, 229 
songcraft, 226n.l0 
songs, 79, 120 
sorites, 212-213 
sorites, catastrophic, 213 
sorites, numerical, 213 
sorites, transmissional, 213 
sound-imitative words, 234 
sound-patterns, 25, 34, 47, 53-54, 

75, 82 
sound spectrography, 87 
Southslavic song, 336 
spacing, 15 
special effects, 129 
special techniques (of composition), 

68 
speech, 218 
speech-opening function, 154 
speech rhythms, 335 
speeches, 120 
speech patterns, 333 
spelling, 39 ,238 
split couplet, 169 
split word-pair, 366 
spontaneity, 70-71 
staccato-like metrical pattern, 98 
staccato metre, 184 
staccato style, 34 
staccato tricolon, 178 
staccato verse, 380 
staircase parallelism, 8 ,44 , 50,208, 

215,216,337, 356,358-359,384 
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standing pair (see word-pair), 128 
stanza, 11, 12, 13, 14, 23, 32, 137 

n.61, 160-168, 188, 197, 218, 
261,275,277,283,284,296n.68, 
363, 365 

stanza demarcation, 183 
stanza-division, 193 
stanza-divisions, 297 
stanza (eleven-line), 57 
stanza-markers, 163-164 
stanza-marking, 219 
stanza, Ugaritic, 161 
stanzaic mobility, 165-166 
stanzaic unity, 164 
stave, 162n.6 
stela, 15 
Step Gate, 301n.90 
stereotyped passage, 354 
stereotype phrase, 329 
stich, 12 
stichography, 15,15n.ll 
stichoi, 96 
stichometry, 7 , 1 4 , 2 7 , 9 0 , 1 3 4 , 1 5 4 , 

192, 195, 197, 221, 224, 304 
stichos, 11, 12, 343n.204 
stock expressions, 112 
stock simile, 318 
story-teller, 77 
stress, 1 l n . l , 73, 87, 93, 93n.29, 88, 

95, 101, 100,102, 89, 90 
stress-based metre, 103 
stress-counting, 103-104 
stress, indicators of, 99 
stress-mark, 102 
stress-pattern, 97, 99, 209, 214 
stress-patterns, 107 
stress, phonemic, 99 
stress, secondary, 97 
stress, silent (see also silent stress), 

99 
stress theory of Hebrew metre, 97-

103 
stress-unit, 93, 214 
'strong warriors / / mighty men', 

362n.l2 
strophe, 11 ,12 ,13 ,14 ,32 ,154 ,197 , 

218, 160, 275, 295, 299, 332 
strophic = stanza, 189 
strophe, definition of, 162 
strophes, 233n.44 
strophic pattern, 34 
strophic patterns (as stanza-markers), 

164 
strophic structure, 231 
strophic unit, 177 
structural analysis, 21 
structural chiasmus, 369 
structural features, 248, 248n.l04 
structural functions (monocolon), 

170-172 
structural indicators, 50-53, 377 
structural pattern, 175 
structural patterns, 304 
structural tricolon, 181, 182, 382 
structure, 20, 27n.29, 32, 33, 279, 

288, 289-290, 290 
style, 3, 59, 47, 249, 340 
stylistic trait, 111, 320 
stylistics, 3 
sub-function, 32 
sub-types of keyword, 287 
successive parallelism, 326 
suffix, 231 
Sumerian, 7, 8, 42, 144, 147n.l00, 

282, 353, 381 
Sumerian (lament), 20 
Sumerian poetry, 337n.l89 
summative words, 287n. 5 3 
Sun-god, 303 
superlative, 301 
superlative (divine name as), 50n.99 
surface structure, 88 
surprise, 126 
surprise element, 252, (252n.6) 
survey, ln . l 
suspended word, 214 
suspense, 34, 258, 262, 337 
sustained ambiguity, 247 
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sustained series, 280-281 
SVO language, 49, 49n.95 
syllable, l l n . l , 104 
syllable-counting, 104-105,109,95 

n.38 
syllable, stressed, 88 
syllable, unstressed, 88 ,103 
symmetry, 46, 50, 50n.98, 96, 114-

119,121,123n.23,190,190n.86, 
202n.l, 230n.29, 282, 372 

symmetry breaker, 34 
symmetry, mirror, 118 
symploce, 277n.l3 
synchronic, 39 
synchronically, 35n.56 
syncope (of vowels), 103n.54 
synecdoche, 133n.46, 324, 328 
synonym, 279, 281 
synonym substitution, 281 
synonymous expression, 142 
synonymous parallelism, 372, 373, 

374, 380 
synonyms, 140, 289 
syntactic analysis (and metre), 106-

109 
syntactic sequence, 187 
syntax, 47 
synthesis, 20, 371, 377-378, 383 
Syria, 42, 84 
Syriac, 370n.31,n.32 
Syriac poetry, 103 

tablet, 6n. l3 , 299n.78 
tablets, 8 
taboo expressions, 330 
taboo themes, 303 
taboo topics, 303 
tabulation, 16,19-20, 22, 23, 288 
Tale of Aqhat, 60 
taw, 199n.l27 
taxonomy, 384 
technique, 263 
technique, poetic, 130 
techniques, 1 

telescoping, 279, 281, 281n.37, 281 
n.39, 307n.l05 

Tell Fekheriyeh, 5n.l 
temple schools, 80 
tension, 3In.50 
ten-line strophe, 189 
tension, 34, 335 
tenor (of metaphor), 263 
tercet, 13 
terminology, 160 
terminology (word-pair), 128 
terrace pattern, 33, 39, 208-213, 

208n.l2, 356 
terrace (pattern), 34, 150 
terrace pattern: functions, 209-210 
terrace pattern: variations, 211-212 
tetracola, 13 
tetracolon, 13, 14 
text, 20, 265n.55 
text-criticism, 253 
textual change, 30 
textual changes, 141 
textual criticism, 41-44 
textual correction, 228n.26 
textual problems, 360 
textual tradition, 332 
texture, 111, 112 
'The Worm and the Toothache', 

211-212 
thematic keyword, 289n.58 
thematic words, 288 
theme, 67n.5, 68, 72, 75, 81, 288, 

371 
theme-words, 287n.54 
theory, 1, 214 
theory (of number parallelism), 144 
thought-unit, 104 
thrift, 33, 251 
thrift, principle of, 72 
three-beat line, 97, 375, 381 
three-beat metre, 369 
three-line staircase parallelism, 151, 

156 
three-line strophe, 384 
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three-synonym cola, 33, 35n.53 
three-synonym colon, 172 
three-synonym monocola, 356 
three-synonym monocolon, 358 
timelessness, 28n.32 
to open stanza, 341, 347 
tone, 87, 90, 103 
topic, 370, 380 
total, 322 
totality, 174 
tour, 35n.53, 141, 375, 375n.44a 
tours, 173, 349-350 
tradition, 70 
translation, 17, 21 
transmission, 41 
trochee, 88, 93, 93n.29 
tricolon, 8, 12, 13, 14, 47, 53, 56, 

65, 169, 1 7 0 , 7 7 7 - ^ 5 , 187, 193, 
194, 230, 261, 363, 366, 367, 
369, 374, 377, 379 

tricola, 98, 197, 199n.l27, 339 
tricolon, closing, 162 
tricolon: functions, 183 
tricolon, typology of, 178 
triple parallelism, 257n.28, 380 
triple rhetorical questions, 180 
triple simile, 256, 256n.23, 256n.26 
triple similes, 180 
triple synonym, 141 
triple synonyms, 172 
triplet, 13 
tumbling verse, 227n.l7 
turn, 238, 239 
twenty-two bicola poem, 192 
twenty-two line poem, 28, 383n.64, 

199 
twenty-two line poems, 383n.64 
two-beat line, 96 
two-beat rhythm, 382 
two-beat staccato verse, 112 
two-beat verse, 380, 381 
two-line staircase parallelism, 151, 

152 

Ugaritic, 92, 94, 133n.45, 134, 134 
n.50,135n.51, 141, 153, 158,159 

Ugaritic (letter-counting in), 105 
Ugaritic metre, 385n.4 
Ugaritic mythology, 301 
Ugaritic narrative poetry, 145 
Ugaritic narrative verse, 288 
Ugaritic: number parallelism, 144-

146, 147 
Ugaritic numeral, 149 
Ugaritic poem, 360-362 
Ugaritic poetry, 60, 123, 128, 129, 

130, 168 
Ugaritic poetry (anacrusis), 110 
Ugaritic poetry: oral-formulaic, 76 
Ugaritic prose, 60 
Ugaritic script, 243 
Ugaritic tradition, 139 
Ugaritic verse, 150 
Ugaritic word-pairs, 143, 144 
Ugaritism, 37 
understatement, 317, 317n. 140 
unit, 108, 108n.79 
unstress, 88, 93n.29 
unusual vocabulary, 56 
unusual word order, 56, 100 
upward sequence, 355 
Utnapishtim, 220, 310 

variants (of poem), 76, 82 
variant refrain, 64 
variation (in staircase parallelism), 

153 
variation in prose order, 275n.l 
Veda, 282 
vehicle (of metaphor), 263 
verb-deletion, 175n.36 
verb-gapping, 46, 48, 48n.93 
verse design, 90 
verse instance, 90 
verse-line, 14, 90, 9 0 n . l l , 93, 104 
verse patterns, 2, 72, 34, 201-221, 

315 
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verse, sung, 95 
verse type, 90 
verse-unit, 13, 94n.35 
versification, 6, 91, 97, 139 
versions, 193n.98 
version (Greek), 220n.52 
vertical parallelism, 158, 379n.53, 

381 
vocabulary, 19 ,46 ,47 ,49 ,193 ,194 , 

196, 236 
vocalic alephs (Ugaritic), 94 
vocalic rhyme, 223n.3 
vocalisation, 103 
vocative, 155, 214 
vocative /, 38 
vocative lamedh, 49 
vocative y-, 362 
voice, variation of, 280 
vowel alliteration, 225n.8 
vowel counting, 103-104 
vowel length, 104 
vowel repetition, 223 
VSO language, 49 

Wasf, 272 
waw, 199n.l27, 220n.55 
waw, consecutive, 54 
wine, sparkling/effervescent, 29n.40 
Wisdom sayings, 113 
Wisdom poem, 193 
Wisdom tradition, 300, 340 
wise women, 77 
woman with tambourine, 77 
women singers, 77 
word, l l n . l , 90, 104 
word boundary, 88 
word-class, 238 
word-initial alliteration, 226, 227 
word-cluster, 95, 94n.35 
word-complex, 103 
word-foot, 103-104 
word-group, 101 
word-order, 7, 49, 46, 236, 238, 

281, 281n.33, 307, 363 

word-pairs, 19, 27, 31, 33, 54n.l09, 
3 4 , 3 6 , 4 4 , 4 6 , 51, 52, 53, 56 ,72, 
81,128-144, 190,274, 275,286, 
303, 316, 320, 326, 344, 345, 
346, 350, 350n.3, 356, 357-358, 
358, 374, 376, 383, 385 

word-pair(s), 327, 328, 329 
word-pairs, alliterative, 228 
word-pair, alliterative, 377 
word-pairs and hendiadys, 139n.78 
word-pairs, antonymic, 131-132 
word-pairs, associative, 132 
word-pairs, augmented, 132, 133 
word-pairs, classification of, 130-

136, 130n.35 
word-pairs, correlative, 132 
word-pairs, dictionaries of, 138-139 
word-pair, distant, /34-135,134n.50 
word-pairs, epithetic, 133, 135,141 
word-pair, extensions of, 141 
word-pair, extension of numerical, 

146 
word-pair, first element significant, 

139 
word-pairs, 'fixed and variant', 134 
word-pair: formulaic, 136-137 
word-pairs, formulaic, 139n.73 
word-pair, formular, 134 
word-pairs, functions of, 138, 139-

141 
word-pairs, identical, 132,133-134, 

129 
word-pairs in Akkadian, 130 
word-pairs in Aramaic, 130 
word-pairs in Phoenician, 130 
word-pairs in Ugaritic, 130 
word-pair, inversion, 138 
word-pair, key component in poem, 

142 
word-pair, lexical, 146 
word-pairs, lists of, 129-130, 138-

139 
word-pair, metaphorical, 133 
word-pair, numerical, 33 
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word-pairs, numerical, 135, 320 
word-pairs, parallel (and oral poetry), 

136-141 
word-pairs, paratactic, 232 
word-pairs, polar, 323, 377 
word-pairs, repetitive, 132,133-134 
word-pairs, reversed, 35 ,135 
word-pairs, rhyming, 232 
word-pair, second element significant, 

139 
word-pairs, synonymous, 131, 144 
word-pair, synecdochic, 133 
word-pairs, traditional, 136 
wordplay, 7, 33, 47, 54n.l09, 78 

n.47, 184-185, 194, 194n.l02, 
222, 237-250, 21 A, 314, 316, 
362,368,369,369n.28,376,377, 
379n.53 

wordplay, complex, 244 

wordplay: functions, 245-246 
wordplay on names, 244 
word-triplet, 180 
word unit, 106 
writing, 69, 84 
writing prophets, 140 
written poetry, 68-70 
written stage, 300 

Yammu, 30n.47 
yearly feasts, 79 
yiqtol = past tense, 49 
yod/yad, 194 
yqtlllqtl, 279-280 
yqtl-qtl I qtl-yqtl sequence, 39, 122 

zero substitution, 281 
zeugma, 275n.l 

2 

INDEX OF NUMERICAL REFERENCES 

2 + 2 metre 98 4 + 4 stresses 369 
2 + 3 metre 98 4 + 5 metre 98 
2 + 2 + 2 98 4 + 4 + 3 98 
3 + 2 metre (see qinah) 98, 108, 111 4 + 4 + 4 metre 98 
3 + 2 metre 333, 98, 100 5 + 4 metre 98 
3 + 4 metre 98 5 + 5 metre 98 
3 + 2 + 2 metre 98 22 bicola poem 192 
3 + 3 + 3 metre 98 22-line frame 28 
4 + 3 metre 98 22-line poems 28, 199, 383 
4 + 4 metre 98 n.64 



Index of Biblical References 409 

3 
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Genesis 
w 47, 50, 53, 

303 
1,5 47, 99, 51 
1,10 53 
1,16 45, 45n.87 
1,20 46 
1,26 300 
1,27 180 
4,23-24 80n.56 
4,24 145, 320 
5,1-2 46 ,47 
5,1 53 
6,5-7 290n.64 
7,11 61 ,62 
9,6 80 
9,7 62, 186n.78, 

207 
11,1-9 61 
11,1 144n.84 
11,4 318 
12,1-3 47 ,62 
12,6 322, 353 
13,11 372n.36 
18,4 317n.l40 
21,23 377n.50 
24,60 146 
25,8 330n.l75 
25,23 79 
27,27-29 79 
27,28 133, 135, 

267 
27,29a 186 
27,39 133, 135, 

182, 183, 
205 

27,40 79 
28,17 51, 53, 

330n.l75 
28,20 48n.93 
29,34 52 

30,43b 47 
31,47 246n.99 
31,49 24611.99 
31,52 47 
32,20 300 
32,23-33 246n.99 
33,4 300 
35,11 47 
35,15 300 
35,29 330n.l75 
37,8 46 
37,24b 46 
37,33 46, 47 
39,6 46 
40,16-17 182 
49 1, 2 7 , 4 0 , 7 9 , 

82n.65, 
108n.76, 
163, 166, 
183, 245, 
246, 270, 
270n.75, 356 

49,6 159n.l28, 
268 

49,6a 126, 127 
49,7 187 
49,8 182, 183 
49,9 212, 310 
49,10-14 310 
49,10 187 
49,11 29n.38, 32, 

124, 134, 
264 

49,12 24 ,28 
49,14-15 303n.99 
49,15 125 
49,16 244 
49,17a 127 
49,22 152, 154, 

155 
4 9 3 212 

49,26 159, 
159n.l28 

49,27 51, 181, 183 
49,33 330n.l75 
50,2 370 
50,26 370 

Exodus 
2,1-10 53 
3,8 267 
14,8 51 
15 1, 40, 

108n.76, 
111, 56, 299 

15,2 325 
15,4 132 
15,6-7a 15 In. 106, 

154, 
155n.l20 

15,6 151n.l09 
(p. 152), 296 

15,7 302 
15,11 151n.l06, 

151n.l09 
(p. 152), 
153, 154, 
296 

15,12 58 
15,14a 326 
15,15 268 
15,16 151n.l06, 

151n.l09 
(p. 152), 
154, 326 

15,20 80n.54 
15,21 77 
16,12 46, 48, 51 
20,5 147 
20,23 47 
21,23-25 47 
22,28a 338 
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Exodus (cont.) 22,17 56n. l l7 154, 155, 
24,16 281n.38 22,20 56n. l l7 178n.46 
26,7 174 28,13 47 5 1 ,40, 
26,10 174 28,23 53 80n.54, 81, 
26,12 174 32-33 108n.76 81n.64, 85, 

32 40, 40n.74 108n.76, 
Leviticus 32,2-3 259 143, 245, 

49, 56 32,4 178n.43,179 254, 356, 
5,2 374n.43 32,7a 98 362 
5,6 374n.42 32,10b 98 5,3 151n.l06, 
19,32 47 32,11 260 154, 155 
20,25 373n.43 32,14 29n.39, 125, 5,7 151n.l09 
21,13 56n. l l7 126,264n.49 (p. 152), 153 
22,4 56 32,15b 108 5,12 44n.84, 77, 
26,19 48n.93, 53 32,16 203 133, 

32,24 178n.46 151n.l06, 
Numbers 32,29 178n.46 151n.l09 
12,6-8 47, 54, 32,30 145, 146 (p. 152), 

54n.l09,188 32,37-38 311 154, 277 
18,15 373n.43 32,43 104 5,15 375n.44 
21,17-18 79 33 40, 82n.65, 5,17 324 
21,18 343 101n.51, 5,19 346 
21,29 125, 127, 163, 166, 5,22b 112,236 

175 166n.l2, 5,23 209 
23-24 40, 108n.76 270, 356 5,25 139n.76, 
23,7 205 33,6 163, 178n.43 171, 187 
23,7c-8a 186 33,10 77n.40, 175 5,28-29 311 
23,18-24 200 33,12 280 5,28 344 
23,18 133 33,13-17 163 5,30 145, 148-
24,3 152, 154 33,13 171 149, 
24,4 330 33,14 124 151n.l06, 
24,5 154 33,17 146 154, 311 
24,8e 240n.72, 246 33,18 98 9 164, 303 
24,15 152 33,18b 175 9,8-15 206, 47, 51-
24,16 330 33,26b 176, 203 52,62 
24,18 204 33,29 124 11 56 

11,25-26 341n.l99 
Deuteronomy Joshua 11,34 77, 80n.54 
4,18 47 6 281n.38 11,37 56n . l l7 ,370 
8,15 241n.74 11,6 53 11,40 77 
21,8 329n.l65 13-16 85 
22 56 Judges 13,3 52 
22,14 56n. l l7 4,18 46, 50 ,150 , 14,12-18 79 
22,15 56n. l l7 151n.l06, 14,14 241, 249 
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Judges (com.) 
15,16 151n.l06, 

242 
16,23-24 79n.80 
19,23 213 

1 Samuel 
2 
2,1-10 
2,1 
2,2 
2,10 
2,25 
3,17 
8,3 
9,3 
10,12 
13,2 
15,22b 
18,6-7 
18,7 
18,7b 
18,8 
21,4 
21,8 
21,12 
25,31 
26,7 
26,12 

2 Samuel 
1 

1,19-27 
1,19fr. 
1,19 
1,23 
3,29 
1,25 
1,27 

sa 
520 
12,25 
13,12 

183 
18 
286 
180,182 
286 
47, 51 
51 
47, 53 
174 
46 
372n.36 
218 
80n.54 
146n.95 
175, 176 
146n.95 
262 
268 
146n.95 
329n.l66 
56 
46, 47, 50 

13n.6, 
108n.76 
13,206 
297,297n.70 
296 
158 
47 
296 
296 
50 
47 
78n.46 
213 

13,25 
14,1-20 
18,19-

19,53 
19,1 
19,5 
20,2 
20,16-22 
22 
22,7 
23,3 
23,4 
23,5 
24,12 

1 Kings 
2,31 
5,11 
5,29 
8,50 
12,8 
19,10 
19,14 
20,22 
22,15 

2 Kings 
4,16 
9,32 
10,1 
10,5 
19,20 
19,23 
19,26 
19,28 
24,15 

213 
77 
363 

363 
363 
133 
77 
82 
124 
219 
258, 261 
224 
372n.36 

329n.66 
53 
46 
48n.93 
78n.46 
61 ,62 
6 1 , 6 2 
46 
308 

213 
145 
78n.46 
78n.46 
376n.49 
174 
175 
175 
268 

Isaiah 
1-12 1, 143, 254, 

259n.37,262 
1 40, 83 
2 8 3 , 4 0 
1,6 321 
1,8 258 

1,11 
1,16-17 
1,18 
1,21-26 
1,23 
1,27 
2,2 
2,3 
2,4 
2,6-22 
2,10 
2,11 
2,12-16 
2,17-18 
2,19 
2,20 
3,2-3 
3,4 
3,5cd 
3,8 
3,15 
3,18-23 
3,18-22 
3,18ff. 
3,24a 
3,25 
4,1 
4,3-6 
4,5 
5,2 
5,5 
5,7 

5,8-23 
5,10 
5,14 
5,20 
5,24-29 
5,24 
5,25 
5,29 
5,30 
6,10 
6,12-13 
7,1-6 

350 
350 
224n.6 
206 
243n.89 
221 
43n.79 
361n.l0 
120, 236 
207n.l0 
269n.73, 328 
204, 297 
322, 352 
297 
328 
228 
350, 351 
320 
320 
228 
204 
231, 353 
233 
322 
125, 127 
314, 319 
319 
47, 52 
330 
345 
186 
124, 124, 
246 
111 
320 
270n.79 
134, 188 
261 
204, 236 
182 
44n.81, 124 
236,261n.44 
188, 204 
345 
47, 52 
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Isaiah (com.) 
7,8 358n.39 
7,10-17 47, 52 
7,19-20 228 
8,1-4 47, 52 
8,6 243 
8,10 172 
8,15 227n.l7 
9a 129 
9,3 103 
9,5a 228 
9,10 240, 246, 

365n.l6 
9,11 295 
9,16 295 
9,20 295 
10,1 204 
10,4 204 
10,4a 323 
10,5 232 
10,9 339 
10,14 235 
10,15 339 
10,18 321 
10,27-32 245 
10,27c- 199, 

34 199n.l23, 
245n.95 

10,28 352 
10,33-34 303 
10,33 58 
11,1-9 79 
11,1-8 168 
11,1 203 
11,2 352 
11,4 4 3 , 126n. 

245 
11,4b 323 
11,5 42n.77 
11,6-8 352 
11,8 24 
12 163 
13,5 337 
13,10b 206 

13,11 204 
13,12 243 
13,14 258n.32 
13,21 352 
14 309 
14,1-3 47, 52 
14,8 182 
14,9 268 
14,11 303 
14,12 309-310, 

310n. l l4 
14,14-15 129 
14,20-21 205 
14,25 346 
14,29 24 
14,30 203 
15,3 302 
15,6 180 
15,9 219 
16,6-12 207 
16,8 204 
16,10 79 
16,11 185 
17,6 145 
17,12 234, 239 
17,14 51 
18,6 124 
19,1-4 293, 363-

366 
19,1 301 
19,2 352 
19,3 352 
19,8-9 352 
19,8 100 
19,13-15 48 
19,16-20 47, 52 
21,1-10 168 
21,1 177 
21,2b 13 
21,5 98 
21,11-12 79 
21,11 79 
21,12 233, 

322n.l52 

22 47, 52 
22,1 302 
22,2 249 
22,5 224, 232, 

233 
22,6a 49 
22,8-9 228 
22,8b-ll 52 
22,13 65 
22,15-25 52 
22,17 249 
22,18 249 
22,22 203 
23,7 221, 268-

269, 269n 
23,11 337 
23,16 111 
24,2 127 
24,3 219 
24,4-5 48 
24,6 226n.l6 
24,16 239 
24,17 212n.26, 

224, 233 
24,18 125, 204, 

212 
25,5 137n.66 
25,5b 259 
25,7 182, 206, 

249 
26,5 357n.37 
26,15 151n.l09 

(p. 152) 
26,20 345 
27,2-3 331 
27,5 204 
27,7 249, 339 
27,11b 206 
28-33 ln.2, 40 
28,7 134 
28,8 127, 310 
28,9-13 277n.l7 
28,9ff. 112 
28,9 316 
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Isaiah (com.) 30,13-14 288 34,19 221 
28,10 277 30,17 240n.72 35,5-6 350 
28,12 187 30,21f. 242n.79 35,5 204 
28,13 277 30,26 288 35,7 241 
28,14 311 30,27-33 284 36-39 40 
28,15-18 206 30,27- 355 37,24c 174 
28,15-17 271 28a 37,28 174 
28,15 56n . l l 4 , 57, 30,28 242n.79 38,10-11 246 

124, 30,31 182, 204 38,10 240 
269n.73,303 31,1 243 38,11 208, 209, 

28,16 301, 345 31,2 243, 345 240 
28,17 127 31,8 240 ,246 38,12 328 
28,18 204 32,1 43, 249 38,16 328 
28,20-21 269 32,2 259 38,18 306 
28,22 65, 311 32,3-6 355 40,3 127, 224 
28,23 186n.80, 328 32,3 204, 205 40,4 240, 246 
28,24 219 32,6 43n.79, 203 40,9 172 
28,26 337 32,8 242n.79 40,12a 202 
28,29 219 32,10 204 40,13 332 
29,1-3 207 32,16 323 40,15-17 301 
29,2 286 32,19 239n.67 40,22 240n.72,301 
29,3 284 33,1 249 40,26b 205 
29,3b 285 33,4 203, 243, 40,27 142n.83 
29,4 125, 241, 

357n.37 
345 40,28-31 142 125, 241, 

357n.37 33,5 288 40,28 342 
29,5 137n.66, 33,7 125 41 227n.l7 

284, 286 33,8 337 41,2 124,127 
29,6 236, 284 33,9 327 41,4 323 
29,7 284, 286, 33,11 52 41,6-7 228 

315, 327 33,16 288 41,8 135, 172, 
29,9 285, 328 33,17 337 358 
29,10 285 33,18 315 41,12 227n.l7 
29,13-14 19 33,20 345 41,14 125 
29,14 19 33,22 231, 337 41,18 331 
29,15 242n.81 33,24 288 41,19 322, 352 
29,16 249, 286 34 302 41,22 204, 377n.50 
29,17 203, 211 34,3-4 224, 320 42,3-4 240 
30,1 38n.69, 233, 34,6-7 311 42,4 127, 203 

242 34,7 356n.37 42,10 81 
30,6-7 337 34,9 357 42,15 186 
30,7 319 34,10 221 43,2 345 
30,8 331n.l78 34,11 232, 303 43,16 127 
30,10 186 34,13 43, 127 44,3b 127 
30,12 316 34,14 232 44,7 186n.80 
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Isaiah (com.) 
45,7 186 
45,15 302n.92 
46,1-2 311 
46,4 331 
47,1-3 270 
47,1 357 
47,3 204 
47,5 270 
47,6 56 
47,7 331, 

331n.l78 
48,1 204 
48,19 318, 320 
49,13 330 
49,18 203 
49,22 123, 204 
49,23 357n.37 
49,24 339, 340 
50,1 341 
50,2 340n.l96, 

341 
51,1-11 207 
51,2 346, 158 
51,3 183, 205 
51,3b 182 
51,6 259 
51,10 300 
51,11 188, 200 
51,17 44n.82 
51,19 326 
51,22 44n.82 
52,1 277 
54,1 158 
54,2 32, 127 
54,9 261 
55,1 62 
55,8-9 187 
55,10 132 
55,12 271 
55,13 111, 300, 

302 
56,1 164 
56,9 182, 205 

57,3 157 
57,6 242 
57,8-10 242n.80 
57,15 366n.22 
58,5 157 
58,7 51, 207, 332 
58,12 301 
58,12d 223 
59,3b 204 
59,5 24 
59,7 329n.l65 
59,9b 127 
60,13 302n.92 
60,16 280 
60,17f. 352 
60,17 316, 346 
61,10 127 
62,1 124 
62,3 232 
63,1-2 245 
63,2 29n.39, 243 
63,5 137n.69 
63,9d 171 
65,4 204, 345 
65,11-12 244,246 
65,11 24, 29n.37 
65,13-14 352 
65,14 366n.22 
65,18 188 
65,18c 127 
66,1 132, 301 
66,7-9 339, 

340n.l96 
66,7-8 340 
66,8 125 
66,9 339 

Jeremiah 
40, 59, 122, 
207, 
281n.39, 312 

1-20 61 
1,4-10 59n.l30 
1,10 158, 177, 

224 
1,17 165 
2,2-3 164, 164n.8 
2,5-9 200, 206 
2,6 281 
2,8 157 
2,9 134, 323 
2,13 13, 210, 265 
2,14-15 159 
2,14 263, 339 
2,19 158, 203 
2,20 303n.99 
2,26 337 
2,26b 158 
2,27-28 187, 205 
2,27 158, 311, 

346 
2,28 337 
2,31 177, 339 
2,36 204 
3,1-5 341 
3,1 165 
3,2 308, 325 
3,21 308 
3,22 239 
3,23 308 
3,24cd 158 
3,25 303 
4,1-2 221 
4,2 172, 174 

219 
4,5 204 
4,5a 202 
4,9 164 
4,11-12 61, 62, 221 
4, l l -12a 188 
4,12 240 
4,14-16 43n.79, 188 
4,15 219 
4,22 268, 286 
4,23-26 62, 300 
4,29 188 
5,1-8 207 
5,1b 100 



Index of Biblical References 415 

Jeremiah (com.) 12,6 46, 47-48 23,1-4 62 
5,3 101, 186 12,7 224 23,10 276 
5,4-5 199 12,10 264 23,12 204 
5,5 101 12,11 171 23,14 65 
5,9 164, 339 13,12 134 23,19 264 
5,16-17 319 13,27 124, 127 23,25 335 
5,17 158, 187 14,2-9 171 23,29 65 
5,21 285 14,3 48 25,15-29 62 
5,22 339 14,3d 47 25,16 174 
5,29 339 14,6 308 25,27 174 
5,30-31 337 14,8 323 26,18 102n.52, 320 

5,31d 65 14,9 171 29,23 185 

6,7 205 14,16 311 30,5-7 18, 307 
6,15 204 14,17 182 30,7 307 
6,25 206, 381 14,19 339, 341 30,12 331 
7,4 53 14,22 341, 342 30,13 326, 383 
8,4-5 285, 339, 15,2 187, 278, 30,15-16 227n.l9 8,4-5 

341n.l98 
15,2 

279 30,16-18 187n.82 
8,8-9 205 15,5 276 30,16 187 

8,16 158 15,7-9 319 31,4 280 
8,17 2 4 , 2 5 15,21 65 31,13 77n.41 
8,19 339, 341 16,1-9 59, 59n.l30, 31,17c 280n.31 
8,22 339, 341 

16,1-9 
62 31,21 151, 358 

8,23 143 16,3 125 31,29 320 
9,8 339 16,4 127 34,1-7 62 
9,16-21 77n.41 16,21 137n.62 36,23 146n.97 
9,16-17 308 17,7-8 260 40,9 186 
9,17-21 14 17,8 204 40,29 381 
9,20 266-267, 17,11 252n.7 43,11 278n.l8 

267n.61 17,14a 280n.31 45,4 46 ,49 
9,21 65, 252n.7, 17,14b 280n.31 46 362 

318 18,13 165 46,1-2 379 
9,22-25 337 20,3 381 46,3-12 379-383 
10,12-16 183 20,10 381 46,3ff. 112 
10,17 165 20,14 205 46,7-8 261 
10,22 165 22,6-7 286 46,12 125, 127 
10,25 182 22,6 261 46,20 253 
11,19 182 22,10 306 46,22 258 
11,19b 265 22,18-19 79n.52 48,5 129 
11,21 47, 51 22,19 252,312- 48,11 204 
12 101n.51 313 48,15 249 
12,1-6 48n.91 22,20-23 286 48,37 124 
12,1 204 22,22-23 285 48,41 204 
12,2cd 224 22,28 264 48,43^4 212 
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Jeremiah (cont.) 14,6 337 26,20 4 5 , 4 6 
48,43 212n.26 14,21 47 27,12-24 49 ,46 
48,46 65, 127 15,2-5 339, 27,25-36 270 
49,1 223, 339, 340n.l96 27,25b- 200 

341n.l98 15,16a 328 32a 
49,13b 4 6 , 5 0 16,4 47, 52, 53 29-32 338 
49,22 65 16,8 46 29,3-5 270 
49,28b 165 16,11 4 6 , 4 8 29,11 47 
49,30 165 16,12 46 30,3 209 
49,31 165 17,4b 206 30,12 320 
50,2-46 207 17,15- 47 30,13 268 
50,2 186n.80 19a 30,17 240 
50,11 261 17,23 345, 346, 31,2-9 260 
50,17 252n.5 

17,23 
205 32,4 346 

50,42-43 261 17,27 323 32,13 214, 221 
51,10 219 18,2 320 32,14 267 
51,12 220 19,1-9 i 6 7 , 2 5 3 , 32,15 172 
51,15-19 183 310 32,25 345 
51,15 180 19,7 203 33,2-7 62 
51,20-23 276 19,10-14 261 33,23-29 62 
51,20c 281 19,10 264n.49 34,6 182, 183, 
51,27 118,174 19,12 204 205 
51,30a 224 21,10b 261 35,8 320 
51,31 214 21,12 47 37,24 48 
51,35 44n.82 22,2 47, 209, 211 38,7 46 
51,38-40 261 22,30 348 38,13 268 
51,40 65 23,2-4 55-57, 57 40,24 227n.l7 
51,58 65, 142n.82 23,2d 

23,3 
56n . l l9 
56n. l l5 Hosea 

Ezekiel 23,8 
23,21 

56n. l l5 40, 213, 
40, 59, 

23,8 
23,21 56n. l l5 , 56, 359n.41 

59n.l30, 56n. l l8 1,6 306 
207, 233 23,32-34 264, 270 1,10 318 

1,5-13 354, 355 24,3-13 287 2a 203 
1,26-28 354 24,6 319 2,10 174 
3,17-21 62 24,7 357n.37 2,13 174 
7,1-2 53 26,3-14 48 2,23-24 212 
11,14-21 62 26,3 335 3,4 158 
11,14-20 59 26,3a 47 4,1 180, 322, 
11,18-20 127 26,8 180 351 
12,27 47 26,13-14 46 4,3 322, 327, 
13,3 157n.l24 26,14 47 353 
13,6-9 46 26,16 204 4,3b 179 
13,17-23 62 ,61 26,17-18 189 4,9 203 
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Hosea (cont.) 
4.13 204, 343, 

345 
4,13b 174 
4,16 225, 258 
5.1 179, 183, 

328 
5.5 280 
5.8 175, 304 
5.10 258 
5,12 258, 316 
5,14b- 226n.l6 

15a 
6.2 145, 148 
6,4 12,301 
7,1 124,175 
7,3-4 227n.l9 
7,4-10 254 
7,4-7 262 
7,4 260 
7.6 260, 330 
7.11 260 
7,13a 224 
7.14 204 
7.15 178n.43, 

327 
8.7 244, 249 
8,9-13 207 
8.9 245 
9,1 129, 154 
9,4 134 
9.11 174, 358 
9.12 171-172 
9.15 246n.99 
9.16 178n.43,245 
10,1 225, 312, 

313 
10,4 178n.46,182 
10,8 175 
10.13 178n.43,183 
10.14 227n. l9 ,228 
12,1 175 
12,3-6 199,206, 

207, 300 
12,3-4 227n.l9 

12,4 244 
12,6 154 
12,7 181, 183 
12,11 318 
12,12 225, 312, 

313 
13,2 165, 172 
13,3 259, 301 
13,7-8 259 
13,7 190 
13,11 323 
13,12 221 
13,15 245 
14,5-7 259 
14,6-8 267n.64 
14,9 245,252-253 
14,10 187-188 

Joel 
40, 271, 282 

U 175, 338, 
339, 347 

1,3.4 212 
1,3 212, 213 
1,6-7 252 
1,6 126, 127 
1,7 219 
1,8 258 
1,12 174 
1,16 219 
1,19-20 358 
2 319 
2,1 124, 182, 

341 
2,2 260 
2,3 330 
2,4-9 258 
2,4-5 259 
2,5 258 
2,7 258n.32 
2,9 261 
2,10a 175 
2,11 344, 345 
2,15-16 228 
2,15-16a 227 

2,16 124, 127, 
176 

2,16c 175 
2,17 165 
2,19 174 
2,20 172, 311 
2,21 172 
2,27 210 
3,1-2a 
(EVV 
2,28-29) 189 

4,3 127 
4,4 (EVV 

3,4) 311,339 
4,9-12 81n.61 
4,10.11 172 
4,10 127, 175, 

236n.56 
4,18 267, 318 
4,19 185 

Amos 
40 ,262 

1-2 148, 149, 
183, 296 

1,2 264-265, 
266, 347 

1,3-
2,5(2,6) 166 

1,3-5 296 
1,3 145, 182, 

204,227n. l9 
1,4 133 
1,6-8 296 
1,6 145 
1,9-10 296 
1,9 145 
1,11-12 296 
1,11 145 
1,13-15 162-163, 

296 
1,13 145 
2,1-3 296 
2,1 145 
2,4-5 296 
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Amos (com.) 
2,4 145 
2,6-8 296 
2,6 145 
2,9 376n.49 
2,9b 175 
2,11-12 188 
2,13 258 
3,1 312 
3,3-6 339 
3,11 171 
3,12 62, 256n.24, 

311 
4 172, 295 
4,1 253, 307 
4,2 254 
4,3 178 
4,4-5 307 
4,6 172, 295 
4,7 204 
4,7b 211 
4,8 172, 295 
4,9 172, 295 
4,10 172, 295 
4,11 172, 295 
5,3 319 
5,4-5 188 
5,5 187 
5,7 264 
5,8 188, 

322n.l52 
5,11 204 
5,12 48, 158 
5,19 213 
5,24 258n.32,261 
6,1 139, 358 
6,2 339 
6,6 134 
6,9 320 
6,12 264 
7,4 280 
8,8 340 
8,12 204 
9,1-4 206 

9,2ff. 
9,2-3 
9,2 

Obadiah 

11 
16-17 
18 

Jonah 
1,8 
1,16 
2,6 
2,10 

Micah 

1,4 
1,7 

1,9 
1,10-16 
l,10ff. 
1,16 
2,2 
2,4a 
2,6 
2,7 
2,11 
2,12-13 
3,1 
3,2-3 
3,8 
3,10 
3,9-12 
3,9b 
3,9c 
3,9c 
3,10a 
3,1 lfi 
3,11 
3,12 
3,12b 

319 
320 
129 

40 
188 
331 
276 

47 
46 
236, 182 
221 

168 
258n.32 
179, 
179n.53,264 
276, 331 
245 
244 
258 
175 
225 
310-311 
339, 341 
311 
252n.9 
340 
252,269-270 
175 
175 
98,101-103 
102 
102 
102 
102 
102 
102 
331 
102, 103 

3,12bce 
3,12c 
4,2 
4,3 
4,3b 
4,6-8 
4,6 
4,8 
5,4-5 
5,4 

5,4b-5a 
5,7 
5,9-13 
5,9 
5,9b-13 
5,12 
5,13 
6,3-4 
6,5 
6,6-7 
6,7 
6,8 
6,10-11 
6,15 
7,1 
7,1b 
7,3 
7,6 
7,8-10 
7,11-12 
7,11 
7,14 
7,17 

Nahum 

52, 102 
102 
331, 361n.l0 
236n.56 
175 
342 
206 
212 
182 
144, 145, 
148 
175 
345 
276 
220,277 
281 
277 
220 
243n.89 
337 
319,339 
146, 318 
337 
340 
134 
175, 310 
225, 306 
157, 303 
32 
164 
276 
249 
219 
357 

40, 271 

ia-s 192, 197, 
198,199 

ia-i 249 
l,2-3a 196 

\a 32, 205, 
211 

1,3d 196 



Index of Biblical References 419 

Nahum (cont.) 
1,4 192, 198 
1,4b 200 
1,5 220 
1,6 192 
1,7-8 192 
1,9 181, 183 
1,10 240n.72 
1,11 98 
1,12 171 
2,1 165, 232 
2,2 171 
2,4 182 
2,5 219, 221 
2,6 311 
2,8 303 
2,10 276 
2,13 127 
2,14 65, 124,127, 

165, 268 
3,1 323 
3,2-3 236 
3,2 178n.46, 
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3,24a 206 

Psalms 
1-150 1, ln.3, 113 

122, 143, 
168, 254, 
282, 285, 
294 

1-50 207 
1 45, 288n.55 
1,1 284 
1,6 284 
2 192n.92 
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7,5 241n.76 
7,6-23 200 
7,6 345 
7,14 239 
7,18 56n. l l5 ,182 
7,21 203, 240, 

241n.76,2M. 
7,22 262 
8 271 



428 Classical Hebrew Poetry 

Proverbs (cont.) 
8,20 125, 345, 

126n.27 
8,22-31 208 
8,26 357n.37 
9,2-3 227n.l9 
9,5 224 
10,2 345 
10,3 206 
10,4 206 
10,7 44 
10,9 100 
10,12 204 
10,15 125 
10,16 243 
10,26 178n.43 
10,29 182 
11,1 331 
11,2 315 
11,7 280 
11,14 315 
11,15 228 
12,5 243 
12,17 143 
12,20 206 
13,6 203 
13,8 315 
13,20 246 
13,24 206 
13,23 315 
14,4 206 
14,5 143 
14,13 125 
14,25 143 
14,27 324 
15,6 125 
15,13 127 
15,25 221 
17,25 182, 204 
17,26 313 
18,6-7 135, 358 
18,7 126 
18,20 221 
19,5 143 
19,9 143 

20,1 134 
20,9 126 
20,18 112 
21,7 323 
22,12 315, 337 
22,17 125, 127, 

323 
22,26-27 342 
23 30 
23,2 244 
23,10 44n.82 
23,13-14 187 
23,20 27 
23,22 139n.76 
23,26-28 23 
23,27-28 240 ,246 
23,29-35 2n.5, 20,21, 

23, 28, 35 
23,29 20, 21, 27, 

25 
23,29ab 25 
23,29e 25 
23,29f. 28, 25 
23,30 2 6 , 2 5 
23,30b 28 
23,31a 26, 25, 28 
23,31b- 26 

35b 
23,31bcd 25 
23,31b 29 
23,31c 20, 25, 29 
23,31d 29 
23,32 27, 25, 257 
23,32ab 25 
23,32b 25 
23,33a 25 
23,33b- 25 

35 
23,34 29 ,25 
23,34a 29 
23,34b 29 
23,35 27 
23,35a 26 
23,35b 27 
23,35cd 27, 25 

24,lff. 23 
24,3 221 
24,16 320 
24,30 139 
24,33 180 
25,6 206 
25,7b-8 342 
25,13 246, 246n.99 
25,27 249 
25,15 313 
26,1 128 
26,4 248n.l03 
26,13 124, 345 
26,18 174 
27,3 320 
28,9 134,137n.65 
28,11 178n.43 
28,12 259n.35 
28,19 313 
28,23 241 
28,28 178n.43 
29,3 127 
30 149 
30,1-4 207 
30,1 27, 210 
30,4 276, 276n.9, 

279 
30,4c 276 
30,4d 279 
30,7-9 352 
30,11-14 276 
30,14 176 
30,15ff. 65 
30,15-16 148 
30,15 79n.51, 145, 

352 
30,15b- 352 

16 
30,18-20 148 
30,18-19 352 
30,18 145 
30,19b 126 
30,21-23 148, 352 
30,21 145 
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Proverbs (com.) 
30,24-28 352 
30,29-31 352 
3 0 3 - 3 0 148 
30,29 145 
31 197, 207, 

198n. l l6 
31,2 152 
31,4 152n. l l2 , 

154 
31,9 137n.63 
31,10-31 192, 

194n.l01 
31,10-20 194 
31,11 194 
31,15 194 
31,19-20 194 
31,20-21 194 
31,21-31 194 
31,21 194 
31,25-26 199n.l26 
31,30 194 

Ruth 
52n.l04 

1,8-9 53, 188 
M l 284n.45 
U 3 284n.45 
2,19 218 
2,21-22 53 
2,21 38n.68 

Song of Songs 
ln .3 , 27, 40, 
49, 192n.92, 
233, 297 

1,2 235, 269 
1,3 243 
1,4 203 
1,4b 320 
1,5 181 
l,5cd 258n.32 
1,6 206 
1,8b 320 
1,9 370 

1,11 178n.43, 4,9 151n.l09 
182, 204, (p. 152), 152 
205 4,10 134 

1,15 370 4,11 181, 271 
1,16-17 177 4,13 227n.l9 
2 362 4,14 352 
2,1 175 4,16 236 
2,2 370 sa 284n.45, 370 
2,2ab 259 5,4 242n.80 
2,3 328 5,8 284n.8, 295 
2,3ab 259 5,9 98, 
2,4 269 151n.l06, 
2,7-3,5 368n.26 153 
2,7 295 5,10-11 320 

2,8 284n.45, 303 5,10 284n.45 
2,10-15 368n.26 5,11-16 353, 355 
2,10-13 368-371 5,12-13b 260 
2,10 171 5,15-16 320 
2,12 159, 5,16 284n.45 

159n.l26, 6,1 153, 165 
235 6,2-3 165 

2,14 227n.l7, 6,2b 224 
227n.l9, 6,3 178n.46, 
284n.45 224, 296 

2,15 210, 370 6,4-8 165 
2,16 178n.46,296 6,4-7 354 
2,17 175 6,4 370 
3,2 227 6,5c-7b 260 
3,5 295 6,8 147, 320 
3,6-7 320 6,9 152, 185 
3,6 260 6,10 171, 345 
3,8 175 6,31 127 
3,10 178n.46 7 271 
4 271 7,1 151n.l06, 
4,1-7 165 154,226n.l6 
4,1-5 354 7,2-10 353, 355 
4,1 98, 370 7,2c-10 260 
4,le-5c 260 7,5 271 
4,6 124 7,7 125, 178n.43 
4,7 370 7,8 126 
4,8-9 153 7,11 296 
4,8 151n.l06 7,13 370 
4,9-11 199, 8,1-2 242 

199n.l20 8,5 158 
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Song of Songs (cont.) 
8,6 301, 

301n.88, 
366n.l9 

8,11 320 
8,14 260 

Qpheleth 
253 ,40 

1-2 151n.l06 
1,4 276 
1,5a 276 
1,6 277n.l6 
1,8 276 
1,9 278 
1,11 278 
2,21 174 
2,24 27 
3,1-9 46, 50 
3,2-8 207, 279 
5,5 342 
6,6 320 
7,1 249 
72 27 
7,16-17 342 
7,19 320 
8,12 320 
10,6 243n.89 
11,2 145, 148 
11,6 51 
12,4 241 
12,5-6 135 
12,8 154 
12,11 240 

Lamentations 
ln.3, 335 

1-4(5) 198 
\-A 194, 197, 

199 
1-3 197 
1 194 
1,1 224 
1,3 345 

1,7 197, 333 5 111, 
1,12 197n. l l2 192n.92,199 
1,13b 98 5,3 124, 126 
1,15b 127 5,6 139n.76 
1,16 197n. l l2 5,21 203,280n.31 
1,18 197n. l l2 
120 125, 127, Esther 

197n. l l2 , 32 46 
200 4,3 47 

121 197n. l l2 , 5,3 52 
233 5,6 52 

2 194 5,8 52 
2,1-22 207 7,2 52, 58 
2,3 330 7,3 52 
2,4 188 7,5 46 
2,5 200, 225, 8,5 52 

276 8,6 47 
2,5a 98 8,16 47 
2,7a 98 8,17 47 
2,8 200 9,12 46, 47, 58 
2,9 197 9,19 79 
2,12 284 14,12-20 47 
2,13 242n.81, 318 
2,16-17 199n.l26 Daniel 
2,16 196, 249 5n.l , 40 
2,21 98 2,32-33 354, 355 
3 194, 198 7 254 
3,1 243 
3,6a 112 Nehemiah 
3,7 182 8,3 245n.96 
3,10 182 8,7-9 77n.40 
3,15a 112 20,13 147 
3,19 98 
3,22 203 / Chronicles 
3,46-51 199n.l26 37 
3,47 125, 182 16,8-36 82n.65 
3,52 20O,226n.l6 16,33 208 
3,56 328 27,32 78n.46 
4 194, 197, 

198 2 Chronicles 
4,12 331 5,13-14 297n.71 
4,15 104-105, 17,7-9 77n.40 

154, 223, 20,21 79 
277, 331 35,3 77n.40 
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Sirach 25,7 145 48,17-25 244 
42n.76 26 149 50,6-10 259 

3,1 205 26,5-6 148 50,15 271 
3,6-11 288 26,5 145 50,25f. 148 
3,29 126 26,28 145, 148 50,25 145 
4,11 243, 246 31,13 152 51 197, 
5,29 127 31,25-30 27 198n.l l6, 
6,18-37 194, 200 31,25 134 199, 200 
6,31 127 32,20 126 51,2 185 
7,5 206, 211 32,2 lab 240n.72 51,13-20 192, 194, 
7,13 324 37,11 352 194n.l03, 
9,8 243 38,17 145, 148, 302 
10,10 206 

38,17 
149 51,13b- 200 

10,28-29 342 39,26 29n.39 14a 
11,8 206 39,26-27 322, 352, 

352n.l3 
51,15 194 

11,11 174 
322, 352, 
352n.l3 51,17 194 

11,14 352 40,8-11 219 51,20-30 194 
l l ,28ab 182 40,9 352 51,22 194 
14,9 240,246 40,11 219-220,221 51,25 194 
15,2 262 41,5 377n.50 51,27 194 
23,16 145, 148 41,14-24 352 51,30 194 
24 200 42,1-5 352 
25,7-11 149 42,13 126 Tobit 

(9-15) 44,1-14 233 5n.l 
25,7-10 148 47,22 377n.50 

4 

INDEX OF HEBREW WORDS 
a. In Hebrew characters 

' f3N 24 
DIN 24, 29, 29n.39, 

245 
nbnK 99 

nnriN 144n.84 
" IP IK 24 

*N 152n.l l2 
TN 180 

D"Ji« r« 142 
p N-in b « 28 

DVPN 292, 373 

nbK 310 
DN 341 

D"31DH 249 
ION 110,248n.l03 
«PN 294 

DnBK 181 
31« 240 
PN 31,44, 292, 294, 

370 
ipm 242 
im 37, 38, 57, 58 
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n« 37, 38, 57, 58, 
248 

3 180, 292 
1K3 240 
133 239 
ETI3 246 

t3 159 
IIPO 240 

ninta 376 
fnta 240 

P 246 
133 99 
"33 363 

*71P3 326 
H3-I "?ip3 373 

*1BW *?"p3 373 
nj?p3 240 
E*p3 24 
(CI3 180 
m s 159n.l29 

375n.44 
PD13 44 

n-^ins 56 
713 248 

"ir'?3 382, 383 
103 249, 249n.l08 
IS3 370 

D M 302, 370 
13T 248n.l03 

3T 294 
n 56 
ta 292 

D-SJ? on 29 
)tn 302 

n 39, 341 
-n 37, 38, 58 

nt^n 99 
"in 110 

sbn 370 
pp rV-n 106 

n- ta uiobn 27 
jn 110 

n3,n 110, 164, 370 
nonn 383 

y-nn 373 

1 37 ,58 
D*3313n J-INl 45 

riD"1 J"13"l 330 
TTIDDl 365n.l6 
TIXB31 281 

It 248n.l03 
mil 184n.72 

nnstw n3i? 184 
nst 185 

TDT 369, 370, 371, 
371n.34 

not 373 
pin 290 

n 247n.l00 
tan 24, 29 
T3n 232 
ptn 244 

D**n 240 
m'-tan 24 ,28 

pta 240, 240n.71, 
241, 248, 248n. 
105 
370 

B3n 370 
J3tt 367 

nsn 43 
T s n 43 
npn 24 
3nn 186, 240 
pnn 155 

«1« nnn 155 
310 194, 285 

NOB 374n.41 
nons n«oo 374 

noo 374n.41 
(suffix) *" 366n.23 

B»3' 186 
T 194, 242 

ijrr 99 
1P-P 375 

pp 186 
rnipi' 232 

mn* 193, 196, 208n. 
12 

PP iT 208n.l2 
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or 294 t » 193, 373 
mv 302 TDDD 2 4 , 2 8 
-in" 326 JO 104, 194 

p r r 240 H3DD 242 
r 24 180 

294 iva 56, 56n . l l8 
370 o n s o 365, 383 

D I W V 29 DpD 375, 378 
3 292 iva 325 

ni.T 1DN H3 164 mrr an: 59, 164, 187n. 
"3 119, 164, 193, 81 

369, 370, 372, "533 376n.46 
382 )>: 184 

•73 104, 122, 154n. VÌ: 370 
115, 193, 198, 3-13 372n.36 
288, 292, 321 ram 372n.36 

3*J3 99 13" 177 
P 307 Ìn3 292 

194 D"3S?BS awn: 25 
m s 196, 294 *)B3 311 

•? 37, 43, 155 133 248n.l03, 249 
Nb 292 r n p j 372n.36 

TI J ? . . . Hi 214 VS3 290, 366n.23 
DHb 373 P 370 
oro 216n.40 ¡S3 292 

airn 50n.97 HS3 370 
236 370 

P^ 110, 164 nrotw 184-185 
jyo1? 184 ?fl3 370 

240 1 3 D 366n.l6 
T3D 246 -IID 365n.l6 

3"3D 113D 381 TÛD3D 365n.l6, 366 
1 » 380 13 D 365n.l6, 366n. 

341 19 
n o 30 TI13D 366 

N I I D 99 rPD 373 
rna 186, 363 HDD 370 
ita* 248n.l03 1.DD 196 

nPTD 248n.l03 inD 370 
1BD 302 W1D 370n.32 

24 13» 370 
30 H3N 11» 374 

N"?D 31 11Î? 214 
rTJKD KbD 240 i)V 292 

nrrn nxPa 325 
TV 24 ,25 
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T P 184 DSip 240 
rh» 372n.36, 373, anp 294 

382, 383 ntn 370 
yftv 373 vtn 129 
- p y 180 n n 242n.81 
drv 248n.l03, 249 m 370 

DV 372n.36, 373 3113 TV 331 240 
spy 240, 244 rnn 370 
p n p 44 niNBi 383 
n w 56 3p1 44 

rf t r p ^ y 316 y e n 196, 292 
ny 370, 371 T avf 186 

n n y 110 rot? 99 
njB 370 B3S? 245 
n n a 212n.26 135? 135, 288 

D'yxB 25 rav 242n.83 
n p s 294 Sit? 246 

m p s 240 TIP 184, 184n.72 
NIB 245 nin? 184n.72 
"IB 181, 245 per 288 

ens 24 294 
196 31 

J1NBS 241n.74 yo&y 370 
DBS 244 302 

" jy s s 24 ,25 WX? 144n.84 
•ns 383 nst? 245 

j m "is 240 am 292, 294 
r=P 294 7£>V 241 
-op 240 nann 370 

1p1p 129 insi inn 303 

*P 382n.62 nn 370 
^ l p 43 pan 179n.53 
nip 370 i sn 135 
J17P 382n.62 •wan 381n.61 
n o p 244 nipn 242 
n o p 244 «p ypn 373 
T S p 376n.47 n y n n 373 

m o p 240 

b. In transliteration 

'eres vftebel 
'ittim 

232 
236 

fr'er 
bhr 

343 
372n.36 
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g*bûrâ 314 'im 257-58,258n.31 
dê'â 316n.l37 'mn 345n.207 
zâdôn 315n.l35 'âsûrn 344 
hmsyqym 315 'ôsê cfbârô 344 
hôlès 'al gwym 31011.114 'sq wnlwz 316 
hkmh 302n.96 'attûdim 268 
yâpiah 248n.l03 f'ullat 243 
kâbôd 216n.40 pa^mê markebôtâyw 344 
ke 257, 261 P? 235n.52 
ke. . . kën 258 pfquddà 316 
kaiser 270n.74 sbyh 315 
kemo 257 fdâqâ 316 
War 270n.74 siyyim 'et 'iyyim 232 
kî tòb 297n.71 fnup 232n.39 
kiWtû 236 sp(s.p) 235n.52 
kos 224n.7 qa'at 224n.7 
làbô' 344 qallahat 270n.74 
lintôs vflintôs 224 qôl 369 
°mabbel 376n.46 qôl qôrè' 224 
rtflukà 232n.39 rab mf'ôd 344 
mispât 315 r^sà'îm 315 
msdth 315 sàrîm 343 
màsal 257 Iebu'at 243 
nages 316 tohu wabohu 232 
nedîbê hâ'âm 343 f'ûdà 314 
""teret tip'eret 232 tòr 369 

5 

INDEX OF HEBREW WORD-PAIRS 

a. In Hebrew characters 

0 N / / 3 N 132 
-pD/ / ?HN 366 

T N / / P N 376 
l » n / / 1 1 N 132 

l>3»/ /b3N 51 
nn»/ / "73N 131 

pnN//D"rnN 137 
naa - i / /*pN 320 
pap // BON 129n.31 

pjabn T iN/ /D , nN 132 
nsr / /pN 131,357 

D W / / P K 132 
•nz/zm 376 

NDD//nDD3 374 
" 3 / / p 3 51 

mv/pa 131 
rÙ+>//"\p3 322 

D"l / /T»3 323 
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•w II nn 56 n o s // my 132 
p // » w i 137 T B D // my 137 
n y a j // i n 136 nrn // rbv 128 

Dt? (unp) // nat 137 rtn // typy 316 
DET // nat 376 npa // any 51 
rns> // nt 137 i y a // ntyy 56 

taN // in? 132 Don // p-ra 327 
nat // p 134 a ' w / / m x 137 

nt?3" // n" 323 nat? // m a 134-135 
11D D- // D" 132 wr\nn II D":Dnp 377 

nnj // D" 131 vs: typa // bv DIP 137 
"JIND!? // TD"1 131 T J // not? 129 

// iir- 142 jvDxn // ait? 137 

Of ii nm 133 1 D 0 // 2b& 128 
rN // (?" 131 nmaj // av 137 

n n // aa 1? 366 nyt? // Dat? 377 
nt?a // nvh 51 j 'rxn // yot? 137 

tana // n a n a 323 nn" // t?at? 132 
•JD // n a a 131 P / / B B C 137 

l ^ a - j a // T ? B 141, 219n.51 mxp // entp 376 
naj // p 377 n s n o w // nmn 134, 137 

w // nyj 323 n t a n // nmn 134 
aan // DID 382 br\ n n n // n n n 373 

etc. run // I B D 134 n s - n a N // n*:an 137 

b. In transliteration 

'ah II Vne 'em 344 k* ...Ilk" ...II 259 
b II tfmo 345 ken 
b II ben 345 markebdtayw II 344 
b II btwk 345 rikbo 
Vmo II be 345 'immbn II 'im 345 
Vqereb II be 345 rb II kbd 9n.20 
Wtdk II be II be 345 sdq II mspt 286 
yadyaqus II yad 344 tahat II be 345 
kemd II k' 345 tht II tht rglynw 345 
k Ilk II km 357 
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INDEX OF UGARITIC TEXTS 

CTA 1 iv 23-24 
CTA 1 iv 25 
CTA 1 iv 27 
CTA 1 iv 29 
CTA 2 
CTA 2 i 18-19 

CTA 2 i 21-22 
CTA 2 i 22 
C r a 2 j 23-24 
CX4 2 i 26 
CT/1 2 i 32-33 
C r a 2 i 32 
era 2 i 36-37 

era 2 iv 8-9 

era 2 iv 9 
era 2 iv ìo-n 
era 2 iv io 
era 2 iv 11-13 
era 2 iv 13-15 
era 2 iv 17-18 

era 2 iv 18-20 

era 2 iv 28-30 
era 3A i 4-5 
era 3A i ìo-n 
era 3B ii 

era 3B 
cra 3B 
era 3B 
era 3B 
C r a 3B 
era 3B 
C r a 3B 
era 3B 
cra 3c 
era 3C 

ii 3-5 
ii 20-22 
ii 24-26 
ii 32-33 
ii 36-37 
ii 38-41 
ii 39-40a 
ii 40-41 
iii 3-5 
iii 15 

299 
299 
299 
299 
173n.32 
157n.l22, 
336 
209 
314 
178n.43 
314 
240n.68 
145n.91 
153all4,230 
n.29 
152n . l l l , 
240n.68 
315 
239 
230n.29 
212n.25 
355n.26 
30n.47, 355 
n.26 
212 
244n.92 
173 
289 
319nn.l47, 
148 
218n.43,219 
179n.48 
159 
347 
179n.48 
323 
177n.42 
280n.26 
179 
173, 235n.51, 
240n.68 

era 3C iii 19-20 

era 3C iii 20 
era 3C iii 23-25 
era 3C iii 23-24 
C r a 3D iii 29-33 
C r a 3 D iii 3 3 - i v 
C r a 3D iii 33-35 
C r a 3D iv 57-62 
C r a 3D iv 77 
Cra 3D iv 83-84 
C r a 3E iv 7-8 
era 3E v 9-10 
CT/1 3E v 27-29 

era 3E v 27-28 
CT/1 3E v 32-33 
Cra 3E v 41-42 
era 3F vi 7-9 
era 4 i 13-19 
era 4 i 19 
Cra 4 i 26-29 
Cra 4 i 26-28 
C r a 4 i 30-42 
era 4 i 31-32 
C r a 4 i 39-40 
era 4 i 44 
era 4 ii 4-6 
era 4 ii 10-12 
C r a 4 ü 12 
era 4 a 16-21 
C r a 4 ii 21-24 
era 4 ii 2i 
C r a 4 ü 42-44 
CTA 4 üi 14-16 
CTA 4 iii 18-21 
era 4 iii 44 
era 4 iv io 
C r a 4 iv 25-30 
C r a 4 iv 28-30 
era 4 iv 28 

48 

235 
270n.77 
181 
267 
354n.21, 355 
n.28 
283n.43 
183n.67 
288-289 
56n . l l9 
218, 218n.43 
151 
331n.l77 
152all0,153 
n.114 
218n.43 
331n.l77 
231n.35 
179n.52 
281 
283n.43 
281n.34 
317 
351n.9 
276n.8 
310 
283n.43 
218n.43 
354n.l9 
17011.22 
354n.21 
276n.8 
170n.22 
261n.43 
280n.27 
179n.52 
264n,49 
179n.48 
355n.26 
182 
235 
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CTA 4 iv 35-37 181 CTA 5 v 14-16 276n. l l 
CTA 4 iv 38 264n.49 CTA 5 v 19-20 317 
CTA 4 iv 40 183n.67 CTA 5 vi 12-14 182 
CTA 4 iv 41-43 240n.68 CTA 5 vi 14-22 355n.27 
CTA 4 iv 43-44 231n.35 CTA 5 vi 17-18 218n.43, 221 
CTA 4 iv 45-46 276n.8 CTA 5 vi 20-22 261n.43 
CTA 4 iv 59-62 151, 153 CTA 5 vi 23-24 276n.8 

nn.113,114 CTA 5 vi 28-30 308-309 
CTA 4 i v - v 112-119 152n. l l l CTA 6 i 2-5 355n.27 
CTA 4 v 66 267, 270, CTA 6 i 2-3 218n.43,221 

331n.l77 CTA 6 i 6-7 276n.8 
CTA 4 v 70-71 236n.54 CTA 6 i 10 261n.43, 262 
CTA 4 v 75-76 345n.206 n.45 
CTA 4 v 113-116 195, 280, CTA 6 i 14-16 182 

301 CTA 6 i 16-17 325 
CTA 4 vi 8-9 267n.62 CTA 6 i 31-32 323 
CTA 4 vi 9-12 213n.29 CTA 6 i 49-65 
CTA 4 vi 22-23 281n.37 CTA 6 i 54-55 276n.l 1,279 
CTA 4 vi 29-31 346n.210 CTA 6 i 56-57 335 
CTA 4 vi 34-35 280n.30 CTA 6 i 58-61 301 
CTA 4 vi 38-40 280n.26 CTA 6 i 59-62 323 
CTA 4 vi 40-43 351 CTA 6 i 63-65 152n. l l2 
CTA 4 vi 47-54 195, 299 CTA 6 ii 6-9 258 
CTA 4 vii 7-12 319n.l48 CTA 6 ii 17-19 276n.8 
CTA 4 vii 9-10 145 CTA 6 ii 26-27 218n.43 
CTA 4 vii 12-14 218n.43 CTA 6 ii 26 145n.91 
CTA 4 vii 17-19 182 CTA 6 ii 28-30 183n.69, 258 
CTA 4 vii 25-28 182n.63 CTA 6 ii 31-37 319n.l48 
CTA 4 vii 29-32 355n.26 CTA 6 ii 31-35 276n.8, 350, 
CTA 4 vii 38-39 211n.21,342 351n.9 

n.201 CTA 6 ii 31-34 235 
CTA 4 vii 43-44 338 CTA 6 ii 35-37 180,283n.43 
CTA 4 vii 49-52 179, 196 CTA 6 iii-iv 25-27 153n. l l3 

n.107 CTA 6 iii-iv 46-48 244n.92 
CTA 4 viii 1-4 179n.52 CTA 6 iii 6-7 267, 318 
CTA 4 viii 2-4 276n.8 CTA 6 i v 4 2 24 
CTA 4 viii 12 30n.47 CTA 6 v 11-19 195, 276n.8, 
CTA 4 viii 15-18 276n.8 299, 319 
CTA 5 i 14-17 257 n.148, 351 
CTA 5 i 14-16 218n.43 n.9 
CTA 5 ii 19-20 329 CTA 6 v llff. 350 
CTA 5 v 8-11 280 CTA 6 vi 16-19 298 
CTA 5 v 9 145 CTA 6 vi 16-17 178n.45 

http://276n.ll
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CTA 6 v i 18-19 178 
CTA 6 v i 19 257, 235 
CTA 6 v i 21-22 298 
CTA 6 v i 24-27 96 
CTA 6 v i 27-29 179n.52 
CTA 6 v i 40-52 6n.l3 
CTA 6 v i 42-52 65 
CTA 6 v i 50-52 183n.68 
CTA 6 v i 56-57 366n.21 
CTA 10 153 
CTA 10 ii 13-15 152n.llO 
CTA 10 ii 21-23 152n. l l0 
CTA 10 ii 26-28 152n. l l0 
CTA 12 i 9-11 256n.25. 261 

n.43 
CTA 12 i 30-31 261n.43 
CTA 12 i 34 325 
CTA 12 ii 49-52 146 
CTA 12 ii 51-52 211n.21 
CTA 14 i 12-13 218n.43, 219 

n.50 
CTA 14 i 14-21 352n.l2 
CTA 14 i 21-25 152n. l l2 
CTA 14 i 21-23 352n.l2 
CTA 14 i 24-25 220 
CTA 14 i 30 266n.57 
CTA 14 i 33 267 
CTA 14 i 35-43 220 
CTA 14 i 35-37 218n.43 
CTA 14 i 41-43 218n.43,219 
CTA 14 i 52-56 340n.l95, 

352n.l2 
CTA 14 i 96-103 356n.31 
CTA 14 ii-iii 103-105 256, 318n.l4 
CTA 14 ii 75 267 
CTA 14 ii 77-79 133n.45 
CTA 14 ii 92-93 257,261n.44 
CTA 14 ii 92 235 
CTA 14 ii 94-95 218n.43 
CTA 14 iii 103-109 281n.37 
CTA 14 iii 114-120 281n.37 
CTA 14 iii 119-120 170n.23 
CTA 14 iii 118-123 268n.67 
CTA 14 iii 120-123 235 

CTA 14 iii 120 276n.8 
CTA 14 iii 127 329 
CTA 14 iii 145-148 354 
CTA 14 iii 147-148 267 
CTA 14 iii 150-151 218n.43 
CTA 14 iii 159-160 195 
CTA 14 iii 182-185 195 
CTA 14 iii 182-183 276n.8, 279 

n.22 
CTA 14 iv 197-202 170n.22 
CTA 14 iv 201-202 175n.34 
CTA 14 iv 205-206 217 
CTA 14 iv 214-217 175n.34,176 

n.38 
CTA 14 iv 291-292 261n.43 
CTA 15 i 1-2 276n. l l , 279 

n.22 
CTA 15 i 5-7 257n.27, 259 
CTA 15 ii 21-23 153 
CTA 15 iii 5-12 278n.l9, 279 

n.22 
CTA 15 iii 23-26 218n.43 
CTA 15 iii 23-25 221 
CTA 15 iv 6-9 268 
CTA 15 iv 17-20 268 
CTA 15 iv 19-20 175 
CTA 16 i 6 270 
CTA 16 i 17 243n.91 
CTA 16 i 25-27 195, 276n.8, 

279 
CTA 16 i 36-38 218n.43 
CTA 16 i 56-57 366n.21 
CTA 16 i 59-60 366n.21 
CTA 16 ii 87-88 276n.l5 
CTA 16 ii 98-99 129 
CTA 16 iii 12 241 
CTA 16 iii 13-16 276n.8, 279 

n.22 
CTA 16 vi 1-2 283n.43 
CTA 16 vi 11-12 218n.43 
CTA 16 vi 13-14 283n.43 
CTA 16 vi 29-31 218n.43 
CTA 16 vi 35-36 267 
CTA 16 vi 37 239n.65 
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CTA 16 vi 43-44 218n.43 
CTA 16 vi 49-50 357 
CTA 16 vi 54-58 65 
CTA 16 vi 54-57 152n. l l2 
CTA 16 vi 57-58 218n.43 
CTA 17 i 1-17 281n.37 
CTA 17 i 12-16 152n. l l l 
CTA 17 i 15 239n.65 
CTA 17 i 26-27 347 
CTA 17 i 27-34 351n.9 
CTA 17 ii 24-25 202 
CTA 17 ii 27-30 195 
CTA 17 ii 30-40 281n.37 
CTA 17 v 8 357 
CTA 17 v 9-10 178n.43 
CTA 17 v 10-11 211n.21 
CTA 17 v 31-33 97 
CTA 17 v 37-38 152n. l l l 
CTA 17 vi 4-5 219n.50 
CTA 17 vi 20-25 352 
CTA 17 vi 20-23 281 
CTA 17 vi 26-33 283 
CTA 17 vi 26-28 152n. l l2 
CTA 17 vi 28-29 280 
CTA 17 vi 30-33 257 
CTA 17 vi 30-32 158 
CTA 17 vi 32-33 226n.l4 
CTA 17 vi 35-36 211 
CTA 17 vi 38 277 
CTA 17 vi 41 218n.43 
CTA 17 vi 42 151n.l05 
CTA 18 270n.77 
CTA 18 i 24 226n.l4 
CTA 18 iv 22-26 355n.26 
CTA 18 iv 24-26 "256 
CTA 18 iv 31-33 218n.43 
CTA 18 iv 33-37 355n.27 
CTA 18 iv 36-37 256n.25 
CTA 19 i 7-10 355n.26 
CTA 19 i 18-19 218n.43 
CTA 19 i 42-44 145, 347 
CTA 19 ¿44-46 279 
CTA 19 ii 61ff. 270n.77 
CTA 19 ii 89-91 170n.24 

CTA 19 ii 91-93 96 
CTA 19 ii 93-97 354n.21 
CTA 19 hi 75 218n.43 
CTA 19 iii 107-111 355n.27 
CTA 19 iii 113-119 355 
CTA 19 iii 113 123 
CTA 19 iii 115ff. 195n.l06 
CTA 19 iii 114-115 280n.26 
CTA 19 iii 120-121 178n.43 
CTA 19 iii 132-133 211n.21 
CTA 19 iii 154-155 195 
CTA 19 iv 163 210 
CTA 19 iv 173-178 283n.43 
CTA 19 iv 175-176 210 
CTA 19 iv 176-178 317 
CTA 19 iv 215-216 175 
CTA 19 iv 220-221 317 
CTA 22B 16ff. 257n.27 
CTA 22B 16-17 210n.20 
CTA 22B 19-20 267n.64 
CTA 23 210 
CTA 23:4 331 
CTA 23:9 371n.34 
CTA 23:29-70 277n.l5 
CTA 23:33-35 318n.l44 
CTA 23:34-35 175n.34 
CTA 23:35-36 210n.20 
CTA 23:37-38 209n.l8 
CTA 23:42 210n.20 
CTA 23:45-46 210n.20 
CTA 23:46-47 242n.80 
CTA 23:50 210 
CTA 23:51-52 158 
CTA 23:55 210 
CTA 23:61-64 317n.l42 
CTA 23:61-63 283n.43 
CTA 23:61-62 355 
CTA 23:62-63 181 
CTA 24:17-19 181 
CTA 24:22-23 347 
CTA 24:36-37 331 
CTA 24:40-50 65 
CTA 24:45-47 110 
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KTU 1.93:1-3 181 
KTU 1.96 196n.l07, 

202n.2, 278 
KTU 1.114 29-31 30n.46 
KTU 1.119 6n.l 1,298 

n.76, 361-
362 

KTU 1.119 9-10 361 
KTU 1.119 rev. 11- 361 

17a 
KTU 1.119 14 361 
KTU 1.119 18-19 361 
KTU 1.161:20-22 152n. l l0 
KTU 5.1-5.22 191n.89 
KTU 5.1 191n.89 

PRUV 106:17-18 331n.l76 

RS 24.266 361n.4 

RS 24.266 obv. 9-19 361n.4 

Ugar 5 1 obv. 8 27 
Ugar 5 1 rev. 4-6 30n.46 
Ugar 5 1 rev. 6 264n.49 
Ugar 5 2, 3-4 158 
Lfcar 5 3 i Iff. 256n.25, 261 

n.42 
Ugar 5 4 obv. 2-4 242 
Ugar 5 7 6n. l2 
Ugar 5 7:65-67 242n.84 
Ugar 5 7:70-71 152n. l l l 
Ugar 5 7:71-72 152n. l l2 
Lfear 5 7:73-74 179n.53 
Lfcar 5 8:13-19 299 

UT 51:1:39-40 310 
(=CTA 4:39-40) 

UT 607 7 
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al 196, 276n.8 bt hptt 259n.35 
alp 195 gpn 371n.34 
ap 354n.21 gmr 249n.l08 
aphn 195 grs ym 212n.25 
apnk 195 dbh 179n.52 
car 276n.8 dm zt 264n.49 
ik 276n.8 dm 'sm 29n.38, 264n.49 
il- 191n.89 dn 289 
ist istm 145n.91 drkt 240 
b- 276n.8 hn 110 
b 'from' 38 wdlyd'nn ylmn 27 
bk 289 zg 235n.50 
bky 195n.l06 zby 268 
bkr 361n.8 hlh 247n.l00 
bn 195 hdy 159 
b'I 228n.25, 362 hs 195, 301 
brlt 354n.21 htp 361n.9 
bt 362 hlq 248n.l05 
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hpn 276n.9 
y, vocative 362 
ybmt limm 218n.46 
ygrs 212n.25 
yd 242n.80 
ylm 30n.47 
ym ymm 145n.91 
yn 'n 'sparkling 24, 25, 29n.40 

wine' 
yph 248n.l03 
kbd 159n.l27 
kd 289 
kl 323 
kly 276n.8 
ks 289 
krpn 289 
kt il 276n.8 
I 179n.52 
I- 276n.8 
/, vocative 38 
lb[w]ris 30 
Iht spr 331n.l78 
lla 195 
l?b 182n.64 
Iqh 195 
m, enclitic 38 
mgn 372n.36 
mdbr spm 331 
m(w)k/mkk 'to 30n.47 

sink down' 
mk 'pit' 30n.47 
»12/ 248n.l03 
mzll 281 
my 276n.8 
ml' 310 
mlak 314 
mlk 240 
mmskn 2 4 , 2 9 
msr 29 
mt 'z 301 

mtb 281 
nsb 280n.30 
n'l 362 
ngr krm 331 
nps 242, 276n.8, 

354n.21 
ntbt 362 
sb 280n.30 
'lg 247n.l00 
•bd 'lm 329 
'br 179n.52 
'd 'lm 331 
'db 195 
'Ik 195, 276n.8 
'm 179n.52, 258 

n.31, 276n.8 
'mk 281 
'n 196n.l07 
'ny 159 
'nt 195 
sy 56n. l l4 

& 235n.50 
gr 235n.50 
srt 315 
rgm 288 
rgm 's 267 
rkb 'rpt 301, 366n.20 
sir 180 
sbt dqn 331 
id 248n.l03 
sdyn 29n.40 
smh//g(y)l 129 
snt tluan 267 
spq 195 
tant 289n.58 
tldpgt 278n.l9 
tmll isdh 355n.22 
t'dt 314 
tkmm hmt 267 
tr 268 
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almnt II ytm 
ars II 'pr 
b'i/b 
b II bqrb 
balp sd II rbt kmn 
b'l II rkb 'rpt 

358 
357 
346n.210 
346n.210, 347 
317 
347 

mlk II adn 
sb II nsb 
'z II qrd 
sd II sd ddh 
tgr II hmyt 

366n.21 

362 
347 
362 
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Agusaya Hymn A 224n.4 Atr III vi 13-14 338 
vi 34'-35' Atr III vii 6 173m.33 

Agusaya Hymn B 178n.43 Atr S V 18-21 211n.22 
24'-26' Atr S V 20-21 276n.7 

ARM I 21 rev. 10' 146n.92 Atr S rev. vi 7-10 211n.22 
Atr 74:19 256n.22 Atr V obv. 5-6 277n.l4 
Atr 76:33 256n.22 /Irr W 14-15 210 
Atr I i 2 329n.l68 Atr X rev. ii 46 240n.69 
Atr I i 10-13 278n.21 BWL 34:84 242n.82 
Atr I ii 57-58 337n.l89 BWL 38:3-9 289n.59 
Atr I ii 93 -% 337n.l89 BWL 40-45:49-109 27n.31 
Atr I ii 189-190 209n.l7 BWL 40:42-44 256n.23 
Atr I iv 192-193 337n.l89 BWL 44:88 256n.22 
Atr I iv 206 173n.33 BWL 48:25-26 335n.l87 
Atr I iv 225-226 335n.l87 BWL 70:9-11 181n.60 
Atr I V 249-250 336 BWL 72:28-29 350n.4 
Atr I V 257-258 277n.l4 BWL 74:63-64 335n.l87 
Atr I vi 15-18 337n.l89 BWL 74:69 171n.27 
Atr II ii 9-10 276n.7 BWL 16:16-11 350n.4 
Air II iv 12-18 354n.20 BWL 84:245-250 350n.4 
Atr ID i 21 276n.l4 BWL 86:251-152 243n.90 
Atr ID i 37 171n.26 BWL 88-89 65 
Atr m ii 46 276n.7 BWL 102:62 325 
Atr IH ii 47 235 BWL 119:3ff. 350n.4 
Atr m ni 48-49 339 BWL 132:100 240n.69 
Atr m iv 25 173n.33 BWL 132:106 240n.69 



4 4 4 Classical Hebrew Poetry 

BWL 132:119 240n.69 
BWL 134:140-142 284n.44 
BWL 136:176-177 350n.4 
BWL 146:50 218n.45 
BWL 146:51 242n.82, 353 

n.14 
BWL 146:52 353n.l4 
BWL 148:77 329n.l68 
BWL 148:85-86 329n.l68 
BWL 169 obv. i 18 240n.69 
BWL 192:18 266n.60 
BWL 192:20 240n.69 
BltfX 202:2-3 350n.4 
BWL 207:10 243n.86 

215:15 231, 231n.31 
BWL 218:53-54 181n.62 
BWL 219:l lb-12 179n.47 
BWL 219:15-18 309n. l l3 
BWL 220:23-25 284n.44 
BWL 228:15-16 180, 180n.56 
BWL 229:22-23 179n.47 
BWL 236, obv. 3-4 242n.85 
CT 15, 46:69-75 278n.21 
CT 17, 50:1-7 212n.24 
CuthLeg 67-68 352 
CwfALeg 94-% 352n.l l 
CuthLeg 121 235 
CuthLeg 136-137 365n.l8 
CuthLeg 160-161 351 
Descent of Ishtar 179n.51 

34-36 
EA 356:5-6 280n.30 
£ e I 1-2 323 
Ee I 4 335n.l87 
£ e I 4 5 340n.l96 
Ee I 49-50 340n.l96 
£ e III 67 329n.l68 
Ee IV 3-6 337n.l89 
Ee IV 134 347 
Ee V 9 
£ e V 5 5 241 
Ee VI 35-38 284n.44 
£rra I 1-5 337n.l89 
Erra I 4-5 181n.62 

Erra I 31-38 351n.8, 352 
Erra I 40b-44 283-284 
Erra I 58 235 
Erra I 62-70 351n.8 
Erra I 144 202 
Erra I 158-159 276n.7 
Erra I 181-189 284n.44 
Erra l ib 19-20 354 
Erra l ie 14 226n.l5 
Erra III 41 309n. l l3 
Erra III 54-56 309n. l l3 
Erra Ilia 20B-21 276n.7 
Erra Ilia 24 240n.69 
Erra IIIc 36 243n.90 
Erra IIIc 40 217 
Erra IIIc 51 243n.87 
Erra Hid 5-7 230, 230n.30 
Erra Hid 9b-10 230n.30 
Erra IV 6-11 351n.8 
Erra IV 6 356n.30 
Erra IV 7-11 356n.30 
£rra IV 7-10 276n.7 
Erra IV 40-41 278n.21 
£rro IV 57 351n.8 
Erra IV 76-86 276n.7 
Erra IV 76-82 212, 212n.27, 

213 
£rra IV 104-111 276n.l0 
Erra IV 131-135 277n. l6 , 

306 
Etana cC 93ff. 277n.l4 
Gilg I v 14 313n.l28 
Gilg V i 6 110n.87a 
Gilg VI 32-33 340n.l96 
Gilg VI 180-185 340nl96 
Gilg VII iii 8-9 239n.66 
Gilg X ii 21-23 289 
Gilg X iii 1 340n.l96 
Gilg XI 6 310n . l l4 
Gilg XI 21-22 277n.l4 
Gilg XI 131 178n.43 
Gilg XI 141-146 281n.35 
Gilg XI 300-301 146 
Gilg XII 89 218 
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Gilg XII 94 303 Hymn to Gula 350n.4 
Gilg M iii 3 223n.4 118-121 
Gilg (Nin) VI 231n.32 Ludlul I 68 256n.22 

26-28 Ludlul I 71 256n.22 
Gilg (Nin) VI 171n.27 Ludlul I 79 256n.22 

168-169 Ludlul II 49-109 27n.31 
Gilg (Nin) X i 211n.22 Ludlul III 25-26 335n.l87 

15-16 Maqlu I 4-5 175n.35 
Gilg (Nin) X i v 4-8 281n.36 Maqlu I 18 175n.35 
Gilg (Nin) XI 281 313n.l28 Maqlu III 160-164 375n.44a 
Gilg (OB) II iii 173 Maqlu IV 109 145 

31-32 Maqlu VI 5 243n.87 
Gilg P 94 226n.l5 RS 22.439 i 17 27 
Gilg Y iii 3 110 RS 22.439 i 21-25 27 
Gilg Y iii 18-20 110 Surpu 60 
Hymn to Gula 350n.4 Surpu IV 4-59 306 

58-61 Surpu IV 60-66 384n.2 
Hymn to Gula 65 351n.8 Surpu V/VI 256n.24 
Hymn to Gula 289 93-100 

79-87 YOS 10, 44:70 244n.93 
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aba 24 ekëlu 28 
adamatu 29n.39 ekurru 231n.31 
addmu 29n.39 etla 276n.7 
agurru 231n.31 hadî-û'a-amèlu 313 
ahù 242 haläqu 248n.l05 
alàku 29n.42 hasikkS 256n.22 
alàku urhu 329n.l68 hitpu 361 n.9 
alali 310 hurbäsu 216n.40 
ali 276n.7 illaiu 212n.26 
amtu 242 ilüti 231n.32 
arkùti u panati 329n.l68 Inu 24, 29n.40 
bubuti 231n.32 irat ersetim 303 
burtu 242n.82 -is 256n.22 
bartu 242n.82 isatis 256n.22 
dullam zabàlu 329n.l68 kima 256n.22 
edànù 256n.22 kullu 154n.ll6 
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la 289 qinsu 374n.40 
la 'âtu 216n.40 russû 180n.56 
lamû/lawû 77n.39 sâku 365n.l6 
lilliku idâka 284 suàku 365n.l6 
lipsur(iï) 384n.2 sa 276n.7 
liptur(û) 384n.2 sadû 180n.56 
mätu 180n.56 saràru 29 
matû 242 sarrûti 231n.32 
mursu 278n.20 sâru 24, 29 
mums libbi 278n.20 tustamîl 276n. l0 
nakâru 248n.l03 ul 276n.7, 289 
nidbû 372n.36 wrq 240 
pasàsu 248n.l03 zâku 365n.l6 
qtr 240 zibànlt 276n.7 

11 
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11a Aramaic 1QH IV 34-35 175n.37 
Ahiqar 5n.l 1QH V 26 175n.37 
Ida 248n.l03 1QH VII 8 175n.37 

1QH VII 20-21 175n.37 
l i b Phoenician 1QH IX l la-13a 233n.44 

Eshmunazor 21-22 1QH IX 29-36 233n.44 
366n.l9 1QH XI 29b-31b 233n.44 

Kilamuwa 10-12.13.15 1QH XI 36-46 233n.44 
25n.25 1QH XI 76-86 233n.44 

l i d Hebrew Inscriptions 1QS XI 4-5 175n.37 
Deir 'Alia Inscriptions II 31 1QS XI 15 175 

267n.61 1QS XI 31-32 175n.37 
4 Q ps D a n c 5n.l 

Dead Sea Scrolls l l Q P s 3 XXII, 1-15 195n.l04 
Apostrophe to Zion 195, 195n.l04 H Q P s a 1 3 5 359n.40 
Plea: 2-3 175n.37 H Q P s a 1 4 5 192n.98 
l Q a p Gen 20, 2-7 5n.l H Q P s 145 299 
1QH II 22 175n.37 l l Q t g J o b 5n.l 
1QH IV 9-10 175n.37 Ps 151, l b 175n.37 
1QH IV 16 175n.37 Ps 154 294 
1QH IV 25 175n.37 Ps 155 192, 199, 294 
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Aalto, P. B9n .78 ,143 
Abercombie, D. 89n.9, 89n.lu, 90 

n.13, 91 , 214n.35 
Abrahamson, G. 38n.68a 
Ackroyd, P. 300n.80 
Adams, P.G. 223n.3, 225 
Afanasjeva, V. 76n.36, 83 
Ahlstrom, G.W. 78n.46 
Airoldi, N. 338 
Albright, W.F. 39, 61 , 74n.26, 102, 

156 
Alden, R.L. 207 
Alonso Schbkel, L. 2n.4, l l l n . 8 8 , 

225, 228n.24, 232n.38, 234n.48, 
236nn.55,56,237,243n.88,254, 
356n.32, 360n.l 

Aister, B. 70n.l5 
Althann, R. 61 , 62, 221 
Andersen, F.I. 260n.38, 31n.49, 213 

n.32, 306, 316 
Antoine, G. 253 
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Bateson, F.W. 275n.l 
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Bruno, D.A. 61 
Buber, M. 288n.56 
Buccellati, G. 60n.l33, 256nn.23, 24, 

257, 257n.26, 260, 260n.39 
Burney, C.F. 233 
Buhlmann, W. 2n.6, 275n.2 
Byington, S.T. 28n.33, 106n.66 

Cagni, L. 8, 84n.74 
Caird, G.B. 253, 317n.40 
Campbell, B. 271, 287 
Campbell, E. 38n.68, 61, 62, 77, 

77n.38, 79n.48 
Caquot, A. 373n.38 
Carmi, T. ix, 356n.33, 385, 385n.3 
Casanowicz, I.M. 122, 225n.9, 249 
Cassuto, V. 60, 123,123n.22,132n.38, 

143, 149,257n.29,262,267n.62, 
267n.63, 279, 279n.24 

Cathcart, K.J. 29n.39, 30n.46, 352 
n.10, 144n.84, 270n.74, 276n.9, 
311n. l l9 

Ceresko, A.R. 31n.49,43n.79,61,62, 
257 

Chadwick, H.M. and N.K. 355n.29 
Chatman, S. 87nn.l, 2, 3, 88n.4, 

89n.7,90, l l ln .89,112n.92,143, 
225n.8, 333n.l83, 335 

Christensen, D.L. 58n.l25, 192, 192 
n.93, 199nn. l l9 , 123, 245n.95 

Clines, D.J.A. 81n.63, 133n.45 
Cobb, W.H. 91, 106, 106n.67 
Cohen, C. 150n.l02, 155n.l20, 156, 

242n.81 
Collins, T. ix, 2n.4, 5n.2, 47,47n.90, 

48, 48n.91, 56nn. l l2 , 113, 106 
n.68,106,107,107n.70,107na71, 
72, 108n.74, 110, 119, 119n.l4 
(on p. 120), 120nn.l5, 16, 17, 
121, 122, 158n.l25, 204nn.3, 4, 
253 

Condamin, A. 167 

Conroy, C. 83nn.67,68,84nn.69,71, 
85, 85nn.77, 78, 86 

Coogan, M.D. 356n.32 
Cook, M.B. 194n.l01 
Cooper, A.S. ix, ln .2 , 101n.51 
Cooper, J.S. 281n.36, 282 
Coote, R.B. 300n.80 
Craigie, P.C. 37n.63, 143, 253n.l5, 

254 
Crocker, R.L. 80n.57 
Cross, F.M. 7, 54, 54n.l09, 58n.l24, 

61, 170n.24, 230n.29, 
Culler, J. 222n.2 
Culley, R.C. 12n.2, 74n.29, 81, 81 

nn.59, 60, 62, 63, 66, 105n.61, 
136, 136n.60, 139n.75 

Curtis, A.H.W. 254 

da Lentini, J. 202n.l 
Dahood, M.J. ln.3,13n.5,20,20n.22, 

29n.36, 38nn.69, 70, 42n.77, 43 
n.79, 44n.82, 45n.86, 56n . l l9 , 
98n.44, 105n.65, 128n.29, 134 
n.50, 141n.81, 143, 151n.l08, 
155n.ll7, 155, 176,181n.58,182 
n.63a, 191n.88, 194n.l00, 199 
n.122,204n.5,207,212n.26,214 
nn.33, 34, 216n.40, 221,226n.l6, 
227n.l7, 236n.55, 240n.73, 245 
n.96, 246n.98, 247n. l01 , 248 
nn.103,106,249n.l08,259tm.35, 
36, 260n.40, 261n.41, 265n.54, 
268n.68, 269n.72, 270n.76, 271, 
275n.3, 280n.31, 285nn.47, 49, 
286n.52, 302n.94, 3O4n.l01, 306 
n.102, 315nn. l32,133, 316, 319 
n.145, 328, 331, 332, 336, 345 
n.207,348,351n.9,353n.l5,355 
n.25, 357n.35, 359n.40, 361n.l l , 
366nn.l9, 23, 368n.25, 370n.31, 
372n.36, 376n.46 

Day, J. 145n.88 
de Moor, J.C. 6 n n . l l , 12, l l n . l , 

29n.40, 30n.47,95,95nn.39,40, 



Index of Authors Cited 449 

96nn.41, 42, 43, 144, 161, 161 
n.4, 168, 169n.20, 202n.2, 209 
n.15, 241n.77, 257n.29,267n.64, 
278n.l9, 298n.77, 317n.l39, 349 
n. l , 354n.21, 360n.3 

De Roche, M. 359n.41 
Del Olmo Lete, G. 7 
Dekor, M. 250, 303 
Dhorme, E. 271 
Dick, M.B. 271 
Dietrich, M. 6n. l3 , 220n.54 
Diez Macho, A. 238n.63, 250 
Dijkstra, M. 91n.l6, 257n.29 
Donald, T. x, 122 
Driver, G.R. 24n.24, 192nn.92, 94, 

200, 235n.52, 316 
Dubois, J. 234n.47, 237, 263n.46, 

264n.47, 312n.l27 
Duchesne-Guillemin, M. 74n.26, 80 

n.57 
Duggan,J.J. 75n.30, 82 

Eissfeldt, O. 79n.50 
Elkhadem, S. 208n.l4, 223n.3 
Emeneau, M.B. 143 
Emerton, J.A. 254 
Empson, W. 249 
Exum, J.C. 262, 287, 297n.69, 299 

Farber, W. 9, 217n.42 
Feininger, B. 167n.l6 
Fensham, F.C. 41 
Fisch, H. 254 
Fischel, H.A. 213, 213nn.28, 30 
Fitzgerald, A. 228n.25, 303n.98 
Fitzmyer, J.A. 5n.l 
Fohrer, G. 40n.74, 169n.l9 
Fokkelman,J.P. 135n.53 
Fowler, R. l l n . l l (on p. 12), 15n.l2, 

82, 88n.5,90.112nn.91,92,229, 
232n.41 

Fraisse, P. 87n.2 
Frank, R.M. 61, 62 
Fräser, G.S. 46n.88, 89n.6, 90 
Freedman, D.N. 39, 54n.l08, 58 

nn.122, 123, 124, 61, 100n.49, 
105n.60, 132n.43, 149, 186n.78, 
200. 213n.32, 232n.42, 260n.38, 
299, 303n.97, 306,316.331n.l78, 
345, 345n.205, 380n.57, 382n.62 

Freeman, D.C. 15n.l2 
Frendo, A. 100n.49 
Fretheim, T.E. 294 
Frye, N. 83n.68 
Fullerton, K. 168, 299 

Gabor, I. 229 
Garbini, G. 37n.64 
Garelli, P. 69n . l l , 94 
Gehrke, R.D. 167n.l6 
Gelb, I.J. 8n.l4 
Geller, S.A. 122, 130nn.35, 36, 131, 

131n.37 
Gerleman, G. 44n.85, 81n.64, 375 

n.44 
Gertner, M. 300n.80 
Gevirtz, S. 5n.5, 122, 135n.53, 136 

n.57, 143, 145n.90, 146nn.92, 
93, 96, 98, 149, 152n. l l2 , 155 
n.118, 155, 159n.l27, 179n.50, 
186, 186n.78, 216n.40, 246n.99, 
255n.31, 270n.75, 279, 279n.25, 
280n.28, 282, 303n.99, 320, 357 
n.37 

Gibson, J.C.L. ix, 5nn.2, 6n.9, 7, 37 
(=36n.60 on p. 37), 41, 58n.l22, 
78n.45,84n.73,85n.75,95nn.38, 
39, 99nn.46, 48, 103n.55, 209 
n.18,219n.49,222n.l, 249n.l08, 
252n.l0, 256n.25, 257n.30, 267 
n.62, 280n.27, 299n.78„ 314 
n.131, 342n.201, 360n.2 

Ginsberg, H.L. 156,300n.80,302n.91, 
335n.l86 

Gitay, Y. 83 
Glück, J.J. 225, 234, 247 
Gonda, J. 282 
Good, E.M. 271, 300n.80, 311n.l24, 

312 
Gordis, R. ln.3, 62, 104n.59, 228 



450 Classical Hebrew Poetry 

n.23, 280n.29, 311n. l25, 335 
n.185, 342, 350n.6 

Gordon, C.H. 28n.35,85n.76,91n.l5, 
159, 159n.l26, 183nn.66,69, 185, 
297n.69, 343nn.202, 204, 347, 
347n.211, 348 

Gordon, R. 61 
Görg, M. 271 
Goshen-Gottstein, M.H. 365n.l6 
Gottwald, N. 198, 198nn. l l3 , 114, 

118 
Graf, H. 121 
Gray, G.B. 91n. l8 ,98n.45,114,168, 

176, 333n.l81, 343n.204 
Gray, J. 172n.29, 185, 257n.28, 262 
Grayson, A.K. 301n.90 
Green, G.M. 31n.49, 33n.52, 356 

n.34 
Greenberg, M. 316 
Greenfield, J.C. 5nn.l , 2, 180n.55, 

366n.l9 
Greenfield, S.B. 304n.l00, 306 
Greenstein, E. 48n.91,150n.l02,151 

n.104, 154n. l l5 , 156, 175n.36, 
177, 306, 337n.l90 

Grimme, H. 233 
Groneberg, B. 9, 94n.32 
Grossberg, D. 157, 157nn.l23, 124, 

377n.52 
Groupe u 28n.32, 64n.l40, 173n.31 
Gruber, M.I. 307n.l04 
Gummere, F.B. 150n.l02 
Guillaume, A. 78n.47, 249 
Gunkel, H. 77, 77n.37 
Gunn, D.M. 300nn.81, 82, 303 
Guterbock, H.G. 80n.57 

Hahn, E.A. 328 
Halle, M. 385n.4 
Halliday, M.A.K. 140n.79, 141, 141 

n.80 
Hanson, P.D. 44n.85, 61, 62 
Haran, M. 139n.74, 139n.77, 144, 

144n.87, 148n.l01, 149, 332,358 
n.38 

Harris, Z.S. 37n.64 
Hartmann, B. 324 
Hasan, R. 140n.79, 141, 141n.80 
Haublein, E. 160, 161, 161n.5, 162 

nn.6, 7, 165n.9, 166, 166nn.l l , 
13, 167, 287 

Hauser, AJ. 81n.64 
Hayes, J.H. 166n.l4 
Hecker, K. 9 ,9n . l9 ,10 ,93 ,93nn . 26, 

27, 28. 171n.27, 185, 223n.4, 
226nn.l3, 15,230n.28,231nn.32, 
33, 34, 233n.44, 281nn.35, 36, 
282, 335, 335n.l87, 347, 347 
n.213, 362 

Heintz, J.-G. 302n.92 
Held, M. 39n.72, 122, 129n.31, 247 

n.100, 250, 280nn.27, 29, 30, 
282,282n.40,327n.l63,338n.l93, 
342 

Heller, J.R. 335 
Heller, L.G. 265n.53 
Herdner, A. 361n.4, 361n.8 
Herzberg, W. 159n.l28 
Hiatt, M. 121 
Hightower, J.R. 121 
Hill, A.A. 222n.2 
Hillers, D.R. 53n.l06, 70n.l4, 76 

n.36, 83, 112n.94, 200, 372n.36 
Hobbs, E.C. 342 
Hofman, J.B. 324 
Holladay, W.L. l l n . l ( o n p. 12), 18 

n.18,49n.94,59nn.l28,129,130, 
61, 62, 122, 206n.7, 207, 300 
nn.80, 83, 307n.l06, 308nn.l07, 
109, 311n.l21, 343n.203 

Holme, C. 384n.l 
Holmgren, F. 207 
Hölscher, G. 61, 62 
Honeyman, A.M. 321,322n. l51,324 
Hooke, S.H. 78n.47 
Hornstein, L.H. 253 
Horst, F. 61 
Hugger, P. 226, 229 
Hurvitz, A. 41 



Index of Authors Cited 451 

Hyland, C F . 132n.43,345,345n.205 
Hymes, D.H. 229,237,287n.53,294 

Ibrahim, M.H. 365n.l7 
Irwin, W.A. ln.2, 61, 62, 233n.43, 

236n.54, 242nn.78, 79, 83, 269 
n.73, 285nn.50, 51, 288n.57, 310 
n.116, 311n.l22, 315n.l36, 316 
nn.137, 138 

Irwin, W.H. 332,337n.l92,355nn.24, 
25 

Isaacs, E. 104n.56, 122 
Izre'el, S. 235n.50, 237 

Jacobsen, T. 9 
Jakobson, R. 12n.3,72,72n.23,114n.l, 

121, 168n.l7, 226n.l0 
Janzen, J.G. 143, 379n.53 
Japhet, S. 37n.61 
Johnstone, W. 199n.l27, 200 
Joines, K.R. 254 
Jordahl, R.S. 229 
Joüon, P. 29n.36 
Joyce, J. 28n.32 

Kaddari, M.Z. 122, 326n.l60 
Kelly, F.T. 168 
Kelly, S. 254 
Ker, W.P. 86 
Kerbrat-Orecchioni, C 312 
Kessler, M. 285n.46, 287 
Khanijan, J. 27n.30, 243n.87 
Kikawada, I. 61 
Kilmer, A.D. 65,74n.26,80nn.55,57 
Kinnier Wilson, J.V. 9, 209n. l7 ,210 

n.19, 223n.4, 225, 289n.60 
Kiparsky, P. 106, 108n.69 
Kirk, G.S. 66n.3, 67n.6, 68, 68n.9, 

70n.l8, 71,71nn.20,22,74n.26, 
74n.27, 75n.31, 82, 332n.l79, 
334n.l84, 335 

Kittel, B.P. 385n.4 
Kittel, R. 45 
Knudsen, E.E. 94, 94n.31 

Köcher, F. 318n.l43, 353nn.l7, 18 
König, Ε. 61 
Kosmala, Η. 104n.56,172n.29 
Kraft, C F . 160nn.2, 3, 168 
Krahmalkov, C R . 5n.3, 59n.l27, 

162n.6 
Krasovec, J. 135n.56, 322n.l53, 324 
Kraus, H.-J. 77n.40, 79n.50 
Krinetzki, L. ln.3 
Kselman, J.S. 9n.20, 43n.79, 45n.87, 

51, 51nn.l00, 101, 53n.l07, 54, 
54n.l09, 61, 62, 186n.78, 207, 
332 

Kugel, J.L. -2 , l n . l , Un . l (on p. 12), 
15n. l l , 48n . l l , 54nn. l l0 , 111, 
62, 91n.l7, 109, 109nn.82, 83, 
84, 85, 120, 120n.l8, 121nn.l9, 
20, 21, 122, 156, 181n.59, 183 
n.65,193n.96,297n.71,304n.l01, 
306, 320, 337n.l90, 347n.213, 
348 

Kuhl, C 299 
Kurz, G. 264n.48 
Kurylowicz, J. 91, 94, 94n.30, 101 

n.51 

Labuschagne, C.J. 262 
Lack, R. 253n.l5, 254, 287n.54, 294 
Ladefoged, P. 90n.l2, 91 
Laferriére, D. 114, 115n.5, 121 
Lambdin, T.O. 325n.l58 
Lambert, W.G. 8n.l7, 8, 9, 74n.26, 

94, 180n.56, 231n.31, 242n.85, 
266n.60, 325n.l57, 347n.213, 
353n.l8, 350n.4, 362n.l5 

Lambert, W.G. and Miliard, A.R. 
381n.60 

Landsberger, Β. 9, 93 
Lapp, P.W. 77n.43 
Lawrence, R.F. 69n.l3, 229 
Le Groupe μ, 28n.32, 64n.l40, 173 

n.31 
Leavitt, J.A. 229 
Lee, J.T. 149 



452 Classical Hebrew Poetry 

Leech, G.N. ix, x, l l n . l ( p . 12), 36 
n.58, 31n.49, 37n.67, 37,46n.88, 
208n.l4, 237, 238n.62, 255n.l7, 
265n.52, 275, 275n.5, 282, 312, 
312n.l26, 317n.l40, 333n.l82 

Lehrer, A. 128n.29 
Lemaire, A. 41 
Lerner, D. 65 
Levin, S.R. 46n.88,121 
Levine, B.A. 267n.61 
Lewis, C D . 253 
Ley, J. 104n.56, 229, 360n.l 
Lichtenstein, M.H. 207,254,375a44a 
Liebreich, J. 193nn.96, 99, 287, 294 
Lindars, B. 192n.92 
Lipihski, E. 61, 184n.72, 231n.35, 

302n.92 
Liverari, M. 60n.l31 
Livingstone, A. 310n. l l5 
Loader, J.A. 50n.98 
Loewenberg, I. 271, 268n.65 
Loewenstamm, S.E. 39n.73,97,144, 

150n.l02, 151nn.l04, 109, 154 
n.115, 156, 179n.49, 281nn.37, 
38 

Lohr, M. 199n.l22, 200 
Long, B.O. 61, 76, 76nn.34, 35, 78, 

78nn.44, 342 
Longman, T. 91, 101n.51, 105n.62, 

109, 109n.85a, 385n.4 
Lord, A.B. 67, 67n.5, 68, 68n.l0, 

69n.l2, 70, 71, 75n.30, 76n.33, 
77, 82, 136, 336 

Loretz, O. x, 6 a 13, 62, 95, 105 
nn.63, 64, 106n.65a, 177n.40, 
220n.54, 219n.51, 256n.24, 289 
n.63, 306n.l02 

Lotman, Y. 60 
Lötz, J. l ln . l (p . 12) 
Luck, G. 44 
Luelsdorff, P.A. 233 
Lund, N.W. 206n.8 
Lundbom, J.R. 187n.82, 207, 287, 

383n.65 

McCall, M.H. Jr. 70n.l4,76n.36, 83 
McCann, E. 313, 313n.l29 
McCarthy, J.J. 105n.62, 385n.4 
McEvenue, S.E. 290n.64 
McKane, W. 20, 20n.22, 29n.37, 28 

n.34 
Maoris, J. 265n.53 
Maeso, D. 122 
Magne, J. 288n.55, 294 
Malkiel, Y. 143 
Marco, A. di 207 
Marcus, D. 255n.l9 
Marcus, R. 192n.92, 198n. l l6 , 200 
Margalit, B. 7,18n.l8,29n.40,30n.48, 

94n.35, 94, 95n.40, 97, 225n.9, 
226n. l l , 226n.l2, 229, 254, 310 
n.117, 361n.4, 362n.l3 

Marlowe, C. 88 
Marzal, A. 5n.6 
Matthiae, P. 384n.l 
Mayer, W. 10 
Mayes, A.D.H. 40n.74,166n.l2, 329 

n.166, 330nn.l72, 173, 174, 332 
Melugin, R. 142n.83 
Merchant, P. 86 
Mettinger, T.D. 258n.34 
Millard, A.R. 9, 41, 289n.61 
Miller, P.D. 135n.54, 157, 157n.l21, 

173n.31, 248n. l03 , 249n.l08, 
268nn.66, 69, 272 

Mirsky, A. 65, 213 
Montaigne, M.E. de 143 
Moran, W.L. 41, 301n.85, 366n.20 
Moulton, R.G. 282, 287, 297n.70 
Mowinckel, S. 177n.40, 185 
Muecke, D. 308n.l08, 312 
Muilenburg, J. 42n.77, 44n.85, 282, 

287, 300n.83, 302n.95, 303n.99 
Mukarovsky, J. 265n.52 
Munch, P.A. 198n. l l6 , 200 
Muraoka, T. 194n.l03,195n.l04,366 

n.23 

Nagler, M.N. 70n.l7, 82 



Index of Authors Cited 453 

Newman, L.I. 122 
Niditch, S. 83 
Nijhoff, M. 90 
Nist, J. 104n.56 
Notopoulos, J.A. 71n.20, 75n.32, 82 
Nougayrol, J. 220n.53 
Nowottny, W. 237, 271, 312 

O'Callaghan, R. 151n.l03 
O'Connor, M. ix, 2n.4,12n.4,14n.9, 

48, 48n.93, 49n.95, 65, 80n.57, 
91n.l7, 106n.68, 108, 108n.75, 
109, 109n.80, 109n.81, 144, 162 
n.6,225,228n.25,282,295,299, 
303n.98, 306, 332, 342, 348 

Oden, R.A. 9 
Olivier, J.P.J. 78n.46 
Oppenheim, A.L. 9 

Pardee, D. 7, 97, 97n.43a, 143, 218 
n.46,219n.49,220n.54,248n.l03, 
316, 354n.21, 385n.4 

Parker, S.B. 6n . l0 ,7 ,95n.40 ,97 ,122 
Parry, A. 83, 335 
Parry, M. 36n.57, 66, 66nn.2, 4, 67, 

69n.l2, 70n.l8, 71, 71n.l9, 74 
n .29 ,75 ,76n.33 ,77 ,82 ,83 , 136, 
336 

Parunak, H.V.D. 83 
Patton,J.H. 97 
Paul, S.M. 188n.84, 199n.l20, 200, 

253n.l5, 254, 258n,31, 267n.61, 
267n.62 

Payne, D.F. 249, 255n.20, 262 
Peabody, B. 332n.l79, 335 
Peeters, L. 249 
Pelster, T. 264n.48 
Pettinato, G. 370n.31 
Piatti, T. 200 
Pope, M.H. 149, 156, 171n.28, 177 

a39,271n.80,301n.87,319n.l46, 
333n.l80, 353n.l6, 369n.28, 370 
n.30, 374n.40 

Popper, W. 122 

Porten, B. 52n.l02, 62, 186n.78, 207 
Pratt, M.L. 3n.l2 
Prijs, L. 233 

Rabinowitz, I. 311n.l20, 312 
Radday, Y.T. 61 
Rankin, O.S. 229 
Rappaport, U. 62, 186n.78, 207 
Rashbam, R. 156 
Reiner, E. 168, 384n.2 
Reinhart, T. 266n.56 
Rendsburg, G. 159n.l28 
Revell, E.J. 15n.l0, 19n.21, 99n.47, 

185, 222n.l 
Reymond, P. 254 
Richards, I.A. 63, 63n.l37, 65, 253 
Riding, C.B. 207 
Riffaterre, M. 63n.l35, 64, 64n.l38, 

64n.l41, 3 0 8 n . l l l , 309n. l l2 
Rimbach, J.A. 254 
Rin, S. 185nn.75, 76 
Riva, A. 202n.l 
Roberts, J.J.M. 272, 372n.36, 373 

n.38 
Robertson, D.A. 39, 40n.74, 41 
Robinson, I. 307n.l03 
Robinson, T.H. 50n.98,104n.56,110 

n.86, 111 
Roche, M. de 300n.84, 303 
Rose, C.B. 271 
Roth, W.M.W. 149 
Rowley, H.H. 156 
Rüger, H.-P. 149 
Ryder, F.G. 233 

Saggs, H.W.F. 9 
Saliba, G.A. 170n.24 
Salo, V. 143 
Sanders, J.A. 194n.l03 
Sanmartin, J. 220n.54, 281n.33 
Sappan, R. ix 
Sarna, N.M. 62, 85n.80 
Sasson,J.M. 250, 147n.99 
Sauer, G. 149 



454 Classical Hebrew Poetry 

Sawyer, J.F.A. 250 
Sayce, R.A. 143 
Saydon, P.P. 225 
Schaefer, A. 312 
Schedl, C. 192n.92 
Scherer, K. 2n.6, 275n.2 
Schipper, J.A. 227n.l7, 229 
Schmalzl, P. 233 
Schmidt, J. 246n.99 
Scholes, R. 308, 308n. l l0 
Schott, A. 260, 262 
Schramm, G.G. 371n.35 
Scott, R.B.Y. 20, 20n.22, 29, 29n.45 
Scott, W.C. 73n.24, 83,255,255n. l8 , 

262 

Sebeok, T.A. 72n.23, 121, 225n.8, 
229 

Sedgewick, G.G. 312 
Segert, S. 7, 91n.l7, 103, 103n.53 
Seux, M.-J. 192n.91, 220n.53, 266 

nn.58, 59, 289n.44, 298n.75 
Shaffer, A. 74n.26, 144n.84 
Shapiro, M. 114, 121 
Shea, W.H. 202n.2, 206n.6, 368n.26 
Shibles, W.A. 271 
Shore, H. 61 
Sinclair, J.M. 15n.l2, 15 
Skehan, P.W. 168, 194, 194n.l03, 

199nn.l21, 124, 231n.36, 233, 
234, 302n.96 

Smart, J.R. 73n.25 
Smith, B. 28n.32, 63, 63n.l34, 64, 

64n.l39, 65, 160, 160n.l, 167 
Smith, D.E. 27n.29, 342n.200 
Smith, H.L. (Jr) 92n.21 
Smith, R.F. 10, 202n.2 
Sonnenschein, E.A. 87n.2 
Soulen, R.N. 270n.76, 271n.81, 272 
Speiser, E.A. 62, 241n.75, 330n.l75 
Spiegel, D. 326n.l60 
Stalker, G.H. 122 
Stankiewicz, E. 46n.88 
Steinitz, W. 122 
Stoll, E.E. 229 

Stuart, D. ix, 321, 377n.51 
Stummer, F. 188n.84 
Super, A.S. 262 
Sweet, R.F.G. 200 

Talmon, S. 44, 44nn.80, 83, 85, 85 
n.79, 85n.81, 86, 134n.50, 332 

Tarlinskaja, M.G. 60 
Teterina, L.M. 60 
Thiering, B. 233n.44, 351n.7 
Thompson, J.A. 282, 311n.l23 
Thompson, J.M. 31n.49 
Thomson, J.A.K. 312 
Thorpe,J. 41n.75, 44 
Tidwell, N. 141 
Tigay, J.H. 10, 220n.53, 239n.66, 

353n.l6 
Titz,J.P. 162n.7 
Torrey, C.C. 5n.l 
Tov, E. 44n.84 
Towner, W.S. 5n.l , 356n.32 
Trager, G.L. 92n.21 
Traugott, E.C. 3n. l2 
Tsevat, M. 249n.l08, 292n.65 
Tsumura, D.T. 152n. l l2 , 169n.21, 

213, 213n.31, 254 
Tucker, G.M. 167n.l6 

Ulimann, S. 35n.55, 36n.59, 37n.66, 
237,237n.57,238,238nn.59,61, 
251nn.l, 2, 3, 252nn.6, 8, 11, 
253n.l3 

Valéry, P. 46n.88 
Van der Lugt, P. ix, x, 2n.4,137n.61, 

144, 161n.4, 168, 190n.86, 284 
n.104, 293n.65, 295, 373n.38 

Van der Weiden, W.A. 315nn.l34, 
135,316 

Van Dijk, HJ . 44, 44n.85 
Van Leeuwen, R.C. 310n. l l4 
Van Selms, A. 151n.l03, 277n.l7, 

281n.39 
Van Uchelen, N.A. 44n.84 



Index of Authors Cited 455 

Vetter, P. 112n.90 
Viganö, L. 329n.l67, 332 
Vogels, W. 21n.23 
Von Soden, W. 8, 8n. l6 , 92n.23, 93, 

93n.29,94,94n.32,229n.l3,335 
n.187 

Wahl, T.P. 168 
Wakeman, M. 254 
Wansbrough, J. 91, 156, 385n.4 
Ward, J.M. 295 
Wasserstein, D. 121n.21 
Watson, D.G. 37nn.64, 65, 39, 39 

n.71, 41 
Watson, W.G.E. 7, 8n.8, l l n . l ( o n 

p. 12), 14n.8 ,15n. l l , 30n.46, 37 
n.62, 39, 41, 43n.78, 53n.l05, 
57n.l21, 62, 123n.24, 128, 130 
n.35,143,144,147n.99,150n.l07, 
156, 158n.l25, 159n.l27, 164 
n.8, 173n.32, 178n.43, 188n.85, 
194n.l02, 196n.l07, 196n . l l l , 
200,207,211n.23,213n.30,221, 
235n.51,242n.84,248n.l04,250, 
269n.70, 272, 301n.89, 302n.93, 
319n.l47, 321, 331n.l78, 357 
n.36, 365n.l8 

Watters, W.M. 52nn.l03, 104, 52, 
61, 130n.33, 132n.42, 136n.57, 
350nn.2, 6, 366n.22, 374n.42 

Webster, E.C. 192n.92, 206n.6 
Weinfeld, M. 5n.6 
Weinrich, H. 265n.55, 271, 271 
Weiss, M. 149, 328, 325, 325n.56 
Welch, J.W. 7, 52n.l02, 202n.2, 208 
Wenham, G.J. 56n. l l6 ,208,290n.64 
Werner, E. 80nn.55, 56 
Westermann, C. 10, 167nn.l5, 16 
Westhuizen, J.P. van der 9n.20, 10, 

225, 327n.l64, 328 
Wevers, J.W. 105n.61 
Weyl, H. 114n.3(on p. 115), 119n.l l 

Whallon, W. 52n.l03, 61, 136n.57, 
305n.2 

Wheelock, J.T.S. 227n.l8, 228, 228 
nn.21, 22, 229 

Wheelwright, P. 271n.82 
Whitaker, R.E. 76n.36, 83 
Whitley, C.F. 135n.51,156,329, 329 

n.169, 332 
Whybray, R.N. 19n.20 
Widdowson, H.G. 3, 3nn.l0, 11, 12, 

35n.54 
Wilkinson, L.P. 237, 234n.48 
Williams, J.G. 312 
Willis, J.T. 91n.l7, 185 
Wilson, G.H. 7 
Wimsatt, W.K. Qr) 47n.89, 73n.25, 

238n.62, 239, 239n.64, 249 
Winton Thomas, D. 301n.86 
Wiseman, D. 318n.l43a 
Wittstruck, T. 254 
Wolff, H.W. 260n.38 
Woodring, C.R. 237 
Wright, G.T. 324n.l55, 327n.l64, 

328 
Wulstan, D. 80n.57 
Wyk, W.C. van 229 

Xella, P. 182n.64, 361nn.4, 8, 9 

Yee, G.A. 208 
Yellin, S. 156 
Yoder, P.R. 122, 128n.30, 129n.31, 

134n.49,136,136nn.57,59,137, 
137n.61, 139n.73, 144 

Young, G.D. 91n.l7, 94, 94n.34, 97, 
347, 347n.212 

Ziegler, J. 143 
Zirmunsky, V. 60, 91 
ZoreU, F. 229 
Zurro, E. 159n.l29 
Zwettler, M.J. 83 



S U P P L E M E N T A R Y BIBLIOGRAPHY 

The items listed here are set out according to topic, as in the sectional bibliographies 
throughout the book. Some unclassified entries are provided at the end. 

2.1 
Watson, W.G.E., 'The Ahiqar Sayings. Some Marginal Comments', Aula Onemalis 2 

(1984) 253-61. 

2.2 
Horwitz, W., 'The Ugaritic Scribe', UF 11 (1979) 389-94. 
Segert, S., 'Parallelism in Ugaritic Poetry', JAOS 103 (1983) 295-306. 
Watson, W.G.E., 'Internal Parallelism in Ugaritic Verse', Studi Epigrafici e Linguistici 

sul Vicino Orienie anlico 1 (1984) 53-67. 
—'Apostrophe in the Aqhal Poem', UF 16 (1984) 323-26. 
—'Internal Parallelism in Ugaritic Verse: Further Examples', UF 17 (1985) [in press]. 
- ' T h e Character of Ugaritic Poetry', JSNL 11 (1983) 157-69. 

2.3 
Kinnier Wilson, J.V., 77ic Legend of Etana. A New Edition (Warminster, 1985). 
Sperling, D., 'A su-il-la to Istar (Ebeling, Handerhebung 60)', WO 12 (1981) 8-20. 

3.1 
Kikawada, I.M., 'Some Proposals for the Definition of Rhetorical Criticism', Semitics 

5 (1977) 67-91. 

3.2 
Berlin, A., 'Motif and Creativity in Biblical Poetry', Prooftexts 3 (1983) 231-41. 

3.4 
Hurvitz, A., 'Originals and Imitations: A Comparative Examination of 1 Sam 2,1-10 

and Ps 113,5-9', Iwry Festschrift, 115-21. 
3.6 
Barrick, W.D., 'Current Trends and Tensions in Old Testament Textual Criticism', 

Biblical Theology 35 (1984) 301-308. 

3.7 
Althann, R., '1 Sam 13,1: A Poetic Couplet', Bib 62 (1981) 241-46. 
—'Unrecognized Poetic Fragments in Exodus', JNSL 11 (1985) 9-27. 
Hill, A.E., 'Patchwork Poetry or Reasoned Verse5 Connective Structure in 1 Chronicles 

XXV, VT 33 (1983) 97-101. 
de Moor, J.C., 'The Poetry of the Book of Ruth (Part I)', Or 53 (1984) 262-83. 
Scott, F.N., 'The Most Fundamental Differentia of Poetry and Prose', PMLA 19 

(1904) 250-69. 
Snaith, N., 'The Introduction of the Speeches of Job—Are They Prose or Verse?', 

Textus 8 (Jerusalem, 1973) 133-37. 

3.8 
Khan, G.A., 'Object Markers and Agreement Pronouns in Semitic Languages', 

BSOAS 47 (1984) 468-500, esp. 482-91. 

4.4 
Spycket, A., '"Louez-le sur la harpe et la \yTe"',AnSt 3 (1983) 39-49. 



Supplementary Bibliography 457 

4.5 
Fox, M., 'Linguistic Reanalysis and Oral Transmission', Poetics 13 (1984) 217-38. 

5.2 
DiakonofF, I.M., 'Towards the Pronunciation of a Dead Language', Assyriological 

Miscellanies 1 (Copenhagen 1980) 7-12. 
Von Soden, W., 'Untersuchungen zur babylonischen Metrik, Teil V, ZA 71 (1982) 

161-204; Teil II, ZA 74 (1984) 213-34. 
Zevit, Z., 'Nondistinctive Stress, Syllabic Constraints, and Worlmetrik in Ugaritic 

Poetry', UF15 (1983) 291-97. 
5.4 
Christensen, D.L., "The Song of Jonah: A Metrical Analysis', JBL 104 (1985) 217-31. 
Talstra, E., review of Collins, Line-forms, BO 41 (1984) 453-57. 

6.1 
Berlin, A., 'On the Bible as Literature' (with response by Kugel), Prooftexts 2 (1982) 

323-32. 
— The Dynamics of Biblical Parallelism (Bloomington, 1985) (a very important work). 
Geller, S., 'The Dynamics of Parallel Verse. A Poetic Analysis of Deut 32,6-12', HTR 

75 (1982) 35-56. 
Greenstein, E., 'How Does Parallelism Mean?', in A Sense of Text, (JQR Supplement; 

Winona Lake, 1982) 41-70. 
Kugel, J., 'Some Thoughts on Future Research into Biblical Style: Addenda to The 

Idea of Biblical Poetry', JSOT 2% (1984) 107-17. 
Landy, F., 'Poetics and Parallelism: Some Comments on James Kugel's The Idea of 

Biblical Poetry', JSOT 28 (1984) 61-87. 
Miller, P.D., 'Metre, Parallelism and Tropes: The Search for Poetic Style', JSOT 28 

(1984) 99-106. 
Pardee, D., 'Ugaritic and Hebrew Poetry: Parallelism' (unpublished 1980 paper). 
Van Rooy, H.F., 'Parallelism, Metre and Rhetoric in Ezekiel 29,1-6', Semitics 8 (1982) 

90-105. 
Watson, W.G.E., 'A Review of Kugel's The Idea of Biblical Poetry', JSOT 28 (1984) 

89-98. 

6.3 
Avishur, Y., Stylistic Studies of Word-Pairs in Biblical and Ancient Semitic Literatures 

(AOAT 210, 1984). 
Berlin, A., 'Parallel Word Pairs: A Linguistic Explanation', UF 15 (1983) 7-16. 
Boadt, L., 'Textual Problems in Ezekiel and Poetical Analysis of Paired Words', JBL 

97 (1978) 489-99. 
Brueggemann, W., 'Of the Same Flesh and Bone (Gen 2,23a)', CBQ 32 (1970) 532-42. 
Del Olmo Lete, G., 'Algunos pares ugaritico-hebreos preteridos', Aula Onentalis 2 

(1984) 11-22. 
Jackson, T.A., Words in Parallelism in Old Testament Poetry, (Johns Hopkins, 1970). 
Koch, B.J., 'Arabic Lexical Couplets and the Evolution of Synonymy', GL 23 (1983) 

51-61. 
Shupak, N., 'Stylistic and Terminological Traits Common to Biblical and Egyptian 

Literature', WO 14 (1983) 216-30. 

6.4 
Avishur, Y., '[The Forms of Repetition of Numbers Indicating Wholeness (3, 7, 10)— 

in the Bible and in Ancient Semitic Literature]', Beer-Sheva 1 (1973) 1-55 [in 
Hebrew]. 



458 Classical Hebrew Poetry 

Bea, A., 'Der Zahlenspruch im Hebräischen und Ugaritischen', Bib 21 (1940) 196-98. 
Watson, W.G.E., 'Middle-Eastern Forerunners to a Folktale Motif, Or 53 (1984) 333-

36. 

6.6 
Berlin, A., 'Shared Rhetorical Features in Biblical and Sumerian Literature', JANES 

10(1978) 35-42. 
—'Isaiah 40:4: Etymological and Poetic Considerations', Hebrew Annual Review 3 

(1979) 1-6. 
Bronznick, N., ' "Metathetic Parallelism"—An Unrecognized Subtype of Synonymous 

Parallelism', HAR 3 (1979) 25-39. 
Christensen, D.L., 'Anticipatory Paronomasia in Jonah 3,7-8 and Genesis 37,2', RB 90 

(1983) 261-63. 
Clines, D.J.A., "The Parallelism of Greater Precision. Notes from Isaiah 40 for a 

Theory of Hebrew Poetry', in Follis, E.R. (ed.), Directions in Biblical Hebrew 
Poetry (JSOTSuppl. Series 40; Sheffield, 1986) [in press]. 

Krasovec, J., Antithetic Structure in Biblical Hebrew Poetry (VTS 35; Leiden, 1984). 
Pardee, D., 'The Semantic Parallelism of Psalm 89', Ahlström Festschrift, 121-37. 
Tsumura, D.T., 'Janus Parallelism in Nah. 1,8', JBL 102 (1983) 109-11. 
Watson, W.G.E., 'Internal Parallelism in Classical Hebrew Verse', Bib 66 (1985) 365-

84. 

7.1 
Berger, P.-R., 'Zu den Strophen des 10. Psalms', VF 2 (1970) 7-17. 
Webster, F.D., 'Strophic Patterns in Job 3-28', JSOT 26 (1983) 33-60. 
- 'Strophic Patterns in Job 29-42', JSOT 30 (1984) 95-109. 

7.5 
Van Grol, H.W.M., 'Paired Tricola in the Psalms, Isaiah and Jeremiah', JSOT 25 

(1983) 55-73. 

7.9 
Ceresko, A.R, 'The ABCs of Wisdom in Psalm xxiv', KT 35 (1985) 99-104. 
Deutsch, C , 'The Sirach 51 Acrostic: Confession and Exhortation', ZAW94 (1982) 

400-409. 
Shea, W.H., 'The Qinah Structure of the Book of Lamentations', Bib 60 (1979) 103-

107. 

8.2 
Barre, L.M., 'Recovering the Literary Structure of Psalm XV, PT34 (1984) 207-11. 
Tsumura, D.T., 'Literary Insertion (AXB Pattern) in Biblical Hebrew', PT33 (1983) 

468-82. 

9.3 
Carreira, J.A., 'Kunstsprache und Weisheit bei Micha', BZ 26 (1982) 50-74. 
Boadt, L., 'Intentional Alliteration in Second Isaiah', CBQ 45 (1983) 353-63. 
Also O'Connor, BASOR 226 (1977) 16-17; Shapiro, Asymmetry, 135-203. 

9.4 
Wimsatt, W.K., Jr, 'One Relation of Rhyme to Reason', Modern Language Review 5 

(1984) 323-38. 

9.6 
Doron, P., 'Paronomasia in the Prophecies to the Nations', Hebrew Studies 20-21 

(1979-80) 36-43. 



Supplementary Bibliography 459 

Gluck, J.J., lpàrur—pa'rûr—a Case of Biblical Paranomasia [sic]', OTWSA 12 (1969) 
21-26. 

Kooij, J.G., Ambiguity in Natural Language (Amsterdam/London, 1971). 

10.1 
Silk, M.S., Interaction in Poetic Imagery, with Special Reference to Party Greek Poetry 

(Cambridge, 1974). 
Taylor, J.G., 'The Song of Deborah and Two Canaanile Goddesses', JSOT 23 (1982) 

99-108. 
10.2 
Hiller, D R , 'The Effective Simile in Biblical Literature', JAOS 103 (1983) 181-85. 
Irwin, W.H., 'The Extended Simile in RS 24:245 Obv.', VP 15 (1983) 53-58. 
Muller, H.-P., Vergleich und Metapher im Hohenlied (Freiburg/Goltingen, 1984). 
Thorion, Y., 'Der Vergleich in 1Q Hodayot', RQ 11 (1983) 193-217. 

10.3 
Grober, S.F., 'The Hospitable Lotus: A Cluster of Metaphors. An Enquiry into the 

Problem of Textual Unity in the Song of Songs', Semitics 9 (1984) 86-112. 

11.02 
Raabe, P.R., "The Effect of Repetition in the Suffering Servant Song, JBL 103 (1984) 

77-81. 

11.05 
Segal, M.Z., '[The Refrain in Biblical Poetry]', Tarbiz 6 (1935) 125-44, 433-51 (in 

Hebrew]. 

11.06 
Anbar (Bernstein), M.A., 'Une nouvelle allusion à une tradition babylonienne dans 

Ézèchiel (XXII 24)', VT29 (1979) 352. 
Berlin, A., 'Jeremiah 29,5-7: A Deuteronomic Allusion', HAR 8 (1984) 3-11. 
Coombs, J.H., 'Allusion Defined and Explained', Poetics 13 (1984) 475-88. 

11.08 
Ceresko, A.R, 'A Poetic Analysis of Ps 105, with Attention to Its Use of Irony', Bib 64 

(1983) 20-46. 
Greenstein, E.L., '"To Grasp the Hem" in Literature', VT32 (1982). 
Schaar, C , 'Vertical Context Systems', Enkvist Festschrift, 146-57. 

11.13 
Sansone, D., 'On Hendiadys m Greek', Glotta 62 (1984) 16-25. 

11.17 
Avishur, Y., '[Types of the Double and Triple Rhetorical Question in the Bible and in 

Ugaritic According to their Classes]', Shazar Festschrift, 421-64 [in Hebrew]. 
13.2 
Saracino, F., 'A State of Siege: Mi. 5,4-5 and an Ugaritic Prayer', ZA W95 (1983) 263-

69. 

13.3 
Aletti, J.-N. and Trublet, J., Approche poétique et théologique des Psaumes: Analyses et 

méthodes (Paris, 1983). 
Alter, R 'From Line to Story in Biblical Verse', Poetics Today 4 (1983) 615-37. 
Althann, R., 'Numbers 21,30b in the Light of ihe Ancient Versions and Ugaritic', Bib 

66(1985) 568-71. 



4 6 0 Classical Hebrew Poetry 

Auffret, P., La sagesse a bad sa maison: Etudes des structures lilteraires dans VAncien 
Testament et spécialement dans les Psaumes (Fribourg/Góttingen, 1982). 

Austin, T.R., Language Crafted. A Linguistic Theory of Poetic Syntax (Bloominglon, 
Indiana, 1984). 

Bazak, J., 'The Geometric-Figurative Structure of Psalm cxxxvi', KT35 (1985) 129-
38. 

Berlin, Α., 'The Rhetoric of Psalm 145', Iwry Festschrift, Π-22. 
Ceresko, A.R., 'The Function of Antanaclasis (ms' 'to find' // ms"\o reach, overtake, 

grasp') in Hebrew Poetry, Especially in the Book of Qoheleth', CBQ 44 (1982) 
551-69. 

Del Olmo Lete, G., 'Sintagmas ugarítico-hebreos. Ensayo de esclarecimiento mutuo', 
Helmantica 36 (1983) 149-62. 

—'Antecedentes cananeos (ugariticos) de formas literarios hebreo-bíblicas', Simposio 
Bíblico Español (Salamanca 1982) (Madrid, 1984) 83-114. 

Geller, S.A., "Theory and Method in the Study of Biblical Poetry', JQR 73 (1982) 65-
77. 

Gordis, R., 'The Structure of Biblical Poetry', in Poets, Prophets, and Sages (Blooming-
ton, 1971) 61-94. 

Kselman, J.S., 'Psalm 101: Royal Confession and Divine Oracle', JSOT33 (1985) 45-
62. 

Ogden, G.S., 'Psalm 60: Its Rhetoric, Form and Function', JSOT 31 (1985) 83-94. 
Pax, E., 'Biblische Stilfiguren', Liber Annuus 23 (1973) 359-73. 
Trible, P., 'The Gift of a Poem: A Rhetorical Study of Jeremiah 31:15-22', Andover 

Newton Quarterly 17 (1977) 271-80. 
Weiss, M., The Bible from Within: The Method of Total Interpretation (Jerusalem, 

1984). 




	CLASSICAL HEBREW POETRY: A Guide to its Techniques
	CONTENTS
	FOREWORD
	ABBREVIATIONS
	SHORT TITLES OF FREQUENTLY MENTIONED WORKS
	FESTSCHRIFTEN
	1. INTRODUCTION
	1.1 Scope and Aims
	1.2 Stylistics and Hebrew Poetry

	2. OTHER SEMITIC LANGUAGES
	2.1 Introduction
	2.2 Ugaritic Poetry
	BIBLIOGRAPHY

	2.3 Akkadian (Assyro-Babylonian) Poetic Material
	BIBLIOGRAPHY


	3. ANALYSING HEBREW POETRY: NOTES ON METHOD
	3.1 Terminology
	3.2 Method
	3.3 Function in Poetry
	3.4 Archaisms
	BIBLIOGRAPHY

	3.5 Dating
	BIBLIOGRAPHY

	3.6 Textual Criticism
	BIBLIOGRAPHY

	3.7 Prose or Poetry?
	BIBLIOGRAPHY

	3.8 Closure: Notes on Theory
	BIBLIOGRAPHY


	4. THE HEBREW POET IN ACTION
	4.1 Oral Poetry
	4.2 Oral Poetry: Theory
	4.3 Techniques and Characteristics of Oral Poetry
	4.4 Ancient Hebrew Oral Poetry
	4.5 Techniques and Characteristics of Oral Poetry in Hebrew
	BIBLIOGRAPHY

	4.6 Epic Poetry in Hebrew?
	BIBLIOGRAPHY


	5. METRE
	5.1 What is Metre?
	BIBLIOGRAPHY

	5.2 Metre in Ancient Semitic Languages
	BIBLIOGRAPHY
	Metre in Ugaritic poetry
	BIBLIOGRAPHY

	5.3 The Stress (Accentual) Theory of Hebrew Metre
	5.4 Other Theories: Survey and Critique
	5.5 Anacrusis
	BIBLIOGRAPHY

	5.6 Functions of Metre

	6. PARALLELISM
	6.1 Introductory
	BIBLIOGRAPHY

	6.2 Gender-matched Parallelism
	BIBLIOGRAPHY

	6.3 Parallel Word-pairs
	BIBLIOGRAPHY

	6.4 Number Parallelhm
	BIBLIOGRAPHY

	6.5 Staircase Parallelism
	BIBLIOGRAPHY

	6.6 Other Types of Parallelism

	7. STANZA AND STROPHE
	7.1 The Stanza
	BIBLIOGRAPHY

	7.2 Strophic Patterns: Introduction
	7.3 The Monocolon
	7.4 The abc // b'c' Couplet
	BIBLIOGRAPHY

	7.5 The Tricolon
	BIBLIOGRAPHY

	7.6 Strophic Patterns: the Quatrain
	7.7 Strophic Patterns: the Pentacolon
	7.8 Higher Strophic Units
	7.9 Acrostics and Related Patterns
	BIBLIOGRAPHY


	8. VERSE-PATTERNS
	8.1 Introduction
	8.2 Chiasmus and Chiastic Patterns
	BIBLIOGRAPHY

	8.3 The Terrace Pattern (Anadiplosis) and Sorites
	BIBLIOGRAPHY

	8.4 The Pivot Pattern
	BIBLIOGRAPHY


	9. SOUND IN HEBREW POETRY
	9.1 General
	9.2 Assonance
	BIBLIOGRAPHY

	9.3 Alliteration
	BIBLIOGRAPHY

	9.4 Rhyme
	BIBLIOGRAPHY

	9.5 Onomatopoeia
	BIBLIOGRAPHY

	9.6 Wordplay
	BIBLIOGRAPHY


	10. IMAGERY
	10.1 Imagery
	BIBLIOGRAPHY

	10.2 Simile
	BIBLIOGRAPHY

	10.3 Metaphor
	BIBLIOGRAPHY


	11. POETIC DEVICES
	11.01 The Interplay of Poetic Devices
	11.02 Repetition
	BIBLIOGRAPHY

	11.03 Envelope Figure
	BIBLIOGRAPHY

	11.04 Keywords
	BIBLIOGRAPHY

	11.05 The Refrain
	BIBLIOGRAPHY

	11.06 Allusion
	BIBLIOGRAPHY

	11.07 Ellipsis
	BIBLIOGRAPHY

	11.08 Irony
	BIBLIOGRAPHY

	11.09 Oxymoron
	BIBLIOGRAPHY

	11.10 Abstract for Concrete
	BIBLIOGRAPHY

	11.11 Hyperbole
	BIBLIOGRAPHY

	11.12 Merismus
	BIBLIOGRAPHY

	11.13 Hendiadys
	BIBLIOGRAPHY

	11.14 The 'Break-up' of a Composite Phrase
	BIBLIOGRAPHY

	11.15 Enjambment
	BIBLIOGRAPHY

	11.16 Delayed Identification
	BIBLIOGRAPHY

	11.17 Rhetorical Questions
	BIBLIOGRAPHY

	11.18 Ballast Variant
	BIBLIOGRAPHY


	12. SECONDARY TECHNIQUES
	12.1 Expansion
	12.2 Lists
	12.3 Inversion

	13. APPENDIX: WORKED EXAMPLES
	13.1 Introduction
	13.2 An Ugaritic Poem
	13.3 Babylonian Poetry
	13.4 Hebrew Examples

	INDEXES
	1. INDEX OF SUBJECTS
	2. INDEX OF NUMERICAL REFERENCES
	3. INDEX OF BIBLICAL REFERENCES
	4. INDEX OF HEBREW WORDS
	a. In Hebrew characters
	b. In transliteration

	5. INDEX OF HEBREW WORD-PAIRS
	a. In Hebrew characters
	b. In transliteration

	6. INDEX OF UGARITIC TEXTS
	7. INDEX OF UGARÌTIC WORDS
	8. INDEX OF UGARITIC WORD-PAIRS
	9. INDEX OF AKKADIAN TEXTS
	10. INDEX OF AKKADIAN WORDS
	11. INDEX OF OTHER TEXTS
	12. INDEX OF AUTHORS CITED

	SUPPLEMENTARY BIBLIOGRAPHY
	Back Cover



