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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The origins of the present work lie in my unpublished doctoral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 1 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

ix



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thinking chiefly of T. Donald’s unpublished thesis Parallelism in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, Minster (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 ¥SOT 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.! 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.? 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.? 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, Kuge), ldea, 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 111
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time as these techniques are becoming better understood, their
presence is being determined in Hebrew.*

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.’

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.® 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, S.
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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.’

Stylistics and Hebrew Poetry

The study of style in Hebrew poetry has been sporadic rather than
systematic.? 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.’ He points out that
there are two disciplines:'? 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 linguist . . . directs his attention primarily to how a piece of
language exemplifies the language system. We will say that he
treats literature as zexr.

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.!1

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.}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,! Phoenician,’ Punic’> and Ammonite* are generally
short. Gleanings from the Amarna’® and Mari letters,® 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.” They are particularly significant for
Hebrew poetry because Ugaritic is a closely related language, much
closer than, say, Akkadian.?

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; 11Qtg Job; 1QapGen 20,2-7 and 4QpsDans; 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 Verse’, 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 B4 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 Syrtan 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.

S. 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, VT 27 (1977) 178-195; A. Marzal, Gleanings from the Wisdom of Mar:
(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.
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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.” The main poetic material comprises
the Baal Cycle (a series of episodes recounting Baal’s ‘adventures’);
the legends!® of Keret and Aghat (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,!! at least one incantation,!? and perhaps a
hymn,'* 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.

—‘An 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 Ugantic’, UF 6 (1974) 421-436 = Welch, Chiasmus,
36-49.

Wilson, G.H. ‘Ugaritic word order and sentence structure in the Krr text’,
FSS 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, RSP I-1II 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 1is, 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’.!* 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. '’

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.!® 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.!” 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),’® 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
Parallelssm’, VT [in press].
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two almost identical couplets, the second making implicit what is
only 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.!’

Since the main thrust of the present work is a description of Hebrew
poetry, only a restricted selection of 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, HW.F. The Greatness that was Babylorn (London, 1962) 390-444.

(b) Akkadian poetry with accompanying translation

Cagni, Erra.

Farber, W. Beschwirungsrituale 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, Azr. (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 eli¥’,
JNES 20 (1961) 154ff.

Other editions are scattered in various specialist journals; a good selection is

to hand in ¥NES 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, ‘rb//kbd: a new Hebrew-Akkadian formulaic pair’, VT 29 (1979) 110-
114, Barré, VT 29 (1979) 107-110 and Or 50 (1981) 241-245.
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Mayer, W. Untersuchungen zur Formensprache der babylonischen ‘Gebets-
beschwérungen’ (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. This approach is implied in de Moor’s studies, e.g. UF 10 (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 *13¥ =h», ‘Quickly, answer me’, is approximately
half the colon-length in Ps 69,18:

NI D 998D Because it is hard on me/quickly, answer me

—and is a metrico-structural unit since it recurs, unchanged in
Pss 102,3 *33» anm 8pR o1, ‘On the day I call, quickly, answer me’,
and 143,7 mn '3p 9w, ‘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

Mo neyk o What shall 1 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.?

BICOLON

A couplet or line-pair* 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:

TNV Y 2P Bind them on your fingers,
935 M2 5» B3NS 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, ¥BL 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, Structure, 52,



Analysing Hebrew Poetry 13

Note that bicola can be extremely brief:

o»y 9y Elam: Attack!
¥ ™18 Medes: Besiege! (Isa 21,2b)

—or so long that often further subdivision seems required:

ooy mm o M Yahweh is king, let peoples tremble;
PAND BN DOMD 2 is throned on the cherubim, may earth totter.
(Ps 99,1)
TRICOLON
A set of three cola forming a single whole, or strophe, as

n93 oyt Their line is stable,
DBY BMMDY  their fathers are with them,
DMWY BMWNINYY  and their offspring are in front of their eyes. (Job 21,8°)

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),
of five 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 1920
I 21-22a
I 22b-23

IV 2425
V  26-27a

and, as is sometimes the cas, the stanzas are marked off by refrains.®

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 1.
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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.”

The accompanying table will clarify the definitions given.®

HEMISTICH
COLON

BICOLON

TRICOLON

TETRACOLON or

QUATRAIN (etc.)

STROPHE

STANZA

POEM

hemistich hemistich

colon
colon

colon
colon
colon

colon
colon
colon
colon

monocolon/bicolon/tricolon (etc.)

strophe 1
strophe 2
strophe 3 (etc.)

stanza |

stanza I
stanza III
stanza IV (etc,)

A significant term related to the analysis of verse is STICHOMETRY
or, as some prefer, ‘lineation’.® 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
9. So O’Connor, Structure, 30.

appears in Watson, ‘Chiastic Patterns’, 121.
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SRS XY NBPY 89 N XS | have neither peace, nor quiet, nor rest,
139 82N but turmoil comes.

Here, the only pausal form is *n3 which indicates line-end.!°

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.!!

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.!? His method is, first to examine the poem for particular
features, such as sentence and clause structure, line 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.!* 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. Sce Revell, VT 31 (1981) 186-199, esp. 191.

11, For the term ‘stichography’ see Kugel, Idea, 119-120, 121-123, 126-127, and 193-
194. For Ugantc texts ¢f W.G.E. Watson, ‘Lineation (Stichometry) in Ugantic
Verse’, UF 14 (1982) 311-312.

12. L.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 (Helsink, 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'* and from
experience, a general outline for analysis would include the following: '’

(h) delimitation
(i) segmentation
()) 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-
uon 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.!® 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.!’

€. 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. Tt is very useful to have to hand coloured pens or
pencils,'® 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
casy 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!? 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. Advocaied by Margalit (Margulis), UF 7 (1975) 311, and Holladay, yBL 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.?

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

NOBY RODI 11 DY NN XHBD DT "R 120
Therefore, see I am the one who is going to shock this people,
adding shock to shock.

It can be segmented as follows:

WPy 14a
RO Ao 14b
mmoya NN l4c

NOBINOBN 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).

. 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, RN. Whybray, Wisdom in
Proverbs (London, 1965).

21. EJ. Revell, ‘Pausal Forms and the Structure of Biblical Poetry’, VT 31 (1981)
186-199, argues that linc-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. 4

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 1 looked at—after going over the poem several
times first—included McKane and Scott, as well as Dahood’s brief
monograph.?? 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.

¢. As far as the text is concerned there are few problems—the
kethibh/qere at 29¢ (&3 for owmn) and at 31¢ (o> for o5). 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); M.J. Dahood, Proverbs and
Northwest Semitic Philology (Rome, 1963).
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Hebrew text in anticipation of the structural analysis;?® this is
simply for reasons of space.

NN WO 29a 1

MaR v b

fapbiniala ) c

ne b d

D3N DWW b e

- N ol liap) f

™R 5P oMnRL» 30a

DBy "IPRnS DWwaY b
™ KR OR 31a II
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2D IrDYd b

P IR Ty 33a

M2DRN 937 3N b

PO 393 200 P 34a

93M PRI3 202(D) b

. nYen B3 R 35a

TP 53 3mbn b

PR T c

MY YPIN O d

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.

1 29a  Who gets the groans?

b Who gets the moans?

¢ 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 ‘Panalyse structurale’ (of deep structures) and
Panalyse structurelle’ (of surface structure) cf. Vogels, Bib 60 (1979) 411. If anythung,
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,
¢ 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.

332 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).

¢ When I wake up
d Tl 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 analysis

g. The limits of the poem are clear enough: the immediate context
at both ends (23,26-28 and 24,1ff.) 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 9. 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 szanzas
make up the poem (29-30 and 31-35), each to be subdivided as
follows:

I (a) 29abcdef II (a) 3labcd-32ab
(b) 30ab (b) 33ab-34ab
(c) 35abed

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.

\. Inner-strophic analysis: 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
(35¢cd).

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.
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The only three repeated words (or roots) used throughout the
whole poem are 2n, ™ and rv. Note that a word for ‘to search for’
occurs in the final line of both stanzas (30b: 1pn, 35b: wp3).

The second
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oD

table lists rare or unique lexical items:

‘(interjection)’; only here; cf. Akk. aba, ‘what’.

‘to look like blood’ or ‘to appear red’; hitp. only here.
obscure: ‘painful’(?), ‘mast’ (? if correct, only here) or
‘mountain’ (? metathetic form only here).

‘dullness’; also Gen 49,12.

‘mixed wine’ or ‘mixing bowl’; cf. Isa 65,11 and Ug,
munskn; obscure (see philological notes).

‘bubble’ (if so, only here); cf. Akk. inu, ‘bubble’ and Ug,
yn ‘n, ‘sparkling wine’ (CT4 6 iv 42).2*

‘to sting, pierce’ (? only here).

‘(serpent)’; rare: Isa 11,8; 59,5 (cf. 14,29) and Jer 8,17.
‘bubbles’ (?) if related to Akk. $a@ru, ‘wind, bubble’.

24. For a somewhat different view cf. Driver, ¥SS 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 -1%) in
stanza I (acrostic pattern).?* Alliteration occurs in 31bcd and 33b-35
(see below); also as initial—~ in 35cd. In 3la and 31c the Ug.
expression yn ‘n ‘bubbly wine’ is broken up; similarly, the phrase
puyex owns ‘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’, 29¢)
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,
tahpukor; cf. 35ab) and onomaropoeia (32 and perhaps 35cd). There
are two sets of paired similes (32; 34), two examples of wordplay (29¢
©w3d and 32b wwb3 = rootplay; 1’ = ‘eye’ in 29f and 33a, but by
metaphorical extension, ‘bubble’ in 31¢), and one case of enjambment
(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 #magery 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.?

To keep the audience interested, the poet breaks his steady
sequence of lamedh-initial lines 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 (‘I 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:?’

31b ki YIT addam
¢ ki YITTen bakkos . . .
d YiThallek b°. ..

33b wLBk
34a BLB
b ABL
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:

kenahds yissak

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.?

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.% 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 31,25-30%° but in the composition just cited (line 17:
‘Son, do not go into the house of drinking’) as well.

If 35b of our poem "Ny 9= *1w51) 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.’! 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, RSP 11, 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 11, 376-377.

31. See, too, Ludlul I1, 49-109 (BWL, 40-45); it is significant that Egyptian parallels
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. Qur 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 aleph-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 (™ XN 9R) in v. 31a.3?

Philological notes

Here 1 will only comment on obscurities of meaning, without
repeating what was set out in table 2 (rare words). The first difficulty
is MY9on (29€). It is in no way related to Akkadian ekélu, ‘to be
dark’, as Byington once suggested,?? and probably means ‘shadowy’
or perhaps ‘lustreless’.3* 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:

MO B Y9¥On Darker(?) are his eyes than wine,
2onp o 137 whiter his teeth than milk.3

Disputed, too, is 1pon2 (30b); Jotion’s proposal of the rendering ‘bow!’

32. For such cyclic non-closing poems sece Smith, Closure, 66-67. Le Groupe p,
Rhétorique de la poésie (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
umelessness is a recognised feature of proverbial material.

33. Byington, 7BL 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 recently 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’,3¢
but not all scholars accept this view.’” Although £ in 31b is
normally translated ‘looks red’ (hitp. of o7X, ‘to be red’), the
metaphorical expression &3y &4, ‘blood of trees’,*® indicates ‘looks
like blood’ to be preferable. The verb would then be a denominative
from D&, ‘blood’ (a by-form of commoner 07).3 Since 1 in 31c
must mean ‘bubble’® it can be argued that 2vwen (31d) may be
related to Akkadian $dru, ‘wind, bubble’,! and so I translate ‘it
sloshes (lit. goes) up and down with bubbles’.*? Less likely cognates
are Ugaritic msr, ‘to go’, and Akkadian sardru, ‘to tip’.#> 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’** 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’.#> As it stands the Hebrew can be rendered
‘like one who is lying on the masthead’ —although 92n, ‘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,
MUSY 4 (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’ (CTA4 4
iii 44); cf. 22 D7, ‘grape blood’, in Sir 39,26.

39. The by-form may also occur in Isa 63,2, ‘Why is there blood (E7R) on your
clothing?’ Kevin Cathcart reminded me of Akk. addmu, ‘blood’ and adamatu, ‘black
blood’ (CAD A/1, 94 and 95).

40. Cf. Akk. 7nu, ‘bubble’ (CAD 1/, 157b) and the Ug. phrase yn ‘n ‘sparkling wine’
(CTA 6 iv 42). For a good discussion of the existence of effervescent wines in ancient
times cf. ].C. de Moor, The Seasonal Pattern in the Ugaritic Myth of Ba‘lu (AOAT 16;
Neukirchen/ Viuyn, 1971) 223-224. For another view cf. Margalit, AMOLAD, 172,
who translates the Ug, expression ‘I'll cast an eye’, reading $dyn 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.* The wording is

dyst llsbh s What the troubled one should put on his forehead,
‘rk Ib [w]ris settling heart (and) head:

Pqq wsrh yst the knot of a vine-shoot and its centre should he put,
ahdh dm zt hrpnt together with autumnal olive-juice.

The topic is similar to that of Prov 23, but the most relevant feature
of this prescription is the phrase /b [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
(-m) are to be read at the end of line a, to give b%léb yamitk. The
verb here is either T or 798, both meaning ‘to be low, to sink’.*’ In
line b, the comparative particle is either to be understood (cf. 35 in
line a) or is to be read after the sequence T (perhaps omitted by
haplography).*®

3.? Function in Poetry

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. 46 = KTU 1.114, 29-31. For the translation cf. K.]J. Cathcart—
W.G.E. Watson, ‘Weathering a Wake: A Cure for a Carousal. A Revised Translation
of Ugaritica V text I’, PIBA 4 (1980) 35-58.

47. Note the kindred usage of Ug. m(w )k or mkk, ‘to sink down’, in CTA4 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) afier Yammu had been struck (y/m) 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’ (CTA4 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’.
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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.* For instance,
it is not immediately apparent that the paired nouns in each of the
following two lines are matched in gender:

i o nb>  His GLORY (m.) covered the HEAVENS (m.),
PANA AR NSRM 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 parallelism’ 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 85, ‘to be full’. All these elements—gender-
matched synonyms, the verb, and the word-pair and the verb yx—
o combine to convey the idea of completeness which fits in with
the meaning of the couplet. In other words, the main function of the
poetic features identified is to express merismus.>®

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.’!

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.’? 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.
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—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 off larger 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,>
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.>*

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.’® 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 thetr children become the innovators. The change is
gradual so that at any one time’® there is the mixture of older,

53. Also by gender-matched synonymous parallelism, merismus, three-synonym
cola, the list and by tours (= hsts 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,’’ 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.’®

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.”® 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.’ 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 inscriptional 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®! has used a sprinkling of archaisms (strictly
speaking: archaising), and these can be picked out.®?

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.®> 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.%* There is, too, the problem
of so-called prosaic elements such as the relative 7w, the definite
article (-11), the object-marker m& and colon-initial 1 which, it would
seem, were absent from early poetry.55 Also, obsolete terms could be
revived and become part of current language.®® 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’®” 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 (A0S 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 rout
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,®® be used to humorous effect or provide a touch of
local colour.

prosaic/more dialect archaic words Ugaritic
recent elements components (or forms) material
preserved
N8 contraction dem. pron. b = ‘from’
or not of

SN diphthongs remnants of { as vocative
nominal cases®®  enclitic mem
-n colloquialisms %82 vocabulary’®

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 OT, 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 BC. 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),’!
the use of yqgt/ as a past tense (cf. Ugaritic), the use of i1 as a relative
pronoun and so on. The most detailed study is, again, Robertson:
1972.

Stylistic criteria would embrace ygtl-q¢l and gqtl-yqtl parallel
sequences,’? the use of the terrace pattern or staircase parallelism”?
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, ¥SS 14 (1969) 176-196.
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then that particular poem may be of the same date. To be reckoned
with here, of course, is the possible presence of archaisms, which
tend to confuse the issue.

Chronological table
The problems associated with assigning dates to poems or even to
complete books in classical Hebrew are very complex. However, as a
working hypothesis and for the sake of convenience, a table is
provided here for the books of the OT and for some of the more
important poems.’*

1150—Ex 15* Jgs 5* Ps 29
1000—Dt 32* Hab 3* Job* Ps 18*
950—Song

900—Ps 78* Dt 33* Gen 49 Nb 23-24
850—

800—

750—Am

740—Isa I

730—Hos

700—Isa 28-33, 36-39
650—Zeph

625—Jer

615—Nah

600—Hab

580—Ez

550—Isa Il

520—Hag, Zech

500—

450—Mal Obd

400—Joel

350—

300—Qoh

250—

200—

150—Dan

100—

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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Albright FS, 1961, 54-72.

See also under ARCHAISMS.

3.6 Textual Criticism

‘The ideal of textual criticism is to present the text which the author
intended.”” 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.”® 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,’’ 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 1, 79-80 [he cites Isa 11,5 ‘girdle//girdle’ and Ps
106,10b ‘hand//hand’).
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“1p, ‘with my voice’—and BH? unnecessarily suggested the deletion
of the second occurrence.

Ifit 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 // ¢'b'a’ pattern in Isa 32,1 (ignoring the initial anacrusis) shows
the 2 at the beginning of the second line to be emphatic:

1 See:
9o Tt pI8Y  justly will the king reign,
NP VLY B yes, rulers will rule uprightly.

There is no need, then, to delete the 578 since its function has been
determined by recognition of the chiastic pattern. There are many
other examples.”

Similarly, once a passage is seen to be patterned on the genders of
the nouns used, textual problems can be solved. Once "n, ‘grass’
(m.), is corrected to 73, ‘habitat’ (f), in Isa 34,13 (as demanded by
both context and LXX) the gender-pattern is immediately obvious:

oo an It will be a haunt (m.) of jackals (m.),
Y N NN q habitat (1)) 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:

™D a3 PR oM He will strike the land (f.) with the rod (m.) of his
mouth (m.),

Yo o B MY with the breath (£) of his lips (f.) he will kill the
wicked (m.).

Here the chiastic structure:

victim weapon
weapon victim

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.



44 Classical Hebrew Poetry

combines with the mismatch of gender in each line (f. + m. // £ + m.)
to depict the inversion®™ of existing fortunes. Altering &, ‘land’ (f),
to Y, ‘ruthless’ (m.), would break the gender-pattern.®!

Other poetic features that have been discussed are word-pairs,*?
interchangeable components in word-pairs®> and doublets in LXX
caused by non-recognition of ‘staircase parallelism’.®* In Prov 10,7
27, ‘to rot’, was chosen for its alliteration with 173, ‘blessing’, so
correction to 3p™ is pointless. On the other hand, van Dijk is right in
altering MT “1237 03 to 723713 in Ps 105,27 since it results in a perfect
cross-match of genders:

TONR T3N3 WY They (= Moses and Aaron) produced his signs (f)) in
the desert (m.)
DR yaN2 oEY  and his portents (m.) in the torrid land (£).%°

BIBLIOGRAPHY

(a) General
Luck, G. ‘Textual Criticism Today’, A¥P 102 (1981) 164-194.
Thorpe, J.P. Principles of Textual Criticism (San Marino, Ca., 1972).

(b) Hebrew

Barr, J. Comparative Philology and the Text of the Old Testament (Oxford,
1968).

Talmon, S. ‘Synonymous Readings in the Textual Traditions of the Old
Testament’, ScrH 8 (1961) 335-383.

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. Le. 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
Kittel’s 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.% 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 23530 n¥ results in a
balanced tricolon.?” 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, RSP 1, 213.
87. Kselman, ¥BL 97 (1978) 165. He would read:

DY Mo we ovR e God made the two great luminaries,
oI POwRLS YN IRRA AR the larger luminary to rule Day,
%R NOwHBnS PN MNDN PR the lesser luminary to rule Night.

[My translation.]



46 Classical Hebrew Poetry

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.’® 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- Gen 37,8; Ez 26,13-14; Jer 12,6.
forms
2 ellipsis, especially verb-gapping Ez 16,11.12.
3 unusual vocabulary Ez 27,12-24.
4  conciseness Ez 16,8.
S unusual word-order Jer 45,4,
6 archaisms Ez 38,7.
7  use of metre and rhythm 1 Sm 10,12; 1 Kgs 20,22; Jer 49,13b.
8 regularity and symmetry Qoh 3,1-9.
B: Structural
9 parallelism in various forms 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.

10 word-pairs 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 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; Mal 3,19;
Hag 1,6.10; Job 3,1; Jer 11,21.

12 envelope figure Ez 16,4 (cf. Nb 12,6-8).
13 break-up of stereotyped phrases  Isa 22; 4,3-6; 7,1-6.10-17; 8,1-4; 14,1-3;
19,16-20.

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

15 gender-matched parallelism 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.

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

C: Other

17 rhyme Esth 4,3; 8,6.16(=17).
18 other sound patterns Gen 30,43b.

D: Negative

19 absence/rarity of prose elements 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.®

A. Broad indicators

1. Line-forms. ‘If a text contains established line-forms then it is
verse’ is the principle formulated by Collins.” 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:

TR npADITAN MY TAR DY S NP, VM =] B:i)1
NOD TINR WP Awn oy NP, VM NP, =1D:i)2
DIMRAYN VM =1V B/Du)l

Pow THR M3 Y VM NP,

89. See the table in Wimsatt, PMLA 65 (1950) 10.
9. 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.””!

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:

oD o YD For I know your many sins
DOVINER DB¥Y  your powerful crimes,”?

which can be analysed as
V NP,
g NP,

—the o representing the expected verb ‘I know’. O’Connor, in fact,
asserts that in Hebrew ‘verb gapping only occurs in poetry’.®® 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 5P oveN MINR1 1 put bracelets on your arms
M3 52 3N 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. . 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 | 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.**

S. Unusual word order. Ancient Hebrew is a V(erb), S(ubject),
O(bject) language —unlike modern Hebrew which tends to be SVO.%
In poetry, this sequence is not always followed, e.g. Isa 22,6a which is
SVO:

nawR N3 091 Elam lifted a quiver.

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

MmN See,
DAn AR M3 R what I have built, I shall demolish;
YNIUN YL WK NN 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 yigrol 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. Sce Holladay: 1966, 402.

95. For discussion’ see O’Connor, Structure, 117f. 125f, Also, R.A. Berman, “The
Case of an (S)VO Language: Subijectless 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
definition. Judgment in this area is not always easy; is Jer 49,13b
written in metre?

%3t YR MBS s o
D913 MRS NN e

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

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

-4 -4 -4 ... -a

0834 -84 -0—0 -0a

8. Regularity and symmerry. The classic example is Qoh 3,1-9, with
its regular (sonnet-like) repetitive pattern ‘A time for . ..’.%

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:

AN XY No one saw;
P PNY no one noticed;
PP 'Y no one woke—
o 095> for they were all sleeping;
DoY MoBs M N Y for a dead sleep® had fallen on them.

And again, in 2 Sm 5,2:

ORTYN PR WY PR 1NN RN You shall shepherd my people, Israel;
SxmEr=hYy 3 i AN 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 209, ‘a waste’, with LXX; its origin is by dittography. Note that the
prevailing gender is f. and 271 would jar as it is m.

98. See Loader, ZAW 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;'® for example, Ex 16,12:

a3 19ONN B2V '3 Between the evenings you shall eat meat,
DAY™Y2YN 7Pt and in the morning you shall be sated with bread.

The word-pairs used are vaw//>ox (cf. Ps 81,17); “wa//an (Isa 58,7)
and 9p3//37y (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 =3//2.
Other examples include:

Gen 1,5 word-pairs wn//om ‘light//dark’
m>S//mr ‘day//night’

Gen 28,17 word-pair Wwe//M3 ‘house//gate’

Ex 14,8 word-pair “3un//rR ‘land//desert’

For other examples see bibliography.!*!

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:

TOR 2T RT3 A A What was it he said to you?
“an ansn N3©9R - B Now, don’t you conceal (it) from me.
To-mwy N> C  This will befall you
onoR D (from) God,
90" Y C' and this besides
"3 unn non-BN B’ if you conceal from me
TOR 2R 20 A’ any of the words he spoke to you.

Here verse is used to emphasise a curse. Other examples include
1Sm 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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(Jotham’s Fable) where a chiastic gender pattern is used over the four
stanzas:

I (vv.8b-9) : Olive-tree @ masc,
IT (10-11) . Fig-tree mNn o fem.,
IIT (12-13) : Vine 1By fem.
IV (14-15) . Boxthorn 1R masc.

resulting in the sequence: KING—QUEEN—QUEEN—KING. See also
Esth 5,3.6.8; 7,2.3; 8,5.102

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

RN oMs On the day you were born
... [8 or 9 lines of poetry] ...
IR PR o2 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:

PN T You shall concerve and bear a son;

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

pen N You concefve chaff,
WP YOM  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!®
that there is high percentage of parallel word-pairs, particularly in
vv. 8b-11 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.'®

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

102. Porten, in Welch, Chiasmmus, 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, 99¥1 i 950 i 9on
apn oy ‘It is: Yahweh’s temple; Yahweh’s temple; Yahweh'’s
temple’,!% 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)!® are both masculine. Instead, a feminine
noun is paired with a noun of the same gender in the second colon:

Sma0 ooww AR PRt 1 shall make your heavens (m.) like iron (m.)
nnao oo NXY 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. // £ + 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-pairs!®’—has the gender-
pattern f. + m. // m. + £. // f. + m. Another example is Gen 1,10.!9
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:

p¥sn X They were intent on profit;
Tnw- Pt they took bribes;
pown WM 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 wazw.
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.!® 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.!?”

ooN3 mvoN If there be a prophet among you,
PUNN 1OR ANaD3 1 make myself known to him in a vision;
137M2R 2N in a dream I speak with him.
D aY 19°RY  Not so (with) my servant Moses;
N BRI M3-903  in all my household he (alone) is faithful.
127N ADTHR M Mouth to mouth I speak with him,
DTR3NS ARDY i clarity and not in riddles;
B M asm 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);'!® 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.!!!

108. See D N. Freedman, ‘Potiery, Poetry and Prophecy: An Essay on Biblical
Poetry’, 7BL 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 disinction between prose and poetry’
.

109. F.M. Cross, Canaanite Myth and Hebrew Epic (Cambridge, Mass., 1973) 203-
204; ].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 mManRTDR MR otw NPyMV
3a peIBI UMM VM
b mms MV
c W oy e MV NP,
d Py otn MV NP,

4a AYTIN RPN Bt nom.
TONN MAYRRY nom,
VMR VM
puaoEa m VNP,
MORN O MY nom.
mavnR oYM nom.

-0 e o

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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¢ 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.

¢ 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!!2
in 3cd; IV B/C ii'?? 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 b, ‘to
press, squeeze’ (only here in Ez; elsewhere Lev 22,45 1 Sm 26,7); nwy
also ‘to press, squeeze’—cf. v. 8.114 Also rare: =1, ‘breast’;!!S o3
(£), ‘tokens of virginity’,!!® found in v. 8 and five times in Dt 22,
twice in Jgs 11 and once in Lev.!'” 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 vv. 3ab, 3cd, 4ab and 4ef; the matching line-forms in 3cd
(M V NP, // M V NP,) are particularly evident. The word-pair (#10)
=%//77 (v. 3b) recurs only in Ez 23,21. The pair swn//mey (v. 3ed) is
found only here.!'® 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 (-¢hen)
and 4ab.ef (-a) (= #17).11°

112. Collins, Line-forms, 121.

113. Collins, Line-forms, 171; in general, though, IV ii hnes 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, VT 22 (1972) 331ff.

117. Lev 21,13; Dt 22,14.15.17.20; Jgs 11,37.

118. Unless T3 is read in v. 21.

119. Note, too, the rare inversion of numbers in 2d: ‘two...one’, occurring
elsewhere, perhaps, only in Ugaritic: atm bstm wan $nt, “You in two years, but [ 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 P& 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.!?
Evidence for this comes from Isa 28,15:12

pABR Y  For you said:
MB PR M2 BN ‘We have “cut a covenant” with Death,
ey R and with Sheol we have “pressed breasts™’.

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. 2b4 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.

1;21. Corroborated by v. 18; see Watson, ¥BL 99 (1980) 330-331, Bib 59 (1978) 132-
3.
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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

99 JPIM JNORE A
PYM MY NI

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'?? some idea of the implications can be
gained from the following example (Ex 15,12):

natita yaminka You stretched out your hand
tibla‘emo ‘ars the netherworld swallowed them.!?3

b. pruning of prose particles

In an attempt at obtaining the most primitive form of a (poetic)
text, all prose elements (3, ~n, hx, WR) are deleted. This method is
generally used in combination with (a).!?* See, for example, Isa
10,33:

2 () o0(1)  The great in height are hewed down,
e 22)(N)  the lofty are brought low,

where the omitted elements are the copula (twice) and the definite
article (once).!?

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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¢. Emendation

The term ‘emendation’ is used rather loosely to denote the excision
of all (presumed) glosses, editorial inserts, scribal repetitions, wood-
enly repeated formulae (mm oN3, 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 Brownlee!?—as extraneous
to the original poem:

(AR OR M2 M)  (The word of Yahweh came to me saying:)
TAR AN DNTID O man, your brothers, your brothers,
INONY N the men of your redemption,
(Mo S8 N2 931)  (namely, the whole house of Israel, all of it)
DR MBR R are those to whom have said
Q% '3 the inhabitants of Jerusalem:
T SYn PR ‘Get you afar from Yahweh;
N7 U5 this is ours’
(M2 PRt Mand)  (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,'?’ certain benefits accrue from the correct identification of 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 16,1-9.128 We are enabled to penetrate the power of the
words used'?® and these words can be aligned with other authentic
material in disputed books such as Jeremiah and Ezekiel.!* Finally,
we may learn something of ancient epic in Israel (see on EPIC),

126. Brownlee, ¥BL 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 Aghat,
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!®! reinforcing the distinction made on the
basis of content.!3?

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.

Poctic elements are present, too, in incantation series such as
Surpu and Magla. 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.!3?

BIBLIOGRAPHY

(a) General

Lotman, Y. Aralysis of the poetic text (Ann Arbor, 1974).

Tarlinskaja, M.G.—Teterina, L.M. ‘Verse-Prose-Metre’, Linguistics 129
. (1974) 63-86.

Zirmunsky, V. Introduction to Metrics. The Theory of Verse (London, 1966).

(b) Semitic
Cassuto, U. A Commentary on the Book of Genesis (Jerusalem, 1961).

131. See M. Liverani, ‘Elementi innovativi nell’ugaritico non letterario’, AANLR
8,19 (1964) 173-191.

132. See the classification adopted in KTU.

133. Buccellati, 740S 101 (1981) 35-47, discusses this aspect briefly.



Analysing Hebrew Poetry 61

Cross, F.M. ‘Prose and Poetry in the Mythic and Epic Texts from Ugarit’,
HTR 67 (1974) 1-15.

Cross, F.M.—Freedman, D.N. ‘Some Observations on Early Hebrew’, Bib
53 (1972) 413-420.

—Studies in Ancient Yahwistic Poetry (Missoula, 1975).

Horst, F. ‘Die Kennzeichen der hebriischen Poesie’, TRRund 21 (1953) 97-
121.

Konig, E. ‘Poesie und Prosa in der althebriischen Literatur abgegrenzt’,
ZAW 37 (1917-18) 145-187; 245-250.

Kugel, Idea, 59-95.

Radday, Y.T.—Shore, H. ‘“The Definite Article: A Type- and/or Author-
specifying Discriminant in the Hebrew Bible’, ALLCBull 4 (1976) 23-
31.

Watters, Formula, 118-126.

Whallon, W. Formula, Character and Context (Cambridge, Mass., 1969)
148-150.

(c) Particular Studies

Albright, W.F. ‘““And God Saw Ki Tob” in Genesis’, Robert FS, 22-26.

Althann, R. ‘Jeremiah iv 11-12: stichometry, parallelism and translation’,
VT 28 (1978) 385-391.

Brownlee, W.H. ‘Exorcising the Souls from Ezekiel 13:17-23’, ¥BL 69 (1950)
367-373.

—‘Ezekiel’s Poetic Indictment of the Shepherds’, HTR 51 (1958) 191-203.

—‘The Aftermath of the Fall of Judah According to Ezekiel’, ¥BL 89 (1970)
393-404.

—‘Ezekiel’s parable of the watchman and the editing of Ezekiel’, VT 28
(1978) 392-408.

Bruno, D.A. Jeremia. Eine rhythmische Untersuchung (Stockhoim, 1954).

Campbell, E.F. Ruth (AB 7; Garden City, 1975).

Ceresko, A.R. ‘The A:B::B:A Word Pattern in Hebrew and Northwest
Semitic, with Special Reference to the Book of Job’, UF 7 (1975) 73-88.

—*“The Chiastic Word Pattern in Hebrew’ CBQ 38 (1976) 303-311.

Frank, R.M. ‘A Note on 3 Kings 19,10.14’, CBQ 25 (1963) 410-414.

Gordon, R. ‘Qoheleth and Qumran—A Study in Style’, Bib 41 (1960) 402ff.

Hanson, P.D. ‘The Song of Heshbon and David’s NIR’, HTR 61 (1968) 297-
320.

Holladay, W.L. ‘The Recovery of Poetic Passages of Jeremiah’, ¥BL 85
(1966) 401-435.

~—The Architecture of Jeremiah 1-20 (Lewisburg, 1975).

Holscher, G. Hesekiel - der Dichter und das Buch (BZAW 39, 1924).

Irwin, W.A. The Problem of Ezekiel, an Inductive Study (Chicago, 1943).

Kikawada, 1. ‘The Shape of Genesis 11:1-9’, Muilenburg FS, 18-32.

Kselman, ]J.S. ‘A Note on Gen. 7:11°, CBQ 35 (1973) 491-493.

~‘The Recovery of Poetic Fragments from the Pentateuchal Priestly
Source’, 7BL 97 (1978) 161-173.



62 Classical Hebrew Poetry

Lipinski, E. ‘Prose ou poésie en Jér. xxxiv 1-7°, VT 14 (1964) 112-113.

Long, B.O. ‘Recent Field Studies in Oral Literature and their Bearingon OT
Criticism’, VT 26 (1976) 187-198.

Loretz, O. ‘Vergleich und Kommentar in Amos 3,12°,BZ 20 (1976) 121-125.

—‘Psalmenstudien’, UF 3 (1971) 101-115; 5 (1973) 213-218; 6 (1974) 175-
210; 211-240.

Porten, B.—Rappaport, U. ‘Poetic Structure in Genesis IX 7°, VT 21 (1971)
363-369.

Roche, M. de, ‘Is Jeremiah 25:15-29 a Piece of Reworked Jeremianic Poetry?’,
JSOT 10 (1978) 58-67.

Sarna, N.M. ‘Epic Substratum in the Book of Job’, ¥BL 76 (1957) 13-25.

Index to passages recognised or reconstructed

Genesis 7,11 (Kselman: 1973); 9,7 (Porten-Rapaport: 1971); 12,1-3 (Speiser,
Genesis); 12,16 (Watson, ‘Chiastic Patterns’, 135).

Numbers 21,27-30 (Hanson: 1968).

Judges 9,8-15 (Watson, ‘Chiastic Patterns’, 137-138).

1 Kings 19,10.14 (Frank: 1963).

Isaiah 55,1 (Cross: 1974,3).

Jeremiah Bruno: 1954; 4,11-12 (Holladay: 1975, 28-37; Althann: 1978);
4,23-26 (Holladay: 1966, 404-406); 16,1-9 (Holladay: 1966, 412-420); 23,1-4
(Holladay: 1966, 420-424), 23,25-32 (Holladay: 1966, 424-433); 25,15-29
(Roche: 1978); 34,1-7 (Lipinski: 1964).

Ezekiel Holscher: 1924; Irwin: 1943; 3,17-21 (Brownlee: 1978); 11,14-21
(Brownlee: 1970, 393-399); 13,17-23 (Brownlee: 1950); 33,2-7 (Brownlee:
1978) 33,23-29 (Brownlee: 1970, 399-404).

Amos 3,12 (Loretz: 1976).

Psalms Loretz, passim,

Job Ceresko: 1975; Sarna: 1957.

Ruth Campbell: 1975; Watters, Formula.

Qoheler 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



Analysing Hebrew Poetry 63

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 conspicuousty
reflected in those of the other.!34

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.!*

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!* and, all too briefly, I.A. Richards in a rather
slight contribution to a symposium.!?” 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 1o another text
for complete intelligibility. See Riffaterre, Semiorics, 81F.

136. See note 134; also, Haublein, Stanza.

137. Ruchards: 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,'3® a concept already envisaged by Smith in
the guise of ‘retrospective patterning’.!® In the process of linear
reading!* 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’ .14

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, Semotics, 6.

139. Smith, Closure, 10-14, with clear explanation.

140. See Le Groupe p, 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 (Jer 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 (Jer 5,31d). The
allusion need not necessarily be negative; it can describe a change of
state, deliverance, for instance (Jer 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.!*?
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THE HEBREW POET IN ACTION

4.1 Oral Poetry

What is oral poetry?

True oral poetry is composed and performed before an audience! 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.” ‘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.”> In other words, he
showed that such poetry was formulaic.* 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’,® 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 findings to Greek epic poetry
requires some caution.® 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-
making’ remain hypothetical, no matter how well based they may
seem.?

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 poet . ..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

Lord: 1960, for ‘theme’ see 3.2 below.
See especially Kirk: 1962, 88ff.

And, of course, from Greek epic poetry.
See below.

9 N O
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aid of a fixed vocabulary and a powerful and highly trained memory.”

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’.!® 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

introduction of writing!!

TRANSITIONAL
stage

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.!2 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 poerry, 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.!?

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 et sa légende
(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.!* 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. !’

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

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’.!®

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.’'® 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.?’

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.?! Four stages, in fact, can be posited within the
development of an oral tradition:??

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, 100, 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)? 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.
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MESSAGE POETRY
(poet and audience interact)

Jeedback
—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.’* 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.

Music

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 mentioned? 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, 100, J.R. Smart, ‘A Bedouin Song from the Egyptian Western Desert’, S§
12 (1967) 245-267. For the relationship between music and poetry cf. M.C. Beardsley,
‘Verse and Music’, in Wimsatt, Versification, 238-252.
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fill out the line, especially at the beginning or end; (¢) to provide
emphasis at important points, and (d) to hide the poet’s hesitation as
he improvised, allowing him time to think.?

Transmission

This topic has already been considered.?’” 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.?®

4.3 Techniques and Characteristics of Oral Poetry

The formuda

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.??

26. In the final stage of an oral tradiuon 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) mn 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
[sthpum = ‘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 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.’!

Addng 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? 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 eclement 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 [liad. 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 concentrauon’ (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 1.3** 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.3* 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.>> 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.?®

33. With regard to comparisons made between the Serbo-Croatian matenal 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’, VT 26 (1976) 187-198.

35. ‘Another area demanding re-examination has to do with attempts at recon-
strucing 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,
variegated, shifting social context in which performance takes place’ (Long: 1976,
195).

36. See Afanasjeva: 1974-75; Hillers-McCall: 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.’> 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.”*

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® teaching and explaining the law to
unlettered people; they were also skilled singers.”’ 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).*! Sennacherib exacted tribute from King
Hezekiah and it included both male and female singers,*? while the
‘woman with tambourine’-figurines have been found in Palestinian
sites from the eleventh to the eighth centuries BC.** The prophers
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 ‘levite’ cognate perhaps with Akk. lam, lawd, ‘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. kzre, ‘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’.* 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 Semitic** 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*® 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.*’

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, VT 26 (1976) 198.

45. Or ‘Synan Semitic’ in Gibson’s terminology.

46. See J.P]. Oflivier, ‘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”’.*

Social settings

A few words are in order here to give some idea of the occasions® 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.’® 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).5! At death a final blessing could be in poetic form
(Gen 49) and there were, of course, funeral chants.’? 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 2nd Purim (Esth 9,19).
The people, streaming to these gatherings, would sing traditional
songs®® 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. Eissfeld1, The Old Testament. An Introduction
(ET: Oxford, 1965) 64-127; for the feasts: H.-]. 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>* 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.”® Although there
is no direct testimony that bards improvised to the strains of music*®
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.’’

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.’

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 /DB
(K-Q) 457-469 and 469-476; also ‘Music’ (by A.D. Kilmer) in IDBS 610-612—all with
extensive bibhography.

56. Werner (IDB [K-Q] 463) notes that the levites 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 Hurrian 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 RR. Brown (Berkeley, Bit Enki Publications, 1977). For an evaluation of
recent opinion on Canaanite music ¢f. O’Connor, Structure, 40-41. Relevant biblio-
graphy includes M. Duchesne-Guillemin, ‘Les problémes de la notation hourrite’, R4
69 (1975) 159-173; H.G. Guterbock, ‘Musical Notation in Ugarit’, R4 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 Earhest Musical Notation’, Music and
Letters 52 (1971) 365-382; ‘Music from Ancient Ugarit’, R4 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 indicauve.
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Formula
Formulas and formulaic expressions account for a certain amount of
Hebrew poetry. For example:

TN MY M 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; 149,1°° —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,%° 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 5.5! 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.%? It must be admitted, though, that so
far very little work has been done in the area of theme in Hebrew

poetry .5

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’.%* 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.]. Hauser, ‘Judges 5: Parataxis in Hebrew Poetry’, JBL 99 (1980) 23-41
(esp. 26). See also Gerleman, V'T 1 (1951) 168-180. Another example is Ps 19,3-4.
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material here. Parallelism, 100, 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)° and contradictions due to misapplied
similes or the mechanical use of stock word-pairs®® common in oral
poetry. As in this kind of poetry, too, Hebrew verse uses enjambment
(11.3) only rarely.
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4.6 Epic Poetry in Hebrew?

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.®’ From one aspect, the
mode of recitation determines the class to which sets of words
belong % 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; /iterary 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:

when words are we have
(a) ACTED DRAMA
(b) READ FICTION
(c) SUNG LYRIC
(d) SPOKEN EPIC

fqllowmg 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.
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individual writing poet. The primary characteristic of traditional epic
poetry is that it is heroic.%’
According to the mode of composition, then, epic is either

(i) TRADITIONAL —if composed by traditional oral
techniques;
(ii) LITERARY —if composed in writing (by an

individual author).

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’.”

As to form, again there is general agreement that an epic must be
lengthy: ‘a long poem of a heroic age’’! is a sample definition.
Evidently ‘long’ and ‘lengthy’ are comparative terms and cannot be
quantified absolutely.”?

Summarising, then, an epic is poetry which is spoken, rather than
acted, sung or read silently.” 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.”

69. ‘It 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 Poerry (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.
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As for Ugaritic literature, the Aghat Tale and the Story of King
Keret can be classed as epic. Both have a king as the main protagonist
(or hero);”S both draw from a stock of traditional narrative patterns
and motifs; both can be compared with Homeric epic.”® 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’.”” The Baal Cycle, on the other hand, does
not belong to the same category.

Epic poerry 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.”® 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’,’”® this is not the whole story.
Traces of epic remain, even in a book as late as Job.** 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!

75. However the dissent of J.C.L. Gibson, ‘Myth, Legend and Folklore in the
Ugariuc Keret and Aghat 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 Mari), the Hebrew prophets
used verse modelled on popular Canaanite poetry.

80. N.M. Sarna, ‘Epic Substratum in the Book of Job’, ¥BL 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).
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METRE

5.1 What is Metre?

Rhythm

Since it is generally agreed that metre is a form of rhythm,! then our
first consideration must be to understand what is meant by rhythm.
Without repeating technical definitions,” 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 dum-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.? 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 tene 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; étude psychologique (Louvain, 1956) 3-4; Chatman: 1965,
18-29.

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

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 setofo/isa
‘foot’; secondly, that metre can cut across word-boundary (as in ‘my
army t0’), 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’;® ‘a percep-
tible break in the performance of a line, properly described as an
interlinear terminal juncture’,’ a metrical break in the rhythm of a
line. For example, Ps 78,13:

ooy et Pl 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.

Foor—a basic unit in measuring metre. It is ‘a measurable, patterned
unit of poetic rhythm® 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 cither syllable-timed rhythm or
stress-timed rhythm, never both.’

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.!® 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.

Fraser: 1970, 6.

Chatman: 1965, 167.

PEPP, 285-286.
Abercrombie: 1967, 36.96-98.
Abercrombie: 1967, 36.

SwmNa

—



90 Classical Hebrew Poetry

Stichometry—segmenting a text into verse-lines.!! Sense, stichometry
and metre are interrelated.

Stress—a suprasegmental feature of utterance: a stressed syllable is
pronounced more energetically, often with a rise in pitch or increase
of loudness.!? Stress functions to emphasise or contrast one word, or
to indicate syntactic relationships.

Syllable—difficult to define without mixing of levels; there is no
agreed phonetic definition. It is perhaps best described from the
speaker’s point of view as the element of maximum intensity in a
chain of speech sounds. Whether or not the syllable is relevant to
metrics is a matter of debate.

Tone—pitch fluctuation (or speech melody) which alters the meaning
of a word within a tone language, for instance, Chinese.!?

Verse-line—*a line of verse...is a rhythmical unit, which can be
analysed in some way, and which sets up an expectation that it will
be followed by a number of similar rhythmical units’.!*

Word—Ilinguists cannot agree on the definition of this term, for
which some prefer the expression ‘lexical item’. Note that word is at a
level different to syllable, stress, etc.

For further definitions of relevant terms, consult the standard
handbooks on metre. Particularly useful is Fowler: 1968, who
distinguishes between verse type, verse design, metrical set and verse
instance.
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5.2 Merre 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 East . .. did not know of exact meter.!?

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.!¢

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.!”

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'® 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, MIO 15 (1969) 313-314;
Young, FNES 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.!®

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 studied??
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 force?! or even of
varying tone. Also, the metre of a poem could change once it was
sung to a melody.?? Finally, there is no reason why metre should not
have evolved over the very long periods involved, just as the
pronunciation did.?

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. Tt 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 poerry
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,”* 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.?’ According
to Hecker,26 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.”” 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.?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.” Another account based on modern linguistic theory,

24. Bohl: 1961.

25. Knudsen: 1980.

26. Hecker, Epik, 1011

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.>® 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;’! 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.>
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Bohl, F.M.T. de Liagre, ‘Bijbelse en babylonische Dichtkunst. Een metrisch
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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,7 and #) and a
scattering of vowel-letters.’> As has been seen, Young expressed
scepticism that regular metre was used in Ugaritic poetry.>* Margalit
has put forward a detailed explanation of Ugaritic metre® but there

30. Kurylowicz: 1972.

31. Knudsen: 1980.

32. See, now ZA 71 (1982) 161-204. Sce also B. Groneberg, Untersuchungen zum
hymnisch-epischen Dialekt der altbabylonischen literarischen Texte (unpublished
dissertation, Munster, 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 inconsistencies®® for it to be totally acceptable. The
nearest approach is the letter-counting system advocated by Loretz,>’
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®

Recently, de Moor has proposed a non-metrical account of Ugaritic
poetry.> 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.*?) 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 clustets 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. ‘In Ugantic (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 Moor: 1978. He enumerates the difficulties involved (pp. 120-121) but they
are not so formidable as he suggests. The principal probiem 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 Moor: 1978, 122 and n.16; also Gibson, CML, 140.

40. So Parker: 1974; Margalit: 1975 and de Moor: 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.*!

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.*?

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.*?

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 Virgin-Anath released

krh npsh like-wind his-breath,

kitl brith like-spittle his-life,

kqir baph like-incense from-his nose.

(CTA 19 ii 91-93)

with lengthier

tk tmths ‘m aliyn bl How can you fight with omni-

potent Baal,

itk al ysm'k tr il abk how indeed shall the bull El your

father hear you?

(CTA 6 vi 24-27)

41. De Moor: 1978, 129.
42. De Moor: 1978, 130.
43. De Moor: 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
claim that ‘parallelism was the primary structural principle of
Ugaritic poetry’.#3

Evidently, then, there is no unanimity concerning the nature of
Ugaritic poetry: whether it is metrical or not, and, if metrical, what

the nature of 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 of
Hebrew metrics (see below), it seems logical to set out a descriptive
account of the theory, with explanations and illustrative examples.
The stress-pattern (metre) of a line of Hebrew verse is as follows:
pEm Aiox Op With my voice to Yahweh do 1 yell. (Ps 142,2a)

There are three stresses—intervening syllables and secondary stresses
are ignored. The normal unit of Hebrew verse, though, is the couplet,
for example:

WM 23 Y The young men saw me and hid,
M R o™ 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
o i Get up, O princes,
135N oil a shield. (Isa 21,5)

which is 2 + 2. Others can be longer: 4 + 4 is quite common:
pivn=23 n3mpa oY% With God within her she’ll not be toppled,
7p3 NiES BR9R Mt he will help her at break of dawn. (Ps 46,6*4)

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 ¢ginah metre since it is frequent in laments (gqinah

= ‘lament’) though it is also found elsewhere. A typical example is
Lam 2,21:

PRI NS 1202 Lying on the ground in the streets
P13 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 + §
(Ps71,22); S + 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.*’

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 ginah (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 1, 277.
4S. See, conveniently, Gray, Forms.
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Indicators of stress

1. Normally, stress is on the final syllable (or ultima) as in &7, ‘fear’;
1w, ‘they knew’.

2. Commonly enough, stress is on the last syllable but one (penultima)
as in the segholates, e.g. 293, ‘dog’.

Stress on the ante-penultimate only occurs in two adverbs with the
locative A: X9, ‘out there’ and 190K, ‘into the tent’. Normal stress
can be retracted when two words co-occur which would result in two
stressed syllables in succession (e.g. "9 %79, ‘he named “Night”’
[Gen 1,5] for 1 87p).*6 Pausal forms have special rules.*’

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 113, ‘they built’ (with final stress) distinct from 12, ‘in us’ (with
penultimate stress); similarly, 72w, ‘she returned’ and n2w, ‘returning’
(fem. ptc.). These are minimal pairs. Since stress is phonemic it must
be significant in Hebrew metre.*®

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:

IR DN 8N Rescue me from my foes, God,
MDD RIPNBL  against my attacker be my bulwark.

Closer inspection, though, shows that an equivalent to 1% is lacking
in the second line and the stress-pattern is, in reality,

/ / /
/ / 2

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’, ¥L 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’, ¥SS 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 @ represents silent stress. An example nearer home in the form
of a limerick 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, lines 3 and 4 will be found to end with silent
stress.

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

Unusual word-order is yet another indication that stress was
metrically significant. The broken construct chain, for example,* is
a means of creating additional stress. In Isa 19,8 the three stresses of
the first line are balanced by three in the second:

1938 £ XY Groan shall the fishermen, and lament
aSn AN o 9> all casting hook into the Nile.

The broken construct chain replaced normal word sequence which
would have been =2 non 2% 92 with only two stresses.

Yet another pointer towards stress as metrically important is its
conscious use in a chiastic pattern, directly contravening the principle
that two accents should not follow each other directly. The case in
question is Prov 10,9:

ne3 > oiP2 9% Who walks unsullied walks secure,

with the pattern o / 0 / / o / o, although the presence of two
contiguous stresses is alleviated by a slight caesura or pause between
the two phrases.*®

Determining metre

The following steps should be undertaken in determining metrical
patterns.

1. Note where expected lenition (after a word ending in a vowel) is not
present. This shows which words have primary stress.

TMINN3 WPy Jer 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 vanation of standard parallel word-pairs.
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2. Note the maqqefs joining the words to form metrical feet with only
one (primary) stress.

RN (Jer 5,3)

3. Note other word-groups, particularly noun in bound state +
following noun (construct relationships) and preposition + noun
combinations.

s (Jer S,5)
4. Mark off stresses within each line (see presently for full example).
Mic 3,9-12is a good illustration since it exhibits a regular metrical

pattern, has no philological problems and provides at least six
examples of dagesh lene after a vowel !

number of stresses

AR R3O 9a | 2

3P N2 NN b 2
)\l Pl el 1ol c 2
BEYD CY3rNnn d 2
e ae a5 P e 2
cTa s M 10a 2
a9a oSenm b 2
i e meNn 1la II 3
= AR I b 3
MER AD2S RN c 3
AN 138 i d 3
1337p3 nine &R e 3
By NIDA-RY f 3
D399 19° 12a 111 2
alalalai VAN b 2
aainl i ollapl/ambi| c 2
Y Mvas PN o d 2

51. Bee, who deals with the frequency of maqgefs in this text concludes to the date
700 BC; cf. ¥SOT 11 (1979) 29. For other worked examples see A.S. Cooper, Biblical
Poetics: A Linguistic Approach (Yale thesis, 1976) 112-139 (Prov 8,22-31); J. Kurylowicz,
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:

I 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!
To us no evil can happen!”

I 12 Just because of you, then,
Zion like a field shall be ploughed®?
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,
11abce and 10a. In 9b and ¢ the spelling n'3 occurs (after *3°3p1 and
‘&R respectively). In 11abc, the preposition =3 has the dagesh lene in
spite of the foregoing suffix (7-) used three times in succession —and
similarly in 11e with 133123 after yahweh. Note, too, that 10a must be
metrically distinct from 9e since that colon ends with a vowel (wps)
and 10a opens with dagesh lene (ni2).

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:

2P DY R

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: gmnn .

3. The magqef connecting words in 9a (X3wnw), % (Mera5d) and
11f (x13n-%5) which again shows each particular word-group to have
only one stress.

52. ‘Like a field—an adverbial accusative ("W). 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,*? this theory maintains that in Hebrew poetry a
stress comes before (or follows) one unstressed syllable, permissible
patterns being

_Ll_1_1 and | _J_1_

Excluded, therefore, is a sequence of two unstressed syllables,
whether before or after the stress (__1 or | __), 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 MT as handed down to us and not a hypothetically
reconstructed vocalisation as he would argue.’* 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:>

|
93D 9PN o

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

53. S. Segert, ‘Versbau und Sprachbau in der althebraischen Poesie’, MIO 15 (1969)
312-321; cf. ‘Vorarbeiten zur hebraischen Metrik, IHIT, ArOr 21 (1953) 481-542; ‘Die
Methoden der althebriischen Metrik’, CV 1 (1958) 233-241; ‘Problems of Hebrew
Prosody’, VTS 7 (1960) 283-291.

54. E.g. swa 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

™35 2w epn With vengeance he requites his foes

has three word-feet.5¢

Unfortunately, the problem of what counts as a ‘word’ is difficult
to solve.’” Should separate prepositions such as 1 or particles such
as 9> be counted as words or not?*® 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.” 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
4,15:

syllables
sara tameé’ qar®’n lamo 9  ‘Depart, you unclean’ they
cried to them,
sary surd ‘al- rigga‘u 8  ‘Depart! depart! do not
trespass!’

56. ]. Ley, Leitfaden der Metrtk der hebraischen Poesie (Leipzig, 1887); E. Isaacs,
‘The metrical basis of Hebrew poetry’, A¥SL 35 (1919) 20-54; H. Kosmala, ‘Form and
Structure in Ancient Hebrew Poetry’, VT 16 (1966) 152-180; T.H. Robinson, ‘Some
Principles of Hebrew Metrics’, ZAW 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 magqef 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.
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syllables
ki nasu gam na‘u 6  For they are homeless, even
wanderers,
‘ameru baggoyim 6 they said among the nations.
lo’ yosipu lagur 6  They shall not stay any
longer.%

Syllable-counting has many advocates and is no new approach.®! Its
principal drawbacks are that it relies on reconstructing the vowels
and that it ignores stress. At best it is useful for lineation.5?

S. Letter-counting

Again, like syllable-counting, not a metrical theory; in fact it has been
labelled a ‘pre-metrical theory’.®> Using Ugaritic as a model, where
few vowels have been transmitted, this method relies on counting the
number of consonants or letters per line. For example, Ps 117 is
presented as follows:

hllw 't yhwh ki gwym (16)  Praise Yahweh, all nations,
Sbhwhw kl h’mym (13)  laud him, all peoples.5®

ky gbr lynw hsdw (14)  For strong is his mercy towards us,
w'mt yhwh I'lm (13)  and Yahweh’s truth is everlasting.
[hllw yh] (6) [liturgical insert].

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

61. An early proponent (if not the earhest) 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. 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 11, 197-198.

6S. For discussion of this difficult word cf. Dahood, Psalms IIl, 152-153. As he
points out it is not unknown for a . 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 (7 1950) 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 like$®—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.%

Even today Cobb’s critique remains a useful survey of many
theories propounded concerning Hebrew metre.®’

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®® 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 up.®®

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. Seec Loretz’s writings, passim. For Ugaritic examples see his writings, too.

66. S.T. Byington, ‘A Mathematical Approach to Hebrew Meters’, YBL 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 meter’, 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 else.”®

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 pattem.7l

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

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

line-type
o™Eed> TN2 1337 She crouched among the cubs, av)
NI MNAn she reared’? her whelps.
D AR 9PN One of her whelps she raised, (Iv)
M 9e>  he was a cub.
ae-fanh e He learnt to tear prey; (019)

958 B 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 ginak 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 57® (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 ewhich 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.”*

O’Connor also uses syntactic analysis in his discussion of Classical
Hebrew poetry, but denies that it is metrical.”” 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).”® He sets out six rules, as follows:

1. No line has more than 3 clause predicators,” e.g. Dt 32,15b.

2. No line has fewer than 1 or more than 4 constituents,’® e.g.
Ps 106,7a.

3. No line has fewer than 2 or more than § units,”® 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 23,10¢; Ex 15,4¢c; Ps 107,6a; Zeph 3,11d);
2 or 3 constituents, of 2 or 3 units (Ps 106,6b.47a).%0

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.®!

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’,?? adding ‘or, as others have urged,
parallelism is the only meter of biblical poetry’.® 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’.%
He prefers, instead, to use terms such as ‘high style’ or ‘rhetorical
style’. As Barr convincingly argues, though,® 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 ¥ 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. ]. 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’® or, put simply, an extra-metrical word. The term derives
from Greek, meaning ‘the striking up of a tune’®” and so is clearly a
strophe- stanza-, or poem-opener. For example, Ps 33,9

»  For,
ST DN R he spoke and it was,
SO MY X he commanded, and it stood;

where the word "2 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 man / 1n,
‘behold’; 129, ‘therefore’; i, ‘woe’; nny, ‘now’; Robinson grouped
them into introductory elements (mostly from n8, ‘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 4n, ‘Behold’. In Akkadian: Gilg Y iii 3 (=18-20
etc.):

Humbaba Humbaba,

rigmasu abibu the Flood is his roar,

pisu girrumma fire is his mouth,

napissu mutu death is his breath.872
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. Vi 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

i It shall be:
ows M a name for Yahweh,
PR &9 DM PING a perpetual, imperishable sign.

Both lines begin with 2 (approximated by the use of line-initial ¢ in
translation, here), as is evident once anacrusis of m*m 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 5,8-23%8 and
Job 4-5 (Eliphaz speeches).

BIBLIOGRAPHY

Robinson, T.H. ‘Anacrusis in Hebrew Poetry’, BZAW 66 (1936) 37-40.
For Akkadian cf. Bshl: 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 ginah 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,*
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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placing of caesura (Job 9,16)°° 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 tanguage 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 is...a metrical difference, because there is an
inevitable phonological difference.®!

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.’? 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
28,91T).

(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.”

(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.’* Archaisms are more frequent than in standard language
and language is used in a fresh way.

90. See P. Vetter, ‘Die Metrik des Buches Job’, Biblische Studien (Freiburg, 1897)
S7ff., 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.
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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.”® 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.! Most
introductions to Hebrew poetry, for instance, Gray’s The Forms of
Hebrew Poetry, provide a brief description of parallelism and then
proceed 10 give a detailed classification of its sub-types: synonymous,
antithetic, synthetic? 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.?

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 Laferriére 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 zime, we have to represent it as space (the rectangle in our
example) but always with the proviso that this is an analogy.*

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:

Six
(1)

CAT,

the basic insights of Weyl. 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
1o “looking” at the poem, as if it really were an object which the poet writes down in a
ll>|9ane. The spatial analogy is indispensable, but it is nevertheless an analogy’ (Laferriére:

78, 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:

CAT, CAT/'

> -

—d

The important point to notice is that CAT, and CAT,’ are symmetrical
(or, if you like, balance each other) only when considered rogether 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’.}

Let us now take another example, this time of two cats in front of a
mirror:

left right
x4 £x X
) () (D Q@
CAT, CAT, CAT,’ CAT/

‘ d, d, >

d, > e d,

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, being fixed by the laws of reflection in a plane.
This illustrates two essential notions: sequence and sign. Sequence is

5. Anautomorphism is a transformation which preserves the structure of space; the
ensuing discussion will, it is hoped, clarify this point.
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indicated by the subscript numbers (CAT,, CAT,, 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)®—four possible sets emerge, corresponding to the interplay
between two variables (sign and sequence):’

1:—ignoring the tails:

2:—with tails included:

o o’ A A4

3:—ignoring the tails and switching the cats on the right:

4:—switching the cats (as above) but including the tails as well:

A\ d o/ S’

or, schematically:

1: a, a, // a, a (reflexive congruence)

2 a a, / -a, -a, (reflexive anti-congruence)
3 a, // a; a, (parallelism)

4: a, a, // -a -, (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.
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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.®? 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.’

1. Parallelism (proper congruence): {2::2 :ie;l:ence

a,a ...//al,az,a3,...

paprdy

for example, Jer 51,27:

PRI DIINE  Raise  a standard in the land;
can e wpn blow a trumpet among the nations.

Similarly, Job 8,3.

same sign

2. Chiasmus or mirror symmetry (reflexive congruence): { .
4 y (refl gruence) opposite sequence

a,a,a,..

for example, Ps 107,16:

lagyana

> For
PN M9 3% he has shattered doors of bronze;
M1 5M3 ™3 and bars of iron he has snapped.

same sequence

3. Proper anti-congruence: {opposite sign

apayay. .. // 2,8y ..
for example, Ps 85,12 (with gender and semantic reversal):

nesn PR naR - Fidelity (F) from the earth (f) will spring up (+),
apws oo P 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,, 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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reversed sequence

4, Reflexive anti-congruence (chiastic). {opposite sign

a),8,8y...// -85 -, -3,
for example, Ps 37,30:

noon At pW8 e The just man’s mouth  mutters wisdom!?

(m) (m) (-m)
BOYM 137N 1N his tongue speaks justice.
(-m) (-m) (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.!! An
example was the initial ki in Ps 107,16 given above.!? 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 parallelism
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,!® is grammatical
analysis of each verse-line. Up to recently such analysis has only been
#mplicit, 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-modifier'*—
Jour basic sentences emerge:

10. With ‘-m’ standing for its polar opposite, ‘f* (= 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 clements
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 NP -

B NP-V-M

C NP -V-NP,

D NPI—V—NPZ—M
These basic sentences, in their turn, yield four general line-types,'’ of
which only types II and III are significant, directly, for parallelism.
Of the 40 specific line types available to the Hebrew poet!®—not
including variations such as the use of extra verbs, let alone nominal
sentences—only about half can be called parallel. For example:

cvan pra pewt He'll judge among the nations,
027 &Y MO¥  and reprove the many peoples.
(Isa 2,4)

This can be analysed as

\Y M
A% M

—two lines with evident grammatical parallelism (as well as semantic
parallelism).!’

In his recent book on Hebrew poetry,'® 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 is...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,). “Object”: includes the same (= NP,). “Verb™:
this may be a finite verb, a participle or an infinitive (= V). “Maodifiers 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: L. 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; I1I. 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 Parallelistic Line: “A is so,and
what’s more, B”’,
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The structure might thus be schematized as
/ /!

with the single slash representing the pause between the clauses
(short) and the pair of slashes representing the final pause (long).!’

He terms the two halves of the standard couplet ‘A and B’, and after
discussing various types of parallelism,?0 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.?!

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,”? gender-matched
parallelism is a type of parallelism where the gender of the nouns
involved is the basic component.”> An example from classical
Hebrew poetry will make this clear. In Isa 49,22,

18R3 2 w3M  They shall bring your sons in their embrace (m.),
MINPIN /RO 9Y I3y 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 march—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.?* It is as follows:

bph rgm lysa Scarcely had his word (m.) issued
from his mouth (m.),
bipth hwth from his lips (f.), his word (f.).

To complete the picture, a single example can be cited from
Akkadian literature:

ina ali ardatu zamarsa sani In the city the young girl’s song
(m.) is altered;

ina ali etlu nissassu Sanat in the city the man’s tune (f)) is
altered.

In fact the gender-pattern in this text? is slightly different from the
previous two passages and anticipates a later paragraph of this
section.

22. Cassuto, Anath, 44-46.

23. For the theoretical background see the preceding section on SYMMETRY,
ASYMMETRY AND PARALLELISM.

24. The passage cited is CTA 19iii 113 (and parallels). For a score or so of examples cf.
Watson: UF 13 (1981) 181-187.

25. Cited in CAD E, 410 and CAD N/2, 274.



124 Classical Hebrew Poetry

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 +1f
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 EM 92 9%Y  On every pair of hands (f.) a slash (f)),

PY CINL 5 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 parterns
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,asin

1370 9eY2 I Who makes them like dust (m.) with his
sword (f.),
M Pl 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,eg Isa62,1:

P73 M0 83w Till her vindication (m.) emerges like brightness (£.),
3y e NN and like a torch (m.), her victory burns (f.).

Also Isa 28,15; Job 5,9; Prov §,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:

mRON N P D A just man’s mouth (m.) utters wisdom (f),
LEYD N3N WWN  and his tongue (f.) speaks justice (m.).
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Further: Isa 33,6; Ps 73,7; Prov 10,15; Lam 3,47; etc.
f +m.// m + £, eg Isa 66,8:

AR DM PN OM Is a land (£) born in one day (m.)?
pNEYB T DR 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 functions: 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:

150 o3 wnY  The nations (m.) have heard your cry (m.),
PANR NNOR MY 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

358> prwa by Even in laughter (m.) a heart (m.) may grieve,
MM AnBRR AYNRY and the end of joy () be sorrow (f.). (Prov 14,13)%

26. Thegender of two nouns in a construct chain (N;N,) 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:

9>raEv s Let there be peace (m.) within your ramparts (m.),
RTINS MR tranquillity (f) within your fortress (f).

Also Ps 128,3 and Sir 3,29.7

4. To improve parallelism.
Occasionally, the poet chooses synonyms of one or other gender to
achieve better parallelism; for instance Sir 3,29:

D'oon v P2 Eon 3% A wise mind (m.) will understand wise
proverbs (m.),
nBwn nnond Nawpn XY 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

wy X130 D For out of clothes (m.) comes a moth (m.),
MR Nra NSy 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:

“an pax2 e Hidden in the ground (f)) is a rope (m.) for him,
23 MY IO and a trap (f2) 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.?®

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:

TEa R Who sets a road (f) in the sea (m.),
N3 EMY 292 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:

maon wra nram 1 will burn your chariots (f)) in smoke (m.),
250 908D DY and the sword (f) will devour your cubs (im.);

as well as Isa 41,2; Job 18,15.
(c) To portray inversion of state; for example Ps 44,14:

waows npn U You have made us a taunt (f) to our fellow-
citizens (m.),
WIS 0921 5 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.17a; 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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6.3 Parallel Word-pairs

Terminology and definitions

Narrowly considered, the parallel pair is mostly used in a bicolon or
couplet, with one member of the pair in the first line and the second
member in the parallel line. For example (Prov 26,1):

P2 25> Like smow in summer,
32 DY and like rain at harvest

where the synonymous word-pair is 2t // 35,

A whole series of terms is on hand to refer to such pairs: ‘standing
pairs’, ‘fixed pairs’, ‘A-B pairs’, ‘parallel pairs’ and so on, which tend to
be used interchangeably by modern scholars, each term emphasising a
particular aspect of these pairs (as will become evident later on). The
use of ‘fixed pair’ (or the less frequent ‘standing pair’) is not
recommended since there is a certain amount of flexibility in these
pairs, the stock sequence occasionally being reversed (‘orphan //
widow’ rather than ‘widow // orphan’, for instance), or the second
component being varied. Accordingly, ‘parallel pair’ is preferable or,
as in this section heading, ‘parallel word-pair’ (occasionally, simply
‘word-pair’ for brevity or because parallelism does not always
obtain).?®

Criteria: Parallel word-pairs can be recognised as such if they fit
the following requirements:

1. each must belong to the same grammatical class (verb, noun, etc.);
2. the components must occur in parallel lines;

3. such word-pairs must be relatively frequent.

An example is the word-pair 7~ // 122, ‘to ascend // to descend’ as
used in Ps 107,26:

analysis
o 9 They go up to the sky V-M
PN ™ they go down to the ocean. V-M

29. See the apposite remarks of Dahood, RSP 1, 73. For the underlying semantic
theory cf. A. Lehrer, Semantic Fields and Lexical Structure (Amsterdam, 1974).
30. Followmg 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).3! So,
in Ps 7,17

WA Y 3w May his sin redound on his Aead,
T IDBN PP 9 and upon his pare may his violence descend

the poet uses the rare noun =7 as a B-word in tandem with
common or garden wx- (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,
bimtk ngin in your non-death we exult.
(CTA 16 ii 98-99)

where the Ugaritic word-pair smh // g(v )l exactly matches Hebrew
> // now (e.g. Isa 9,25 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
INI).32 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//gbs’, in ZAW [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.>? Phoenician, too, has also been
studied with this in mind.>* 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-pairs®® 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

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 1n 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-patrs 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:

a8y // PR ‘earth // dust’
I // 13 ‘to understand // to know’
An3 // oy ‘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 /st or catalogue, for example

noR //9oR - ‘to eat // to drink’
Suv //Pen ‘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.”’

2. Antonymic word-pairs are made up of words opposite in meaning
and are normally used, not surprisingly, in antithetic parallelism.
Examples are:

R // e C‘there is // there is not’
oY // et ‘right // left.

37. Geller, Parallelism, 35.



132 Classical Hebrew Poetry

The possibility of overlap with other groups is apparent in such pairs
as

o // YR ‘earth // heaven’
m// e ‘sun // moon’,

where the components are correlative (see below).
3. Correlative pairs can be correlated synonyms,’® for instance,

nos /7Y ‘blind // lame’,

both indicating a crippled person.’® Others indicate a progression,
notably

938 // ¥ ‘to sow // to eat’ (Isa 55,10).49
To the same class belong pairs of the MALE // FEMALE order, e.g.

oN // 38 ‘father // mother’.*!

Pairs of this kind may also be associative, being formed by simple
association of ideas, for instance:

wn /MR “light // darkness’.*?

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’.** For example

194m S M 9P Yahweh's voice makes the desert writhe,
2P naTm M Yahweh(s voice) makes the holy desert writhe

(Ps 29,8),

where the word =27% is augmented in the parallel colon by the
addition of &P (12w now being in the construct state): ¥1p 1340,
Other examples are mp o // 2 ‘sea // reed sea’ (Ex 15,4) and ‘mx
1397 // 2R ‘cedars // cedars of Lebanon’ (Ps 29,5). The function of
such augmented pairs is metrical, serving to fill out the line as
expletives.*

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, 754.

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
PNZ as in

SN mas R nen Ishall send a fire against the house of Hazael,
MR NUBAR 90N and it shall consume the son of Hadad's palaces.
(Am 1,4)

Also: ‘Barak // son of Abinoam’ (Jgs $,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).*

6. Figurative word-pairs include metaphorical words in parallel
and metonymic pairs such as abstract nouns in parallel with concrete
and synecdochic couples.*® Some examples will illustrate what is
meant.

In Prov 5,3 the metaphorical word-pair ‘honey // oil’ is used, to
good effect:

M npY abwh N3 YD For the lips of a loose woman drip honey,
nom o p5m 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:

SN MY 9on ' For you have delivered me from every foe,
WY NN WY and my eye has looked triumphantly at my
enemies.

Finally, a synecdochic pair is & // 7= *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,’ with the components being ‘broken up’ and distributed over parallel cola (see
BREAK-UP OF STEREOTYPE PHRASES). The same parallelism is found in Ugaritic, for
example:

srd b1 bdbhk By your sacrifice cause Baal to come down,
bn dgn bmsdk by your game, the son of Dagan. (CTA 14 i 77-79)

For a different aspect cf. D.J.A. Clines, ‘X, X ben Y, ben Y: Personal Names in Hebrew
Narrative Style’, VT 22 (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, 100).
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been identified in Hebrew, and they are common, too, in Ugaritic.*’
One example will be enough (Jer 2,9):

ConN 3N Y 199 Therefore, ! still contend with you,
MR D223 MY 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 // By, B, Bs, etc.). For example, the following series is based on the
common (A) word ™, ‘wine”:

nar// ™ ‘wine // sacrifice’ (Hos 9,4).

phasy oy ‘grape blood’ (Gen 49,11).
oy ‘strong drink’ (Isa 5,20; Prov 20,1; etc.).
(=174 ‘oil’ (Am 6,6; Ps 104,15; Song 4,10).
tZamlal ‘must’ (Sir 31,25; rev. Mic 6,15).
™ ‘wine’ (Isa 28,7; Jer 13,12).

Similarly, a series based on “5p: f3», ¥, man // “pD.48
A variation on this type is where the second (B) elements are
themselves combined to form a new pair, for example nyen // 0 in

TN YwR WX DD If someone averts his ears from listening to
instruction,
AN NN D) even his prayer is an abomination. (Prov 28,9)

and the pair 7D “nr // 7m0 in Ps 78,1,

D R aen Listen, my people, to my instruction,
*D=IRY DONMR N bend an ear to the words of my mouth,

results in the formular pair np ¥ // 790n as used in Ps 54,4.4°

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.’® 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 2% // ™1p ‘to break // to

47. In an unpubhshed thesis by R. Bornemann (cited in RSP 1, 76).

48. References in RSP 1. 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 1, 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) 3354t., and the section on BREAK-UP.
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crush’ common to Hebrew and Ugaritic and found in lines separated
from each other in Qoh 12,5-6:%!

(Remember God). ..

when the blossom whitens on the almond tree,
the locust stuffs itself,

and the caper-berry bursts (WBD).

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 ("2¥) 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. Qccasionally
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)°2 or to portray the
reversal of an event (e.g. Gen 27,28 and 39).%3 Chiastic patterns can
be produced in this way (e.g. Prov 18,6-7).>* The acrostic element of
a poem may demand change of the accepted sequence (e.g. Ps 145,21),
or the inversion may effectively portray merismus.’¢

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 I, 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. ].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 I, 78. See Miller, HTR 73 (1980) 79-89.

55. As noted by Boling, 7SS 14 (1969) 241. Also in Ps 25.

56. See particularly J. Krasovec, Der Merismus im biblisch-Hebraischen 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.’’

1. It would seem that the word-pair played the same role in
Hebrew poetry as did the formula (in the Parry-Lord sense)’® 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 poctry 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 1o 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.

Yoder®® proceeds to illustrate his point: if a poet uses the A word ~n
in the first colon, he must use the corresponding B word (mv33) 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,® 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, Watters, 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.5! 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
Abital7ata ftal'/selakinivl SN 33 // ow?
$33MA TP ™ // bpY ennt
BN PR DNOR 4 PN // Pt
*D-MBRD MINA AD—MBK // 7T :osntd
=) 5
©p mp o yp /7 66
D3 WD ORI wos wpa // 5y op®’
07235 DYOR 1R 89
mn 6
5 1y OO N // 2oN68
WEI D3 TR o // s
aeh R a7 nwln /7 (e )70

[mighia) 'ty iunlaiuial i)

To-mnam N33 8 ow (xp) // nar’!
M M B AR

N MN9m Y 9 R /7 72
R FRRT W

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. DPss 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.

S For
Joreigners 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 of word-pairs will be considered in detail below;
here discussion of their function in oral poetry need only be brief.
The improvising poet with an extensive repertoire of word-pairs at
his command could produce oral poetry with ease. At the same time,
aware that his audience too was familiar with a large number of 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. If audience and bard did not share the same
set of parallel word-pairs, such variations would 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’) enabling them to concentrate more on the verse.

4. So-called ‘dictionaries’ of word-pairs evidently existed; by this is
meant, of course, not written reference books, but lists of pairs
handed down 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.”

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.”*
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.”” In Prov 4,3 for example, only the first element is
intended:

N9 113D For 1 was a son to my father,
wRIEY MM Y 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’.”® Conversely, in Am 6,1 where the prophecy is directed
against Samaria, only the second element in the word-pair is significant:

e DSk v Woe to those who are at ease in Sion,
MR =N2 oNLdM  and to those feeling secure on Samaria’s mountain.

Other examples are Ps 81,4 and Prov 24,30.77 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).’®

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; Lam 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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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’.’”® 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 aselm . . . 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. Tt 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

79. M.AK. Halliday and R. Hasan, Cohesion in English (1.ondon, 1976) 284.
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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 language® 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.®!
One example will be sufficient to illustrate this point. In Ps 72,1 there
is evidently an epithetic word-pair modelled on the ‘PN, // PN, son
of PN, type,

oroR O God,
NP by give your justice to the king,
TP 129 9P %Y and your honesty to the son of the king,

where both terms 951 and 950 13 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, RSPI, 78-79 for examples. Recent articles on word-pairs include W.
Brueggemann, ‘A Neglected Sapiential Word-Pair’, Z4A W 89 (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’, Semitics 7 (1980) 50-80.
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EXAMPLE: Isa 40,28-31—Parallel word-pair used as key component in
a poem

introduction
fa) el bl Don’t you know?
nype N9 oN Haven't you heard?

M o9 OR A Eternal God, Yahweh,
PARM MNP K13 creator of the world’s ends,

VAN does not grow WEARY,
PN does not grow FAINT;
MINZNS PR PR there is no fathoming his understanding.

no A ;N3 B He gives strength to the WEARY,
7109 RYY DN PR increases the force of the powerless.

w pmpy 1oy C Do WEARY—young men and do FAINT,
P Sws ovin vigorous lads just stumble.

nopYn M 9 B’ But those dependent on Yahweh will acquire strength,
B30 928 o they’ll grow wings like eagles.

W KM A’ They will run—and not grow WEARY;
1BYS RN 1D they will march—and not grow FAINT.

This five-strophe poem (not counting the introductory couplet) is
built around the key word-pair ¥3v//ap", ‘to be weary // to be faint’,%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
o' ' 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).®?

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 (BZAW 141, 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 Hab 2,3; cf. Janzen, HTR 73
[1980] 56-57).
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6.4 Number Parallelism

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® 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

o'Wn YR vy upPM  then we will raise against him SEVEN shepherds,
DN D3 MmN EIGHT chiefs of men,

where the value for ‘n’ is of course ‘seven’.?’ 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.® Other variations, too, occur.

Number parallelism in Ugaritic and Akkadian

The ‘graded numerical sequence’®’ 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 b, ‘two’, and
possibly &K, ‘a pair’, if Shaffer, 7408 99 (1979) §, 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,
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From the Baal Epic comes the following couplet:

‘mk $b't glmk (Take) with you your seven ‘pages’,
tmn hnzrk your eight ‘boars’, (CTA 5 v 988)
and similarly in the Aghat Tale (CTA 19 i 42-44) as well as

elsewhere.®
The same device is used in Akkadian incantations (rarely elsewhere):

6 riksisina SIX are their bindings,
7 pitria SEVEN my loosenings.””
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.Isa17,6.

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 0w 20D MY, ‘two
or three eunuchs’ (2 Kgs 9,32). Similar expressions occur in Ugaritic
narrative poetry.’! 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

™ opr Dy For, SEVENFOLD is Cain avenged,
mYav owaw 9" but Lamech, SEVENTY-SEVEN times,

which has its equivalent in Ugaritic (CTA 4 vii 9-10):

tt ltem ahd “r SIXTY-SIX cities did he seize,
$bm sb* pdr SEVENTY-SEVEN towns.

88. For the precise meaning of this passage cf. Day, VT 29 (1979) 143-151.

89. Seelistin RSP, 345.

90. Magihi IV 109—adduced by Gevirtz, Patterns, 21; see there for additional
examples.

91. ym ymm, ‘one day, two days’ (CTA 6 ii 26, etc.); 5t istm, “a fire, two fires’ (21 32).
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In Akkadian, instead, the multiplicand is zen, for example Gilg XI
300-301°%

ana 20 [beér] iksupi kusapa After TWENTY [double-hours]
they broke off a bite,
ana 30 beér Skuni nubatta after THIRTY 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.?® It is used in Ugaritic,

eg.:

alp kd yqh bhmr He took a THOUSAND pitchers of wine,
rbt ymsk bmskh TEN THOUSAND he mixed in his mixture,

and over a dozen times elsewhere.”* The word-pair occurs almost as
often in Hebrew, e.g. Mic 6,7

DO *BONS M ¥t Shall Yahweh be pleased with THOUSANDS of
rams,
™Y HrIM3372 with TENS OF THOUSANDS of oil-wadis?

and Dt 32,30; Ps 91,7; Dt 33,17; Gen 24,60; Ps 68,18; etc.”

A further development was the extension of the numerical pair to a
set of three using the formula n // n + 1 // ‘all’%¢ Unfortunately,
there are no clear examples of the ‘pure’ form,”” but one passage in
Ugaritic and one in Hebrew use multiplicands. The first text in CTA
12 ii 49-52:

ksb't Isb‘m ahh ym{zah] His 77 brothers reach him,
wtmnt ltmnym $r ahyh mzah his 88 siblings reach him,
wmzah Sr ylyh his kinsmen reach him.”

92. Adduced by Gevirtz, 1973: 168; Parterns, 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 rwenty
miles’ (ARM 121 £.10°).

93. Sece 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 1n 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:%°

maon npR oY 60 queens are they,
peace ounen 80 concubines,
appB N MO 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,!® 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 anco-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.!%! Finally, a climactic sequence may
be operative. These meanings and functions will now be illustrated.
—Indefinite number.

o W After two days he will revive us,
uRP B DY 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:

WwBI N¥P DM I3 TWO nations I detest,
oy BIN ST and the THIRD is no nation at all:
Peop e ae (1) the inhabitants of (Mount) Seir,
(2) and the Philistines,
oo MR 933 (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:

DD INYDI i RYYY Three things are too wonderful for me,
oy N5 yaax  four I do not understand:
o3 T (1) the way of a vulture in the sky;
NS SYY enITNS (2) the way of a serpent on a rock;
o252 MR T (3) the way of a ship out at sea;
TBoP3 "2 T (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

95w b Rent 851 They must be finding spoil,
taking their shares,
21 NS BNBMN BN g wench, two wenches to each warrior,

101. See Haran: 1972.
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NDDY EWIs 99 booty of dyed stuffs for Sisera,
oWwas MY booty of dyed stuffs:
Y33 NPT one length of striped stuff,

Sh aNISY DYDY 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'®? is a form of couplet (or
tricolon) which proceeds in steps. For example,

SR M2 Turn aside, O sir,
R MO 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’ (77'D);

2 the intervening element: ‘O sir’ (\R);

3 the complementary element: ‘towards me’ (7x).
As will be seen, there are more complex cases, but the components
remain basically the same.

{omparison with kindred patterns

Some confusion is possible with related poetic patterns such as the
‘pivot pattern’ and the terrace. Similar, too, are the aba-monocolon
and simple anaphora (see REPETITION). The differences are best
illustrated by a simple diagram:

staircase parallelism

[ F_E_J

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 parallebsm’ 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.
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Strangely, the pattern has not yet turned up in Mesopotamian
poetry,'® 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%
—Two-line staircase parallelism is a self-contained unit, as in the
Ugaritic example

yeb Iy trilfaby] Turn to me, Bull El, my father,
yib ly wih [ath] turn to me, and to him will I turn.
(CTA 3E iv 7-81%)

It occurs some twenty times in Hebrew,!% for instance:

SN2 N2 3% Return, O Virgin Israel,
MON T OR DWW 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

pbd an ‘nn atrt Am | a slave, then, Athirat’s menial?
pbd ank ahd ult Am [ a slave, then, handling the trowel?
hm amt arre tlbn lbnt Athirat’s slave-girl making the bricks?

(CTA 4 iv 59-62107)
and

OYVION &' TR When the waters saw you, God,
11 B XY when the waters saw you they trembled,
PIORR MM AR even the deeps shook in fear. (Ps 77,171%8)

Other typologies have been proposed but they do not need to be
discussed here.!®

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.1.

104. Loewenstamm would argue that the simpler form became more complex;
Greenstein doubits 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.11.16; 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, UF 9 (1977) 284, and for the translation CML, 60.

108. As translated by Dahood, Psalms I1, 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);!'? accordingly, only Hebrew
examples will be set out in illustration.

— 3-fold repetition of same word

2P 25 bYYa BN Oracle of Balaam, son of Beor,
PYR DN M230 OR)Y oracle of the warrior, with perfect eye,
ON MBR VDY DRY  oracle of a listener to El's sayings.
(Nb 24,3 [= 24,15])

Similarly: Pss 29,1-2 (13r1); 96,7-9 (1211); Sir 31,13 (my™); of. Prov 31,2;
Song 6,9.111

—Ellipsis: often the expected repetition of the initial word in the
third line is missing, but is evidently understood as being present:

SNIS BaonH S8 It is not for kings, Lemuel,
™Y RSRY S8 it is not for kings to drink wine,
95 W8NS 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.!'? 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 histener 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 2iv 8-9;4iv-v 112-119; 171 12-16 (cf. v 37-38); Ugar.57
70-71.

112. This feature was recognised by Gevirtz, HUCA 46 (1975) 40-41. Ugaritic texts:
CTA 141 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, ‘The Vetitive Particle
X and the Poetic Structure of Proverbs 31:4’, A¥BI 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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a9 nop Y Until you arose, Deborah,
SN2 DR pPY  (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:

att tqh ykrt The wife you take, O Keret,
att tqh btk the wife you take into your house,
gimt 5°rb hark the wench you introduce into your court.

(CTA 15 ii 21-23113)

In Hebrew, the same word may be used but with either the tense
altered, or the mood:

M5 MY Awake, my inmost being,
T 9331 MY Awake, with harp and lyre,
MmN AR Let me wake up the dawn! (Ps 57,9)

Also Ps 93,3.
Synonyms are used more often in Hebrew, as in

D'W33 NBYY T R IR
TRy URPAY TN MIE MR

Whither Aas 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 CTA4 6 iii-iv 25-27 and 4 iv 59-62 (cited above).

114, CTA2i36-37;3Ev 27-29; 4 iv-v 59-62; etc. Note, however, texts such as 61 63-64
which open action rather than speech.
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either the actual opening lines, or following immediately after an
introductory couplet.!'* In general this accords with the effect of the
pattern which is to increase temsion in the listener.!’> 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:

nonp aoR o¥an 9an Utter futility, says Qoheleth,
San oonowanvan Utter fuility; 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, Qoh 12,8.

—As a refrain. In Ex 15 the pattern is used as a variant refrain
three times: vv. 6-7a.11 and 16. It occurs twice, unchanged, in Ps 67

ovox oy P The peoples praise you, God,
D95 Ay T the peoples praise you with their tool.!!6

The value of recognising this pattern

Recognition of staircase parallelism can assist the segmentarion 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:

M onnn  Slay them with your hand, O Yahweh,
=ont ohpy  Slay them from the earth,
o“nappon 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. kI cf. AKk. kullu, ‘hoe’, here perhaps an allusion to ‘our
plough’inv. 1.
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This version by Dahood!!” 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 % is shown to be vocative:

M oIR 1, O Yahweh,
mwReon 1 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:

RO MMD)2 Son of a wild she-ass is Joseph,
MY N2 Son of a wild she-ass at a fountain,
MM HY WY PN3 (Son of) wild asses by a (?) well 118

Note, further, Hab 3,8, with ellipsis of the verb nan, as part of the
stock expression AR 1R, ‘to burn with anger’, occurring in the second
line,!!® and by extension, the third.

MM AR DWMIOR Against the rivers was kindled, Yahweh,
9O M3 R Against the streams (was kindled) your anger,
SN2y o3 08 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’.'?® The
resulting version is:

YR P39 %N 91 The voice of Yahweh, who cleaves with fiery flame,
9352 9 M 9P The voice of Yahweh convulses the steppe,
2MP 2T M N (The voice of) Yahweh convulses the steppe of Qadesh,
PR O M 9 The voice of Yahweh makes hinds writhe,
P NN (The voice of Yahweh) strips forests.

117. Dahood, Psalms 1, 98-99.

118. For details see Gevirtz, HUCA 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 zype, 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.



Parallelism 157

Synonymous-sequential parallelism

In this form of parallelism, identified by Miller,!?! 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
SN Wn The prince asks
oea =217t 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.!?

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!?® and according to him there are three sub-types.
The first follows the pattern construct + genitive // construct + finite
verb as in Job 29,2:

Dp MN P  Would that I were in the months of an earlier
time,
SRR SR YD 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:

Spa3 ¢33 o'W The prophets prophesied by Baal,
195M Y901 RO NNt and after ‘they-do-not-avail’ 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’.'?* Sub-type three of noun-verb parallelism consists

121. P.D. Miller, ‘Synonymous-Sequential Parallelism in the Psalms’, Bib 61 (1980)
256-260. See section 11.3 on BREAK-UP.

122. A Ugaritic example may be C74 2 i 18-19. An inverted form of the pattern
occurs in Ps 18,42,
4!1;23. D. Grossberg, ‘Noun/Verb Parallelism: Syntactic or Asyntactic?’, YBL 99 (1980)

1-488.

i 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

A AENRD 19n%  To save you from the foreign woman,
TPYRR TMOR ML from a stranger ‘who-made-smooth-her-words’,

the final verb functions as a noun. Similar are Am 5,12; Mal 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,'?* 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

NN NNY Saul and Jonathan,
DWW D3NN most loved and most pleasant,
DML ™2 in their life and in their death
TMDBI N were not separated.

Schematically, the first three lines can be set out as

instead of the more usual

and the like. The pattern is used elsewhere (Jer 1,10; 2,19; 2,26b;
3,24¢d; 5,17; 8,16; Hos 3,4; Ps 135,6) as well as in Ugaritic. The
clearest example is Ugar § 2,3-4:

dysr wydmr Who sings and chants
bknr wtlb to lyre and flute,
brp wmsltm to tympanum and cymbals.

See, t00, CTA 23:51-52 and 17 vi 30-32. There is some overlap with
the LIST (on which see 12.2).

125. For the term see Watson, Bib 61 (1980) 582 (review of Collins, Line-forms).
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“Yanus’ 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 follows.!26

Tlustration comes from Ugaritic (CTA 3B ii 24-26):

mid tmthsn wt‘n Hard did she fight and look;

thtsb wihdy ‘nt do battle and GLOAT did Anath;
tgdd kbdh bshg her belly swelled with laughter,
ymlu lbh bsmht her heart was filled with happiness.

The verb Ady, ‘to gaze’, in the second line is parallel with %y, ‘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.!?’ Since it faces
both ways, hdy here is in Janus parallelism within these lines.
Examples in Hebrew include Gen 49,26,'%® Job 9,25,'” Song 2,12
and Jer 2,14-15:

SN avn Is Israel a slave?
N a9 o Is he a house-boy?
15 e Why has he become SPOIL?
oMB3 N ™Y Over him do roar cubs
o»p BNl (and) give out their growl.

Here 12 means ‘contempt’ in retrospect, but prospectively must mean

‘prey,‘l 30

126. Gordon, BASP 15 (1978) 59; cf. Gordon, JA0S 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 kbd
of. Gevirtz, HUCA 52 (1981) 101-110.

128. G. Rendsburg, ‘Janus Paralielism 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.

5129. E. Zurro, ‘Disemia de brk y paralelismo bifronte en Job 9,25°, Bib 62 (1981) 546-

47.

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.
Hdublein’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.! The only comprehensive survey for Hebrew
(Semitic) poetry remains Kraft’s 1938 monograph? 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.> There have
been other, sporadic studies (see bibliography), the most significant
being de Moor’s pioneering paper? 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 verselines). A
diagram will make this clear:

strophe 1
STANZA1| = |[strophe 2
strophe 3

strophe 1

POEM = STANZA 11 =
strophe 2

strophe 1
strophe 2
strophe 3
strophe 4

STANZA LI} =

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,® his own is perhaps the best:
‘The Italian etymology (a room of a house) implies that stanzas are

3. CUF. Kraft, ‘Some Further Observations Concerning the Strophic Structure in
Hebrew Poetry’, Hobbs FS, 62-89.

4. De Moor, UF 10(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’.$

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.” Extending the analogy already referred to: poem = house;
stanza = room,; strophe = furniture. Again, every room may contain
exactly the same furniture arranged in precisely identjcal 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 8stanza 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:

2

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’: afier completing a strophe, the poet goes
back to the beginning and starts another one (cf. Haublein, Stanza, 4,quoting] .P. Titz).



Stanza and Strophe 163

13 mm R i (1) So says Yahweh:
nay 3 W “wOwHr  (2) For three crimes of the Ammonites
VIR N P3N 93 and for four I'll not reprieve him:
w97 NN oYps Sy for their invading of Gilead’s slopes
DNAITN 2T RS to enlarge their territory.
14 Ao o N NS (3) 1 will make Rabbah’s wall blaze with fire
faiaiblanh Byl and it will consume its palaces,
npR%n ard e during the shout on battle-day,
nBD oM DD during a whirlwind in a stormy day.
15 a2 0% %M (4) Their king will march into exile,
YA R RN he and his officers together.

MR (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; 45a 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
I 5
I 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 ACROSTICS.

Keywords, too, can indicate where stanza division occurs—a topic
dealt with in the section on KEYWORDS. Cf. Mic 7,8-10.

The use of certain particles such as 737, ‘See?, 3, ‘For, because’,
19, ‘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 CHIASMUS,

Introductory formulae such as mn oK a2, ‘“This is what Yahweh
said’ (e.g. Isa 56,1) or mm o3, ‘Oracle of Yahweh’ (e.g. Jer 5,9) and
the frequent & ora 1, ‘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 sglf-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°, ¥SOT 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

PNRTINYR O 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:

231937981 And to me a word came stealthily,
D PP IR PN 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.’

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-
ment!®—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, Edlom, 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.!! Again, the twin blessing-poems on the ‘welve’
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.”? Hiublein, who discovered the principle of stanzaic
mobility, comments:!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.!* A few words are needed here, though, to provide perspective.
(See above, chapter 4 under 4.5: SOCIAL SETTINGS.)

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 ldngste 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 (NCB; London,
1979), 396-397; he points out that the order followed in Dt 33 may have a geographical
basis.

13. Haublein, 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.!’ 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.!é 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’ ¢’
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.!” More simply defined,

17. As does Jakobson, Lang 42 (1966) 429, who writes: ‘Orphan lines 1n 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—a strophe forming part of a stanza, and
therefore, of a poem. Other terms are current for monocolon, such as
‘anacrustic line’,'® ‘orphan line’, ‘isolated line’, and the like.! For

the sake of consistency, ‘monocolon’ will be used here throughout.?

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
monocolon

monocolon
(@) ®) (©

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.?!

structure and functions are indissolubly interlaced with the near and distant verbal
environment, and the task of inguistic 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 unat into whuch intrusive
material has been inserted:

A
other material
Al—
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

tsu gh wish She raised her voice and screeched.?2

Climactic is, for instance,?

wlysn pbl mik And King Pbl could not sleep;

coming at the end of a series of causes for insomnia. Other examples
24
occur,

Akkadian
A single line can close a speech, for example (from the Erra Epic):%

iSmesuma qurddu Erra Hero Erra heard him;

22. CTA 4ii 21. Similarly, CTA 4ii 12: ‘On lifting her eyes she espied’, and ‘There
vowed Noble Keret’ in CT4 14 iv 197-202.

23. CTA 14iii 119-120.

24. E.g.CTA 19ii 89-91: ‘Dead is Hero Aghat’. See the comments of Saliba, f40S 92
(1972) 109 n. 14 and Cross, HTR 67 (1974) 10-15.

25. ErralV 128.
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or can be climactic, as in the Flood Epic:%¢

bd abubi 7 musisu iqbisu The coming of the flood on the 7th day
it (fore)told him.

Other instances could also be adduced.?”

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:

ANPTIND AEPYIN AN Who is it looking out like the dawn
[followed by:}
fair as the moon,
bright as the sun,
awesome as with trophies?2

and Jgs 5,25:

Sxe o' 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 vv. 2-9 is;

BN S8 Do 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. Arr 1111 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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oD MM oY IR DY Woe to them indeed when I turn away from
them!

and Hos 13,2; Ez 32,15; Mal 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’ (™ bi3) is used in
conjunction with ‘Yet you did not come back to me’ (vv. 6.8.9.10.11).
A similar combination of monocolon and refrain recurs in Ps 136
(notably vv. 25 and 26).” 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,

aa'a”
‘3-synonym’
abc
‘standard’
aba
‘chiastic’

Table: two subtypes of the monocolon

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

mmonnrae Then might you swear ‘As Yahweh lives!
M3T821 BEYNI MRY  truthfully, justly, rightly 3

29. Recognition by Auffret, 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/
m truth, in justice and uprightness ...’
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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.*! 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 sk Hurry yourself! Move yourself! Hasten
yourself!

the repeated final - providing the line with both rhythm and urgency.
Also, this time indicating a sequence of actions (CTA 3A i 4-5):

ndd y Sr wysqynh He stood, made preparations and gave
him drink.

Other examples have been given elsewhere.>? The Gilgamesh Epic
attests the same device, for instance (OB II iii 31-32):

iptégma inagtal u ippallas  He squinted, then was gaping and staring,

with alliterative initial #-.33

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:

Gototheant...
she has no
Y aBY 8P overseer, governor or ruler. (Prov 6,7)

31. ‘Thetriplet has its own special slot within repeution. Three words joined together
and having the same intial (consonant) often take on the value of a maxim and serve to
mark off (in every language, apparently) a progression’—Groupe p, Rhétorigue de la
poésie (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 Aer 1iv 206; 111 iv 25; 111 vii 6; etc. (see previous note).
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Also Qoh 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

w2 Come!
nom23 myman mnnes  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:

NMnE BI™ A9 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

YT IR AR N3N 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:

oPN Y2 NNy Who attacks, the sword avails not:
RN YD MMIN 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 // b'c’ Couplet

The couplet, of course, is the commonest form of the strophe in
Hebrew (Ugaritic and Akkadian) poetry—see under PARALLELISM.
Here only one particular type of couplet will be considered.

The abc // b'c’ couplet

The abc // 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:

PN DD DO T felled its tallest cedars,
™MD M its choicest cypresses.
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In other words, there is ellipsis of the initial verb (M2r). There can be
ellipsis of a non-verbal element, too:

PR TN 1ES  Before him, the carth trembles,
DY WY the heavens quake. (Joel 2,10a)

In both cases, the structural (semantic) pattern is abc // b'c’:

©rw  ®d)ymm (a)rp° )M b)r™Y  (a) om
(c)onw (b)) wen (€Hrena @®)nae

Other couplets with verbal ellipsis are: Nb 21,29; Dt 33,10.10.18b;
1 Sm 18,7b; 2 Kgs 19,26.28; Hos $,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,

bt bymny the goblet from my right hand.
(CTA 19 iv 215-2163%)

tr hbr rbt The ‘dukes’ of great Hubur,

hbr trrt of lesser Hubur. (CTA4 15 iv 19-20)

assu kassaptu ukassipanni For a witch has bewitched me,

elenitum ubbiranni a deceitful woman has accused me.3’

The pattern has been termed ‘Canaanite’® 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:

P8 ONY NS To praise El for his justice,
WINDN OV And Elyon for his majesty. (1QS XI 15%7)

34. Also CTA 14 iv v 214-217; 23.34-35; quasi-verbal in 14 iv 201-202.

35. Magiu 1 4-5 (also 18); cf. CAD E, 83; or ‘encompassed me’, cf. AHw, 4 and 198.

36. On verb-deletion in the second colon Greenstein, JANES 6 (1974) 91, notes: ‘Itis
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:

™M M2 T A group whose teeth are swords,

PRYOND MR whose jaws are cutters,
PAND DWIY 9ORY  to eat the wretched out of land,
DTIND DU and the needy out of territory.3?

The couplet can also form a self-contained poem or poetic unit:

TEYNI XY MO0 Annihilation was by the thousand for Saul,
THI373 MM 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 ‘ginah’ metre, a rhythm
used in laments. Silent stress is not operative since it would occur in
the first beat of the second line (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

abec
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, Psabms I, II and III. 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.

nayn ey a8 - Our very couch is luxuriant,
oMK 1 N3 MNP the beams of our bowers, cedars,
D'MM3 BB our rafters: cypresses. (Song 1,16-17%%)

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 13-, ‘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.*’ However, it is
precisely because the tricolon is attested in both Ugaritic and
Akkadian*! 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?* And,

39. Adapting slightly Pope’s translation in Song, 292 [and see 359-362].

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.*?

ynghn krumm They gored like wild oxen:
mt Mot was winning,**
bl % Baal was winning.

(CTA 6 vi 18-19%)

mINen o89Dt Through the gaps you’ll go,
M wR each woman (going) ahead,
ANBINR MINOYM  ejected into the Harmon. (Am 4,3%6)

2. Parallel patterns. The following parallel patterns occur (using
capitals to indicate cola):

A/A /A"
A / A’ / B —which, reversed, becomes
A/B/PB

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. Seceunder METRE. An Akk. example may be Gilg XI 131: ‘The sea calmed, and the
hurricane abated; stop did the flood’. Tricola with a longer final line include Agusaya
Hymn B 24’-26'; CTA 4iii 18-21; 3B ii 3940; 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 tricola with a
longer initial line see CTA 2 23-24; 17 v 9-10; 191ii 120-121. See Watson, UF 7 (1975)
485.

44. Lit. ‘was 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.
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parallelism, sometimes reinforced by repetition of the same word,
root or particle.

A/A’/A". Examples in Akkadian are rare.’ The pattern is very
common in Ugaritic and Hebrew verse.

ahdy dymik 1ilm Only I am king over the gods,
lymru ilm wnsm who truly fattens up gods and men,
dysb‘ hmlt ars who sates earth’s hordes.

(CTA 4 vii 49-52%)

ounon PRYBY Hear this, O priests!
SN=EP 2 12PY Pay attention, House of Israel!
1MMNA 7907 P2t And royal house: bend an ear! (Hos 5,14%)

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* is repeated
throughout, acting as a linking device.
lubki ana etliti sa ézibu hifréti]
lubki ana ardadti Sa ultu sun ha’wrisina [Sallupani]
ana Serri laké lubki sa ina la umisu tar[du]

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’!)

yd pdry bt ar The love of Pidray daughter of light,
ahbt tly br rb the affection of Tallay daughter of rain,
dd argy br ybdr the amours of Arsay daughter of Y bdr.

(CTA 3C iii 3-5°2)

N2 90892 All her images shall be beaten to pieces,
PRI DN TINRDDY  all her ‘snakes’ burned with fire,
nonY DWR R8P all ker idols 1 will lay waste. (Mic 1,753)

47. See, perhaps, BWL 229:22-23 and 219:11b-12.

48. Also CTA4 4iv 10; 3B ii 20-22.36-37.
F49. Considered to form a question with the following line by Loewenstamm, Gordon

S, 127.

50. See particularly Gevirtz, Or 42 (1973) 169-170.

51. Conveniently in R. Borger, Babylonisch-assyrisch Lesestucke, 11 (Rome, 1963), 88-
89, lines 34-36 (Nineveh recension).

52. Also CTA 3F vi 7-9 (‘br, ‘cross over’); 4 viii 1-4 (‘m, ‘towards’); iii 18-21 (dbh,
‘sacrifice”); 6 vi 27-29 (/, ‘indeed’).

53. ‘Snakes’: a form of 1N 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 (%2, ‘created’); 1 Sm 2,2 ('R, ‘there is none’);
Jer 51,15 (3, ‘by’); Ez 26,8 (79v, ‘against you’); Hos 4,1 ("R, ‘there is
no’); Prov 24,33 (v, ‘a little’). Evidently there is some overlap with
triple repetition.’* Another sub-group employs the ‘word-triplet’, as
in

a¥n @2 > For the grass is withered,
N 90 the new growth fails,
T R9 2 there is no verdure. (Isa 15,6%%)

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 lines. In nearly all cases, the link is
one of meaning or content.

eli ajjabini KUR li'abit Onto our enemies, let the land/mountain
collapse.

eli lemnini duru sa igupu Onto our adversaries let the teetering

limqut wall fall.

erset nakri lirtessi ina Let the alien country in its entirety be

gimfrisa] ‘spellbound’. (BWL 228:15-16°%)

Sirhk ikl srm His flesh the birds did eat,

mnth lthly nprm His limbs the sparrows did devour,

Sir Kir ysh Flesh to flesh called aloud. (CT4 6 ii 35-37)

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 §ir, ‘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) S.

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 russii cf. BWL 232 and AHw 996. The
equivalent of KUR m lme 15 may be either mdtx, ‘land’ (so Lambert) or sadi,
‘mountain’ (so CAD).
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s TmnsY BN N Nectar do your lips distil, O bride,
TS NN 2%m @aT honey and milk are under your tongue,
nav A*s TR%Y Y 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;"7 24:17-19;
KTU 1.93:1-3.58 Hebrew:

o™pR o0 Stricken is Ephraim:
w3 oY their root withered,
N Y93 B  no fruit shall it bear. (Hos 9,16)

The link is formed both by content and by the wordplay: o*&x and
wb. 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:

B2 M MR eR e Black am I and lovely, daughters of Jerusalem:
=mpnNd  (BLACK) like the tents of Qedar,>
nubw my=>  (LOVELY) as Solomon’s carpet.

Also: Job 19,29; 28,3.%° 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
CHIASMUS), 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)®! and forming a
unit. The two outer cola may be identical (ABA) or not (ABA’).
Examples follow.5?

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.Austerlitz, Ob-Ugric Metrics (Helsinki, 1958),47. Note that the ABA’ patternis
often confused with the pivot-patterned bicolon.

62. Lesslikely: INES 33 (1974) 276 (= Lines 49-50); also, ibid., 274 (=1 lines 12-13);
BWL 218:53-54; Erra 1 4-5. Note that all are written on two lines.
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ypth hin bbhtm A Let a window be opened in the
mansion,

urbt bgrb hklm B a lattice within the palace,

wypth bdgt ‘rpt A’ and let a fissure be opened in

the clouds. (CTA 4 vii 17-1953)

IR R M1 A See, from the fat of the earth
S2enn 1 B shall your dwelling be,
Spa pan S A’ and from the dew of heaven above.
(Gen 27,39%%)

Other Hebrew texts: Gen 40,16-17; 49,8; 1 Sm 2,2; Isa 5,25; 14,8;
25,7; 30,315 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; S5,15; 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
3,105 3,47; Sir 11,28ab.
Note the form with identical outer cola (ABA);

Snagy mit e A Yahweh’s right hand did valiantly!
oo M pey B Yahweh'’s right hand is exalted.
ooy mnt Y 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 wyshqg He uncreases his forehead and
laughs;

pnh thdm yipd taps his feet on the stool;

wykrkr ush th and twiddles his fingers.

(CTA 4 iv 28-30%%)

Also CTA 5 vi 12-14; 6 i 14-16—both describing a progressive set of
actions. Note

ARM NBR DY 3 At trumpet sound he says ‘Ho';
"ONSD AN I from afar he smells battle,
oYM o oY 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, Bib 55 (1974) 79.

64. For the meaning ‘forehead’ of Isb cf. Xella, Ordne 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.°

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 demarcaring
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.% 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:

23 PN Y Who made the earth by his power,
INDON3 920 OB set up the world by his sagacity,
o'oY AR N3N 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; 10,1.57

2. Stanza-marker: close. The long poem of Gen 49 ends with a
tricolon (which is not a climax):

napRY AR B3 Benjamin is a ravenous wolf:
92 9ON*TP32 in the morning devouring prey
552 P 2Y™ 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.%% 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:

N2 19NN WD Greatly ashamed and confused
% %3 will all my enemies be;
Y31 w23 132t they will return shamefaced in a moment.
(Ps 6,11)

Other texts are Isa 51,3 and Ps 9,15.%°

65. Kugel, Idea, 52.

66. First recognised by Gordon, UT, 133.

67. See CTA 3D i 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 i1 28-30.
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4. To denote merismus.”® 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

*wwn 5 All (you) beasts of the field,
95989 MR come to eat,
2R 92 all (you) beasts of the forest. (Isa 56,9)

the clue often being (as here) the use of 93, ‘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.”!

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.

The trill of the trollop’?
pli=Riah) I Lift your lyre,
Sy aD circle the city,
tniai=l7pRabii] worn-out whore.
133 2 II  Sweetly strum,
N “am=nh] sing many a song,
Ani=iralt )= and so be remembered.

The poem is made up of two tricola only,”® each line having a
staccato two-stress metre. There is little in the way of parallelism
(‘Lift’* 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 -, two in -Ir (AW, ='w) and there is assonance in both nrows mn
and wo>—3. Complex wordplay, too, is used: nnow3 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+, the
feminine form of " (both = ‘song’)in Isa 23,15 to match the obvious gender of 3. For
a study of the poem cf. Lipinski, Erls 14 (1978) 87* and VT 20 (1970) 39-40.

73. An opening and a closing tricolon comprise the entire song.

74. Lit. ‘seize’.
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<worn out; passionate’’ or forgotten’—221, ‘to remember’, evokes the
term for ‘male’’—in combination with 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. “The 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, UT, 132-133;
Hecker, Epik, 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
within a stanza or poem. It should not be confused with two couplets
(bicola) in succession or with a tricolon preceded or followed by a
monocolon. It is often difficult to decide whether a set of four
consecutive lines really is a quatrain and the following considerations
are intended to be of some help in this respect.

The easiest type of quatrain to single out is the ABBA quatrain,
where the keywords of each of the first two lines are repeated, in
inverse order, in lines three and four. For example,

RO NIMR XS A 1 am not DEAD but living,
mwynapoNt B and I recount the deeds of YAH;
MU D B though YAH fiercely punished me,
WINI RO M5t 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’. Fora
similar connection of this verb with singing, again in the form of a pun, see Ps 137.

'{6. Though unattested in Hebrew, zkr 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 mm 1 nm. 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

AR PN A Your right hand is full of generosity,
ms o nner B let Mount Zion rejoice,
A IS 9N B the daughters of Judah be glad,
TLDYD % A’ because of your justice. (Ps 48,11-1277)

Also based on the repetition of certain keywords is the ABCB
quatrain. First noted by Gevirtz,’® 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

fotisab il =hntefakate 291 A I will DRY UP mountains and hills
hIIN D2wYI v2* B and all their greenery I'll SHRIVEL;
SWNS MPITERY 9 o C I will MAKE rivers into islands,”®
rOIN OYINY w2>* B and pools I'll SHRIVEL.

Other examples include:

Nb 23,7¢-8a OVt 30D DY IR
Isa §,5 aica il Faiinfiailal
Isa 30,10 taliafinieln Baiislah ul
Isa 45,7 NI PP Nno e
Jer 5,3 N D INRD 9N
Jer 40,9 Sap oS Ay N
Gen 27,29a liiainl7ialiabnbiiinial7ialiyint

The strophic pattern shows the last two examples to be poetry, not
80
prose.

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.



Stanza and Strophe 187

Almost any repeated component can be used to build up a quatrain;
sheer repetition of a basic syntactic sequence (Jer 15,2); gender
patterns (Jer 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:

M NBY BN NDI YD For the prostitute’s lips drip with honey,
non s 29 and her palate is smoother than oil,
MYHD B annN but her destiny is bitter as wormwood,
P"D 39N> AN sharp as an edged sword. (Prov 5,3-4)

For study
Gen 49,10.

Cross-references
CHIASMUS.

7.7 Strophic Patterns: the Pentacolon

The fivediné 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 55,8-9:8!

D For
oonawnn NN 8% A my thoughts are not your thoughts,
DO RYY B onor your ways my ways;
PN o 230 C for as the sky is higher than the earth,
BN YINNSA)D B’ so are my ways than your ways,
DOownn2 nagnnt A’ and my thoughts than your thoughts,

Similarly, Isa 28,12; Jer 2,27-28; 30,1682, Am 5,5%; Ps 104,29-30; and
Prov 23,13-14. Related is the chiastic sequence AABCC as in Hos
14,10:

81. Omitting M™* BN as editorial.
82. Unless part of the larger sequence Jer 30,16-18; cf. .R. Lundbom, Jeremiah: A
g(t)udy in Ancient Hebrew Rhetoric (SBL Dissertation Series 18; Missoula, 1975) 150n.

83. Unless a hexacolon (including the colon immediately before these lines).
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oM oon A Whoever is wise should understand these
things,
oy n23 A’ (whoever) can understand should know them;
mmromomer—2 B for Yahweh’s roads are straight:
o3 opt C upright men walk on them
D> 2wweY  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:

SR PR M Yahweh sets prisoners free,
o™ mpe M Yahweh ‘gives sight to the blind’,3*
o2 At MY Yahweh straightens the bowed,
oYp™18 IR MY Yahweh loves upright men,
oMa-nR g i 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 4,11-12a;
Lam 24; cf. Isa 5,20; Am 2,11-12). Non-hiastic are Mal 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):

MM Py A Amputate may Yahweh
mponnew 92 B all smooth LIPS,
me M2 ey C every TONGUE speaking twistedly;
MO R D those saying:
TaWESY  C’ ‘By our TONGUE are we great,
UnR1BMBY B’ our LIPS: our weapon,
WP A’ who more master than us?®’

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, Y4OS 88 (1968) 182 and n. 21, following
Stummer, ¥BL 26 (1945) 180.
85. For details cf. Watson, ‘Chiastic Patterns’, 131.
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Strophes of zen 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 3,1-2a (EVV 2,28-29) where the
gender-pattern makes the 5-line structure (not including the intro-
ductory monocolon) self-evident:

(Thereafter, the day shall come when)
w3505y MR N £+ m I will pour out my spirit (f) on all flesh
(m.):

DOV 00N N3N m + f and your sons (m.) and your daughters
(£) will prophesy,
nabm muon oovpt m + f your ancients (m.) will dream dreams (£),
W Eo™nY m + f your youths (m.) see visions (f)—
MY S amaArn s on 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.

DM3BL SN NRSS
WO oYs apy N3
wHph e

MSRHR SR

omnaNao 11
ANKRS 30 N
DYWRI 1PN DY
INY™I2D YAy

pupwon -y I
NARD 30N N
DY 1IPAN DMnn
INS=330 Nva)

PRSI IR et IV
PP N BV
OO0 %N Obhn
DWO™IYRY enbn

I1 When Israel went out of Egypt,
House Jacob from unintelligible people,
2 Judah became his sanctuary,
Israel his dominion.
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ms3 The sea looked and fled,
the Jordan turned back,
4 the mountains gambolled like rams,
the hills like young sheep.

m 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?

v 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 4lines. 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 II1.%

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®” 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

Ao ammeamR R 11 will praise Yahweh with all my heart,
RN BN DS ) in the council of the upright and the
assembly.
I WYD oY) J 2 Great are Yahweh'’s works,
DB 905 ownn 9 to be pondered by all who enjoy them.
PYB A% TR i1 3 Majestic splendour his deed,
e alie)-RishRiil ) his honest-dealing lasts for ever.

86. Van der Lugt, Strofische Struceuren, 388-389, also acknowledges the symmetry
here, but combines stanzas 11 and III into a single unit.
87. Or, in Babylonian cuneiform, the first sign (see below).
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PNNDDIY Y N0t ' 4 A record he achieved by his wonders,
mn omMm en n mercifully compassionate Yahweh.
PRI NI AL 1 5 Food gave he to his followers,
RS BEOWS on , he remembered his ancient covenant.
WYY IR IR N 2 6 Power, by his works, he showed his
people,
pupsony RNy 2 giving them the inheritance of nations.
HOYVLY NHBR T YD 2 7 His handiwork is true justice,
MDD 90 DYBN J dependable all his precepts,
oMY WO DOwWDd D 8 Upheld for utter eternity,
AWM PPND DYWY b made by upright truth.
WYY MY Mb D 9 Deliverance he sent his people,
N oo My 3 ordaining for ever his covenant.
W RN N P Fearsomely holy is his Name.
M AR AROR AWK M 10 The inception of wisdom is fear of
Yahweh,
phwy 5o oy ¥ good understanding to those who acquire

it.
WO MY Wenn N His praise lasts for ever.38

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,
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,121ff., 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 fifieen words beginning with y and 5.8, a list of five PN’s
starting with /-.
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out.”® Another acrostic simply spells na-bu-u, ‘the god Nabu’.%!
Attempts have been made to detect sentence- or name-acrostics of
this kind in Hebrew, but the results are not convincing.’?

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,” the poem
constitutes only half an acrostic (on partial acrostics, see below),
covering the letters & to 5. The distribution is: & 7 cola; for each of the
other letters, 2 cola, totalling 24 lines. However, the text is in some
disorder: in v. 4 991K replaces a 3-word (389?); v. 6 reads w385 for
an expected 155 11 the exact stichometry of vv. 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 & to 7, and Ps 10 from 5 to n. However, certain
acrostic-letters are missing, notably 7 in v. 7, Ps 9,7; 2 in Ps 10,3 and
the letters b y. Various attempts at reconstruction have been made,*
some more drastic than others, but the alphabetic sequence in Ps 10
is by no means clear.

Ps 9 allots 4 cola to & (and each begins with &), and to most of the
other letters, and 6 each to 2,1 and = (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 (11 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 ‘1, Saggil-kinam-ubbib the incantation-priest, am adorant of god and
king’; for details ¢f. 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 ¢f. 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, ¥SOT 22 (1982) 85-86. An
extreme example is proposed by Schedl, BZ 26 (1982) 249-251.

93, D.L.Christensen, “The Acrostic of Nahum Reconsidered’, ZAW 87 (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 5-verse instead of a 1-verse (in
addition to the n-verse within the poem).”> The distribution of cola
to letters is again uneven, but the sum total is 44 lines (22 X 2).
Keywords repeated throughout show the psalm to be a unity and not
simply a conglomeration.

Ps 34. Here again a final n-verse replaces the i-line. Certain
keywords are used, notably mn* (X 15) and %3, ‘all’ (x 7).% The
tricolon in v. 7

Np 2 it This poor man called,
yuw maY and Yahweh heard,
NN OIS 501 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-liners (J
n13) and S-liners (D 2 N ), the exceptional 7-liner being 1. Normal
alphabetic sequence is followed, slightly obscure at vv. 28b and 39.
There is strong alliteration in v. 20 (final stanza of first half), and in
vv. 34-35 as well as in the penultimate stanza, but no clear pattern
emerges. Explanatory *o, ‘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-dealing lasts for ever’, vv. 3b,
9b; ‘mercifully compassionate’, v. 4b).%

Ps 145. Apart from the }-verse®® the normal alphabet is uscd. 44
cola (+ a final monocolon) make up the poem without the missing
verse, suggesting its omission was intentional. Noteworthy are the
use of keywords®® and the ingenious partial acrostic based on T%n,
‘king’, at the centre of the poem.

95. A phenomenon discussed below.

96. See Licbreich, HUCA 27 (1956) 181ff., and contrast Kugel, Idea, 47-48.

97. P. Auffret, ‘Essai sur la structure littéraire des psaumes CXI et CXII’, VT 30
(1980) 257-279.

98. Found in 11QPs? 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 b-words are 21, ‘good’; nearly all
the p-words simply begin with the preposition 13, ‘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)!%
and devices.

Prov 31,10-31. This poem of praise for the good housewife!®! can
be divided into two halves 97— (vv. 10-20) and n—5 (vv. 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 (%), its
mathematical centre. The last two verses (19-20) form a chiastic
quatrain. The second half (vv. 21-31) is also in couplets, with a
tricolon at v. 30.

Use of alliteration is sparing (mainly vv. 11 3 and 21%). Interesting
is the play on yod/yad and kap in vv.20-21, combined with the
chiastic arrangement 73 1 7 52,102

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 -
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.!%® The poem is akin, as Skehan notes, to Sir 6,18-37
(discussed below).

100. See Dahood, Psalms 1.

101. Besides the commentaries cf. M.B. 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;

sce also Sanders in Dupont-Sommer FS, 1971, 429-438. And Muraoka, ¥S¥ 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).!* Significant is the use of the keyword “Zion’
which occurs 6!% times, each time at the end of an initial colon
(vv. 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 hik After two, two went;

atr tit 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 (Igh, lla); 17 ii 27-30 (a clear tricolon: apnk,
ap.hn, alp); 19 iii 154-155 (and parallels: %z, ‘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,

mib rbt atrt ym the dwelling of Lady ‘Treader-on-the-
Sea’

meb 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 ybdr the dwelling of Arsay, daughter of Y bdr.

(CTA 4 iv 52-57 [and parallels])

Also CTA 4 v 113-116 (four lines beginning 4s); vi 47-54 (8 lines
beginning $pq); 6 v 11-19 (7 x initial ) and so on.'® This can have
implications for stichometry; for instance in CTA 16 i 25-27, bn, ‘O

104. See P. Auffret, ‘Structure httéraire de I'Hymne a Sion de 11QPs2 XXII,1-15’,
RevQ 38 (1980) 203-211. Also, Muraoka, ¥S7 10 (1979) 167.

105. Or seven times, following 4QPsf (v. 15).

106. Itis conceivable that the mitial letters in CTA4 19iii 115ff. may play on the root
bky, ‘to weep’, but it is not certain.



196 Classical Hebrew Poetry

son’, is clearly anacrusis since the next three lines begin al (‘do
not’).197

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. 0D, N3, YeM, pvy,

M in Ps 37; 55 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:

OWMD3 ANNR 9K
AW w3 8ipn 98 (Ps 37,1108) =N

—identical, consecutive letters:
Doy 93 maom g (Ps 145,1319%) =

—same initial letter for first and last word of colon (or strophe):
MW WM TEr oy ey o (Ps 19,6510 =1

Alliteration is evident in Nah 1,2-3a; Lam 2,16 and particularly in
Ps 145,11-13.111

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 1377 nmywa now3 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’, UF 12 (1980) 445-447,
and add KTU 1.96 which has line-initial % five times. Also, CTA 4 vii 49-52 (with
anacrusis).

108. Also Pss 37,6-7; 119,103.174.58b.48¢.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 51.
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,!!> Lam
1,7 has eight. Also in Ps 119 some of the strophes are tricola
(vv. 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’-patterned
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),

M e snaNn I yearn for your salvation, Yahweh,
Yy nn()  your law is my delight,

each colon begins with n (ignoring the ubiquitous ! as secondary). See
also v. 103. The same colon-initial marking occurs outside of the
pivot pattern, as in

3% 993 93m NN I entreat your favour with my whole heart,
SONDND %33 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.!!? One commonly suggested is that with
verses following the sequence of the alphabet, memorising was made
easier.!’* 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 (9 before » in Lam 3 and 4), missing
letters (} in Ps 145; 4 in Nah 1,4) and the difficulties of Ps 10.11% Also,
it is not quite certain who was intended to memorise such poems,
which in any case were intended for reading rather than recitation.!16
It could be that the alphabet was taught in this way, but it seems
unlikely.!?

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 3,
‘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’.!’® 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. Gouwald, Studies in the Book of Lamentations (London, 1954), 23-32.

114. This is the general view. But see Gottwald.

115. Note, too, the missing > in Ps 25, although this is compensated for by the
repeated ¥ 2 ¥ 1 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 & to ? &; Ps 9 covers the first half of the alphabet, Ps 10 (it
would seem) the second. Various explanations have been offered.!!?
Partial acrostics also occur, for example Ps 145,11-13 (within a
complete acrostic) and Song 4,9-11.1%° Such partial acrostics were
perhaps extensions of initial alliteration.!?! 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;!22 however, note Isa
10,27¢c-34.12 Eleven line poems are: Job 9,25-35;1%* 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 non-standard alphabets

Some of the acrostics, as has been noted, omit certain letters!?® or
transpose some.'?® Particularly significant is the omission of 1 in
both Ps 25 and Ps 34, which is compensated for by an extra 9 after
the n-verse. While Sir 51 has both the )-verse and an additional »-
verse, Ps 155 has neither. It has been argued that at some stage in the
development of the Hebrew alphabet, the 5 replaced the 1.!?7 If such

119. See Christensen, ZAW 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 27¢-34’, VT 26 (1976)
385-399.

124. See Skehan, CBQ 13 (1951) 125-142

125. Ps 25 omits p; Ps 37 any,Ps 145a1.

126. = comes before f in Lam 2,16-17; 3,46-51 and perhaps in Prov 31,25-26 and Ps
34,16-17.

127. jJohnstone: 1978, 165-166 says: ‘Because there are very few words which begin
with 20, 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. S 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 (3);
Ps 25,17 (7); Nah 1,4b (1v5); Lam 1,20 (°); 2,5 (3); 2,8 (n); 3,52 (#); Ps
119,143 (p); etc.

Isa 51,11 (Yjoy’).
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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, STROPHE AND STANZA.)

8.2 Chiasmus and Chiastic Patterns

Chiasmus

By chiasmus is meant a series (a, b, ¢, . . . Yand its inversion ( . . . ¢, 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 ab,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:

Do YYEI T Who has measured the waters in his palm,
DR NNS oMY or set limits to the sky with a span?

where the semantic pattern is a-b // ¢’-b’-a’. Grammatical chiasmus
is present in Jer 4,5a:

a2t Broadeast in Judah (V—NP,)
wRYR oMY and in Jerusalem proclaim! (NP,—V).

When the components (a, b, ¢, 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,! 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 elsewhere? there is little need to
provide a string of examples. In CTA 17 ii 24-25 there is partial
chiasmus (NP, MV //V NP, M)

dnil bth ymgyn Daniel to his house did move,
ystql dnil Ihkih proceed did Daniel to his palace.

The Babylonian Epic of Erra uses chiasmus frequently, for instance
(I 144):

2imit’a tubbiima My countenance expressed haughtiness,
galit nith fury, my glance.

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’, RE! 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 + bit (‘flatterer, flatteress’)—mbr
(‘assembly’)—phr (‘potter’)—¢gr (‘gatekeeper’) is inverted to become tgr, phr, mhr, bty
+ bre; cf. de Moor, UF 11 (1979) 647-648. In Akkadian ¢f. R F. Smith, ‘Chiasmus in
Sumero-Akkadian’, in Welch, Chigsmus, 17-35. See, also, Shea, ZAW 92 (1980) 380.
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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:

Q2D N1 MN2Y He shall open and no one will shut,
nno N1 DY 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:

W o'oeh 19 oR  Even if his height reaches the sky,
Y ar% WRY  and his head touches the clouds.

See, too, (as abc // c'b'a’) Isa 14,30; 29,17; 42,4; Pss 7,17; 1474,
Job 20,15 32,14; Prov 13,6. The other pattern (ab // b'a’) is evident in
Jer 2,19:
TN TN You will be punished by your wickedness,
IR TR 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'¢’-a")

AnPY M3 BN She led him on with her many persuasions,
1UMN NBY PYN3 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 // ¢’-a'b’ (Hos 4,9; Job
10,15); ab-cd // ¢'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 // ¢'b’
(with the element a unaffected); ab<c // b'a’< (c unaffected) and a-bc
// a<cb. The abc // ¢'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:

MY DD 320 Who rides through the sky to your help,
DAY INNADY  and in his majesty, the heavens.

Also Isa 49,18; Hab 1,3; Song 1,4.
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With a /c/ element outside the pattern (abc // b'a’<’) 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 Il Ai 2=NP, V//VNP, eg. Isa2,]11; 24,18; Jer 12,1.
3=VNP, /NP, V eg Isa 28,18; 32,3.10; 35,5; Jer
48,41; Hos 4,134

TypelIBii2=VM/MV 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=MV//VM e.g. Isa 16,8; Jer 2,36; 23,12; Hab
2,1; and Jer 17,8; Ez 26,16; Hos
7,14,

Type lICii 2=V NP, /NP, V  eg.lIsa 3,15; 5,24; 10,1; 13,11 and
many more.
3=NP,V //VNP, eg. lsa 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):

onomwy mm e (A) Yahweh's right hand achieved victory.
oo™ M e (B) Yahweh's right hand was exalted.
S Ay M e (A) Yahweh’s right hand achieved victory.’

2. ABA' strophes, the outermost lines being in parallelism, for
example, Prov 17,25:

™IRO DYDY (A) A worry to his father
0213 (B) is a foolish son
WY Y (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, Line-forms, 94-95.106-107.114-115.

4. And the ‘semantic set’ given by Collins, Line-forms, 95.
5. Translation: Dahood, Psalms III, 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 zo0
open a stanza or poem, ¢.g. Hab 2,1:

RPN nen-9Y At my post will I stand,
M3nHp N3NNI 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:

30 5385 M Turned to mourning has my lyre,
B2 NP2 2 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):

DN3Y¥ 2Dn2 RN He who led out by numbers their host,
NP ow3 0925 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,

90 (A) All you beasts of the field
2OR7 "N (B) come to eat,
N3 (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:

MRSn-AR nYem 1 will rescue the lost,
PPN MM and the dispersed I will gather.

Also Isa 13,10b; Ez 17,4b; Mic 4,6; Mal 3,24a; Song 1,6; etc.
Emphatic negation or prohibition is effectively underscored by this
poetic device, too. For example Prov 25,6:

To1=38% NNR Do not put yourself forward in the king’s presence,
MWYNHR VT OP1Y and in high places do not take your seat.

Further: Jer 6,25; Sir 7,5; 11,8. Simple negation: Isa 27,11b; 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:

DY Bl MM 2WNY  Yahweh does not make the upright go hungry
with respect to appetite,
7T W MM 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:®

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'C'B'A’;

Isa 28,15-18 —an ABCCB'A’ pattern;

Jer 2,5-9 —chiasmus of content, repeated words and
catchphrases;

Hos 12,3-67;
Am 9,1-4%;
Ps 136,10-15%

6. For Song cf. W.H. Shea, ‘The Chiastic Structure of the Song of Songs’, ZAW 92
(1980) 378-396; Webster, ¥SOT 22 (1982) 73-93.

7. Holladay, 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.



Verse-Patterns 207

Job 32,6-10 —chiastic arrangement of repeated words;
Qoh 3,2-8 —complex chiastic pattern of positive and
negative assertions (and many more).10

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; 515 59; 72; 105,1-11; 137; 139; Prov 30,1-4.

Cross-references
PARALLELISM, STANZA, STROPHE.
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8.3 The Terrace Pattern (Anadiplosis) and Sorites

The terrace pattern and related patterns
The terrace pattern!! is simply a form of repetition where the last
part of a line is repeated as the beginning of the next line.

‘R I said:
7 ARIN-KS Il never see Yak
O“AA PIN3 ™ Yak in the land of the living. (Isa 38,1112)

This can be represented graphically as:

— -

and there should be no confusion with either staircase parallelism!?
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.!* Its artificiality can be demonstrated by comparing
two almost parallel passages in Hebrew:

P18 WM Then the trees of the forest will rejoice
N3™D MY in the presence of Yahweh, for ke comes,
PINTTIN BERY  to judge the earth (1 Chr 16,33)

=8y=95 1337 18 Then all the trees of the forest will rejoice
N3 D M UBY  in the presence of Yahweh, for ke comes,
PIND BB N2 YD for he comes to judge the earth. (Ps 96,12b-13)

11. A term coined by Austerlitz.

12. Some MSS read M for 1 1%, 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 83 ' is omitted in the Chronicles passage, but the
Psalm is better poetry (note the stress pattern 2 + 2 + 3).I°

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:

Menw e Burst forth in joyous song and sing,
202 MS M sing to Yahweh with the lyre
T NP MIDS 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.!é This creates tension and increases the attentiveness
of the audience. Examples are available in Akkadian,!” and, more
clearly, in Ugaritic.

him ilm tphhm See! The gods espied them,
tphn mlak ym espied the envoys of Yam,
tdt tpt nhr the embassy of Judge Nahar.

(CTA 2i21-221%)

BEYNN CINTIS N1 And you, son of man, will you judge,
DRI YRR BEYNN  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’.

1(1); See Arr 1 i 189-190 and examples given by Kinnier Wilson, 7SS 13 (1967) 99-

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.!’

lymm lyrhm From days to months,
lyrbm Isnt from months to years.
(CTA 19 iv 175-176)

oYY M Aoy May Yahweh give increase to you,
DM DY o 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.

[ina qaq] qari esir ufsurtu] On the ground draw the design

[usur] tu lumurma the design for me to see (s0)

eleppa [lupus] I may build the boat. (Atr W 14-15)
ymg lgrt ablm He came to ‘Mourners’-City’,

ablm grt zbl yrh Abilim, city of prince Moon.

(CTA 19 iv 163%)

The Ugaritic text shows why this type of repetition is sometimes
called ‘epithetic’,

T2 URSD M PR O Yahweh: truly am I your servant,
TRNRTI3 TY-IR T 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 mtqim Lo, their lips are sweet
meqem 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, 7SS 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 indefinitely.
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 mh yqh Man, as his destiny, what does he get?
mh yqgh 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 1, of a certainty, will die’). The combination is very
frequent in Ugaritic.?! It occurs, too, in Hebrew, notably:

Ton DY puwn S8 Do not justify yourself in a king’s presence
IMANN ORI DY 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.?? 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 1o hand in both Ugaritic and Akkadian.?
One is the prologue to the Akkadian incantation ‘The Worm and the
Toothache’:

21. Also CT4 4 vii 38-39; 12 i 51-52; 17 v 10-11; 19 ii1 (passim, e.g. 132-133).

22. Eg. Gilg (Nin) X i 15-16: ‘The ale-wife saw him / and locked her door (ezeds/
babsa) / her door she locked (babsa étedil) / she locked its bolt’. Note, further, Atr S v
18-21; rev. vi 7-10.

23. See Watson, UF 7 (1975) 485-489.
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ultu Anum [ibnii Samé] After Anu had created sky,
Samii ibnii [ersetam] sky had created earth,
ersetum ibni narati earth had created rivers,
ndrdti ibnd atappdri rivers had created canals,
atappdti tbnd rusumta canals had created mire,
rusumtea ibni iltu mire had created Worm,
illik valtu . . . Worm went .. 24

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 lksih expel Sea from his throne,

nhr lkht drkth River from his dominating seat.

(CTA 2 iv 18-20%)

The Hebrew examples include Hos 2,23-24; Joel 1,3.4 and Isa
24,18 (also Jer 48,43-44):
M Surely,
“nBR PR DI anyone fleeing the yap of the pack
nnen 9N 58 will fall into the gap
ARBEN AL AP and anyone climbing out of the gap
nBa 757 will be caught in the trap.2

The main function, apparent both in the Akkadian example?” 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 defined 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. D cf.
Dahood, Ugaritic-Hebrew Philology (Rome, 1965) 69, and Akkadian illaru.

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® 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? and others.>® A good
illustration of sorites used in evocative imagery is Ps 133,2-3a:3!

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.>

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, REPETTTION, STAIRCASE PARALLELISM.
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32. Discussed by Andersen-Freedman, Hosea (see index).
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8.4 The Pivot Pattern

The pivor 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

PP RS 1 Runner to meet runner, does run,
D PRAPY DY messenger to meet messenger. (Jer 51,31)

the second line means ‘Messenger to meet messenger does run’, with
ellipsis or gapping of the verb (*m"). Since the same verb affects both
cola, it has been termed a ‘double duty modifier’;>* 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’**
almost, between the two lines:

PR I MR e In the presence of the Lord, writhe, O Land,
IpYT SR UESH 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.>> For example, in

Y gUR-9m orn 8 Disturb them shall foot of man no more,
DRYYN 85 78R3 MBI nor cattle-hooves disturb them (Ez 32,13%6),

the stress-pattern is

N
/170

the expected T (as part of the construction 9w ... 8%, ‘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. Onsilent 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
confused®” 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® and
because it has been discussed very recently by Aufiret 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.?® 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
2 aba (chiastic) monocolon

el oI
PDAR THISHYN
ol lile} AR
9P ONIORD RIPDNR 3
P R BR
BRE DN M DIBYD N 4
INBR 1DN A9 N
NOOPN DWRI9 N2 W3 S couplet with silent stress
DINTNIS DD (‘pivot’)
oM PR oY
anial=mtali=Fii“p]
DYVION WOy M 6 couplet with silent stress
T2 PAINRID Yy (‘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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wyeh 130R N 7

W) abho
e e Mo
) g i)l >b|
DO 39 103 8 couplet with silent stress
3% pas (‘pivor’)

TR TN

Y30 Y 9 staircase parallelism
1391 933

NPT YN
R DY INN] 10 couplet with silent stress
oVaND3 TIB (‘pivor’)

TN DB M 11
TRaR PRI
DVOR DY nem| 12 couplet with silent stress

2D PIRNTD YY) (‘pivor’) as refrain
Translation of Ps 5740
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, ptvot 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 LVIT', 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 R is considered equivalent to Akk. la’drx, o
swallow’. See also Gevirtz, HUCA 52 (1981) 101-110, on kabéd = ‘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;
1 will awake the Dawn.

10 I will praise you among the peoples, Lord,

1 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, ptvot patrern (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;*

some examples will be discussed here.

.....

Sa igigi ténsunu tidéma The decision of the Igigi, you know,
Sa anunnaki miliksun the counsel of the Anunnaki.
(Erra lllc 40)

The verb ‘you know’ is to be understood in the second line. Also:

epis taqbi épus Istar I have done what you ordered me
to do, Ishtar,
(Istar) lu kassapt i kassapti my sorcerer or my SOrceress ...,

where ‘Ishtar’ closes one line and simultaneously opens the next.*?
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, Beschworungsrituale an Istar und Dumuzi
((’Wncsbaden, 1977) B 16’-17’; Farber comments (253): ‘Beachte den Doppelbezug des

Istar das in der vierhebigen Zeile . . . auch thematisch deutlich einen Abschluss der
Sdbstbf:-.schrcibung des Zustands des Kranken markiert, gleichzeitig jedoch als
emphatischer Beginn der dreihebigen (fast auftaktartigen) Zeile . . . den vollig anders
gearteten auch rhythmisch bewegteren anklagenden Passus einleitet’.
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Over a score more examples are known,** 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#
and whether the constitutive lines are repetitive or in parallelism.
Simple repetition is at the core of such couplets as

ul agabbaku ibri I cannot tell you, my friend,
ul agabbaku I cannot tell you. (Gilg XII 89)

and others in Akkadian,¥ and Ps 57,8 (see above). By contrast,
strophes like

hik ahth bl yn The coming of his sister, Baal does see,
tdrq bt abh the approach so swift of his father’s
daughter. (CTA 3D iv 83-84%)

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

2B N3 YR NI See, to obey is better than sacrifice,
DY 250 2wpnS  to hearken, than rams’ fat. (1 Sm 15,22b)

and Ruth 2,19.4
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 3Bii 3-5; 3D iv 83-84; 3E v 27-28; 4 vu 12-14; 51 14-16,vi 17-18 (= 6i 2-3);
6ii 26-27; 141 12-13.35-37.41-43; n 94-95; ini 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; 1ii 75 (etc.), etc.

44, See Auffret, VT 27 (1977) 62 n. 5.

45. Eg. BWL 146:50.

46. Both this and the alternative emendation ybmr limm (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.*® 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 oper a stanza, speech or poem. The famous ‘battle scene’ of
the goddess Anath begins (after a description of her toilet):

klat tgre bht ‘nt Shut the mansion gates, did Anath,
wiqry glmm bst gr and meet the pageboys at the foot of the
rock, (CTA 3B ii 3-5%)

and there are a few other passages.’® The pattern is very much more
used in Hebrew in this function; Psalm 72, for instance, begins:

1N on% Toen YO8 O God, your judgment to the kin%, give
ToB 139 NPT your justice to the son of a king.’

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; 19,23; 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:

mik tr abh yars The kingship of his father, the Bull, e
wants
hm drke 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;
Jer 4,2; 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
vv. 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 14i 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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WM PIROR PINB 95 And all that is from the earth, to the earth will
return,
DM S8 DMBB SN and what is from the sky to the sky.*?

¢. As a climax. A prayer to Gula ends:

ina qiblt Baba usarbi Sumusa At B.’s command 1 will exalt her
name,
ana kal nisé [azakkar] to all the peoples will I tell (it).53

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 14i 24-25°%)

Hebrew supplies further instances; from Habakkuk:

B BN P9 9P Is he therefore to empty his net always,’’
Susmt N9 B2 2919 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 (CTA4 14i 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, R4 36 (1939) 30:10; Scux, Hymnes, 463.

54. Following the reading in KTU, cf. Dietrich—Loretz—Sanmartin, 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 kad hardly
issued,
bspth hwth from his lips his speech,

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

npn bbYnI M Zion (f) by justice (m.) shall be redeemed
NP¥2 Maen and those (m.) of her who repent, by right (f).

(Isa 1,27)
Chiasmus and the pivot intermesh in

mmr o e N3 The house of the proud is torn down by Yahweh
MR 912323 but he maintains the widow’s boundary.
(Prov 15,25%)

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.,
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56. The passive is used in English to help the pattern stand out.
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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.! With these
provisos, the study of sound patterns in Hebrew poetry is rewarding
and interesting.?

9.2 Assonance

Theory
If alliteration can be defined in terms of repeated consonants,

1. See particularly J.C.L. Gibson, ‘The Massoretes as Linguists’, 0TS 19 (1974)
86-96; also Revell, ¥SS 25 (1980) 165-79.

2. Culler, Poetics, 65, remarks: ‘We have only the crudest ideas of what makes 3
line euphonious or successful and of how phonological modulations from one line to
another contribute to the effects of a poem’. Useful is A.A. Hill, ‘A Phonological
Description of Poetic Ornaments’, LS 2 (1969) 99-123.
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assonance is a form of wowel repetition. It occurs when there is a
series of words containing a distinctive vowel-sound® 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:*

madi®‘ yaras malkam ’et-gad Why has their king’ inherited Gad
wé‘ammo b ‘arayw yasab and his people settled in his cities?

Also in Ps 48,7a. In Jer 49,8 itis ‘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:

lo’ ’a®min ki ya“zin qoli I do not believe he would listen to
my voice.

3. Here, cases have not been limited to either final-vowel assonance (called ‘vocalic
thyme’) 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 ths 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

inanna alki atti Now you go,
atkasi td'issa rush to her chamber
(Agu$aya Hymn A vi 34'-35"),
only the vowels ‘A’ and ‘I’ are used; in Gilg Miii 3, the vowel sequence is ‘[-U-A’. See
Kinnjer Wilson: 1968 for the deliberate avoidance of assonance in Akkadian.
5. Or ‘Milkom’—see the versions.
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where the -a-a-i- pattern recurs twice; similarly, -w-a comes twice in
2 Sm 23,5. This kind of assonantal sequence is more frequent in
assonantal alliterative word-pairs such as lintds welintds, ‘to destroy
and demolish’ (Jer 1,10) discussed below. Such patterns often occur
as colon-initial sets like

gosrém ‘al . .. Tie them upon ...
‘ondém ‘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

yom mChimé umtbisd umtbizké 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

“ni ledods I—O-1 I’'m my lover’s
wedods i O-I—-1 and my lover’s mine.
(Song 6,3%)

Funcrions 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. gol gore’, ‘A loud shout’ (Isa 40,3—lit. ‘a voice which cries
[out]’).

6. Also Isa 1,18; Job 40,10; etc.
7. Or ‘1 am like an owl in the desert . .. —note the onomatopoeic words ga’af,
‘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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(1973) 8-18.

(b) Semitic

Gliick, J.J. ‘Assonance in Ancient Hebrew Poetry’, Selms FS, 69-84.

Kinnier Wilson, J.V. ‘“Desonance” in Akkadian’, ¥SS 13 (1968) 93-103.

Saydon, P.P. ‘Assonance in Hebrew as a means of Expressing Emphasis’,
Bib 39 (1955) 36-50.287-384.

Westhuizen, J.P. van der ‘Assonance in Biblical and Babylonian Hymns of
Praise’, Semitics 7 (1980) 81-101.

Also Kinnier Wilson, Irag 18 (1956) 146; ZA 54 (1961) 74-77; Alonso
Schokel, Estudios, 90. Also, O’Connor, Structure, 143.

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
clement 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.?
—Alliteration is here understood in its wider sense of consonant
repetition and is #oz 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/ » /8,2,3/ and so on. The degree of alhteratlon involved, though,
is lesser than that of identical consonants.’

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 1. Casanowicz, Paronomasia in the Old Testament
(Boston, 1894), 28-29; these interchanging consonants are:
/3, YR, DA, WA, B/D, VR, PI3, /3, VUK.

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.!° It tended to determine the poet’s
choice of words, as Margalit has shown.!!

Alliteration in Ugaritic and Akkadian

Partial studies of this device are available for Ugaritic;!? little has
been done for Akkadian, though it is recognised as a feature of
AKkadian poetry.!> 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 ‘afhtk] You are my brother and I, your sister.!*

AKk (§) sikaram siti Simti mati Drink beer: it’s the country custom.!’

Heb (2) 73793 T3 13 He blesses your sons within you.!®

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, ZA4 68 (1978) 53, and 78.

14. CTA 181 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 1lc 14 (Sa).

16. Ps 147,13. See Dahood, Psalms I1I index [479] under ‘alliteration’. Also: (R) Isa
24,6, Hos 5,14b-15a; Ps 56,4; Job 5,8; 10,2; 29,16; (1) Ps 57,5; () Ps 104,23; () Lam
3,52; (@) 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

DBERDY N2 ™ They’ll be like nowt, like nothing.17

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’.!® 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 l/ine, as in

mam o3 Wl In the city, in the streets and in the squares.
(Song 3,2)

Alliteration occurs chiefly within the szrophe, for instance,

SpM N¥* 18D Like a blossom he blooms, but withers;
TOPT R 980 M2 he s fleet as a shadow 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 g features eight times over eight cola:

M3390wW wpn  Blow a trumpet in Sion,
D8 WP set aside a fast,
3y P call for restraint,
DY IDDN  assemble people,
Snp WP set aside a group,
oUpr8ap gather elders,
D99 IBbR  assemble infants,
o™ P those sucking both breasts.

—and there are other examples.!’

17. Isa 41,12; see Isa 8,15 (4 x n); 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 Boadi, CBQ 35
(1973) 32ff on Isa 41; cf. Dahood, Psalms III, 222f, on Ps 127,1a and §.

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 11,2b-3; Job 16,8; Prov 9,2-3; Song 2,14; 4,13.



228 Classical Hebrew Poetry

Besides cohesion, alliteration has several other functions (identified
by Wheelock) which will be considered briefly. They are the mnemonic
function,? 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’! —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’? 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, alliteration is akin to onomatopoeia,?* 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—%23 in
Isa 3,8 or o™ in Isa 41,6-7,%¢ or even a whole poem.?’ 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.2®

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, siressed 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. Gordis, Job
[Chicago, 1965] 166-67).

24. Alonso Schékel, Estudios, 115.

25. Notably Ps 29, which Fitzgerald, BASOR 215 (1974) 61-63, has shown is built
round the letters of the divine name b7; 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.?”’

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).?8

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]:?°

‘abduka baTu 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 convuise,
Saddéma gamrdta the mountains you finish off.
nisima reddta Men you govern,

bulamma re’dta the herds, you shepherd.
esarrama panikka E. is at your disposal,
e’engurrama qatikka E. is in your hands.

and three lines further on comes a rhyming tricolon:

ilani-ma palhika The gods fear you,
igigi-ma Sahtiuka the Igigi shy away from you,
anunnaki-ma galtika the Anunnaki are in dread of you.30

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 2
proverb about a pig:

28. Many examples of so-called rhyme adduced by Hecker, Epik, 197, are merely
repetition.

29. ‘The enclitic -mi provides perfect overall symmetry of line . . . as well as rhyme’
(Cross, JTRC 5 [1968] 3, n. 8); the text is CTA 2 i 36-37. See also CTA 2 iv 10.

30. Texts: Erra IIID 5-7 and 9b-10 respectively.
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Sahii la simdt ekurri The pig: unfit for the shrine
la amél téme is senseless,
la kabis agurri unused to tread rile.3!

Other examples, too, could be mentioned.’? In Akkadian poetry,
rhyme is non-metrical®® but serves to mark strophic structure.3

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.

Y For
B M Yahweh is our Judge,
uppnd Mt Yahweh is our Lawgiver,
1oL M Yahweh is our King,
e X He alone can save us.3’

The fourfold final -nz, or rather -éni, 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 -ni),
31,25 (5 X -i); 10,8b-12 (10 X -i = 4 X -ni + 4 X -éni + 2 X +).36

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;>” and Isa 3,18-23

PARDA AR TR D RIAm ora
DYUIHAYM DD VM DWDovn -im -im -im

MR A MD'In -0t -0t 0t
DHPPM MY oMRen -im
onoMm B NN -im

RN DI Myann

31. Lambert, BWL 215:15; my translation, based on hss, is an attempt to mirror the
thyme of the original; ekurru means ‘temple’ and agurru, “(kiln-fired) brick’ and hence,
‘pavement’.

32. E.g. the triple end-rhyme bubuti, iliti, sarriti of Gilg (Nin.) VI 26-28—see
Hecker, Epik, 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 Lipinski, 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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MNBBLM NIBBYLM PIEYRBH -6t 6t Ot
QDT DRI DM -im -im -im
DYV IR -im38

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);* ’eres wetebel, ‘(the) earth and the world’ (Ps 90,2);%
styyim ‘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 yom For it is a day
mthimad um®bisa umtbiké  of tumult, trampling, turmoil.
(Isa 22,5; cf. NEB)

Controls
Although some cases of rhyme may be fortuitous, due to the limited
number of word-endings available,*! the following data do indicate
that rhyme could be intentional.

1. Abnormal word-order. In Nah 2,1 for example, the word n=im
comes before 71 in order to effect rhyme:

hoggi y°hiida haggayik Feast, O Judah, your festivals.
SallPmi n°darayik Fulfil your vows.

Even more striking is the’ breaking of a construct chain in Isa 10,5:

hoy ’assir séber ‘appi Hoy, Assyria’s my wrathful waend.
fmayié hi’ beyad-mi za‘mi My rod of fury is he in my hand.*?

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 sénup: it was used to rhyme with meluka.

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, ‘The Broken Construct Chain’, Bib 53 (1972) 534-36. My
translation is an attempt at reproducing the rhyme.
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2. Use of rare or invented words. Sometimes the poet uses a rare
word, or the rare form of a common word, to produce lines that
rhyme. It is probable, too, that such rhyming formations were
invented. Examples are the sequence in Isa 22,5 (cited above); minni
in Isa 30,1.9

Functions of rhyme

The functions of rhyme can be classed, for convenience, into
structural* and ‘rhetorical’. The examples already set out show this.
For instance, Isa 3,18-22 is not a shapeless list of women’s finery, but
a catalogue-poem with a definite pattern. Again, the repeated suffixes
(-ni, -i, -ka and the like) serve to show line-endings, and mark the
limits of the strophe. Also, rhyme helps to link together components
of a poem.

On the other hand, sequences such as mhimad umbrisd umbiika
(Isa 22,5, cited above) serve to produce a particular effect: here the
huilaballoo of 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; Lam 1,21; Sir 44,1-14 cf. Skehan, CBQ 23 (1961) 133.

BIBLIOGRAPHY
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117-36.

Luelsdorff, P.A. ‘Repetition and Rime in Generative Phonology’, Ling 44
(1968) 75-89.

Ryder, F.G. ‘How Rhymed is a Poem?’, Word 19 (1963) 310-23.
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(b) Semitic

Burney, C.F. ‘Rhyme in the Song of Songs’, TS 10 (1908-09) 584-89.

Grimme, H. ‘Durchgereimte Gedichte im AT’, BSt 6 (1901) 39-56.

Prijs, L. ‘Der Ursprung des Reimes in Neuhebréischen’, BZ 7 (1963) 33-42.

Schmalzl, P. ‘Der Reim im hebriischen Text des Ezechiel’, TTQ 79 (1897)
127-32.

43. ‘The less common form minni supplies a good rhyme for rihi” (Irwin, Isaiah 28-
33,73).

44. As already noted, rhyme is also used in Akkadian to mark off strophes; see
Hecker, Epik, 62. Thiering, ¥SS 8 (1963) 205, maintains that one of the innovations n
the Qumran Hodayoth is ‘the deliberate and sustained use of rhymes’ and cites 1QH
IX 29-36.11a-13a; X 6a-7b; XI 3b-4b.7b-8b.29b-31b.
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Also Gluck, 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.* Unlike
mimicry, an onomatope is language-dependent,* can be reduced to
writing and becomes part of the lexicon.*” This last characteristic
means, in effect, that such words are subject to grammatical change.
As much is evident from Isa 17,12:4

D0 WY 2R M Ah, the rumble of many peoples:
mom ow mond  like the rumble of the sea, they rumble;

DBRS RN And the shout of nations:
NNEN 030 o RS 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 flistern, French chuchéter, Itahan bisbigliare,
etc.

47. For the distinction between onomatopoeia and mimicry see Bladon: 1977, 158-
66, and Dubois, Dictionnaire, 346.

48. Adduced by Alonso Schékel, 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* sound-imitation is probably
present in

hik lalpm hdd Marching by the thousand like thunder
(CTA 14ii 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);*® 3 iii 19-20 (whispering).

In Akkadian, the foaminess of beer is evoked by

Sikdr naspi dussupi Sweet light ale. (Erra I 58)

Also: imad’ martam, ‘he was belching bile’ (lit. ‘vomiting’: Aer 1T ii
47); arkisunu ardud ahmut urrih, ‘after them I harried, I hurried, I
hied’ (CuthLeg 121).%!

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)
n30301 b 8D’ (None) opened its mouth or chirruped.>?
- HARP (Song 2,12)
yan o ny  The time to zither is hither.
- KISS (Song 1,2)
WD PP py O for his mouth’s smacking kiss!®3
49. Since the exact pronunciation is unknown; see introductory section.

50. On Ug. gz, gr, z¢ in this passage cf. Izre'el, UF 8 (1976) 447, n. 4.
51. See Watson, UF $ (1977) 274, for the corresponding passage in Ug. [CTA 3C iii

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; ZAW 65 (1953) 255.258; 7SS 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.
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- GALLOPING HORSES (Jgs 5,22)

DW=apy MY N Then hammered the horses’ hooves,
TOR MNAT AL with his steeds going gallopy-gallop.

- THUNDER (Isa 29,6)
5 MDY Y DYIY  With thunder and earthquake and mighty boom.*

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 140,45

The function 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

DYRD 2NN MDY They hammered their swords into ’shares,
PMOIBY DAINUM  their spears into sickles, (Isa 2,4%%)

the poet could have used 2%, which also means ‘to hammer’—but he
preferred a verb which had a repeated root (kizz°r4i) in imitation of
repeated hammer blows, and which sounded like ’zim. There is
similar reduplication in the second line.

For study
Ps 22,16ab; Jonah 2,6.

54. Possibly win glh brpt srh lars brgm, ‘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 imuating the hissing sounds of serpents’ (Dahood,
Palms 111, 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 ambiguity’’ 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 (t0)
‘can’ = ‘metal container’.>®

polysemy  Simply implies that one and the same word can have
several meanings.
‘(to) do’ = ‘to perform, carry out, be sufficient,
prosper, etc.’

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 unintelligibility, 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,*® include noun-
gender, inflexion,® word-order, compound-forms® 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 %!
Yet other categories have been suggested®? 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.5
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
Based on apparently
PUN or : R
identical words ———(4) PUNNING REPETITION
WORDPLAY _
= true homonyms word repeated
Based on similar- (5) PARONOMASIA

sounding words of
different meaning
= near-homonyms

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 of ‘figura etymologica’ I prefer to adopt Wimsatt’s
designation, namely ‘turn’, for wordplays involving repetition of a
root.®* Wordplay of this kind is feeble, considered as ambiguity, but
nonetheless effective by dint of its repetitive aspect. Examples are
numberless, ranging from epithets such as Ugaritic

bny bnwt Creator of creatures.%

to longer lines, as Akkadian
luzzirki izra rabd I will curse you with a great curse.
hantis harpss izri’a lithuki  With great speed let my curses reach
pantss B

kadst you.

The turn, in fact, is very largely a form of repetition (see REPETITION),
shown clearly in

Y21 A curse on me!
a9 A curse on me!
"R Alas for me:
=33 ™32 D™ traitors were treacherous with treachery,
N33 0N traitors were treacherous. (Isa 24,1667)

The root 113, ‘to be treacherous’, occurs no less than five times.

Other examples include Isa 17,12; Jer 3,22 and Prov 7,14. Generally
speaking, such turns share the functions of repetition, but some do
fulfil functions peculiar to wordplay (e.g. Ps 35,1 expresses poetic
justice).

2. Rootplay. In rootplay the consonants of a key verbal root are
used as the basis for alliterative transpositions. So in Ugaritic

tgh mik Tmk You’ll take your sovereignty of eternity,
drkt dt drdrk your power, for ever and ever.
(CTA 2iv 10-11)

64. According to Wimsatt: 1950, 14-15, the turn is ‘when a word or root is repeated
(or seems to be repeated) in various connections or with various modifications’, and is
a kind of polysemy.

65. CTA 171 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 mik in the first line, and on drk¢ in the
second, both being highly significant words in the context.®

imbaru ligturma May fog haze, and
urqit [ersetim] lippatqu earth’s grazing be formed.

This example from ‘Nisaba and the Wheat® is based on similarity
between ligturma (root gtr) and urqit (root wrg).

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:

a5 3pyn Y The ugly-heights will become a plain,
nYpa% oo the ranges, a glen. (Isa 40,4)

Here the letters of 2py (found only here, so perhaps invented by the
poet for his purpose) are transposed to form myp3, of opposite
meaning (and gender).

Other examples include: 187 "2 ‘Rezin’s enemies’ (Isa 9,10); 3n
‘steel’’0—=1na ‘elite’ (Isa 31,8; Ez 30,17); *npp ‘stuck am I'—napp
‘cut off have I’ (Isa 38,10.11); noxw 9o filled from these’ (Jer 4,12);
£3p ‘(their) inwards’—n3p ‘grave’ (Ps 5,10); 213 52 351 ‘he rode on
the cherubim’ (Ps 18,11); wx" w3 38w ‘your haters, head high’
(Ps 83,3); 1N 02 &°nN N ‘brothers living together’ (Ps 133,1—cf. ovn
qife’ in v. 3); 5w mwonn mawNy ‘T smashed the “heathen’s” teeth’
(Job 29,17); von ‘he rescues’—vnv3 ‘by squeezing’ (Job 36,15); np>
‘allure’—p5n ‘smoothness’”! (Prov 7,21; also Sir 14,9); woman is a
‘well’ ("83) who ‘waylays’ (37%: Prov 23,27-28); n123775 0¥on ™27
‘wise men’s epigrams are goads’ (Qoh 12,11); and elsewhere.”?

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 147,15.7 Alternatively, there may be a strong
contrast; compare Ps 107,33,

68. Also CTA 2i 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: 1 can also mean ‘to destroy’.

72. Nb 24,8¢; 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 III, 349.
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TINDYS DY N3 Water-springs to thirsty ground
with Isa 35,7:
D' W1an% Y Thirsty ground to bubbling water.”+

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 hrem 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’.”> 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:

iptéma ina inasa puratia idiglat  From her eyes he made the
Euphrates and Tigris flow.
(Ee V 55)

the term inx 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 . ..”%)

S p%npn  than someone slippery-tongued,

the verb p5n meaning both ‘to be smooth’ and ‘to perish’ (hiph. ‘to
destroy’).”s Also Jgs 14,14;” Isa 29,4 (and Qoh 12,4) Yo% ‘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 NN2¥ 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’;’® Isa 30,1 noon ‘cover/idol’y”” Isa 57,6 © ‘hand/penis’;®
Job 7,6 mpn ‘hope/thread’; Song 8,1-2 7pwR ‘I would kiss you/cause
you to drink’; and others.?! 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 Live(-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 itira Into a foe my friend has turned.%?

Unfortunately, the Hebrew passages in question, Jgs 15,16; Prov
5,19-20,33 are obscure.

S. Paronomasta. 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.®
More prolific in this regard is Akkadian, as in

Sa pisu mati No word his mouth gave?
assassu amat His wife’s a slave.8%

which plays on the similarity in sound of mati, and amar (3f.s. stative
of amtu) meaning ‘to diminish’ and ‘(she is a) slave’ respectively.

78. Irwin, Isaiah 28-33, 50-51.

79. Trwin, 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 11 (‘weapon/anger’) see Cohen,
JANES 7 (1975) 17 and n. 28.

82. BWL 34:84; note also burtu/burtu, ‘well/cow’ in BWL 146:51,

83. See Irwin, Isaiah 28-33, 16 [M2¥ = ‘to 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: ‘The wife of a man who cannot talk
well [CAD M/1, 429 ‘who speaks humbly’] is a female slave’.
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Another example is bunnu zér nullta ibanni, ‘approval produces
blasphemous offspring’.® There are other instances.”’

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:

M nh nep-NY  He did no mischief to his mate. (Ps 15,3)
DUMOR? IR 3N A father am | to the fatherless. (Job 29,16a)

oan R MR Y2 On account of a dame many went to the pit,
. BISN PRI TINR DY 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.

AKkin to paronomasia is assonantal paronomasia or wordplay based
on vowel-patterns. The similarity between the near-synonyms p* ullat,
‘reward, recompense’ (in cstr. state) and ¢°bu ‘at, ‘income’ (also cstr.)
is played on in

oY PN NSYD A just man’s recompense is life,
nRBNS yen nRaR A bad man’s income is guilt. (Prov 10,16)

See also Isa 8,6; 13,12 (‘6gir— 6pir: ‘I will make scarcer —Ophir’);®
Ps 107,11 (ki him°ri ‘imre-‘él, ‘for they demurred against El’s
words'); Prov 12,5 (mispar—mirmd, ‘lawful—awful’) and many
others %

An example from Akkadian is perhaps

minsu ana ili u ameéli lemuttu Why did you plot evil against man
takpud and god?*’

Wordplay of this kind is difficult to establish in the unvocalised
Ugaritic script, but a possible example is

ap ab kmtm tmen Rather, father, like ‘squires’ you’ll expire.”!

86. BWL 207:10 (Fable of the Fox); he translates ‘kindness begets a blasphemous
offspring’ and on p. 308 suggests that bunu (or bunni) is elliptical for ‘smiling face,
approval, consent’. CAD B, 89: ‘Spoiling one’s offspring creates worthless behaviour’.

87. Magqlu V1 5. ubdnatija binu, ‘Are my fingers of the tamarisk?’; Erra Illc 51
$mittasu mitga isbat, ‘In his right he grasped the smiter’; and mdru 1 asru miiru, ‘A son
not humbile is a colt’ [cited by Khanijan, RSP 11, 378].

88. Alonso Schokel, Estudios, 117.

89. Including Isa 1,23; Mic 6,3-4; Mal 3,20, Pss 37,20; 64,5, Job 3,8; Qoh 10,6.

90. Erra lllc 36; also BWL 86-251-252 (= Theodicy).

91. CTA 16 i 17; lit. ‘Shall you die, then, father, like mortals/men?'—to be read,
possibly, *‘ap ‘abu kimutima tamitunna.



244 Classical Hebrew Poetry

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 77, ‘to arrange, set out’ and »3, ‘to
crouch’.

Mmoo anst 11a But those of you abandoning Yahweh,
A abiabalal §=Y k] b forgetting my Holy Hill,
jiap)”AnbpRoNeRlit] ¢ who set the table for Gad,
inlala Rl bRl yialaly)] d and measure out the mixture for Meni,
oS oonX U™ 12a I will mean you for the sword,
) oghlaligil-plabph)] b and you all shall stoop to be butchered.

Another example is Hos 8,7

oy 1S PN TP The standing-grain has no heads,
nop AW 3 it shall yield no meal,

where np, ‘flour, meal’ combines the sounds of both np, ‘standing
grain’ and w3, ‘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 1,10ff
(paronomasia, etymological pun and rootplay); Ps 85,2 (rootplay +
etymological pun); Prov 23,2 (rootplay + double entendre). Examples
occur in Ugaritic®? and Akkadian.”

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

M pm e Hezekiah fortified his city,

which opens the eulogy to Hezekiah (Sir 48,17-25), the root being
P, ‘to be strong’. The same applies to Hos 12,4 where 3py, ‘to
supplant’ is the root of the personal name ‘Jacob’. In sharp contrast,

92. CTA 2iv 28-30; 6 iii/iv 46-48.
93: mar marisu 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 ™&, ‘fruit’ in Hos 9,16 and 14,9 but
to XD, ‘wild ass’ in 8,9 and 13,15. In Isa 63,1-2 ‘Edom’ is connected
with DX, ‘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.” 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 10,27-32% 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
peen, ‘he will judge’, vaw, ‘rod’ and oY, ‘(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:

MM o Y9N Praise him, sun and moon;
SN %3510 95 1mMb9N  praise him all stars of light;*
DN R Y9N praise him wrtermost skies,
Dwoen Sy R oM and the waters which are above the skies.

Also, Hab 2,16.%

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 II1, 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
Ao v wsy  Utterly confounded and dismayed
*3'R 9> shall be all my enemies,
VI WD turning away in sudden confusion. (Ps 6,11)

with its play on 13, ‘to be ashamed’ and 3w, ‘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 24,8¢; 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:

AN WBI PR D For there is nothing trusty in any mouth,
PR 839D their inwards are words,
D3I MND N3P an open grave their throat,
MO B? 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 12
‘son’ and 13 ‘(he) who understands’ are made out to be equivalent:

7132 % Mmon Wisdom teaches her sons,
M3 0 5% 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
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.”®

98. As noticed particularly by Dahood, Psalms 111, 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, ciung
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!® and of languages with vast vocabularies, such as
Akkadian, has helped us uncover hidden puns in Hebrew poetry. The
double-meaning of ‘lips’ in Prov 5,3 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 honey.!92

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.

mm e I(A) 2a Help, O Yahweh,
DR A0 D b for the loyal person is done for,
THIN N30 DMMWNR DD YD d for truth is removed from mankind.

e N II(B) 3a Falsehood they speak,
MY AR PN b each with his fellow,
mpbn neY ¢ with glib lips
NI 2, 352 d and two-faced mind they speak.

M pny TIC)
PN PeY 9
MY N3 ey
MR PR
Q%223 1350
UPR NEY
uY IR

Yahweh should amputate

all glib lips,

(every) tongue speaking big;
those who say:

‘By our tongue we are great,
our weapon is our lips,

who more master than us?’

cnofeocd

100. Apparent homonyms in Hebrew can be distinguished when Ugariuc cognates
are known since Ugaritic had not lost the distinction between 4 and £ (=) and ‘—¢
(= v). 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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o™y wn IV(C')  6a ‘For the sobbing of the poor,

DNTIAR NPIND b for the groans of the needy,
N R DR Ny ¢ I'must make a stand (says Yahweh).
nDY WD NWN d I'll make a witness of my inter-
vention!

AMBR M ek B V(B 7a Surely Yahweh’s sayings are pure

inlulalo) sayings,
“Pa MY Abd b silver refined in the crucible,
DY PP PINRD ¢ from earth purified sevenfold.
oheh i nnR VI(A')  8a Yahweh, you really keep them [=
promises],
ooY3 1 TN 2 13NN b you protect us from the deception-
group,
19900 2WN VD 9a (while) the wicked prowl] around,
DR *335 PO 902 b calamity overtaking mankind.

Besides certain translation problems!%* and structural features,!®
the following points are relevant.
The ambiguity of at least three words is exploited:

1 (3¢, 4b) = ‘to be smooth’ and ‘to be divisive’'?
5 (4c) ‘to be great’ and ‘to be distorting’1%
nRo (5¢) ‘with’ and ‘weapon’

{

103. 2c ‘is removed’: cf. AKk. pasdsu, ‘to wipe out’, used of oaths and contracts
[4Hw, 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’:
¢f. Dahood, Psalms I, 74 and Ug. sd, Aram. §dd, ‘to pour’. 6d ‘witness’: cf. Ug. ypk, also
‘witness’, discussed by Pardee, VT 28 (1978) 204-13, P.D. Miller, ‘Ydpiak in Psalm XII
6’s VT 29 (1979) 495-501, translates this hne ‘I will place in safety the witness in his
behalf”. 7b ‘in the crucible’: so Dahood, Psalms I, 74 who reads Y% “2»3 assuming
dittography of . 8b ‘deception-group’, lit. ‘group which [1] is of deception’; the root of
the last noun is B9, ‘to conceal’; cf. Prov 26,4. 9b ‘calamity’ —reading the final } of 9a
as beginning 9b; an alternative meaning is ‘deceit’, cf. 733 in Prov 26,24 and Akk.
nakdru, ‘to lie’. ‘Overtaking’, reading M=, with the otherwise unattested root 712,
cognate to Ug. mzl, ‘to run, overtake’. The two nouns 1123 and 191 are in apposition
(so the gender discord is irrelevant).

104. Structural features include the overall chiastic pattern (ABCC'B’'A") showing the
climactic line to be 6d, ‘I'll make a witness of my intervention’ (spoken by Yahweh),
chiasmus in stanza II1 and the envelope figure in stanzas [ and VI (‘sons of man’). The
verbs for speaking occur seven times (3 x 727 and 4 x "BR). See Watson, ‘Chiastic
Patterns’, 131, and contrast the four-strophe division of van der Lugt, Strofische
Structuren, 165.

105. A further meaning may be ‘to be destructive’; cf. Ug. hlg, AKk. halaqu.

106. So Dahood, Psalms 1, 73.
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and possibly of
oumR () = ‘truth’ and ‘true (men)’
aD3 (%) = ‘calamity’, ‘deceit’ and ‘to be strange’
oy (8b) = ‘to conceal’ and ‘to be ignorant’.

In Sc ‘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.!%’
Even in 2b, 721 ‘to complete, finish’ may also evoke the meaning ‘to
avenge’.!% 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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107. As prescribed in the Code of Hammurapi, §192.
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595-97; M. Tsevat, 4 Study of the Language of the Biblical Psalms (Philadelphia, 1955)
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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.!

An image is ‘a figure of speech expressing some similarity or
analogy’ and most images are metaphorical.> 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:?

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,*

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 3,2-3%)

2. Further, an image should contain an element of surprise® as in the
oracle against Jehoiakin:

They’ll not bewail him with
‘My poor brother,

99

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)

3. And, finally, imagery is more effective if new or at least relatively
unknown,? 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 ...

Original imagery, such as that of the tomb-robber in Job 3,20-23,'%is
exceptional.

Images can be ornamental, but the expert poet will use imagery for
particular functions.!! They can express a significant theme within a
corpus—the covenant-theme, for instance, in Hos 14,9:

There are some difficulties in the Hebrew, but the sense is clear enough.
See, 100, Jer 50,17 for more concrete imagery.
Ullmann, Language, 178, uses the adjectives ‘striking and unexpected’.
Also Jer 9,21; 17,11.
Ullmann, Language, 179.
See Mic 2,12-13.
10. As pointed out by Gibson, S¥T 28 (1975) 264; he also mentions the sirocco
imagery in Job 4,9 (265).
11. Ullmann, Language, 193-201.

0PN R
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Py 235 X I am like a leafy pine-tree.!?

‘Some images and image-patterns carry strong emotional overtones
and convey implicit value-judgments’'3—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 46,20.14 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.!* Recognition of the correct
image can have text-ritical and philological repercussions.! An
illustration is provided in the section WORKED EXAMPLES, on Ps 47.

For study
Ez 19,1-9; Job 32,18ff; 6,2-3.

BIBLIOGRAPHY

(a) General

Antoine, G. ‘Pour une methode d’analyse stylistique des images’, Langue et
littérature (Liége, 1961) 154F.

Hornstein, L.H. ‘Analysis of Imagery: a Critique of Literary Method’,
PMLA 57 (1942) 638-53.

Lewis, C.D. The Poetic Image (London, 1947).

Richards, 1.A. The Philosophy of Rhetoric (London, 1936).

Also PEPP, 363-70, with bibliography.

(b) Semitic

Brown, S.J. Image and Truth: Studies in the Imagery of the Bible (Rome,
1955).

Bruggemann, W. ‘From Dust to Kingship’, ZAW 84 (1972) 1-18.

Caird, G.B. The Language and Imagery of the Bible (London, 1980).

Collins, T. ‘The Physiology of Tears in the Old Testament’, CBQ 33 (1971)
18-38.185-97.

12, Note, incidentally, the allusion to n*3 in the name of the tree.

13. Ullmann, Language, 195; also 147-49,

14. Also, Ez 27.

15. Craigic: 1978, mentions two further functions: the dramatic and the religious.
For structuring functions of imagery, cf. Lack: 1973.

16. See Paul: 1978 for a good illustration.
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Craigie, P.C. ‘Deborah and Anat: A Study of Poetic Imagery (Judges 5),
ZAW 90 (1978) 374-81.

Curtis, A HW. “‘The Subjugation of the Waters” Motif in the Psalms;
Imagery or Polemic?’, JSS 23 (1978) 245-56.

Emerton, J.A. ‘The Origin of the Son of Man Imagery’, TS 9 (1958) 225-42,

Fisch, H. ‘The Analogy of Nature. A Note on the Structure of the OT
Imagery’, ¥TS 6 (1955) 161-73.

Joines, K.R. Serpent Symbolism in the OT (Haddonfield, 1974).

Kelly, S. ‘Psalm 46: A Study in Imagery’, ¥BL 89 (1970) 305-12.

Lack, R. La symbolique du Livre d’Isaie. Essai sur l'image littéraire comme
élément de structuration (AnBib 59: Rome, 1973).

Lichtenstein, M.H. ‘The Poetry of Poetic Justice: A Comparative Study in
Biblical Imagery’, JANES 5 (1973) 255-65.

Margalit (Margulis), B. ‘Psalm 24: A Study in Imagery’, ¥BL 89 (1970) 292-
304.

Paul, S. ‘The Image of the Oven and the Cake in Hosea VII 4-10°, VT 18
(1968) 114-20.

—‘Fishing Imagery in Amos 4:2’, ¥BL 97 (1978) 183-90.

Reymond, P. L ’eau, sa vie, et sa signification dans ’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°, yOR 71 (1981)
167-75.

Wakeman, M. Gods Battle with the Monster: A Study in Biblical Imagery
(Leiden, 1973).

Wittstruck, T. ‘The Influence of Treaty Curse Imagery on the Beast Imagery
of Daniel 7°, ¥BL 97 (1978) 100-02.

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 Schokel, Estudios, 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 ways. Broadly speaking, the simile is more
obvious than metaphor. This is either because it is more explicit, or
because the ground of comparison is actually stated. By contrast,
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metaphor is more concise and at the same time, more vague.!” 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’.!® 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.!” 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.2

The simile in Akkadian

Babylonian and Assyrian literature is rich in simile, some expressions
having an exact match in Hebrew,?! 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, 22

From an examination of this literary figure in Akkadian, two points
emerge: first, there is clustering of similes (as in Ugaritic and
Hebrew);?? 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 light.*

The simile in Ugaritic
The parallelistic nature of Ugaritic poetry creates a tendency for
similes in pairs.

kirby tskn §d Like locusts, let them settle in the field,

km hsn pat mdbr like hoppers on the desert fringe.
(CTA 14 ifiii 103-105 and parallels)

This, of course, is not unexpected. Less frequent, but again not
surprisingly, similes also come in threes (corresponding to the
tricolon).

tsi km rh npsh Out will go, ltke a wind, his breath,
km itl brith like spittle his life,
km qir baph like incense from his nose.

(CTA 18 iv 24-26%)

22. Text: BWL 44:88 (= Ludlul II). Cf. ‘like a thuef; furtively’, in Atr 74:19; 76:33.
Note that in addition to particles such as kima, ‘like’ there is the terminative formation
with -i§, meaning much the same, e.g. 5atis, ‘lke fire’, hasikkis, ‘like a mute’, and
edanis, ‘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/V193-100, 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, ‘Vergieich 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: CT4
3 u(B) 9-11; CTA4 121i 9-11 (as reconstructed in TO, 334f); Ugar 5 3 i 1A,
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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 51 14-17.

As noted by Buccellati for Akkadian,? 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:

hik lalpm hdd Marching by the thousand (like) thunder,
wirbt kmyr and by the myriad like rain,
(CTA 14 ii 92-93 etc.)

There are other examples of this use of ‘double-duty’ 2.2

The peculiar construction k//k//km will be examined below for
both Hebrew and Ugaritic.?®

“Certain similes of Hebrew verse already find counterparts in
Ugaritic: ‘to bite like a serpent’ occurs as yntkn kbtnm, ‘they bit like
serpents’ (CTA 6 vi 19), corresponding to ‘at the last it bites like a
serpent’ (Prov 23,32).%

Note the extended simile in CTA 17 vi 30-33:

kb kyhwy Like Baal, when he is revived—
ySr hwy the reviver prepares,

y3r wysqynh he prepares to give him to drink,
ybd wysr Th he improvises and sings before him,
n‘m [dy]‘nynn the minstrel who serves him—
ap ank ahwy aqht gzr I too can revive the youth Aghat!*

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 &° (and its variants, k°mo etc.), masal, ‘to be like’, ’im,

26. Buccellati: 1976, 591T.

27. CTA 151 5-7; 22B 16ft.

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’*! and sequences such as k°. . . kén,
‘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’ (Joel 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 ke dry rot 1o the house of Judah. (Hos $,1232)

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%%)

Other examples are 2 Sm 23,4,3* Joel 2,5 (withinasetof 2+ 3+ 0+ 2
in vv. 4-9), and Job 7,1b-2.

4. Cumulative similes. Similes cast in this form tend to heighten the
suspense slightly by delaying the final line. It occurs in Ugaritic:

kib ark Igih Like the heart of a cow for her calf,
kIb tat limrh Like the heart of a ewe for her lamb,
kmlb ‘nt atr b1 So is the heart of Anath towards Baal.

(CTA 6 ii 6-9//28-30)

31. For bibliography on Ug. ‘m = Heb. ‘m, ‘like’ cf. Paul, JNES 31 (1972) 351,n. 2.

32. Also Isa 13,14; Am $5,24; Mic 1,4; Joel 2,7; Song 1,5¢d.

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.
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Also: (with ellipsis) CTA 15 i 5-7.3° In Hebrew, the corresponding
pattern uses the particles k... // k¢ ...// ken.

PR YRD PR Man, like grass his days,
b7 iali b o] like a wild weed
P so0 he grows. (Ps 103,15%)

Similarly: Pss 83,15-16; 123,2 and perhaps Isa 51,6.%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 /ike 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 (<edar?) 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 M. Dahood, ‘Proverbs 28,12 and Ugaritic bt hptt’, PradoFS, 163-66, for
this difficult strophe.

36. So Dahood, Psalms 11, 29.

37. Except for the text from Isaiah, cf. RSP 1, 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 6,5¢-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 7,2¢c-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.®

Ellipsis

Ellipsis in Akkadian similes has been explored by Buccellati,
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

SR-"12 P8 Your justice is like the towering mountains,
M3 DR LEwD  Your judgment (like) the vast abyss. (Ps 36,7%0)

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, Soff.

40, Dahood, Psalms I1I, 436 where Pss 48,7b-8a; 58,9; 90,4; 102,8 and 125,1-2 are
also listed.
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But often enough, the preposition is not used till the second or even
third line:
oW 12381 (Like) sharpened arrows of a warrior,
pwmenaoy  Like glowing coals of broom. (Ps 120,441)

An example of an omitted 4¢ in the last two lines of a tricolon is
2Sm 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 11,1.4

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.%

to both open and close

Therefore,
as the tongue of fire devours the stubble,

Their roaring is like a lion,
like young lions they roar. (Isa 5,24-29*%)

And Jer 50,42-43; 51,38-40.

41. So Dahood, Psalms II1, 437 and 196-97.

42. In Ugaratic: Ugar 53 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 1ds the poem. Note that it is difficult to tell whether
the locust similes in CTA4 14 ii 92-93 (and par.) close the foregoing section or comprise
the start of a new one.
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linking similes
They are all adulterers,
they are like a heated oven,

...... hike a blazing fire
All of them are kot as an oven. (Hos 7,4-7%)

2. Non-structuring functions 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.

BIBLIOGRAPHY

(a) General
Scott, W.C. The Oral Nature of the Homeric Simile (Supplements to
Mnemosyne xxviii; Leiden, 1974).

(b) Semitic

Buccellati, G. ‘Towards a Formal Typology of Akkadian Similes’, Kramer
FS, 59-70.

Exum, J.C. ‘Of Broken Pots, Fluttering Birds, and Visions in the Night:
Extended Simile and Poetic Technique in Isaiah’, CBQ 43 (1981) 331-
352.

Labuschagne, CJ. ‘The Similes in the Book of Hosea’, OTWSA 7-8 (1964-
65) 64-76.

Payne, D.F. ‘A Perspective on the Use of Simile in the OT’, Semitics 1
(1970) 111-25.

Rosner, D. “The Simile and its Use in the OT’, Semitics 4 (1974) 37-46.

Schott, A. Die Vergleiche in den akkadischen Konigsinschriften (MVAG 30/2;
Leipzig, 1926).

Super, A.S. ‘Figures of Comparison in the Book of Amos’, Semitics 3 (1973)
67-80.

Also Cassuto, Anath, 24-25 and Gray, Legacy, 298-99 (on Ugaritic).

45 1In CTA 61 10 tst kyn udm't, ‘she (= Anath) drank tears like wine’, forms a link
between two speeches.
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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 meraphor: 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 analysis* 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’:

0y (v.: vulnerability)

46. For which see J. Dubois et al., Aligemeine Rhetorik (Heidelberg, 1974 [original-
Rhetorique geénerale, Brussels, 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).*’

i. referential metaphor: such metaphors are based on what the
poet can actually see or visualise. Eg.

Many shepherds have destroyed my vineyard. (Jer 12,10)
where the picture evoked is concrete. Also, 22,28; 23,19.

il. 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.®®

i. lexicalised metaphor: words (or expressions) that originally
were metaphorical, but have since passed into everyday
language, as ‘blood of trees’, meaning ‘wine’ (Gen 49,11).%

il. conventionalised metaphors or clichés which may not belong
to ordinary language’® 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.).

ili. 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:3!

Yahweh roars from Zion,
and shouts out from Jerusalem:

47. Dubois, Allgemeine Rhetorik, 181.

48. G. Kurz—T. Pelster, Metapher. Theorie und Unterrichtsmodell (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,
Carmel’s 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 foregrounds’? one or more
of the underlying semantic parameters by either of two devices: (1)
by parametric reinforcement, or (2) by parametric neutralization’.’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 18,354)

Here the immediate context’ 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—]. Macris, Parameiric Linguistics (The Hague, 1967) 70-71.

54. Largely following the version in Dahood, Psalms I, 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.’¢

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.”
Note, too, ‘at the mention of your (= Ishtar’s) name, the earth and
sky tremble’*® and the series of metaphors denoting peril in a prayer
to Naba:*?

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.%° More significant is the veiled reference to
Lamashtu in Jer 9,20:

13231903 P 5v—>  For Death has come up into our windows,
1¥DINI X2 has entered our palatial apartments,
yinn 95w nM2n5  to cut off infants from (ever being on) the street,
mann ovn  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. tst kyn udm, ‘she drank tears like wine’ CTA 14 i 30 and Pss 42,4; 80,6;
102,10 (strictly speaking, hyperbolic simile in Ugaritic).

58. Seux, Hymnes, 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 window®!—it also becomes
richer when the allusion to a passage in the Baal Cycle is recognised.®?
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:®? cf. CTA4 6 iii 6-7 (heavens raining oil, ravines running
with honey) and Gen 2728; Ex 3,8; Job 20,17; Ez 32,14 and Joel 4,18.
For instance,

km aht 5 mdw Because you have become brother to a
sick-bed,
anst rs zbin companion to an invalid-bed.

(CTA 16 vi 35-36)
and

PPN DN PR RS (If 1) say to the pit: You are my father;
70 NN BR to the maggot: My mother and my sister.
(Job 17,14%%)

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
‘Alla Plaster Inscriptions, as translated by Levine, J40S 101 (1981) 200.

62. Namely, CTA 4 vi 8-9 ctc. (so Cassuto, Anath, 22 but 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 hus examples are correct.

64. Cf. Prov 7,4. Also ‘ng sm dibnn, ‘the purple necklace of Lebanon’ (CTA 22B 19-
20) and Hos 14,6-8—on which cf. J.C. de Moor, Nezw Year with Israelites and
Canaanites (Kampen, 1972) I1, 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.®’

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™® in both Hebrew and Ugaritic. So, in

sh $b'm try Call my seventy bulls,
tmnym zbyy my eighty gazelles,

tr hbr rbe 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.” The same usage in Hebrew supplies a long list (here given
alphabetically):

a8 ‘bull, stallion’ (1 Sm 21,8; Ps 68,31; Job 24,22; etc.)

N ‘ram’ (Ex 15,15; 2 Kgs 24,15; Jer 4,22; Ez 30,13; Ps 58,2; etc.)
82 ‘young lion’ (Ez 38,13; Nah 2,14)
MY ‘he-goat’ (Isa 14,9; Zech 10,3)

28 ‘gazelle’ (1 Sm 1,19; Isa 23,7;%8 Ug. zby)

2w ‘bull’ (Gen 49,6; Ug 1r).9°

Unless such animal names are identified as metaphorical for people
of rank, certain Hebrew texts remain unintelligible. For instance, in

BN TN DWIN 9Y My anger is hot against the shepherds,
TPBEN B™INYR 9 And I will punish the hegoats. (Zech 10,3)

the term ‘aztiddim 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.
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Can this be your joyful city?
From ancient times

her tribute they brought to her
at her feet

from a distance made to reverence.’?

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.’!

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.”? So, in Isa 28,20-21, the couplet

yapnn p3nn 8P D For the bed is too short to stretch out on,
D3NN 778 NoDM  and the cover 100 narrow to wrap up in.

is not a disconnected proverbial saying, but introduces the ‘bed in the
Underworld’ motif.”3

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 XXIII1 7Y, VT 26 (1976) 371-74, and
the corrective remarks by Auffret, VT 28 (1978) 106-08.

71. See below, 270.

72. M]. 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.’

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 lion);
(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.”

3. Hyperbolic metaphor. Somewhat rare in Hebrew, ¢.g.

Like one rent and riven in the nether world
my bones are strewn at the mouth of Sheol. (Ps 141,776)

4. Personification. The metaphors of Ugaritic verse imply inanimate
objects as acting like persons. To the examples given above can be
added §br dgnk ltsrk, ‘the grey hairs of your beard instruct you’ (CTA
4 v 66); tbkyk ab gr b1, ‘weep for you, father, do the rocks of Baal’
(CTA 16 i 6); and so on.”” 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’.”® 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.”®

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 gallahar see Cathcart, RSO 47 (1973) 57-58. In the preceding line
ka ‘aser is usually emended to kese’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 lhst 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%%)

2. Presentational. Here the poet simply describes something which
is, in a way, made present; at the same time he mentions the main
subject. What is not mentioned is the sensation both produce. For
example,

Your eyes are pools in Heshbon (Song 7,5)

implies that the eyes of the woman have the same effect on her lover
as do the cool, deep, inviting waters of Heshbon. This juxtaposition
technique is particularly frequent in Song 4 and 73! and there is a
certain element of overlap with simile.®?

For study
Isa 28,15-17; Job 10,17; Sir 50,15; Isa 55,12; Prov 8; Pss 77,16;
96,11-12,
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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 sectién on repetition
is intended to offset this.
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11.02 Repetition

a. forms of repetition

SOUND REPETITION ——————» —rhyme
—alliteration
—assonance
(— wordplay)

PURE REPETITION

—repetition-initial a -
b e ————
—end-repetition -b
-b
—immediate repetition aa
ab ab
—identical word-pairs a//a

b. devices using repetition

—refrain
R
R

—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’.! 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 IN HEBREW POETRY’), but, as mentioned in the
introduction, could equally well have been set out here.?

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).} 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.*

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.’

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, wrony);

(c) repetitions of context (quotations, the use of proper names or specialised
words from a particular hterary tradition);

(d) deliberate variations of the prose order (hypallages, inversions, zeugma).

Such indeed is the layout in Buhlmann—Scherer, Stilfiguren, 15-42.
See especially Dahood, RSP 1, 75-77.

Quotation, too, could be included here; see note 1, above.

Leech, Guide, 4.77.

bl ol 2
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1. Repetition-initial where a series of two or more consecutive lines
begin with the same word or phrase.®

Akk. é taplaha ilikun Do not reverence your gods.
é tusallia istarkun Do not pray to your goddesses.’
Ug. klnyn qsh nbin Both of us his goblet would bear,
kinyn nbl ksh both of us would bear his cup.?
Heb. T AR PV ' Who has ascended to the

heavens and come down?
MEnI MM ADR ' Who has gathered the wind in
his garments?
mobwa oW N ™ Who has wrapped up the waters
in his robe?
PR OER 9D 2PN Who has established all the ends
of the earth?
(Prov 30,4°)

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 (Jer 51,20-23).

2. End repetition: the repeated element coming at the close of
successive lines.!?

Ug. mrgb yd mtkt The hungry by the hand she
grasped.
mgma yd mtkt The thirsty by the hand she
grasped.!!
Heb. wnwn mn Rise does the sun.

wown 831 Set does the sun. (Qoh 1,5a!%)

6. Technically: anaphora; see under ACROSTICS.

7. Atr I1ii 9-10; also III ii 46 (u!); S v 20-21 (zibanit); Erra I 158-59 (etc., ali); I1IA
20B-21 (etla); note the eleven-line set in IV 76-86 (sa). Also, Erra IV 7-10 (sa).

8. CTA 4iv 45-46; and i 31-32 (kr il); i1 21-24 (ik); viii 2-4 (threefold m); 15-18 (al);
Svi23-24 (= 61 6-7 my); 6ii 17-19 (nps); ii 31-35 (fivefold b-); v 11-19 (sevenfold 7k);
14 iia 182-83 (arr); iii 120 (threefold /-); 16 i 25-27 (threefold al); iii 13-16 (threefold
kly).

9. For translation cf. K. Cathcart, ‘Proverbs 30,4 and Ugaritic 4pn, “garment™’
CBQ 32 (1970) 418-20.

10. Termed epistrophe. For Akkadian see the refrain-like tustamit, ‘you will kill’, in
Erra IV 104-111 (eightfold).

11. CTA 15 1-2 (restored); also 5 v 14-16 (ars); 6 i 54-55 (‘ttr ‘r3).

12. Also Nah 3,15b.

b
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Evidently end-repetition is comparatively rare and not much used. It
is not surprising, therefore, that combinations of repetition-initial
and end-repetition are equally rare.!> Examples are CTA4 17 vi 38

wmt kl amt And the death of everyman will 1
die.
wan mtm amt And 1 myself, certainly will I die.
and Mic 5,9.12.

3. Immediate repetition is the third category of iteration: a word or
phrase is used, and then repeated immediately afterwards, without a
break. Examples are few.

Akk. kikkiS kikkis O reed-wall, reed-wall
igar igar Wall! Wall!
kikkisu Simema Reed-wall, listen.
igaru hissas Wall, pay attention.!*
Ug. yngr ngr pth O watchman, watchman! Open.?
Heb. WINOR MDD Away! Away! Keep off!
(Lam 4,15)

In nearly all these texts immediate repetition is used to convey a
sense of urgency; note, further, Jgs 5,12 ‘Up, up!’; Isa 52,1 ‘Awake,
awake!’.16

Pure repetition can be used to construct complete stanzas or poems.
The best example (although the text is difficult) is Isa 28,10 (= 13):!’

> For
w91 Go out, let him go out.
851 Go out, let him go out.
WY Wait, let him wait.
PO Wait, let him wait,
(o Servant, listen.
@)Y 2w Servant, listen.

13. Known as symploce.

14. Gilg XI 21-22: contrast the non-use of repetition in Aer 1l i 21. See, too, Aer
V obv. 5-6; I 195-96; 1 v 257-58; Etana cC 93ff.

15. CTA 23:69-70; and 16 ii 87-88 wqbr t5r, gbr 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 (‘the 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’, ZAW 85 (1973) 332-39.
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Another is Jer 15,2:18

nuab MabawR Who belongs to Death: To Death.
33 A% ANt Who belongs to the Sword: To the Sword.
215 219 Ny Who belongs to Famine: To Famine.
272w Nt Who belongs to Captivity: To Captivity.

Less clear are Qoh 1,9 and 11. Examples from Ugaritic and Akkadian
compare well with the passage from Jeremiah.

‘n tgr ltgr b Let the gate-keeper’s eye return to the
gatekeeper.

‘n phr Iphr tth Let the potter’s eye return to the potter.

‘n mhr lmhr 1th Let the rival’s eye return to the rival.

‘n bty lbty 1tb Let the flatterer’s eye return to the
flatterer.

‘n bee Ibtt twh Let the flatteress’ eye return to the

fatteress. (KTU 1.961%)

Susassi 1 §usi mfursi . . . | Itar Release against her the sixty
miseries, against Ishtar:

murus Inl [ana Ini] -Sa misery of the eyes against her eyes;

murus ahi afna ahi] Sa misery of the sides against her
sides;

murus $épi afna sepi] Sa misery of the feet against her feet;

murus libbi a [na libbisa] misery of the heart?® against her
heart;

murus qaqqadi [ . . . | misery of the head ...

ana 3asa gabbisama ana | . .. ] Against her, against all of her,

. against . . 2!
Functions

The functions of repetition can be considered first, in a general way
and then with respect to specific patterns.

Generally speaking, and with particular reference to the oral
aspect of poetry, repetition enables the audience to re-hear a verse
which they may have missed through inattention or on account of

18. Note, incidentally, the gender-pattern m+m // f+f // m+m // f+f and contrast
er 43,11.
J19. Translation: De Moor, UF 11 (1979) 648. See, too, the repetition of tld pgr in
CTA 15 i 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 Aer 1i 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 61 54-55. Repetition expresses complete-
ness, too: notably in Jer 15,2; Qoh 3,2-8; Zeph 1,222 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.??> To offset this lack of
variation the poet could alter the tense, the voice or mood or even the
conjugation.

—uwartation of tense (yqtl // qtl and qtl // yqtl)

Since its recognition in Ugaritic by Cassuto?* what Gevirtz terms
‘parallelization of selfsame verbs’ in ‘conjugational variation’? 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
fanction of CTA4 15 iii 5-12.

23. An extreme example is Job 31 where at least ten identical word-pairs are used
(vv.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 in JNES 32 (1973) 991
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(@) yqtl // ql
el smm tskh Dew the heavens poured upon her.
[rb]b nskh kbkbm Showers the stars did pour upon her.26

TOPY WA T WM AR My friends and companions stand aloof from my
plague,
MY pAAn MDY even my confidants stand far off. (Ps 38,12)
Also Am 7,4 and perhaps Dt 33,12.

(b) gtl // yqtl
No certain example is attested in Ugaritic.?’

oM 351 mpM And you shall suck the milk of nations,
I ovaon ey and the breast of kings shall you suck. (Isa 60,16)

And Prov 11,7.28

—uvariation of ‘woice’. 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’. % E.g. CTA 4 v 113-116:

[h]s bhtm [bn] Swiftly: (Build) houses,

hs rmm hk[lm] Swiftly: Erect palaces.

h$ bhtm tbnfn] Swiftly: Let houses be built,

h§ trmmn hk{lm] Swiftly: Let palaces be erected.’

20WND BNV INY Raise up, O gates, your heads,
oo P YA 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 CTA4 17 vi 28-29.3!
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 CTA4 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, is CTA4 4iii 14-16, but contrast Gibson, CML,

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 AKkk. is from the Adapa Legend (EA 356:5-6).

31. See also the list in Dahood, Psalms 111, 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; 31,17¢c; Lam 5,21,
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‘mk $b't glmk (Take) with you your seven lads,

tmn hnzark your eight commanders,>?
‘mk pdry 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 4i 13-19 (and parallels) the term mzlil, ‘shelter’ is substituted
for mtb, ‘dwelling’ which occurs five times. This corresponds to the
use of *nnwmy, ‘I destroy’, in an otherwise unbroken series of Ny, ‘1
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
Note that Jer 2,6 combines substitution of synonym (‘desert’ for
9and’ in the second line) and omission of repeated word (final line):

owWsn PAanD BAR NYYER . Who brought us from the land, Egypt,
93903 VAR TN steered us through the desert,
ARRN 52a7Y PR3 through the land of steppe and chasm,
M98 M PINS  through the land both hot and dark,
PR M3 N0y X9 PR3 through the /land no one crosses,
DY DN 22 R? where no one lives.

This amounts, in effect to substitution of two different kinds: of a
synonym and of zero.3*

3. Telescoping. Rigid repetitive series, which occur fairly often in
Akkadian poetry,’* are sometimes made more bearable for the
listener both in Akkadian itself*® and in Ugaritic.” Since no clear
examples are to hand from Hebrew poetry (though some prose
instances can be mentioned)*® it need not be discussed here.*

32. The word literally means ‘boar’ and is here used metaphorically; see below
under METAPHOR.

33. Contrast Sanmartin in UF 9 (1977) 371-73, who attempts to restore the
‘original’ word-order.

34. See also CTA4 41 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’, ¥SS 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 1i 30-40 as an example of full repetition and CTA4 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 formulan //n +
1".% This sequence is probably much older than Held suggests (it is
attested in Sumerian) and is discussed in the section on PARALLELISM,
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 TABLE, 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:

MY AR WD 3 Bless Yahweh, O my soul !

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 figure*?
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 Aghat (whose bow she craves: CT4 17
vi 26-33). It begins:

irs hym laght gzr Ask for life, O hero Aghat,
and ends
ap ank ahwy aght gar so will even I give life to hero Aqhat,

marking off a stanza of ten lines. There are other examples.*
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 6ii 35-37 (strophic inclusio); 19 iv 173-78; 16 vi 1-2 and 13-14. Sce, too,
CTA 41 19 and 44; 23:61-63; also 3D iii 33—iv 48.
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The line lilliki idéka frames Anum’s speech, marking its opening and
its close.*

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
and end of Pss 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, 110ff).

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.*

Strophic inclusio
Very often the unit of poetry framed by the repeated element is not a
complete poem or stanza but a single strophe,?’ for example:

Ty oy nwy 2w (With) GOOD did you act towards your servant,
2w 7272 MM Yahweh, according to your word (which is) GOOD.
(Ps 119,65-66a*%)

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

o MITINDMOR O DEITY, do not keep yourself silent,
YN 98 be not silent
9N BPYR 981 and be not still, O GOD. (Ps 83,2%)

with two words for ‘God’. Similar is Ps 77,14. Frame-words from the
same root are used in

™ N MY INTOXICATED (as) you are, but not with wine,
0w X W3 staggering, but not with INTOXICANT.
(Isa 29,9°%)

where the common root is 2=%. See, too, Isa 29,3b (n9%),’! Jer 5,21
(o) and 8,45 (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
am 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
thetorical connection of the intervening material.

47. First recognised by Dahood.

.421. As established by Dahood, Psalbms III, 181 (my translation brings out the
nlusio).

49. See Dahood, Psalms 111, 273 for a slightly different version.

50. Recognised by Irwin, Isaiak 28-33, 56.

51. Also Irwin, fsaiah 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 // 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
TO HER.

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.>

%e, 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 II1, 225] is now confirmed by the
Ugaritic Prayer for a Beleaguered City (set out in Chapter 13.2).
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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,’? 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:* .

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 %o

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 ‘to say,
speak’: 71p 9371 879 9P used six times.

Again, the thematic words of Ps 90 all concern TIME: pata 1
AMBYR N Y 2P P2 89 SRR o Y DY W DMYD some two
dozen occurrences in all).

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;>’ 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 53, ‘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’.’® 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 =232; and Isa
33,5.16.24, all linked by the same word 1o2.%7

Ugaritic and Akkadian
The thematic keyword rgm, ‘word’ (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 a TALE of trees,

wlhst 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 Itd“ nsm a TALE mankind cannot know,

wltbn hmit ars the earth’s crowds cannot understand,
tant smm ‘m ars the SIGHING® of heavens to earth,
thmt ‘mn kbkbm of deeps to stars,

Fortuitously, perhaps, the keyword appears seven times and is
evidently the focus of attention. See, similarly, five synonyms for
Y(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 #/ is reiterated seven times in as many lines, a
thematic keyword of transparent meaning:*’

My illHluck 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.

The diviner, through divination, has NOT investigated (my)
situation.

The dream-interpreter, through libanomancy, has NOT elucidated
my case.

I prayed to the z.-ghost, but it gave me NO instructions.

The exorcist with his ritual could NOT dissolve the divine wrath
(against) me.

Similarly, /4, ‘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.%® Fourfold, too, is the keyword ‘to cross’ in Gilg X
ii 21-23.5! The keyword ‘to heal’ has been identified in lines 79-87 of
a Hymn to Gula.%?

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 Auffret 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,% it
seems at first glance to comprise an unbroken unit. If the keywords

58. The thematic keyword excludes the meaning ‘meeting’ for tanz, here.
59. Text: BWL 38.3-9. Translation: BWL, 30 and CAD M/2, 279 and 381.
60. Text: Kinnier Wilson, Irag 31 (1969) 9:12-15 (Etana Myth?).

61. See Millard, Irag 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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23, o cry, call for help’, and wu3, ‘life’, are highlighted, it is evident
that they each occur twice and in the same sequence.5* They serve to
mark off the two halves of the psalm (vv.2-5 and vv. 6-8) corres-
ponding to I: description of plight, and II: appeal for help.

Ps 142

1 v.2 With my voice to Yahweh DO 1 CALL OUT (PYR)
v.5d no one inquires about MY LIFE ("wBJ)

Il v.6 I CALLED OUT (*npyt) to you, Yahweh,
v.8 Lead out MY LIFE (D)) from prison.

Ps 82, This poem has been chosen to illustrate the use of keywords
because it is short (and therefore manageable) and because it exhibits
a fairly clear structure. The first step (once lineation has been
established) is to list and tabulate the repeated words.

The next procedure is to arrange the table to show those words
which are repeated throughout the poem and those only occurring in
part of it. The result can be set out in two columns:

64. For this device, known as ‘panel writing’, ¢f. S.E. McEvenue, The Narrative
Style of the Priestly Writer (Rome, 1971), 13fFand 158ff. For an application to Gen 6,5-
7 see Wenham, VT 28 (1978) 340-41.
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Ps 82
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Evidently the most repeated words are o°n=x, o2 and 1—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: yen 5157y
form a frame (vv. 2b-4b) and together with %W (v. 2a) mark off a sub-
unit in the first half. This sub-unit (vv. 2a-4b) is also a sense-unit.

The psalm divides into two main parts (vv. 1-4 and 5-8) and the
second part is bound together by repetitions of & and 5.

Finally, v. 1 and v. 8 provide a frame based on the words 3% bsw
v Hn3 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 > (v.7) and 8> (v.S) are merely
connective in function, linking together components of the strophe.
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The Psalm can now be set out as follows: (words occurring
throughout: CAPITALS, others: italics) %

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 S Not knowing,
not understanding,
IN dark (ignorarce) 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 vv. 1-4; II
vv.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 Gouter. Eine Untersuchung zu Psalm 82 (SBS 38; Stuttgart, 1969).
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are v, ‘day’-21 times—and 2Mp ‘near’-10 times.% Curiously, the
second word does not appear at all in Zeph 2. Other common words
are

5DOR — 5X (to gather)
¥3p — 3X (to assembie)

SpB — 5X (to punish)
PMD — X (to cut)
BBY — 4X (to judge).

Another group relates to the sea:

o — 3X (sea)
M — 2X (fish/fisher).
of. m3 o

Note, too,

o — 5X (name)
PR — 5X (earth/underworld).

BIBLIOGRAPHY

(a) General
Hymes, D. ‘Phonological Aspects of Style: Some English Sonnets’, Sebeok,
Style, 109-31.

(b) Semitic

Auffret, P. ‘Structure littéraire et interprétation du Psaume 155 de la Groite
XI de Qumran’, RevQ 35 (1978) 323-56.

—‘Structure littéraire et interprétation du Psaume 154 de la Grotte XI de
Qumran’, RevQ 36 (1978) 513-45.

—‘Essai sur la structure littéraire des Psaumes CXI et CXII’, VT 30 (1980)
257-79.

Fretheim, T E. ‘Psalm 132: A Form-Critical Study’, YBL 86 (1967) 289-300.

—twenty keywords used two or more times.

Lack, R. La symbolique du Livre d’Isaie. Essate sur l'image littéraire comme
élément de structuration (Rome, 1973).

Liebreich, J. ‘Psalms 34 and 145 in the Light of Their Key Words’, HUCA 27
(1956) 181-92.

- in spite of the title, concentrates on envelope figure.

Magne, J. ‘Répétition de mots et exégése dans quelques Psaumes et le Pater’,
Bib 39 (1958) 177-97.

—by far the best study on keywords.

66. Also in the form ‘to approach’; as with keyword study generally, attention is paid
chiefly to word root.
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Ward, .M. “The literary form and liturgical background of Psalm LXXXIX’,
VT 11 (1961) 321-39

Also van der Lugt, Strofische Structuren, 213-18 and O’Connor, BASOR 226
(1977) 15-29.

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 (vv. 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. Mal 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. 4.57)

In vv. 8 and 20 insertions and/or additions modify this basic pattern;
eg. v.20

Yahweh, God of the Armies, return to us
show favour and we will be saved,

67. Lit. ‘make your face shine’,



296 Classical Hebrew Poetry

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-11.

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,

(vv.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.%

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 cternal 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.%® 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 1,19ff (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. 11);° Ps 99,9 ‘For
holy is Yahweh our God’ (vv. 3 and 5: ‘holy is he’).”!

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, linenclad, 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.”!

An invitation to join may be present in Ps 129,1-2:

69. See Exum, ZAW 85 (1975) 51f; 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 1,19ff.

71. 2 Chr 5,13-14; for the refrain, cf, Ps 136. For this translation cf. J.L. Kugel, ‘The
Adverbial Use of & tob’, 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’.”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.”?

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.”* 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:

1 (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.”

In Ugaritic, one of the few prayers to come to light uses refrain-like
repetition.”® The account of the contest between Baal and Mot also
uses what amounts to a refrain:

mt Mot was strong,
b1z Baal was strong, (CTA 6 vi 16-19)

with the final refrain, since it is climactic, a variant:

mt gl Mot fell
b14ql Baal fell. (lines 21-2277)

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.
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Spq ilm krm yn He supplied the gods with rams, wine.

Spq itht hprt [yn] He supplied the goddesses with ewes,
[wine].

Spq ilm alpm y[n) He supplied the gods with oxen, wi[ne].

Spq ilht arhe [yn] He supplied the goddesses with cows,
[wine].

Spq tlm khtm yn He supplied the gods with seats, wine.

Spq itht ksat fyn] He supplied the goddesses with chairs,
[wine].

Spq ilm rhbt yn He supplied the gods with barrels of
wine,

$pq ilht drke [(yn)]’® He supplied the goddesses with hogs-

heads of [wine]. (CTA 4 vi 47-54)
Similarly, CTA 1iv 23-24 = 25 = 27 = 29; 6 v 11-19; Ugar 5 8 13-19.

For study

It would be interesting to compare MT with the Dead Sea Scrolls
where there is a tendency to insert or add refrains—for example,
Ps 145 and 11QPs 145.

Cross-references
ENVELOPE FIGURE, REPETITION, STANZA (also KEYWORD).

BIBLIOGRAPHY

Freedman, DN. ‘The 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. ‘The Original Form of the Reftain in Is. 2:6-21’, ¥BL 38 (1919)
64-76.

Kuhl, C. ‘Die “Wiederaufnahme”—ein literarkritisches Prinzip?’, ZAW 23
(1952) 1-11.

Also, Exum, ZAW 85 (1973) 51ff; O’Connor, Structure, 466-82 (on poems
with ‘burdens”).

11.06 Allusion
Theory
Allusion is the reference (usually not explicit) within one body of
literature to the culture and letters of another body. To quote from a
standard work of reference:

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, ¥BL 99 (1980) 338.



300 Classical Hebrew Poetry

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.”
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 bellesetrres 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 toa
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; 35,15).% Isa 55,13 alludes to the flood stories,®! as do
Isa 51,10%2 and Jer 4,23-26.83 Zeph 1,3 alludes to Gen 1,26 and, in
general, to the creation stories.3*

2. Extra-biblical allusion. Only the cognoscenti would have
recognised these allusions, unless their frequency attests widespread

79. PEPP, 18.

80. Cf. Gertner, M. VT 10 (1960) 241-84; Ginsberg, ¥BL 80 (1961) 339-47, Ackroyd,
VT 13 (1963) 245-59; Holladay, VT 16 (1966) 53-64; Good, VT 16 (1966) 137-51;
Coote, VT 21 (1971) 389-402.

81. Gunn: 1975, 503-08.

82. Gunn: 1975, 495-97.

83. Muilenburg, ¥BL 59 (1940) 363; Holladay, 7BL 85 (1966) 496.

84. Roche: 1980.
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knowledge by the populace. For instance,

ND> o't The sky is my throne,
Y237 B PINM 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 lkht aliyn b1 He sat on the throne of Mightiest Baal,
p nh ltmgyn hdm his feet did not reach the footstool,
rish lymgy apsh his head did not reach its edge.

(CTA 6 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 ¥pt, ‘Cloud-
Rider”;3 Isa 28,16 ‘(Yahweh) does not act hastily’ in the context of
building, and the fourfold anaphoric 4$, ‘Hurry?, in the account of
the construction of Baal’s palace (CT4 4 v 113-116). Additional
allusions to Ugaritic literature and mythology can be mentioned.
One is Song 8,6 nanx mos My 3, ‘For strong as death is love’. Rather
than the superlative3¢ ‘it appears more likely that the allusion is to
the god Mot, Death personified’® in view of the refrain mt %, ‘Mot
(= Death) is strong’ (cited under REFRAIN, above).®® Another is Hos
6,4 (= 13,3) which plays on Pughatu’s stock epithet.%

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.*® 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’.%!
Lastly, Isa 55,13, ‘Instead of camel-thorn, pine-trees shall shoot up;
and instead of briars, myrtles shall shoot up’, recalls the treecontest
fables of Babylonian sapiential texts.%?

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,” but words such as abw mw» o3 (all terms for ‘rain’)** or
even 17, ‘fertility’ are not used. Similarly, the location for the poem
Isa 34 is only referred to indirectly;”® ‘wisdom’ does not occur in
Sir 51,13-20,% 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 ¥ 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,

THP DN R 3901 Through your great majesty you destroyed your
foes.
pps WYIN PN AR 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, JA0S 88 (1968) 47 and n. 6.

92. See the fables collected in BWL, 150-67. For a parallel to Isa 60,13 cf. Lipinski,
ZAW 85 (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. ‘Ome 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, ¥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’.”’

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, / and *, points to the deity Baal.”® The
expression 172 21381111 13, ‘Chaos-line and void-plummet’, of Isa 34,11
not only evokes the account of creation but breaks up the well-known
phrase 121 710 of Gen 1,2 to form a word-pair.”®

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 AKkk. expression irat 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. ‘The Poetics of Literary Allusion’, PTL 1 (1976) 105-28.

(b) Semitic

Delcor, M. ‘Allusions a la déesse Ishtar en Nahum 2,82, Bib 58 (1977) 73-83.

Gunn, D.M. ‘Deutero-Isaiah and the Flood’, ¥BL 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, ¥BL 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, Erls 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.!® For example, in Hos 5,8,

Y223 Bw wpn  Blow the trumpet in Gibeah,
7573 M33¥n the horn in Ramah,

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!®! 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 parterns. 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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1) =KY) impv (Z2pl) + object + adverb Ps 100:

hryw (kl-+hrs) lyhwh 2] v. 1

bdw ‘tyhwh bsmbhh 2a
hwdw lw o 4c
brkw smw o 4d

1Gi) =I(P) impv (2pl.) + place +  adverb

bw Ipnyw brnnh 2b
bw $ryw brwdh 4a
o hsrwtyw brhih 4b

In pattern 1(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’ ‘Thym 3a
o hw’ Snw 3b
(rwb yhwh for yhwh hw twb 5a)
3 =S5(P) complement + pronoun
r ‘nhnw 3b
‘mw ws'n mrytw o 3c
4 =S8(A) adverb + noun
1Im (wd) hsdw 5b
dr wdr ‘mntw Sc

2. Comment. If we look at set 1, it is evident that with a single
exception (v.2a), the adverb is missing in 1(i) or I(Y). There is
‘trumpet to Yahweh’, etc., but only once ‘worship Yahweh with joy’.
In the next set 1(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 mn* AR MY ANBea (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
™M ab for v M M (v. 5a), identical in meaning; and w1 on D9
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for an expected on T 099, perhaps to provide a semi-chiastic
strophe as a climax.1%?

For study

Hos 1,6; Jer 22,105 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, S.B. ‘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’, YANES 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 poctry’ (124), a view discussed
above under PROSE OR POETRY and contested by Kugel, /dea, 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 NP,
(or M); 2V NP, M—V M; 3 nom.—nom.—nom. 4 V M—M—V M—V M; 5 nom.—
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.!% 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,!* 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:

Yo HR M2 Come to Bethel and rebel!
yeev 13NN 93231 to Gilgal, and rebel the more!
DT 7paY WSt Bring your sacrifices for the morning,
D3NRYD D ROYY  your tithes within three days.
mn pont "2t Burn a thank-offering without leaven,
WY P37 INYP  announce, proclaim free-offerings,
o8- 33 BnanR 102 for you love what is proper, Israelites!

Contrast the direct insult in Am 4,1:

Wan DB M N3N weY  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.!% 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 1) 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 > nyno1 (‘he shall come through it safely’) occurs
instead of expected v 8 m3mm or manm e, Vv, 5-7, then, constitute
an oracle of judgement and not one of hope.!% Another pointer is

103. So L. Robinson, The New Grammarian’s Funeral (Cambridge, 1975), 49.

104. See M.I. Gruber, Aspects of Nonverbal Communication tn the Ancient Near
East (StPohl 12; Rome, 1980) I and 1I; ‘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, ¥BL 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.!”’

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.!®® 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,

oew o oy o1t While the wild asses stand on the Aills
DYND MM IBNRY  panting for air like jackals,
DY 190 their eyes all glazed
Y PN 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: ‘where fertility is sought, there fertility is least’;'*® 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 it.!1°

Irony ‘has the power to make any given set of representations
represent something else than it does in normal usage’.!'! So much
is evident from the following couplet in Ugaritic: (CTA 5 vi 28-30)

107. Holladay, YBL 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, ¥BL 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’.



Poetic Devices 309

tmg In‘my ars dbr She reached ‘Pleasure’ land of pasture,
ysmt $d $hl mmt ‘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.!!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.!!?

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:

MY oeennvDITR  How you have fallen from heaven, Helel Son
of Dawn!
@M1 5y SN YNy Ay (How) you’ve been cut down to the ground,
helpless on your back!

112. In Riffaterre’s words the function of wrony 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!!!4

Also, in Mic 7,1 the expression *98, ‘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.!’’ 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:

NP INOL PN 920 Yes, every table is laden with vomit,
opn Y2 ARy filth, without clear space.

Irwin comments: ‘The fine irony . ..can be appreciated when the
nuance of !’ in a text such as UT,51:1:39-40 is compared’.!'® The
text (CTA 4i 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.!!’

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, vv. 10-14:
Israel the vine.)

Another example is Mic 2,6:!!%

114. For fuller details see R.C. van Leeuwen, ‘Isa 14:12, hdles ‘al gwym and
Gilgamesh X1,6, 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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nEW BN 98 ‘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 At
(‘to drip, distil, spout, preach’) and by v. 11:

PrnerN Yy Surely, (if) someone went round
apen M falsely and deceitfully inspired, (saying),
Do 1P AR T spout to you of wine and beer’—
M DYR AL MM that would be this people’s spouter;

where again the term 13 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,!!° 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;'?° Isa 28,14;!2! 28,22;'?2 Joel 2,20;
44 (EVV 34)%'2 and the passages collected by Good!’* and
Gordis.'?

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 vv.28-29) and explain his
delay in the following proleptic terms:

99 1P e 891 They must be finding and dividing spoil,
N3 YR OB anY one girl—two girls per warrior head;
OWI3 9w NDDY DN Y9 booty of dyed stuff for Sisera, booty of dyed
stuff;
S50 NS o Ay P 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. Cathcart, Nahum in the Light of Northwest Semitic (Rome, 1973), 75.92-95.
120. Rabinowitz: 1961.

121. Holladay, VT 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’.!” 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.\?’

An example in Hebrew is Jer 22,19: Jehoiakim, when dead, will not
be lamented; in fact

126. Leech, Guide, 132. See 135.1401F.147.198.
127. Dubois, Dictionnaire, 199-201.
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23y n N2 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 hadii’a-amelu, ‘Happy-gloom-man’.!2

In general, the effect of oxymoron is to drive a point home with
vigour; what has been termed ‘intellectual shock technique’.!?® For
example, Prov 28,19:

oR9 Y2RN NN 3Y  One who works his soil will be sated with food,
M PR DD ATIDY 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:

PYD TN DENR TR By patience, a ruler is seduced;
DN NN N and a soft tongue can crush bone.

Oxymoron is related to irony (see there) and merismus.!*

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. Gilg1 v 14; of. 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 ¢ ‘dr (Heb. r*1idd)
must mean ‘embassy’ in view of the parallel concrete noun miak,
‘messenger’:

tphn mlak ym They perceived Yam’s messengers,
tdr tpr nhr the embassy of ‘Judge’ Nahar.
(CTA 2i 22 [cf. 26)13Y)

From Hebrew:

%D 3" N Your men by the sword will fall,
annoma 9NTEn and your warriors, in war. (Isa 3,25)

where g°burd 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

MR 531 IRON O8N Let not the foot of the presumptuous overtake me,
UNON DY ™ nor the arm of the wicked fling me down.

131. Gibson, CML, 159, notes ‘abstract for concrete’ and adduces the Heb. word.
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The word here translated ‘presumptuous’ is an abstract: ‘presumption’,
but the poet has preferred using a feminine noun to balance
masculine 7§ ‘im 132
Similarly: Pss 40,18b; 68,33; 102,23; 107,42; 109,2; 111,8; 119,150.
2. Singular-plural parallelism

vewn IR MM D For Yahweh loves a just man,
MPDRPR 3NW-NST nor does he neglect his devoted ones. (Ps 37,28133)

Here mispar, 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

MY I MR Y Yahweh’s eyes keep watch on (his) acquaintance,
3227 85D%  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 sr¢ in
the Ugaritic line At ¢smu srtk, ‘Now must you vanquish your enemies’
(CTA 2 iv 9).13* The same consideration applies to texts such as
Prov 7,4; 13,23; Isa 33,18 and

MO NI N XD Struts a fop: there’s a flop,
noon DYUSNNY - but with the humble there’s wisdom;
(Prov 11,213%)

here, t0o, 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:

DYDY ANTSEY 13890 Yes, all who are making war on her, besieging
m her and laying siege to her.

‘The alliterative trio sbyh, msdth and hmsyqym lh are arranged
according to the “Law of Increasing Members”.’!3¢

132. See Dahood, Psalms I, 224.

133, See Dahood, Psalms I, 231,

134. See Van der Weiden: 1965; CML, 43: ‘cnemies’.

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°quddad
(balancing s°ddgd, both fem.) as the counterpart of concrete ndges.

D2 D ney I will make your overseers peace,
mPOS a3 and your taskmasters justice.

See, too, Isa 28,9.137

6. For word-play on a fixed pair. In Isa 30,12 the expression
noN PPy, ‘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 $g
wnlwz’138—the pair in question being 153 //wpY 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 111, 411-12; Bib 63 (1982) 60 and n. 4; Driver, fRAS
1948, 164-76; Greenberg, ¥40S 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, Isaiak 28-33, 21: dé‘é = ‘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.!*® 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.!4

Ugaritic and Akkadian poetry

Hyperbole is chiefly used in Ugaritic bellesettres to express numerical
exaggeration. For instance, in place of the normal week of mourning,
seven years are observed for both Aghat and Baal,

‘d 3b't $nt ybk laght gzr Seven years they wept for Hero
Aqghat. (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 4i 26-28) and in
the stereotype expression balp §d // rbt kmn, ‘over a thousand fields, a
myriad acres’.!*! Also in this bracket is Yatpanu’s boast: “The hand
that felled Aghat will strike down enemies by the thousand’ (CTA 19
iv 220-21).14

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.!*® Another example, from the Gilgamesh
Epic, is the divine epithet

[a]gts ezzu mu’abbit dur-abni  The furious flood-wave who destroys
even stone walls,!43

Hyperbole, simile and metaphor

The hyperbolic simile is very frequent in Hebrew (it also occurs in
Ugaritic).'* 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:

MD9L IBIDDINANS2IYEN The corpses of men shall fall like dung in the
e fields,
HDOND PRIIIPN AR I eYSY  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

smm Smn tmtrn The skies will rain oil,
nhim tlk nbem the wadis will run with honey,
(CTA 6iii 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:

oy mne N3P A wide-open grave is their throat;

and, of Job’s heart:

wppn AN It leaps out of its place. (Job 37,1)

143. Text: Kécher, ZA4 53 (1964) 238 lines 5-6. See, 100, garndsu samé nakpd, ‘its (=
a tree’s) tip poked the sky’, cited AHw, 718, and compare Gen 11,4. Cf. BWL, 327.

143a. Text and translation: Wiseman, Irag 37 (1975) 160:32; see his comment, 163.

144. Eg. kirby tskn §d, km hsn pat mdbr, ‘like locusts they occupy the fields, like
crickets the desert fringe’, CTA 14 ii 103 —iii 105. Also tirkm yd il kym, wyd il kmdb,
‘May EI's “hand” be as long as the sca, 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:

PR P21 9D W2 Like one rent and riven in the netherworld,
OWNY DY LY M8l my bones are strewn at the mouth of Sheol.
(Ps 141,7'%)

Types of hyperbole
As indicated above, quite the most common hyperbole is numerical.
In Isa 4,1,

SR PN D paw M 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,'* Am 5,3 and Isa 30,7.

Another type of hyperbole is the extended form. It is attested in
both Ugaritic and Akkadian.!'¥’ Hebrew examples include Jer 5,16-
17; 15,7-9; Nah 3,15b-17 (locusts); Job 3,49 (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 9,2F, 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.!4

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 clichés.
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.!®’
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 111, 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’ cliché in CTA 3D 29-
32, etc., and Anath’s massacre in CT4 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

DI NI WNT NP I3 More numerous than the hairs on my head are
those hating me for no reason.

SPY NIW IDED 1YY 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

o w3 hnat 1 will make the lads their princes,
D3-owns oorm 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 n331 // a9, ‘a thousand // ten thousand’ were formed into
single units (‘thousands of myriads’) due to the exigencies of poetry.
‘The 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.’!>

For study

Song 1,4b.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.
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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 Kre’, 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 zogether, as a unit.
In

TR N O o From sole to crown
BAR I3 MR 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 mim m37-p3 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-
tsm and the related device, gender-matched parallelism. In each of
these forms, an expression for totality (such as ) 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 of A+ YorA+B+Y
in place of the complete series A + B+ C ... X + Y to 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 + non-A.!5!

1. Meristiclist A+B+C ...+ M+ N =Zorz). 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: 1sa 41,19; Pss 76,4.8; Sir 39,26-27. Lastly is the meristic
list with an implied toral: 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

M5 //9p3  morning // night.!’2

Krasove¢ has provided a comprehensive listing of such pairs so only a
few examples need be given here:!s?

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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nya//8°  sea // dry land, Ps 95,5 = the universe;
o1 //=wa  flesh // blood, Ps 50,13 = sacrificed animals;
e //v1 young // aged, Job 29,8 = everybody;
S5m0 /73 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:

BRI P IR I GAVE you a king in my fury,
MR3Ya npXY but I TOOK (him away) in my anger.

In Ps 15,5 on the other hand it expresses merismus (total innocence):!%*

23233 K902 He does not GIVE money with interest,
npR N9 P39V 9N 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 6ii 16 (etc.):

kl gr lkbd ars Every ROCK to the earth’s core,
ki gb* lkbd sdm every HILL to the core of the fields.

where merismus is indicated by the use of k/; see also CTA 61 31-
32.59-61 and 6 v 2-3. The opening lines of the Creation Myth (Ee I 1-2)
provide excellent illustration for Akkadian:

enuma elis la nabii samami When the SKY above was not
named,

Saplis ammatum suma ld 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 35,7—cited by Dahood, RSP 1, 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 ‘whatever 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, ] B. ‘Zum Wesen der sogenannten polaren Ausdrucksweise’, Glotta
15 (1927) 45-53.

(b) Semitic

Boccaccio, P. ‘Termini contrari come espressione della totalita in ebraico’,
Bib 33 (1952) 173-90.

Brongers, H.A. ‘Merismus, Synekdoche und Hendiadys in der bibel-
hebriischen Sprache’, OTS 14 (1965) 100-14.

Hartmann, B. Die nominalen Aufreihungen im Alten Testament (Zurich,
1953).

Honeyman, A.M, ‘Merismus in Biblical Hebrew’, ¥BL 71 (1952) 11-18.

Krasovegd, 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!>> defines it as ‘the

155. Wright: 1981.
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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’!%¢) 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,
s s (Jer 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 ‘your vile harlotry’, her
continuing infidelity condemned as evil.

Ugaritic and Akkadian

Examples include the following: from Ugaritic verse:
b1 ytlk wysd Baal went a-hunting (CTA4 12 34).
tbkynh wegbrnh Weeping she buried him (CT4 6i 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).!%’

Recognition of hendiadys
The presence of the poetic device in question can be determined from
the following indications.!*3

(a) Parallelism with a simple semantic unit. In Hab 2,6

Shall not all these utter ¢ taunt against him in scoffing derision of
him?

the expression mn v, lit. ‘scorn, riddles’, is matched by the
single term Sw», ‘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 Aer, 156.

158. See also T.O. Lambdin, Introduction to Bsblical Hebrew (London, 1973) 238-
40,



326 Classical Hebrew Poetry

(b) Non-repetition of (common) regent. As in Ps 42,5
TN NP3 With a shout of joyful thanks,

literally, ‘with a voice of joy and of thanks’, the missing repetition of
9173 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:

2 N2 M AR 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.!*°
(d) Lack of expected copula. As in Ps 50,20, lit. ‘you sit, against
your brother you gossip’:
a3 N2 2@ 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:

RN RAR "D When shall T 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 1, ‘together’ (as
in Ps 40,15), and word-pairs (sce below),

Perhaps the clearest indication that two words can combine to
form a single unit, namely hendiadys, comes from Isa 51,19.1%
There, the prophet refers to rwo events, but in fact mentions four—
or, rather, two sets of words in tandem:

TANTP N DY These two disasters have overtaken you
oM —Who can console you?
mawm e Destructive desolation,—
37MM 3YNM stabbing starvation
S8n 'y —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’.'%?

For example the word-pair onn // 7%, just // blameless’ (Job 9,20)
appears in the form

pwan P8 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’ (Job 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).163

Wright!%* 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:

‘Fmdya n¥nd 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) A4s surrogate for adverb

DVON DX MDY 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

Mmnoa mwnwd  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;
43,1b.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: vv. 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
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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-
hebriischen 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 I-III; Weiss, YBL 86 (1967) 416-23.

11.14 The ‘Break-up’ of a Composite Phrase
Definitions
By the term ‘break-up’ is meant the re-distribution of components of
a phrase over two parallel lines. For example, the phrase ‘innocent
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blood’, which occurs at least 18 times in Hebrew!%5 becomes:

D% M) Let us lie in wait for BLOOD,
DN 'p3% MIDYS let us ambush the INNOCENT for no reason,

in Prov 1,11.1% The device is used in Ugaritic poetry, too. The
expression bd Tm, ‘permanent slave’, of CTA 14 iii 127, becomes

bdk an Your SLAVE am I,
wd Imk yours permanently,

in CTA 5 ii 19-20.'7 It may also occur in Akkadian verse.!®
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.!$® 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.!’® 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,!”! 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 arkdti u paniiti, ‘lower and higher in rank’, of line 77 1n
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 Il 67, break-up of
alaku urhu, ‘o travel’, and likewise for dullam zabdlu, ‘to suffer work’, in Aer 11 2.

169. Whitley, 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.
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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 - & is broken up:

SN N ppw a8 The oracle of one hearing EL’s words,
TR D WK of one seeing SHADDATI'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:

YN 1958 ™MBY  FIRE devours before him,
n=n% BAON MINNY and behind him a FLAME burns.

The effect is merismus.!”2 Similarly, ‘heaven and earth’ in Isa 49,13;
Ps 89,11 etc.!”? Alliteration and assonance are created in Ps 107,11
when the name ‘El Elyon’ is split up:

SR WBNR MBR Y For they had rebelled against EL’s words,
YN3 YSY MY and spurned ELYON’s counsel.!”*

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 seeins 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 (n" »1m) at a happy, ripe age, old and full
of years and was gathered to his kin’,!”’ is split up and inverted in
Job 3,11:

MIDR DR XY % Why did I not DIE from the womb,
PRI SNRY® jvad  come from the uterus and BREATHE MY LAST?

172. Melamed: 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’,!’¢ underlies the couplet in Isa 27,2-3

Mo uyaenond  Pleasant VINEYARD, sing to it;
N MU 1, Yahweh, am its KEEPER.

Again, sbt dgn, ‘greyness of beard’,)”’ is broken up in Isa 46,4:

NI UR 3Dt Until OLD AGE I am the one,
930N R 13w W until GREYNESS will I be support.

Further, Isa 41,18 breaks up mdbr $pm, ‘desert of dunes’ (CTA4 23:4)
and Isa 47,7 echoes part of the stock Ugaritic blessing formula: ‘May
the gods protect you ... forever and always (‘d 7m).!”® Finally,
Prov 11,1

A NoYIn annn N False SCALES are taboo to Yahweh,
1187 7O AR 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. PRU V, 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. Jit spr, ‘letter
tablets’, see Watson, Bib 56 (1975) 275-76.
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Cross-references
CHIASMUS, HENDIADYS, INVERSION, MERISMUS, WORD-PAIRS.
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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.

Vigano, L. ‘Il fenomeno stilistico di Break-up di nomi divini nei testi di Ras
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Also Haran, VTS 22 (1971) 238-67; O’Connor, Structure, 108-09.112fF;
Whitley, UF 7 (1975) 493-99.

11.15 Enjambment

End-stopping
Before considering enjambment!”® 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.
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2 prm avn They detest me and stand aloof;
P71 1wNn-NS M  from my face they spare no spit. (Job 30,1010

In fact, end-stopping is almost inevitable in a poetic tradition (such as
Hebrew) which uses sequences of parallel lines.!®! 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:

PRY 0MY X1 Saw her, did the enemies; mocked
nNawR %Y 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 lines 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 line boundary where a deliberate pause,
according to grammatical and phonological considerations, would be
abnormal’.!#? 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.’!33
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: ‘Parallclism is, broadly speaking, mcompatible with anything
but “stopped-line” poetry.’

182. Leech, Guide, 125.

183. Chauman: 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:

NN AR NRT RD - As T have seen, those who plough iniquity
1P YBY W 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.

129 2 2R INT See how numerous are my foes,
MR DOA NNIYY  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:

Y 3N 5891 Will you speak falsely for God/
RN N3N 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.!3*

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.!® Since
the poetry of both Ugaritic and Akkadian is largely end-stopped, only
relatively few examples of enjambment occur. An example in
Ugaritic is

apnk ttr ‘rz Then Athtar, the High-brow,

y7 bsrrt spn ascended the heights of Zaphon.

(CTA 6 i 56-57)

Others are also to be found;!%¢ examples for Akkadian verse have
been collected by Hecker.!%’

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.

BIBLIOGRAPHY

(@) 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 Az I iv 225-226, ‘With
his flesh and his blood / Nintu covered the clay’ (as translated by von Soden, ZA4 68
[1978] 67); Ee I 4; Ludlul III 25-26 (text: BWL, 48) and BWL 74:63-64 (Theodicy).
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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 ‘The 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, Psaims 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) fterba ana bit Simti They entered the house of destiny
nisstku Ea eristu Mama  (did) prince EA and the wise MAMI.
(Aer 1 v 249-50)

(b) tnilm digh Give up, O gods, your protégé,
drgyn hmlit your protégé, O crowd,
tn b1 [wnnh] give up BAAL [and his attendants),
bn dgn artm pdh Dagan’s son, so I may possess his

gold. (CTA 2i 18-19'%8)

© YRY MM PYS When they cry, Yahweh hears them,
O%*37 aMM% 9092t and from all their anguish rescues them.
3% 3w M o Close is Yahweh to THE BROKEN-
HEARTED,
M MR RDT PNY 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.!%

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!®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%

PRI ARNRI RPN Y An appalling and shocking thing has occurred
in the land:
"W N33 o833 The prophets prophesy falsely,
DT 5Y 1T 5RO and the priests lord it beside them.

For study

Since very little research has been carried out on this topic the list of

texts will be longer than usual.

Isa 13,5; 23,11; 28,26; 30,6-7; 33,8.17.22.1%2 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.: Aer I iv 192-93; ii 57-58; vi 15-18; Erra I 1-5. Boadt:
1980 cites Ee IV 3-6; Atr 11 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, Yeremiah, 39.

192. For all except the first text cf. Irwin, fsaiah 28-33, 172.
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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):

2P AR Y Listen, you elders,
PNTT D2 9 N hear me all you living in the land:
20w AN RN Has the like of this happened in your days?
D2'M2AN 22 o81  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,’®> none has been devoted to
Akkadian material which also has its fair share. Occupying his
newly-built palace, Baal ‘asks’:

u mlk u blmik 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 Imikt an Am I king or am I not king?
(CTA 2iii 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 annitam sa 1a Enki ippus  Who but Enki could do this?
(Aer L 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:

étellima ana samé Shall I go up to heaven
tusa wasbaku ina bit nakkamti as if I were to live in a treasure-
house? (Aer 111 iii 48-49'%%)

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:

oo s e Is there iniquity on my tongue?
R P2 X9 on X 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).

Jour

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/1, 215.
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39'nm avno X911 Did you not pour me out as milk,
SNDPN 133301 curdle me as cheese,
MEAaOR AT Y clothe me with skin and flesh,
390D DY MY 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.!?

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

mpbr M2 npn s a prisoner taken from the warrior
@ny P8 3 DN or a captive from a victor rescued?
MmN DY For so declares Yahweh:
npr122°2w 03 Even a captive is taken from a warrior,
Bon P MpPSY  a prisoner recued from a tyrant.196

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.!"’

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 141 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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W3 R M8 Is there no balm in Gilead?
o 'R RBT-DR  Or no physician there?
AMoY K9 A1 (D) Why then is there no healing for my people?
WYTHI N0OR

Jer 8,22 (similarly: 2,14.31; 8,19; 14,19.22)."8 The pattern comprises
two consecutive lines beginning with 7 and ox respectively, followed
by a third (and final) line which opens with the word »». The only
other clear occurrence of this pattern is Mal 2,10 which is evidently
later than Jeremiah,!”’ 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:
IpY 2 BN Can one ask, O House of Jacob:
T M aepn Is the Lord’s patience truly at an end?
M9Opn MO9N DN Are these his deeds?
120 3T X1 Does not good come of the Lord’s words?
(Mic 2,7)
See also Joel 2,1.
2. As emphatic negation (or assertion):

DL oM Y3 2R Can any of the false gods of the nations give rain?
oo unowen okt 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):

nMo D MR Is there anywhere a deed of divorce by which 1
TONSY TR 0OBX  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:

BRP* 1YW Who is he that with his eyes can take him?
AR 3p>» owpa  Can you pierce his nose with barbs? (Job 40,24)

5. As motrvation. A rhetorical question sometimes provides the
form in which motivation is cast after an exhortation to good
conduct, as in

TIV IR R What your eyes have seen,
nm 299 83N 98 do not hastily bring into court.
R apen R )d What will you do in the end
TN 9NR 09502 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.?®

6. For irony. Ironic intent is evident in Ps 114,5-6

Dum'o oMo N What is the matter, sea, that you should run
away
MMRR? 20N 179 or that you should turn backwards, Jordan,
DY'R3 1PN B™AN or that you should skip like rams, Mountains,
NS %335 M3y like lambkins, you Hills?20!

For study
Isa 40,28; Jer 14,22; Ps 94,9; Job 37,20; Ps 88,11; Mic 4,6-8; Qoh 5,5.

Cross-references
CHIASMUS, IRONY, SECONDARY TECHNIQUES: EXTENSION, STANZA.
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11.18 Ballast Variant

The isocolic principle (notes on theory)

The feature of parallelism now known as ‘ballast variant’2? js a
corollary of the theory of balance?®® 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** For example:

oW men N The well which the princes dug,
OV 3™ MY the nobles of the people delved. (Nb 21,18.)

Here lengthier n°dibé ha‘am (// sarim) makes up for the lack of b’er
in the second colon. Schematically it can be represented as follows:

standard (balanced) couplet couplet with ball. var.
abe abc
ab'’c’ e b'c+d

(where ¢'+d // ¢)

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:

N3N o\ R %Y Upon the mountain-peaks they sacrifice
MER YR 9 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, 7BL 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 thetr counterparts in the
first stichos’: Gordon, UT, 135. This corresponds to ‘incomplete parallelism with
compensation’ in Gray, Forms, 76-83.94 (with examples).
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MO IN® 212 For very great is his army,
M3y DY > powerful, who carries out his command.
(Joel 2,11)

Here ©sé d°baré in line two = mahnéhi in line one; and rab m*’od of
line one corresponds to ‘dsim of the second colon. (Schematically: x
at+b ¢ // 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,

N9 oAy Why is his chariot so slow in coming?
IR WYD MNP Why does the clatter of his war-wagons tarry so?

(ss 5,28)

Since labo’ (or its equivalent in meaning) does not reappear in the
second colon, the longer expression pa“mé mark®bétayw is used
instead of simply one word (e.g. markebotayw // rikbo).

Quite frequently such pairs are in fact word-pairs of the type ‘ah //
bné ‘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

™D 28D %33 Save yourself, like a gazelle from the Aand,
2D D BN or like a bird from the hand of the fowler.
(Prov 6,5)

the lengthier yad ydqis // yad. This type of repetition was termed
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‘expanded repetition’ by Freedman—Hyland?® and can be symbol-
ised as a // 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:

oMI3 3Py MR M And the remnant of Jacob shall be among
the nations,
DIN OMY 2P in the midst of (the) many peoples.
(Mic 5,7206)

Also: Ps 47,4 (tht // tht rglynw); Prov 8,20 (b // brwk); Job 16,4 (b //
b°mo); Isa 65,4; Ps 104,10; Job 30,6f; Prov 26,13; Lam 1,3 (b // bén);
(b // b*‘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°gereb // b¢ in Isa 6,12-13; Hab
3,2. Another instance is Isa 5,2:

DINS 90 1AM He built a tower within it.
12380 3p 0N A wine-vat, too, he dug i it.

(similarly Ez 32,25 and note b6k // b¢ // b° in Ps 135,9). Other
examples: tahat // b° Job 34,26 (‘among, in’); Ez 17,23; Job 40,21
(‘under, in’); b°mo // b° Isa 43,2; Job 37,8; k*mé // k¢ Isa 33,4;
Ps 78,69; Job 41,16; Song 6,10; ‘smmén // ‘im Ps 83,8.207

5. Reversed ballast variant. Here again the expected order is
inverted

nar aman WwNT 9Y  On the Aill+ops they sacrificed
MR NN and on the Aills 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 9 with the afformatve ending -»’ 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:

NN 3N pYb ook Those saying to the tree (m):
‘You’re my father’;
UMM PR AR and to the stone (f):
‘You’re “my mother”’. (Jer 2,27208)

And, with the same word-pair: Isa 60,17; Hab 2,19.2°

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

7R phwnst 1 will cast you on the ground.
TOBR TN D %Y On the open field 1 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 (sok, ‘covert’ // m*ond, ‘lair’), chiasmus
and possibly gender parallelism in Ps 76,3

Do oowssn  Sited was his covert (m.) in Salem (m.?),
MR MNP 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?!® as in

oo M 9o Reign, shall Yahweh, for ever,
M Y PR 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 1 and I1.

210. An example from Ugaritic is CT4 4 vi 29-31:

tikl ist bbhtm the fire consumed /7 the mansion,
nblat bqrb hklm the flames in the midst of the palace

where on the sixth and final day of burning, b // bgrb replaces b // 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.?!’ These include the simple
ballast variant:

trhs ydh btlt ‘nmt The Virgin Anat washed her hands,
usb th ybmt limm her fingers, the progenitress of peoples;
(CTA 3B ii 32-33)

the expanded repetition: sd // §d ddh (‘field, field of her love?’, CTA
24:22-23); ballast prepositional pair: b // bgrb (‘in, within’, CTA 17 i
26-27; etc.) and epithetic parallelism: 57 // rkb ¥pt (‘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.?!?

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.?!3 A particularly striking instance is

igisé Sulmdni usabili Gifts, presents, sent
Sunu ana $ésu 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, BWL, 320. Note
that Kugel, /dea, 4548 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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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.! 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. III: Further
Illustrations of the Principle of Expansion’, UF 12 (1980) 311-16.
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related’.? More succinctly, the tour is an extension of the word-pair.
For example, in Job 4,10-11

R PaRY The lion’s roar,
Sne MY the fierce beast’s cry,
WRIDMEo WY —but the whelps’ teeth are shattered;
5B A R U the big-car wanders with no prey,
1TBNY XY 1 the lioness’s cubs are scattered,

five parallel terms for a lion 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 t5rpnn with fire she burnt him;

brhm 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, CTA4 6 v 11ff. Tours occur too in
Akkadian poetry.*

Further passages in Hebrew include: Isa 35,5-6

Q™Y W MINPBN IR Then, the eyes of the blind shall be opened,
INNDN DN N and the ears of the deaf unstopped,
Db MR2 X5 R then the lame shall leap like a deer,
oo% NS M and the tongue of the dumb shout aloud.

Also Isa 1,11.16-17; 3,2-3; Job 18,8-10 (sec WORKED EXAMPLES,
12.4); 19,13-15; 28,1-2.15-19;5 41,18-22.5

2. Watters, Formula Cruicism, 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 four 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 vv. 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.
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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 7ot 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.’

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 Erra;? also:

pisannatika $eka kasapka buseka Bring your chests, your barley,
your silver,

makkirka ana al dannitika sarib 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,

$ql trm felled bulls,

wmri ilm and fattened rams,

‘glm dt $mt calves, one year old,

imr gms wilim skipping lambs and kids.

(CTA 4 vi 40-43%)

In Hebrew:

PN R D For there is no truth,

<pn WY and there is no piety,
PANRD OYOR P WY and there is no knowledge of God in the land.
(Hos 4,1)

7. So Thiering, 7SS 8 (1963) 191.198-99; see above under MERISMUS.

8. Erral31-38.62-70; 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° 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 1 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 namtara [utuk]ka rabisi lemnite

Sipir Enlil Sunu

Demons, destiny-devils, spectres, ghosts, fiends:
they are creatures of Enlil. (CuthLeg 67-68'1)

From Ugaritic:

adr tgbm blbnn The finest ash-trees from Lebanon,

adr gdm brumm the finest sinews from wild-oxen,

adr grnt by‘lm the finest horns from goats,

minm bqbt tr tendons from a bull’s hocks,

adr bgl il gnm the finest stems from vast beds of reed,

tn lker whss give to Kathiru-wa-Hasis:

bl gst I'mt so he may make a BOW for Anath,

qs‘t lybmt limm ARROWS for the sister-in-law of nations.
(CTA 17 vi 20-25'2)

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

DR M5 (M8 S5 W] The chief of all things necessary for the life of
man;
MO OMY YN O are water and fire and iron and salt,
w2 351 (R 3%n]  and flour of wheat, and milk and honey,
NN Y BT the blood of the grape and oil and clothes.
total
2w e [A%]8 92 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 CT4 14 i 14-21 (total: 21-23); 14 i 52-56 (and par.).
13. Strictly speaking Sir 39,26-27 has both an initial and a final total.
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3. Lists with initial total. Examples in Akkadian and Ugaritic are
neither numerous nor clear; note

stnmiStu burtu buartu Suttatu hiritum
Woman is a pit, a pit, a hole, a ditch.!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
MM 351 D Truly they conspire with one mind
NI NAM2 TSP against you they make a pact:
list
ohRYOY 51X 9nR - The tents of Edom and the Ishmaelites,
D™MIM 3R Moab and the Hagarites,
poBY 1wP1933  Byblos together with Amalek,!?
¥ aer oy Meop  Philistia with the Tyrians,
DY MO MR DY even Assyria has joined them,
B 3%y R 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 Ugaritic!® and, of course in Hebrew, notably
in the Song of Songs.

A description of the god Ninurta!” uses the set: ‘head, face, cheek,
hair, hands (both right and left), chest, body, right foot, left foot’.
Other examples are known.!* 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’, UF
3 (1971) 117-30.

17. Cited UF 3 (1971) 119-20; cf. Kocher, MIO 1 (1953) 57-107.

18. See Kocher 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 ‘tert tsmh whose beauty is like the beauty of Athtart,

d‘qh ib igni whose eyeballs are lapis-lazuli gems,

‘p'ph sp trml whose eyelids are bowls of onyx.

(CTA 14 iii 145-481%)

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 ummani Suniti To those craftsmen

libba rapsa iddinsuniatima  a vast HEART he gave them,

iSdisunu [ukin] their FOUNDATIONS he made firm,

uznl Sruksunitim UNDERSTANDING he bestowed on
them,

qatésunu ulalli their HANDS he made perfect;

(Erra 11B 19-20)

where the literal meaning of ‘foundations’ and ‘understanding’ is
‘lower part of the body’ and ‘ear’ respectively.?® In Ugaritic there is a
stereotyped passage which occurs three times:?!

him ‘nt tph ilm Suddenly, Anath spied the gods,

bh p'nm t1; at that her FEET stamped,

bdn ksl ttbr round about her LOINS she burst,

In pnh td* above, her FACE did sweat,

tgs pnt kslh she contracted the JOINTS of her LOINS,
ans dt zrh the MUSCLES of her BACK.

tsu gh witsh She raised her VOICE and screamed.

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 Arr Il iv 12-18.

21. CTA3Diii 29-33 // 4 ii 16-21 // 19 ii 93-97; the last passage is preceded by the
sequence nps, brlt, ap, ‘life, breath, nose’. On this passage cf. de Moor, UF 12 (1980)
427-28; Pardee, BO 37 (1980) 277.
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uwayp  Winking with his EYE,
%3991 stamping?? with his FOOT,
PRYa8X2 B pointing with his FINGERS,
1993 Moenn  subversion in his HEART.2

Also: Isa 30,27-28a (nostrils, liver, lips, tongue, breath, neck, jaws);?*
32,3-6 (eyes, ears, heart, tongue; kidneys, heart, throat);?* Pss 115,5-
7 (mouths, eyes, ears, noses, hands, feet, throat); 135,16-17 (moutbhs,
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)® 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).”’ 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?® 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* 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 tml! i§dh 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 111, 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, lps); 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. CTA4 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,®® the Keret Tale’! and the trio Gen 49, Dt 33 and
Jgs 5.3 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.*3

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.>*

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 + fpattern has been inverted tom + £/ m + £

30. Erra IV 7-11 (note the total in line 6).

31. CTA 141 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’, 7S 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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el o»n M They will be life (m) to your soul (f),
TR% M 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:

PR PRI MY Y Doer of marvels (f) but scrutiny (m) there is
none,
20D PR W MRODI  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.>> 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.>®* 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 5Y // & (‘earth //
dust’) found many times elsewhere?” as well as in Ugaritic (as ars //
‘pr) becomes:

BenI DY NN Y9 For our neck is bowed down to the DUST,
13312 PN P39 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 CTA4 17 v 8

ydn dn almnt He judged the WIDOW’S cause,
VIpt tpt ytm he tried the ORPHAN'S case;
with CTA 16 vi 49-50:
lpnk ltslhm ytm You do not feed the ORPHAN in front of you
b‘d kslk almnt or the WIDOW behind your back;

35. For the debate see Dahood, RSP I, 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; 22,30; Prov 8,26; Job 14,8; 39,14; see
Gevirtz, FNES 20 (1961) 41-46.
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where the stock sequence almmnt // ytm 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:

IWMI N 00 NEY A fool’s LIPS bring strife,
NP MIRSRY DY and his MOUTH invites a flogging;
% PR 905 a fool’s MOUTH is his ruin,
Wwel v BN 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).38

It is noteworthy that the /lower/ parallel to /higher/ sequence in
number parallelism is never inverted.>®

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:
MY A AR no birth, no pregnancy, no conception.

Staircase parallelism
Normally, the vocative comes after an opening imperative (or its
equivalent), as in Jer 31,21

S nN3 B Return, O Virgin Israel,
TON MY ON DWW 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:

N e MY MY Sing to Yahweh a new song,
PIRA 9 MY M 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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M DY AR Y9N Praise the name of Yahweh,
AN 2P 99N praise, O servants of Yahweh

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 stages*! 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, 11QPs? 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
Styhstic Pattern’, Bib 63 (1982) 506-23.
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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.!
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,? 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.? 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 14* and has been transmitted within the
framework of a ritual. The ritual need not concern us, but the prayer
itself (rev. 11-17a) is prescribed for a particular occasion (lines 9-10):

kgr ‘z tgrkm If a stalwart attacks your gate,
qrd hmytkm or a warrior your walls,

namely, when the city is under enemy attack. Furthermore, the
words were to be recited in a particular posture:

‘nkm bl tsun You should raise your eyes to Baal.’

The prayer then follows:

1 ybim O Baal,
al tdy ‘z ltgrny drive off the stalwart from our gate,
qrd lhmytny the warrior from our walls.

11  ibr yb' nsqds A bull-calf, O Baal, we will set aside,®
mdr bl nmlu the vow,’ Baal, we will fulfil;
d(?)kr b niqds a male,? Baal, we will set aside,
htp bl nmilu the crush-sacrifice,’ Baal, we will fulfil.
Sre bl nsr Libations, Baal, we will libate.

1 gds b nt To the sanctuary, Baal, we will go up,'®
nebt bt b nelk 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’.!!

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 priere a Baal des Ugaritains en danger’, CRAIBL
1972 (1973) 693-703; B. Margalit, [A Ugaritic 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 jitpu-sacrifice thus apparently involved destruction of the
victim by repeated blows with a stick; cf. P. Xella, ‘4¢p = ‘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, 7S 14 (1953) 87 and
Psalms 111, 221.225: ‘But (he) shall drive back his foes from the gate’.
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throughout (b7 eight times in the space of only 10 lines; gds, three
times), but the sentence structure remains identical for stanzas II and
III. Alliteration is at its strongest in the last couplet (b, /, 4, 1, t) in
combination with wordplay (b1—n‘l and perhaps ntbt—bt) of a
rather elementary kind. The first couplet has both lines ending in -ny,
forming simple end-riyme; the alternation of line-endings in stanza
1I produces a similar effect. Other points to be noted are the anacrusis
at the beginning of the prayer (extra-metrical yb ) and the abc/b'c’
pattern of the initial strophe. Stanzas II and HI may in fact form one
unit: b is repeated throughout, and only in line 12-13 is it preceded
by vocative y- as in the opening stanza. The word-pairs ‘z // grd, and
tgr // hmyt (which occur in the same couplet) have counterparts in
Akkadian'? and Hebrew!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.!
More conveniently a complete study of a hymn is readily accessible
(in English) where attention is paid to poetic technique.'

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. garradu dafnnitu] // bél emfigqi], ‘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 (Mdunster, 1971). See now her ‘Philologische Bearbeitung
des Agusayahymnus’, R4 75 (1981) 1-18.

15. W.G. Lambert, ‘The Gula Hymn of Bullutsa-rabi’, Or 36 (1967) 105-32, pls.
VIII-XXIII. See, too, the additional comments by Barré, 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 8m 19,1: David’s 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:

"3 owaN 32 1la My son, Absalom, my son, aba
DO¥aN 3 b my son, Absalom! ab
TR IR L - ¢ If only I had died in your stead! cdef
sasaodwar  d Absalom, my son, my son! baa

1a is an ‘aba monocolon’, often used to open a poem. It is used as the
first line of the couplet lab which combines ginah-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 Ic. The final line simply varies the word-order of la.
An extremely abbreviated form of the dirge occurs in 2 Sm 19,5;

DOPaR 32 My son, Absalom,
M3 3 DA Absalom, my son, my son!

This couplet is, in fact, identical to 1b and 1d 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 reperition so
skilfully that there is no monotony. Note the alliterative elements in
1c (perhaps based on the verb niv, ‘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, 0f 10 lines (tricolon, couplet, monocolon, quatrain) and II, of 7 lines
(monocolon, monocolon + couplet, tricolon). Two short /ists, one in
each stanza, help fill out the poem.



364 Classical Hebrew Poetry

tadaARa bt I1
5D oy 9 390
D™sD RY

PIDD DS MR N
131D DB OMIND 20

DWINN3 DMSL SNopad 2
AR PN WON
MY PN

1Y Y
fpilpinale Ry inlpiatal

1293 DML M Apan I3
YYaN N

DR 9K TY9ONM DR AT
DOV 9N PIaRN 5N

[a)ahi=Bah Righlall 4
YD DYWIIR 3
D3 S 1 oM

PR3N MR PTIRT ONS

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  Andemptied 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.



Appendix— Worked Examples 365

4 D 1Ishall 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,!¢ the translation is unequivocal.
Curiously, the gender of o™3s» is masculine throughout, though
normally names of countries are feminine.!” 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:!®

aly ttei ali City with city,

bitu itti biti inakkir house with house will be hostile,
abu ittt 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 o™ occurs six times (It 4%; 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 Master. ..’
which repeats the word ‘Master’ used in the final tricolon. Similarly,

16. The verb *no0ab in v. 2 is usually derived from b, (pilpel), ‘to goad’; it may be
cognate with Akk. séku (zdku or suaku), ‘to pulverise (drugs) (cf. AHw, 1013)—a
meaning which also fits Isa 9,10. The verb 70D (v. 4) is discussed below. Note the
simphfying textual vanant *naooy, ‘I delivered up’, attested in the Geniza Fragments
—cf. Goshen-Gotistein, 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 “noo>d and N5t seems to have been
dictated by their quasi-keyword function. The derogatory expression
DX 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)!® the confines of which are
sharply contrasted with Yahweh’s freedom to travel freely and at
speed (v. 1).20

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 <o // R (v. 4) equivalent to Ugaritic?! and the
distant parallelism linking B with B’ by the split word-pair nm // 335.22

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.??

MRS "2 N PR TIRDI TR I 1
N 2a

DM T 9N DY WD b

N2 T 0N DY YD c

1M TR TN I IR 1IN 12 d
18I M BN I 3a

NI YA 3N YD b

NYHI "H Y P3N 4a

DYSNYR AhR b

YIRS AR c

19. Dahood, Bib 52 (1971) 350-51, identifies the monarch here as Death in view of
Song 8,6 and considers the verb 13D to be a byform of =10, ‘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 // 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 suggests *~ here may
mean ‘my’; Dahood prefers: ‘who art enthroned’, the final -i being an archaic genitive.
The difficulty is the presence of both the defimte article (either as a vocative or a
relative pronoun) and the suffix. On the centripetal 9 in 4a, here expressing
dissatisfaction, see T. Muraoka, ‘On the So-called Dativus-Ethicus in Hebrew’, ¥TS
29 (1978) 495-98 (esp. 497). In 4a b3 may mean ‘throat’ (so Dahood), in which case,
congruity of metaphor is operative (Dahood).
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11 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,
so0 arc our eyes on Yahweh our god, till he pities us.

311 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) 1 mm
1330; anacrusis (2a) "N (and perhaps 3b: 0); the> ... 5. .. 2 «tricolon
with its double simile (2bcd). There is also repetition: ‘eyes’ (4X); ‘on’
(>% also 4x); ‘to have pity’ (3X); *hand, to be sated, contempt’, 31 and
5 (each 2x). The pronominal suffix occurs 152* times in the space of
only 39 words. The repetition of the root 330 in 1 and 131 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, ] 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 -n4, and the
same suffix (-¢ni) breaks up the lengthy final line of the first stanza
into three:
ken ‘énénii
‘el yahweh *lohéni
‘ad seyyhonnénii.

24. See note 23.
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Also present may be a combination of allusion and wordplay.?’ 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.

S MY 10a My love answered,
it~ 1] b to me he said:

€ wp ¢ ‘Up now
Val>Aiay el d my pretty darling,
7 o e come on!
» 1lla For
=)ol i =talip o the winter is past,

19 921 /%0 owan b the rain is gone and done with.

PRI RN DIRIN 12a The blooms can be seen in the land,
PAIR T Y b ‘scale’ time is near,
DI NN I ¢ and the turtle-dove’s voice can be heard.

MID NBIN MINAT BEINDY 132 In our land the fig ripens her fruit,
1% 1303 DD pUusIm b and the vines in blossom give off scent.

rAi~}) ¢ Up now
MBS YN d my preuty darling,
T o 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 10cde and
13cde. In addition, there is the introductory couplet 10ab (‘In answer
my love said to me’) showing 10c to 13e to be reported speech.
Whatever its relation to the rest of Song?® there can be no doubt that
10-13 comprise a self-contained unit.

2. Segmentation. Aside from the introduction (10ab), the poem
comprises two unequal parts: 1lab 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 10ab) consists

25. For details cf. Dahood, Psalms 111, 209 (on 3b-4a).

26. See especially J.C. Exum, ‘A Literary and Structural Analysis of the Song of
Songs’, ZAW 85 (1973) 47-79; she considers our stanza to be part of the longer poem
2,7-3,5. Shea, ZAW 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 (10cde)
couplet (11ab)

tricolon (12abc)
couplet (13ab)

tricolon (13cde)

3. Inner-strophic analysis. As noted, 10cde 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:%’

o Up now, my darling,
9091 NeY my beauty, come on!

If it is a tricolon, then the expression *na* N~ would be hendiadys:
‘my beautiful companion’ or the like.

After anacrusis (of *2), I1ab is a parallel couplet in 3-beat metre.
The letter 11 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 1398, cf. last word of 12), the rhythm
changing to two beats in 12b and 12c. There is wordplay in 125 (2t
= ‘pruning’ or ‘song’)®® and assonance in 12c (g6l—tér) which
verges on onomatopoeia. The strophic pattern seems to be ABA . It is
difficult to decide whether the last word of 12, 12¥"%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.?’

Link-alliteration between o»Bin - nb in 13ab functions (as in
11ab) 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 “>n followed by > + pronominal suffix’. It is used in the

27. If this is the case then the poem (minus 10ab) 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 12¢ balancing N3 at
the end of 12a.
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opening and closing strophes, and significantly at 11b 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 nouns particles
™R to go 8 land (f) mIn see!
91 to vanish 1B) vine (f) » for
¥33 (Hiph.) to arrive oY) rain (m.)
M3 to give % voice (m.)
M3y to pass on n™ scent (m.)
DY to rise mRn fig-tree (f.) adjectives
XY to see " turtle-dove nB* beautiful
Yo to hear (f. and m.) (here £)

Table of Rare and Unique Lexical Items

very rare unique to poem
»In to be ripe (?)¥ "B song, or pruning (m.)
[also Gen 50,2.26]
910 blossom?! (m.) D winter (m.)*?
[also Song 2,15; 7,13] Mb unripe fig ()
™M companion (f) [also Song %3 blossom (m.)—the normal
1,9.15; 2,2; 4,1.7; 5,2; 6,4; form is either 13 or fx333

and Jgs 11,37 (Kethib)]
Ny time (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

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 ™ND; again an East Semitic item (Old Aramaic, Jewish-
Aramaic and Syriac).

33. Note in Hebrew, as in Ugaritic, an - afformative 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 nv, a late form) and
showing his erudition. A measure of his skill is the fact that the
central word to the whole poem, 2'st, is an ancient Hebrew word,
used in the Gezer calendar,** 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’).**

6. Synthesis. The poem is crafted in a combination of learned
choice of vocabulary, skilful exploitation of technical devices and
neatly balanced structure.

Ps 47

1 f3 Wwpn oern 95 All you peoples, clap hands, 2
31 9pa oY win - shout to God with joyful voice,

N3 19 M ' For Yahweh is awesome Elyon, 3
PR 52 9P O3 91 a great king over all the earth.

11 3nnn oYY 95T He made peoples prostrate 4
under us,
19931 1N oeNS1 and folk under our feet;
13R5n3 MR 139 N2y He chose for himself 5
MR YR 3P NI NN majestic Jacob whom he loved.

111 TYMP2 2R A%Y  On high went God to a shout, 6
"W P2 M Yahweh to a trumpet call.

v mr onox Mot Sing, gods, sing! 7
Mt 1955 1t Sing to our king, sing,
PN 90 791 %2 For he is king of all the earth 8
S it 9% Gods: sing a master song.

A% DM Y BYOR 152 God is king over nations, 9
WD RDI 5P 22 BOR God is sitting on his holy
throne.
03N 19N B DRI DY 3™ The peoples’ gifts are collected 10
for Abraham’s god,
oD ARG PAR 30 DR9RY D for to God belong earth’s
presents, as a huge offering.

34, Approximately 10th century BC; a cognate to 20! occurs together with gpn,
‘vine’, in the Ugaritic poem-ritual CTA 23:9 yzbrnn zbrm gpm, ‘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.>

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

abc
b ¢
where ¢’ is an expanded form of ¢ (see below on expletives). For
example, v. 4:

RN DY (A
137929 PRN DR

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:

= yv, 2-3; I = 4-5; Il = 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 2,
‘because’:

I v

80 WpN oY 92 MR oON et

M7 9P BVORD WwMIn AT 130519 st
=) =)

N3 IR M YRR 90 TN

PART 90 5P 9 en S o oOR

36. For a recent study of the Ps., with good bibliography, cf. J.J.M. Roberts, ‘The
Religio-political 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 b4’ (130 n. 9)
but it is attested in Gen 13,11; 1 Sm 13,2; 2 Sm 24,12; etc. V. 10 &Y = ‘toward’ as in
Ug. (so Hillers apud Roberts, 131 n. 12); although normally fem. 3¥13 is here the
equivalent of N33, ‘free-will offering’, Akk. nidb# (from Sum. nindabu), ‘special
offering’ (AHw, 790), parallel to 121, which corresponds to Ug. mgn, ‘present’. In such
a context, therefore, 193 derives from 75y 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’.
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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(II)-C(III)}-A'(IV)-B'(V). Note
that 5o, which probably marks a major division, occurs just before
the central bicolon (III).

Poetic devices. The most frequent word is 218 (8X); next comes
ar (5%, plus 4 synonymous expressions: "B/ Mp3, p™n, 52 PN,
myn). Of more significance are the keywords 772 (4X; cf. 5y 2w w-p
NDD), DY (4X, also oN%) and PR (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 (o cf. oNY) but it acts as a connector with o'»y¥ which
occurs at both the beginning and end of the poem. Note, too, 3p
acting as a tie with the last verse where cnn2x is mentioned. The pair
nnn and 921 A0 also lend cohesion to stanza II. Repetition of ™1
increases the value of 93 (3%).>” The twin repetition of 7%y (middle
and end of poem) reinforces the divine title *5» and is echoed by the
preposition 5y (3X).

The ballast variant (or expletive) is most evident in v. 4 %37 pnn //
nnn. The same principle is operative also in vv.3, 5 and 6 (as
mentioned above, on strophic patterns). Note further wp 8p> 5» ser
as a parallel to the single word 7>»; the expansion in v, 5 3py* &2 37N
"X and the expression 9'own it which is paired with ™. Stanza-
chiasmus in the form of an ABB'A-pattern obtains in vv. 7-8:38

(pagan) gods s ap ]
our King nohe
King n
(pagan) gods DON

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, t0o, =3~ in 13927 and -H5= in 2own,

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 vv. 7 and 10) and the
structure he proposes is as follows: Summons I (v.2)—Execution I (vv. 3-6)—
Summons II (v. 7)—Execution II (vv. 8-10a)—Execution III (v. 10b). Van der Lugt,
Strofische Structuren, 262-65 proposes three stanzas (vv. 2-5; 6-9; 10).
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It is also one of the shorter sections in Job and so suitable for
inclusion here, in spite of some philological obscurities. The date is
approximately the sixth centuryBC.3* The methodical analysis which
follows is more or less modelled on the procedure set out in METHOD.

1. Delimitation. There is no problem concerning the beginning and
end of the segment of poetry. In 1, Bildad is speaking (‘Bildad the
Shuhite spoke up in answer’) while the next chapter begins with the
words of Job (19,1). Stanza-division by content seems to be:

I 2-4: introduction
I 5-7: extinction of light
111 8-10: traps

1AY 11-14: disease
\Y 15-19: family destroyed
VI 20-21: conclusion.

For further discussion, see below.

2. Segmentation. Almost all the strophes are couplets. Exceptions
are 18 and 19, which are tricola and 5-6, a quatrain. Problems are
presented by 4a which may be a monocolon, but could belong to
either 3 or 4bc—and by 11.

3. Inner-strophic analysis

stanza I (2-4)
PomS s R Ny 2a How long will you set traps® for words?
N34 NN 13NN b Consider, and after we’ll speak.

s wawnI v 3a Why are we reckoned as cattle?
D3P 1MBB) b (Why) are we unclean*! in your eyes?
DRI WD 97k 4a Cutting his throat in his anger*?
iah =it alabiZaphl b Would the earth be abandoned for you?
IIPHS MY PP ¢ Or a rock be moved from its place?

2a opens with the formula mix 7 (also 19,2; etc.) in anacrusis. 2ab is
poor quality poetry: there is no parallelism; but } occurs six times. In
3ab the word-pair 8od // mwn3 breaks up the legal expression
mmRa Aoy, ‘unclean beast’®—and 4a probably belongs to this
strophe. Good synonymous parallelism first occurs in 4bc in combi-

39. For discussion of the date see the commentaries.

40. Akk. ginsu, ‘trap’ (so Pope).

41. Taking nop = NoB.

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.
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nation with alliteration (2 p 7 »*). The word £pn recurs in 21 to form
an envelope figure marking the limits of the poem.

stanza II (5-7)
wrawen DY Sa Even the light of the wicked is put out,
WK 20 N RN b his fire-flame will not shine;
VAN N R 6a light is darkness in his tent,
T O N b and his lamp over him is put out.

N MYE MY 7a His powerful strides are shortened,
PNY oYM b his schemes cast him down.

5-6 forms a quatrain linked by repetition of 7» (5a, 6b), repeated use
of words for light (71 wx 332 ") and the sounds &1 (7). 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: ™7 13I8 X
211, There is alliteration between 1% “p3a and N3y,

stanza I (8-10)
> 8a For
191N MRMD nhY he is cast into a net at his feet,*
T5nMe 13w S b and over a pitfall he walks,
nB 3PP MR 9a is seized on his ankle by a trap,
oYY 1P P b a snare grabs him.
Han paR2 ot 10a Hidden in the ground is a rope for him,
) 2} I R il bl ad] b and a gin upon the path.

8ab: Anacrusis of 3 is followed by two 3-beat lines. A tour of six
successive synonyms for trap (Da2%2 9an oyl ne oo nem) links 8-10
as a single stanza.*** Alliteration in 9 is based on the word pm ‘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 1V (11-14)
PRS2 Y2 322 1la Around do frighten him Terrors,
19395 1M b at his feet a-chase.

44. Unless 12272 means ‘on the spot; instantly’ as in Jgs 5,15—cf. Gerleman, ¥SS 4
(1958) 252-54.

44a. For a closely similar tour in Maglu III 160-64 cf. Lichtenstein, JANES S (1973)
257-58.
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1383297 1 12a Despite his wealth he’s famished,*
WIXY 191 TR b calamity ready for his stumbling.
MW M2 908 13a Consumed by Sickness is his skin,
DI M3 ™I 2ONe b does consume his limbs Death’s Eldest.
Man YNND PR 14a Ripped from his snug tent,
faMta i e vl = PR ia with gl b brought before the King of Terrors.

11ab is a ‘pivot-patterned’ couplet (with silent stress) functioning as
stanza-opener. In 12 the word-pair "N // % occurs. Wordplay is
exploited in 13, in the guise of repetition: 13 // ™3. In 14b M2
forms an envelope figure with the same word in 11a, marking off the
opening and close of the stanza. The letter  occurs 4 times in 14.

stanza V (15-19)
Sam oRR3 own 15a In his tent, fire is set,
MBIy MY b oon his abode, sulphur scattered.*
W v hnhn 16a Below, his roots dry up,
D N9yt b above do perish his branches.
PN 3B IR MD 17a His memory perished from the earth,
YiR D O 1S o X b he has no name in the street.
N P 18a He is thrust from light
b alvl b into darkness,
Y anm ¢ driven out of the world.
M N? 192 He has no offspring,
WY 193 8N b no descendant among his people,
TINDI T PN ¢ no survivor where he used to live,

15ab: the imagery of destruction is underlined by use of gender-
matched synonyms (see on 10):

‘tent’ (m.)—‘fire’ (£)*8

‘abode’ (m.)—‘sulphur’ (f.)
again with mismatch of genders. In 16 the poet has rejuvenated an
old saying® by imaginative use of alliteration: w>* ™ and
SiSvow. The word-pair ‘above // below’ constitutes merismus. In
context the word-pair 2*3p // v~ is intended metaphorically. Yet
another word-pair serves to link the two cola of 17: ow // 95, 18abc is
a chiastic tricolon with an ABA’ pattern, the central colon relating to

45. Reading 12 2y (shared consonant or haplography).

46. So Dahood, Bib 38 (1957) 312-15; the final 5 of the first colon is transposed to
the second as emphatic lamedh 1n A™; MT 12 ¥931 is repointed to *mabbel (from 923),
meaning ‘fire’.

47. Here =3p (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 753 // M also found as a unit elsewhere.>

stanza VI (20-21)
DUNN DI WP SY  20a Appalled at his day®! are Westerners,
WY ANR DU b Easterners, horror seizes.
S Mown MOX R 21a Surely such are the dwellings of the
impious,
58 Y N5 DIpDL N b this is the place of ‘he-knew-not-God’.

20 is a couplet marked by both chiasmus and the polar word-pair
oromnN // evomp which combine to depict merismus, "y // oY is a
further word-pair.

21 brings the poem to a close with a bicolon, the dominant strophic
form.’2 It may be accidental that the poem comprises 2 X 22 lines.
Note the (feeble) wordplay: Sx-nox.

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 "3~ 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 PID
b
3a
b
4a Dalu]
b
c oIy
Il Sa it pHal
b UR 2w
6a pall TR MR
b =3 M
7a PR T8
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 + gemtive
// construct + finite verb; see Grossberg, ¥BL 99 (1980) 483-84, and section 6.6, above.
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PLACE TRAPS LIGHT/DARK CALAMITY OTHER
11 8a nem 92
b ol
9a ny mN
b ovas
10a PN 9an
b iyl a)
v 11a mnoa 51

12a a NN
b -l!N

13a An]
b | gitala}ielel

14a SR

b s
\Y 15a SR Y pntal
b ms fakal=}]

17a PR
b lglal

18a 1IN
b San

VI 20a
b MmN
21a jinl'7zn}
b oD

Synonyms for PLACE (or dwelling-place) are distributed throughout
all six stanzas, giving the poem its basic unity. The word oip» (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 IIl, 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 features’> and
contains some unresolved difficulties which present a challenge to
the advanced student. Furthermore, it can be precisely dated; the
information provided in vv. 1-2 points to the date 605BC. Analysis of
the poem will follow the procedure and sequence outlined above in
the section on METHOD.**

1. Delimitation. The two prose sections vv. 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%°  bicola: 3ab
4ab
tricola: 4¢de Sbc
Sdef 6ab
9abc 6cd
1labc 8cd
10ab
monocola:  Sa 10cd
5g 11de
(Sh) 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)
T NB Y 3a Prepare buckler and shield
noronh wn 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 (Cambndge, Mass., 1973) S8, 79, 81, 108f, 112f,

54. Sec conveniently J. Bright, Jeremiah (AB 21; Garden City, 1965). Note also R.
Bach, Die Aufforderungen zur Flucht und zum Kampf im vorexilischen Propheten-
spruch (WMANT 9; Neukirchen, 1962).

55. Unless two couplets; see below.



380 Classical Hebrew Poetry

D'ODN MON
owWnen Y

4a Harness the horses,
b mount the stallions;’¢

DW3193 1%
DB P
PPN WIS

¢ In position, with helmets,
d polish the spears,
€ put on armour.

3ab is a structural bicolon, with no real parallelism; the repeated final
-a sound creates end-rhyme. The word 135 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 (¢-00—D), but not
marked. 4cde is a clear strophic unit in triple parallelism. Note
assonantic &'noan . The N~ ending of the last word (nymon)
breaks the succession of o> terminations, providing a surprise effect,
perhaps to mark a minor structural division.

stanza II (v. 5)

PN VI Sa What did 1 see?
=N aiplaiaty b They are daunted,
pliatf=phla} ¢ turning back.
Pt BrIAN d Their warriors hammered,
DS DI e in full flight.’”
1321 X f not even turning,
9P L g Ambush all round.’8
MR DN h Oracle of Yahweh.

5a is a monocolon introducing a change of topic. Strictly speaking
Sbc is a single line in parallel with 5Sde:

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 5f 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'app “uB—32). 5k is also a stock
formula, here probably indicating a minor poetic division.

stanza I (v. 6)
Son D SR 6a The swift cannot flee,
1237 1YL SN b the warrior cannot escape.

PRB S T 5 N ¢ Up North, by Euphrates River,
“EN s d they have stumbled and fallen.

6ab is a couplet in perfect parallelism; the rhythm is now three-beat.
In 6¢d, on the contrary, there is vertical parallelism (as also in stanza
VI) over two 2-beat lines.

stanza IV (vv. 7-8)
Ao M 7a Who is this, rising like the Nile,
PEN WA PN b like rivers, their water a-surge?

ooy axD pvsn 8a Egypt is rising like the Nile,
oY WD T b like rivers, its waters a-surge.>

PN NDOR AOPR BRY ¢ He said: I will rise, covering land;
70O Y TTaN 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 fow].®0

stanza V (v. 9)
oDDWRY  9a Attack, horses!
Rhphalvbhiahil b Rage, chariotry!

D227 INSY ¢ Away, warriors!

130 WBh B 1D d Ethiops and Puntians: shield-wielders,
R YN v, e Lydians: bow-benders.®

59. Note the plurals of amplification.

60. Text—from ¥CS 20 (1966) 139:25-26—cited conveniently in Lambert-Millard,
Arr 159.

61. Lit. ‘treaders of the bow’, i.e. archers. The second “wBn is probably a scribal
error and has been deleted.
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9ab The two-beat ‘battle’ rhythm has returned; the word-pair 327 //
Do 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 -»-sound (eight times in 5
lines) is intentional assonance. The overall stanza-pattern seems to
be AA'-B-CC'.

stanza VI (v. 10)

M ARY R oMM 10a That day belongs to Lord Yahweh of the

it b} Armies,
™MD gpInt nop o b a day of vengeance, to avenge himself on
his foes.

aYsen onn avoN ¢ Devour, will the sword and be sated
a}alniaBninim)] d and drink its fill of their blood.
o] e For, (it’s)
PIR3Y S NS Rt a sacrifice of the Lord Yahweh of the
Armies
f in the Northland,
g by River Euphrates.

neY N2
ani>Rata bl

It is difficult to tell whether 10ab constitute prose or poetry. In 1™3n
both wordplay and allusion are combined. the reference, of course,
being to Egypt (&v3w; cf. 11). The division of 10cd is uncertain, and
the imagery (dependent on Isa 34,5-6) is graphic. Note the succession
of -a-sounds (eight in all). 10e opens with an extra-metrical 2> as
anacrusis.

stanza VII (vv. 11-12)

S92 Y Climb Gilead,

-y

[a}nhiaN =R abiigh
PIRDY NNaAR R
arRi vl

319D oM WY
PAIRT NS TP
=)

BED MN232 N3
orNY YoB3 MM

and get storax,

virgin daughter of Egypt.

You have multiplied medicines uselessly;
no healing for you.

Your renown, the nations have heard,
the earth is full of your cry.52

For,

warrior stumbled over warrior,

together the two of them fell.

11abc is a structural tricolon (perhaps forming a strophic unit with
11de). The rootplay between n5» and 7% (etymologically unrelated)

62. 15D may either be the late Hebrew word for ‘a shouter, crier’, or simply the
standard Hebrew for ‘voice’ (%) with the afformative -(@)n common in Ugaritic
nouns. See Freedman, apud Bright: 1965, 302, who cites LXX ‘your voice’,
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is followed by a pun: ™%, ‘balsam, storax’—b™s», ‘Egypt’—both
times in mockery. 71c¢ is a common formula. In 11de the (ironic)
imagery of healing is continued, reinforced by the assonance between
n'31n and nRen, as well as by the play on the root 9 (11a) in "0
‘scar’. 11e 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.)%3

in parallelismn with  ‘cry’ (f)) + ‘earth’ (also f) ' in a partially
chiastic arrangement.

After anacrusis (first word of 12c), the phrase 19511 Yow> of 6d is
broken up to form the word-pair ‘to stumble // to fall (in battle)’, used
with 133, ‘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 (n°y, 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. 10fg) evokes the ending of III; the same applies
to the closing lines of the poem.** The envelope figure—with
repetition of 1 —marks off vv. 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 "%, ‘to go up’: ‘mount’ (4b), ‘rising’ (7a,
8a), ‘I will rise’ (8c), ‘attack!’ (9a), ‘climb’ (11a), ‘healing’ (1le,
literally ‘overlay’) and cf. 7% (also 11a). Although not found in II, ITI
and VI, this keyword does lend unity to the whole poem. The others
are m21 (five times: 5d, 6b, 9¢, 12¢, 12¢), and p=& (three times: 8¢, 10f,
12b).

As to literary form, the poem seems to be a doom oracle containing
elements of the ‘call to war’.%

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. ].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.! 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 poetry? whereas they are
standard components of West Semitic verse. On balance, though, the

1. Itis 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 combmation with matching the number of deities
mentioned in each line with the ‘number’ of that line, as follows.

1 liptur Samas quradu First, may Shamash the warrior release;
2 lipturi Sin u Nergal second, may Sin and Nergal release;
3 lipturg IStar Ba'u Anunitum third, may Ishtar, Ba’u and Anunitum release;
4 lipturu Anum Enlil Ea Nintu fourth, may Anum, Enlil, Ea and Nintu release;
$ lipturi Adad Ninurta Zababa fifth, may Adad, Ninurta,
Tispak Ningirsu Zababa, Tishpak and Ningirsu release;
6 liprura Uras§ Marduk Asar sixth, may Urash, Marduk,
Asalluhi IGAL Tutu Asan, Asallulu, GAL and Tutu release;
7 liptura Sibitti ilani rabati seventh, may ‘The Seven’, the great gods

release ... the bond . .etc

(Text and translation as in Reiner, Surpu, 26-27; some recensions read lipsur / lipsurii
for liptur / lipturiz; the equivalent of 4GAL is Ai or Humban, but some texts have 9PA:
Isum or Naba).
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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.* The topic of metre is
another; it has aroused interest and debate resulting in at least four
papers in less than two years.* 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. McCarthy, ‘The Metrical Structure of Psalm 137°, BL 100 (1981) 161-67
and J. Wansbrough, ‘Hebrew verse: scansion and parallax’, BSOAS 45 (1982) 5-13. In
addition, see B.P. Kuttel, 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—bc // a—cb, 203

a—bc // b'c'—a', 203

ab // b'a’y 203

ab—c // b'a'—c, 203, 204

ab—c // c’—a't’!, 203

ab—cd // ¢'d’'—a't’, 203

aba’ chiastic line, 142

aba’ chiastic monocolon, 172

aba—monocolon, 150, 215,216, 363,
367

abc ‘standard’ monocolon,

abc // a'b'c’, 119n.13

abc // b'c’ couplet, 174, 372

abc / b'c’ pattern, 362

abc // c'b’, 203

abc // ¢'b’ couplet, 176

a,b,c, // ¢c,b,a, 201

abc // c'b'a’y, 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|;By,B;, etc., 134

A-B pair (see word-pair), 128

A-B sequence, 330, 356

A-B terms, 136

A-B (word-pairs), 144

AB // A, 135

A/B/A, 178

172

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.102
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.104
ABCCBD strophe, 188
ABCDC'B’A’ strophe, 188
ABCDED'C'B'A’, 206

‘a donkey’s funeral’, 313
‘above // below’, 376
absence of prose clements, 57
abstract // concrete , 133
abstract for concrete, 314-316
accent, 1in.1, 89

acrostic(s), 8, 14, 25, 32, 33-34, 64,
135, 189, 190-200, 358

acrostic (as stanza marker),
164

‘action and result’ formula, 280

action-result sequence, 282

active/passive, 280

Adapa Legend, 280n.30

163-
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adding style, 33,72, 75, 81-82, 334

additions, 2935

admonition, 27, 27n.29

adverb surrogate, 327-328

aesthetic effect, 31

afformative -(an), 382n.62

afformative -n, 370n.33

agglomerative style, 75

Agusaya Hymn, 362, 362n.14

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.1,
330, 362, 362n.13, 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.116, 267, 299-303,
316, 317n.142, 366, 368, 371n.34,
378, 382

387

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.1, 304

ambiguity, grammatical, 237n.57

ambiguity, lexical, 237

ambiguity, phonetic, 237n.57

Ammonite, §

anacrusis, 43, 110-111, 119n.12,
176, 196, 196n.107, 363, 367,
369, 374, 382, 383

anadiplosis (see terrace pattern),

anadiplosis, 208, 208n.14

analysis, 11, 16, 16n.14, 369

analysis, stylistic, 17

anaphora, 150, 276n.6

Anath, 319n.148

ancient Near Eastern literature, 55

animal names, 268, 272

animal similes, 255n.19

anonymity, 82n.66

answers, 340n.196

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

Aghat, 85, 85n.75

Arabic, 95n.38, 151n.103, 185n.76
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Arabic poetry, 385

Aramaic, 5, 5n.1, 144, 147n.100

Aramaic poetry, 103

Aramaic poetry (word-pairs), 130

archaic style, 281n.37

archaic usage, 35

archaising, 395, 371

archaism, 35-39, 46, 49, 56, 75, 82,
112

assertion, 341

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.1,
285, 315, 315n.135, 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
nl

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.130

authenticity, 245

author, 42, 198

automatism, 149

automorphism, 116,116n.5,119n.11

aural (see oral),

avoidance of repetition, 330, 337

Classical Hebrew Poetry

B-A sequence, 356

B colon/cola, 136

B-elements, 134

B-word, 129, 136

Baal, 301, 303, 319n.148, 337, 338,
366n.20

Baal-Cycle, 60, 85, 267

Baal Epic, 145, 173, 218

Babylonian acrostics, 192n.91

Babylonian acrostic, 196n.110

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.127

bicolon, 11,12, 14, 128, 151, 174

bilabial, 199n.127

bilingual proverb, 180n.56

blank verse, 230

blason, 165

blessings, 120

blessing formula, 331

brachylogous, 322, 322n.151

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,

100n.49
burdens, 299
by-form, 29n.39, 366n.19

34, 100,

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(s), 349, 350

catalogue-poem, 233

catchphrases, 206

catchwords, 288

causative-simple parallelism, 280

centripetal I, 366n.23

change of speaker (as stanza-marker),
164

characteristics of oral poetry, 82

chiasmus, 7, 8, 10, 25, 31n.50, 32,
35, 43, 47, 56, 74, 190, 194, 201-
208, 211, 214n.36, 215, 221, 235
n.52, 246, 248n.104, 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.1

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

389

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.1, 321

chiastic pattern(s), 22, 33, 47, 51,
118, 119, 135, 142, 164, 201-
208, 326n.161

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.147

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



390

code, ironic, 309

Code of Hammurapi, 60

cohesion, 34, 140-141,140n.79, 141,
227, 227n.17, 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,
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.11

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

343, 343n.204, 347
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context, 238, 265, 265n.55, 273,
304n.100, 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

dagesh lene, 101, 102

date/dating, 8, 8n.16, 36, 38, 39-41,
374, 379, 374n.39

David’s lament, 297

Dead Sea Scrolls, 299

Death, 366, 366n.19

death-formula, 330

deep structure, 88

defeated expectancy, 112, 186

definite article, 54, 54n.110

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.197

dependent nominal clause, 108

Descent of Ishtar, 278n.21

desonance, 225

development of Hebrew poetry,
329, 329n.171

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.130,222,362n.14

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.110,

391

200
double ballast variant, 343-344, 345
double-duty see ellipsis,
double-duty &, 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,

Ebla, 384n.1

Ebla (Tell Mardikh), 78

Ebla Tablets, 370n.31

echo alliteration, 227n.17

echo inclusio, 284

economy, 49, 251, 317

economy, principle of, 72

economiic text, 351

effect, 32

Egyptian, 27n.31, 151n.103

Egyptian music, 74n.26

Egyptian poetry, 337n.189, 385

eight-line stanza, 164, 194, 197

eight-stanza poem, 162

Elamite, 7

cleven-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.17

ellipsis: definitions, 303-304

ellipsis (in parallelism), 152, 153,
155

ellipsis (of verb), 175, 214

175, 370n.31,n.32
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ellipsis, non-verbal, 175

ellipsis, phonological, 304n.100

ellipsis, syntactic, 304n.100

elliptical, 321n.151

elliptical form, 365n.17

emendation, 4, 59, 218n.46

emphasis, 126, 127, 135, 224, 225,
279, 285n.46, 356n.34

empbhatic 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.104, 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.14

epanastrophe, 208n.14

epic, 45, 59, 60, 83-86, 289

epic, literary, 83-84

Epic of Atrahasis, 65

Epic of Erra, 8, 84, 147

Epic of Gilgamesh, 8, 10, 42, 147
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epic, traditional, 83, 84

epiphor, 271n.82

epistrophe, 276n.10

epithet, 83, 150, 266

epithetic parallelism, 347

epithetic repetition, 210

epithetic word-pair, 219n.51

ergot incantations, 212

Erra Epic, 8,9,84,147,170,212,356

Esarhaddon, 147n.99

Etana Legend, 301

Etana Myth, 289n.60

etymological pun, 244

etymology, 245

euphemism, 309

euphony, 222n.2, 234n.48

exaggeration, 318

exercise tablets, 191

expanded colon, 150n.102, 156, 209
n.16

expanded repetition, 344-345, 347

expanded sequence, 186n.80

expansion, 212n.26, 349-350, 349n.1

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, 257, 260

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, 243n.86
fables, 302, 302n.92



Index of Subjects

factitive-passive sequence, 282

Feast of Atonement, 79

Feast of Ingathering, 79

Feast of 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)
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formulaic pair, 9n.20

formulaic pairs, 51n.101

formulaic (poetry), 66

formular (word-) pair, 134

four-line stanza, 193

four-line units, 190

four-strophe division, 248n.104

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.15

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.15

function, representational, 270-271

function: reversal, 320

function, rhetorical, 229, 233

function, structuring, 253n.15, 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.17,n.18, 371, 376,
376n.48

gender-matched parallelism,
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.18, 365

gender-pattern, chiastic, 52

gender-patterns (as stanza markers),
164

gender reversal, 118

Geniza Fragments, 365n.16

genre, 6n.10, 360

geo-political pun, 246n.99

gesture, 234n.48, 307, 355n.22

Gezer calendar, 371

321,
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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,
n.l1s

gusle, 73

362

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,
332

hendiadys: development, 327

hendiadys: functions, 328, 327-328

hendiadys as hyperbole, 328

hero, 84

Hesiod, 336

hexacola, 13, 188

143, 327,
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hexacolon, 177n.42, 187n.83

hidden puns, 247

high style, 109

higher strophic units, 188-189

Hittite, 42, 147n.100

Hodayoth, 233n.44

Homer, 66, 336

Homeric verse, 336

Homeric poetry, 66, 74n.27

Homeric epic, 85

homographs, 237n.58

homonyms, 56n.114, 78n.47, 237,
238, 242, 247n.100

homonymy, 237

homophones, 237n.58

Huray, 353

Hurrian cult song, 80n.57

Huso, 336

hymn, 6, 6n.13, 8, 60, 65, 167

Hymn to Ezida Temple, 317

Hymn to Gula, 289, 350n.4,351n.8

Hymn to Ishtar, 9n.19

Hymn to Ninurta, 9, 9n.19

hypallage, 275n.1

hyperbole, 33, 34, 55, 316-321, 327

hyperbole, extended, 317n.142

hyperbole: functions, 319

hyperbole, numerical, 320

hyperbole: types, 319

hyperbolic metaphor, 270, 273

hyponym, 130, 131, 132n.39

iamb, 88

ictus, 88n.4, 89

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
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immediate repetition, 274, 277

improvisation, 66, 71, 74, 260, 327

incantation, 6, 6n.12, 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.102,
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.116

Instructions, 27

inter-line linkage, 227n.19

interlinear terminal juncture, 89

intermeshing (poem/poetic devices),
273

interplay of poetic devices, 273

interruption of sequence, 280-281

intertextuality, 63n.135

intonation, 307

introductory formulae, 164

introduction to speech, 170

invariants, 119, 119n.11

invented words, 233

inventing (words), 234

inventiveness, 357

inversion, 31n.49, 44, 44n.80, 56
n.119, 127, 135, 246, 275n.1,
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.1, 306-312, 313,
341

irony, dramatic, 308, 311

irony: effect, 308

irony: function, 309

irony, situational, 308, 308n.108

irony, verbal, 308, 308n.108

irreversible binomial, 143

Ishtar, 266, 303

TSum, 309n.113

isocolic principle, 176, 343

isolated line, 168, 169

Janus parallelism, 159

Jeremiah, 341, 341n.199
Jeremiah (Book of), 340-341
Jewish-Aramaic, 370n.31,n.32
Job (Book of), 164, 340, 340n.197
juncture, 333

juxtaposition technique, 271

kap, 194

Keret, 85, 85n.75, 353

Keret Tale, 220, 356

key word-pair, 142

keynote, 292

keywords, 18, 22, 34, 187, 185,193,
195, 196, 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

Classtcal Hebrew Poetry

laments, 120

language, standard, 112

law of increasing members,
315, 343

laws, S5, 120

lay-out, 45

legend, 6, 6n.10, 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.16,
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.11, 105, 106,
290

linguistic anachronism, 37

linguistic principles, 58n.122

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

linking function, 292

list, 33, 34, 35n.53, 158, 173, 319

173,
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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.140
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

Magli, 60

maqqef ,
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.1

melody, 92n.22

mem, 228n.23

mem, enclitic, 380n.57

memorisation, 113

memorising (of poetry),
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, 351n.9, 365, 367, 376, 377,
383

101, 101n.51, 102, 104

198, 198
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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.1, 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, 11n.1, 34, 42, 46, 47, 50,
56, 64, 69n.13, 122, 136, 176,
214, 221, 275n.1, 299, 333, 335,
347, 351, 359, 362n.13, 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 of poem, 205

mime, 84n.73

mimicry, 234, 234n.47, 235

miniature poem, 164

minimal pair, 99

mirror symmetry, 202n.1

Mishnaic Hebrew, 185n.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.148

motif, 81, 269

motif, narrative, 85

motivation, 342

MT, 299

music, 72, 73-74, 73n.25, 80, 80
n.5S, 80n.56, 80n.57, 95

musical instrument, 92n.22

musicians, 80, 80n.56

myth, 84

Naba, 192, 192n.91, 266
name wordplay, 244
narrative, 55

narrative poem, 6, 6n.10
narrative verse, 75
near-alliteration, 225

Classical Hebrew Poetry

near-homonyms, 238
near-rhyme, 229
near-synonyms, 140, 243
negation, 32, 206, 341

Neo-Assyrian, 147n.99, 210n.19,
270n.31

Neo-Punic, 59n.127

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.104

non-chiastic hexacola, 188

non-metrical poetry, 109

non-repetition, 326

non-use of repetition, 277n.14

noun-adjective combination, 82n.66

noun-gender, 238

noun-verb parallelism,
377n.52

noun in bound state, 101

number-riddle, 79n.51

number parallelism, 356, 358

numerical sayings, 353

numerical sequence, 149

346n.208,

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.197

oral composition, 82n.66, 283, 317
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oral delivery, 341, 356n.34

oral poet, 51n.101

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.11

orphan line(s), 168n.17, 169

oscilloscope, 87

overlap, 32n.51, 33, 131, 132, 147

oxymoron, 307n.105, 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.1,
218, 221, 258, 274, 314, 325,
327n.164, 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.102

parallelism, consecutive, 180

parallelism, distant, 283, 286

parallelism, gender, 132n.41

parallelism, gender-matched, 7, 31,
33, 35n.53, 47, 53, 123-128

parallelism, grammatical, 114, 119,
121, 159n.130, 127

parallelism in Ugaritic, 97

parallelism, incomplete, 343n.204,
176

parallelism, Janus, 156, 159

parallelism, noun-verb, 156, 157-
158,157n.123
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parallelism, number,
135, 144-149

parallelism, numerical, 279, 282

parallelism, other types of, 156-159

parallelism, persistent, 50

parallelism, repetitive, 150n.102

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.121

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

180, 46, 65,
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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, 87,90

pivot pattern, 46, 150, 194, 214-
221, 363, 365n.18, 376, 377

pivot pattern: extended forms, 218

pivot pattern: functions, 218-219

pivot pattern: types, 218

pivot-patterned bicolon,
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.1

poetic technique, 8

poetry, ancient Near Eastern, 16
n.l4

poetry, Canaanite, 132

poetry, Hebrew, 131

181n.61,

Classical Hebrew Poetry

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.128, 237, 239n.64,
247

polyvalency, 237

portmanteau word, 244

practicalities, 18

practice alphabets, 191n.89

praise psalms, 166-167

prayer, 6, 6n.11, 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.19, 159n.130,
222

pronunciation (of Ugaritic), 235n.49

prophetic writings, 300

prophets, 77

prosaic elements, 37, 38, 45

prose, 7,146n.97, 147,155, 210n.19,
351

prose elements, 54

prose embedding, 59

prose or poetry, 44-62, 382

prose-poetry, 218, 306

prose particles pruned, 58

prosodic 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.101 (p. 152),
156, 177, 306, 337

Pughat(u), 301

pun, 185n.75, 238, 383

puns, 275n.1

pun, polysemantic, 241

punctuation, 15

Punic, 5

punning repetition, 238, 242

Purim, 79

Puzur-Ashur I1II, 301n.90

qinah, 98,107, 108, 176

qinah metre, 363

qtl // yqel, 279-280

quasi-acrostics, 7, 26, 111, 199, 200

quasi-acrostic, Ugaritic, 195-196,
196n.107

quasi-keyword, 366

quatrain, 8, 9n.19, 12, 13, 14, 23,
159, 162, 185-187, 289, 337,
355n.23, 363, 367, 372, 374, 375,
379, 381

quatrains, 194

quatrain stanzas, 189

quantifier(s), 45

quantitative, 93

questions, 78

quintet, 13

Qumran, 42, 42n.76

Qumran Cave 4, 5n.1

Qumran Hymns, 385n.4

Qumran literature, 175

Qumran texts, 176

quotation, 275n.1,n.4, 359n.41

quotation (stanza closure), 165
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| rank, 284

rare words, 233

Ras Ibn Hani, 6n.12

Ras Shamra, 341

reaction to bad news, 319n.147

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.1

refrain, 13, 13n.6, 20, 32, 34, 65, 78,
151, 154, 206, 215, 216, 217,
274, 276n.10, 283, 286, 295-
299, 301, 310

refrains, 170, 275n.1

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.16

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, 358

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,
130-131

rhetorical style, 109

rhyme, 27, 35, 47, 53, 74, 75, 222,
229-234, 274, 274n.1, 328, 367,

130n.36,
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378
rhyme, functions of, 233
rhyme-fellow, 229
rhythm, 46, 85n.81 (p. 86), 87, 89,
91, 234n.48, 275n.1, 328, 351,
380, 381, 382
rhythm, free, 93, 95
rhythmic flow, 173
rhythmical variation,
94
riddle, 25, 26, 27
role reversal, 356
root, 279, 284, 285
root repetition, 244n.93
root-meaning, 250
rootplay, 195n.106, 228, 238, 239-
241, 244, 383, 382
run-on line, 89
run-over line, 333

93, 93n.29,

sabbath, 79

safeguards, 238

samek, 194n.102

Sargonl, 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.111

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.103

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

sirhile, 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
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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,

sonant, 89

Song of Deborah, 229

songcraft, 226n.10

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

79-80, 79n.49
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standing pair (see word-pair), 128

stanza, 11, 12, 13, 14, 23, 32, 137
n.6l, 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.11

stichoi, 96

stichometry, 7, 14,27,90, 134, 154,
192, 195, 197, 221, 224, 304

stichos, 11, 12, 343n.204

stock expressions, 112

stock simile, 318

story-teller, 77

stress, 11ln.1,73, 87, 93, 93n.29, 88,
9s, 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),
9

stress theory of Hebrew metre, 97-
103

stress-unit, 93, 214

’strong warriors // mighty men’,
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362n.12

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.104

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.100,
282, 353, 381

Sumerian (lament), 20

Sumerian poetry, 337n.189

summative words, 287n.53

Sun-god, 303

superlative, 301

superlative (divine name as), 50n.99

surface structure, 88

surprise, 126

surprise clement, 252, (252n.6)

survey, 1n.1

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, 11n.1, 104

syllable-counting, 104-105, 109, 95
n.38

syllable, stressed, 88

syliable, unstressed, 88, 103

symmetry, 46, 50, S0n.98, 96, 114-
119, 121, 123n.23, 190, 190n.86,
202n.1, 230n.29, 282, 372

symmetry breaker, 34

symmetry, mirror, 118

symploce, 277n.13

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

symac;ic 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.13, 299n.78
tablets, 8

taboo expressions, 330
taboo themes, 303
taboo topics, 303
tabulation, 16, 19-20, 22, 23, 288
Tale of Aghat, 60
taw, 199n.127
taxonomy, 384
technique, 263
technique, poetic, 130
techniques, 1
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telescoping, 279, 281, 281n.37, 281
n.39, 307n.105

Tell Fekheriyeh, 5n.1

temple schools, 80

tension, 31n.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.12, 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,
37

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,
65,169,170, 177-185, 187, 193,
194, 230, 261, 363, 366, 367,
369, 374, 377, 379

tricola, 98, 197, 199n.127, 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.17

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
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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.1

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, 90n.11, 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.127, 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, 1ln.1, 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
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word-pairs, 19, 27, 31, 33, 54n.109,
34, 36, 44, 46, 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, 134-135,134n.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.109, 78
n.47, 184185, 194, 194n.102,
222, 237-250, 274, 314, 316,
362, 368, 369, 369n.28, 376, 377,
379n.53
wordplay, complex, 244

2
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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

yaqtl /] qel, 279-280

yqtl-qtl / qtl-ygtl sequence, 39, 122

zero substitution, 281
zeugma, 275n.1

INDEX OF NUMERICAL REFERENCES

2 + 2 metre 98
2 + 3 metre 98
2+2+2 98
3 + 2 metre (see ginah) 98, 108, 111
3 + 2 metre 333, 98, 100
3 + 4 metre 98
3 +2+ 2 metre 98
3 + 3 + 3 metre 98
4 + 3 metre 98
4 + 4 metre 98

4 + 4 stresses 369

4 + 5 metre 98
4+4+3 98

4 + 4 + 4 metre 98

5 + 4 metre 98

5 + 5 metre 98

22 bicola poem 192

22-line frame 28

22-line poems 28, 199, 383

n.64
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11,1
11,4
12,1-3
12,6
13,11
18,4
21,23
24,60
25,8
25,23
27,27-29
27,28

27,29a
27,39

27,40
28,17

28,20
29,34
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Exodus (cont.)
24,16 281n.38
26,7 174
26,10 174
26,12 174
Leviticus
49, 56
5,2 374n.43
5,6 374n.42
19,32 47
20,25 373n.43
21,13 56n.117
224 56
26,19 48n.93, 53
Numbers
12,6-8 47, 54,
54n.109, 188
18,15 373n.43
21,17-18 79
21,18 343
21,29 125, 127,
175
23-24 40, 108n.76
23,7 205
23,7¢-8a 186
23,18-24 200
23,18 133
24,3 152, 154
24,4 330
24,5 154
24,8¢ 240n.72, 246
24,15 152
24,16 330
24,18 204
Deuteronomy
4,18 47
8,15 241n.74
21,8 329n.165
22 56
22,14 56n.117
22,15 56n.117
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22,17 56n.117

22,20 56n.117

28,13 47 S

28,23 53

32-33 108n.76

32 40, 40n.74

32,2-3 259

32,4 178n.43, 179

32,7a 98

32,10b 98 53

32,11 260

32,14 29n.39, 125,] 5,7
126, 264n.49|

32,15b 108 5,12

32,16 203

32,24 178n.46

32,29 178n.46
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Joshua 11,34

6 281n.38 11,37

11,6 53 11,40
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154, 155,
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1, 40,
80n.54, 81,
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108n.76,
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151n.106,
154, 155
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375n.44
324
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112, 236
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344
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56
341n.199
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S6n.117, 370
77

85

52
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241, 249



Index of Biblical References
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15,16 151n.106,
242
16,23-24 79n.80
19,23 213
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2 183
2,1-10 18
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2,25 47, 51
3,17 51
8,3 47, 53
93 174
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-
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burtu
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