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in the discourse setting the Daughters function as the
audlence or narratee for this poem. But the problem ls not
insurmountable, since the narrative metalepsis of 3:11
already places thls poen withiq the realm of special effects;
the third person reference to the Daughters may be another
such special effect. The narrator, by referring to the
Daughters in the third person, may wish to create for his
audience the impression of looking at the situation as it
would appear to an outside observer. But as will become
clear when the poem is examined in detail in Chapter III,
even the section narrated in the third person is filled with
indications of the narrator's evaluation of the events he
narrates. By using the third person form of narrating, then,
the narrator gives a false sense of objectivity to his story.
He creates for the Daughters an impression of objectivity, in
hopes that they will not notice that their own evaluation of
the situation is being molded by the presentation. When in
3:11 he addresses the Daughters in their character role, his
evaluation of the events becomes more overt. But by this
time, the Daughters cannot help but agree with his stance,
thinking that they have come to the same conclusions on the
basis of the narrator's previous "objective" presentation of
the situation. As noted earlier, the dynamics of this poem
will be explored in detail in the following chapter.

The preceding analysis demonstrates that it is

possible to see a contlnuous discourse setting running
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through the entire Song. Thls discourse setting conslats of
a man and a woman who tell stories and recite lyrics to an
audience identified as the Daughters of Jerusalem. Through
most of the Song, this man and woman recount stories and
recite lyrics which pertain to their own love relationship.
But at times, they make direct appeals to their audience,
suggesting that the stories and lyrics have particular
relevance for the Daughters of Jerusalem. On two occasions,
either the man or the woman takes an entirely different
stance, abandoning his or her role as lover temporarily and
telling a story which pertains to King Solomon. The narrator
tells these two stories from the point of view of an outside
observer. But while the stance of the narrator changes, his
audience remains the Daughters of Jerusalem. At least one of
these poems also has direct relevance for the Daughters,
since they figure as characters in the situation depicted.
The discourse setting, with the Daughters functionlng as
audience, thus constitutes a unifying factor for the stories
and lyrics presented. The dramatization of the audience's
role in the Song indicates that the meaning of the individual
units cannot be ascertained apart from their relevance for
the Daughters of Jerusalem. But the material presented to
the Daughters appears to fall into two distinct blocks, one
pertaining to the relationship between the two lovers, the
other to Solomon, his endeavors, and his relationship with

the Daughters. In order to assert that the text can be read
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as a unity, one must demonstrate that the two blocks of
material are related in some way, and that through the
presentation of them both, a single message is conveyed,
first to the Daughters, and then by way of the Daughters to
the readership of the Song. While it is beyond the scope of
this study to give a detailed exegesis of the entire Song,
the following chapter will give some indication of how such a

demonstration would proceed.

CONCLUSION

I began this chapter by examining Marcia Falk's
analysis of speaker-addressee relationships in the Song. 1In
conclusion, I shall note that by drawing attention to the
importance of speaker-addressee relationships for
understanding the dynamics of the individual units, Falk has
made an important contribution to the study of the Song. As
Falk rightly notes, several different speakers appear in the
Song and they address different audiences. But the major
problem inherent in Falk's analysis is that she does not
allow for the possibility that there is a principle of
organization regqulating the interaction between speakers and
addressees in the text. In my view, speakers and addressees
do interact in a complex, but organized fashion in the Song.
The principles which regqulate thls interactlon are different
in the various genres evident in the Song, but in each, the

lines of communication evoked entail a necessary distinction
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between the fictive realm and the dlscourse setting of the
poems. Although the Song contains two distinct fictive
realms, the discourse realm may be consistent through the two
blocks of material. In my view, this discourse setting
provides an overarching structure to the text, constituting
one of the Song's major unifying features. As will become
clear in the following chapter, this structure provides the
reader with a valuable starting point for exploring the inner

dynamics of the text.



III. THE IMPLICATIONS OF A UNIFIED DISCOURSE SETTING_FOR THE
INTERPRETATION OF THE SONG

In the preceding chapter, I examined the evidence for
a unified discourse setting in the Song, and concluded that
while there appears to be two separate blocks of material,
each with different subject matter and literary form(s),
there is no reason why the discourse setting of these two
blocks of material cannot be continuous. This discourse
setting consists of two speakers, one male and one female,
who tell stories and recite lyrics to an audience identified
as the Daughters of Jerusalem. 1In this chapter, I would like
to explore the implications of this unifled discourse setting
for the interpretation of the Song. While it is beyond the
scope of this study to provide a detailed exegesis of every
unit in the Song, I shall begin by putting the issue of
interpretation into a theoretical context, then illustrate
the possibility of a unified interpretation by applying the
principles established in this theoretical discussion to a

few examples in the Song.

THEORETICAL, FRAMEWORK

The dramatization of its discourse setting places the
Song in a category of literature which Linda Hutcheon

(1984:x1i) labels "metafiction". Hutcheon uses the term to
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denote a literary composition which "provides within itself a
commentary on its own status as fiction and language and also
on its own processes of production and reception". Hutcheon
(1984:6) arques further that "the point of metafiction is
that it constlitutes its own first critical commentary and in
so doing...sets up a theoretical frame of reference in which
it must be considered". By dramatizing the situation in
which the varlous poetic segments are presented to their
audience, the Song provides a speclfic frame of reference in
which to interpret the segments; the meaning of the
individual narratives and lyrics cannot be determined apart
from their relevance for the Daughters of Jerusalem. But at
the same time, the dramatization of the discourse setting
draws attention to the fact that the recitation of the poetry
Is a performance and that the individual narratives and
-1yrics are "narratives" and "lyrics", literary compositions
designed to create a literary effect for the audience to whom
they are dlirected.

By highlighting the nature of the individual segments
as literary compositions, as well as the specific setting in
which they are dellivered, the Song leads the reader to
consider the way audiences [and readers]) derive meaning from
literary texts. The interaction between those who recite the
poetry and the Daughters who listen to the poetry becomes a
story in itself, with the recitation of the narratives and

lyrics constituting the actions propelling this story
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forward. The aim of the speakers is to convey a particular
message to the Daughters through their poetry. The story's
plot consists of the literary devices or means of rhetoric
which the speakers employ in communicating with their
audience; the effectiveness of these rhetorical devices
determines whether they will be successful in getting their
message across to this audience. The reader's task, then, is
to identify the rhetorical devices, determine their effect,
and discover the message which the speakers attempt to
convey. The reader must also determine how the presentation
can be relevant to the Daughters of Jerusalem.

Gerard Genette (1980:227ff), in his treatment of the
narrative, discusses the phenomenon of stories within a
story. Genette (1980:228) distinguishes between
"metadiegetic" narratives and the "diegetic" or "first level"

WAl HMQ'L“-
narrative in such texts: the former is a story told within a

story; the latter is the primary ségzgh;ithin the text.
Although Genette discusses only the phenomenon of narratives
embedded in the context of larger narratives, there is no
reason why the diegetic/metadiegetic distinction cannot apply
when a lyric is embedded within a larger narrative context.
In the case of the Song, the interaction between the two
speakers/actors and the Daughters of Jerusalem constitutes
the diegetic narrative, while the individual narratives and

lyrics constitute metadiegetic compositions. Genette

(1980:232-234) suggests three relationships which may exist
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between the diegetic and metadiegetic levels in a text:

(1) a relationship of direct causality

between the events of the metadiegesis and

those of the diegesis, conferring on the

former an explanatory function;

(2) a thematic relationship between the

metadiegesis and the diegesis, with no

spacio-temporal continuity between the two

levels, but rather a relationship of contrast

or analogy;

(3) no explicit relationship between the two

levels, the act of narrating the metadiegetic

composition(s) itself fulfilling a function

in the diegesis, regardless of the

metadiegetic content.
In my view, the relationships which Genette delineates prove
useful in interpreting the Song.

But the situation is complicated by two factors.
First of all, apart from the audience's identity as the
Daughters of Jerusalem, very little information about the
Daughters is provided in the text, at least as they appear in
the discourse setting. The two speakers/actors make several
appeals to the Daughters. The woman implores them not to
stare at her (1:6); not to waken or arouse love until it
pleases (2:7; 3:5; 8:4); not to find her lover or to tell him
of her state of arousal (5:8); on one occasion to aid her
because of her state of arousal (2:5); and on one occasion to
catch the little foxes that spoil the idyllic vineyard
setting (2:15). The man, on one occasion, invites his
audience to partake of the pleasures of love (5:1); at

another point he lndicates their presence in the garden

(8:13). On one occasion, the Daughters interject and tell a
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story of their own (8:8-9); but the story pertains to their
relationship with their little sister and says very little
about their own station in life. With so little information
provided concerning the Daughters in the text, it is
difflcult to determine how the narratives and lyrics can have
particular relevance for then.

The second factor which complicates the issue of the
relationship between the diegetic and metadiegetic levels in
the text is the diversity of material presented at the
metadiegetic level. As noted in the previous chapter, both
in terms of form and in terms of subject matter, the units in
the Song appear to fall into two distinct blocks. The first
block of material contains both narrative and lyric poems, as
well as some units which combine narrative and lyric
features. This block of material deals with the relationship
between two lovers and comprises the majority of units in the
Song. The second block of material contains only two units
(3:6-11 and 8:11-12), both taking the form of a metaleptic
narrative. This second block of material deals with the

endeavors of Solomon.* Before proceeding to the relationship

*Technically, one could argue for three blocks of
material, one pertaining to Solomon, one pertaining to the
two lovers, and one which combines the lyric realm of the
lovers with a narration of events pertaining to "the king"
[poems 1(1:2-4) and 5(1:12-14)]1. But for the sake of
convenience, I have included the two poems in question in the
block of material pertaining to the two lovers, and will
comment on the role of the references to the "king" in these
passages when I discuss the use of key images in these
passages.
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between the metadiegetic compositions and the diegetic
discourse setting for these poems, then, the reader must
first establish the relationship between the two blocks of
material at the metadiegetic level.

In my view, the relationship between the two blocks

of material is thematic in character [Genette's category (2),

above;. The key to understanding this relationship is the
large number of images and expressions which the two blocks
of materlal have in common [a table of these images and
expressions can be found in Appendix IV].® These images
appear in very different contexts in the two blocks of
material. Yet in my view, the evaluation which the
characters give to these images in their respective contexts
contribute significantly to the dynamics of the text as a
whole. But it is beyond the scope of this study to examine
how each of the twenty-one images and expressions in question
functions in its contexts in the two blocks of material, or
how the juxtaposition of their usages function in the text as

a whole. Rather, to give some indication of how such a study

*Wayne Booth (1983:272) notes the impact patterns of
imagery can have in a literary text when, in connection with
his discussion of impersonal narration, he states:

With commentary ruled out, hundreds of
devices remain for revealing judgment and
molding responses. Patterns of imagery and
symbol are as effective in modern fiction as
they have always been in poetry in
controlling our evaluation of details.
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would proceed, I shall begin by examining in detail the two

units pertaining to Solomon.

The block of material pertaining to Solomon serves as
a convenient starting point for two reasons. First of all,
its brevity will permit a detailed discussion of the entire
block of material and thus will allow me to establish the
complete frame of reference which it draws into the text.
Second, since the Daughters of Jerusalem function as
characters in one of these units (3:6-11), a discussion of
their role in the story may provide some insight into the
relevance of this block of material for the Daughters as they
reside in the discourse setting of the work. 1In my view,
there is an explanatory relationship [Genette's category (1),
above] between the metadiegetic stories pertaining to Solomon
and the diegetic story of the speakers'/actors' interaction
with the Daughters in the discourse setting of the work.
That is to say, the stories pertaining to Solomon provide
background information about the Daughters which is useful
for understanding their concerns within the discourse
setting. Since the discourse setting itself provides so
little information about the Daughters, the Solomon stories
£ill the gap left by the lack of concrete information
pertaining to the Daughters in the discourse setting.

But while the stories pertalning to Solomon have an
explanatory relationship with the discourse setting, the love

poetry has a thematic relationship with both the Solomon
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passages and the discourse setting of the work. As indicated
previously, this thematic relationship is suggested by the
large number of images which the love poetry and the passages
pertaining to Solomon hold in common. As will become clear
below, this thematic relationship works on the principle of
contrast. In the passages pertaining to Solomon, the
narrator presents a conception of love which has played an
important role in the Daughters' past. The love poetry
portrays a more intimate conception of love, with values
entirely different from those presented in the Solomonic
passages. By Juxtaposing the two types of love, the narrator
attempts to mold the Daughters' response to their situation
as depicted in the passages pertaining to Solomon. 1In
discussing the material, therefore, I shall begin with a
detalled examination of the two units which pertain to
Solomon, then demonstrate how their key images are
manipulated in the love poetry so as to mold the Daughters'
[and the reader's] evaluation of the images. I shall
conclude with some directives for further research on the

topic.

THE _TWQO POEMS PERTAINING TO SOLOMON

The presence of these two passages which relate to
Solomon has always been a mystery for interpreters of the
Song. As Samuel Krauss (1942-1943:17) suggests:

The clue to the unravelling of the
difficulties of the song of Songs is to be
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found in the passage 3:6-11; he who succeeds

in interpreting it successfully possesses

the key for the solution of the riddle which

is proffered by the Song.
The most common approach among contemporary scholars® is to
look upon the Solomon passages as literary fictions,
contributing to the dynamics of the love poetry elsewhere in
the Song. As far as 3:6-11 is concerned, Gillis Gerleman
(1965:140), John B. White (1978:146) and Michael V. Fox
(1985:125) suggest‘that the poem reflects the two lovers in a
fictive wish situation, dreaming about their wedding as if it
were to take place in royal fashion.® With regard to 8:11-
12, both Marcia Falk (1982:133) and Michael V. Fox (1985:174-

175) suggest that Solomon's treatment of his harem (under the

metaphor of his vineyard) serves as a foil for the youth's

®Earlier modes of interpretation dealt with the
problem in various ways: the allegorists treated the
references to Solomon as references to either God or the
Messiah; advocates of the dramatic mode of interpretation
identified Solomon as either the male lover or as a rival to
the male lover who appears elsewhere in the Song; the cultic
mode of Iinterpretatlion maintained that in its original fornm,
the name Solomon was really "Shelem", a Canaanite name for
the sun-god Tammuz, and that only later, when the poetry was
adapted for Jerusalemite worship, was it changed to
"Solomon"; the wedding week theory saw the references to
Solomon as indications of play-acting on the part of the
bride and groom, both being hailed as royal figures during
the nuptial ceremonies; Robert Gordis (1949:168 and 1974:20)
champions the approach whereby 3:6-11 is seen as a poem
celebrating an actual wedding of Solomon, the poem finding
its way into the collection by way of the general theme of
love.

“Michael V. Fox (1985:125) notes that Ibn Ezra viewed
Solomon's wedding as a foil for that of the lovers; the
lovers are in no need of the extravagant ceremony Solomon
required, because they have something more valuable in each
other.
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treatment of his beloved. These scholars all presuppose that
the two Solomonic passages stand apart from the other poems
in the Song and that Solomon is not to be equated with the
male lover in the remainder of the poetry. It is worth
noting that each suggests a type of thematic relationship
between the poems pertaining to Solomon and the other poems
in the song, the two poems in question being related to the
love poetry either by way of contrast or analogy.

Another approach worth noting is that advocated by
Francis Landy. Equating Solomon with the male lover in the
work, Landy suggests that these poems (Cant 3:6-11 and 8:11-
12) draw attention to a development in Solomon's attitude
toward the beloved. For Landy (1983:118ff), 3:6-11
represents Solomon's marriage to the beloved, with the
beloved's presence suggested by the implied equivalence
between her and Solomon's 'appiry®n (3:9-10).% The point of
the poem is to show how the wedding becomes a display of
Solomon's grandeur, while the bride's role is reduced to a
contributing factor in establishing this grandeur. Landy
(1983:120) notes:

[The wedding] is a public affair, a dynastic

triumph; one may even recall Solomon's

troubled succession, and Bathsheba's anxious

part in it. The spouse is reduced to a

political insurance. Hence her total neglect
in the description of the palanquin, which is

“Part of Landy's basis for suggesting such an
equivalence is the use of the phrase "Who is thls coming up
from the wilderness?" In reference to the woman in 8:5 and in
reference to Solomon's mit?éh or ‘'appirydn in 3:6ff.
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just an expression, subverted by "paved with

love", of Solomon's magnificence; her only

value is as a metonymy, as part of his

display, and for this reason, too, the eye is

caught by the attributes of his power: the

diadem, the royal sovereignty.
In the second poem (8:11-12), Landy (1983:154-156) suggests
that Solomon's vineyard represents Israel and that the point
of the poem is to indicate Solomon's need to come to terms
with his attitude toward his beloved; the woman narrates the
story of Solomon and his vineyard, then concludes, advocating
that her own "vineyard" is worth more than all of Solomon's
kingdom. In my view, Landy's approach is hampered by his
failure to distinguish between Solomon and the male lover
elsewhere in the poem. But his suggestion of a second frame
of reference pertaining to Solomon's royal status and his
political affairs is an interesting one which, in my view, is
worth exploring. If 3:6-11 and 8:11-12 are viewed apart from
their connection with the love poetry (at least in the
initial stages of exegesis), and rather in relation to the
traditional accounts of Solomon's reign (as reported in I
Kings 1-11 and II Chronicles 1-9), some interesting parallels
emerge. But before I embark on an exegesis of the two
passages in light of these parallels, a brief methodological
note is perhaps in order.

In asserting that the 3:6-11 and 8:11-12 should be

read in light of the traditional accounts of Solomon's reign,

I am in fact asserting that the poems have two separate

C
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frames of reference.® On the one hand, the poems are closely
connected to the love poetry found in the remainder of the
Song. This connection is conveyed primarily through the
similarity in imagery employed in the two blocks of material
[see Appendix IVI. As noted above, it is precisely this
similarity in imagery which suggests that there may be a
literary relationship between the two blocks, thus allowing
for a unified interpretation of the Song. On the other hénd,
the poems also use series of images and motifs which have

particular significance within the context of the traditional

¢Benjamin Hrushovski (1984:11-12), in defining a
frame of reference in a literary text, distinguishes between
the sentence and the frame of reference:

Both the sentence and the fr [frame of
referencel combine words in a text; but the
fr goes off, as it were on a tangent; it
selects some parts of a sentence and adds to
them (parts of) other sentences, using
"reality-like" models. A sentence is a
linear unit occupying a stretch of the text;
whereas a fr is a construct based on
discontinuous elements in a text which are
linked to each other by some kind of flexible
but necessary "semantic syntax"....The basic
unit of semantic integration is not the
sentence but a frame of reference (fr). Aan
fr is any continuum of two or more referents
to which parts of a text or its
interpretation may relate: either referring
directly or simply mentioning, implying or
evoking. It may indicate an object, a scene,
a situation, a person, a state of affairs, a
mental state, a history, or a theory; it may
be real, hypothetical, or fictional. It may
be given in reality or in a reader's network of
knowledge or projected uniquely in a given
text. 1Its ontological status is immaterial
to semantics: it is anything we can talk
about, no matter whether and how it exists.
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accounts of Solomon's reign in I Kings 1-11 and II Chronicles
1-9., sStrictly speaking, however, the context of Solomon's
reign is denied existence in the fictional situation depicted
in the poems. It can be integrated with this fictional
situation only through metaphorical transfer.” Such
netaphorical transfers take place at the level of individual
metaphors and similes within the poems. Through these
metaphorical transfers, the context of the events and states
of affairs associated with Solomon's reign enter the poems.
While a limited number of situations pertaining to his reign
are alluded to in these two poems, the allusions themselves
are, in my view, specific enough to signal the reader that
the poems should be read in that context. Because the most
specific of these allusions appear in the description of the
tappiry8n, in 3:9-10, I shall begin my discussion with this
section of the unit 3:6-11, then return to the procession
scene portrayed in 3:6-8,11. I shall conclude my discussion
of the materlal pertaining to Solomon by examining Solomon's

treatment of his vineyard, as portrayed in 8:11-12,

Solomon's Building Project and Procession (3:6-11)

The account of Solomon's building project begins with
the hapax legomenon ‘'appiryon, the precise connotations of
which remain a matter of debate. Although it is clear from

context (3:9-10) that the word denotes an ornate wooden

7Cf. Hrushovskil (1984:16).
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structure of some sort, the size, shape, mobility and
function of this structure remain unspecified. Yet there may
be a reason for thls lack of clarity. In my view, within the
context of the poem as a whole, the word functions as a
vehicle for a metaphor. That is to say that while the word
itself denotes one such wooden structure, the description
which follows evokes another structure, which functions as
the referent of the metaphor. For the purposes of this
chapter, it is the referent evoked by the description which
serves to establish the frame of reference pertaining to
Solomon's reign. But in order to determine the extent of
metaphorical transfer required, it will be useful to survey
the varlous etymologies which have been proposed for Hebrew
'appiry®n.

Semantically, the majority of etymologies proposed
for ‘applrydn fall into two main categories. The first group
designates a seat, couch, or bed, designed either to be
carried in a procession, or as a stationary piece of
furniture. Advocates of these etymologies equate the
'appiryf6n with Solomon's mittah, "couch"”, in 3:7. The
earliest and still the most widely accepted etymology traces
the origins of Hebrew 'appirydn to Greek phoreion. The
Septuagint, in translating Cant. 3:9, uses phoreion, denoting
a "sedan chair" or "litter%". Jerome, in his commentary to

Is. 7:14, already explained the Hebrew ‘appirydn as derived
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from the Greek word.® Although Frithiof Rundgren
(1962:71-72) does provide an acceptable philological argument
for the phonetic changes which would have taken place in the

transition from Greek to Hebrew usage,® the etymology is not

8Cf. Gillis Gerleman (1965:140) and Marvin Pope
(1977:441).

®Although several forms without prosthetic aleph do
appear in Aramaic and late Hebrew (i.e. poryon, puryon,
oryand, piryana, piryom, and poryoma), Rundgren (1962:71)
notes that the addition of a prosthetic aleph is not unusual
when a word passes from Greek to Aramaic or Hebrew usage. In
Aramaic,

Die Verbindung ph oder p + Konsonant musste
entweder durch ein prosthetisches Alef mit
Vokal + p = £ wiedergegeben oder mittels
eines Hilfsvokals aufgelost werden.

{The combination ph or p + consonant had to

be represented either with a prosthetic aleph
with a vowel and p = £ or by means of a helping
vowel. ]

In late Hebrew,

Ein frikativisches p = £ konnte im Anlaut
durch Alef mit vVokal + p wiedergegeben
werden.

[A fricative p = £ could be represented by an
aleph with a vowel + p.]

Rundgren (1962:72) suggests that the form ‘appiryon, found in
Cant. 3:9, represents a hybrid form from late Hebrew
'5firydn and Aramaic piryon.

Michael V. Fox (1985:125), picking up from
Rundgren's linguistic argument, suggests the borrowing from
the Greek may not have been direct. He suggests that in
order to ascertain the semantic range of Hebrew ‘appiry®n,
one should consider the Aramaic cognate terms. Fox examines
various Aramaic forms from Targumic and Talmudic sources
which are phonetically similar to the Greek phoreion and
Hebrew 'appiry8n. These include: pwrywm', prywn, pwryyn',
pwry' and pwryh, all of which appear to denote some form of
bed. 1In one case (Cant. Rab. 1v 22), pwry' may designate a
litter for a bride, although it need not suggest a palanquin
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without problems. While B.S.J. Isserlin (1958:60) maintains
that the litter or sedan chalr appears to have been in use as
early as 500 B.C.E., Gillls Gerleman (1965:141) notes that
such litters are never depicted in the vase art of the fifth
and fourth centuries B.C.E., and that the earliest literary
attestation of the word phoreion appears in Deinarchos around
300 B.C.E.. The word is used sparingly in late koine
writings, although it is attested in Plutarch, Polybius, and
Herodian.*® Furthermore, although Greek phoreion does sound
similar to Hebrew ‘'appirydn, it is difficult to determine
whether it is the root from which the Hebrew word derives, or
whether the Septuagint translator, himself uncertain of the
meaning of the Hebrew word, chose a word which, in his view,
suited the context of the description provided, and at the
same tlme, was as similar as possible In sound to the
difficult Hebrew Vorlage. Although ‘'appirydn is used in the
Mishnah (Sotah ix 14) in the sense of the Greek phoreion,*?*
the rabbinic usage of ‘'appiry®n with the sense of a "litter"

may derive from the Septuagintal tradition.®!® Gillis

for a procession. In b. Shab. 12la-b, and Yalqut, Gen.§70
and b. Bab. Bat. 9a, the term refers to a stationary bed.
Fox translates the term as "canopied bed".

teCf. Frithiof Rundgren (1962:71), Gillis Gerleman
(1965:141), and Marvin Pope (1977:441).

*1Cf. Marvin Pope (1977:441).

*2Manfred GOrg (1982:17) cites the arguments given by
H. Schult (1972), who suggests that the superficial
resemblance of the Greek and Hebrew words led to two
results:



151
Gerleman (1965:141) provides one further argqgument against the
Greek etymology, suggesting that the description which
follows evokes a permanent building rather than a movable
structure. Thls criticism holds true for the other
etymologies which have been put forth in favour of the

interpretation of a "litter" or a "palanquin".*®

(a) die Bedeutung von phoreion "wurde in die
Auslegung der HL-Stelle eingetragen (zuerst
von LXX)", (b) das so "aktualisierte" Wort
'appiry6n "wurde in den gelehrten
rabbinischen Sprachgebrauch Ubernommen und
stand fortan in seiner biblischen Dignitat

neben phoreion".

[(a) the meaning of phoreion was entered in
the interpretation of the Song of Songs
passage (first Iin LXX), (b) the actual word
‘appirydn was assumed in the scholarly
rabblinic usage and stood from this time
onward in its biblical dignity near

phoreion.]

135, R. Driver (1956:449), Robert Gordis (1974:85),

and Francls Brown, S. R. Driver, and C. A. Briggs (1951:68)
argue for a Sanskrit etymology, derived from the word
ary-anka, which again means "sedan chair"™ or "litter". But
as Michael V. Fox (1985:125) notes, although Hebrew did adopt
words of Indian origin for some objects acquired from India
by trade, it is unlikely that a litter would have been
imported when it could be built from local materials.
Furthermore, the -k- in the Sanskrit word is not represented
in Hebrew ‘'appirydn. Manfred Gdorg (1982:20) suggests a
similar meaning:

das Instrument...das der Konig flir seinen
feierlichen Aus- und Aufzug benotigt und
fertigen l&sst, namlich eine Art sedia
gestatoria!

[the apparatus...which the king required and
had built for his solemn procession, namely a
type of sedia gestatoria.l

G6rg relates ‘'appirydn to the Hebrew root pry, which is
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The second group of etymologies involves an entirely
different semantic range pertaining to a "house" or more
elaborate "palace" building. Several scholars** have
proposed a Perslan etymology, based on the similarity between
'appirydn here in Cant. 3:9 and a word of Perslian origin,
%pgg@en, found in Dan. 11:45. 1In Daniel, the word designates
the palace of a king. Gillis Gerleman (1965:140-141) argues
for an Egyptian etymology, suggesting the Hebrew 'appiryén
reflects a borrowing from Egyptian pr, a common expression
for "house". 1In the Hebrew it appears with preformative
aleph and ending ywn. The Hebrew word for pharaoh, with the
root meaning "big house", derives from the same root.** On

the basis of the Egyptian etymology, Gerleman (1965:140)

cognate with Egyptian prj. 1In Hebrew, the root has the
basic meaning "to come up", "to be fertile", or "to be
‘productive”. 1In Eqyptian, the root has the basic meaning
"to come out", and is related to the "coming out" or
official appearance of gods and kings in the procession from
the Temple. Gbrg suggests that 'appirydn represents the
second infinitive of Egyptian prJ with Hebrew preformative
aleph and afformative waw-nun. He concludes that the
cognate with the Hebrew root pry, with its intimations of
procreation, may indicate a connection between the king's
"coming out" and the beginning of creation.

**Jacques Winandy (1965:104) cites Halevy, Winckler,
Jeremias and Ricclottl as maintaining this view.

*=In opposition to this etymology, Manfred Gorg
(1982:18) argues that in Egyptian and Coptic, an -r- seldom
appears in the final syllable and in absolute position in a
word. He suggests that it is, therefore, unlikely that a
form such as pr could find its way into the Israelite
collection of loan words. Michael V. Fox (1985:125)
maintains, however, that the Egyptian word probably ended in
a -y- or a vowel so that the afformative element could be the
familiar -8n diminutive.
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suggests that the ‘appirydn designates Solomon's Thronehall.
But in my view, Manfred Gorg (1982:18-19) is correct when he
asserts that such an extension of meaning from the "house" to
"Thronehall" is unwarranted, especially if one takes into
consideration Fox's proposal that the concluding -On is a
diminutive.*® While it is possible that as a vehicle for a
metaphor the word refers to one of Solomon's grandiose
building projects (see the discussion below), a literal
rendering of the word, according to the Egyptian etymology,
would appear to be more along the lines of a "little house",
or perhaps simply "house".

The interpretation of ‘'appiry8n as a building does
find support in some of the ancient versions and
interpretations. The Peshitta translates mgdl', "tower".

The Targum and Ibn Ezra equate the ‘'appirydn with Solomon's
Temple. The Zohar (i 15a) speaks of a palace. While it is
unlikely that the word 'appirydn actually designates a
"tower", "palace" or "temple", the description which follows
in 3:9-10 does evoke the image of a rather elaborate
building. In my view, the actual meaning of the word
'appiryon is probably "house". But within the context of the
poem as a whole, the word functions as the vehicle for a
metaphor; the referent of this metaphor is a more grandiose
construction, namely, Solomon's Temple.

The frame of reference pertaining to Solomon's

teCcf. footnote 15.
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Temple is most apparent in the description of the ‘appiryon
and 1ts construction as reflected in 3:9-10. These two
verses contaln several I1mages which are directly assoclated
with the accounts of Solomon's building and dedication of the
Temple in I Kings 6-8 and II Chronicles 2-7. 1Included in
these parallels is the frequent use in the traditional
accounts of the term "house" to designate the Temple.®” But,
in addition to imagery derived directly from the traditional
accounts of Solomon's reign, the verses contain images
derived from the description of the Tabernacle in the
wilderness in Exodus 25-31 and 35-40, and from Ezekiel's
description of the Temple in Ezekiel 40-48. Given the close

literary relationship among these four passages,*® it is not

*”gee, for example, I Kg 6:2-10, 14-19; II Chr 3:4-7,
11-13. oOther titles which incorporate the "house" element
include: "the House of the Lord" (I Kg 6:1; 7:40,45,48,51;
8:10,11,63,64; 9:1; II Chr 3:1; 5:1,7,13; 7:2,11; 8:1); "the
House of God" (II Chr 3:3; 4:11,19; 5:14); and "the House for
the Name of the Lord" (I Kg 8:20; II Chr 1:18; 2:3; 5:13;
6:7).

*@The interdependence of the descriptions of the
Temple in I Kg 6-8 and II Chr 2-4, the ideal account of the
Temple in Ez 40-48, and the Tabernacle in the wilderness in
Ex 25-31 and 35-40, has been noted by many scholars.
According to the Graf-Wellhausen hypothesis, both the Ezekiel
account of the Temple and the Exodus account of the
Tabernacle present ideal structures, based on Solomon's
Temple as described in I Kg 6-8. While Ezekiel projected his
ideal Temple into the future, the Priestly Writer responsible
for the Exodus account set his ideal structure back in the
desert perlod of Israel [G.Henton Davis (1962:503)]1. 1In its
bare outline, with its cubical for the Ark of the Covenant,
separated from the remainder of the Tabernacle, and its
surrounding courtyard, the description of the Tabernacle does
resemble that of Solomon's Temple as presented in I Kg 6-8.
Some similarity in furnishings are also apparent, such as
the cherubim, which in the Exodus account were attached to
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surprising that a poet, familiar with all four accounts,
might either confuse the distinctive features of each, or
deliberately amalgamate them, in his metaphorical description
of Solomon's Temple.
The description begins with a reference to the
builder of the ‘appiryfn: "An 'appirydn King Solomon made

for himself" (3:9). The phrase hammelek Sheldomdh is quite

common in the sections of I Kings and II Chronicles which

deal with Solomon's reign. It is used liberally throughout

the mercy seat of the Ark (Ex 37:7-9), but which in I Kings
take on much larger proportions and were actually part of

the Holy of Holies in which the Ark was housed (I Kg 6:23-
28). But as G. Henton Davis (1962:504) suggests, the
relative dating of the I Kings Temple account and the

Exodus Tabernacle account is difficult to determine, since
the Tabernacle might be a prototype for Solomon's Temple,
rather than an account modelled after the Temple (cf. more
recently, the theory of R. E. Friedman, in The Exile and
Biblical Narrativel. The Chronicler's description of the
Temple (II Chr 2-4) would appear to post-date both the I
Kings and Exodus passages. While the Chronicler is clearly
using I Kings as the main source for his own account, he does
incorporate some features found in the description of the
Tabernacle which are not reflected in the description in I Kg
6-8. Consider, for example: the reference to a detalled plan
for each structure (Ex 25:9; I Chr 28:19); the indication
that the Israelites made contributions for the project (Ex
35:20-29; 36:2-7; I Chr 29:6-9); the inclusion of the veil in
front of the Holy of Holies (Ex 26:31-33; II Chr 3:14); and
the descent of fire to consume the offering at the dedication
(Lev 9:22-24; II Chr 7:1-3) [I am indebted to Dr. Stephen
Westerholm for drawing my attention to these parallels]. The
Chronicler also appears to have derived some of his imagery
from Ezekiel. One feature of particular note is the equation
of the cherubim in the Holy of Holies with a chariot (I Chr
28:18), an equation which may well be dependent on Ezekiel's
description of his chariot vision (Ez 1). [For further
discussion of this detail, see below.] Thus while the
Chronicler appears to have I Kings as his basic source, he
probably also drew upon the account of the Tabernacle in
Exodus and the account of the Temple in Ezekiel for some of
his details.
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the accounts of Solomon's building projects®® and in the
accounts of the dedication of the Temple,®® but also in other
passages which highlight Solomon actling In his official
capacity as king.®* Outside of these two books, however, the
phrase appears only here in Cant 3:9 and 3:11, and in Jer
52:20, where it is used in connection with his role as
builder of the Temple. The verb ‘sh is also employed
liberally within the context of Solomon's building projects.
While generally speaking, both I Kings and II Chronicles tend
to use bnh when speaking of Solomon's building of the Temple
per se,*= the verb ‘Sh 1s often used in conjunction with his

building of individual parts of the Temple.*® 1In one

1%5ee, for example, I Kg 6:2; 7:13,14,40,45,51;
9:11,15,26; 10:16,21; II Chr 4:11,16; 9:15,20,22.

=@gee I Kg 8:1,2,5; II Chr 5:6,7.

®*Note, in particular, the occasion of his coronation
(I Kg 1:34,39; I Chr 29:34), his interaction with foreign
dignitarles (I Kg 9:11; 10:10,13; II Chr 9:9, 11), and
statements concerning his status as king (I Kg 1:45; 4:1;
10:23; II Chr 9:22).

*ZFor some examples, see I Kg 6:2; 7:1;
$13,27,43,44; 9:1,3; II Chr 1:18; 2:3; 3:1,2,3;
:2,5,10,18,33,34,38.

=ANote the use of the verb ‘sSh in connection with the
building of the following items: the cherubim (I Kg 6:23; II
Chr 3:10); the windows (I Kg 6:4); the tank/sea of cast
metal (I Kg 7:23; II Chr 4:2); the laver stands (I Kg 7:27;
IT1 Chr 4:14); the lavers, scrapers and sprinkling bowls (I
Kg 7:40; II Chr 4:7); the vessels of the House (I Kg 7:45;
II Chr 4:16, 18); all the furnishings of the House (I Kg
7:48; II Chr 4:19); all the work that King Solomon had done
in the House of the Lord (I Kg 7:51; II Chr 5:1); the Holy
of Holies (II Chr 3:8); the curtains (II Chr 3:14); the
columns (II Chr 3:15); the chalnwork in the inner sanctuary
(II Chr 3:16); the altar of bronze (II Chr 4:1; 7:7); the
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instance, I Kg 9:11, the two verbs appear together in
conjunction with Solomon's building projects: "Wwhen Solomon
had finished building (bnh) the House of the Lord and the
royal palace and everything that Solomon had delighted to
make (*3h)...". Both the title, "King Solomon", and the verb
*Sh used to characterize his activity, then, have affinities
with the accounts of Solomon's building of the Temple in I
Kings and II Chronicles.

The poem reports that the ‘'appirydn was made "from
the wood of the Lebanon" (3:9). Both I Kg 5:20ff and II Chr
2:7ff recount how Solomon enlisted the help of King Hlram of
Tyre to procure cedar and cypress wood from the Lebanon for
the bullding of the Temple. The phrase "the wood of the
Lebanon", apart from its appearance in Cant 3:9, occurs
elsewhere only in connection with this enlisting of Hiram's
men in II chr 2:7. But references to the cedar wood acquired
from the Lebanon for use in the Tenmple are frequent in the I
Kings account.®* One of the buildings in the complex, the
"House of the Forest of Lebanon", derives its name from this
Lebanon timber.

Cant 3:10 begins with the statement: "Its pillars

(ammd8v) he made of silver". Both I Kg 7:15ff and II Chr

lampstands of gold (II Chr 4:7); the tables and gold basins
(IT Chr 4:8); the Court of the Priests and the Great Court
(IT chr 4:11); the bronze platform (II Chr 6:13); and the
ramps for the House of the Lord (II Chr 9:11).

=+45ee especially I Kg 6:9,10,15,16,18,20, 36.
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3:15 refer to two massive pillars (Lgmmﬁgim) which were
erected in front of the Great Hall of the Temple. The
Cchronicler does not speclfy the material from which they
were constructed; the Kings passage indicates they were made
of bronze. But the description of the Tabernacle in Ex 25-31
and 35-40 includes several posts or pillars (ammidim) which
had rods strung across, and from which the veil and hangings
for the entrance to the Tabernacle and the courtyards were
hung. While the veil was suspended on pillars of acacia
wood, with golden hooks and silver sockets (Ex 27:32; 36:36),
the plllars for the hangings of the courtyard were to have
sockets of bronze, but hooks and rods in silver (Ex
27:10-11,17; 38:10,11,12). The capltals of the pillars in
the courtyard were also plated in silver (Ex 38:17,19). The
silver plllars, in Cant 3:10, may allude to the plllars
plated and trimmed with silver, as described in Exodus 27 and
38. The image represents an amalgamation of the Temple and
Tabernacle accounts.

The second half of 3:10a states: "Its r&fidah [was
madel of gold". The word r&fi1dih is another hapax legomenon,
not found elsewhere in the Bible. A nominal form of the
verbal root rpd appears as a place name in Ex 17:1,8; 19:2;
and Num 33:14f., Verbal forms of the root appear in Job
17:13; 41:22; and Cant 2:5. According to Marvin Pope
(1977:380), the basic meaning of the root is "to spread", "to

underlay" or "to support". He notes that Arabic and 01d
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South Arabic cognates have this sense. Several proposals for
the interpretation of the ré&fidih, based on the
interpretation of the 'appirydon as a "litter" have been set
forth.== Gillis Gerleman (1965:139), who maintains that the

appirydn is a bullding, suggests that the r&f1dah denotes
"that which is spread out", and thus may represent a floor or
a ceiling. Michael V. Fox (1985:126), who notes that
elsewhere the root rpd seems to be used in connection with
floors, suggests a carpet or upholstery with gold threads
worked into it. Fox's interpretation of this word as a
"floor" is a possibility; it is of note that I Kings 6:30
suggests that the floor of the Temple was overlaid in gold.
But in my view, the word r&f%dah, with the basic meaning of
its root being "to spread out", may refer to a "veneer
finish" or "overlay" as opposed to a "floor". 1Ibn Ezra's
gloss of zg;i_ for rég?déh would suggest such an

interpretation. I Kings 6:20-35 recounts that the interior

QSAt one point, Marvin Pope (1977:380) suggests that
the r8£%dah may have a meaning similar to that of Arabic
rifadah, "saddle blanket". Elsewhere (1977:443), on the
basls o£ LXX anakliton and vulgate reclinatorium, he suggests
bolsters as a translation, since it may designate either a
long pillow for a bed, or a supporting piece in a structure
or apparatus. Manfred Gorg (1982: 21) proposes an Egyptian
etymology, suggesting that Hebrew r2f1d3h is related to a
nisbe form of Egyptian rpyt; in itself, this nisbe form would
denote "that which belongs to the female figure/ goddess of
the litter", but here the images becomes de-divinized. He
advocates that the figure of the litter is thus no longer a
woman or goddess, but the trimmings of the litter; Gorg
suggests the cabinet or casing of the litter. Jacques
Winandy (1965:106) suggests the horizontal part of the
litter, as bed or bedboard.
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of the Holy of Holies, its cedar altar and its cherubim, as
well as the walls of the Temple, the doors to the entrance of
the Great Hall, the floor to the Temple, and In fact, the
entire interior of the House was overlaid with gold. 1II
Chronicles 3:5-10 recounts a similar extravagant use of gold,
noting that the porch in the front of the Temple, the beams,
thresholds, walls, and doors of the Temple, its Holy of
Holles, its cherubim, and again, the entire interior of the
House was overlald with gold. Whether one takes the meaning
the word ;Ef?déh to be a "floor" or a "veneer finish", the
poem's statement that this réffdih was made of gold is in
keeping with the descriptions of Solomon's Temple. And while
the word r&fidah does not have a dlirect linguistic
counterpart in the descriptions of Solomon's Temple in I
Kings and II Chronicles, there is a possible etymological
affinity between ys' [cf. I Kg 6:5-10] and rpd.

The next element in the description of the 'appiry®n
is that "its merkab [was made] of purple material
(!argamdn)". The noun merkab is found in only two other
instances in the Bible. 1In Lev 15:9, it would appear to
denote a type of seat, perhaps a "saddle seat" or "chariot

seat".®® 1In I Kg 5:6, the noun designates a "fleet of

=#Jacques Winandy (1965:106) suggests that the use of
merkab in Lev 15:9 may denote the vehicle rather than a seat.
The verse reads: "Any merkdb on which the sick man travels
will be unclean".



chariots".*” Although within the frame of reference
pertaining to a "house" the interpretation of merkab as a
seat of some kind is appropriate, within the frame of
reference pertaining to Solomon's Temple, the term is best
understood in its sense of a "fleet of chariots". The
connection of this imagery with the traditional description
of the Temple will be explained below.

The color !argaman, "purple" was used extensively in
the Tabernacle in Exodus.®® The hangings used for the
Tabernacle and the veil were made of ‘'argaman, as well as
violet, red and crimson material. On these hangings, the
figures of cherubim were embroidered. While the description
of the Temple in I Kings makes no mention of such hangings,
the Chronicler includes the veil in his description of the
Temple (II Chr 3:14). Here, the veil is made of blue,
'argaman and crimson yarn, embroidered with the figures of
cherubim. The cherubim also appear elsewhere in the accounts
of the Tabernacle and Solomon's Temple. Ex 25:18-22 reports
how such cherubim were molded of solid gold and attached to
the Mercy Seat of the Ark of the Covenant. 1In Solomon's
Temple, the cherubim were plated in gold and represented in
much larger form, in the Holy of Holies. But in I Chr 28:18,

a development in the understanding of these cherubim is

*7The verse reads: "Solomon had 40,000 stalls of
horses for his fleet of chariots (lémerkabd) and 12,000
horsemen".

“®@5ee ExX 25:4; 26:1,31,36; 27:16; 36:8,35,317.
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presented. The plan of the Temple, which David gave to
Solomon, Included the welght of gold required "for the figure
of the charlot, the cherublm which spread out [their wingsl
and screened the Ark of the Covenant of Yahweh". The
Chronicler has equated the cherubim with the "figure of a
chariot".®*® While in I Chr 28:18 it is the cherubim in the
Holy of Holies which are described as a chariot, one can
easily see how the image might be extended to the cherubim
embroldered on the veil before the Holy of Holies (cf. II Chr
3:14). This veil, like the hangings of the Tabernacle, was
made of ‘argaman. In the context of Cant 3:10, then, the
merkab made of ‘'argaman may allude to the fleet of chariots
or cherubim embroidered on purple cloth, used as a veil in
front of the Holy of Holles in the Chronicler's description
of Solomon's Temple.

The final element in the description of the

'appirydn, "its interior (t8k) was paved (rds@if) lovingly by

the Daughters of Jerusalem", has occasioned much debate.

“®As B. D. B. (1951:500) suggest, this conception of
the cherubim in Chronicles may derive from the description of
Ezekiel's chariot vision in Ez 1:5-28. Here, the cherubim
are depicted as having wheels beside them: "As I gazed on the
creatures, I saw one wheel on the ground next to each of the
four-faced creatures" (Ez 1:15). That these wheels were part
of the cherubim, and not part of a structure which they
pulled, can be seen from the fact that the wheels moved in
synchronization with the cherubim, moving when they moved,
remaining still when they remained still, being airborne when
they were alrborne, "for the splrit of the creatures was in
the wheels" (Ez 1:20,21). The conception of the cherubim as
live charlots for Yahweh can also be seen in Ps 18:11 and II
Sam 22:11; in these verses, Yahweh 1s said to have "mounted a
cherub and flown".
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Within the frame of reference pertaining to a "house", the
designation of an "interior" or "central portion" is natural
enough.®® The construct form (t8k) appears in what would
seem to be a more technical sense in I Kg 8:64 and II Chr
7:7. 1In both cases, the narrator reports that "Solomon [in I
Kg 8:64, "the king"] consecrated the t8k of the court which
was before the House of the Lord". 1In I Kg 8:64, a further
qualification is made: "For he made there the burnt offerings
and the meal offerings and the fat parts of the offerings of
well-being, because the bronze altar was too small to hold
the burnt offerings, the meal offerings and the fat parts of
the offerings of well-being".®* This bronze altar was
situated in front of the Temple, within the inner courtyard.
The "tB8k of the court", then, may be either a specific
portion of the inner courtyard or the entire space enclosed

by the wall of the inner courtyard.

@oThe element tdk is generally used in a compound
with the preposition bé, "in the midst of", the preposition
min, "from the midst of", or the preposition 'el, "to the
midst of". The absolute form tawek is used as an adjective,
designating "the middle one' ([(some examples include the
"middle city" in Num 35:5, the "two middle pillars" in Ju
16:29, and the "middle gate" in Jer 39:31. 1In Deut 3:16 and
Josh 12:12, the construct form t8k is used to designate "the
space in the middle". With pronominal suffix, the form
appears in Ez 15:4, designating the middle section (as
opposed to the ends) of a piece of vinewood.

®*Although the building of the bronze altar, which
was situvated in the inner courtyard, is not reported in the I
Kings account (cf. II Chr 4:1), it is clearly presupposed,
since the only other altar described, the one in front of the
Holy of Holies within the Temple (I Kg 6:22), was overlaid
with gold, not bronze.
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The Qal passive participle ;gggg from the verbal root
rsp is the only verbal form from this root in the Bible. Two
nominal forms, rigféh and marsefet, do appear, each
deslignating the pavement of a courtyard. 1In Est 1:6, the
court of the king's palace garden is said to have a ri§féh of
marble, alabaster, mother of pearl and mosaics. 1In Ez 40:17-
18 and 42:3, the ri§£éh is that of the Temple's "outer
court". The nominal form marsefet appears in II Kg 16:17,
which features King Ahaz rearranging the furniture of the
Temple complex. The narrator reports that Ahaz moved the
tank from the bronze oxen and placed it on a margefet of
stones. Again, the sense of "pavement" fits well in context.
The bronze tank, like the bronze altar, was situated in the
inner court of the Temple precinct. Both the inner and the
outer courts of the Temple complex, then, appear to have been
paved. While within the context of the fictive realm
pertaining to a "house", the expression "its tdk was gﬁgﬁg"
may suggest that the inside of the structure had a tiled
floor, the connection of both the construct form t8k and the
root ;;Q_with the courtyards of the Temple precinct suggests
that at a metaphorical level the phrase may allude to the
pavement of the Temple's courtyards.

The presence of the word 'ahabéh, "love", in this
line has been dismissed by many scholars as unintelligible.
Three main proposals for emendation have been offered:

(1) Marvin Pope (1977:445) cites Graetz,
Budde, Haupt, Dussard, Ricciotti, Widdekindt,
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to hobnTm, "ebony", mentioned in Ez 27:15;
the final mem is derived from the initial
consonant of the following word;

(2) G. R. Driver (1936:111), followed by
Robert Gordis (1974:85) and John B. White
(1978:45), suggest "leather"™ on the basis of
an Arabic cognate, 'hb; the root is used in
the Arabic ncuns ‘'iha'b, "hide, raw skin",
and 'iha'b, "soldiers equipment”;

{3)Gillis Gerleman (1965:142), followed by
Michael V. Fox (1985:126), emends ‘'ahab3h to
'abanfm, "stones"; again, the final mem is
derived from the initial consonant of the
following word.

Some scholars maintain the 'ah3bah:

(1) Marvin Pope (1977:445), arguing that
rasfif carries the sense of "inlaid" rather
than "paved", defends MT's 'ahdbah,
suggesting that Solomon's bed was decorated
with inlaid carvings of love scenes;

(2) Jacques Winandy (1965:109), advocating
that the root rsp means "to order" or "to
arrange", takes ‘'ahdb3dh as an adverbial
accusative, (cf. Jouon 1024), yielding "the
ték was arranged lovingly"; as Winandy
suggests, this proposal is tantamount to
saying that the Daughters, who are the agents
of the action (cf. Jouon 132d), have put
their whole heart into their work: "elle y
ont mis tout leur coeur®.

Even within the frame of reference pertaining to the
"house", Winandy's proposal yields an acceptable solution to
the problem posed by MT's ‘ahabah. But within the frame of
reference pertaining to Solomon's reign, drawn into the poem
by metaphorical transfer, the use of ‘'ah3b3h in the phrase
"the tO8k was paved lovingly by the Daughters of Jerusalem"
takes on political connotations. The use of the word "love"

in the context of treaty or covenantal relationships has been
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well documented in the literature of the ancient Near East.
william L. Moran (1963:78) notes that in anclent Near Eastern
documents dating from the eighteenth to the seventh centurles
B.C.E., the term "love" is used to describe the loyalty and
friendship joining independent kings, sovereigns and vassals,
kings and subjects. When the political agreement is between
two parties of unequal status, the term carries the
connotation of "obedience" or "service". The use of ‘'ahabah
can be seen in many different types of covenantal agreements

in the Hebrew Bible.®* One such covenant agreement is that

3=21n Deuteronomy, the covenantal relationship between
Yahweh and Israel is described in terms of 'ahabah (consider,
for example, the exhortations to love Yahweh in Deut 5:10;
6:5; 10:12; and 11:1; a reference to Yahweh's love for Israel
appears in Deut 7:81. In I Kg 5:15, the term 'Shé&b, "friend"
or "one who loves" is used in connection with a covenantal
agreement between the king of Israel and the king of Tyre.
The narrator reports that King Hiram of Tyre sent officials
to Solomon when he heard that he had been anointed king in
place of his father, for Hiram had been an '8héb of David.
The encounter concludes with a statement that "there was
peace between Hiram and Solomon" ["peace"™ being another
common covenantal term; cf. Weinfeld (1974:258)1, and that
"the two of them made a covenant" (5:26). The use of ‘'0héb
to define the relationship between David and Hiram in 5:15
would suggest that David and Hiram had already had a treaty,
and that Hiram's sending of officials to Solomon was for the
purpose of conflrming a si@ilar treaty with David's
successor. The use of 'ahabah in connection with a covenant
between individuals can be seen In I Sam 18:3. The verse
reads: "Jonathan made a covenant [with] David, to love him as
himself".



governing the relationship between king and subjects.®?®
Sam 5:1-3 reports:

All the tribes of Israel came to David at
Hebron, and salild, "we are your own flesh and
blood. Long before now, when Saul was king
over us, it was you who led Israel out and in
[in war] and the Lord said to you: You shall
shepherd my people Israel; you shall be ruler
of Israel." All the elders of Israel came to
the king at Hebron and King David made a

167

II

B®Phere are several parallels in the documents from
the ancient Near East. Ian Bergman (1974:100) states that in

Egyptian documents:

Love describes the ideal relationship between
a king and his subjects. Some kings state
proudly, "Men love me". Sinuhe praises the
new king with these words: "He is a lord of
favor, great in sweetness; he is the one who
conqguers by love {(mrw.t). The inhabitants of
the city love him more than they love
themselves..." (Sinuhe B, 66).

A. 0. Haldar (1974:100-101) notes that in Mesopotamia:

The usual Sumerian word for "love" is ki-
ag...The use of this idea in political life
is especially interesting. The Amarna
letters state that princes "love" each other,
that vassals "love" the pharaoh and that the
pharaoh "loves" them, and that subjects
should "love" their king. This "love"
includes primarily loyalty, fidelity, and
obedience.

William L. Moran (1963:78, 80) gives examples from the
Letters of Mari and the Amarna letters:

In a letter to Yasma'-Addu, the king of Mari,
one writer declares himself the king's
servant and "friend" (ra'imka, literally,
"the one who loves you")...[In the Amarna
letters] Rib-Adda's loyal subjects are "those
who love me" and they are oppozed to the
treacherous and rebellious.
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covenant with them in Hebron before the Lord.
and they anointed David king over Israel.®*

Although the records of Solomon's own coronation [I Kg 1:38-
40 and II Chr 29:20-25] contain no reference to a covenant
between king and subjects, such a covenantal agreement is
probably presupposed in the biblical accounts.

within the frame of reference pertaining to Solomon's
reign, then, the statement "The t0k was paved lovingly by the
Daughters of Jerusélem", may allude to the fact that the
Israelites, designated figuratively as the "Daughters of

Jerusalem",®% acted obediently, according to their covenantal

@+fFurther evidence of a covenantal agreement between
king and people appears in II Kg 11:17: "And Jehoiada
solemnized the covenant between the Lord, on the one hand,
and the king and the people on the other - as well as between
the king and the people - that they should be the people of
the Lord". Five verses earlier (II Kg 11:12), the people had
anointed the king, shouting: "Long live the king!" Note also
that at saul's coronation, after all the people had acclaimed
him, shouting "Long live the king!" (I Sam 10:24), the
narrator reports: "Samuel explalned the royal constitution
(miSpat hammelukdh) to the people and inscribed it in a book,
which he placed before Yahweh" (I Sam 10:25). Although the
word berit "covenant" is not used in this context, a formal
agreement between king and subjects is clear. 1In addition to
covenants made between king and subjects at the time of the
king's official coronation, there is one instance of a
covenant between king and subjects for the purpose of
instituting a change in laws. Jer 34:8-9 reports: "The word
which came to Jeremiah from the Lord, after King Zedeklah had
made a covenant with all the people in Jerusalem, to proclaim
a release among them - that everybody should set free his
Hebrew slaves, both male and female, and that no one should
keep his fellow Judean enslaved."

35The phrase "Daughters of Jerusalem" is probably
best taken as referring to the inhabltants of Jerusalem; the
city is thus personified and its inhabitants referred to as
her daughters. While the phrase occurs only in the Song, a
parallel phrase, "Daughters of Zion", found in Cant 3:11, is
also found in Is 3:16,17 and 4:4. That these expressions
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agreement with Solomon, paving the courtyards of the Temple.
Although the passage opened with the statement, "King Solomon

made an 'appiryon...its pillars he made of silver...", the

verb ‘aSah suggesting that he did the work himself, in

3:10b-c the identity of the labourers 1ls revealed. Although
Solomon recelives the credit for having made the structure, it
is the Israelites who have been the actual labourers in the
construction. But while the verse states that the Daughters
did their work "lovingly", Solomon had, in fact, imposed
forced labour on the Israelites for the project.®% The
political metaphor introduced through the image of "love" in
3:10 is developed further in 3:11. Although 3:11 represents
a return to the time-framework of the procession scene begun

in 3:6-8, in order to explore this development of the

should be taken as referring to the inhabitants of the city
is clear from a similar phrase, "Sons of Israel", used in
reference to the Israelites [see, for example, I Kg 6:1,13;
8:9,63; 9:21; 11:2]. Rashi, in his commentary on Cant 3:10,
suggests that the Daughters are the "completely God-fearing
Israelites.

®&T Kg 5:27-30 reports on Solomon's forced labour,
indicating that Solomon imposed such labour on all of Israel.
But elsewhere, II Chronicles records that it was only the
aliens in the land who were put to forced labour (II Chr
2:16; 8:7-10). I Kg 9:20-22 makes a simlilar claim, in spite
of the previous assertion (I Kg 6:27-30) that "King Solomon
imposed forced labour on all Israel". J. Albert Soggin
(1982:262-263) suggests that for the Israelites, the type of
labour demanded was statutory labour, manual labour for
public service, possibly instead of additional taxes. Such
labour appears to have been demanded on a periodic basis (I
Kg 6:27-28). The Canaanites living in the land may well have
received harsher treatment. The biblical tradition suggests
that forced labour was a major issue leading to the North's
rejection of Rehoboam, Solomon's son, as their king (cf.I Kg
12:4; 11 Chr 10:4).
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political metaphor I shall begin with a discussion of 3:11,
then proceed with the remainder of the procession scene in
3:6-8.

In 3:11, the narrator abandons his stance as
objective observer and addresses the Daughters in their role
as characters.®” He beckons them: "O Daughters of Zion come
forth and see King Solomon in the crown which his mother
crowned him, on the day of his wedding, on the day of his
gladness of heart" (3:11). The exhortation to "come forth
and see" refers back to the procession scene; the Daughters

are invited to view the procession as it passes. But the

#7That the "Daughters of Zion" in 3:11 are to be
equated with the "Daughters of Jerusalem" in 3:10 is clear,
not only from context, but also from the fact that elsewhere,
when used in the singular, the phrases "Daughter/Maiden
Jerusalem" and "Daughter/Maiden Zion" appear in parallelism
{see, for example, II Kg 19:21; Zech 9:9; Zeph 3:141. The
use of the two different phrases may be for the sake of
avoiding verbatim repetition in such close proximity. But
the introduction of the phrase "Daughters of Zion" in
conjunction with the feminine plural form of address may also
serve to distinguish this address to the Daughters in their
role as characters from the appeals to the Daughters in their
role as narratee. Elsewhere, when the Daughters are
addressed in their role as narratee, they are referred to as
the "Daughters of Jerusalem" (as when they are referred to in
the third person in the story in 3:10), but addressed with
second person masculine plural forms of address. As noted in
footnote 35, the Daughters in the discourse setting may
represent the inhabitants of Jerusalem. Although in the
discourse setting they would be of mixed gender (hence the
masculine plural form of address), in the context of this
story they are portrayed as feminine characters; the reason
for this change in gender may be for the sake of maintaining
consistency In the frame of reference pertaining to Solomon's
wedding. oOutside of the frame of reference pertaining to
Solomon's treatment of the Israelites, it would not be
appropriate to have Solomon married to anyone but female
characters.
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procession need not be that of Solomon's wedding, since the
verse states merely that the crown he wears in the procession
was given to him on his wedding day, and not that the
procession itself takes place on his wedding day. While the
procession scene is portrayed as an event contemporaneous
with the act of narrating, the wedding 1s portrayed as an
event in the indefinite past.

The word @Etunnéh, "wedding" or "marriage", appears
only here in Cant 3:11. The root from which it derives, g;g,
appears in the Hithpa‘el conjugation with the meaning "to
become son-in-law to" or "to make a marriage alliance with".
As such, the root seems to pertain more to the formal
arrangement between the groom and the father of the bride or,
at times, the fathers of both bride and groom, than it does
to a commitment between bride and groom. Often, the verb
denotes more a political alliance than a familial bond.®® In

the context of the fictive realm pertaining to Solomon's

38The sense of a formal alliance is particularly
evident in I Kg 3:1, where Solomon allies himself by marriage
with Pharaoh, King of Egypt; in II Kg 8:18 and II Chr 2:6,
where Jehoshaphat allies himself by marriage with Ahab; and
in I Sam 18:21-23, where David makes a marriage alliance with
Saul, marrying his daughter Michal. 1In this last example,
the king sends his servants to David with the message:
"Indeed, the king delights in you and all his servants love
you, and now, ally yourself in marriage to the king" (I Sam
18:22). Note the covenantal use of the term "love" in this
context, defining, not the relationship between David and
Michal, but rather, the relationship between David and Saul.
In one final example, Gen 34:9, the mutual exchange of
daughters for marriage emphasizes that what is at stake is a
political alliance between families and not just a matter of
acquiring in-laws.
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reign, "the day of his marriage" may allude to the day of his
covenantal arrangement with the Israelites when his "love"
relationship with them began, the day of his formal
coronation.®® This interpretation is confirmed by the role
that Solomon's mother performs on that day, for she is said
to have crowned him on his wedding/coronation day. As
reported in I Kg 1, Solomon's mother, Bathsheba, played an
important role in her son's ascension to the throne. The
poet of Cant 3:6-11 alludes to this fact metaphorically,
having Bathsheba actually conferring the crown on her son on
the day of his wedding/coronation.

The mention of Solomon's "wedding" in 3:11, then,
serves to develop the motif of the Daughters' "labour of
love" as presented in 3:10. These two images, when viewed
within the frame of reference pertaining to Solomon's reign,
allude to the formal agreement between King Solomon and his
subjects, and the working out of that agreement through the
Daughters' obedient serxrvice. But there is a stark contrast
between the way the Daughters have fared in the "love"
relationship and the way Solomon has fared in the "love"
relationship. The Daughters/Israelites have been forced to
work diligently, paving the courtyard of the Temple precinct,

not to mention constructing the Temple itself, the building

*®The use of the marriage relationship as a metaphor
for a covenant relationship is well attested in the
literature of the Hebrew Bible, especially for the covenantal
relationship between Yahweh and Israel [See Hos 2; Is 54:4ff;
62:4ff; Jer 2:2; 3:20; Ez 16 and 23].



which "King Solomon made". But in spite of their hard
labour, Solomon takes the credit for the work that they have
done. Furthermore, Solomon is the one who appears in the
procession decked in the splendour of his royal attire,
wearlng the crown he received on the day when the "love"
relationship began. The Daughters, on the other hand, can
take part in the procession only as spectators, gazing on
Solomon as he appears in his glory. The "love" relationship,
as presented in 3:10-11, then, works to the benefit of King
Solomon; the Daughters have done the labour while Solomon
takes the credit and receives the glory. The contrast in
status becomes even more apparent once the significance of
Solomon's appearance in the procession is taken into
consideration.

In terms of its time-framework, the account of the
procession in 3:6-8,11 gives the impression of being told at
the same time as the actuval events. The narrator begins with
a question, "What/Who is this coming up from the wilderness"
(3:6), then, with the particle hinnéh which conveys a sense
of lmmediacy, introduces the answer to this question (3:7-
8).%® This sense of immediacy is resumed with the imperative

forms of 3:11. The account of Solomon's construction of the

“+9This interpretation demands that the introductory
mi 20't refer to an object rather than a person. No female
character appears in the poem who could correspond with the
feminine singular demonstrative pronoun z0't, suggesting that
the feminine noun mittah serves as an answer to the question.
Marvin Pope (1977:423) notes that m1 appears in Akkadian with
the sense of "what" rather than "who".
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'appiryon in 3:9-10 seems to digress from this
contemporaneous form of narrating, the two verses recording
events which took place before the processlion began.** In my
view, however, 3:9-10 ls an integral part of the poem, since
it provides background information necessary for
understanding the procession.

On the basis of 3:11c, many scholars have interpreted
the procession as a wedding procession: Robert Gordis
(1974:19-20), Francis Landy (1983:120) and Michael Goulder
(1986:29) suggest a procession in connection with one of
Solomon's weddings; John B. White (1978:146) and Michael V.
Fox (1985:121) suggest a wedding procession of the lovers in
a fictive wish-situation. But as noted earlier, Solomon's
wedding appears to be an event of the past in this poem.

Wwith solomon's wedding ruled out, no occasion for the grand
procession, featuring Solomon and his sixty warriors, is

explicitly stated within the fictive realm of the poem. But,

“1In Gerard Genette's (1980:40,48) terminology, 3:9-
10 represents an "analepsis" to the "first narrative" begun
in 3:6-8 and resumed in 3:11. An "analepsis" is "any
evocation after the fact of an event that took place earlier
in the story than where we are at any given moment". The
"first narrative" is "the temporal level of narrative with
respect to which anachrony [including analepsis] is defined
as such". Although the narration of the building of the
'appirydn takes place after the narration of the procession
begins, the construction program is portrayed as a past
event, while the procession is portrayed as an event of the
present [contemporaneous with the act of narratling; cf.
Chapter II, footnote 8]1. As Genette (1980:50) suggests, the
function of this analepsis is "to f£ill out the flirst
narrative by enlightening the reader on one or another
*antecedent'".
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if the governing metaphor os Solomon's reign, and the
'appiryon represents Solomon's Temple, the procession could
be that which accompanies the dedication of the Temple. The
procession in Cant 3:6-8,11 does resemble the procession
described in I Kings 8 and II Chronicles 5-7 in some respects
[for details, see below}l. But the poet's account of this
procession also contains significant deviations from the
accounts in the historical books. In my view, both the
similarities and the differences are deliberate, the poet of
Cant 3:6-11 reworking the material presented in the
historical accounts into a parody. 1In doing so, he conveys
an evaluation of Solomon's bullding of the Temple which
differs radically from that presented in the historical
books.

The primary focl of the processien scene are

B

Solomon's mittah, his person, his crown and his status as

I e B
king. The noun mlt?éh generally denotes a statlonary bed or
couch,**® but on two occasions it denotes a movable
structure.*® 1In the context of a procession, one would
expect a rather elaborate pliece of furniture, perhaps a

litter or palanquin. But the use of the term migyéh nay

serve a rhetorical purpose, the object having particular

“Zpor examples, see I Kg 17:19; 21:4; II Kg 1:4,6,16;
4:10,21,32; Am 6:4.

“3In I Sam 19:5, Saul gives orders for David, who was
reported ill, to be brought to him on his mittah. In II Sam
3:31, mipyén designates a coffin or bier for transporting a
dead body.
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significance within the frame of reference pertaining to
"love" (3:10) and "marriage" (3:11) in the poem. As far as
the frame of reference pertalining to Solomon's reign 1is
concerned, the piece of furniture most appropriate to the
"love" relationship between Solomon and his subjects would be
Solomon's throne. Within this frame of reference, then,
Solomon's miggéh may represent a type of portable throne,
suitable to be carried in a procession. In my view, the
nature of this procession, with its emphasis on Solomon's
mi??ﬁh/throne, crown, and royal status, can best be
understood if viewed within the context of the relationship
between temple construction and royal status, as reflected in
other ancient Near Eastern documents.

In a study which examines the Mesopotamian kalu-
ritual and its implications for the interpretation of Zech 1-
8, Baruch Halpern (1978:176) notes that a king's
participation in this ritual, associated with the laying of
temple foundations, serves not only to initiate the process
of the temple's construction, but also to establish that
king's royal status. Halpern traces this connection between
temple construction and the conferring of royal authority
back to mythic roots. He (1978:182) notes:

Both the E(numa) el[lish] and the Ba‘'l cycle

at Ugarit culminate, after the defeat of the

foe, in the enthronement of the god and the

construction of a Temple (or royal palace)

for him. Thus it seems logical that the

ritual for Temple foundation and construction

should draw for its mythic correlative on the
combat-creation cycle.
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Halpern (1978:183-184) argues that in the course of the kalu-
ritual, the king, playing the role of combatant god,
symbolically re-enacts the cosmic battle; through his
victory, he establishes his royal authority. The completion
of the temple, with its mythic correlative in the
establishment of cosmic order, serves as a verification of
this authority. Halpern's study, demonstrating the
implications of this ritval for the interpretation of
Zechariah 1-8, indicates that the ritual was known in Israel,
and that its conceptual framework played a role in the
literary representation [at least] of temple construction in
Israel .=+

In my view, the conceptual framework which is found
in this ritual, with its conjoining of temple construction,
the conferring of royal status, and the combat motif, has
important implications for the interpretation of Cant 3:6-
11. The poem includes an account of the building of a
structure which metaphorically represents the Temple (3:9-
10), several direct indications of Solomon's royal status
[Solomon's miggéh/throne (3:7), his crown (3:11), and hls

title as "King Solomon" (3:9,11)]1, as well as reference to

“++Also of note is the more general study of Arvid s.
Kapelrud (1963:56-62). Kapelrud (1963:58,62) discusses the
connection between temple building and the conferring of
special status on the builder-king. Although he places less
emphasis on the combat motif, he does draw some interesting
parallels between the ancient Near Eastern mythic accounts of
temple building and the biblical account of Solomon's
building of the Temple in I Kings.



sixty warriors, trained in battle, suggesting the combat
motif.

In spite of striking similarities, one need not claim
that the procession 1n 3:6-11 is actually part of the

Mesopotamian kalu-ritual, or even an Israelite counterpart to

this ritual. 1In my view, since the actual building of the
'appiry®én is portrayed as a past event, the procession is
more likely related to a celebration of the Temple's
completion than to a ritual which initiated the building
process. Since the completion of the Temple served to verify
Solomon's royal status, a celebration of his kingship would
naturally be appropriate. Such a celebration, however, is
not reported in the biblical accounts of the dedlcation of
the Temple. In those historical accounts, the focus of the
dedication service is Yahweh and the process by which He
takes possession of His abode in the newly constructed
Temple. Yet while the focus of the dedicatlion service 1s
different, there are important simlilaritlies between the
accounts in the Song and the historical books.

In I Kings 8 and 1I Chronicles 5, the Ark of the
Covenant was the main focus of the procession. It was
carried to its new resting place in the Holy of Holies in the
new Temple, and symbolized Yahweh's presence among Hls
people. It was viewed as Yahweh's footstool, with His throne
situated above the cherubim which were attached to the Ark's

Mercy Seat. 1In contrast, the Song highlights Solomon's
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throne, symbolized by his mi??éh. The Song's substitution of
Solomon's throne for Yahweh's throne is a primary indication
that a parody is at work in the Song's account. But there
are other simllarities which would suggest that the two
accounts should be read in light of each other.

In both cases, the object symbolizing the throne is
accompanied by an entourage of men: in the historical
accounts the priests and/or Levites;*® in the Song, the sixty
warriors trained in battle (3:7-8). 1In the historical
accounts, it is fitting that religious officials should play
an important role in the ceremony which begins a new era in
Yahwistic religion. 1In the Song, the warriors, trained in
battle, highlight the combat motif. These warriors highlight
Solomon's victory over the forces of chaos, as symbolized by
the completion of the Temple, and thus legitimate his royal
authority.

Two other details in the Song's account of the
procession scene also suggest that it should be read in
connectlon with the historical accounts. In the historical
accounts, the Ark was brought up (ha‘alot; Hiphil ‘1lh) in the
procession (I Kgs 8:4; II Chr 5:5); in the Song, the miggén
is said to come up (‘olah; Qal ‘1lh) in the procession. 1In
the hlstorical accounts, the Ark is brought up from the City

of David or Zion (I Kgs 8:1; II Chr 5:2), where it had been

+=] Kings 8:3 suggests the priests; II Chr 5:4-5
suggests the Levites.
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housed prior to its installation in the Temple (c¢f. II Chr
1:4); in the Song, Solomon's miypéh comes up from the
wilderness. While in this case the details do differ, the
traditional home of the Ark is the Tent of Meeting in the
wilderness;** this tradition may be the source of the poet's
allusion in Cant 3:6.

One final feature warrants detailed attention. 1In
the Song, the appearance of the procession is said to be
"like a column of smoke". The phrase is found elsewhere only
in Joel 3:4, where it designates one of the portents that
will come before the great and fear-filled Day of Yahweh. It
may be that by the inclusion of this detail, the poet of Cant
3:6-11 wanted to suggest that the celebration of Solomon's
kingship was such an ominous portent. But at the same time,
the image evokes that of the cloud which filled the Temple
upon the installation of the Ark.(I Kgs 8:10-12; II Chr 5:13-
14). The word Liﬁ;g, "smoke", is generally used in
connection with unpleasant or illusory experiences,*”
Yahweh's anger and destructive actions,*® or theophanic
appearances of Yahweh.®®110> 1Is 4:4-5 is of particular note.

The verse states that once Jerusalem is purified,

“4See, for example, Num 1:1.
*7Cf. Prov 10:26; Ps 102:4.

+SCf. Josh 8:20-21; Ju 20:34-40; Ps 37:20; 68:2-3;
Nah 2:14; Is 9:17; 14:13; 34:8-10; 51:6; 65:5.

“=Cf. Gen 15:19; II 5am 22:9; Ps 18:9; Is 6:4,



Yahweh will create over the whole shrine and
meeting place of Mount Zion cloud by day and
smoke ('3aBan) with the glow of flame by
night.

As an indication of Yahweh's presence in His sanctuary, smoke
functions at night as cloud functions during the day.®®
S5lnce the processlon 1n Canticles appears to take place at
night (3:8), the "columns of smoke" give the impression of a
theophanic phenomenon, a counterpart to the cloud in the
historical accounté. But in the Song, the procession coming
up from the wllderness is said to be "like a pillar of
smoke", not a pillar of smoke in itself. The reader's
expectations of a divine phenomenon are thwarted in the line
which follows: "Reekling with myrrh and frankincense from all
the powders of merchants". The divine character of the
phenomenon, then, is an optical illusion, for Solomon has
contrived the effect with the help of expensive imports fromn
South Arabia.®?

The effect of this display of "special effects" is

that Solomon is portrayed as a glory-seeker, one who would

“<For other references to the presence of Yahweh as
represented by atmospheric phenomena, see Ex 33:9; 40:34-38;
and Num 9:15-25.

®*As Athalya Brenner (1983:75, 78) notes, myrrh and
frankincense were both of South Arablan origin. Solomon's
trade with Southern Arabia, and through 1t, with South India,
is documented by the story concerning the Queen of Sheba's
visit and other remarks concerning Solomon's wealth and trade
in I Kings 10 and II Chronicles 9.
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like to exalt hls own kingship to divine proportions.== The
reader is led to inquire concerning Solomon's motivation for
bullding the Temple: was it the earnest desire "to bulld a
House for the name of the Lord" as the historical accounts
would suggest (cf. II Chr 1:18), or was the Temple an
exorbitant extravagance, designed to enhance Solomon's own
status? The Song conveys its evaluation of the situation
when 1t states: "An ‘'applryon King Solomon made for himself!"
The act of building of the Temple is portrayed as an act of
self-indulgence on Solomon's part, so much so that Yahweh's
name is not even mentioned in the poem. Furthermore, it is
toward this end, Solomon's own aggrandizement, that the
Daughters' labour of "love" has been directed. The polgnancy
of the stark contrast between the way the Daughters have
fared in the "love" relatlionship and the way Solomon has
fared becomes even more apparent when one considers not only

solomon's motivation for the ‘applryon endeavor, but also the

=2arvid S. Kapelrud (1963:56-62) discusses the
relationship between the mythical accounts of temple building
in the ancient Near East and the biblical accounts of
Solomon's construction of the Temple. He (1963:58) notes
that in the Mesopotamian account of Gudea's building of a
temple (as presented on the Gudea cylinders A and B), Gudea,
the temple builder, was elevated to the status of the gods
for his endeavor. Kapelrud (1963:61) indicates that in the
biblical accounts of Solomon's construction of the Temple,
although Solomon was not taken up into the ranks of the gods,
a special status was conferred on him; Yahweh promised "to
establlish his royal throne over Israel for ever" (I Kg 9:9).
In the Song, however, Solomon tries to give the impression of
a divine character to his kingship, by making the procession
which accompanies the celebration of his kingship appear as a
divine phenomenon.
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presence of the Daughters in the discourse setting of the
work.

As noted in the previous chapter, the third person
reference to the Daughters in the story serves a rhetorical
purpose, providing for the Daughters in the discourse setting
the effect of looking at the situation objectively. Yet all
the while, the narrator has employed techniques to mold the
Daughters' evaluation. By the time the narrator intrudes
into the level of the story, addressing the Daughters in
thelr character role, the Daughters in the discourse setting
cannot help but agree with his presentatlon of the sltuatlon.
The Daughters have allowed Solomon to exploit them for his
own advantage.®® As will become clear below, Cant 8:11-12
presents a similar evaluation of Solomon's treatment of

Israel.

' a $11-
Cant 8:11-12 records a story concerning Solomon and

his treatment of his vineyard. 1In my view, the narrator's

use of the phrase "my very own vineyard" in 8:12, ldentical

to that used by the female lover in 1:6, indlcates that the

=37t is noteworthy that Solomon's exploitation of his
subjects is entirely in keeping with Samuel's evaluation of
what kingship would bring for the people of Israel, as
presented 1n I Sam 8:11-17:

This will be the practice of the king who
will rule over you...you shall become his
slaves.
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speaker is to be identified with one of the lovers elsewhere
In the Song. But determining which of the two lovers speaks
depends on one's interpretation of the vineyard metaphor. It
may be the woman, speaking of either her agricultural
vineyard (cf 1:6) or her sexuality (cf. 1:6 and the use of
the "garden" as a metaphor for the woman's sexuality); it may
also be the man, speaklng of the woman under the metaphor of
the vineyard (cf. the man's use of the "garden" image in
4:12-5:1). 1In any case, at least the initial segment of the
poem is focalized, not from the speaker's role as a lover,
but rather from the stance of a neutral observer who stands
outside of the situation depicted in the story.

Several scholars, noting the similarity between the
opening line of this poem and the opening line of the Song
of the Vineyard in Is 5:1ff [see below}l, have suggested that
Cant 8:11-12 is a parable. Picking up from the use of
vineyard and garden imagery as metaphors for female sexuality
elsewhere in the Song (1:6, 4:12-5:1), Gillis Gerleman
(1965:222), Marclia Falk (1982:133), and Michael V. Fox
(1985:174-175) all suggest that Solomon's vineyard represents
his harem. But while in the end, the use of the vineyard
imagery elsewhere in the Song has important implications for
the interpretation of the passage, in my view the passage
should first be examined apart from its context in the love
poetry, and again, within the context of the traditional

accounts of Solomon's reign. These accounts
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nature of the criticism presented in the poem. Yet as far as
the actual dynamics of the poem are concerned, the
poem 1s best read in relatlion to Isailah 5:1ff. As will
become clear below, Cant 8:11-12 constitutes a parody of the
Isaian text, Solomon's treatment of the vineyard being
contrasted with Yahweh's treatment of his beloved vineyard
Israel.

The poem begins, in 8:11la, with the statement:

"Solomon had a vineyard in Ba‘al Himdn." The place name

Ba‘al Hamdn is not attested elsewhere in the Bible. Robert
Gordis (1974:101), noting a similar place name Balamon in the
apocryphal Book of Judith, suggests a location not far from
Dothan. But in my view, the name is chosen for its symbolic
value, and may represent a fictional location. The first
element of the name, Ba‘al, while at times used to designate
foreign deities, has the more general meaning "lord",
"husband" or "owner". The second element, HamOn, is used in
a variety of contexts, designating a rumbling sound made by
people (Is 17:12), rain (I Kg 18:41), or chariot wheels (Jerx
47:3), a great tumult or confusion (I Sam 14:19; II Sam
18:29), a multitude or crowd (II Sam 6:19; Is 5:13), or an
abundance or wealth (Ps 37:16; Ecc 56:9). The name can thus
be construed either as "Lord of the Multitude" or "Owner of
Wealth". Given the statement that the fruits of the vineyard

were worth a thousand pieces of silver (8:11c) and the
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emphasis given to money elsewhere in the poem (8:12), the
latter seems the most likely.

The opening line of the poem is identical in form to
the opening line in the Song of the Vineyard in Is 5:1ff: "My

beloved had a vineyard in Qeren-ben—g“mgg". Again, the place

name is not attested elsewhere in the Bible, and seems,
rather, to have been chosen for its symbolic value; the
literal meaning of the name is "Horn of the Son of 0il". The
phrase ben—§émen, "son of o0il", is similar to the phrase
bén%-hazzi§§r, "sons of fresh oil, used with the sense of
"anointed dignitaries" in Zec 4:14. The same sense probably
applies in Is 5:1, yielding "Horn of the Ancinted One". The
exact syntactical sequence, kerem hayah 1€ + name or epithet
of person (Solomon/my beloved) + symbolic place name ("Owner
of Wealth"/"Horn of the Anointed One") would suggest that the
author of the poem in Canticles is patterning his poem after

the well-known Isaian passage.®™* The use of the term éd?d?,

"my beloved", similar to the term dod? used in the Song, the

speaker's appeal to the "Dweller of Jerusalem" and the "Man
of Judah", similar to the appeals to the "Daughters of
Jerusalem" in the Song, and the designation of the poem as a

"song", like the "Song of Songs", would also suggest that the

“4The only other passage which bears any resemblance
occurs in the introduction to the story about Naboth's
vineyard in I Kg 21:1. But here, although the first three
elements are identical, kerem hayah 1€ + name of person, the
location of the vineyard is introduced with the relative
pronoun, ‘3%er, and the location 1tself 1s the well attested
Jezreel.
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author of Canticles intended that the two passages be read in
conjunction with each other.

The Isaian passage continues with an account of how
the speaker's beloved cared for his vineyard, hoping that it
would yleld grapes: he dug the soll; he cleared the stones;
he bullt a tower in the middle; and he dug a winepress (Is
5:2a-b). But in spite of all the care he lavished upon the
vineyard, all it produced was sour grapes. The owner appeals
to the "Dweller of Jerusalem" and the "Man of Judah", asking
them to judge between himself and his vineyard, and
pronouncing judgment on the vineyard. The narrator then
expounds the significance of the parable for his narratee,
identifying the owner of the vineyard as "Yahweh Sebaoth",
the vineyard as the "House of Israel", and the seedlings
which the owner planted and tended as the "Men of Judah". He
identifies the grapes for which the owner had hoped as
"justice" and "righteousness", and the sour grapes which he
recelved instead as "injustice" and "unrighteousness" (1lit.
"outcry"). The fruit that the Lord had expected from Israel,
then, was a particular mode of behavior on the part of His
people. But in spite of his provision and nurturing of
Israel, His "vineyard" failed to bring forth the fruits or
behaviors appropriate to its relationship with Him.

In Cant 8:11-12, on the other hand, it is the owner
of the vineyard who behaves inappropriately, at least

according to the standards set forth by the Isaian parable.
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Solomon appears too busy to tend the vineyard himself, for
"He gave the vineyard to keepers". Yet in spite of his own
lack of participation in the maintenance of the vineyard, the
vineyard produced fruit so abundantly that "a man would bring
a thousand pieces of silver for its fruits". 1In this poem,
then, the vineyard acted in a fitting manner, producing for
its owner a yleld of tremendous value. But the narrator's
intrusion into the level of the story in 8:12 indicates that
Solomon was not interested in the fruits of his vineyard, but
only in the wealth which they could bring him. The
narrator's chiding appeal, "The thousand to you, O Solomon",
suggests that Solomon accepted the offer of money for the
fruits of the vineyard. The keepers of the vineyard
apparently share in Solomon's mercenary attitude, since they,
too, bear the brunt of the narrator's chlding remarks: "And
two hundred to the keepers of its fruits".

when read with the key provided by the Isaian
parable, the poem in Cant 8:11-12 becomes a biting criticism
of Solomon's treatment of Israel. The vineyard, as in
Isaiah, serves as a metaphor for Israel,™ and the keepers to

whom he gave the vineyard, the officials whom he set over

=SSFor other uses of the vineyard image as
representing Israel, see Is 3:14; 27:2,6; Jer 12:10; for the
use of the image of the vine as representing Israel, see Jer
2:21; 6:9; Ez 15:2,6; 17:6-7(King of Judah); 19:10; Hos
10:1.



Israel.® Yet in spite of the fact that Solomon handed the
duties of governing Israel over to "keepers", the vineyard
yielded fruit in abundance, the Israelites behaving in a
manner that was in keeping with Solomon's wishes and
expectations. As noted in the discussion of 3:6-11, these
expectations included forced participation in Solomon's
building projects. Yet what Solomon valued was not the
loyalty and obedience of the people, but rather the riches
that this loyalty and obedience procured for him. Solomon is
thus portrayed as having traded the fruits, the Israelites'
loyal service and allegiance to their wmonarch, for a thousand
pieces of silver. Once again, the Daughters who reside in
the discourse setting of the work are provided with an
evaluation of Solomon's treatment of them; this evaluation is
anything but positive, indicating Solomon's exploitation of
his subjects.

when taken together, then, the two poems [3:6-11 and
8:11-12]1 present a polemical account of Solomon's
exploitation of his subjects. In 3:6-11, the polemic is
conveyed through a parody of the historical accounts of the
Temple's construction and dedication. 1In the historical

accounts, Solomon's building of the Temple was presented as a

=&For an extended list of these officials, including
the names of priests, scribes, a recorder, a commander of
the army, administrator of the palace, companion to the
king, officer of the prefects, the twelve prefects,
themselves, and Adoniram, who was in charge of the forced
labour, see I Kg 4:2-19.
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response to the king's earnest desire to provide a dwelling
place for Yahweh. 1In the Song, the construction of the
Temple is directed to Solomon's self-aggrandizement; the
Daughters of Jerusalem have been forced to labour in the
construction of this monument to Solomon's royal status. In
8:11-12, the poem conveys its critique of Solomon's
treatment of Israel by presenting a parody Is 5:1f£f, which
deals with Yahweh's treatment of Israel. In contrast to
Yahweh, who tended the vineyard personally and was
disappointed when the vineyard did not bear the appropriate
fruits, solomon hands the vineyard over to keepers, yet takes
the first opportunity to exploit it, trading its fruits for a
handsome profit. But while at a literary level, the dynamics
of the poem are best understood when viewed in relation to
the Isalan parable, the frame of reference pertaining to
Solomon's reign still provides the backdrop against which to
interpret the critique which is presented. Solomon's
exploitation of his subjects' services, as reflected in the
historical books, provides the key for understanding the
image of his selling of the vineyard's fruits.

Wwhen these two units are viewed in isolation, then,
parody seems to be the primary technique used by the narrator
to convey his evaluation of Solomon's endeavors to the
Daughters. But when the two units are viewed in thelr
context amidst the love poetry, other techniques come to the

fore. In my view, the poet has placed these two units
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involving Solomon beside those involving the lovers in order
to amplify his evaluation of Sclomon's endeavors. The
poet's technique is to juxtapose his account of the
Daughters' love relationship with Solomon with an account of
a more intimate type of love relatlonship, and to show how
the values which govern this more intimate type of love
contrast with Israel's state of affairs. The poet conveys
his message by presenting some of the key elements in the
Solomon stories again in the love poetry, showing how they
would fare within the context of a more intimate conception
of love. Although it is beyond the scope of this study to
provide a detailed examination of all the images which appear
both in the Solomon stories and the love poetry, I shall
isolate what I consider to be key images in the Solomonic
material and examine the contexts in which they recur in the

love poetry.

KEY TMAGES FROM THE UNITS PERTAINING TO S
IN THE LOVE POETRY

As Appendix IV demonstrates, the passages pertaining
to Solomon and those pertaining to the two lovers hold many
images in common. In my view, the most significant of these
include: the "house", the "bed" or "couch", the "wvineyard",
the "keeper(s)" or "gquard(s)", the "fruits", "wealth", and
"love". These images play a significant role in both blocks
of material. I shall examine the contexts in which each

image 1s found in the love poetry, then demonstrate how the



192
value of the image is different for the lovers than it is for
Solomon in the passages which pertain to him. But before I
proceed to these images, a few comments on the dynamics of
the love poetry itself are perhaps in order.

As I noted in the previous chapter, the love poetry
contains both narrative and lyric poems, as well as some
poems which combine lyric and narrative features. The lyric
segments in the Song generally feature the lovers together,
expressing their love and admiratlion for each other. At one
point in the lyric segments (5:1), the text suggests that the
lovers have actually consummated their love; elsewhere, such
consummation is promised (7:13-14) or expressly desired
(7:7f£; 8:1-2). The narrative poems, on the other hand, tend
to present either the separation of the lovers (1:5-6; 6:11-
12; parts of 3:1-5 and 5:1£ff) or an account of an encounter
between the lovers gone awry (2:4ff; 3:1ff; 5:1ff; 8:1£ff).
Yet it is the desire of the lovers to be together which
impels these narrative segments forward. The narrative poens
thus display a yearning for the condition which the lyric

poems provide.=7

“7Such compatibility of the narrative and lyric
segments ls not unique to the Song. As Herbert F. Tucker
(1985:229-230) writes concerning Browning:

Character in the Browningesque dramatic
moncloque emerges as an interference effect
between opposed yet mutually informative
discourses: between a historical, narrative,
metonymic text and a symbollc, lyrical,
metaphoric text that adjoins it and jockeys
with in for authority....the alien voices of
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But there is a second level at which the love poetry
should be considered. 1In the love lyrics, the physical
charms of the love partner are often compared to natural and
cultural phenomena. As I suggested in the previous chapter,
these lyric segments present at one and the same time the
lovers' view of each other and their view of an ideal world
which, as Michael V. Fox (1983:227) suggests, is "“a world
created by love". This idea has important implications for
the interpretation of the love poetry. Fox's formulation of
the idea is, in my view, worth repeating at this point. Fox
(1983:227) states:

The poet's rhetorical strategy is to point us
to each part of the lovers' bodies as if
describing them, then to set before our eyes
images that cannot comfortably be assimilated
to their referents. Our attention focuses on
the images themselves more than on the parts
of the body. The images thus become largely
independent of their referents and combine to
convey a unified picture of a self-contained
world: a peaceful, fruitful world,
resplendent with the blessings of nature and
the beauties of human art. That world
blossoms in a perpetual spring. Birds sing
and bathe in milk; spices give forth their
fragrance; springs flow with clear water:
fruits and wines offer their sweetness; heaps
of wheat are surrounded by lilles; ewes,
white and clean, bear twins and never
miscarry; goats stream gently down the
mountainside; proud and ornate towers stand
tall above the landscape. Nor are there

history and of feeling come to constitute and
direct one another. Typlcally Browning's
monologists tell the story of a yearning
after the condition of lyric, a condition
that is itself in turn unimaginable except as
the object of, or pretext for, the yearning
that impels the story plotted against it.
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lacking silver and gold, precious stones, and
objects of art: a rich and blessed world.

Not only does this world provide a

pleasant backdrop to the expression of love,

it also reveals the author's 1dea of a

lover's view of the world....The imagery of

the praise thus shows us not how the lovers

look but how they see. A lover looks at his

beloved and through the prism of her beauty

sees an ever-present Arcady. In fact, the

imagery shows us a world created by love, for

it comes into being and is unified only

through the lovers' vision of each other.
This view of a world "created by love" thus incorporates
natural and cultural phenomena, simple pleasures, as well as
luxuries such as frankincense, myrrh, gold, silver, and
precious stones. It also contains both Northern localities
such as the Lebanon (4:8,11; 5:15), Tirzah (6:4), Mount
Hermon (4:8), Mount Senir (4:8), Mount Gilead (4:1), and
Heshbon (7:5), and such Southern localitles as Jerusalem
(6:4) and En-gedi (1:4). 1In my view, this vision 1s more
than that of an ideal world; it is a vision of an ideal
Israel, prosperous and free from political division. While
the descriptions of both the male and female lovers
contribute to this ideal world view, the extended
descriptions of the woman's physique in 4:1-15, 6:4-7, and
7:2-10 are particularly noteworthy.

In the lyric poems, the union of the lovers and their
vision of an ideal world are conjoined; the narrative poems,
on the other hand, highlight those things that impede the

lovers' realization of thelr vision. The reader may thus

evaluate Individual images within the love poetry according
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to whether or not they are conducive to the well-being and
union of the lovers; in so doing, the reader evaluates the
conduciveness of the images to the idyllic world view. In
the following discussion, I will assign a positive value to
any image that is associated with the lovers' well-belng
and/or union, and a negative value to those images assocliated
with their separation and/or other negative experience. Once
I determine an image's value in the love poetry, I will
assess its value for Solomon in the passages which pertain to
him. I shall argue that those images which have a positive
value for Solomon have a negative value for the lovers; those
images which have a positive value for the lovers are valued
less highly by Solomon. The Daughters in the discourse
setting are placed in a position in which they may choose

between the values of "Solomon" and those of "love".

h ages o "Vin " " "

The images of the "vineyard" and "garden" appear to
be closely related in the love poetry, at times designating
the idyllic setting provided by an actual vineyard or garden,
and at other times functioning as a metaphor for the female
lover. The word kerem, “vineyard", appears five times in the
love poetry [1:6(twice), 1:14; 2:15; 7:13]1. 1In one instance
(7:13), it is used as the location in which the lovers plan a
rendezvous. The woman invites her lover: "Come my lover,

...let us go early to the vineyard....There I will glive my
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love to you" (7:12-13). In another passage (1:14), the
vineyard is the source of an object which functions as a
metaphor for the male lover. The woman declares: "My lover
is to me a spray of henna blossoms from the vineyards of En-
gedi". In both cases, the vineyard has a positive value for
the lovers.

The word kerem also appears twice in 1:6. Once it
appears in conjunction with the woman's story concerning
herself and her brothers: "My mother's sons were angry with
me; they set me to guard the vineyards". Since this
declaratlon serves to explain how her complexlon became so
dark, it is clear that the woman refers to an actual locale
in this portion of the verse (1l:6b). But the woman
continues: "My own vineyard 1 did not guard". Here, the
vineyard seems to be a metaphor for the woman herself., It
may refer to her sexuality, suggesting that she has not been
chaste; but it may also refer to her body more generally,
indicating that because she had to guard the vineyards, she
was not able to keep her skin from becoming dark. In any
case, the "vineyard" in this latter portion of the verse has
a positive value for the lovers, being associated with the
female lover herself. 1In the first part of the verse, the
"vineyard" seems to be neutral in value, since it is not the
vineyard which affects the woman's appearance, but the act of
guarding the vineyard. As will become clear in the

dlzcussion of the images of "“guardlng" or "keeplng", this act



197

of "guarding” or "keeping" has a negative value in the Song.

An image similar to that of the "vineyard", which
appears seven times in the love poetry, but not in the
passages involving Solomon, is that of the "garden" (gan]).
Like the "vineyard" 1image, the "garden" sometimes deslgnates
an item of setting and sometimes is used as a metaphor for
the woman and her sexuality. 1In 6:2 the woman declares: "My
lover has gone down to his garden...". That the "“garden"
designates an actual locale is clear from the fact that the
statement comes as a response to the Daughters' question
concerning his whereabouts. In 8:13 the "garden" again
designates the setting, for the woman is portrayed as "one
sitting/dwelling (ysb) in gardens". The image also appears
five times in the passage 4:12-5:1. 1In all of these
instances, the "garden" appears to be a metaphor for the
woman's sexuality. The man refers to her as a "locked
garden" (4:12) and a "“garden spring" (4:15), then implores
"North Wind" and "South Wind" to "blow on [his] garden that
its perfume may spread" (4:16a). The woman responds: "Let my
lover come to his garden and enjoy its excellent fruits®
(4:16b). 1In all these instances the image probably refers to
the woman's pudenda. When the man responds in 5:1, "I have
come to my garden, my sister, bride", he suggests that he and
his lover have consummated their love. The "garden" image,

because of its assoclation with the place where the love
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partner can be found, as well as with the woman's sexuality,
has a positive value for the lovers in the Song.

The image of the "vineyard" (kerem) also appears in
one of the woman's appeals to an audience outside the love
relationship in 2:15. As I argued in the previous chapter,
although the outside audience is not identified in this
verse, the use of masculine plural imperatives suggests that
it may be the Daughters of Jerusalem. The woman begins by
telling the story of how her lover came to her home, peeped
in through the window, then beckoned her to come away with
him into the vineyard.®® Upon completion of the report of
her lover's speech, the woman addresses her narratee
directly: "Catch for us the foxes, the little foxes that ruin
the vineyards, for our vineyard is in bloom". Within the
context of the love poem, the exhortation may refer to
predators that damage the lovers' idyllic vineyard. But if
one takes into consideration the context of the vineyard
image in the passages pertaining to Solomon, the appeal to
the Daughters in the discourse setting may also function at
another level.

In the passages pertalining to Solomon, the "vineyard"
is a metaphor for Israel (8:11-12). The poem deals with
Solomon's treatment of the vineyard/ Israel, his setting

"keepers" over it rather than tending it personally, and his

=“9Aalthough the word kerem does not appear 1in the
report of the man's speech, a vineyard setting 1s clear from
context.



trading the vineyard's fruits for a thousand pleces of
silver. The poem thus indicates that Solomon valued the
vineyard only because of the profit it would bring for him;
he valued the wealth more than the vineyard itself. But for
the Daughters in the discourse setting, the vineyard is a
metaphor for themselves. The value they assign to the
vineyard image would thus be far greater than the value
Solomon ascribes to the image in this poem. At the level of
the discourse setting, then, the woman's exhortation to the
Daughters to catch the foxes that ruin the vineyard (2:15)
may be understood as an exhortation to put an end to those
exploiting the vineyard for their own gain. When read in
connection with the poem pertaining to Solomon (8:11-12), the
foxes may represent Solomon and his officials. While the
images of the "vineyard" and "garden" have a positive value
for the lovers, the value Solomon ascribes to the vineyard is
much lower, for he values profit more than the vineyard

itself.

The Imcge of the "Fruits" and Related Images

The image of "fruits" appears often in the love
poetry, not only under the generic term &rT, "fruits" (four
instances), but also in more specific examples such as
tappli~h, "apple" (four instances), rimmOn, "“pomegranate" (six

instances), 'e%k®816t haggefen, "grapes" or more literally,

"clusters of the vine" (one instance), and yayin, "wine" (six
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instances). These images have a positive value for the
lovers.

The term p&r{, "fruits", appears four times in the
love poetry. Each time it serves as a metaphor for the
lovers' bodily features and for sexual pleasures the lovers
share. 1In 2:3, the woman metaphorically equates her lover
with an apple tree, then declares: "His fruit is sweet to my
mouth". The lmage of "frults" probably refers to part of his
anatomy, and the statement that it is "sweet to [the woman's]
mouth" 1ndicates the sexual pleasure she derives. Similarly
in 4:13, the man metaphorically equates the woman's llmbs
with "an orchard of pomegranates and of all excellent
fruits". Later in the poem, the woman declares: "Let my
lover come to his garden and enjoy its excellent fruits".

The image of the "fruits" is a metaphor for the sexual
pleasures to which the man has accesz. In 7:12-13, the woman
invites her lover to join her in the idyllic vineyard
setting, promising that there she will give him her love.

She concludes: "At our doors are all excellent fruits, both
freshly plcked and long stored; my lover, I have kept [them]
for you". Again the "frults" function as a metaphor for the
sexual pleasures the lovers will share, underscoring the
positive value of the image for the lovers.

The term tapp(*h, "apple/apple tree", appears four
times in the love poetry. Each time it is associated with

either the person or bodlily features of the love partner, ot
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a place that is conducive to the lovers' union. 1In 2:3, the
woman declares: "Like an apple tree among the trees of the
forest, thus is my lover among the youths". The "apple tree"
serves as a metaphor for the youth and his outstanding
qualities. In 7:9, the man declares: "Your breath is like
the fragrance of apples". Again, the "apple" image is
associated with positive qualities of the love partner. In
8:5, the woman declares:

Under the apple tree I aroused you;

There, your mother conceived you;

There, she who bore you concelved you.

The "apple tree" image is thus assoclated with the union and
sexual pleasures of the lovers.

In the final instance, 2:5, the image of the "apple"
appears in connection with the woman's appeal to the
Daughters of Jerusalem. The context is the woman's sexual
arousal in the absence of her lover. The woman begins by
telling the Daughters of a sexual encounter with her lover,
but interrupts to plead with her narratee:

sustain me with raisin cakes,

Refresh me with apples,

For I am weak/writhing with love.

The verse suggests that within the context of the discourse
setting, the woman is "weak/writhing with love". She
suggests that "apples" may aid her in her situation. The use
of the "apple tree" as a metaphor for her lover and the

enjoyment of his "fruits" as a metaphor for sexual pleasures

in the preceding unit suggests that the woman desires the
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presence and sexual attentions of her lover. 1In all four
instances in which the "apple" image appears, therefore, it
has a positive value for the lovers.

The term rimmbdn, "pomegranates", appears six times in
the love poetry. 1In two instances it is associated with the
idyllic garden or vineyard setting. 1In 6:11, one of the
lovers declares: "I went down to the nutgrove, to see...if
the pomegranates were in bloom". In 7:13, the woman invites
her lover to join her in the vineyards, suggesting, "Let us
see...if the pomegranates are in bloom". The "pomegranate"
image is thus associated with a setting conducive to the
lovers' union, for the woman promises, "There I will give my
love to you". 1In the four remaining instances, the
"pomegranate" image is associated with the physical features
of the love partner or the sexual pleasures which the lovers
share. In 4:3 and 6:7, the man compares the woman's brow
behind her veil to "a pomegranate split open". In 4:13, he
compares the woman's limbs to "an orchard of pomegranates".
In 8:2, the woman presents her view of an ideal situation in
which she could let her lover "drink of the spiced wine of
[her] pomegranate juice". The image thus serves as a
metaphor for sexual pleasures, In all the instances in
which the "pomegranate"™ image appears, then, it has a
positive value for the lovers.

The term 'e¥k&16t haggefen, "grapes" or "clusters of

the vine", appears once in the love poetry. In 7:9, the man
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man compares the woman's breasts to such "clusters of the
vine". Closely related to the "grape" image is that of

ayin, "wine". The image is used six times in the love
poetry. 1In 7:10, the man compares the mouth of his lover
with "fine wine". In two other instances (5:1; 8:2), the
image of "drinking wine" appears as a metaphor for sexual
intercourse. 1In 5:1, where the man suggests that the lovers
have consummated their love, he declares: "I have eaten my
honey and honeycomb, drunk my wine and my milk". 1In 8:2, the
woman expresses her wish: "I would let you drink the spiced
wine of my pomegranate Jjulce®. In three other lnstances, the
lova partner's "love" is praised as "better than wine"
(yayin). 1In 1:2 and 1:4, the woman speaks of the man's
"love"; in 4:10, the man speaks of the woman's "love". 1In
all six of these instances, the image yayin is positively
associated with the bodily features and "love" of the love
partner.

In the passages pertaining to Solomon, the image of
"fruits" appears twice (8:11,12). As I suggested in my
detaliled discussion of 8:11-12, these "fruits" are a metaphor
for behavior in keeping with Solomon's expectations of the
vineyard/Israel. 1In the poem, the vineyard produced fruit in
abundance, the Israelites actlng in accordance with Solomon's
wishes. But Solomon was not interested in the Israelites'
obedient service, only in the profits that 1t would bring

him. The poet portrays this fact metaphorically, having
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Solomon trade the "fruits" for a thousand pieces of silver.
Thus while the image of the "fruits" has a positive value for
the lovers in the love poetry, Solomon values the "fruits" of
the vineyard only for material profit. For the Daughters who
reside in the discourse setting of the work, and whose

obedient service is synonymous with the "fruits", Solomon's
preference for silver over their loyalty and obedience would

be seen as an exploitation of their services.

The Image of "Guard(s)" or "Keeper(s)"

The image of "gquards" or "“keepers" appears three
times in the love poetry. 1In Cant 1:6, the term gggggag
appears in conjunction with the woman's story concerning her
relationship with her brothers. While the term is used in
reference to the woman, the act of "“guarding" or "“keeping"
the vineyards of others has a negative value, since her
resultant blackened complexion occasions the Daughters'
impolite staring.

In the two remaining instances (3:3; 5:7), the tern
$5mrftm, "guards" or "watchmen" is used. These 3omrim
appear during the woman's jaurney through the city streets in
search of her lover. 1In 3:1£ff, the 56mrfm appear
indifferent to her quest. While the woman asks them, "Have
you seen the one I love?" (3:3b), the $5mrim do not respond
to her question, and it is not until after she passes them

that she finds her lover. 1In 5:1ff, the g6mrim move beyond
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indifference and actually harm the woman when they find her.
The woman declares: "They struck me, they bruised me, they
stripped my cloak from upon me". 1In these two passages as
well, then, the image of the "guard" has a negative value for
the lovers.

In the passages pertaining to Solomon, the term
notérim is used to designate the "guards" or "keepers" of the
vineyard (8:11-12). Within the frame of reference pertaining
to Solomon's reign, these notérim represent the officials to
whom Solomon delegated the responsibility of governing
Israel. 1In the poem, they share Solomon's mercenary attitude
toward the vineyard, taking their share of the profit when
its fruits are traded for =silver., Thus for Solomon the
notértm have a positive value, since they relleve him of the
actual labour of tending his vineyard. For the lovers in the
love poetry, however, the images of "guarding" or "keeping"
have a negative value; it 1s an activity which mars the
woman's appearance, and it is the work of persons who stand

in the way of the lovers' union.

The Image of the "House"

The image of the "house" is one which appears to pose
an obstacle to the lovers. The word bayit, "house", appears
five times in the Song. In two instances, it appears in the
narrative poems (2:4; 3:4); once it appears in a poem of

& 1t 1=
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composlite genre (8:2). In one of these lnzatanc
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ldentified as the "house of wine" (2:4); in the other two 1t
is identified as the house of the woman's mother (3:4; 8:2).
In all three of these instances, the purpose of the lovers'
entry Ilnto a house or expressed desire to enter a house would
appear to be sexual intimacy.®® But in all three cases, the
entry into a house brings less than the desired result. The
woman implores the Daughters of Jerusalem not to make the
same mistakes she has made, not to "waken or arouse love
until it pleases" (2:7; 3:5; 8:4). The bayit is thus
assocliated with a lovers' escapade gone awry in these three
poems.

The word bayit also appears in two of the lyric poems
(1:17; 8:6). 1In 8:6, the woman declares: "If a man would
offer all the wealth of his house for love, they would surely
laugh at him". Love is more valuable than anything money can
buy. While the dynamics of the statement result from its
juxtaposition of "wealth" and "love",®® and the "house" is an
image of secondary importance, it is associated with the
image of "wealth" in this context. As such, it can be said
to have a negative value to the lovers, standing in

opposition to what they consider to be of ultimate value,

=%In two of the three cases, the woman provides some
details as to what took place: "His left hand was under my
head while his right hand caressed me (2:6; 8:3). 1In the
third poem, the suitability of the location for such a sexual
encounter is intimated by the allusion to the mother's act of
conception in that setting.

sopor a discusslion of each of these terms in the
Song, see below.
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The final unit in which the term bayit appears is the
lyric unit 1:15-17. The poem concludes with the woman's
statement: "Our couch is luxuriant green; cedars are the
beams of our house, cypresses the rafters". Aat first glance,
the image of a "house" would appear to have a positive value
in this instance, being associated with the lovers' idyllic
world view. Yet on closer examination, it becomes clear that
the woman is in fact saying that the ideal house is no house
at all, but rather the shelter provided naturally by the
great outdoors.

In two other passages, although the word bayit does
not appear, the image of a "house" is clear from context. 1In
Cant 2:9, the woman's lover appears outside of the house,
while the woman herself within: "There he stands behind our
wall, gazing through the window, peering through the
lattice". The man beckons the woman to come away into the
idyllic vineyard setting where they can be together. The
woman's position within the house thus stands as a barrier to
the lovers' union. 1In Cant 5:2ff, the image of a house is
again implicit, evoked by the context of the man's knocking
on the woman's door and his appeal to her for entry into her
abode. 1In this case, the woman's hesitancy, as well as the

difficulty she has opening the door, results in the lover's
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departure. Again, the house stands as a barrier to the

lovers' union.*%?

ei0gne other image may be related to that of a "house"
in the Song, although, technically, it refers to a room
within such a structure. The word heder, "chamber" appears
in two instances in the Song (1:4; 3:4). In Cant 3:4 it is
used in parallelism with the word bayit:

I held fast to him, I would not let him go
Until I brought him to the house of my mother
aAnd to the chawmber of her that conceived me.

Like the "house" in this passage, the "chamber" is associated
with a negative experience for the lovers, for the woman
concludes with an exhortation to the Daughters, not to
follower her example, not to "waken or arouse love before it
pleases".

The word heder also appears in connection with one of
the poems which appears to straddle the barrier between the
two blocks of material in the Song. The unit 1:2-4 is for
the most part a lyric poem, but contains one narrative
element which not only makes it a poem of composite genre,
but also links the fictive realm of the lovers with that of
King Solomon's endeavors. The poem begins with the woman
extolling the love and kisses of her lover. But in 1:4 she
declares: "The king has brought me to his chambers". The use
of the Hiphil conjugation of the verb bw', "{the kingl
brought me", suggests an affinity with the phrase "he brought
me to the house of wine" in 2:4; as noted previously, the
image of the house has a negative value for the lovers in the
unit 2:4-7. It may be that by the similar phraseology the
poet suggests a similar negatlve evaluation to the heder
image here in 1:4. But in my view, heder remalns a neutral
image In this unit, with the passage 1:2-4 serving as an
introduction to the Song as a whole. Through its linking of
the two fictlive realms (that of the lovers and that of the
endeavors of Solomon], the passage signals the reader that
the text which follows must be read on two levels. Since
elsewhere, the description of the woman's body evokes the
context of an ideal Israel, it is possible that the king's
act of bringing the woman to his chambers at a metaphorical
level suggests the beginning of his "love" relationship with
Israel. No evaluation of the king's action is glven in this
introduction, and it is only after the reader has worked
through the entire text that he can draw his own conclusions
about the implications of the actlon and the heder image in
this context.




The image of the "house", then, appears to have a
negative value within the love poetry, being associated with
a barrier to the lovers' union (2:9; 5:1ff), values inimical
to "love" (1l:17; 8:6), or a negative encounter between the
two lovers (2:4-7; 3:1-5; 8:1-4). 1In the passages pertaining
to Solomon's endeavors, the corresponding image is the
'appirydon (3:9-10), the "house" which King Solomon made. For
Solomon, the ‘'appiryon/Temple has tremendous value, as a
monument to his royal status. But for the Daughters, the
'appiryon/ Temple stands as a monument to Solomon's
exploitation of their "love"™ relationship. The association
of the "house" Image with such a negatlive context for the
Daughters may be at the root of the woman's exhortation to
the Daughters in 2:7, 3:5 and 8:4. By showing how badly her
own love fared in a house, the woman provides a negative
example for the Daughters: they should not allow their love

relationship to become asscociated with a house.

The Image of a "Couch" or "Bed"

The image of a "couch" or "bed" appears three times
in the love poetry (1:12,17; 3:1); each time a different
Hebrew word is used to designate the object. 1In 3:1, the
term miSkab 1s used in one of the narrative units in the love
poetry. The woman declares: "On my bed (nisSkab) at night I
sought the one I love; I sought him but d4id not find him".

The image of the "bed" is associated with the separation of
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the lovers in this context, and thus has a negative value for
them. In 1:16, the term Lg;gé, "couch", occurs in one of the
lyric units in the love poetry. The woman declares: "Our
couch is luxuriant green; cedars are the beams of our house,
cypresses the rafters". As was the case with the image of
the "house" in this passage, at first glance the image of a
"couch" would appear to have a positive value. But again,
the woman 1s suggesting that there 1s no need of couches 1n
this ideal world, for the natural world provides the lovers
with a luxurlant resting-place of its own.®*

The 1lmage of the "couch" or "bed" appears in the
passages pertaining to Solomon in the term mi?;é . In 3:7-8,
the term ml;géh serves as a metaphor for Solomon's throne,
the piece of furniture most closely associated with the
"love" relationship between Solomon and the Daughters. In
the two other instances in the love poetry where the image of
a "bed" or "“couch" occurs (1:17; 3:1), 1t has a negative
value for the lovers. Through the appearance of the image 1in
such negative contexts for the lovers, the narrator molds his
narratee's response to the image, presenting it as non-

conducive to a more intimate conception of love.

The Image "Love"

The root ‘'hb, "to love", appears seventeen times in

<#The outdoor woodland or garden setting with trees
as an approprlate place for the lovers' sexual activity 1is
also the theme of the brief poem in 8:5b.
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Lhe material pertalning to the lover=. 1In seven of these
cases, it is used in the lovers' speeches to each other. 1In

1:7, the woman refers to the man with the epithet, "the one

whom I love" (3e'ahibdh nafil). 1In 7:7, the man praises the

woman as "fair", "beautiful"™ and "love" itself. The noun
'ahdbah is used three times in 8:6-7, where the power and
value of "love" are extolled:

For love is as strong as death,

Jealousy/Passion as harsh as Sheol;

Its flames are flames of fire,

A mighty flame.

Great waters cannot quench love,

And rivers cannot engulf it.

If a man were to offer all the wealth of his
house for 1love,

They would surely laugh at him.

In two other instances (1:3,4), the woman reports that other
maidens love her partner; their love for him may indicate of

his general appeal to women.®® 1In the lovers' speeches to

“3But the maidens' love for the woman's partner may
also serve to introduce the reader to a second level at which
the poet intended the text to be read. As I noted earlier
(cf. footnote 61), the unit 1:2-4, with its combination of
elements from the flctive realm pertaining to Solomon and
from the fictive realm of the two lovers, may functlon as an
introduction to the Song as a whole. The statement, "The
king has brought me to his chambers", evokes a love
relationship between the woman and the king. The woman's
declaration that "maidens love you" (1:3), and that "rightly
(m&83rtm) they love you" (1:4) may allude to the "love"
relationship between the Daughters of Jerusalem and King
Solomon (cf. 3:10-11). Weinfeld (1974:258) notes the use of
the term m®%3rfm in covenantal contexts, citing its usage in
Dan 11:6: "After some years, an alliance will be made, and
the daughter of the king to the south will come to the king
of the north to make peace/to effect the agreement (la‘asBt

n853rfTm)". The use of the image of "love" in a covenantal
context has already been discussed. 1In Cant 1:4, then, the

phrase "m@%3rTm they love you" may allude to the covenantal
agreement between the Daughters and the king. Aas in 3:10-11,
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each other, then, the root 'hb clearly has a positive value.

The root 'hb alsoc appears ten times in speeches
directed to the Daughters. In five of these instances, it
occurs in statements pertaining to the fictive realm of the
lovers, and reflects the lovers' feelings for each other. 1In
four of these cases (3:1,2,3,4), the woman refers to her
lover with the epithet "the one whom I love" (¥&'ahdbdh
naf$1). 1In the final instance, she proclaims, "His banner
upon me was love", equating her lover's sexual advance with
"love". In all five occurrences, the "love" image again has
a positive value for the lovers.

In the remaining five instances, the nominal form
'ah3bsh appears in the woman's direct appeals to the
Daughters. 1In two passages, the noun is used in connection
with the woman's sexual desire in the absence of her lover.
In 2:5, the woman implores her narratee: "Sustain me with
raisin cakes, refresh me with apples, for I am weak/writhing
with love". 1In 5:8 she implores the Daughters: "You shall
not find my lover, you shall not tell him that I am
weak/writhing with love". "Love" in the absence of the love
partner is portrayed as a negative experience, one which
must, with the Daughters' aid, either be overcome (2:5) or be

kept secret from her lover (5:8). In the three remaining

when the Daughters/Israelltes appear In the flctive realm of
the poetry, they are portrayed as female characters so as to
facilitate the metaphor of a "love" relationship between
themselves and the king.
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cases (2:7; 3:5; 8:4), the noun 'ah8bah appears in the
woman's adjuration to the Daughters. 1In each case, the
adjuration follows the account of the lovers' entry or
desired entry into a house. It 1s a response to an encounter
between the lovers gone awry, the woman imploring the
paughters not to make a similar mistake, not to "waken or
arouse love until it pleases". But these adjurations to the
Daughters in the discourse setting may also function at
another level, once the use of the "love" image in the
passages pertaining to Solomon is taken into consideration.

The image "love" appears once in the passages
involving Solomon (3:10-11), functioning as a metaphor for
the relationship between King Solomon and his subjects. 1In
this "love" relationship, the Daughters/Israelites do the
work of building the ‘appirydn "house"/Temple, while Solomon
receives the credit for the endeavor. The "love"
relationship between Solomon and the Daughters thus works to
the benefit of the king, but to the detriment of the
Daughters. The woman's adjuration to the Daughters is
reminiscent of the negative example of the "house" image
discussed above: the woman implores the Daughters to avoid
another "love" relationship with a king, especially one that
entalls a "house"/Temple.

A second root whlch is associated with the "love"
image is dod. The root is used most frequently by the woman,

the term d6d?, "my lover", serving as an epithet for her love
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partner in twenty-four instances.®* 1In seven instances the
term is used by the paughters, five times in reference to the
woman's love partner [d8dsk in %:9 (twice) and 6:l (twice};
d8dah in 8:5], and twice in a comparison of the woman's love
partner with another lover [d8d referring to another lover
partner twice in 5:9]1. 1In six other instances, the plural
d9dim is used as an abstract noun, generally as an attribute
of one of the lovers. 1In 1:2 and 1:4, the woman pralses her
partner's "love" as better than wine; in 4:10, the man
proclaims the sweetness of his partner's "love", then makes a
similar comparison, praising her "love" as better than wine.
In 7:13, after inviting her lover to join her in the
vineyard, the woman promises that there she will give her
"love" to him.

The final occurrence of the plural form d9dim is in
the man's appeal to his outside audience in the last verse of
the extended lyric in 4:1-5:1. He urges the Daughters,
addressed as "friends" or "lovers" (re'Im), to "drink and
become intoxicated on love (d8dlm)". The exhortation
concludes the only account in the love poetry of an actual
consummation of love. This consummation ls assoclated with
the image of the "garden" and its "frults" (discussed above).
But the lovers' invitation to the Daughters un 5:1 bears none

of the negative connotations of Solomon's "love". True love

“+“GSee Cant 1:13,14,16; 2:3,8,9,10,16,17; 4:16;
5:2,4,5,6,8,10,16; 6:2,3; 7:10,11,12,14; 8:14.
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is thus contrasted implicitly with political "love" for

profit.

The Image of "wWealth"

The term hon, "wealth" appears once in the love
poetry, in the context of the woman's exaltation of "love" in
8:7:

If a man were to offer all the wealth of his

house for love,

They would surely laugh at him.

The woman thus proclaims the value of "love" to be greater
than anything money can buy. 1In the passages pertaining to
Solomon, the term ham8n is used to designate the image of

"wealth". It occurs in the symbolic place name of the

vineyard, Ba‘al Ham®n, meaning "Owner of Wealth"; this

symbolic name sets the tone for the values which are
presented in the poem as a whole. In the poem, the vineyard
produces so abundantly that "a man would bring for 1ts fruits
a thousand pieces of silver". The use of the impersonal "a
man would bring" is parallel to the impersonal "if a man were
to offer" in the passage using the image of "wealth" in the
love poetry (8:7). The use of the impersonal construction
and the implied equivalence between "frults" and "love", as
well as the proximity of these passages in the text itself,
suggests that 8:7 and 8:11-12 should be read in connection
with each other. 1In the love poetry, the woman proclains

that "if a man were to offer all the wealth of his house for
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love" he would only be laughed at, implying that no one would
be so foolish as to take her up on the offer. 1In 8:11-12,
S5olomon accepts the offer of a thousand pleces of silver for
the fruits of the vineyard. For the Daughters in the
discourse setting, the contrast in values set forth by the
love poetry and the metaphorical account of their own "love"
relationship with Solomon (3:6-11 and 8:11-12) serves to
reinforce a negative evaluation of that relationship and to
highlight Solomon's exploltatlon of them.

In my discussion of the seven key images above, their
use In the passages pertaining to Solomon and in the love
poetry, I argued for a discrepancy between the value Solomon
ascribes to these images and the value that the images have
for the lovers. The 1lmages of the "house", the "bed" or
"couch", the "guards" or "keepers", and "wealth" have a
positive value for Solomon, associated with his kingship and
his personal gain. But these same four images have a
negative value for the lovers, associated with their
separation, an encounter gone awry, the marring of the
woman's personal appearance, or an explicit statement
indicating negative value (at least in relation to other
images in the Song). The images of the "vineyard" or
*garden", its "fruits", and "love" have a positive value for
the lovers, associated with the setting of their love their
persons, thelr physical attributes, thelr feelings for each

other, and thelr enjoyment of sexual pleasaures. But Solomon



places scant value on these images and the things that they
represent, being concerned more with his own kingly status
and personal gain. The contrasting treatment of these images
in the two groups of poems in the Song suggests that there
may be a thematic relationship between them. In my view, the
love poetry molds the audience's [and reader's] responses to
these key images from the Solomon stories, and in so doing
reinforces the text's critique of the king. The audience
sympathizes with the lovers in their desire to be together
and to express their love, and thus distinguishes between
images which are conducive to those goals of the lovers and
those which are not. The audience's evaluation of these
images would then carry over to the Solomon storles,

reinforcing negative evaluation.

CONCLUSIONS AND DIRECTI FOR _FURTHER SEARC

My goalAin this thesis has been to set forth the
possibility of a unified interpretation pf the Song, based on
the observation of a unified discourse setting within the
work. The Song's dramatization of such a discourse setting,
with the individual lyric and narrative poems being recited
before the Daughters of Jerusalem, led me to explore the
consequences of looking at these individual units as literary
compositions, and at the way audiences [and readers] derive
meaning from such llterary compositions. I have arqued that
both in terms of form and subject matter, the units in the

Song fall into two separate blocks of material. One block of
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material consists of lyric and narrative poems, as well as
some unlits whlich comblne both lyric and narrative features.
The theme of this first block of material 1s the relationship
between two lovers. The second block of material consists of
twe units, both metaleptic narratives, which deal with the
endeavors of Solomon. The detection of these two distinct
blocks of material led me to inquire first into the
relationship between the two blocks, and then into the
relationship between the»presentatlon as a whole and the
discourse setting of the work. Gerard Genette's (1980:232-
234) discussion of the possible relationships between
metadiegetic and diegetic narratives within a text have
proven useful iIn this regard.

I have argued for an explanatory relationship between
the passages which pertain to Solomon and the discourse
setting of the work. Because the Daughters function as
characters In one of these units, this block of material
provides valuable background information for understanding
the role of the Daughters within the discourse setting. I
have argued that these two Solomonic poems should be read
within the context of the traditional accounts of Solomon's
reign, as presented in I Kings 1-11 and II Chronicles 1-10.
Together, these two units present a negative evaluation of
Solomon's treatment of the Israelites, who are represented in

the poem by the Daughters of Jerusalem.
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This negative evaluation of Solomon's endeavors is
then reinforced by the block of material about the two
lovers. I have argued that the love poetry has a thematic
relationship with the two poems pertalning to Solomon, and
thus with the discourse settling of the work. This thematic
relationship 1s suggested by the large number of images and
phrases appearing in the Solomonic poems that recur in the
love poetry [see Appendix IV]. But the key images from the
Solomonic poems are used differently in the love poetry. of
the seven images discussed in detail, those that have a
positive value for Solomon have a negative wvalue for the
lovers, while those that have a positive value for the lovers
have a negative value for Solomon. In juxtaposing the love
poetry with the passages that pertain to Solomon, the
speakers/actors aim at molding the Daughters' [and the
reader's] evaluation of these images. Because of the popular
appeal of the love poetry, the audience could be expected to
sympathize with the lovers in their desire to be together and
to express theilr love. The audience could thus be expected
to hold in high regard those images associated with the union
and well-being of the lovers, while evaluating those images
assoclated with their separation or other negative
experiences less positlively. But while molding the
Daughters' response to key images, the love poetry also sets
before its audience a vision for the future. This vision

entalls a conception of "love" far different from that
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portrayed in the Solomon stories, one in which the "vineyard"
and its "frults" (functloning as metaphors for Israel and the
loyal service of the Israelites) are appreclated to the full.
This vision integrates the beauty and fertlility of the
natural world with man-made structures such as the "Tower of
pavid" (4:4) and the "Tower of Lebanon" (7:5), as well as the
luxuries of gold, silver, frankincense and myrrh. As Michael
V. Fox (1983:227) suggests, this vision Is one of "a world
created by love, for it comes into belng and is unified only
through the lovers' vision of each other".

This thesis has attempted to lay a groundwork for a
unified interpretation of the Song. But the dynamics of the
individual units within the Song must be examined in far
greater detall before the interpretation which has been
advanced can be veriflied. The other images which are common
to both blocks of material must be examined within the
context of the love poetry and the Solomon stories, and their
contribution to the workings of the Song as a whole
evaluated. The nature of the thematic relationship between
the two blocks of material must also be determined with
greater precision. As I have suggested on several occasions
in the study, in some instances the description of the
woman's physique suggests a metaphorical description of
Israel. It is possible that the love poetry is intended as
an allegory, featuring the relationshlp between Israel and

ites king. But 1t 1s also possible that by Juxtaposling the



two blocks of material the author intended a more f£luld type
of thematic relationship, the love poetry molding the
reader's evaluatlon of key images and presenting a visien for
the future, but with no rigid allegory being intended. These
issues, however, are beyond the scope of the present study,

and must remain toplcs for further research.
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APPENDIX TI1

Cheryl J. Exum (1973:77)
I. — 1z-2&, containing (a) lz-i1.1 and
‘ ' ! (b) liz-2e, 2:-e being a transi-
tional element
ITI. 27—3=
_ITT._ 3¢-5., containing (a") 4i10-5:, which
also serves as a transitional element
IV, 52-6a
V. 64—-8», containing (b") 7--8x
VI. Bam
Edwin C. Webster (1982:74)

B*.

A,

1. 1:2-2:6 Banter and Pralse
2. 2:7-3:5 The maiden
Interlude 3:6-11

1. 4:1-7 The youth

2. 4:8-15 The youth
4:16-6:3 The maiden

1. 6:4-190 The youth

2. 6:11-7:10 The youth

1. 7:11-8:3 The maiden

2. 8:4-14 Praise and Banter
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NOTE: "S" designates a strong correspondence, one which accounts
for all instances of repetition.

"Ww" designates a weak correspondence, one which accounts
for only one instance of a phrase, when the phrase
appears more than once.

Kessler Exum Shea Webster

(1) thy caresses are better S
than wine (i.2 and iv.10).

(2) behold thou art fair, my S
love, behold thou art fair,

thine eyes are doves (i.1l5

and iv.1l).

(3) I am sick with love (1ii.5
and v.8).

(4) his left hand under nmy head S S
and his right hand embraces me

(ii.6 and viii.3, both being

part of the day-reveries).

(5) I adjure you, Daughters of W S s
Jerusalem, by the gazelles

or by the hinds of the field

{not to rouse and not to stir

up the beloved until she

pleases) (ii.7, 1iii.5,

viii.4, all four being

conclusions of love-dreams).

(6) voice of my beloved (ii.8 S
and v.2).
(7) my beloved is mine and I am W W W

his who feeds (his flock) among
the lilies (or roses) (ii.1l6
and vi.3) and similarly "I am
my beloved's" (vii.ll).

{(8) until the day breathes
forth and the shadows flee away
(ii.17 and iv.6).

(9) be like a gazelle or a S
young hart upon mountains of
spice (Bether) (ii.17 and



viii.l4).
Kessler

{10) I sought him but I found
him not. The watchmen that go
about the city found me

(iii.2 f£f. and v.6 ff., both
being part of the night-dreams).

(11) to my mother's house
(iii.4 and viii.2).

(12) Who is she, coming up from
the country....? (iii.6 and
viii.5) and similarly "Who is
she who looks forth as the
dawn....?" (vi.l1l0).

13) Thy hair is like a flock
of goats that come down from
Gilead. Thy teeth are like a
flock of shorn (mother) sheep
which have come up from the
washing; whereof every one has
twins and none 1s barren among
them...Thy temples are like a
piece of pomegranate behind thy
veil (iv.1lb-2 and 3b and
vi.5b-7).

(14) Thy two breasts are like
twin fawns of the gazelle (iv.5
and vii.4).

(15) ...see whether the vine has
budded...and the pomegranates

are in flower (vi.ll and vii.l1l3).
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unit



Image or
Expression

Who/What is this
coming up from
the wilderness

myrrh

frankinscense
warriors

Solomon

"to learn"
(1lmd)
night

king

Lebanon

silver

gold

purple

chariot(s)

APPENDIX IV

Units Pertaining

to Solomon

3:6

3:6
3:7(twice)

3:7,9,11

3:9,11

3:9

[
[
-

Units Pertaining
to the lovers

8:5 [a
variation
in 6:101

1:5 [note
also the
Shulammite
in 7:1 and
shalom in
8:101

8:2



Image or
Expression

love

Daughters of Jerusalem

mother

on the day

heart

vineyard

guard(s)

fruits

Units Pertaining
to Solomon

3:10

8:11,12

8:11,12

8:11,12
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5:2

8:6 [note
also the
verbal form
from lbb in
4:9]

1:6,14
2:15
7:13
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