DMWY W § THE SONG OF SONGS

In the Hebrew Bible, the Song of Songs figures among the “Writings’; it is one of the five Megillot, or ‘feast scrolls” - the Song being read at
Passover. The LXX places the book among the Wisdom Books, as do the Vulgate and modern Christian Bibles, presumably because of its internal
attribution to Solomon (1:1). It teaches the excellence and dignity of the love that draws man and woman together; it presents a love as free of
puritanical restraint as it is of licentious excess. People have found it surprising that a book that makes no mention of God and whose vocabulary
is so passionate should figure in the sacred canon; but the doubts in Jewish and Christian circles of the 1st Century AD were settled by an appeal
to tradition.

No book of the Bible has more diverse interpretations. One proposes an origin in the cult of Ishtar and Tammuz, and in the ‘divine marriage’
ceremonies that, the king performed as a substitute for the god but this cultic theory is unconvincing. An allegorical interpretation is much more
ancient, becoming current among the Jews from the 2nd Century CE onwards: the love of God for Israel and the love of Israel for God are conveyed
under the imagery of a relationship between husband and wife. However, a literal interpretation is now widely accepted, supported by the most
ancient traditions of all: there is no sign of any allegorical interpretation before the Christian Era, and the Qumran scrolls give no hint of any such
thing; nothing indicates that anything should be read into it other than the natural meaning of the text: it is a collection of songs celebrating the
loyal and mutual love that leads to marriage. Throughout, the BLUE SUBTITLES indicating the speaker(s) are from the NJB (generally following the
Vg) and are present in neither MT nor LXX.

AUTHORSHIP AND DATES

It is impossible to date the book with any certainty. The attribution to Solomon as author (1:1) is due to the mention of his name in 3:9,11, 8:11-
12, and perhaps to the claim made in 1K 4:32. Its origin may be sought in the festivities taking place at weddings (cf. Ps 45, Jr 7:34, 16:9) and useful
comparisons have been made with the ceremonies and wedding songs of the Syrian and Palestinian Arabs. But the Song is not a collection of
popular songs: whatever ancient models the author may have known, he was an original poet and an able man of letters. The closest parallels are
in the love songs of ancient Egypt but he cannot be shown to have borrowed his ideas from these; the “poems’ into which this translation has been
divided merely suggest possible grouping of shorter entries and it is useless to look for any marked progression of thought or action from one to
the next. Once the allegorical interpretation of the Song has been abandoned and, with it, the supposed allusions to historical events, the dating
of the book becomes difficult to establish. Some scholars assign it to a date as early as the reign of Solomon, but the Aramaic features of the
language, and the borrowing of one word from Persian (4:13) and of another from Greek (3:9), indicate a date after the Exile, in the 5th or 4th
Century BCE. The place of composition was certainly Palestine.



KR P18 oMYwa Y SONG OF SONGS 1
:YWH WK 0w W 1 The Song of Songs, which is Solomon’s:

BELOVED:
Ima nip win "Ji?lry'? 2 2 Let him kiss me with the kisses of his mouth,
0 YT 020 for your love is sweeter than wine.
onaiv TIw iy 3 Pleasing is the fragrance of your perfume,
TRV PR IRY your name is like oil poured out,
STIANK nm'w 19'59 and that is why the girls love you.
SONG OF SONGS 1

1 The preposition ?in 173‘7\0‘7 WX has been taken as: 1 authorship (‘which is written by Solomon’) - the lamed of authorship (also known as lamed
auctoris) is well attested in Hebrew, particularly in the Psalms (e.g. Ps 18:1, 30:1, 34:1, 51:1, 52:1, 54:1, 56:1, 57:1, 59:1, 60:1, 63:1, 72:21); 2
dedication (‘“which is dedicated for Solomon’) - the lamed of dedication is attested in Ugaritic psalms dedicated to Baal or about Baal; 3 topic (‘which
is about Solomon’) - the lamed of topic is attested in Hebrew (e.g. 1 Ch 24:20) and in Ugaritic. The % is most likely denoting authorship; followed
by a name in the superscription of a poetic composition in the OT, it usually (if not always) denotes authorship. Just as the superscription
TWTY claims Davidic authorship within the Psalter, the heading claims Solomonic authorship. Note that the initial Wis presented as an enlarged
letter, just as it appears in almost all Hebrew MSS.

2 The phrase DIP™W3IN *3pW" (‘let him kiss me with kisses”) is a cognate accusative expression used for emphasis. In place of “love is sweeter’, the LXX
has “breasts are better’ (ayaJoi paoroi gov). Vv. 2-4 serve as a prologue, announcing the general theme of the poems to follow, and striking the
key-note of passionate tenderness that dominates the whole collection. Abrupt transitions from third to second person are characteristic also
of Egyptian love songs. The Lover is absent, yet present in the heart of his Beloved, with whom her comparisons associate themselves (v. 4b);
these are the daughters of Jerusalem (v. 5). The prologue offers parallels with the royal marriage song of Ps 45:8-9, 15-16.

3 The 2nd line is an alliterative play on the words AW (‘name’) and JAW (‘0il’), oil being suggested by the perfumes of the previous line. The
preposition 9 of M™% has been understood in three ways: 1 dative of reference (‘with respect to your fragrance, pleasing is your perfume’); 2 emphatic
(‘indeed, pleasing is the fragrance of your perfume’); 3 comparative (‘more pleasing is the fragrance of your perfume’). The term JAW refers to perfumes
or colognes (Qo 7:1, 10:1, Sg 4:10). In Israel, bodily oils were expensive (1K 17:12ff, 2K 2:4ff); possession of oils and perfumes was a sign of
prosperity and luxury (Dt 32:8, 33:24, Job 29:6, Pr 21:17, Ezk 16:13, 20). Wearing cologne was associated with joy (Ps 45:8, Qo 9:8, Is 61:3) because
they were worn on festive occasions (Pr 27:9). The meaning of the phrase 7AW PN is difficult to determine; several options have been



NI 70K W L 4 Draw me in your footsteps, let us run.

ety T575ﬂ ’J&’;Q The king has brought me into his rooms;
'[; :‘IUDWN ﬂ’?’;; you will be our joy and our gladness.
]7?{3 1'l""l"l' n21] We shall praise your love more than wine;
IR DWW how right it is to love you.
{a}
BELOVED:
D:‘g\?ﬁj niia ﬂ}&;] "ka Ny A 5 Iam black but lovely, daughters of Jerusalem,
TIP ’f?flt;ZD like the tents of Kedar,
WD:?W iy like the pavilions of Salmah.

proposed: 1 Traditionally, P71 is taken as a verb that functions as an attributive adjective modifying the noun TJAVW; the phrase is taken in
this way by the LXX (éAatov éxgeouwov - ‘poured out oil’), NJB and NRSV. However, this is syntactically awkward because the noun is masculine
but the verb is feminine, and this would demand an adjective function. 2 Other Greek MSS, including Aquila, translate literally, reading, ‘UUpoy
exnevwdey’ (‘perfume poured out’), reflecting a passive participle functioning adjectively. This involves simple orthographic confusion between
i and N and may be reflected in Qumran MS 6QCt (APTIA ANPTIN, ‘perfumed, poured out’). 3 Some emend PN to the noun PR (‘purification’).
4 A simpler solution is to take P73 as a previously unrecognised noun related to the Ugaritic tra, which refers to high-grade cosmetic oil: “your
name is like finest oil’ (as JPS).

The ‘king” is not Yahweh, as the allegorical interpretation would have it, nor Solomon in the original poem. Engaged couples are called ‘king’
and ‘queen’ in Syrian marriage songs. Possibly, the line is simply a reminiscence of Ps 45:15. An alternative reading of the last line is, “how the
righteous love you!” Scholars debate whether D' W' should be taken as a substantive (the righteous), abstract noun (righteousness), or adverb
(rightly). The LXX reading, “ o3ty gyannaey ae,” (‘righteousness loves you’) is awkward.

Her sunburnt complexion comes from the farm-work she has been forced to do (v. 6); she compares herself to the black tents, woven from goat
hair, of the Bedouin Arabs. The ancient Arabic poets contrast the pale complexion of well-born girls (here, the daughters of Jerusalem) with
that of slaves and servant-girls who had to work out of doors. The “daughters of Jerusalem’, or the “daughters of Zion” (3:11) represent an audience,
whom the lovers invoke here and at 2:7, 3:5,11, 5:8,16, 8:4, or who intervene to introduce or accelerate the development of the poem (v. 8, 5:9,
6:1, 7:1). ‘Salmah’ (M7W) is conjectural; the MT vocalises MW - “Solomon’. *Salmal’ and ‘Kedar’ (7R) are two nomadic Arab tribes: the re-
vocalisation produces tighter parallelism between Kedar and Salmah than Kedar and Solomon.



MAINY IR IRRIATOR ! 6 Take no notice of my dark colouring;

wRWwn 1Inawy it is the sun that has burnt me.
"27103 AR "33 My mother’s sons turned their anger on me;
va:j:ga'nzg 170 1’J}D\TU they made me look after the vineyards.
2701 89 HY NI My own vineyard I had not looked after!
’WDJ h;m;;xp "7 nT730 ! 7 Tell me then, you whom my soul loves,
nu‘m N'R where will you lead your flock to graze,
DM0X3 PAT0 DR where will you rest it at noon?
nioba R Inbw For, why should I wander like a vagabond
AN MY zZ'KJ beside the flocks of your companions?
CHORUS:
D'wia namn '[:7 "D'l'lj &?'DR n 8 1If you do not know this, O loveliest of women,
7[7@'_[3'11{3 "l_ﬁj INRD apv3a ﬂ?"xg follow the tracks of the flock, and take your kids to graze
;D090 NiJawn z7§J beside the shepherds’ tents.

{8}

6 The last line means that she has given her heart to the man whom she loves. The noun 272 (‘vineyard’) is used figuratively here; some suggest
that it refers to her virginity, which she has lost, but this runs contrary to the moral purity accorded to the Beloved throughout the Song. It is
better to take the imagery as a reference to her ability to take care of her physical appearance.

7 Another reading of the 3t line is, “tell me lest  wander around.” The causal relative pronoun W (‘because’) is prefixed to the interrogative particle
ﬂD'? (‘why’) to form the idiom lest’; however, used with an imperfect (77778), the phrase emphasises why something should or should not be
done. The meaning of 7YY (from the root VY - “to veil oneself) is debated: some explain it in terms of Israelite culture, wrapping oneself in
a veil as a sign of mourning (Ezk 24:17, 22), uncleanness (Lv 13:45) or shame (Mi 3:7); others connect with the veiled cult-prostitute soliciting
business among shepherds, and that the young woman wished to avoid what Tamar tried to do (Gn 38:14-23). Symmachus, the Peshitta and
the Vg reflect a usage with metathesis of the first two consonants, giving (as here), ‘to wander about like a stray’.

8 “Know this’ follows the NJB; the NRSV has simply ‘know’ and the LXX has ‘know yourself (yv@s ceavtiy).



LOVER:

aivab! 1073 ’vnop.'? v 9 I compare you, my love,
' Y nvyj T 1'17’73'[ to my mare among Pharaoh’s chariots.
D’ﬁ_h;l "["’1:15 TIR] ’ 10 Your cheeks show fair between their pendants
DMNa TINIR and your neck within its necklaces.
T9-nprany i X 11 We shall make you golden earrings
90270 NMITPI OV with studs of silver.
Duo:
130733 L[‘?bmp"m + 12 While the king rests in his own room,
AM 0T my nard yields it perfume.
b i lnioTalnin o 13 My love is a sachet of myrrh
3 Al 1 lying between my breasts.

10

11
12

13

Comparison of the Beloved to a mare, worthy of a royal comparison, may seem quaint, but was a high compliment to feminine beauty among
the ancient Arab poets, as also with Theocritus.

The LXX text of this verse is rather different: “How your cheeks are beautiful as a turtledove, your neck as pendants.” (ti weaiwImoay ciayoves oou
WS TEUYOVES, ToaxmAos aou ws opuiosol.)

NJPS has “three” before ‘golden earrings’; this is omitted by both the NJB and NRSV.

The lovers are together: the rare and heady perfumes, nard, myrrh, and henna flowers, symbolise the pleasures of their meeting (vv. 12-14).
There follows a battle of compliments (vv. 15-16, 2:1-3). The meeting-place is ill defined: a bed of greenery (v. 16), a palace (v. 16), or a cellar
(2:4 - but see the footnote thereto). However, the outcome of the meeting is clear: the lovers are enfolded in each other’s arms (2:6) and the
man begs that no one should disturb his Beloved (2:7); this will be taken up as a refrain in 3:5 and 8:3-4. This is perfectly fitting if the Song is
considered as a collection of marriage songs and if no attempt is made to find a continuous development from one poem to another.

The term “myrrh’ (71) refers to an aromatic gum (Commiphora abessinica resin) that exudes from the bark of the Balsmodendron myrrha tree, which
was native only to Arabia, Abyssinia, and India. It was an expensive luxury item, which had to be imported into Israel. In liquid form, it could
be carried in small bottles like nard, but it was also used in solid form in which it was carried in a small cloth pouch or sachet worn next to the
body. The myrrh was mixed with fat and shaped into cones and as the fat melted from the body heat, the aroma of myrrh and the anointing



" vy bk z?f)WN ™ 14 My love is a cluster of henna flowers

HEPR U Rapkk] among the vines of En-Gedi.
{o}
’DZDW h;: 730 w 15 How beautiful you are, my beloved,
07 D 0D 70 how beautiful you are! Your eyes are doves.
D’l_:Jg aR T na? ﬁJﬂ T 16 How beautiful you are, my love, and how you delight me!
N3I07 NYWIR Our bed is the greensward.
D’TjN ’13’}1; np T 17 The beams of our house are cedar trees,
:0°NNA 1Y UV and our panels are cypresses.

14

15

16

17

oil would perfume a woman'’s body. Because it had a very strong aroma, which would last for long periods, women often wore it to bed to
perfume themselves for the next day. Because of its beautiful fragrance, it is associated with romance (Is 3:24).

In place of ‘henna flowers’ (1937), the LXX has ‘camphor’ (xumgov). ‘En-Gedi’ (‘the Goat's Spring’) was on the west bank of the Dead Sea with a
fertile oasis where, according to other texts, there grew balm and palm trees, which brought welcome refreshment to the weary traveller.

In the ancient East, there was an unusual emphasis on beauty of a woman’s eyes. This was probably because women veiled themselves and
wore long robes so that no portion of their body or face was exposed to sight except for their eyes (Gn 26:17). The only indication of a woman’s
beauty was her eyes. There was no better (indeed, no other) way to praise a woman’s beauty in the ancient Middle East.

The term 1JJV7 (‘'lush’, “verdant’) refers to the colour green and is often used in reference to luxuriant foliage or trees (Ps 37:35, 52:8, Jr 11:16,
Ho 14:8). The impression given here is that the young lovers are laying down together on the grass in the woods, enjoying the delights of their
caresses. The term W (‘bed’) describes a canopied bed (Ps 6:7, 41:4, Pr 7:16) or marriage couch.

The translation of the last line is uncertain (the NRSV has ‘our rafters are pine’). The Kethib/Qere difference here appears to be a case of simple
he/ het confusion.



4 208 DMWY SONG OF SONGS 2

Iﬁ'(?fl n'nz:m "th R 1 Jam a rose of Sharon,
:0'PRAYD NIYIiW a lily of the valleys.
o'ming Pa nwiva 3 2 As alily among thistles,
PAT PA DI so is my beloved among girls.
ﬁl_thl ®ba hlbﬂ: A 3 As an apple tree among the trees of the wood,
0330 "3 7T 12 so is my love among young men.
AN mTRn Hea In his shade, I delight to sit,
:’QU’? Pinn "M, and his fruit is sweet to my taste.
I?ffl n’:"m "'J’tjl’_lgj K 4 He has taken me to his house of wine,
(NANK ’z7l7 15171 and his banner over me is love.
SONG OF SONGS 2

The “rose of Sharon’ (JiWn n'gg;q - the LXX has ‘flower of the plain’ - *av3os ToU medioV/) is probably the meadow saffron or crocus (Colchicum
autumnale) that grows in the coastal plain; the ‘lily’ (NIWIVY) is the chamomile (Anthemis palaestina), a daisy-like flower native to Palestine.

The Beloved compares herself to the rose and the chamomile (v. 1); the Lover embroiders on this: she is a lily among thorns (the thistle plant
Poterium spinosum, which has prickly spines covered with thistles, but also sprouts beautiful small red flowers); he loves no one but her. Here,
as in 4:13-14, it is perhaps wrong to smother the poetry under the weight of botanical pedantry.

Apple trees were not native to Palestine and had to be imported and cultivated. To find a cultivated apple tree growing in the forest among
other wild trees would be quite unusual; the apple tree would stand out and be a delightful surprise. Like a cultivated apple tree, the Lover
was unique and stood out among all other men. In ancient Middle Eastern love literature, the apple tree was a common symbol for romantic
love and sexual fertility. The “apple tree’ motif is used in the Song in a similar manner (here and 8:5). Likewise, the motif of “apples’ is used as
a symbol of fertility (J1 1:12) and sexual desire (Sg 2:5, 7, 9).

The MT vocalises the consonantal "IX*277 as the Hiphil perfect tense "IR"27] (‘e has taken’); however, several mediaeval Hebrew MSS vocalise
the form as the imperative, "IR"27] (“take me”), which is reflected in the Peshitta and LXX (Eigayayeté pe), and such an interpretation provides
a tighter parallelism with the imperatives of v. 5. In place of “house of wine’ ("3 N"A - the literal translation), the NJB has “cellar’, and the NRSV
and JPS have ‘banqueting house’ (Est 7:8, Qo 7:2 and, following Jr 16:8-9, a reference to marriage feasts).



I'IND’WNJ ";nbpp n 5 Feed me with raisin cakes;

D'ana "1Te7 restore me with apples,
IR NAOR nf?m"a for I am sick with love.
"WNYH nnp oNnly ! 6 Let his left arm be under my head
2IPAND RN and his right arm embrace me.
DINKR "PYaYn 7 1charge you,
‘D‘zﬂyﬁ’ na daughters of Jerusalem,
nTwn niYRa I8 nirava by all gazelles and wild does,
N20KRD"NKR 170N OR 1IPYNTOR do not rouse; do not wake my beloved
:PANNY D before she pleases.

{o}

In place of “raisin cake’ (mw*wx;), the NRSV has ‘raisins” and JPS has “dainties’; raisin cakes were cultic offerings in the ancient Middle East and
were prominent in fertility rites (Is 16:7, Ho 3:1). In Israel, they were eaten during festive celebrations, being viewed as enhancing sexual
fertility (25 6:19, 1Ch 16:3). Scholars regard the ‘raisin cakes” as: 1 literal food viewed as an aphrodisiac to cure her love-sickness; 2 a figurative
expression for sexual passion or lovemaking; or 3 double entendre referring to the literal food as an aphrodisiac and her desire for lovemaking.
Amnon was lovesick for Tamar (25 13:2), the sole biblical parallel, but there are others to be found in Egyptian songs.

The verb pan has a two-fold range of meanings: 1 to embrace or hug someone (Gn 29:13, 33:4, 48:10, Job 24:8, Pr 4:8; Qo 3:5, Lm 4:5) and 2 to
fondle or sexually stimulate a lover (Pr 5:20, Sg 2:6, 8:3). The verb designates an expression of love by the position or action of one’s hands and
is probably used here as a euphemism.

The 3rd line is a pastoral note, as in vv. 9 and 17. It is unlikely that NIR2Y (‘gazelles’) and nﬁji& (‘does’), in this order, are a cryptogram for 798

niar (‘the God of Israel’) to avoid pronouncing his name in this secular song. The LXX reads, “by the powers and by the strengths of the field” (év
Tais duvaueaty xal év Tais ioyuoeaty ToU aypod). Frequently, when oaths were taken in the ancient world, witnesses were invoked in order to
solemnize the vow and to act as jurists should the oath someday be broken. Cosmic forces such as the ‘heavens and earth” were often
personified to act as witnesses to an oath (Dt 32:1, Is 1:2, Mi 1:2, 6:1-2, Ps 50:2). In this case, the witnesses are the ‘gazelles and wild does’; these
animals were frequently used as symbols of romantic love in the Hebrew Bible (Pr 5:19); and, in Egyptian and Mesopotamian love literature
and Ugaritic poetry, the gazelle was often associated with sexual fertility.



BELOVED:

T Hip ™ 8 Ihear my love.
K3 17030 See how he comes
u**mn-%u 3570 leaping on the mountains,
:Niv3075Y Papn bounding over the hills.
D987 79bY iR aYh iT apiT Y 9 My love is like a gazelle, like a young stag.
u"m; minks LFZ_JW n17nan See where he stands behind our wall.
I'liJ:'z?ljﬂ_'m h*luw: He looks in at the window;
D207 PR he peers through the opening.
’i? MRTIT AW T 10 My love lifts up his voice, he says to me,
naY T '[z7 P Come then, my beloved,
:?[‘g":‘?n my lovely, come.
R 11

T30 100 32
1 720 20 OWin

For see, winter is past,

and the winter rains are over and gone.

8 At the start of this second poem, there is a change of scene. The Beloved is living with her parents in the city. The Lover comes in from the
country and appears at the window (vv. 8-9, cf. 5:2ff). Egyptian and Greek poetry contain complaints of lovers faced with a closed door; here,
the Lover invites his Beloved to join him, by singing to her of the delights of springtime, the season of flowers, of birds and of love (vv. 10-14).
The feeling for nature, the freshness, and the modernity of this are unequalled throughout the OT.

9 At the end of the 2nd line, the LXX adds ‘upon the mountains of Bethel’ (émi Ta 0pm Bai3nA) - compare v. 17. Gazelles are often associated with
sensuality and masculine virility in ancient Middle Eastern love literature; they were often figures in Hebrew, Accadian, and Ugaritic literature
for mighty warriors or virile young men (25 1:19, 2:18, Is 14:9, Zc 10:3). In ancient Middle Eastern love literature, gazelles often symbolize the
excitement and swiftness of the lover coming to see his beloved.

10° Some translators put the lover’s speech in the past tense: “My love spoke to me, he said...”

11 The NJB lacks the word ‘“winter’ before ‘rains’, here following NJPS.



Pﬁkﬁl IR b’;g;ﬂ o 12 Flowers are appearing on the earth.

D230 10 DY The season of glad singing has come;
HIRINA YRV IR0 t71|71 the cooing of the turtledoves is heard in our land.
ﬂ’JD nvIn hJ&ﬂﬂ g 13 The fig tree is forming its new green fruit
n" 301 3700 [DW0830) and the blossoming vines give out their fragrance.
N YT '[t? b mip Come then, my beloved,
:T['Z"Dz?ﬂ my lovely, come.
{0}
N30 Y0ba yoon na e T 14 My dove, hiding in the clefts of the rock,
T[?&‘}I_D'ﬂt_j_l ’u*‘zgja in the coverts of the cliff,
T[:?_'I'P'ﬂt_j_l PIUAIy show me your face, let me hear your voice;
a7 ?[TZiP";D_ for your voice is sweet
SINRI TR and your face is lovely.

{v}

12 In place of “singing’ (W11), the LXX has ‘pruning’ (tou7s); the intended root is debated among many ancient MSS and it is likely that the
ambiguity is intentional.

13 The first three lines here give a vivid portrayal of springtime (budding figs and flowering vines). The Kethib/ Qere difference here would benefit
from an explanation.

14 The dove was a common figure for romantic love in ancient Middle Eastern love literature. This emphasis seems to be suggested by his use of
the term ‘my dove’. Just as the young man heard the voice of the turtledove in 2:12, so now he wants to hear her voice. Doves were often
associated with timidity in the ancient world: being virtually defenceless, they would often take refuge in crevices and cliffs for safety (Jr 48:28).
The emphasis on timidity and the need for security is the emphasis here because of the explicit description of this “dove” hiding in the “clefts of
the rock’” and in “the coverts of the cliff . Fortresses were sometimes built in the clefts of the rocks on mountainsides because they were inaccessible
and, therefore, in a secure place of safety (Jr 49:16, Ob 3). He may have realised it might be intimidating for her to join him and communicate
with him; she would need to feel secure in his love to do this, and it would be easy for her to hide from such emotionally exposing experiences.



D’EUW ‘-1.1’17'-171'! v 15 Catch the foxes for us;

0732 z:wjv:mu D70P D’%DW the little foxes that make havoc of the vineyards,

TR0 1N for our vineyards are in fruit.
9oaR1 9 iT © 16 My love is mine and I am his.

:03Wiwa NN He pastures his flock among the lilies.

D’??-‘.}U 100 Dﬁfl hw’s’w Ty r 17 Before the day-breeze rises, before the shadows flee,
’325 "I 9 T b return! Be, my love,
0¥2R0 18y N like a gazelle, like a young stag,
03 ’j;r‘n; on the mountains of Bether.

{o}

15

16

17

This verse is an independent fragment, probably inserted here under the influence of v. 13 with its mention of vines in flower. Here, the
‘vineyards” are a metaphor for the charms of girls who wish to be rid of their admirers, the ‘little foxes” (foxes are always spoken of in a negative
light in the Hebrew Bible and in the ancient world were particularly associated with their destructive tendencies regarding vineyards: Jg 15:4,
Ne 4:3, Ps 63:10, Lm 5:18, Ezk 13:4). Such a description of these foxes here seems to confirm this as the point of comparison in mind.

This affirmation of mutual possession recurs in almost identical terms in 6:3 and 7:11 and in each case is made in the absence of the Lover, thus
indicating the stability of love. However, love, for its part, years for a presence and, in each case, confidence in the Lover is linked to an appeal
or to a delay (here, v. 7, 6:1 and 7:12). The 2nd line may be translated either as “he feeds (his flock) among the lilies” or as “he grazes among the lilies.”
The former would picture him as a shepherd pasturing his flock among a bed of flowers, which they were eating, while the latter would be
picturing him as a gazelle feeding among a bed of flowers. Because of the occurrence of the gazelle motif in the following verse, it is most
likely that this motif is present in this verse as well.

The day-breeze (see Gn 3:8) in Palestine blows in the evening, when the lengthening shadows seem to “flee’. This is when the Lover will come
back from the country, and so we return to the beginning of the poem (v. 8), the end of v. 17 more or less repeating the words of vv. 8-9a. For
‘mountains of Bether’ (N2 1), the NRSV has “cleft mountains’. All explanations of this word as a common noun (JPS has “spices’) are forced and
it is probably a place name, either of a real place, Bether, to the west of Jerusalem (Jos 15:59), or of a semi-legendary one; parallels in Sg 4:6 and
8:14 speak of mountains of myrrh and balm. Bether may have been the Palestinian equivalent of Punt, the land of spices in Egyptian tradition.
An Egyptian love song says, “When his arms enfold me, it is like being in the land of Punt.” The LXX has ‘mountains with many ravines’ (ogn
xoIAwuaTwy).



3 PO 0Mwn W SONG OF SONGS 3

niv9a ownhy K 1 On my bed at night, I sought
WAl NANKRY NX ’NWﬁJ the man whom my soul loves:
IPOREA NP PAYRa I sought but I could not find him;
P2 1a3ioK) & nppR 3 2 “I shall get up and go through the city;
m'::li'lj;ﬂ b’PﬂUJ in the streets and in the squares,
"Wl NANKRY N8 NURaN I shall seek him whom my soul loves.”
NRYN N9 TRYRA I sought him but I could not find him!
D’WDWH "JJ‘N’.;Z@ 3 3 I came upon the watchmen -
Y3 0'1307 those who go on their rounds in the city:
:DI'RT WAL NADKRY DR “Have you seen him who my soul loves?”
Don "R1YY byna 7 4 Barely had I passed them
WD NADKRY DR TNIRYAY T when I found him who my soul loves.
SONG OF SONGS 3

Vv. 1-4 form a complete unit, to which is added a similar refrain (v. 5) as in 2:7 and 8:4. Though the theme is again the search, as in 1:7-8, 5:2-
8, this time the setting is the city and the time is night. The title could be “The lover lost and found again’. For a girl to go out at night and take
her sweetheart to her mother’s house is contrary to Jewish custom that some commentators have supposed this to be a dream sequence.
However, poets and lovers delight in imagining unlikely situations. The audacity of the pursuit and the longing never more to let the lover
part are proofs of passionate love. At the end of this verse, the NRSV, following the LXX, adds, “I called him but he gave no answer.” (¢xalAeoa
avToy, xai ovy vmxovaéy wov) Here, we follow the MT & NJB.

In place of ‘streets’ (Q'PIW3), the LXX has ‘markets’ (ayopal).

The night watchmen (see Ps 127:1, Is 21:11-12) recur in 5:7, and were probably typical figures in popular poetry, like the watchmen and
policemen of our own mediaeval and modern songs.

The literal translation of “barely’ is ‘like a little’; the term VPR3, which is composed of a comparative preposition () prefixed to a noun (VYR -



umx Nzﬂ H’ﬂTﬂN I caught him, would not let him go,

’DN ﬂ’;'5§ ‘T’DN’;QQ'TI_J not until I had brought him to my mother’s house,
iy mih 'ﬂn"?m to the room where she conceived me!
LOVER:
DoWI Nila DonN "Apawn 7 5 Icharge you, daughters of Jerusalem,
nTwn niYRa IR nirava by gazelles and wild does,
N20KRDTNKR 170N OR 1IYNTOR do not rouse; do not wake my beloved
:PANNY TD before she pleases.
{0}
NaTANTR N9V NNt ! 6 What is this coming up from the desert
WY Ninnna like a column of smoke,

“the small’), is an idiom that means ‘scarcely” or ‘within a little’. There is debate about the reason why the woman brought her beloved to her
mother’s house. Some note that the mother’s house is sometimes referred to as the place where marital plans were made (Gn 24:28, Rt 1:8);
some suggest that the woman here was unusually bold and took the lead in proposing marriage plans with her beloved. This approach
emphasises that the marriage plans in 3:4 are followed by the royal wedding procession (3:6-11) and the wedding night (4:1-5:1). Others
suggest that the parallelism of “‘my mother’s house” and ‘room where she conceived me’ focuses on the bedroom of her mother’s house. Still
others suggests that her desire was to make love to her beloved in the very bedroom chambers where she herself was conceived, to complete
the cycle of life/love; if this is the idea, it would provide a striking parallel to a similar picture in 8:5, in which the woman exults that they had
made love in the very location where her beloved had been conceived: “Under the apple tree I aroused you; it was there your mother conceived you,
there she who bore you conceived you.”

The LXX version of the 34 line is rather different, as in 2:7 (see the footnote thereto).

For the last line, here following the NJB, NJPS has “with all powders of the merchant’ (as does the LXX - amo mavtwy xoviogt@wv wvgefol). The
poem of vv. 6-11 is not about love, is not put into the mouth of either of the two partners and is not recited by the “daughters of Zion’, since they
themselves are invoked at v. 11. The poet himself is speaking now, and describes a royal procession, which v. 11 associates with wedding
festivities. For a similar celebration, see 1M 9:37-39. Similar customs are still observed by the Syrian and Palestinian Arabs and go back to
ancient times (Ps 45:15-16). Vv. 6-10 describe the escort and the finery sent by the bridegroom to meet the bride: their meeting is invoked in
v. 11. This short poem makes a good introduction to the eulogy of the Beloved in Ch. 4. The description is high-flown; the bridegroom is a



n31251 " mepn perfumed with myrrh and frankincense

:5217 npar Han and every exotic perfume?
nn'vw‘vw ‘mm nin ! 7 Here comes Solomon’s litter.
FI:Q 22D Da3 DWW Around it are sixty champions,
O8I Mam of the warriors of Israel.
TIQU:?D ’jDzWJ Jﬁﬂ R b%’: n 8 All of them are skilled with the sword, expert in war.
15‘]_3'53_] 113'11'! VR Each man has his sword at his side,
:ﬂ'it?’{?;n Tnan in case of alarms by night.
{v}
TID%’(D Tonn 1 Ny iqar  °® 9 King Solomon has made himself a palanquin
;7113250 %N of wood from Lebanon.
ﬁDD TlW,U 11"[-1733_.7 ’ 10 He has made the posts of silver,
N3N 12270 277 inTe0 the canopy of gold, the seat of purple;
:D?\?ﬁj nizan naoK 537 ioin the centre is inlaid with leather, daughters of Jerusalem.

‘king’ (cf. 1:4,12), a “Solomon’.

7 The term NVN (here translated as ‘litter’) refers to a royal portable couch, spread with covers, cloth, and pillows. At the beginning of the last
line, here following the MT and NRSV, the NJB adds “the flower’.

8 An alternative translation of ‘skilled with the sword’ is ‘girded with a sword’; the genitive construct phrase 271 MM can be interpreted in two
ways: most assume that TMX denotes “physically grasp’, ‘hold’, with differing approaches as to whether the participle functions substantively
(wielders of the sword), verbally (all hold sword) or adjectivally (girded with a sword). Others suggest (as here) taking the element in its rare
metaphorical sense of ‘to learn” (‘mentally grasp’); this nuance is much more common in the related Accadian verb meaning ‘to learn’.

9 The term ‘palanquin’ (}i"18R) occurs only once in the MT and may be borrowed from the Greek gogelov (litter or carriage).

10" In place of ‘leather’, the NJB has the conjectural ‘ebony’; the MT (and NRSV) has ‘love” (120R). For this line, the LXX reads, “within it a stone
pavement of love” (évtog avTtol MidootowToy, ayamny). The NJB omits the last line, which can be linked to the beginning of v. 11, if we suppress
the first line thereof, not found in the LXX and possibly a gloss.



7Y Nia NIRRT ITIRYE ¥ 11 Daughters of Zion:

nhow T9n3 come and see King Solomon,
ing 1'27' oYY 1vYa wearing the diadem with which his mother crowned him
innn oia on his wedding day,
:12% nnni oia on the day of his heart’s joy.

{o}

11 The only other mention of a bridegroom’s crown occurs in Is 61:10, where a different word is used.



T 208 D¥'Wa W SONG OF SONGS 4

LOVER:
ﬂD’ 70 "D:Qj na? T[éﬂ 8 1 How beautiful you are, my beloved, how beautiful you are!
'[DQRLJ T03aN D’._:ﬁ’ T Your eyes are doves, behind your veil;
D"’_?LJQ qTY2 "[WIJW your hair is like a flock of goats
:TU93 00 WH surging down Mount Gilead.
nidwpn T TIw 3 2 Your teeth are like a flock of shorn sheep
nxmnTIA 1771JW when they come up from the washing place.
:003 'R n‘v:xm ﬂiﬁ’mjl_l ‘D5DW Each one has its twin, not one unpaired with another.
NI 7027 Toina Yo vina 3 Your lips are a scarlet thread and your words enchanting,.
'[ﬂDR‘? 03N '[DPW }1?3Wﬂ ﬂt753 Your cheeks, behind your veil, are halves of pomegranate.
m’s‘m‘v "3 '[7&12 "r’r-; z?'fJDD 7 4 Your neck is the Tower of David built on layers,
SONG OF SONGS 4

The short poem of vv. 1-7 is a eulogy of the physical charms of the Beloved and is partly repeated in 6:5-7; there is another eulogy in 7:2-10,
and a eulogy of the physical charms of the Lover occurs in 5:10-16. The portrait of the perfect housewife in Pr 31:10-31 might be a sage’s
reaction to this type of composition, which was widespread. Egyptian love songs contain similar eulogies, which are also a stock-in-trade of
Arabic poetry (wasf, ‘description’). Taken literally, these descriptions would offer a grotesque image of the Beloved or of the Lover. Equally
unlikely is the allegorical interpretation that sees in them descriptions of the Holy Land and the Temple. In fact, they do not ‘describe’, they
juxtapose metaphors borrowed from the entire natural world, physical, animal and vegetable, to conjure up, by associated impressions of
touch, sight and smell, the sense of admiration, joy and pleasure induced by the presence of the Beloved.

A more literal translation of the noun AX¥N7 (‘washing place’) is ‘“watering hole’; the related verb YT means “to wash’. The meaning here is that
her teeth are as white as sheep, washed before being shorn (as was customary in the ancient Middle East).

The phrase "3W VIN (‘scarlet thread’) is a genitive construct with the genitive functioning adjectivally. This phrase is used twice in the Hebrew
Bible to denote a scarlet-coloured thread or cord (Jos 2:18, Sg 4:3); it is a comparison of sight, describing the colour and shape of her lips.

The term 57103 (‘Tower”) refers to a military structure, such as a defensive tower on the walls of a city (Jg 8:9,17, 9:51, 2K 9:17, 17:9, 18:8, 2Ch
14:6, 26:15, 27:4, 32:5). The feminine noun m"ﬁt?ljt? (‘layers’) is of uncertain etymology; the LXX simply transliterates it (eis JaAmwy).
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hung round with a thousand shields,

each the armour of a hero.

Your two breasts are two fawns,

twins of a gazelle that feed among the lilies.

Before the day-breeze rises, before the shadows flee,
I shall go to the mountain of myrrh,

to the hill of frankincense.

You are wholly beautiful, my beloved,

and without a blemish.

Come with me from Lebanon, my promised bride,
come with me from Lebanon, come on your way.
Look down from the heights of Amanus,

from the crests of Senir and Hermon,

the haunt of lions, the mountains of leopards.

You ravish my heart, my sister, my promised bride;

® NN o O

On the cultural significance of the ‘gazelle’ in the ancient Middle East, see #2:9.

This verse is a repetition of 2:17, perhaps only secondary, evoked by the last words of v. 5, reminiscent of the end of 2:16.

Compare this verse with the eulogy of Absalom (25 14:25).

The NJB omits the two occurrences of ‘with me’, here following the NRSV. The girl is called a “‘promised bride’ only in this part of the poem (4:8-
5:1), where the phrase occurs six times. This strophe is hard to explain and is possibly a fragment of some longer poem. In conjunction with
the following strophes, to which it linked by the keywords ‘promised bride’ (vide supra) and ‘Lebanon’ (vv. 11,15), it might be read as an appeal
to the Beloved to leave a difficult and dangerous country, to join her Lover. In place of ‘look down’, the NRSV has ‘depart’. In place of “‘Amanus’
(MINK - Amana), the LXX has mirTews, meaning ‘“Trust’ (it may or not be a proper noun).

As also in vv. 10, 12, 5:1,2, the expression, ‘my sister’, may be borrowed from Egyptian poetry, where it is common. However, Egyptian poetry



7[73:’1_.]7_3 nnKka TNK3 ”JthZlLJ you ravish my heart with a single one of your glances,

STINVRA PIY TORA with a single link of your necklace.
MR TI7IAn 10 What spells lie in your love, my sister, my promised bride!
17[7"_1"7 120771 ﬂi?;) How delicious is your love, more delicious than wine!
:0NWA"Dan T INY N 1N How fragrant are your perfumes, more than all spices!
h5ﬂ1 w7 ﬂ?;) TDinaw nigbn nal ¥ 11 Your lips, my promised bride, distil wild honey.
:ﬁ;;z? mM2 T’DD‘?W N '[JT(U‘? nnn Honey and milk are under your tongue;
{o} and the scent of your garments is like the scent of Lebanon.
ﬂiz; ’ﬂﬂN z71,’(]3 172 = 12 She is a garden enclosed, my sister, my promised bride;
DInn 1un 51DJ z?l a garden enclosed, a sealed fountain.
07317 (o) o) ‘-rh%w d 13 Your shoots form an orchard of pomegranate trees,
:DY77370D D92 DTN A DY bearing most exquisite fruit, henna-flowers, and nards:
AP I o Ty T 14 Nard and saffron, calamus and cinnamon,
ﬂAJsz? ’RD"?D [m}Y) with all the incense-bearing trees;
;D0 'WRTY2 oY NivoN N myrrh and aloes, with the subtlest odours.

uses ‘brother’ to mean the Lover, which Sg never does (see, in contrast, 8:1). The Kethib/ Qere difference here warrants an explanation.

An alternative opening of the 1st line is, “How delightful is your love.”

The Lover is carried away by the looks of his Beloved (v. 9), by the taste of her kisses (v. 11) and by the scent of her clothes (vv. 10-11).

Like the vineyard of 1:6, 2:15, the “garden’, with its spring and choice flowers (a ‘paradise’, v. 13, cf. Gn 2:9-10), is a metaphor for the charms of
the Beloved. The word ‘garden’ (x#mog) in the 3 line follows the LXX (and Peshitta); the MT has ‘waves’ (93 for 13, translated by JPS as ‘spring’),
in any case, always in the plural (a copyist’s error). The Paseq in the 1st line is here presented in grey, as it is in the MAM text.

In place of ‘shoots’, the NRSV has ‘channel’; the meaning of the Hebrew is uncertain - the LXX has amoorolar (dowries). ‘Orchard’ translates the
Hebrew D778 (the only other occurrences in the Bible are in Ne 2:8 and Qo 2:5), a Persian word meaning “park’, from which the word “paradise’
derives. The NJB omits ‘henna-flowers and nards’.

For the last line, here following the NRSV and MT, the NJB has “with the subtlest odours’. For the 3 line, the LXX reads, “with all the woods of



D’-_jg 1700 ® 15 You are a fountain of the garden,

D1 02 IR a well of fresh water,
11325710 091 and streams flowing down from Lebanon!
BELOVED:
U:J’Ij *Ri23 }153 i 16 Awake, north wind! Come, wind of the south!
TRl 157’ "33 Man Breathe over my garden, to spread its sweet smell around.
1335 77 N Let my love come into his garden
TN MA 53&’1 and taste its exquisite fruits.

Lebanon” (weta mavtwy EAwy tot AiBavov). The plants of vv. 13-14 do not grow together and, except for pomegranate, are not found in
Palestine. The garden is imaginary, containing the rarest aromatic plants in existence: a common poetic theme (1:2-3, 12-14, 3:6, 5:5,13; compare
Wisdom in Si 24:12-21).

15 The phrase here translated as ‘fresh water’ (010 O'N), literally ‘living water’ (as in the NJB) refers to flowing, fresh water in contrast to standing,
stagnant water (Gn 26:19, Lv 14:5-6,50-52, 15:13, Nb 19:17, Jr 2:13,17:13, Zc 14:8). The adjective D1 (living) frequently refers to what is fresh,
healthy (Si 30:14) or thriving (Gn 43:7, 27). Fresh, flowing water is pictured as pure and a source of refreshment.

16 Some LXX MSS include the last line of this verse in 5:1.



1 PRa DMY'wn YW SONG OF SONGS b5

LOVER:
n92 nnRY5 nRa R 1 [ come into my garden, my sister, my promised bride,
"Ava o Min R I pick myrrh and balsam,
’@;’['DD "‘}S:Jf vn‘ux I eat my honey and my honeycomb,
";l:?l_':l'Dl_J m ’D’Ij\? I drink my wine and my milk.
POET:
D’,’{Jj 153& Eat, friends, and drink;
D717 10V DY drink deep, my dearest friends.
{0}
BELOVED:
Y ’351 YR 2 2 Isleep, but my heart is awake.
PHIT 71T 19ip I hear my love knocking.
"D:l:ﬂ_ ’IJHN "fv"’mjs ”Open to me, my sister, my beloved,
’mn ’13;1" my dove, my perfect one,
50K WNIY for my head is wet with dew,
ﬂ5’5 D07 "DIRvIP my hair with the drops of night.”
SONG OF SONGS 5

1 The LXX has ‘bread’ (@gToy) in place of ‘honeycomb’. The last two lines of this verse are the poet’s exhortation to the wedding guests: he compares
the physical love between the couple to eating and drinking at a wedding feast; this is an appropriate figure of comparison because it would
have been issued during the feast that followed the wedding and the consummation. The term ‘drink” refers to intoxication, comparing
becoming drunk on wine with enjoying the physical love of one’s spouse (Pr 5:19-20).

2 The delightful scene of 5:2-6:3 has the same setting as 3:1-4: night, the search through the city, the watchmen - but there is a reversal of roles:
this time, the Lover is outside, wanting to come in (cf. 2:9), while the Beloved teases him, making futile excuses that, in fact, belie her eagerness
to open the door; and, when she does so, it is too late. Note the unusual/unexpected dagesh on the resh in "\ZJN'IW
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“I have taken off my tunic;

am [ to put it on again?

[ have washed my feet;

am I to dirty them again?”

My love thrust his hand through the hole in the door;
I trembled to the core of my being.

Then I got up to open my love,

myrrh ran off my hands,

pure myrrh off my fingers,

on to the handle of the bolt.

I opened to my love,

but he had turned and gone.

My soul failed when he spoke,

I sought but I could not find him;

I called, but he did not answer.

The watchmen who go about the city met me.

A more imperative translation of the 2nd and 4t lines opens them with “must I’ rather than “‘am I to’.

The Lover tries to get in by raising the latch, which from outside had to be done with a wooden key (Jg 3:25, Is 22:22). There is a more
euphemistic (sexual) interpretation of the first two lines: The term T normally refers simply to the physical hand, but there are at least three
occasions when it refers to tall stone pillars, such as those used in Canaanite fertility-cults in the form of phallic representations (1S 15:12, 2S5
18:18, Is 56:5), and it is clearly used as a euphemism for the male member in Is 57:8, 10. It is now known that yad is sometimes used as a
euphemism for the male member in Ugaritic literature; some scholars also suggest that 7 (‘hole’) in the next line is the female counterpart.

Either the Beloved has scented herself, or the Lover has left this trace of his attempt and this is all she finds of him!

In place of “when he spoke” (17273), here following the NRSV & NJPS, the NJB, relating the term to the homonymic root 327, has “at his flight'.
The LXX follows the former although, working with a consonantal text, interprets the term as a noun (év Aoy@ avTod - “in his word’).

The “watchmen” are as in 3:3 but in another role: they mistake the girl for a prostitute (see Pr 7:11-12).



YR Y107 They beat me, they wounded me,

’53]{3 "'!’TTDI} INWI and they took my cloak away from me,
da)ialnta il those guardians of the ramparts!
D%Wﬁ’ N oonX 'nvavn 7 8 “I charge you, daughters of Jerusalem,
19 3130700 7T NR IRYANOR if you should find my love, what are you to tell him?
AN PANR ﬂf?iﬂ’(___U' That I am sick with love!”
CHORUS:
TN TR ° 9 What makes your lover better than other lovers,
0'wia nam O loveliest of women?
TN EpAREls) What makes your lover better than other lovers,
HIpYawn N22Y to put us under such an oath?
BELOVED:
DTNy AR T 10 My love is fresh and ruddy,
112270 917 distinguished among ten thousand.
F=Rul g o172 11 His head is golden, purest gold;
:271v2 NI 0'%n%n Poivp his locks are palm fronds and black as the raven.

The genitive construct 720X nYin (literally “sick of love’) denotes ‘lovesick’; this is an example of a genitive of cause, that is, the Beloved was
(physically or emotionally) sick because of her unrequited love for him.

The literal translation of the 1st line is, “How is your beloved (better) than (another) lover?”

Some see here a description of the Temple at Jerusalem (cf. vv. 11, 14-15). A more plausible model would be one of the ivory and gold statues
of oriental antiquity. This is a description of ideal masculine beauty: tall stature, luxuriant hair, good complexion, and charm of manner (cf.
Saul, 15 9:2, 10:23-24, David, 1S 16:12, Absalom, 2S 14:25-26). Hyperbole is the rule for this literary form (cf. Si 50:5-12).

Here, we interpret the term ‘7n‘7n as ‘palm fronds’, relating it to the Accadian noun meaning ‘pollen of date-palm’ but it could also be taken as an
adjective, whose meaning is unclear; the term occurs in Mishnah as 511511 (‘curls’), suggesting “his hair is curly’.



on ’pvgg"w Rk} o) 1’5’1__] x 12 His eyes are like doves beside the watercourses,
:NRHI™O Niaw* 29na hivxn bathing themselves in milk, perching on a fountain-rim.
nyyipials m‘7‘rm DWJH NP2 11’1‘!27 » 13 His cheeks are beds of spices, banks sweetly scented.
172 2N Ninvi DYV PRina His lips are lilies, distilling pure myrrh.
wwana D’N'?DD :m ’5"73 ‘1"[’ v 14 His hands are golden, rounded, set with jewels of Tarshish.
:0"M°80 ns‘m ]W nwy ’1’,’073 His belly is a block of ivory covered with sapphires.
TQ";'{&S'%K_J DR WY rTInp Riw P 15 His legs are alabaster columns set in sockets of pure gold.
:D1RD 7INa ]13353 ‘m‘mn His appearance is that of Lebanon, unrivalled as the cedars.
1
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16 His conversation is sweetness itself; he is altogether lovable.
Such is my love; such is my friend,

O daughters of Jerusalem.

12
13
14

The meaning of the last line (here following the NJB) is uncertain; the NRSV and JPS have “fitly set’ and some have ‘mounted like jewels’.
“Cheeks’ refers to the lower part of the face, where the beard grows, which was scented (see Ps 133:2).

A more exact translation for ‘sapphires” would be ‘lapis lazuli’. In place of ‘jewels of Tarshish’ (following the NJB), the NRSV has simply ‘jewels’
and JPS has “beryl’. The term 7'V (‘belly’) is used in reference to several things in the Hebrew Bible: 1 the womb of a woman (Gn 25:23, Is 49:1,
Ps 71:6, Rt 1:11); 2 a man’s loins (Gn 15:4, 2S 7:12, Is 48:19 2Ch 32:21); 3 the “inner parts’ of a person, such as the stomach or intestines which
are used to digest food (Nb 5:22, Job 20:14, Ezk 3:3, Jon 2:1-2); and 4 the external stomach or abdominal muscles (as here).

An alternative reading for the first two lines is, “His legs are like pillars of marble, set on bases of pure gold.”

The term DTN (‘lovable’) is the plural form of the noun TANNA (“desire’, “desirable thing’, “precious object’); this is probably an example of
the plural of intensity.



1 P08 DYYWA WY SONG OF SONGS 6

CHORUS:
T7i7 '[57! R R 1 Where did your lover go,
o'wia N9 O loveliest of women?
7717 118 IR Which way did your lover turn
TRY 1BYRAN so that we can help you seek him?
BELOVED:
339 70 T 3 2 My love went down to
Dipan nixps his garden, to the beds of spices,
OV DP‘?‘?? 0333 h1y75 to pasture his flock on the grass and gather lilies.
TTPTITR uR 3 1belong to my love, and my love to me.
:DWiW3a nyn Y He pastures his flock among the lilies.

{o}

SONG OF SONGS 6

1 This intervention by the chorus prepares for the conclusion of the poem in vv. 2-3: but there is no point in looking for the Lover, since he is

present in the heart of the Beloved, she being his ‘garden” (see #4:12). The security of mutual love is expressed (v. 3) in terms much the same as

in 2:16. Some LXX MSS include this verse as 5:17.

The term 13 (‘garden’) is used six other times in the Song. In five cases, it is used figuratively to describe the girl’s body or the sexual love of the

couple (4:12, 15, 16a, 16b, 5:1); there is only one usage in which it might refer to a real garden. Thus, here the term might be figurative or literal:

1 He went to a real garden for repose (Solomon did, in fact, own a great many gardens, Qo 2:4-7, 1Ch 27:27); 2 the garden is a figurative

description referring to the young woman, their sexual love, or Solomon’s harem.

3 This is the 2nd occurrence of the poetic refrain that occurs elsewhere in 2:16 and 7:11. The order of the first two cola are reversed from 2:16. The
significance of this shift depends on whether the parallelism is synonymous or climactic; this might merely be a literary variation with no
rhetorical significance. On the other hand, it might signal a shift in her view of their relationship: originally, she focused on her possession of
him, now she focused on his possession of her.
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LOVER:
4 You are as fair as Tirzah, my beloved,

enchanting as Jerusalem, formidable as an army!
5 Turn your eyes away from me:
they take me by assault!
Your hair is like a flock of goats
surging down the slopes of Gilead.
6 Your teeth are like a flock of ewes
as they come up from the washing.
Each one has its twin,
not one unpaired with another.
7 Your cheeks, behind your veil,
are halves of pomegranate.
8 There are sixty queens
and eighty concubines,

and countless girls.

® NN o G

Vv. 4-10 form a short poem, the beginning and end of which are indicated by the repetition of ‘formidable as an army’. Vv. 5b-7 partially repeat
4:1-2 & 3" and may be an addition. The Lover proclaims that his Beloved is the only girl for him, meaning more than a royal harem (v. 8, cf.
1K 11:3, 2Ch 11:21, 13:21). “Jerusalem’ is ‘loveliest of all, joy of the universe” (Lm 2:15). “Tirzah’, the early capital of the Northern Kingdom (1K
14:17, 15:33), is put in apposition since the name means ‘agreeable, pleasant’.

For the last line, the LXX reads, “which have ascended from Gilead” (ai' avepavyoay amo tov I'alaad).

At the end of this verse, some LXX MSS add, “Your lips are a scarlet thread and your words enchanting,” repeating 4:32, as the v. 7 repeats 4:3P.
An alternative translation of ‘cheeks” is “temples’.

The NJB parenthesises the last line, which it dismisses as a probable gloss. The sequence “sixty ... eighty ... countless’ is an example of a graded
numerical sequence and is not intended to be an exact numeration.



’nz;n T 30 g ° 9 My dove is my only one, perfect and mine.

HD85 ‘N’ﬂ nnK She is the darling of her mother,
ﬂl‘l'l’tﬂ’t? KR 073 the favourite of the one who bore her.
TH'IW&’ 1 i'ﬁJ; IR Girls have seen her and proclaimed her blessed,
mz?z?n, 1 D"(\_U;{?’Qﬂ m;‘;m queens and concubines have sung her praises:
{o}
INWUing NapwIn nXn 10 “Who is this arising like the dawn,
ﬂ@ﬂp }‘IWJ TIJD‘?D na? fair as the moon, resplendent as the sun,
:mt?;}'[;:j RN formidable as an army?”
{o}
’ﬂ'ﬁ" ’mx ﬂJl’%& 8 11 Twent down to the nut orchard
z?ljéU got il mm‘v to see the fresh shoots in the valley,
1947 nm1an hira, to see if the vines were budding
07370 1IN and the pomegranate trees in flower.

9 An alternative reading of the 1st line is, “She alone is my dove, my perfect one.” The term NN is used here as an adjective of quality: “unique’,
‘singular’, ‘the only one’. The masculine form is used elsewhere to describe Yahweh as the ‘only” or ‘unique’ God of Israel who demands
exclusive love and loyalty (Dt 6:4, Zc 14:9).

10 The common point in these four comparisons is that all are luminaries: in all four cases, each respective luminary is the focus or centre of
attention at the hour at hand, because it dwarfs its celestial surroundings in majesty and in sheer brilliance; all other celestial objects pale into
insignificance in their presence. This would be an appropriate description of her because she alone was the centre and focus of his attention.
All the other women paled into the background when she was present; her beauty captured the attention of all that saw her, especially her
Lover. Compare the eulogy of a wife in Si 26:16-18. The High Priest Simon is compared to the moon and the sun (Si 50:6-7). An Egyptian love
song compares the beloved, unique and peerless (cf. v. 9) to Sirius, the brightest of the stars.

11 Vv. 11-12 are independent of the poem and difficult to explain. It is not clear whether the Lover or the Beloved is speaking: the lover, if the
garden of v. 11 represents his Beloved, as in 4:12, 16, 5:1, but the Beloved, if we suppose the 2nd part of the verse to be said by her, as in 7:13.



"wal ’ﬂlJ'r’ NL/ T 12 Before [ knew ... my desire had hurled me
12773 'RY 0270 NN onto the chariots of Amminadab!

12 This is the most obscure verse in the Song and defies all explanation. Probably, ‘Amminadab’ (here following the NJB - JSP has ‘my princely
people’) is the Palestinian equivalent of ‘Prince Mehi’, who figures in Egyptian songs as riding in a chariot and interfering in other people’s love
affairs. At least one LXX MS inserts, at the beginning of the verse, “ There I will give my breasts to you” (exet dwow Tovs uaotovs woy gol). The
translation here given follows the NJB, but there is a plethora of different translations: “Before I was aware, my fancy set me in a chariot beside my
prince” (NRSV); “I did not know myself, she made me feel more than a prince reigning over the myriads of his people” (NEB); “Before I knew it, my heart
had made me the blessed one of my kinswomen” (NAB); “Before I was aware, my soul set me (over) the chariots of my noble people” (NASB); “Before 1
realised it, my desire set me among the royal chariots of my people” (NIV); and, “I was beside myself with joy! There please give me your ‘myrrh’, O daughter
of my princely people” (NETB).
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CHORUS:

ﬂ’?f-]z_?ﬂly'fl gty Ty R 1 Come back, come back, girl from Shulam;

7270100 T IW W come back, come back, where we can look at you!

nmbw: ‘unn-nu Why are you looking at the girl from Shulam,
:0nnn ﬂf?ﬁp:;) dancing between two lines of dancers?
LOVER:
D’?Q;; TRvL AN 2 2 How beautiful are your feet in their sandals,
271" N3 O prince’s daughter!
D’Ni?ﬂ 1733 '[’37’ yPiloln The curve of your thighs is like the curve of a necklace,
AR YT AYn work of a master hand.
A0 70ﬂ"5& WU@U 1aR ‘-mw 4 3 Your navel is a bowl well rounded with no lack of wine,
SONG OF SONGS 7

1 This verse is included as 6:13 in the NSRV;; all other verse number therein are accordingly decremented. The Chorus calls, and the Poet, rather
than the Lover, intervenes to introduce a new description of the Beloved (vv. 2-6). This balances the description on 4:1-6, using some of the
same elements: twin fauns, tower, though in reverse order and more sensually. The images of comparison are disparate: necklace, bowl, wheat,
fauns, and tower, followed by geographical features. The name “Shulam” appears only here and remains unexplained. Reference has been
suggested to the Shunamite who warned David and whose beauty is extolled in 1K 1:2-4, or to a feminine form derived from the name
Solomon, ‘she who belongs to Solomon’, i.e. belonging to the Lover (cf. Sg 3:7-11). Here, the girl from Shulam is imagined as dancing between
two choruses, who mark the rhythm of her steps by repeated shouts of ‘Come back’ - a well-known type of eastern dance by no means confined
to weddings: hence, the subsequent description begins with the dancer’s feet. The text may have been recited by the Chorus, rather than by
the Lover, who speaks for certain only at vv. 7-10.

2 For “princes’ daughter’, the LXX has ‘Daughter of Nadal’ (Uyatee NadafB); (see also the corresponding description in 4:1-5). The term 7’27
(‘thigh’) may refer to: 1 the fleshy upper part of the thigh where the leg joins the pelvis (Gn 32:25-32, 46:26, Ex 1:5, Jg 8:30) or 2 the outside of
the thigh from the hip down (Ex 32:27, Jg 3:16, 21, Ps 45:4, Sg 3:8). The first usage is usually restricted to a figure for the male loins, the source
of male procreation (Gn 46:26, Ex 1:5) and the locus of an oath (Gn 24:2, 9, 47:29).

3 The noun W appears in the Hebrew Bible only here and there is debate whether it means “navel” or “vulva’. Some suggest that it is related to



:0WIYa NP0 0N NRIY o3
HTRAR TRRD DY WD TIY WY
W 573D TR

1iawna ninfa i

0va7-na "oy

111257 773102 Tax

:pnT e Noiv

5H722 790 TN

IRFIND TWNI N5

10707173 OR 77

laltkgpial gkl
:DIPNI NN

your belly a heap of wheat surrounded with lilies.
Your two breasts are two fawns, twins of a gazelle.
Your neck is an ivory tower;

your eyes are the pools of Heshbon,

by the gate of Bath-Rabbim.

Your nose is like the Tower of Lebanon,

a sentinel facing Damascus.

Your head is held high like Carmel,

and its hair is as dark as purple;

a king is held captive in your tresses.

How beautiful you are, how charming,

my love, my delight!

the Arabic for ‘secret place’, “pudenda’, “coition’, or “fornication’, which is contextually supported by three factors: 1 his descriptive praise of
her is in ascending order, beginning with her feet and concluding with her hair; the movement from her thighs (7:2b), to her vulva (7:32), and
then to her waist (7:3b) would fit this; 2 the descriptive comparison to a glass of wine would be grotesque if her navel were in view (her navel
was moist or filled with liquid) but appropriate if her vulva were in view; 3 the navel would be a somewhat synonymous reference to the belly,
which is already denoted by 7302 (‘belly’) in the following line. Others (as here) maintain that the term denotes “navel”: 1 It may be related to
the bi-consonantal noun W (‘umbilical cord’, Pr 3:8, Ezk 16:4); 2 in a Midrash on the Book of Numbers, the noun appears in an allusion to Sg
74 to justify the seating of the Sanhedrin in the middle of the Synagogue, “As the navel is placed in the centre of the body, so are the Sanhedrin...” 3
The meaning, ‘vulva’ never appears in the Mishnah; therefore, apart from here, there is no evidence that the term was ever used in such a
manner; 4 the comparison of the navel to a mixing bowl is no more out of line than that of the belly to a heap of wheat in the next line.

This verse repeats the first part of 4:5 (and see the footnote thereto).

The LXX translates ‘gate of Bath-Rabbim’ as ‘gates of the daughter of many’ (muAais Svyateos moAA@y-); the site has not been identified.

The translation of the last line is uncertain; if right, compare an Egyptian love song: “With her hair, she has thrown her nets over me.” On the
‘king” of this verse and the “prince’s daughter’ of v. 2, see 1:4, 12.

The literal translation of ‘my delight’ is “daughter of delights’ (following the Peshitta and Aquila) or “in the delights’ (following the MT). Vv. 7-10
express passionate desire for physical possession of the Beloved.
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8 In stature like the palm tree,
its fruit clusters your breasts.
9 Thave decided, “I shall climb the palm tree,
and seize its dates!”
May your breasts be clusters of grapes,
your breath sweet-scented as apples,
and your palate like sweet wine.
BELOVED:
10 Flowing down the throat of my love,
as it runs on the lips of those who sleep.
11 ] belong to my love,

and his desire is for me.

12 Come, my love, let us go to the fields.
We will spend the night in the villages,

13 and, in the early morning, we will go to the vineyards.

10

11
12
13

Three women in the Bible (Gn 38:6, 25 13:1, 14:27) are called “Tamar” (RN, ‘palm tree’ — a symbol of feminine beauty).
The MT includes the last line in v. 10, as does the LXX (xai AaguyE qov ws olvos o ayaSos).

The Beloved takes up the Lover’s last word (wine) to show how much she loves him in return. The text and meaning of this verse are uncertain;
the NRSV, following the LXX (mogevouevos 1@ adsAgid® wov eis evIvdnra inavoluevos yeileaiv wov xai odovory) and Peshitta, reads, “ Going

down smoothly, gliding over lips and teeth.”

The 2nd line is an allusion to Gn 3:16, where the same rare word (INPIWR - “desire’) means the attraction exerted by a man over his wife.

This verse evokes spring, as 2:10-14, but here the invitation comes from the Beloved.

The NJB includes the 1st line in v. 12; here, we follow the MT and LXX (ogJvicwuey eis aumed@vag). Here, the word ‘love” has its most realistic
meaning, developed in v. 14. The fruits reserved for the Lover no longer evoke springtime but autumn, after love has been consummated.



}Dl’(ﬂ N2 oK H&WJ We will see if the vines are budding, if their blossoms are open,

D3m0 18I0 TI’DDH nna if the pomegranate trees are in flower.
:79 "TTNR 1R DY Then I shall give you the gift of my love.
I oRTTn T 14 The mandrakes yield their fragrance;
D"l'.}D't7D ’u’hns"m the most exquisite fruits are at our doors;
DY D3 O'WIN the new as well as the old,
:T[tz NIOY TIT which I have stored for you, my love.

14 In the ancient Middle East, the “mandrake’ (D*RT3717) was a widely used symbol of erotic love because it was thought to be an aphrodisiac and
therefore was used as a fertility drug. The unusual shape of the large, forked roots of the mandrake resembles the human body with extended
arms and legs; this similarity gave rise to the popular superstition that the mandrake could induce conception and it was therefore used as a
fertility drug. It was so thoroughly associated with erotic love that its name is derived from the root 717 (‘love’) and translates literally as “love-
apples’.
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5 nR2 L[JI'I’ m = 1 Ah, why are you not my brother,
MR Y PIP nursed at my mother’s breast!
?[P\JQN pina TRRAKR Then, if I met you out of doors, I could kiss you
:,zl? 173"&5 D3 without people thinking ill of me.
MR ﬂ’;’5§ TRAR IR 2 2 I should lead you; I should take you into my mother’s house,
’J'I'Dt')ﬂ the one who taught me!
I'IPWTI " L[PWN I should give you spiced wine to drink,
71137 OOV juice of my pomegranates.
W nnp Ny 3 His left arm is under my head
2IPANR NN and his right embraces me.
LOVER:
DoWI Nila 0OnN Ppawn T 4 ] charge you, daughters of Jerusalem,
NANKRATNK ﬁjx;n'nm ERy*igunia do not rouse; do not wake my beloved,
PENNY T before she pleases.

{o}

SONG OF SONGS 8
This verse begins another short poem, with a different setting, and a more intense and hyperbolical flight of fancy - of a love beginning in the
cradle. The “wine” and the “juice’ of v. 2 are the equivalents of the ‘fruits’ of the preceding poem. The piece ends with the refrain of 2:6-7.
For the first two lines, the LXX reads, “I would bring you to my mother’s house, to the chamber of the one who bore me!” (sivaw o= eis olxov uyTeos
wov xal elc Tauletoy Ths aurdaBolons we). This variant probably arose due to: 1 the syntactical awkwardness of *3TRYR (‘she taught me'); 2 the
perceived need for a parallel to AR N"3-9R (‘to the house of my mother’); 3 the influence of 3:4 (quo vide).
See #2:6, to which this verse is parallel. The Paseq is here presented in grey, as it is in the MAM text.
After ‘Jerusalem’, the LXX adds ‘by the powers, by the strengths of the field’ (év Tals duvaueaiy xal v Tais loyloeay ToU ayeol - perhaps a gloss
taken from 2:7 or 3:5)



N2TRDTA N9V NNt P 5 Who is this coming up from the desert

H:i’r’%l] jalplmiglal leaning on her lover?
?[’Iﬁjjil; hﬂbBD nnn I awakened you under the apple tree,
?[DN ?[1'1531'1 Yy where your mother conceived you,
'[m% Tl:73ﬂ atol where she who bore you conceived you.
BELOVED:
?[35'5D oniny vy ! 6 Set me like a seal on your heart,
TOI"5p bnin like a seal on your arm.
TIJTI& iﬂb:) RSO ae) For love is strong as Death,
nRIp HiNYI nwp passion as relentless as Sheol.
WK ’.‘I')WW ﬂ’.‘I')WW The flash of it is a flash of fire,
;AN a very flame of Yah.

5 The couplet and triplet of this verse are not connected either with each other or with what follows. They seem to be the opening lines of two
poems that have not, in fact, been transcribed, as does also v. 13. This lack of context makes impossible any attempt at interpretation. The
pronominal suffixes of the latter part are masculine in the MT and have been corrected to feminine following the Peshitta.

For the 4th line, here following the NJB, JPS has ‘jealousy is cruel as the grave’ (the NRSV has “passion’ rather than ‘jealousy’). For the last two lines,
the LXX reads, “her sparks are sparks of the fire of her flames” (mepinTepa avTis meginteoa muos, eAoyes avtis). Nowhere up to this point has the
Song defined what love is: the Beloved now does so in the strongest, finest terms, proclaiming its invincible strength, its ineluctable nature,
and its priceless value. What follows (v. 7) is additional material. The “seal” (DNiM), representative and sign of the owner’s authority, was worn
hanging from the neck (Gn 38:18, 25) and resting on the chest (here, the heart), or else on the finger (Jr 22:24, Hg 2:23 - the Hebrew “arm’, used
here includes the hand). An Egyptian song says, “Would I were the seal that she wears on her finger!” The term for “passion” (MR1p) here is not
‘jealousy’ (as in Pr 6:34,14:30,27:4), ‘competitiveness’ (Qo 4:4,9:6), ‘anger’ (Nb 5:14,30), or “zeal” (2K 10:16, Ps 69:10,119:139, Job 5:2, Si 30:24); the
term is parallel to ‘love” in the previous line: what is meant here is passionate love. ‘Sheol” is the subterranean dwelling of the dead: here, the
equivalent of ‘Death’ in the previous line.
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7 Many waters cannot quench love,
neither can floods drown it.
Were a man to offer all his family wealth
to buy love,

contempt is all that he would gain.

8 Our sister is little: her breasts are not yet formed. What shall we do for
our sister on the day she is spoken for? ? If she is a rampart, on the crest
we shall build a battlement of silver; if she is a door, we shall barricade
her with planks of cedar. 10 I am a wall, and my breasts represent its

towers; and, under their eyes, I have found true peace.

11 Solomon had a vineyard at Baal-Hamon. He gave it to the keepers;

each was to pay a thousand shekels of silver for its fruit. 2 My own

7" The literal translation of the 4t line is ‘for love’; the preposition 2 on 2783 indicates the price or exchange in. Another reading for the last line
is, “he would be utterly despised;” the root 113 (to despise) is repeated for emphasis - the infinitive absolute is used frequently with the imperfect
of the same root as such. The point here is simply that love cannot be purchased - it is infinitely more valuable than any wealth.

8 These two pieces (vv. 8-10 and 11-12) have no direct relation with the Song as regards either characters or subject matter.

9 The verb X (‘barricade’, ‘enclose’) is used in military contexts in reference to the siege or defence of a fortress city: 1 setting up military positions
(siege-walls) to surround a besieged city (Is 29:3); 2 encircling and laying siege to a city (Dt 20:12,19, 2S 11:1, 1K 15:27,16:17,20:1, 2K 6:24-
25,17:5,19:9,24:11, 1Ch 20:1, Is 21:2,29:3, Jr 21:4,9,32:2,37:5,39:1, Ezk 4:3, Dn 1:1); 3 enclosing a city with sentries (Is 29:3); 4 shutting a person
within a city (1S 23:8, 25 20:15, 2K 16:5); and 5 barricading a city door shut to prevent the city from being broken into and conquered (as here).

10 “Their eyes’ follows the LXX (0@p3aluois avtob); the MT has ‘his eyes’.

11 “Baal-Hamon’ is an unknown place. For ‘gave’ (a literal translation), the NJB has “entrusted’. 1000 shekels is about 10 Kg.

12 The term D72 (‘vineyard’) is used literally in the previous verse in reference to the Beloved’s physical vineyard, but here it is used figuratively

in reference to the Beloved: "R72 (‘my vineyard’).



D’jl?ﬁ'? DIORDI m%w L['? "['7?20 ’395 ’:7W vineyard is before me. The thousand are for you, Solomon, two hundred
78 NR  for those who tend its fruit.

D32 nawin ¥ 13 You who dwell in the gardens,
7%iph o' wpn oman my companions listen for your voice;
INYD let me hear it.
T ma T 14 Haste away, my love,
DR 79bY iR MayH 75 T be like a gazelle, a young stag,
qaljal/mieghy 5}J on the spice-laden mountains.

{w}

13 This verse is probably the beginning of a poem that has not been preserved, and to which someone has added a verse inspired by 2:17. The
term D*2"WPN is in the Hiphil stem, which denotes an intense desire to hear someone’s voice - that is, to eagerly listen for someone’s voice (Jr
6:17). The participle functions verbally and denotes a continual, ongoing, durative action.

14~ An alternative reading of the last line is, “on the mountains of spice.”



