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SEVENFOLD HYMNS IN THE SOADS OF THE SABBA7H 
SACRlflC1, AND THE HEKHALOT LITERATURE: 
FORMALISM, HIERARCHY AND THE LIMITS OF 

HUMAN PARTICIPATION* 

RA'ANAN ABFSCH 

Pri,;(eton ['f/iretsi!)' 

introdutiion 

The thematic, verbal and stylistic affinities between the Qumran Songs 
of the Sabbath Sacrifice' and the hymnic material contained in the 
Hekhalot corpus have raised fundamental questions about the rela
tionship hetween the litur0cal traditions in the Dead Sea Scrolls and 
later JC\vish mystical writings. Scholars have diverged vvidely in their 
assessment of hoth the cohesiveness of this complex of related tra
ditions and the continuity of its dC'velopment in its passage from Sf-C

ond temple Judaism to the Hckhalot literature of Late Antiquity.' 

* I am grateful to .\.fartha Himmdf;lrh, Leah Hochman, Annette Reed, and Peter 
Schafer for their insightful comments on earlier drafts of this paper and to James 
Davila, whose astute editorial \\'ork greatly strengthened the flnal producL 

, Text de;;;ig-nations fi)r the ,»mll!) f()llow Carol l\"ewson, "Shirot 'Olat Hashabhat," 
in QJunfiln Cm'c 4: n, Podim! and Litur.,r!;iral Tcxts, Part 1 : qJD II; cd. E. Eshel et al.; 
Oxft_m!: Clarendon, E198). 173· ,j-O!. See also the full critical edition presented in 
Carol Nnysom, ,)fmgl of titr Sabbath Sllcrfli((': A Cn:timl Editio!! (HSS 27; Atlanta, Ga.: 
Scholars Press, 198:)).1 haw also consulted Bilhah Nitzan, (}Jtmran P/'(~rcr anti Rtb:gioll.)' 
Pottr:y (STnJ 12; Lrickn: Brill, iq~H); James R. Davila, Liturgira/ rt-!Jrk, iEcrdmans 
Commclltan('S on the Dead Sea Scroll;;; h: (irand Rapids, ~vIich.: Eerdmans, 2000:, 
83-167. Other textual inf()rmation can be i(mnd in Adam S. van der \\'oudt'. 
'.'Fra!2J11ente cineI' Rolle der Lieder FUr das Sabbatopier aus Hi'lhle XI von Cb-l1nral~ 
rllQSirSabi," in lim htmaall hl:\' K'cm/(I: Fl'st,dnjjtjiir]. P.:\I. i'I1l1 ria PlotJ!, ;ed. W. C. 
Delsman et al.; l\'eukirdwn-Vluyn, 19HZ_,:-n I :)37; Carol "\'cwsoJn (lnd "Yig-al Yadin, 
"The )'lasada Fragment of the Q.umran Songs of the Sabbath Sacrifice," !I~7 :H 
19~H';: 77 gl{; EIi;;;ha (2jmron, "A Rt\·ic\-v Article of Sm(l!;s of tht' Sabhath ,<'flailia: A 

Crilira! Editioll hv (:aro! :'\cwsorn," InR 7~) 1 qgt:i":: :H-9· 7 !. The C\'('lc was first 
named and i(leI~tifi('d in John Strugncll. "The Angelic LitHrhr;- at Q~umr;1n K2-
Serck Sln)t '01a1 Has~ahbat:' in COIU;,f'JS Vofmfl(; (JY/imi I !)jf} ,VTSup 7; Leidell: 
Brill. 19GOi. 3tH :_H."J. 

) Jmt ahout t'V('ry major scholar has weighed ill on this discllssion, \\hich is far 
more compkx and nuanced than I CoUl do justice to here. \.Iost important among 
those -who have emphasized hi.~tori('al continuity. see Ger.~horn Schokm, ,\fajor '[ I'i'fHi, 

ill Jewish ,\.fysti.isfil 3n1 cd.; ~ew York: Schocken, t9:'4); idem, }fif'ish (,'{!o1tio:ll/i, 
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As the earliest Hebrew work that combines Merkavail-speculation, 
exegetical activity focused on the book of Ezekiel, and cultic-liturhrlcal 
fOfn1s, the Songs offer the most exciting possibility t()f grounding later 
literary and religious developments in this earlier period. 1Io\\T\T'f, 
despite the striking correspondences bct\,.,cen the Songs and the Hek
halot COlVUS, ('vidence for dirat litera!)' dependence hetween the t\\'o tra
ditions has remained elusive.:l The tension bet\vcen this persistent 
textual divide and the tantalizing parallels in these texts I1la.kes the 
methodological questions of comparison central to any inteq)fetation 
of the ('vidence. j 

Jfcrlwbah ,U)'sfi[iml, and Tillmurii( Tradition .,~ew York: Schockcl1 Books.. 1965:: Ithamar 
Griinwald,- Apora[ypti( Ilnri1.\ferkaroh .\~)'Jti(ism (Leiden: Brill, 1980:; Jo;;;cph ;\1. 
Baumgarten. "The Q].nnnlll Sabbath !)'llirot and Rahhinic ?\It'rkahah Tradition;;;," Rr.:Q 
13J.l9 --52 {]qg8\ 199<213; Ln\TenCe H. SchiJfman, "~l('rkavah Spe-culatioll at 
(...!!-llnran: The ·t{.1'-;erekh Shiror <Olat ha-Shabhat," in .l{rstirs, Pili/osophn-s and Puli/irians: 
E,SI?}'S in }fli'ish intellntlwl HL'itorv in lIOllor r:/ Aftxfllldrr Altmatlll ied. J Reinh~H-.l and 
D. Swetschinski; Durham,:\. C.: Duke CniHTsiry Press, 191t(:, IS ,17: idem, "Sifrlll 
Ha-Hekhalot ve-Kir\"t> (.!..mnrall," ,Hthqcri! Yemsl/{fl(~rm Bc~,\f(lJHh('rcl fi,lf/i'e/~; 1 ~H{T: 
121· :)8 (Hehrew'. SchiHinan ;;;tallds alone in this group, since. in addition to th{' 
phenomenological and! or fmditiollJl!,fSdl1'rtiidlc m('thod()I()~ry or the otiln;;;, \1(' also 
employs linguistic and tcxt~criti('al tools. In most other cases, a primarily lcxtual
literary position has emphasized rupture rather than continuity. Ephraim E. l :riJach 
believed the early tannaitic tradition of :\Ierka\-ah-spcculation to he ptimarily {'x('get H 

leal !"Traciition;;;" about ).,Jerka\·ah Mvsticism in lhe Tannaitic Pcrind." ill ."''fudin ill 
J{yslicism and Rc/~r;ion; Fcst.\chriJl,/ur (;rrshom Sdwl-f'm lee!. E. E. l :rh<1('h, R. J Z\\-i 
\Verblowsky and eh. Wirszubski;Jemsalern: ~bglles, 1967J, ! -2B [Hd)f{"w ~l'dionr; 
he has been fdlowed by Da\"id Halperin, nrf .Herkamh ill Rabbinic rilrratllfF r:\(:w 
Haven: ;\ml'rican Oriental Society, 19UO-: idem, 'l71e FI((-fJ ilF thl' Chariot Ttihingen: 
~lohr Sidwck, 19RfL For a prinripled critique of the comparatiH' method a!-o it is 
applied in the field of early Jewi;;;h mysticism, sn' Peln Schiift:r. ":'\t'\y Testamcnt 
and Hekhalot Literature: The Journey into H('an>!l in Paul alld in l\lerkavah 
~lysticism" }7S 35 i I 98·L 19 -3:'>; also idem, "Rcsearch on Hekhalol Literature: 
'\Vhere Do We Stand Nov,?," in Ra.dli, 1040 1!J90; ffumma!!/ (} Ephrarm H. l·rb{f(/i; 
Congrrs curo/)Fm dfs [hurlc.) juin'J ,ed. Gabriellt'> Sed~Rajlla; r}aris; Edition;;; du Cerf~ 
1993), nq· 2:)S. 

1 Set' the asses;;;ment in Johann :\laicr, "Zu Kul! tlnd I,iturgie in (\(>r Q .. urnran
gemeinde:' Rt7.'(~ 1,1-/:)6 1990,: :172: "Doch die Entsprechungcn hCnlh~'n l:um gm;;;scn 
Teil auf der gelTIcinsamf:n Ezechiel'schen Basis nnrl lwstehcll in bestimmten. knh .. 
theolngi!:whe zentralen ~lotin>n. kfine.iw(!!,s m!/' tn!!i(hrr ,·thlllill'!?'~[fkn·(· lemphasis mill1''. 
In his later work. cw'n SchiHinan concurs \ ... ·ith this more cautious asscs~n\Ctlt. Com
pare his article;;; from 1982 and ltjg, n:spectiwly ;,SchiHinan, "\Ierkavah Speculatioll 
at (-tumran." l6--7: idem, "Sii"rut Ha-Hekhalot w-Kitw (.2Junran," l:n '}" 

I Recently st'wral review articles haw adrlressed the dilfindties and implicatiom 
or comparim; the Song.1 and the Hckhalot literature: Eli<;,lhcth Hamacher. "'Die S;lb
hatopfi:r1icdcr 1m Streit urn {·rspnmg und ;\nHillgl' dtT Jiidisdwll \.Iystik" ]~7 '27 
1996': IE! F)+:Jam{';;; R. Dadla, "TIH' Dead Sea SeroUs <lnd .\krka\-(lh '\lys!ici~m," 

in 1711' f)md ,)'f'{/ Strolls ill thth Historim{ Contn:! ',cd. T. H. Lim: Edinlmrg-h: (:!ark. 
1~)99. ~49 26+: .\-lichael D. Swanz. "The Dead Sea Scrolls and LatnJt>wish .\lag-ic 
and \'lystici~m'" n)1> n ,~OO 1 ! 1\'2 ~J3. 
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Previous scholarship has privileged comparison of the fractured 
and sonorous style characteristic of the "'numinous l

' hymns that are 
found both in the Songs and in the Hekhalot literature.c, In the hopes 
of further expanding the range of comparative approaches, lhis paper 
\vill instead focus on the genre of the sevenfold hymn contained in 
both works. I will delnonstrate not only that these hymns share a 
number of important katures, but also that these characteristics are 
interdependent. The compositions are marked by an extreme- fiJr
malism that includes but extends L,r beyond their deployment of 
\'arious pOt' tic patterns built around the number seven. These highly 
structured poetic constraints lend themselves in turn to a thematic 
emphasis on description in particular accounts of the hierarchies 
and protocols of the angelic sphere. Finally, the indirect and oblique 
descriptivt' discourse that emergt's from this confiuence of formal and 
thematic interests has itnportant implications for the vvay the genre 
positions the implied human community within the dramatic and 
narrative structure of the hymns. In this \vay, the genre thus limits 
the scope of human involvement in the liturgical act. Human par
ticipation is primarily presented indirectly through the detailed descrip
tion of angelic praise. Like a play composed entirely of stage-directions, 
the sevenfdd h)'Inn records only the procedures by which the angels 
offer praise to God, suppressing fully the actual words of the imag
ined heavenly liturgy. Consequently, human participation in the litur
gical act is perforce mediated, embedded as it is within its narrative 
function. 

J These hymns have consequt:ntly come to playa eDicial, if contcntious, role in 
debates concerning influence and continuity in the development of Hebrew "mys
tical" poe-tty. See the seminal comments in Seholem, iHajor Trt71d" 57 63; also idem, 
Jen'ish G110.lticism, Alerkabah J·{ystirism, and Talmudir Tradition (Nnv York: Schocken. 
1965), 12ft Scholem imported the categ-ory of the "numinous" from Rudolf Otto, 
1he idea qf the HOf}' (New York: Oxford CniversilY Press, 1958j, 5---7, 17--18. See 
also Alliwon ~1irski, '.-:;1Jii:J iii-'!;in," Tarbi;:. 28 19S8: 171·-280 iHehre\-v); Johann 
Maier, "Serienhildung und 'tluminoser· Eindrucksdfekt iu den poetischen Stiicken 
del' Hekhalot-Literatur,·' Sanitirs 3 1973): 36 66; Karl E. Grdzingcr, "Sing-en und 
ekstatiscbe Sprache in der frilhen jiidische ;".fystik." }~7 11 !l9HO): 66 77. Contrast 
this tradition of scholarship with the more nuanced approach in Philip S, Ak·xanr\er, 
"Prayer in the Heikhalot Literatun':' in Priere, j'{),stiqllc et }udaLime,' Co//oqlle de Strasb{)lI~f!" 

]0. ·12 Sefttembre 1984 (cd. R. Got"tschd; Paris: Presses Cniversitaires de Franc(', 
198ij, 4~i, .. 64. Others have, of course, allalyzed the more conventional poetics of 
the cycle, although w-ithout dr;:nving comparisons with the Hekhalot hymns: see 
0rewsom, Sfmg" ;) '2 I and passim; Bilhah 0ritzan, QJlmran Prqrer, 17:1,,200: Stanislav 
Segert, "Ohservations on Poetic StnlCturcs in the Song~ of the Sabhath SaCl~fic(','· 
RnQ 13/ I'l :;2 !'ISIl;: 215 22:1. 

SEVENFOLD HYMNS IN THE SO\GS OF THF '\-IBRU/J SAC'RUle/<: 

The central portion of the Sabbath cycle is composed of a series 
of shorter units. In songs 6 and 8] these shorter compositions are 
made up of seven parallel phrases, each of which shares a series of 
iiJrmal poetic it-atures. These sevenfold hymns, in particular the tvvo 
independent examples contained in song 6, exhibit a \\-ide range of 
fl)nnal and thenmtic affinities with a hymn i(Hmd in the Hekhalot 
corpus at §271 \vithin the macroform lirkhalot Rahbati.(' Yet, COlll

parison of these sevenfold compositions shows that, despite their siln
ilarities, the Qumran .s'ongs and the late antique Hekhalot hymns 
function within discrete cultural and textual frame\vorks. \\"ithin the 
context of the Hekhalot corpus, the genre's ayoidancc of nirect hyHl~ 
nie speech and its not unrelated cautious approach to the problem 
of human participation carries a very different valence than they do 
in the Songs. This is in large measure because, in contrast to the 
Sabbath cycle's explicit rejection of human participation, §271 OCcurs 
alongside a \vide variety of compositions in which we do, in i~lCt, 

hear the unmediated voice of the human community, alld ('v('n the 
ang-ds themselves, directly praising God. Indeed, a wide range of 
divergent opinions about the possibility and desirability of direct 
human involvement in the liturglcal acth ities of the heavcnly sphere 
is esp('cially evident in the portion of the text that features the sev
cnt()ld hymIl (§§271277\. It is precisely the shili in the attitudes of 
these hymnic collections towards the notion of human participation 
in the heavenly liturgy that highlights the enduring correlation between 
this genre and its distinctive mode of indirect praise. Only by inte
grating narrative and dranlatic considerations into an analysis of the 
poetics of these compositions is it possible to address the salient ques
tion of the relationship between the genre's forrnal principles and its 
discursive style. Cltimately, however, it is comparison of the two sets 
of hymnic material within their discrete literary systems that will 

" Hekhalot paragraph designations are _l,rivcn according to Pctn Schii!t'r\ <~')1!()I!S1' 

.:UT fhkhn/ot-IJtera{ur :Tiibillgen: t>.lohr Sit'beck. lQHL, I also make USi' of Peter 
Schait;r et al.. t'berstl;::,ulig dff HeiJw/(Jt-Litemtrtr, \'01. 2: ~9 HI :tH ,TS,\) 17: Tiibingcn: 
Mohr Sit"beck, 1987-. The Hekhalol ma!lusn~pt tradition is characterized by the 
flunuatiOIl and in:-:tability of both longn and shnrtn textual unih. The macroll)nn 
fieJJw!ot Rabhafiyarics widely in the manuscripts 'e,g" g~RI !93, ~§gl '217, 9~HI Tn, 
~sHl--321T+g9 +95;. For disnJSSion of the tluid llalurt' orlhe manuscripts. s('c Pcter 
SchMer "Tradition and Redaction in Hekhalot Literature,'· in l!rkllil!o!- ... ·,'!lidil'l1 '!'iihin
\Sen: :\lohr Siebeck, 198W, 8 IG: idem, ·'bun Problt'm dn n·daktio!lc!lcn JelelltllM 
\'On Hekh(llot Rabbati,'· in lJej;Jw/fJ/-Sfudif-n, ti:~ 7 L 
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allow us to refine OUf understanding of the notion of hlllnan par
ticipation operative in them. 

I. The Songs of the Sabbath Sacrifice: 
Textual J-hstOl}, and CommunaL Setting 

The Sabbath cycle, conlposcd of thirteen songs) was discOHTCci in 
nine separate manuscripts at Qumran. Yigael Yadin identified a tenth 
amongst the textual remains of the 1.fasada excavations.7 Although 
only a fraction of the text has been recovered and many of the man
uscripts preserve only fragnwntary readings, the impressive philo
logical and editorial work of Carol "'cwsom and others has yielded 
significant sections of continuous text as well as evidence for the 
cycle's overall thematic developtnent. Paleographic analysis dates the 
earliest Inanuscript copies to the latc Hasmonacan period (c. 7 J j() 

B.C,E.), while the latest copies from Q}.nnran date fl'om the Iniddk 
of the first crntUlY C.E. The lar?;c number of manuscripts of the 
Songs found at Qllmran Stl.'>;?;"sts that the cycle should be viewed 
\vithin the larger literary and historical context of th(' (,lumran com
munity, especially in light of the \,y'ide variety of thematic and for
mal features it shares with sectarian materiaLB The cyde was apparently 
recited in the community during the- thirteen Sabhaths of the hrst 
quarterly period of the 364-day calendar used at Qumran." Nevcrthe-

4(.2;1-00, ,HH, ,W2, +03, .. HH, W5, tOG. ,-107: llQ"ihirShab; and ~la::;lk. For a 
useful aIld concise review of these manuscripts. see l);wiia, Liturgical It {Jrkl, 8S -6 
(note that l),l\-ila accidentally miscounts the ntllllber of manuscripts of the SOllgs:. 

Carol ~("wsom, in her most compreiwnsin- treatment of the question of the 
work's origins. argues that the Song.) was produced outside the sect, hut came to 
play an important and influential role within the community ,_'''Scctually Explicit' Lit
erature from ().umran," in The licbTl'll) Bible and ILl lnlerprd.f'rs {cd. W. Propp, B. Halpern. 
and D. Freedman; Winona Lake, Ind.: Eisenbrauns, 1990). 167 !HI". 

" Main argues that numerical month desih'l1ations in the exordium indicates that 
the cvcle was limited to the ;.J"isan season Johann :\la1er, "Shire 'Olat hash-Shabbat: 
Som~ Obsc!y;nions on their Calendrical Implications and Oil their Style .. , ill The 
.Ufldrid Qymrtlll Congress: Proal'dings rtf file intmwtil)!w{ COllP!esS 1m the Dmd ,')'('(1 .)'croll,. 
.lJar/rid 13--21 X/arch. 199/ ff'd. J. Treholle <lnd L, Vegas ~.tont;Hler; STqJ i 1. 1---2; 
2 vols; Lriden: Brill, 19921. 2::->"1-6 ;12'" In contrast, ).icwsom elltertains the possi
bility that th(" ("vde could hitVI' been n'cited throughout the f(1Ur parallel periods 
of the year (Ne~nom, Songs, 19 20;. Christopher R. A. ~l()rray~Jnllcs arh'tH'S thaI 
the cyell' climaxes in the twelfth song, \',-hich \vould have been recited imm~'diatdy 
fiJllowing the ron'nant renewal ceremony held on the Feast of \V('cks according to 
the community's calendar :Christophcr R. A. ~lorray:Jo1l('s. "The Temple \\'ithin: 

SEVE::\FOLD H\'-MNS IN THE SO\GS OF filE .',:-WlUlll .\:lCRlf·]CF 22') 

IfS:';, it is possihle that the cycle "vas not initially of sectarian origIll, 

as suggested by the copy kmnd at :Masada. Thus, while it is undoubt
edly the case that the sect sefn:-d as one of the text's primary sites 
of transmission and peric}fmancl', we should be carcfttl not to over
emphasize absolute conf()rmily between the cycle and other litllfhri
cal and hymnic material f(xmd at (.2.,umran, This paper, therefore, 
analyzes the cycle prilnarily on its own terms, but makes use of other 
materials from Qumran where they seem to address similar themcs 
and motifs. 

A number of heuristic labels have been applicd to the ,')'Otl,~s: ('ultic
liturgical, 10 exegetical-meditative, II or quasi-mystical. I ~ Yet, \vhat('\'cr 
its ultimatc Sitz im /..,('ben. on a strictly generic level the cycle is made 
up of a sencs of "liturgical invitations."I" Bilhah ~itzan has rightly 
assigned the Songs to this category, noting that the cycle docs not 
represent a conventional liturgy in which the actual words of praise or 
pctition arc specified. I I Thus, although the Songs scem to hc intcndpd 
for rec1tation, they, like other such hymns, arc primarily structured 
around the order and manner of praise. Each of the songs begins 
with a call to praise ftJll()\vcd by descriptin' material nt1l>..,ring from 
the activities performed by the angels to the architectural f('atnres 

The Embodied Divine Imagc :tnd its Worship ill the Dead Sea Scroll~ and Otht'r 
Early Jewish and Christian Sources:' ,')BLSP 3i !J99HJ: :~~19 -l:ll. esp. -l--HL 

J" ~laicr. "Shire 'Olat hash-Shabbat," ->:'):{ .):), dl,t'mphas.i/t',; the experiential alld 
exegetical nature of tbe cycle, preferring to tlxus nn its liturgical hmdion within 
the Q.umran community. He has argued fi)rcdl1l1y that the eyell' funnioned as ,Ul 

accompaniment to s.n-iptural readings ,_"Bt'_~leittt'xt"~ perliJrmed within t!ie (,lulllran 
commullity by th" appropriate priestly \\<ltches as a replan'ment for tht' cui tic 
sacrifices of the Sabbath, ·'Kuhcrsatz"':. See also Daniel K. FaiL J)fli/r, Sabhath. find 
Prstlmi Pl'ay1's in the D{'ad Sm Scmlls sn~J 27: Lcidcn: Bt-ilL 199H:, 137 :m. 

Carol "'\('wsom, "~'lerkab<th Exq?;csis in the (~umran .o..,'};abbal Shimt.'· ]7S :iB 
I ~137-: 11 -:m. ~I'wsom cmphasizes tht' importance of the ('Xcg'ctical-nwditatin' 

aspect of the eyrir, \oGlting with remarkable acuity exegetical acti\-ity in !lw twelfth 
song of the cycle based on intenextu;ll use of Ezekiel!, 3 and I 0; P~alm GH; Exodus 
19 20: Daniel 7:q 10. 

SCI' :\cwsom, Son}.;", If)--17; :\fitzal1, 01mrrlJl Prq)'{'t, 273 -1. :)!() 20; idem. ··Har
monic and ?vly~tical Charact{'ri~tics in Poetic and Liturgieal Wlitings from ((unn<l11," 
.7Q..R H5:1({1 IH3. For (ktai!n! nl('{h()dolo~rica! discHSsion of the applicability of the 
category "mystical" to tlw ,\'Olig.'i, S('I' Elliot R. \\'n]j~nll. "~lysticislll and the Poe!ic
Liturgical Compositions from Qumran: :\ RI'sponst· 10 Bi!lldh :\"i!zan:' .7C!F K) 
1 qq-r< 18.) 202. 

Compare passa~cs :<uch as Pss I-I-B. 1.-)0:1 1, and Ihe SOllts orlhc 'rlllT(, "oullg 
)"Il'11 ,Daniel LXX 3:28 tiB; in which the \"arious catl'g"()ri("~ or !w<l\'cllh and (',Inh!\ 
creatures arc l'allcd upon ill a hierarchical orcin 10 prai~\' (;od. 

, .:-\itzan. (YJmlrml PU{)'tr. 1 rn WI. 1 q,") 200. 
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of the heavenly temple structures and the clothing of the angelic 
high priest. The sonRS do not claim to record the content of angelic 
speech. Instead it is the angelic host itself its hierarchies, its speech, 
and its activities that constitutes the primary focus of the cycle. 

Scholars have universally recognized that the Songs shift their focus 
as the cycle progresses, moving from the establishrnent and order
ing of the angelic priesthood towards the description of the heavenly 
temple. However, the question of how exactly to divide its thirteen 
songs remains controversial. Newsom has suggested a tripartite divi
sion, grouping together songs 1-~5, 6--8, and 9-13. For Ncwsom, the 
seventh song constitutes the dramatic peak of the cycle. i;, By contrast, 
Devorah Diman! has suggested that the cycle reaches its climax at 
its end (i.e., in song 13) and, hence, has supported a bipartite divi
sion of the composition. Hi In my view, neither is strictly speaking 
correct. I sU,J:{gest instead that the middle songs function as a micro
cosm for the larger whole. The seventh song, in particular, rnirrors 
the cyclels trajectory tovvards the visually rich and animated descrip
tions of the architecture of the heavenly sanctuary. 'The adjacent 
songs 6 and 8 primarily focus on the multitude of angelic beings 
participating in the heavenly liturgy. Nevertheless, song 7 introduces 
into this scene the active participation of animated temple architec
ture in singing praise to God. The graphic depiction of angels carved 
or woven into the walls, Hoors, implements and tapestries of the 
heavenlv sanctuary is a distinctive feature of the cvcle, i 7 In fact, these 

" , 

::; Newsom. Songs, 13 17; Nc\vsom, "l\-fcrkabah ExegC'sis:' 13. )';lotTay~Jon('s views 
the st'wmh song only as a preliminary crcscendo; in his view, song 1:2 scrves as 
thc dim,Lx of the cycle and song- I:~ as its denoument (l\-lorray·:Joncs, "Temple 
Within," 4·]7-- 201. 

I~ Dcvorah Dimant, "The Apocal)-v!ic Interpr.;>!ation of Ezekiel at Qumran, '. in 
Afesjialt and Christos: ,Studies in the ,lewish Onr:in,f III C1m~,!ialli,-}' Prl'sented to j)rl1'td F/usser 01/ 

the OC(({SiDIl fli his /"frr'fn{)!-Nfth Birfhdqy!ed. I. Gru('llv,,-ald, S. Shaked, and G. Stroumsa: 
Tiihingl'n: ~-Iohr Siehe-ck, 1992;, 31 .')1. esp. -t 1 n. 4-0, 

,; S('{', ft)T example, +(tto.') 1 ~l, :-) iC'7'1:'K r:!-:i~ ':i::: ~QPi-'--; 4-Q40;) 23 II, 7 r,~i:'I-' 
';iiK '\.j~r.::: nap'll; 4-Q4-05 14 -1;) I, :) I) '_11.;0 'K':::O 'ol.;~= nn"~o C'~n C'7'1~?K ;'";",':'1;'; 
see also the many other similar passages in which tenm from thc plastic arts appear 
(e.g., 1'1:::, <ipn, Fpi!, nil"!, rt;·o, nn!2, ;"1:1::;, CPij. Similar patterns _ of thought and 
usa~e characterize l1w 11rlakhot texts from ("turnran Cave -1- '+Q.2gh<290~. For crit~ 
leal edition. consult Bilhah Nitzan, '-Berakhol." in qJD 1 L I 74-. See also B. :\ilzan. 
"4-f,l.lkrakhot {·tQ2S6 29(f:; A Preliminary Report," ill . \-r-m OJmmm [(xLI find ShuiifJ. 
ProcmfinJ!,s olthe First .\ltchr!!!. 0/lile Illtmwtiorwl Orgamt .. alioJl .I;)r OJar/ran S'lwhi_I, Paris 1992 
(ed. G. J Brooke; STI~J 15; L('idcn: Brill, 19~H;, 5:s 71; idl'm. "4-Q.Berakhnr" 
(4·Q286 290): A Covenantal Ceremony in the Light or Related '1'('x($," Ret'Q 16/64 
199;)': ·Wi- j06. Set' most recently Davila, fjtll~{;i((11 H-Inky. 4-9 31. 
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architectural structures increasingly come to dOITlinate the ~inging of 
praise.!ii The general trajectory within song 7 from praising angels 
to praising architectural structures mirrors the narrative arc of the 
entire cycle in its movement mvay from the human community 
towards the increasing angeliflcation of temple architecture. This vir
tually unique forTIl of "architectural" participation is achieved by the 
progressively intensifled identification betvveen the animate angelic 
beings described in the first half of the cycle and the animated t{'m
pic structures of the second half: 1'1 Thus, although on the whole the 
middle section of the work emphasizes rigid order and hierarchy, it 
presages the fragmentation of formal poetic structure and the con
comitant expansion of the circle of participation in liturgical praise. 
Songs 6--8 demarcate a coherent dramatic scene in which God, the 
chief angels and the angelic TImltitude. along with the animated archi
tectural features of the heavenly sanctuary, all play central roles. 

Song 620 includes two adjacent, but independent, poetic units, a 
cycle of the praises of the seven chid' princes of the angels and a 
cycle of their blessings. The chief princes (\:Iii '~~:;:;:j: in this compo
sition are most certainly angelic figures who lead seven companies 
of angels. 2l These t\vo hymns share a wide variety of tlwmatk and 
fblmal features. Both emphasize the ilnportalHT of a hierarchical 
and sequential process of liturgical action. This heavily systematized 
representation of praise offered to God by the heavenly entourage 
enhances the already ritualized atmosphere of the cycle. Yet. tlwse 
units are not static. For its effectiveness, each depends on its manip
ulation of highly controlled verhal variation, in particular the use of 
synonyms for the act of praise itself. In this way. the units generate 
a tension bet\veen the repetition of fonnulaic syntactic stnlCtures and 

iii See my comments bduw on +Q401 1 I, ,tl ,Hi, C:L ,t(2"+03 I n. 11 17. 
1'1 See my forthcoming article "Angelic Architecture: Temple Art and The Poetics 

of Praise in thf' Songs Q( thr Sabbath .)([(!ijirr," in In 1/((11'1'71 (/.\' If is on J-' .. ~Ilrth,· !m(~4iwd 
Realms and EartJily Realitits [ed. R. S. Ahusch and A. Y. Rccd; New York: Cambridge 
C niwrsitv Pres_~';, ' 

!O ~Ia.~l k I, 8: n, 1 :.21);;;: -IQ;!,[B I L I -29: --l-Q;l-O-t I 2; 1-Q:-l-fY) 1 3: possihly also 
+(HO I :1. 13. 

,- According 10 Davila, Lilu~l[ial1 1I'0rks, 120. tbese S\'Wll angelic fig-un's afe akin 
to the seven archangels widely rd(~rr{'(l to ill ~cnllld {elllple }'wish literature '.I'.g .. 
Tobit 1:2: 1:,}; 1 A'IO(/i 20: I 7: T re-i 8:2-. Sf'\' also the seWll angt'ls \\110 "qand 
heffm' (~od" in the he;t\'cllly ternp\e in Rc\"clatioll _8:2 :). h 13:' q:l. 13; II:!:'): 
1;):1,5 7; J6;!-·-21:. The designation "chier princ{''' draws on both military ;{'.g .. 

Exodus lB:2\ ~umb{'j's 1; IQ\1 Ill. 12 1-r alld cllllie -i·.g .. 2 Kings 25:18: 1(2;\1 
1I, LXV. -k XVI, II'; \·ocabul;u;.--. 
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the spontaneity of irre~ularity. ~1orcover, vvhen taken as a unit, these 
hymns draw a direct parallel between the praise offered God by the 
chief princes and the blessings oflcred in God's name by the chief 
princes to the rest of the angelic host. 'This movement serves to 
evoke an inclusive' depiction of the supernal assembly in which the 
chief princes function as active hinge fi~ures, mediating between God 
and the \V-idf'T community of lower angelic beings. 

II. Ine Prai" of the Seven Chi~l Princes 

The praise or the seven chier princes (4Q;Hl3 1 I, 19; Maslk II, 
1---22) contains seven parallel liturgical proclamations concerning the 
recitation of hymns of praise to God. Each of these liturgical phrases 
is characterized by a theme word designating the type of praise 
offered in each (e.g., "blessings," "ma~nification," etc.\ These des
ignations arc recapitulated in nominal form at the end of the hymn 
m a condensation of the entire composition. 

Stvlen psal1ms of his blessings; scv]en mj [psalmJs of the magnificationr 
of his righteousness, seven psalms of the] exaltation of [His-l kingship; 
[seven Jpsalms oC [the praise of His gIOIY; scv]cn ps[alms of thanks~ 
gi.\ing f()f His wonders;} !9) [s('\'(>n psalms of rcljoi[cingj in His strcnr;th; 
seven!. psalms of prailsc fIx His holiness.n 

As we shall sec, this "precis" form is typical of this genre of descrip
tive hymns of praise. Yet, alongside it" fixed verbal constituents, this 
hymn is remarkable for its deployment of formal variation, and the 
productive tension it develops bctvveen its static and dynamic elemems. 

The f()nnal poetic patterns are parsed in 'fable I below. This 
table breaks the hymn into the seven constituent units built around 
the praise oflcred by the successive chief princes (first, second, third. 
etc.). In addition, each of these seven units is broken into three sec
tions, marked 1, 2 and 3 under the leftmost column ("element des
ignation"). Each of these phrases is in turn hroken do\vn into three 
phrases marked a, b, and c according to their function in the phrase, 
which is described in the column to its right. For ('xample. the des
ignation 1 a indicates that phrase I a serves as the "titk of praise" 
ifunction "a"--' within "section I." It is important to note that these 
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Table I. Ordn 0/ Prllt'f (-lQ-IO'j I I I h ()i'f/al! Sll11dUff or ('("rllpthiliofl'-

Phrase Function First Second I Third Fourth f'ifth Sixth St>venth 
Designa- of Prince Prince I Prince Prince Prince Prince Prince 
tion Phrase I 

---
, 

i theme k('~ w"nl --- ;-;::;; 
, . '- " - , ,- -,r:r 

underlined 

1!wnw 2 key word c":'s) 7';;" "iN""C --- -- :::::: ;:;-r 
italicized 

la: nIL titk uf ~I;:-::-, ,,':'-iij, I , ,-'?il~ -.... --' "a, 
.-1..,-, -'---._,'_Il' c"cc 

tilf"IllC I praise '"'" '".; 
;-;':-',: ,...,..,.- iT:!:; ". ',p ;:- ,1::r 

llOmi!laI; 

Ib: tongue instnmH'nt :'l:t'7::l :-;::1'7:1 .... , ... ..., .. "' ... ..., :~::i':':l ;;0';:: i~':i";:: ,'oJ'''' ,-'0.1 __ 

+ ordinal of praiv' ;~::i'~ii"" '::;:;:-1 ':,)'''0" 'j;'::l-:;-: ';:n~ril ~:iiJ;-; '':;'::;:,);"; 

lllllTlber 

Ie anor: "I'n,:'? "~,::;;':-

~l!bi('niv(' address,'!' ;:;-- O~-: 

geniti\'(' 

Il " 7 11nly 

:2a: 1heme I 1ith' of Ci:t:-: -:m 
:3 . ; only praise ~~~~ i~;; 

:2c: di\-jne auor: ';"n"~? ... '-,,....., -'-,,..,'- 7.:1-::.,::- ... ..,,.., ... I;~,:, ·~~':'K'-i':'" I ,:~, I "~, 

epi.iwl + address('e C7':';":.1' i~ ,.;, ~i~~ C'::/'{":'C c';-:~I;~ -- "--' , ::;;j,'7 ~'7~,,:, 

themc 2 imertct! 

2b: ,on>; of -:lJ::;: -:;:::;: ;:;::::;: :;;.1::1:;::1 -"-"""" -:1 --, '",-'-'- ·1,),-_ .. _ " ... ..;..J_ 

7-!i)ld praise: ;-.~:~~ 
-.'-,-_. I '-""- ;'";~:-- .--~; '--' '--,' ,; , ' '-- ,,' "I 

staTic' I instnunental ;:'~"=:: :;.~.,::: :-:'K':';: il~"::'::: :-:'K":':;: ~'~":"::: :-:'i,~~?:;:: 

+ tlWll1(· 
I 

, Pr' 

,tt: thellle I ;-:~-~ '-,-::~ eooc ,:..;"", - ---,--= ," '-' 
\Trhal form art of pr;lise I 

'k: di\'ine ;ldor: .,~: :70':' ':'~: I;~I; ----'-1 ":-:~":"~., ':'~':' ,':'1:':' "'''''!, .. '''' , '" , "'- ' 

epithet - addrf~VT ';:;~:p ";-:~.,~ '::M':'C 1-::-::::: '---' , :::y; ;;:"7;'::,-
1heme , C"c'7;.J) , p-;:;; , .... '. C~-

3b: I.!(}ld, song- of ;-:.::=:;;: ;-::.:::; ,'.,.I_'O,J :"11'::: I .,.,.1":' .. ~;.J:::: ;::;::::: 
-; -fold stallc, ]Jraise: :,;;:::7: :-:;;:0::1 01':0: :-:;;::;: 

, 
;-:,;)::::;: ;:';;::1:;: i ,;.j":""';-, J)BR imtrU!llCnt;l! I '-:i '-:::J-: '- , - - "-::-: I -, 1heme 

I 
;-:.~::--:: i,)'-,~iJ '~~-: ;-~;-:,:::;;-'; ;-;~'"1;-: I '-:1'':; C~C I 

- PL' ~":"::: ~'7::: K"";-o. K"::'£ ~':'::: .,,~ I ~":'£ 

,~ The tabl!:' represents a j,J)ll1jHhite of ).faslk ii ! il) and --\-o-tln I ;, I 7 
::\c\\'~om, ·'Shirot" ~!-3 ,,11- and 156,. For detailed parsinu: of thi~ !lllir--:-s poetic slnw

turt', set' abo :\{'WSOlll, ··Shirot. ,. ~'l-~) ,-At 
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function designations (a, b and c) do not appt'ar In the same order 
in all three sections, further enhancing the tension hetween fixity 
and variation, which is vital to the poetic motion of the composi
tion. This tension can most clcar1y he seen in the contrast between 
the static use of the numeric designations and the dynamic use of 
progressive enumeration. For instance, the "tongue" om) \vith which 
the praise is spoken (phrase 1 h) builds to its logical climax as it pro
gresses through the ordinal numbers. In contrast, the other numer
ical designations in the hymn (2b and 3b) usc as their constant the 
number seven, which in each case modifies the medium of praise. 
At the same time, the phrases containing the static number desig
nation vary in their use of the two theme words that mark each of 
the seven proclamations. 

Alongside this tension within each of the seven units, the com
position exhibits significant variation amongst these units. Scholars 
have noted that each proclamation contains two parallel statements: 
a noun phrase describing the type of praise to be recited and a ver
hal clause declaring its actual recitation.2-1 For exarnple, in the psalm 
of the fifth chief prince, the nominal phrase "seven wondrous thanks
givings" is immediately followed by the statement "he will give 
thanks."2--) In each proclamation, a single theme word is used in par
aUd constructions. This twofold structure constitutes the inner logic 
of each of the seven phrases from which the composition is built. 
The potentiality of the noun phrase is set in lnotion hy its verba] 
realization. 

A.., shown in Table 1, however, the double structure does not char
acterize the entire composition. \ Vhile the hymn generally follows 
this pattern, it diverges from it in a nmnber of cnlcial cases. In tvvo 
cnIcial instances, the hymn deviates from this twofi)ld patten1. In 
the praise of princes 3 and 7, the proclamation breaks down 
into 3 separable sections of 3 phrases each (la---b--c, 2a--c---b) 3<1"-c-b) 
rather than 2 units with 4 and 3 phrases respectively f! a-b + 2c~b, 
3a--(" h), as in the' other fIVe' units.ill Rather than a 4+3 metrical 

c1 For discussioll of this (wofi)ld pattern, ~t"e especially Nitzan, (~mlratl Prfl)'I'T, 299, 
F) l-Q103 1 I. 3 -+ :Newsom, "Shirot:" 21)(h 
J, The fiNt line of the praise or the first chief prince is missing- in all available 

fragments, although Mas 1 k iI, 1 6 s('ems {n begin in the middle of this unit. Newsom 
has reconstructed this fragmentary tlrst line in the following manner: ::-'J~ ;;~~"8, 
ri:--': ;-;;;:::;;: C"C-,;,;J .):"';~';[~]'? f;lYOli.Ug ';i~"~':- over "K"tZ? (NC\\-sorn, '·Shiro'''· 2'1-1--,. 
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rhythm, the proclamations of princes 3 and 7, have a 3+3+3 met~ 
rieal pattern, -n T'hi'l contrast betvveen the twofold and threefold struc
ture is laid out in the analysis in Tables 2a (the third chief prince) 
and Table 2b (the fourth chief prince), 

Table 2a. Prairf ol T!n'ld Chiel Princl;' (4Q403 1 /, Ij: Cuit 5,'tmctUTr 

Psalm of exaltation (title"' 
by the tongue of the third instrument.' 
of the chief princes (actor" 

an exaltation <of His fi:uthfillness 
to the King of allgds 
Wilh its scven \vondrous cxaltations 

la: title 
1 h: instnlllwnt 
Ie: addresser 

2a: titlc 
2c addressee 
213: instrument 

CI'::~-; ;-;";;ii'i 
'::r?o;-; i~O";::J 

0-:-, '~'iJ~? 

~I-;C~> =iJ~-; 

O':~?O l?O"; 
;-;'~':::l '0':1 ;i;J::;O::; 

11<' win>~1: exalt 3;-1: action <cei'i 
the God of lofty .'lng-cis 3r: addn·ssee ':~';o ~;"j'?~? 
SC\'Cll times v,ith seven word~ or 3h: instrument '01-: ~-;::l: ;";;JJC::; ;-:li::lO 
v,:olldrous exaltation. ~':'~ 

Table 2b. Praise ol fourth Chief Priwe (10..403 1 /, :1 .'1): Cuit ,o.,'lmrt1irc 

Psalm of praise 
ITy the tongue of the f<:JUrth 

1a 
Ii> 
k 

(2:t-, 
to the \\';\rrl0r who is abow" all bean'nly k=:2r-, 
bcings with its seven wondrous acts oj' Ih'=l2h\ 
pov,er 
and he will praise 2a::::(3a-; 
the God of power 2c=(3< 
scn'll times with S(Tt'n words of \\-"ondrous 2b'=nbl 
prmse. 

rT::lO rh:-:r, 
';r:::-:;-; i~";O::J 

C~:1~";~ ";~:- '!;J -;~::::J'::' 
;-;~?~ ;-;~-;'::J: li::;:J::; 

r;~;-;::l0;-, '-:::;-: ;-;D::lO::' ;1;;::;0 

~?8 

This ITTonstruction is supported hy tny poetic analysis, since, if \\-"{' n',ld 'tn;::', we 
expt'ct it to he ll,U(J\\-"{'d by the modifIer :rr~ and, most likdy. also element 2<1, {()r 
which there is not enough room in the line, Concerning the possibility that de
ments 1 c and 2<-1 did occur ill the preceding line we mUSI remain entirely ;H{l!US

tic, since \VC have u() b<ISis Oll which to reconstruct the section bC1\\"{'(,1l the end of 
the first fragment of song 6 Ma.~ 1 k I, g 21 \ and the beginning or the prais-c of the 
seven chid' princes, 1 prdtT u) n'construrt the \yords preceding line ! of the frag
ment simply as ~;\Z7.~-,;-; :,;:;1.;: ;;:-:= 0':':-:i,. Contnt:« the reconstruction in D<\\ ;la. 
Li/lIl/:.:ica/ IitH!.:\', llb- 7. 

Compare :,\itzan, o.ymrfll! Prftrrr, 29q II. iH. 
See ?\/'WSO!1), 5)(JJ1f!,s. IHl: ··The tn:! or ~(~l-O:) 1 i 1 is h'lplographic. .\bsShirShah 

I! 7 must han' ('ontailllxj dcnwllts D F, though un!()rtunate!v this m;lll'rial is In~t in 
the lacuna. The ~dH'm;ltic reconstruction is modeled allt'r the psalm ,\(,('{lllll! of lilt' 
~t'n:llth chief prince. Th(' word ~r;::~ appf'dfS to be pn'v'ly('d ill 'H):IO:\ :) i 1 :i .. " 
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The hvofold pattern, here exemplified by the proclatnation of the 
fourth chief prince, suits well the dramatic setting of the hymn in 
which two parties arc involved, God and the group of chief princes. 
Yct, those proclamations stnlCtufcd in this twofold pattern lack t\\TO 

important elements present in proclamations 3 and 7. These three
fold proclamations repeat the nominal use of the theme word in ele
ment 2a. ~lorc importantly, the designation ~~i ~~~O:" ("of the chief 
princes") is found only in the threefold structure of proclamations 3 
and 7. Aside from this designation, the composition nowhere indi
cates the identity of those who sing these praises to God. This gen
itival construction \\lith lamrd is, thcre{lxe, crucial to the basic meaning 
of the hynul. \Vithout it, we \vould not be able to grasp the rela
tionship bet\veen the actors in the hymn and the recipient of the 
praise. Of course, we nlight anticipate that the praise of the seventh 
chief prince, as the culmination of the hymn, \vould deviate fi'om 
the dominant twofcJld pattern. Yet, the hyInn's tYlxllogical use of the 
number seven does not account for the deviation from this pattern 
in the third proclamation. It seerns that fix the author of the hymn 
the sevenfc)ld structure composed of threefold phrasing serves as the 
model for a perfectly balanced composition. The twofCJld structure, 
lacking as it docs all mention of the pivotal actors in the liturhrical 
performance and limping along in its imbalanced rhythm, seems pro
visional alongside the more comprehensive arrangement. By setting 
apart the third and seventh proclamation, the work highlights the 
importance of the tYl)olof,rical numbers 3 and 7, which vv'Crc central 
to the' author's conception of order in the heavens. By subtly replac
ing the t\vof()ld pattern with the lnore stable thrce'f()ld one, the hymn 
prefigures in its formal structure the three-tiered image of the heav
enly community realized in the second portion of song 6. 

III. The Blessings 0llhe Seven U1iel Princes 

Unlike the previous compOSItIOn, the blessings hymn {(mnd in the 
second half of the sixth soug'lQHl3 I L 102'J; 'H~HH 12; +QI05 
:3 II, 1 19~ !'vIas 1 k II) 23 --26) maintains a rc?;ular stnlcture throughollt. 
Despite a fnv minor discrrpancies/:; each of the scn~n units of which 
the hymn is composed C<-ll1 be di\"idcd into a threefi)ld pattern; each 
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Phrase Function of Phrase Translation : Hebrew Original 

1a 

I\; 

lei 

Ie 

2b 

'2d 

:1b 

3d 

:If 

titlt' nr noil: ordillal llutnber 
\-;uiahle ('ompo!1ent', -i chid" 

prince Jixedi 

The s('Y(,Hth among 

the chief p[i!ln·~ 

i \Trb of bk~,;ing- Jixt'(L 

ins.trunwntal epithet: 'l "mUD\," 

fixed; --;- (Ittributc of God 

(theme \Hml 'I :\'ariah!r 

recipients of blessing: ··all" 
Jixedj +- substalltin' !dWHW 

in units 3, -1-, 6, 7j \n.riahle 
ethica!!epistemolo,e;ical ttnm 
~unih :1-- T, 

! instrument: ''se\Tll wonk' 

'fixnl) + nominal (,theme ! in 
priwTs ,'1, -L I), 7] sariahk 

pr -fixed' 

[("("ipir!lfS of hkssing: '''t1l'' 

fixed] -+- \uh~tanti\T -\-ariable 

+ object ;otkn ethicali 

(·pi~tcmol()gical. 

instrument: "sc\'cn words·' 

;'hxt'c['j + f'L' 'tixl"d 

function uf blessing- only ill 
princes 6. i 

\'l'rb of b!es~ing: Jixed 

recipients of blessing: "all" 

in the llanl{' or 
His h01ill{,~~ 

all the holy Olles 

\dlO cstabli,.;h 

knowledg<' 

\\ith ~('\'('n words 

of I lis \Y{)ndrnu~ 

holilles~ 

I aml lw \\ ill blc% 

aU who exalt Ffis 

5tatuk~ 

\\ilh St'H'1l 

\ull1drous 'wonl~ 

to lw ,1S ~1l'{)ng 

~hid(\-; 

all who are 

fixed-, +- 5ubstanti\T in COl1strud appOinf('d for 

with object, often ('lhi ... .,U lig-hlcousnes~ 

i epis1elllological ,,\'<triable 

dtrihutes of n'cipit·nh: 
participle objert -+- adwrh 
o!lly in song 7' 

I instnlJlH'n!: ":;e\Tn words" fixed 

-;- PI-' \';1rlaliol1 in units -J-, :) 

filllction of bk~~-illg mi. ... "ing ill 

Hllil :) 

who praise l-l is 
gloriolls king;ship 
I, .] !(JI'CnT 

\\ith ,eVen 

\\(lI1dnlllS \\()nl~ 

fl.!!' nnll.tl peace. 

1 

,-

r;:;.: ! __ .] 

'}'\':-;,t and tranc,,!atioll (In: Il'om :\t'\\-SOlTl. "ShiroL" 237. 2hl. LlClm,[(' are ~up
plied fj·Ol'Yl +Q:-Hl+ 2. ;j P, :\'{'wsnm. "Shirol,'· 2:);')' and '~(2.1-W) ~b IL ]j 1\1. For 
detailed parsing or this ullit's podic structurc. see ::\'(,\\~Ol11, "Shiro!.'- :.?(ig; ;-"<itzan. 
f)jflflT(f1l Pa!,ra, 301---7. 

:1 I \1nd('f~lalld this cknwn! lllstnlllH'!llally lwcaww of ih \illli!;uil;' to tlw phr;hc 
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section is demarcated by the verb "to bless " (elements I b, 2b and 
3b). As in the previous table, I have categorized each phrase accord
ing to both the section in which it occurs (I, 2, and 3) and its func
tion (a, b, c: d, e and f), Each of these phrases is composite: made 
up of both variable and fixed elements. 

This hymn shares a number of important similarities "vith the pre
vious one. Nlost noticeable is a passage at the close of the main 
body of tbe hymn which recapitulates its foregoing action: "And all 
the [chief] princes [will hless togethe]r the divine [g)ad[s) in [His 
holy name 'k,thl all (27) [their] sevenfold t[estimonies. And] they 
",II hless those appointed for righteousness and all the hles[sed ... 
bles]sed for e[ve]r [ ... ] (28; to them."" Yet, since the composition 
is not characterized by the usc of theme words, the recapitulation 
is not as extenslve. In fact, paronomasia is employed in the bless· 
ings of only princes 3, 4, 6, and 7. And, where it does turn up, it 
is only employed in the first section of the unit. This relatively 
restricted use of variation is further emphasized by the recurrent use 
of ~?~, which is incorporated into a number of fixed expressions 
throughout the hymn (e.g., dement 2e: ii.lJ:O: ~.,~ ~i:i). Thus, the 
blessings hymn subordinates to its rigid phraseology the modes of 
variation so characteristic of the preceding composition. The few 
deviations from the established pattern arc no more than minor shifts 
within the predictahle pattern (e.g., phrase 3e in units 4 and 5). 
Those deviations that do perform a significant fimction vvithin the 
composition (such as phrases 2C and 3f, which clarify the fimction 
of the blessing and the identity of the recipients) are located pri. 
marily to"vards the culmination of the hymn in the praise of the 
sixth and seventh princes. 

This remarkably rigid and stable threefold structure should in large 
measure be read as a formal expression of the hymn's dramatic 
action, the reciprocal thret>way exchange among the hymn's pri
mary actors. Unlike the praise of the seven chief princes, \vhich 
restricts its dialogue to t\VO actors, the giver and the recipient of 
praise, the blessings of the seven chid' princes incorporate the broader 
community of angels into its dramatic setting. The seven chief princes 
are introduced in the first clement of the song :: I ,:U, followed imme-

"by {he tongue of" in the preceding cycle. ;\«w"-om intcrprns the phra~t· as an 
innw;-ttiOlI ,:\{'wS(Hn. SOUgl, ]9;):. 

,! -1-([1-03 I L :1!) 2H :\"('\\-SOIn. "ShiroL" :1b 1 :. 
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diatcly by the fixed phrase "will bless1
' ('T'~~)' The agent in whose 

name this action is accomplished, namely God himselt~ is then given. 
'{'he subsequent two sections (2 and 3) do Hot recapitulate the actions 
of the princes and G-od, only briefly ec1lOing the verb of blessing 
(phrases 2b and 3h). Instead, they describe in detail the attributes 
of the recipients. In this way, they {{Kalize the set of actors entirely 
missing from the previous hymn. This cmphasis on the comprchen~ 
sl\'e scope of this community of recipients is further evident irom 
the application in each of the three sections of the word "all" (?~:) 
to the angelic ranks (ld, 2d and 3d). The chief princes, rather than 
being solely concerned \\lith praising God, arc here descrihed as turn
ing outwards to\vard the multitude of angels in ordcr to mediate to 
them the fruits of their praise, God's blessing. The composition closes 
\\'ith a blessing fixmula, the only portion of either of the: hylnns of 
song 6 tornlUlated in dircct discourse, recited hy the S('\TIl chief 
princes along with the larger multitude: "Blessed be the Lord, the 
K[ing of] all, above all blessings and pr[aisc.":;:i This benediction is 
then follmved by a statement that confirms the triangle of reciproc
ity prefigured by the f()rmal structure of the composition: "And he 
will bless all the holy] ones who bless [Him and dedare Hirn lightlenus 
(29) in the name of His glory. [And He will blless all the e\Tdast
ingly blessed ones.":ll 

The emphasis on the recipients of blessing in this hymn and their 
inclusion in the liturgical action is striking, raising important ques
tions about the boundaries of this tripartite congregation. This is 
especially true since the text often characterizes these rc'cipicl1ts of 
blessing using either ;"ethical" or "epistemological" qualities (elements 
ld, 2d, and 3d), For example, such phrases as iii ~Q~D;-?' i,"those 
whose way is perfect") and pi~ ~i.lJi~:l6 ("those- appointed f(Jf right
eousness") are applied to this group. These attributes raise crucial 
questions concerning the identity of the actors depicted in the hyrnnl 

Kt-Hn I I, 2B ,;\"(,WSOI11, "Shirot.'· 161 
H)-H):'; 1 1, :1B 1!) )';('\\,SOI11. "Shirot," 26 I . 
t(iW:3 1 L 22. For the w;(' of this phra~(>, ~('{' ("slwcially IQ;'" II. :1; CD II. 

I.) It): 1(~\1 XJ\·. (, Davila writes: "\\'il11 small \'ari;dioll~. the l)hr;l~C "tIHHC \-\'h()~c 
way is sound' app{'ars OnCIl in thc QJumran] l,fitcralllrcj .. " ah\ays rd;'-Tring- to 
human beings, «speci;dly the sectariallS. Presumably it ilpplin to human hcil1g~ line 
as \ycH" Ji!I!I:~:i((/i II·ork\'. 12! :2-. 

1Q)03 I l, 27. III l()..:")a It :1. tlw phrase -:i"" ;-;~.:l'::' is appli{>d to 

member" or the ron'u;ullal {'om!ll\lnit~ 'lhe J'(i/ut/'. 
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because they make explicit usc of semantic fields drawn from the 
human sphere. It remains unclear whether such phrases refer to 
human or an~elic figures. This problenl is especially acute in the 
case of the blessings hynltl, \vhich lacks any explicit statclnent con~ 
cerning the identity of this groupY :NIoft'"over, this question proves 
particularly important for establishing the relationship between the 
human narrators of the sevenfold hymns and the liturgical action 
they describe. Are we then to imagine a dosed community in heaven! 
\'\:11at place docs the human community have in this liturgical drama? 

In an attempt to answer precisely these questions, Crispin H. T. 
Fletcher-Louis has developed a new interpretative paradigm for the 
Songs, arguing that "much of the language within the Songs, though 
not all, refers to the Qumran community members who now have 
a heavenly, angelic and divine identity, "'lB Building upon the possi
bility that the Qumran community and, in particular, its priesthood 
conceptualized itself in angelic and even divine terms, f<letcher-Louis 
interprets the use of a common semantic field to describe both 
humans and angels as evidence for their ultimate identification.'''' 
This view seems to assume that linguistic identity can in some sense 
be taken to constitute ontological identity. This assunlption, how
ever, is especially problematic in the Songs, in which lan,guage func
tions prirnarily as a mode of representation and the ilnagined realnls 
arc perforce described as mirroring the earthly reality of the author(s). 

In fact, the Songs themselves explicitly reject the idea that the 
boundary bcnveen the human and the angelic is pernleable. The 
one intetjt"ctinn on the part or the human community in the entire 
cycle is an articulation of anxiety precisely concerning the limits of 
human knowledge and the human capacity to participate in the heav
enly praise along with the angels: "(6) But [ ... J how shall we be 
considered [among] them (C:l :lOiiiiJ iiQ)? And ho\v shall our priest
hood (he considered; in their dwellings? And Inur] holiness their 
holiness? [\\'hatJ is the ofl(~ring of our tongut's of dust (i,Qiiii iiO 

:'\CWSOIll noll'S that "lhe [)1W t"xplif'it rctiTf'nn' to angds '" -';hot: ')~:"; in 

·KtHl3 1 i lW is a darllaged reading," .:'\e\VSOIn, ,"'Of/}!,), 191)',. 

Crispin H. T. H'jch("r~L()ui,~, "Hc<\wnly :\s('cnt or 11lcarnati(Jllal Presence? .-\ 
Rni~i()nist R(wjing of {hI' Songs PI' the Sabbath Sacritin':' \J]ISP:)7 199H: 367 9'1. 
('sp. :)(jq, 

" His <wa!ysis is he;ol\'ily indebted to Chri\\opilcr R. :\. ~I()rray·Jolles. "Trall~
jrmmltional ~ly~ticism in the .\pocalyptic~~krkabah Tradition:' ]7S U ] <1:J2 : I :{1. 
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iJ-i~,i) jiu'J (cOInparedi with the knowledge of the g[ ods?" 10 This usc 
of the first person plural stands in marked contrast to the third per
son plural pronouns applied to the angelic singers throughout the 
"blessings" hYInn. The human tongue (iii.J~! remains qualitatively 
dif-ierent from the "tongues" which serve as the instruments of angelic 
praise throughout songs 6-Ft 11 The Songs thus articulate a hierarchy 
in which a fundamental gap divides the human community from its 
heavenly counterpart. 

This reading of this passage is complicated by the allusion to 
human song contained in the fragmC'ntary section that f()llows: "our 
jubilation, let us exalt the God of knov.;ledge ~iTi"~" iTQDn; i;r;:[-;j?; 
(\ill! .. ."+2 Although this line eillploys verbal roots elsewhere in the 
cycle applied to an~elic song (CQ-; and i!:i\ I do not think that these 
words are in any way intended to undermine the distinction just 
drawn between human and angelic praise. Instead, this line simply 
continues the logic of the preceding section hy extcnding this hier
archical thinking to indude God Himself: God is desening of human 
praise because He is as far removed from the angels ("all \vho ha\Cc 
knowledge" of line ~)) as they are from hUInan beings. Taken (is a 
whole, the argument of this passage resembles Psalm B, which simul
taneously emphasizes the praiseworthiness of God by articulating 
human inadequacy, while at the same time aflirming the necessity 
of hUIllan praise. Likn\-ise, the Songs situate human song within a 
hierarchy of praise. Human praise can appropriately express the glory 
of God, but is nevertheless fundamentally di:-.tinct from the' hi~h('r 

modes of praise recited hy the angels. 
~tore precisely stated, this fragrl1ent of the S'ongs should be read 

as an explicit polemical rejection of the possibility of ful1 human par
ticipation in the angf'iic sphere. Li Although uncommon, this COIl

ception of human participation is articulatnl elsewhere ill the texts 

+O-HlO :2, .) H. Translation frum :\'cwsom. "Shirot." IH8. 
C~;llrast t'speci,tlly the phrase C~':i\J':: ;"',C~-L" in tQ103 1 II, :2fi. For lile sys

tematic use or "tongue" as til(' primary instrument of praise, ~cc ,Ilso H2)O:l ! I. 
{}: Hl.:t03 I i1. :26"2~): ·H):.J:tn I II. 36 37 and /)(l'.,illl. 

,. ·lQHlO 2, g ,l\CWSOI1l, "Shirot," lBiL 
My yicw concurs \vith tlw finding" of Esther Chazoll: "To ~mn up. 1Il\" Sf/IFni 

maintain a ~ubs{,ulti\'(' and qualitatlYc distinni,m l)("t\\('{"o hUlllan prai~(' ;mll 11l.1t 
oj' l!lt' angels."' E"thn G. (:hazon. "Lilllr~ical (:()rnmlllliou with tilt' A1H1:cls ;It 

(,Lllmr;UI."' in .,)'a/Jim!iaj, !J'/lIf!!,im!. rI!lt! P(!(limi 'Ii'xis limN (!!mif(m: Proow/iN!',\ 0/ {lit' '/hi,rI 
.\Jrrling 0/ ihl' fn!nwi!zul)rt! O'}.!,r1!1i.:alimi In C!pmmll Sfud/(,\ (h(u 1.rJY8. Pu/;/il/itti 1/1 .Hr!l!I':'l 
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found at the Dead Sea, most notably a frall;mentary hymn that has 
been tenned the "SeU:Glorification Hymn" by Esther Eshel, the text's 
primary editor. 1 

j According to Eileen Schuller~ this poetic composi
tion is found in two separate recensions at Qumran) th(' first in three 
manuscripts (4Q127 6 III, I 2 + 7 I, 5-23 [= 4QWJ, 4Q471b. and 
I QH" XXVI, 614) and the second in a closely related, but distinct, 
text, 4Q491 II 1." A fifth fral!;fficnt, 4·Q;+3I 4QJYj, written in a 
hand very similar to 4Q4 71 b, contains a hymn that follows the "Self
Glorification Hymn" in that manuscript. 1G This complex textual sit
uation has raised important questions concerning both the place of 
this material \vithin the wider [-1odqpot cOrpUS·ii and the redactional 
activity it underwent in its transmission within the Qunlran com
munity,lIl From her synoptic analysis of these fragments, Dcvorah 
Dimant has concluded that the first person "Self-Glorification Hymn n 

was initially an older, indcpendcnt unit that was juxtaposed \"ith a 
second-person plural address and therehy incorporated into a nnv 
textual complex.!<) 

If J[allrire Baillet ied. l), K. Falk, F. Garcia ~Iartinez and E. i'vL Schuller: STI~J 
3.1; Leinen: Brill. 20001, ~Hl- l02\. 

HEsther Eshel, ""K[t71 b: A Self"Glorification Hymn," RaQ 17/65--,68 19~16';: 

186"~H; idt:m, "t(!:-'klf.Glorification Hymn I:::::: 4-QH fi-g:. I?;," in C!Jmmlll Caa 4: 
fl Poetical and Litl1~!!,i((f1 TI'X(.I, Pmt 2 nJl) 2~): ed. E. Chazon et aL; Oxfi-ml: 
Clarendon. 19q~L 4·21 :)2. 

h Eileen Sdmller, "4QHodayor<," in I~JD 29, toO· 102. For text and tran~lation 
of +Q~27 () III, 1 2 + 7 I, 5 23, consult idem, "4Ql10dayot''''' 9::' -]08; idem, "A 
Hymn from a Can' Four lJoriqrot \f;:muscript: +Q.+27 7 i + ii," ]111- 112 1993';: 
605 '-2B; idem, "The Caw + l/odqvli! Manuscripts: A Prdiminary Desniption," .lOft 
as i 199·1): 137 ·-1.10. For emendations and comparison of three of these Inanusnipts. 
see Devorah Dimant, ";\ Synoptic Comparison of Parallel Sections in 4-(,L'1-27 7, 
4(.t1-91 II and "IQl-71 13," ]QR BS !l99+.;: l.1 7- G 1. StT also in the same volume 
John.J. Collins and Devorah Dimallt, "A Thrice-Told Hymn," ]Q.R 85 i 1994.':: 
1.11 '55. For -H);19 I , consult ;\huric(> Bailie!. {}janr/in Grollt 4. III (-JC!}82- 1-Q520j 
ll~JD 7; Oxf(JH1: Clarendon. 19B2:. 26 29. 

j<> Schullt-r, "4(2Hodayot'·." 19q 20U. 
17 See Eileen Schuller, "The Classification !-lodoro! ,mel !ioda}'Ul-like with Particular 

Attention to -1Qt33, tQ)TJ<\, and ·I{~;H-O:· ill ,\fif'/rlltiai, l.il!;'gi(ai. Il!ld Podimi Tt\'{j 
limn ()umrrm, I B2 ~n . 

. ' Hi l:::~he! maintains that tll(' "Sdf·(;lnrifw<ttioll Hymn" \Vas initially ,t separate 
composition, which \vas suh~equelltly intcrpolated into the Hodrr)'ol coqms ·'E:dwl. 
"1-(~4 71 b," 191 ·r. For difkring opinions (-olH-ernin~ the rl'latitJlls\lip amongst theS{' 
yarious frag-mcllts as wd! as of these fragments 10 the !ir,tia)"lil corpus, ~cc .\-lartin 
G. Ahe~g, ·'·K2:-P t: A Ca~w of ~-listakt'n Identity?:' in ['anulm; fhf' Ii",t: Stur/in ill 
Honor (if B. ,Z. Warhoidff on thf' OI'I'I1.>io/l 'Jl hl~\' Sn:rnliflh Birthr!(!"1' i('d. J C. Rt·("\·cs and 
J Kampen: .JSOTSup ! g:t: Shcffield: .JSOT, En+'. 1>)(1 B. 

l'l Dinlilnt, "Synoptic Comparison:' lbJ: "4QJ-91 and -1Q:t27 share not ()nt~ the 
transition from a Ilrst persOIl hymn to a second pnsonal plural a(kln"s~. hilt also 
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The speakt'r of this independent poetic unit makes the claim that 
he has achieved an exalted status among the angels. This claim has 
made the question of the identity of the speaker central to the inter~ 
pretation of the hymn and its potential significance tt)r our under
standing of the Qumran community.>o Yet) whcther the speaker 
should be identified as :Nlichael, the Teachcr of Righteousness, or 
the eschatological high priest, vvhat makc:i the hymn most important 
for comparison with the Songs is the paradoxical tension it maintains 
between the speaker's apparent degradation at hands of Incn and 
his elevated status alnong the angels. The speaker described himself 
as "despised," "despicable," and "shunned" by men,.!l while at the 
same time claiming that he "dwells in the holy council"'")] and is 
even permitted to take a seat in heaven.),l The speaker's rhetorically 
effective self.deprecating stance functions as an emblem of his spe
cial status. 

\Vhat then is the relationship between this "f:ilse modesty" and 
the expression of human limitation in the ,)'ongs? Just as in the ,,'longs, 
the author of the "Self-Glorification Hymn" employ'S the root ::J~i7 

in the hitpr/fl in order to articulate his place in the hierarchy of cre~ 
ation. Yet, the speaker here arrives at the opposite conclusion. 
Consistent with his identity as "belovcd of the king and companion 
to the holy bnes" (C~iDI'"iP ;)i I'?Q -r~i~';,"l he states: "1 am reckoned 

actual and preceding lines ... It would mean also Il){'an that the two distinct liter
ary units were already juxtaposed in the tt'xmal traditioll rdlcctcd h\' th(' two wxts. 
Thus, these texts indicate the complexity, and perhaps the <1ntiquit):. of the textual 
and jitcralY history lying behind th('se works." 

l'i For difkring opinions on this qlH'stiol1, sec BailIet, nIl) 7, 2 72; .\.Iorton Smith. 
"Ascent to the Heavens and Deification in -I-Q\I"," in Anh(/fol(~f{1' and HI\'t(}r~r ill thr 
Drad Sm Sl'roll\': 77u:, ,,\ew li)l'k CuiutTsi!r COl!firtll(C in .\!onOlT oj' lI~(Jd Fat/in "c(L 1.. H. 
Srhiffinan; Shdljdd: ,JSOT, 199{L I B 1 gn: s('c al~o a r('~·jsnl versioll or this paper: 
idem, "Two Ascended to Hn\ven Jesus and the Allthor of lQYll ," in ]I'S115 (llifl 

thr /)ead ,,)'((l S(rolls 'n1. J H. Charics\\Orth: :'\in'\" York: l)ouhhlay, 1992;, :290 :-)(H: 
John J Collins. ",\ Throne in th(' Heavens: Apotheosis in Prc-(:hristial1 Judaism." 
in J)(()fh, FotlL~r, (Jlld Other fl/irld{v }m{m~rs yd. J J (:o!!ins alld :\1. Fishhanc: Albany, 
:-':.Y.' State t:niwrsity of l\"C\V York Press, j(jt):)" .n ;)H: .\-Iartin (;. Alwgg. "WI~() 
:\scenned to Heawn: ,1QY)J, ,H,el27. ,mel the Teacher of Righteousness,'· ill /<'\(/11/' 

!o/f),!,!1. .\fp_15irmislfI, and the J)md .)/'(1 Strolls I·d. (: .. \. LYans ,111d P. W. Flim: (;rand 
Rapids, ).tich.: Ecrdmans. j9~)7. Gl 7:1. )'IOSI nn'n1k. Eslwl an.;-uni !h;lt 1lH' ~pcak"l' 
"hOlild be idcntiti('d it:> Ihl' ("schaH,loRical high pric.:;! J~slwL IHD ?I), r~ t T. 

I-Q.:J- III ~ '-L For texh <tnd translatiOlls. I !()!l0\\ Eshd. I~J]) :2(j. 1:.:1{ :11. 
I(U Ih I. 
+<2,1 ! hI. 
j-(.{:} ! b ii. 
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with the angdsl1 (::unr:~ cr?~ os.; ~jt:i}.jj And, whereas the sprakers 
in the Songs doubt the purity of their tongues, the speaker here won
ders "who could measure the flow of my lips ;:?~:')- ~Q ~i':::::\J "l1'QI;; who 
can associate with me in speech (":il],~ iiO?:J; ~Q?"Sti The singular 
speaker of this hymn is accorded precisely the exalted status and 
function that the communal collective denies itself in the Sabbath 
cyde. The polemic contained in the Sanp;s need not be seen as a 
refutation of the specific claims put fonvard in this hymn. Certainly 
we need not seek theological uniformity in the collection, especially 
considering the possible nonsectarian nature of the Sabbath cyc1e.~'; 
Yet, even if we are to view these two texts as parts of a unified sys
tem) we should be careful not to conflate their intended meaning by 
seeking a stable notion of "angelification" or "participation" through
out the Qumran corpus. The "Self-Glorification Hymn" explores the 
special and unique status of one exceptional figure ~ whereas the Son/;s 
seek to articulate a hierarchical relationship betvveen the human nar
rators and the angelic actors in the heavenly liturgical drama. 

Although comparison hetween "vorks within the broader corpus of 
materials found at Qumran can often unlock the meaning of indi
vidual works, this approach just as often lead to pitfalls in interpre
tation. :My formal analysis of the Songs ha.~ demonstrated the coherence 
betvveen the literary genre of the cycle and its theological stance con
cerning the role of the human in liturgical acts of praise. In so t:tf 
as the' human community functions as C the implied. narrators of the 
heavenly drama, they do participate in the liturgy', hut only in this 
limited sense. This form of participation in no \'t"ay constitutes expe
riential or ontological transformation. In fact, the descriptive and 
indirect discourse of the hymns lends a voyeuristic quality to the 
Songs. The human narrators stand outside the threefold drama depicted 
in the sixth song of the cycle. Through its use of highly formal pat
terns of description, the hymn maintains the rigid internal bound
aries within the celestial comnlUnity and between the heavens and 
the earth. The structure of the sevenfold hymn thus serves an essen
tial function in shaping the significance of the \vork. In order to 
wasp rnore fully the nature of the s('venfi:)ld hymn. the follovv'ing" 

';', This line is fullest in 'I-()+~)! 11 7 ,Haillel. I~JD 7, 2fi :J,. E;;!wl renmstrllc
tions ·l:Q:17lb Irag-. Ie using 'U)Yll :Eshel. I~JD 2:), +2(1\ 

',,, l:Q:l:71b;) 6. rccon<;truc\ed h'Olll +QV)1 ! I, 10, 
Sec f{)otnote H abow. 
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section \\,111 explore the way this fonn rnaintains its essentially descrip
tive character within a vastly different literary setting. 

IV. SetenfiJld Praise in tlze Hekhalot Cor fills: iii/li /lin ,iJi/li 

Hekhalot Rabbati .'i171 

The hvmn analvzed in this section) "You afe Lord" (§271), is con
tained'in the H;'khalot literature) the earliest independent corpus of 
Jewish mystical vvritings. This cOinposition [tils at the cud of the 
most stable and prevalent configuration of the Inacruf()rm liekhalot 
Rabbati, §§81-277.',B In this context. it is found embedded in a short 
collection of primarily liturgical compositions (§§2G8 -277). A Irag
ment detailing the alternate names of the angel ~letatron (§277), 
which concludes with a benediction, marks the end of this section. 
In fact, most of the compositions which compris(' this portion of 
Hekhaiot Rabbati [except §268 and §27T! arc first attested in the old
est identifiable fragment of thr Hekhalot corpus {()Und anlOl1gst the 
textual remains of the Cairo Geniza, T.-S. K 21.95.S, although often 
only in partial form and in a radically dissimilar order. ,.,'l This frag
ment, written on a leather scroll (megillahl, was likely copied bcGJrc 
the 9th century.(ill Johann ~laier is the last scholar to have sul~j{,cled 
any of these hymns to thorough formal analysis. Iii To my kw)\\-l
edge) the fonn~l and discursive features of the sevenfold ~271 have 
never been (ompareo to those of the Qnnran Son/{s. 

All of the hymns contained in this discrete textual unit arc character
ized by highly: i()fITIal poetic fi:'atures. §271, however, is unique fiJI' its 
use of the number seven as a stnlcturing principle. This composition 

Sch~jkr, C'IwfSfIumg, 2:xv- xix. The ,)(u-tf)mh section that follows it i~~27B :H}6' 
constitutes an independent red;;ctional unit. 

'J SchiUt-'I' bas puhlished this as fragment (;! in his GflI:·-:n~F((l!,'".lm!( ::'I:T 1~l'kh:I1I1I
titrmtur -Tiibing-en: ~I()hr Si('berk, 19a+-. 9 32. 00 the \lllplical1~m~ 01 tlus !rag~. 
mcnt !(J!' the {i.mnation of the Hekhalot COq'Hb as a whole and 01 lIdc/inio/ Rflhhatl 
in particular. 'WI' Sch;i!"('r. "ZUIl! r~roblem der red.akt~on .. nc,n I(~{'n:it,U \'(~~,l /lrA:h:liol 
R(fbhat!:' 70 -72; alsn see the Eng-bsh sunmnry of tillS sccuon m H Inn. f radHlOTl 
and Redaction in Hekhalot Litcrature," 10 12. 

'_il SCh;i!t.T, (iflli_:(l~Fn~i{ml'!l!f'. 10. .. . 
Johann :'-.1aie1' has treakd two of these uuits separately ill two brief arl1d('<;. 

()ll ~271. ~q' "liekhalot Rabbati :\.wi, :")," }udllim 21 I:H;,');: !2f) T-l: Oil ~27-1-, 
"Hck'halot Rahbati K\Tii. 2 .\,. }Udfli((J 22 d <)!i(i:: 209 '2! 7. :\ly ana!ysi~ is indebted 
to :\Iaicr's \York. Set' also JOkUlll :\laic1', "Po('\isch-liturhrlsclw Sliicke au;;. d("!ll 'Buell 
dn Gdlt"imni~sc"" ]udaim 21- 1:)1)(3'.: 172 HI. 
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consists of t\VO sections. The first is a short introduction) vvhich 
prefigures the structure of the cycle to follow: tht seven theme-words 
used in the hymn are listed as substantives in apposition to the main 
title of God, i.e., Lord (:r!i~). In fact, this introductory precis lends 
an added dimension to these theme words, which are used as sub
stantives no\vhere else in the composition. 'The final line of the intro
duction, f{)rms an indusio) recapitulating the flrst line. The phrase 
"You are Lord" thus functions as a title, which introduces the main 
fixed clement of the hymn, but is not included in the body of the 
hymn. In this way, the hymn can be rcad as an expansion on the 
"lordship') of God. This introductory section functions in very much 
the same \vay as the concluding summaries so typical of the seven
fold hymns of the Songs, in this case adumbrating the foml and con
tent of the hymn that i(,llows. 

The second part of the cOITlposition flxms the main body of the 
hymn. This seven-part song details the praise oHt'red to God b'Y a 
series of fig·ures. As in the Sabbath Songs, the actual vvords of praise 
arc not given; instead the order of praise is described. Each of the 
seven phrases vvhich make up the hymn contain three units. Each 
unit has a constant dernent and a variable clement constructed from 
the unit's theme word. The pONic structure of these phrases can be 
expressed as a simple formula: constant 1 + variable 1, constant 2 
+ variable 2, and constant :1 + variable 3; or, more precisely, ~atlah 

Izll + theme word as predicate (masculine singular), lekha + theme 
word in participial lhrm (masculine plural), and knl ba'ale + theme 
word in nominal f{)fm (abstract noun). This can best he seen in 
Table + below. 

The fi:)rrrlal similarities between this hymn and the earlier hymns 
of the sixth Sabbath song afe striking. In addition, the hymns share 
a corm non vocabulary of praise. Some of this vocabulary has roots 
in the second temple period, For exampic, the first two dements of 
this hymn, ii"~'ij and il-.i::lj, are also the f-irst two dements of the 
liturgical series found in 1 Chr 29: ll. Even more noticeable. how
ever, is the common emphasis on the fiillncss and comprehensive
ness of the litur~rical activity. Both the "hlessings" hymn and the 
Hekhalot hymn make !he systematic use of the \yord "::. This sense 
of inclusiveness is flll'thcr cnhan('('cl by the comprdwnsiven('ss of the 
f()l'mal stnlctufC. 

As in the "blessings" hymn, the idclltity of those ofkriIlg pr;:llse 
to God is left indeterminate. \rhilc it is tnl{' the phrase -~";,:;: is 
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Table 4-. Tht Sfr'f~ilo/d Slmclutf ~)f Hekhalot Rabbati ,~"'27J';' 

1. You are Lord. 
2, the great ;1 

the mighty (2 
and the awesome 3\ 
the righteous -1-) 
the piou~, ;:5} 
and the holy 6:, 
and the blithfid ',/,;, 

:). rlong~8\1fkring and full of 
grace and truthJ.o 

4-. You arc Lord. 
God of gods and Lord of 
Lords. 

5. You are ,s,'lTat, iIA) 
they declare You great, i] B' 
all the great ones. ,'1(: 

):tOtt are mighty, ;2A, 
they declare You mighty, (:lB" 

all the mighty ones. :2C 

You arc awesome, <3A, 
to You rejoice ;3B\ 

all who n:jnice. ~)C: 

You arc righteous, AA 
they declare You righteotls. 'AB:, 

all the righteous OIlt'S. '4Cj 

Introdltt"tory prt'cis: 
1. title phrase 

2. chain of sen'n 
suhstalltiyes using 
theme words in 
apposition 10 title 

3. lituq.,rical insertion 
from Exodus :H:G. 

1-. inclusil) expandill,!!; 
on title phrase 

5. 7 threefold uHits: 
1. 'altaI! lIu + \'ariahk 
( predicat,,; 
2. Mha + \'ariabk I 

I (m. pI. partic. 
I:t fLo! ba'f/Ir + variahle 

(IHJlninaf1 

I 

i \' '/'1i:1;; 2, 
:2', "" J, 

<)', ~-:~7ii 

r P'"~" 

,6') i:iiip:i-; 

7\ ;O~:;ji 

::1-,'] C'::~ ii~ 1 :1. 
[na~,; ion 

:ii~ ~~fi ;'";r~ -1, 

C"T1"~:-: 'n~,;~ 
C":1i~:i ':',i~'; 

;"-:"Jjo. 1";: 
;:-iJ: .":, JJ::1 ":': 

r::io. 1"; 
j'li::-: "";: l,IJ '?: 

~ "j$ ~;;; :ir:~ 

~"p"i~C I" 
p"';::. "'/::J ';,: 

to-' I fillk)\\ the H'l'sioll of the text {{llllld ill ~v1S Y22H or Sch;i!('!"\ ,~'rn()IHt', {'xccpt 
for the first phra,w (':;~iJ;-: i;~~ ~,;; :ir:~L \\ hich i~ i-,rin'n in a shorfl'llCd filrlll ~;-:~~ 
,,~~~ "~iR Sen.-nil of the other n'l'SlOllS d('\'iall' li'om the ~tricl Ji:mna! P;lj(Cfll. l(';l\-~ 

ing out a phraq· and pbcing the elements Out of order :c.g-., ;...t2~t or incorpo
nlling flJlTiRn material 'e . .':;" i'd-I-O which adds ";~;"" tl) SOil\\' phrases, Thl' nnkr or 
the wrhs of praise in Y21H c()rn'.~polld~ exactly to (; 1 HI! 6 '27 ,S"h;ifi'r, (;r'!li::.a
Fra};rnCfl/{, 1 :)'" 

Exodlh :i-i:6. Tbongh pr{'"l'l1t in all major lll;{ml~rripts, the phra~(" i" ()!lhid(' 

the fi:mnal l'()llstn,ints of the eomp()~ition, It is t'lltirely ;Jh~{'llt from lIw \'(TS!OJ1 

!i)Ulld ill (,I at HI Ill. 



244 RA'A...~AN ABeSGH 

Table 4- :(onl.\ 

You are pious, SA', 
they declare \"01.1 pious, (5B: 

all the pious ones. :)G~ 

You arc holy, (6;\\ 
they d<:cla<re You holy_ :GB' 

all the holy ones. x6C 

You are faithful in your words, (7A; 

You are entrusted with f~lith (7B') 
by all the faithhJ1 ones_ (lC; 

--;"::n N~ji :i~N 

,.I;'Tt:rrc 17 
;ii";'\:ii '"7D:J ,::; 

vii;::: N~Ti ;:;-:N 

i'u'''PC l' 
:iO';.,P '?D::: 'I: 

T~:J"1: 

rTQNI~ 1"7 
;;:~QN -"7.liJ ?: 

applied to humans in other portions of the Hckhalot COrpUS,6'-, the 
use here is most closely paralleled 1Il a hymn from earlier in Hekhalot 
Rabbati: 

Be elated, be elated, you elevated ones (iiOOii "?.iJ:J)! 

Be exalted, be exalted, you sublimc ones G~",ir -?':;::1)] 
Be mighty, be mighty) you mighty ones (i:'i.,:JJ '?li:Jj! 

Be proud) be proud, you proud ones (iii~J -?li:J)! 

Because elevation and might, pride and sublimity 
are for the king of the \vorld alone and for all his attendants ::i~n-;OO\_ 
For it befits the a!trodants of his pride to be proud, 
and the bearers of his throne arc worthy of being mightylil> 

lUis f,)Urfold hymn bears striking resemblance to the sevenfold hymn 
here under consideration_ Although less artful in its variation, each 
of the four phrases contains three units in which the theme word is 
used in both its nominal and its verbal form. This hymn, hovvever, 
leaves no doubt that the phrase here refers to God's angelic atten
dants (i'r-,-;i:)O), who are said to bear up God's throne. In light of 
this usage, it is doubtless the case that in §271 those who oflcr praise 
arc likcwise the angelic host. 

' __ i I supply lhis reading from )'·lS ~v122, ?\IS \,228, alollg with all the other man
uscripts puhlish('d in the ,~yt/I!py, read ::"r'o. "\0 long {{n-:-

!;', In particular. set' ~~ I-n B: ;;J~:.:;r, -I;':;J an- said to be mort' beloved of God 
than ;-:i::n ':N'r::. 

,~, ~lh7. I follow the n·ading ill tvlS :\122 in Sckift:r's .~'mop\'l'. 
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Despite the similarity in angelologlcal terminology between the,e 
two hymns, there remains a crucial diHerence: in §271 it is the angels 
\-vho oUer praise, but in §167 they serve as the VClY objects of \Tll

e1'ation. ]n both cases, it is the hurnan community that functions as 
narrators. However, in one case the discourse is indirect and descrip
tive, while in the other the human voice participates directly in the 
praise. -I 'his disparity bet weell these two hymns corresponds to the 
widdy divergent judgments ofIered in the Hekhalot corpus concerning 
the appropriateness of human participation in the angelic liturgy and 
the possibility for hurnan mediation hetween the heavenly and earthly 
spheres.';; Immediately following the hymn in § 167, the text makes 
an unequivocal statement: "A decree frOln heaven upon you, desccn
ders to the chariot, if you do not report what you have heard and 
if you do not testify what you have seen on the countenance, coun
tenance of elevation and of might. of pride and of sublimity."I;g 
Hovvever, this declaration is contested within the macrof(wm Ile/Jw/ot 
Rnbbati and even V'lTithin the very microfonn containing this seven
fold hymn. For example, §2H asserts that it is the obligation of all 
creatures to offi'r praise to God. Hmvcver, a paralk'l passage found 
in a Geniza fraglnent assigns this same responsibility to "the House 
of Israel in all their dwelling places" as well.li'l By contrast, in §27tl, 
the text cautions: "\Vho can speak (about) one of your thousands 
upon thousands of myriads upon myriads of mighty de{'ds?";o The 
implicit answer: neither human heings, nor angels. In yet another 
formulation, ~307 declares: '''\Vho can recount the \Hmd('rs of God 

-"--"'"\. J.."J..,!""I" "!""Ii-) \\'1 '" '1·' tl (. ) ... , > ,"-'"\,"\ r~~-'J.., J..,.., ... "!""I\ \1' '1 .... ..1 <,,.-'1 ... ' .. i • . 10 can prot aun 1 I-idise '-.,11...,1\0,1 ".iI" , ... 1 I ... ; 

of the King of Kings? Only the service-angels (n-;uii ":~'7o "h~,:!"7: 

For a synthetic treatment of tIl(' dinT?;Cl1t attitudes {()wdnls the relationship 
betwecn human heings and angels \vithill the I-kkhalot litnatmc, ~{'l' Peter Schiit!.-T, 
nil' Hidrfm anti ,\flln!test (;or/ '.-\lbany, N.Y.· Statel:uin'rsity of Xew York Press. 
i~)~H . For SchIif('r's lH'atnWnt of the same theme ill rabbinic litcrature. nmsuh his 
Riudi!id '31'1:\(111"11 Ellf/!!I lIf1ri.\lmstilm: r-ntFnllril1lllgcTI :ur rah/Jilll:lcl!m F'ngtiro{.ltl'tlulIl!, Bedin: 
dc Gnlytcr, 197:)-. 

~IG~l I again f()l1m\- the reading ill :-'IS :'122: cto:; :i::::::~;':: .--: ... C:~':'N ::':~v i'":~:i~ 
:"7"'1" ;"i,N: ;-;-:';::::, :-rC2~-' .::: C'::: l;:; C~-N~v :-:r;. ~-:'1'n N'7 eN'1 cr::;c:: ;-:1': ,-:<.$) N":', 

Schiifcf, (;mi:Il-FI{(!!,lJImll', !.), 
,'I ~:27f;. I !(Jllow ~fS Y2~8. 

Tlli" pas~agc cch(){'s P~<dm iOIJ:l. It is only \(lUnd ill Ilrk/w/fl; RfI/;bdi in ~IS 
\'22H. 
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The implication here is that it is the task of angels, and not of 
humans, to oH<-'[ praise to God. 

Conclusion 

This modest comparison of several select hymns from the Songs qf 
the Sabbath Sacrifice and the Hekhalot corpus suggests that the genre 
of the sevenfold hymn carried with it an implicit answer to the ques
tion of hUInan participation in the heavenly liturgy. I have argued 
that the oblique, descriptiv(' discursive style of this genre "vas well 
suited to the emphasis on organization and hierarchy characteristic 
of fonnulaic poetic structures. In this way, the sevenfold composi
tions we have looked at ofTer the human community an opportunity 
to participate in the heavenly liturgy drama, while at the saIne time 
asserting a fundamental boundary between human beings and the 
angelic host they describe. Despite the increasing emphasis in the 
Hekhalot literature on the permeability of the boundary between 
heaven and earth and het\veen the hUlllan and the angelic, the sev
enfold hymn retained its primarily indirect character. I have argued 
that in the highly specific form of the sevenfold praise there exist 
important silnilarities betwecn the poetry of thc QUInran sectarians 
and of the I1ekhalot authors. In particular, the location of the human 
participant within in the cosmological structure imagined in the hymn, 
the relative directness of the poetic discourse, and even the symbolic 
significance of the formal sevenfold arrangement of the hymns point 
to a significant continuity between these compositions. 

I have shown that literary influence need not be conceptualized 
as a process that can occur only at the poles of oral tradition and con~ 
crete textual dependenCf. Instead I have pursued a model of influence 
that takes seriously the mediating {()fCC exerted by formal poetic 
structures in coqjunction with notions of literary genre. These alter
native media are all the more potent as agents of continuity within 
a ritual-liturgical tradition: in this cas(' one whose performance and 
musical history is virtually unrecoverable. Both of these compositions 
apparently belonged to a continuous tradition of postbiblical reli
gious poetry~ the Sel}ff!/iJ/d illv£tation 10 /Jra£I'f. I believe that this more 
cautious approach revrals that, although the Songs did not serve as 
a direct link in the evolution of Hcbrevv mystical poetry throughout 
Late Antiquity, they like the Hckhalot hymns can SetTe as snap-
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shots of a widespread, dynamic and tenuous process of developmcllt. 
As J have showll) a certain style of indirect and descriptiv(' speech 
constituted an intimate component of this liturgical genre. In our 
search for continuity in the history of Hebrew religious and mystical 
poetry, it is necessary to attend not only to isolated flJrmal or the
matic features of the disparate compositions, but also to their larger 
literary and cultural contexts. 


