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SEVENFOLD HYMNS IN THE SONGS OF THE SABBATH
SACRIFICE AND THE HEKHALOT LITERATURE:
FORMALISM, HIERARCHY AND THE LIMITS OF

HUMAN PARTICIPATION*

Ra‘anax Asuscu

Princeton Universily

Introduction

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 between the liturgical traditions in the Dead Sea Scrolls and
later Jewish mystical writings. Scholars have diverged widely in their
assessment of both the cohesiveness of this complex of related tra-
ditions and the continuity of its development in its passage from sec-
ond temple Judaism to the Hckhalot lLiterature of Late Antiquiry.?

* T am grateful to Martha Himmelfarh, Leah Hochman, Annette Reed, and Peter
Schifer for their insightful comments on carlier dralts of das paper and to James
anla whese astute editorial work greatly strengthened the final product.

Text designations for the Sengs follow Carol \(“sun “Shirot “Olat Hashabbat,”
in Crmran Cove 4 VI Poetical and Liturgical Texes, Pare | _Dji) H ed. B Eshel et al;
Oxford; Clarendon, 1998}, 173401, See also the full critical edition presented in
Carol Newsom, Sungs of the Sabbath Sucrifice: A Critical Fition (HSS 27, Atlanta, Ga.
Scholars Press, 19850 1 have also consulted Bithah Nitzan, Qumran Prayer and Religions
Poetry (STD] 12, Leider Brill, 1994} James R. Davila, szurgfmf Warks {Eerdmans
Commentaries on the Dead Sea Scrolls 6 Grand Rd]nds Mich.: Eerdmans, 20807,
83-167. Other textual information can be found In Adam S. van der Woude,

“Fragmente ciner Rolle der Lieder fiir das Sabbatopfer aus Hohble XI von Qumran
H()Sn Sabi” in Fon Kanaan bis Ferala: Festschrft fir §. P M. can der Ploey fed. W, CL
Delsman et al; Nevkirchen-Viuyn, 1982, 311-537; Carol Newsom and Yigal Yadin,
“The Masada Fragmenr of the memﬂ Sengs of the Sabbath Sacrifice,” JEF 34
984 77-88; ill\hg{ Chmron, “A Review \rm_lr of Songs f;j the Sabbath Sacrifice: A
Crtical Edition by Carol Newsom,” HTR 79 /19860 34971, The cycle was first
named and idendfied in }(}lm Serugnedl, “The Angelic I;uurg\ at Ouml.m 40
Serek Sirdt *Olar Hagiabbat,” in Congress Volume: ()g_jum‘ 7959 v 1511[) 7: Leiden:
Brill, 19603, 318 343,

! Just about every major scholar has weighed in on this discussion, which is far
more comples and nuanced than T can do justice to here. Most important among
those who have emphasized historical continuity, see Gershom Scholem, Major Trends
i Jeeish Mysticiom (3rd ed; New York: Schocken, 1934 idem, Fewish (rosticion,
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As the earliest Hebrew work that combines Merkavah-speculation,
exegetical activity focused on the book of Ezekiel, and cultic-liturgical
forms, the Songs offer the most exciting possibility for grounding later
literary and religious developments in this earlier period. However,
despite the striking correspondences between the Songs and the Hek-
halot corpus, evidence for direct literary dependence between the two tra-
ditions has remained elusive.” The tension between this persistent
textual divide and the tantalizing parallels in these texts makes the
methodological questions of comparison central to any interpretation
of the evidence.!

Merbaboh Mysticlom, and Talmadic Tradition {New York: Schocken Books, 19633 Ithamar
Grinwald, :2j)ora{y,b!i{ and Merkaeah Mpystivism {Leiden: Bridl, 19803 Joseph M.

Baumgarten, “The Qunran Sabbath Shiwt and Rabbinic Merkabah Traditions,” Re()

1374652 {1988 199-213; Lawrence H. Schilbman, “Merkavah Speculation at
Qumran: The 4QScrekh Shiror “Olat ha-Shabhat,” in Mysties, Philosaphers and Politicians:
Essaps in Jeunsh Intellectual History in Honor of Alexander Altmann {edd. J. Reinharz and
D. Swetschinski; Durham, N. C.: Duke University Press, 19823 1547 idem, “Sifrut
Ha-Hekhalot ve-Kinve Qumnran,” Aehgere Yerushalaym Be-Muahsheoet Visra'el 6 (1987
12138 (Hebrew!, Schiffman stands alone in this group, since, in addidon o the
phenomenoclogical and/or tradittionsgeschictliche methodology of the others, he also
employs linguistic and wext-critical toels. In most other cases, a primanly exoual-
literary posttion has emphasized rupture rather than continuity, Ephraim E, Urbach
belicved the early tanmaide tradition of Merkavah-speculation o be prinmarily exeget-
ical (“Traditions about Merkavah Mysticism in the Tannaitic Period,” in Studies in
Mysticism and Religion: Festschnfl fiir Gershom Scholem {ed. E. E. Urbach, R. J. Zwi
Werblowsky and Ch. Wirszubski; Jerusalem: Magnes, 1967], 1-28 [Hebrew section]
he has been followed by David Halperin, The Merkovah i Rabbinie Literature {New
Haven: American Oriental Society, 19805 idem, The Faces of the Charist {Tibingen:
Molir Sieheck, 19885 For a principled critique of the comparative mothod as it is
applied in the field of early Jowish mystcism, see Peter Schifer, “New Testament
and Hekhalot Literature: The Journey into Heaven in Paul and in Merkavah
Mysticism™ F75 35 (19845 19-35; also idem, “Research on Hekhalot Literatuge:
Where Do We Stand Now?," i Radd, T40-1990: Hommage & Ephraim . Urback:
Liongrés ewropen des Ftudes juives (ed, Gabsielle Sed-Rajna, Paris: Editions du Cerf,
5, 229235,

¥ See thf assessment in Johann Maler, “Zu Kult und Liturgle in der Qumran-
gemeinde,” ReeQ 14756 (19807 572: “Doch die Entsprechungen berulien zum grossen
Teil anf df_z gemeinsamen Ezechielschen Basis und bestehen in bestimmiten, kuk-
theologische zentralen Motiven, keinesteegs auf textheher Abhdngigheit” {emphasis mines,
In his later work, even Schiffiman concurs with this mere cantious assessment, Gom-
pare his articles from 1982 and 1987 respectively (Schiffinan, “Merkavah Speculation
at Qumz'aﬂf’ -7, idern, “Sifrut Ha-Hekhalot ve-Kitve Qumran,” 1334,

' Recently several review articles have addressed the difficuites and Emplicauiom
of comparing the Sags and the Hekhalot Brerature: Elisabeth Hamacher, “Die Sab-
batoplerlieder im Soreit um U Tsprung und Antiinge der Jidischen \§\snk IS8T 2
49961 119-154 James R. Davila, “The Dead Sea Se mil\ ;md Merkavah Mystcism,
in The Drad Sea Sevolls in thetr Hisiorical Context sed. H. Lim; Edinburgh: Clark,
1999, 349264 Michael ). Bwartz, “The Dead Sea Sf rolls and Later Jewish Magic
and Mystcism,” D80 8 120015 182-93
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Previous scholarship has privileged comparison of the fractured
and sonorous style characteristic of the “numinous” hymns that are
found both i the Sengs and in the Hekhalot literature.” In the hopes
of further expanding the range of comparative approaches, this paper
will instead focus on the genre of the sevenfold hymn comtained in
both works. 1 will demonstrate not only that these hymns share a
number of important features, but also that these characteristics are
interdependent. The compositions are marked by an extreme for-

mahism that includes but extends far beyond their deplovment of

various poetic patterns built around the number seven. These highly
structured poetic constraints lend themselves in turn to a thematc
emphasis on description — in particular accounts of the hierarchies
and protocols of the angelic sphere. Finailly, the indirect and oblique
descriptive discourse that emerges from this confluence of formal and
thematic interests has important implications for the way the genre
positions the implied human community within the dramatic and
narrative structure of the hymns. In this way, the genre thus limits
the scope of human involvement in the liturgical act. Human par-
ticipation is primarily presented indirecty through the detailed descrip-
tion of angelic praise, Like a play composed entirely of stage-directions,
the sevenfold hymn 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.

* These hymns have consequently come to play a crucial, i contentious, role in
dt‘[)at{s (omtmingf inﬂucme ar;d L(mtinu%t\ in the dcxekspmcnt of H(’br( w “m\s—

jmi‘fz (rnmtzmm, Merkﬁi)a.e‘r U}»fzrzsm (ma' Tazlmudzr Z'mtz’zfmn ,‘\« w \cozk ‘Schorken
1965, 128, Scholem imported the category of the “numinous” fr{;m Rudolf Ou,
The Iden of the Holy (New York: Oxford Uniu ity Prcss 1958‘: 7, 17-18. See
also Aharon Mirski, "W MO % Jehann
Maier, “Serienbildung und ° Iu;mmmnr Lmdrunksdf( i{L in dt‘l’] poeus( hen Stiicken
der Hekhalot-Literatar,” Semrfics 3 (19731 36-66; Karl E. Grozinger, “Singen und
ekstatische Sprache in der frihen jiidische E\-iystik,"’ JSF T 1580% 6677, Contrast
this wacitdon of scholarship with the more nuanced approach in Philip 5. Alexander,
“mer in the He ik.imiot Litemturz " in B’iéra Mystigue et Judaizme: Collogue de Strasbourg,

1987, ~1—% {34- Oth{ 18 hd\(‘ nf ((mrﬁf, mmlyzcd the more conventional postics of
the cvcle, aithough without drawing comparisons with the Hekhalot hymng see
Newsom, Songs, 521 and passim; Bilhah Nitzan, Qumran Prayer, 173-200; Stanistav
Segert, “Observations on Poetic Structeres in the Songy of the Sabbath Sacrifice,”
Rer(Q 13/49-52 (1488, 215223,
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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 paraliel phrases, each of which shares a series of
formal poetic features. These sevenfold hymns, in particular the two
independent examples contained in song 6, exhibit a wide range of
formal and thematic affinities with a hymn found in the Hekhalot
corpus at §271 within the macroform Hekhalot Rabbati® Yet, com-
parison of these sevenfold compositions shows that, despite their sim-
tarities, the Qumran Songs and the late antdque Hekhalot hyvmns
function within discrete cultural and textual frameworks. Within the
context of the Hekhalot corpus, the genre’s avoidance of direct hym-
nic speech and its not unrelated cautious approach to the problem
of human participation carries a very different valence than they do
in the Somgs. This is in large measure because, in contrast to the
Sabbath cycle’s explicit rejection of human participation, §271 occurs
alongside a wide variety of compositions in which we do, in fact,
hear the unmediated voice of the human commumty, and cven the
angels themselves, directly praising God. Indeed, a wide range of
divergent opinions about the possibility and desirability of direct
human invelvement in the Lturgical activities of the heavenly sphere
is especially evident in the portion of the text that features the sev-
enfold hymn §§271-277), It is precisely the shift in the attitades of
these hymnic collections towards the notion of human participation
it the heavenly liturgy that highlights the enduring correlaton between
this genre and its distinctive mode of indireet praise. Only by inte-
graling narrative and dramatic constderations 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 formal principles and s
discursive style. Uldmately, however, it 1s comparison of the two sets
of hymmnic material within their discrete literary systems that will

* Hekhalot paragraph designatons are given ezfauz(iliw‘ to Peter Schiifer's Symopise
2wy Hekhatot-Literatur {Tiibingen: Mohr Sicheck, 1981, T also make use of Peter
Schafer et al., Ubersctzung der Hekhator-Literatnr, vol. 2: 8 81 334 (TSAJ L7 Tabingens
Mohr Siebeck, 18987: The Hekhalot manuscript tadition is characterized by the
fluctuaton and insability of both longer and shorrer texisal units, The macroform
Helbhalot Rebbati varies widely in the manuseripts fe.g, 881193, 3881277, §§81-345,
813214894951 For discussion of the Huld nature of the manuseripts, see Peter
Schitfer “Traditon and Redaction in Hekhialot Literature.” in Hebhalot-Stadien {Fithin-
gent Mohr Siebeck, 1988, 8-16; idem, “Zum Problem der redaknonellen ldentiis
von Hekhalot Rabbat,” in Hekhalot-Soedien, G371
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allow us to refine our understanding of the notion of human par-
ticipation operative in them.

1. The Songs of the Sabbath Sacrifice:
Textual History and Communal Setting

The Sabbath cyele, composed of thirteen songs, was discovered in
nine separate manuscripts at Qumran. Yigael Yadin identified a tenth
amongst the textual remains of the Masada excavations.” Although
only a fraction of the text has been recovered and many of the man-
uscripts preserve only fragmentary readings, the impressive philo-
logical and editorial work of Carol Newsom and others has vielded
significant sections of continuous text as well as evidence for the
cycle’s overall thematic development. Paleographic analysis dates the
earliest manuscript copies to the late Hasmonaean period (c. 75-50
B.C.E.}, while the latest copies from Qumran date from the muddle
of the first centary C.E. The large number of manuscripts of the
Songs found at Qumran suggests that the cycle should be viewed
within the larger literary and historical context of the Qumran com-
munity, especially in light of the wide variety of thematic and for-
mal features it shares with sectarian material.” The cycle was apparendy
recited in the community during the thirteen Sabbaths of the first
quarterly period of the 364-day calendar used at Qumran.” Neverthe-

T40)400, 401, 402, 403, 404, 100, 406, 407; 1108hirShab; and Maslk. For a
wseful and concise teview of these manuscripts, see Davila, Liwrgical Works, 85-6
inote that Davila accidentally miscounts the number of manuscripts of the Songst.

# Carol Newsom, in her most comprehensive treatment of the question of the
work's origins, argues that the Simgs was produced outside the sect, but came 1o
play an important and influential role within the community {**Sectually Explici© Lit-
erature from Quenran,” in The Hebrew Bible and Bis Interpreters fed. W Propp, B, Halpern,
and I). Freedman; Winona Lake, Ind.: Fisenbrauns, 19901, 167187,

* Maier argues that numerical month designations in the exordinn indicates thal
the cvcle was limited to the Nisan season { Johann Maier, “Shire ‘Olat hash-Shabbat:
Some Observations on their Calendrical Tmplications and on their Style.” i The
Muadrid Cmran Congress: Proceedings of the International Congress on the Dead Sew Serolls,
Mudrid 18-21 Moareh, 1991 [ed. J. Trebolle and L. Vegas Montaner: STD} 1L -4
2 vols; Leiden: Brill, 1992], 2:5346-52% In contrast, Newsom entertains the possi-
bility that the cvele could have been recited throughout the four parallel periods
of the year {Newsom, Somgs, 19-205 Christopher R. A, Morray-Jones argues that
the cycle climaxes in the twelfth song, which would have been recited immediately
following the covenant senewal ceremony held on the Feast of Weeks according w
the community’s calendar (Ghristopher R AL Morrav-Jones, “The Temple Within:
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less, 1t is possible that the cyele was not mitally of sectaran origin,
as suggested by the copy found at Masada. Thus, while it is undmiht-
edly the case that the sect served as one of the text’s primary sites
of transmission and performance, we should be careful not w over-
emphasize absolute conformity between the eycle and other limrg-
cal and hymnic material found at Qumran. This paper, therefore,
analyzes the cycle primarily on its own terms, but makes use of other
materials from Qumran where they seem to address similar themes
and motifs.

A number of heuristic tabels have been applied to the Songs: cultic-
liturgical,” exegetical-meditative,'! or quasi-mystical.” Yet, whatever
its ultimate Sitz im Leben, on a strictly generic level the cvele is made
up of a series of “liturgical invitations.”" Bithah Nitzan has righty
assigned the Songs to this category, noting that the cvcle does not
represent a conventional Hturgy in which the acteal words of praise or
petition are specified." Thus, although the Songs seem to be intended
for recitation, they, ke other such hymns, are primarily structured
around the order and manner of praise. Fach of the songs begins
with a call to praise followed by descriptive material ranging from
the activities performed by the angels 1o the architectural features

The Embodied Divine Image and its Worship in the Dead Sea Scrolls and Other
Barly Jewish and Christian Sources,” SBLSP 37 [1998]): 399431, esp. #10%

¥ Maier, “Shire “Olat hash-Shabhat,” 35253, deemphasizes the (xp(ri(’nlid% and
exegetical nature of the cyele, puinlmg to focus on s urgical fanction within
the Q‘umr«m community, He has drgmd forcefully that the cvele funciioned as an
ACCOMPANHNENT 10 s(.ﬂ])lllmi readings & Begleittext™ per formed within the Chunran
community by the appropriate priestly watches as a replacement for the cultic
840 1"iﬁ(( s of the Sabbath Kudtersats See also Daniel K. Falk, Daily, Sabbath, and
Festival Prayers tn the Dead Sea Serofls (STD] 27: Leiden: Buill, 19981, 13738,

F Carol Newsom, “Merkabah Exegesis in the Qunran Shabbat Shirot” 775 38
{1987% 11-30. Newsom emphasizes the importance of the exegetical-meditative
aspect of the cvde, locafing with remarkable acuity (’xvqt tical activity i the twellih
song of the cvcle based on tertextual use of Ezeliel 1, 3 and 10; Psadm 68; Exodus
l‘) 20 Danicl 7:9-10,

* See Newsom, Songs, 16-17; Niwan, Queran Prayer, 2734, 319200 idem. “Har-
monie and Mystical ‘huracteristis in Poetic and Linr m(a] Writings fromm Quinran,”

JOR 85163~ {83, For dewifed me thodological discussion of the applcability of the

category “mystical” to the S see: Elliot R, Wollson, “Mysticism and the Poetie-
Liturgical Compositions from Qumran: A Response o Bithah Niman” JOR 85
185-202,

" Compare passages such as Pss BHL 150:1-20 and the Song of the Thiee Young
Men (Dandel TXX 3:28-68: in which the vanous categories of heavenhy and carthiy
creatures are o 111((% upon i a hiermrchical order w0 praise God.

HONizan, Qunran Praver, 18389, 195200,
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of the heavenly temple structures and the clothing of the angelic
high priest. The songs 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 establishment 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 -5, 6-8, and 9-13. For Newsom, the
seventh song constitutes the draman( peak of the cycle.”™ By contrast,
Devorah Dimant has suiggested that the cycle reaches its climax at
its end fie., in song 13} and, hence, has supported a bipartite divi-
sion of the composition." In my view, neither is strictly speaking
correct, I suggest instead that the middle songs function as a micro-
cosm for the larger whole. The seventh song, in particular, mirrors
the cycle’s trajectory towards the visually rich and animated descrip-
tions of the architecture of the heavenly sanctuary. The adjacent
songs 6 and 8 primarily focus on the muldtude 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, floors, implements and tapestries of the
heavenly sanctuary is a distinctive feature of the cyele.!” In fact, these

* Newsorn, Sangs, 13-17; Newsom, “Merkabah Exegesis,” 13. Morray-Jones views
the seventh song only as a preliminary crescendo; in his view, song {2 serves as
the climax of the cycle and song 13 as its denoument {Morray-Jones, “Temple
Within,” 41720}

* Devorah Dimant, “The Apocalvptic Interpretation of Ezekiel at Qunoran,” in
Messiah and Christos: Studies in the Jewish Origins of Christiamity Presented to Davd Flugser on
the Ovccasion of fis Seventy-Fifth Birthdey ‘od. L Gruenwald, S, Shaked, and G, Stroumsa:
1uhmgf n: Mohr Siebeck, 1992;, 31-51, esp. #1 n. 40,

See, lor example, 40405 19, 5 @ b RN TR e 4()40 2511, 7 Y
TR TRED TIPS 40405 14-15 § 506 (T wiDn TaheI nmEn TN SR 1T s
see (1150 the many other similar passages in which terms from the plastic arts appear
{e.g., 773, TP, PR, MO0, TR, 0B, T, 0PT Similar patterns of thought and
nsage (_hdz‘&l,ttn!t the Berafhot texts from (,lummn Cave 4 {4Q286-2900 For crit-
ical edition, consult Bilhah Nitzan, "Berakhot,” in i)]l) i1, I-74. See also B. Niwzan,
“4()Berakhot (HJ286-2005 A Preliminary Report,” in Nae Qumran Texts and Studies.
Proceedings of the First Meeting of the International Organization for Qumran Studies, Panis 1992
{ed. G. J. Brooke; STD] 15: Leiden: Brifl, 199 HO08-71 ddem, ¢ %(lﬁt rrakhot® ™
£400286-290n A Covenantal Ceremony in the Light of Related Ic\ts Ren(} 16/64
(19950 487306, See most recently Davila, Fiturgical Works, 4982,
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architectural structures increasingly come to dominate the singing of
praise.”® The general trajectory within song 7 ~ from praising angels
to praising architectural structures ~ mirrors the narrative arc of the
entire cycle in its movement away from the human community
towards the Increasing angelification of temple architecture. This vir-
tually unique form of “architectural” partcipation Is achieved by the
progressively intensified identification between the animate angelic
beings described in the first half of the cycle and the animated tem-
ple structures of the second half.™ 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 i which God, the
chief angels and the angelic mulatude. along with the animated archi-
tectural features of the heavenly sanctuary, all play central roles.
Song 6" includes two adjacent, but independent, poctic units, a
cycle of the praises of the seven chief princes of the angels and a
cycle of their blessings. The chief princes @77 W0 in this compo-
sition are most certainly angelic figures who lead seven companies
of angels.” These two hymns share a wide variety of thematic and
formal features, Both emphasize the mmportance of a hierarchical
and sequential process of Lturgical action. This heavily systematized
representation of praise offered to God by the heavenly entourage
enhances the already ritualized atmosphere of the cvcle. Yet, these
units are not static. For its effectiveness, cach depends on its manip-
ulation of highly controlled verbal varaton, in particular the use of
synonyms for the act of praise itself. In this way, the units generate
a tension between the repetiion of formulaic syntactic structures and

" See my comments below on 40401 1 1 4148, GO #0403 1 1L 1117

" See my forthcoming article “Angelic Architecture: Temple Art and The Poctics
of Pramse in the Songs of the Sehbath Sacrifice,” w In Hevven as It &s on Farth: bragined
Realns and Earthdy Realities (ed. R, 5, Abusch and AL Y. Reed; New York: Cambridge
Ulniversity Press;.

® Maslk 1, 8-, 1-26 = 404053 1 L, 1-29; 40404 1-2; 40405 1-3: possibly also
-iQ_l-Ui 3,13

According to Davila, Litgcal Works, 123 these seven angelic figures are akin

toy the seven archangels widely referred o in second temple Jewish ]nc;dmn e,
Fobit 12:150 7 Enock 200170 T Lewt 8210 See alse the seven angels who “stand
before God” in the heavenly tenaple i Revel mi(m B:23, 613 %, 13 s
151, 3-7) 16:1-21% The (;LN]E};!ldli()ll ‘chiel prince” draws on both military ic.g..
Exodus 1825 Numbers 10 1QM I 12910 and eultic ieg. 2 Kings 25:18; 1OM
I, 10 XV, 40 XVI 1T vocabulary.
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the spontaneity of irregularity. Moreover, when taken as a unit, these Table L Oder of Praive (40403 F 1 175 Coaalt Shucture of Composition™
hymns draw a direct parallel between the praise offered God by the . ) "

S d the bless: fFered in God’ ) by h £ Phrase Function First Second | Third | Fourth Fifth | Sixth | Seventh
chief princes and the blessings offered in God's name by the chie Designa- | of Prince | Prince | Prince | Prince | Prince | Prince | Prince
princes to the rest of the angelic host. This movement serves (o : tion Phrase
e\fof)kf’ an mc.luswc- depjﬁf:tzoz-l ot Fh(—: sgpemaﬁ dsse:mbly in which jhf_ , cheme | fev waord T2 s o _— - - o
chief princes function as active hinge figures, mediating between God undlezlined; '
and the wider community of lower angelic beings. theme 2 key word ot R SIS . —

: , - - insed i
ftaticized) f
. . . e tar THL +  dtle of
1§, The Praise foflf Seven (J’l?f}f Princes : theme 1 praise
(mominal)
The praise of the seven chief princes (4Q403 1 1, 1-9; Maslk 1L Ib tongue | instrument
N . N . . . + arding S
1225 contains seven paraliel liturgical proclamations concerning the : ‘"ld”‘ Lol prais
- . . i — ~ . N - TIRHMGET
recitation of hymns of praise to God. Each of these liturgical phrases 1
) : c iNseim ]

i« che 1re , ST W s o . e e jee L : W
is characterized by a theme word designating the type of praise subjective | addrosser el
offered in each (e.g., “blessings” “magnification,” etc.. These des- enitive
ignations are recapitulated in nominal form at the end of the hymn B+ 7 unly;
in a condensation of the entire composition. Za: theme 1 jutle of “ar

34+ 7 onlyl | prase kel
Sevlen psajlms of his blessings; sevlen {8) [psaim}s of the magnification| ' Ze: divine | actor: “TERD Commrh el B
of his righteousness, seven psalms of the] exaltation of [His] kingship; . epithet + addressee o DR o o :
[seven lpsalms of [the praise of His glory; sevien pslalms ol thanks- theme 2 dnverted
giving tor His wonders;} (9 [seven psalms of reljoifcing] in His strength; _ 2h: song of
seven[ psalms of prai]sc for His holiness.” ' 7-fold praise: Iyl
_ statict instrumental TR

As we shall see, this “précis” form is typical of this genre of descrip- + theme 1

. ~ . ¥ . . ~ . . - Ay
tive hymns of praise. Yet, alongside its fixed verbal constituents, this R
hymn is remarkable for its deployment of formal variation, and the dac theme | )

y ) ’ ' ? . i X wverbal formi | act of praise
productive tension it develops between its static and dynamic elements. —

The f al - satterns are parsed in T b1 | below. This 3ot divine | actor oz b
¢ formal poetic pflttcrnh arc parse ¥n A (_. ‘)e- ow. 118 epithet + addlresser .

table breaks the hymn into the seven constituent units built around j theme 2 ey
the praise offered by the successive chief princes {first, second, third, : b -old, | song af T
etc.). In addition, each of these seven units is broken into three sec- : Ffold istric | praise: TEIID

. : . . : o DBR instruments e
tions, marked 1, 2 and 3 under the leftmost column (“element des- 4 therme | nsruniental .
ignation”}. Fach of these phrases is in turn broken down into three 4 opp N

phrases marked a, b, and ¢ according to their function in the phrase,
which is deseribed in the column to its right. For example, the des-
ignation la indicates that phrase la serves as the “tide of praise”
function “a”; within “section 1.7 It is important to note that these

1

“ The table represents @ composite of Maslk 1 119 and 4403 1 5, 17
R : {Newsom, “Shirot.” 243t and 236). For detailed pamsing of this ANiCs poetic strue-
T3 1 79 (Newsom, “Shirot,” 2601 _ tare, see also Newsom, “Shirog,” 244 30, ' !




230 RAANAN ABUSCH

function designations {a, b and ¢} do not appear in the same ovder
in all three sections, further enhancing the tongion between fixity
and varjation, which is vital to the poctic motion of the composi-
tion. This tension can most clearly be scen in the contrast between
the static use of the numeric designations and the dynamic use of
progressive enumeration. For instance, the “tongue” (%%} with which
the praise is spoken {(phrase 1b} 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 clanse declaring its actual recitation.”* For example, inn the psalm
of the fifth chief prince, the nominal phrase “seven wondrous thanks-
givings” is immediately followed by the statement “he will give
thanks.”® In each proclamation, a single theme word is used in par-
allel constructions. This twofold structore 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 motion by its verbal
realization.

As shown in Table |, however, the double structure does not char-
acterize the entire composition. While the hymn generally follows
this pattern, it diverges from it in a number of crucial cases. In two
crucial instances, the hymn deviates from this twofold pattern. 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, 3a-c-b}
rather than 2 units with 4 and 3 })hraseq respectively {la-b + 2¢-b,
3a-c-b:, as in the other five units.™ Rather than a 4+3 metrical

 For discussion of this twofpld pattern, see especially Nitzan, Quemran Prayer, 299,
FA0403 1 1, 3-4 (Newsom, “Shirot,” 2603

" The first line of the praise of the first chief prince i missing in all wvailable
fragments, although Mastk 11, 16 seems 0 begin in the middle of this unit. ’\evxsnm
has reconstructed th ir.igm( ntary first ne in the f{)llm«mg manner "

o i m el o R W fd\(}['iﬂ;_?: RS over "WUIT {Newsom, Shlmi 244
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rhythm, the proclamations of princes 3 and 7, have a 3+3+3% met-
rical pattern.®” This contrast between 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 Ja, Praise of Third Chief Prince (4Q403 1 L 1j: Unit Structure

Psalm of exaltation {title; fa: dde s T
by the tongue of the third {dnstrument}| 1h: instriznent whmn T
of the chief princes {actor) I¢: addresser i S
an exaltadon <of His fuithfulness 2a; nile YIRS DT
to the King of angels 2¢: addressee e Lo ia
with its seven wondrous exaitations Ib: instrument eRTE o “"_.?...U'*
he will>® exak Bar action <
the God of lofty angels 3o addressee buppr i B a e
seven times with seven words of Jhy mstrument {7 TN SUSED SI0w
wondrous exaltation, wom

Table 2b. Praise of Fourth Chief Prinee (4Q403 1 1 2 35: Unit Structure

Psalm of prase la maw oo
by the tongue of the fourth b WIT TR

to the Warrior who s above all heavenly ToR T b
beings with 1ts seven wondrous acts of

power

swoe oy LoD

arsel he will praise moe
the God of power DI TR
seven times with seven words of wondrous oy oot ot e e S v
praise. )

This reconstruction is supported by my poetic analysis, since, i we read W7, we
expect 1t o be followed by the modifier 27 and, most like l\ also element 2a, for
which there 1s not enough room inn the Hne. (‘om(mmg the puw bility that ele-
ments {c and 2a did occur in the preceding Ene we must remaln entirely agnos-

tic, since we have no basis on which to reconstruct the section between the end of

the first fragment of song 6 (Maslk L 8213 and the beginning of the praise of the
seven chief princes. I prefer to reconstruet the words preceding line 1 of the frag-
ment sanply as TR DETD 2mm3 mOmmL Contrast the reconstruction in Davila,
Liurgical Works, 1167,
¥ Compare Nitan, Cumran Prayer, 299 1. 84,

e Newsom, Songs, 181 "The text of #0403 11 1 s baplographic. MasShir8hab
i 7 must have contained elements D-F, though unfortunately this material is lost in
the lacuna. The schematic reconstruction is modeded after the psalm account of the
seventh chiel prince. The word T appears 10 be preserved i Q405 31 137
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The twofold pattern, here exemplified by the proclamation of the
fourth chiet prince, suits well the dramatc setting of the hymn in
which two parties are involved, God and the group of chief princes.
Yet, those proclamations structured in this twofold pattern lack two
important elements present in proclamations 3 and 7. These three-

fold proclamations repeat the nominal use of the theme word in ele-
]

ment 2a. More importantly, the designation 97 "800 (%of the chief

princes”) is found only in the threefold structure of proclamations 3
and 7. Aside from this designation, the compositon nowhere indi-
cates the identity of those who sing these praises to God. This gen-
itival construction with lamed 1s, therefore, crucial to the basic meaning
of the hymn. Without it, we would not be able to grasp the rela-
tionship between the actors in the hymn and the recipient of the
praise. Of course, we might anticipate that the praise of the seventh
chief prince, as the culmination of the hymn, would deviate from
the dominant twofold pattern. Yet, the hymn’s typological use of the
number seven does not account for the deviation from this pattern
in the third proclamation. It seems that for the author of the hymn
the sevenfold structure composed of threefold phrasing serves as the
model for a perfectly balanced composition. The twofold structure,
lacking as it does all mention of the pivotal actors in the liturgical
performance and limping along n 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 typological numbers 3 and 7, which were central
to the author’s conception of order in the heavens. By subtly replac-
ing the twofold pattern with the more stable threefold 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.

L. The Blessings of the Seven Chief Princes

Unlike the previous composition, the blessings hvmn found in the
second hall of the sixth song (40403 1 1, 10-29; 40404 1-2; 40405
311, 1-19; Mastk 1L, 23267 maimtaing a regular structure throughout.
Despite a few minor discrepancies,” each of the seven units of which
the hymn is composed can be divided into a threefold pattern: cach

# These varlatons are noted in Newsom, Songs, 196
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Table 3. Blessimg of Seeonth Chigf Prince (#0403 T 1 232850 Ut Shuchure™

Phrase  Function of Phrase Translation Hebrew Original
Ta ttle of unit ordinal number The seventh among DT WD LT
fvariable component; + chied the chief princes
prince Jhxed:
ih verh of blessing (Axed) will bless
le mstrumental epithet” “rame” i the name of
fixed; + auribute of God His holiness
[therne word 1] (variable
td veciptents of blessing: “all” alt the holy ones v o a’s Quncs i el b
ffixed] + substantive [theme | who establish
mounits 3, 4, 6, 7} fvariable; + | knowledge
ethical/epistemclogical terms
ity 3-7)
ie instrument: “seven words” with seven words WIR TP TR ETUD
ifixed; + nomimal [theme | in of His wondrous
privces 3, 4, &, 7] dvariablej + [ holiness
PL fixed:
2h verh of blessing fixed: and he will bless ]
¢ et 3 3 3 ~ H o - -
2d recipients of blessing: “all’ all who exalt His THERD v ot
fixedy 4+ substantive (vanable: starutes
+ ohicet foften ethical/
epistemological:
2o mstrument: Vseven words” with seven
fixedy + PE {fixeds wongrous words
o function of blessing {only in to be as strong ry nn
princes 6, 7 shields
3h verl of blessing: fxed and he will bless
3d recipients of blessing: “all” alt whe are
xedy + sebstantive in construct | appeinted for
with object, often ethical/ righteousness
epistemological fvariable}
dg attributes of reciplents: who praise His ]
participle + alject + adverh glorious kingship
fonly in song 7 [ torever
e Hatrtments Tieven wortds”T Gixed [ with seven Bt B e e
+ PL7 ivariation in units 4, 3 wondrous wortds
3F fanction of blessing imising in | for ctemal peace. oo oot
unit 3

¥ oText and ranslation are lam Newsom, SShivot,™ 257, 261, Lacunae are step-

plied from 40404 2, 58 (Newsom,

mmrean Praper, 3017,
T understand this clement instromentally becanse of s similarity 1o the phrase

Shiret,” 245 and 40405 3a H, 1319 For
detailed parsing of this unit’s poctic structure, see Newsom, “Shiror,” 268; Niwan,
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section 18 demarcated by the verb “to bless” {elements 1b, 2b and
3b. As in the previous table, I have categorized each phrase accord-
ing to hoth the section in which 1t ocours {1, 2, and 3} and its func-
tion {a, b, ¢, d, & and . Fach of these phrases is composite, made
up of both variable and fixed clements.

This hymn shares a number of important similarities with the pre-
vious one. Most noticeable is a passage at the close of the main
body of the hymn which recapitulates its foregoing action: “And all
the [chief] princes [will bless togethejr the divine [glod{s] in [His
holy name with] all (27; [their] sevenfold t[estimonies. And] they
will bless those appointed for righteousness and all the blessed . ..
bleslsed for efve]r [...] (28) to them.”™ Yet, since the composition
is not characterized by the use of theme words, the recapitulation
is not as extensive. 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 ®78, which is incorporated into a number of fixed expressions
throughout the hymn {e.g., clement 2e: Y201 822 27 Thus, the
blessings hvmn subordinates to its rigid phraseology the modes of
variation so characteristic of the preceding composition, The few
deviations from the established pattern are no more than minor shifts
within the predictable patrern (e.g., phrase 3e in units 4 and 5}
Those deviations that do perform a sigmficant function within the
composition {such as phrases 2f, and 3f, which clarify the function
of the blessing and the identity of the recipients) are located pri-
marily towards 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 three-way exchange among the hymn’s pri-
mary actors. Unlike the praise of the seven chiel princes, which
restricts its dialogue to two actors, the giver and the recipient of
praise, the blessings of the seven chief princes incorporate the broader
community of angels into its dramatic setting. The seven chief princes
are intraduced in the first element of the song /la), followed imme-

“by the tongue of” in the preceding ovele. Newsom interprets the phrase as an
invocation [ Newsom, Songy, 1955
4403 1 2628 (Newsom, “Shirot,” 2610
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diately by the fixed phrase “will bless” (992", The agent in whose
name this action is accomplished, namely God himselt, is then given.
The subsequent two secttons {2 and 3} do not recapitulate the actions
of the princes and God, only briefly echoing the verb of blessing
{phrases 2?b and 3b). Instead, they describe in detall the auributes
of the recipients. In this way, they focalize the set of actors enurely
missing {rom the previous hymn. This emphasis on the comprehen-
sive scope of this community of recipients is further evident from
the application in each of the three sections of the word “all” (71
to the angelic ranks {Id, 2d and 3d. The chief princes, rather than
being solely concerned with praising God, are here described as tarn-
ing outwards toward the multitude of angels in order to mediate to
them the fruits of their praise, God’s blessing. 'The composition closes
with a blessing formula, the only portion of either of the hymns of
song 6 formulated in direct discourse, recited by the seven chief
princes along with the larger multitude: “Blessed be the Lord. the
Kiing of] all, above all blessings and prlaise.”™ This henediction is
then followed by a statement that confirms the triangle of reciproc-
ity prefigured by the formal structare of the composition: “And he
will bless all the holy] ones who bless {Him and declare Him rightleous
(29! in the name of His glory. [And He will bijess all the everlast-
ingly blessed ones.”

The emphasis on the recipients of blessing in this hymn and their
inclusion in the lturgical action is striking, raising mmportant ques-
tions about the boundaries of this tripartite congregation. This 1s
especially true since the text often characterizes these recipients of
hlessing using either “ethical” or “epistemological” qualities {cloments
id, 2d, and 3d). For example, such phrases as 777 2 (“those
whose way is perfect™; and P78 WU (“those appointed for right-
eousness”) are applied to this group. These atributes raise crucial
questions concerning the identity of the actors depicted in the hymmn,

PA003 1T L 28 (Newson. “Shirot,” 2615

TOAOH03 T T, 28-29 (Newsom, “Shiror,” 2615

40403 11, 22 For the use of this phrase, see especialy QS 15 20 CD L
1516 TOM NIV, 7. Davila writes: “With small variations, the phirase those whose
way is sound’ appears oftien in the Qfumran] Liiterawre] . L always refernng to
human beings, especially the sectarians. Presumably it apphies o buman beings here
as well” (Liasical Works, 12121

F40403 11 27, In HOSa 1L 2, the phrase T 08T 07T s applicd w
members of the covenantal community the yahadi
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because they make explicit use of semantic fields drawn from the
human sphere. It remains unclear whether such phrases refer to
human or angelic figures. This problem is especially acute in the
case of the blessings hymn, which lacks any explicit statement con-
cerning the identity of this group.”” Moreover, this question proves
particularly important for establishing the relationship between the
human narrators of the sevenfold hymns and the lturgical action
they describe. Are we then to imagine a closed community in heaven?
What place does 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 comrmunity members who now have
a heavenly, angelic and divine identity,”” Building upon the possi-
bility that the Qumran community and, in particular, its priesthood
conceptualized itself in angelic and even divine terms, Fletcher-Louis
interprets the use of a common semantic field o 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 omtological identity. This assumption, how-
ever, is especially problematic in the Songs, in which language func-
tions primarily as a mode of representation and the imagined realms
are perforce described as mirroring the earthly reality of the author(s).

In fact, the Songs themselves explicitly reject the idea that the
boundary between the human and the angelic is permeable. The
one interjection on the part of the human community in the entire

cycle is an articulation of anxiety precisely concerning the hmits of

human knowledge and the human capacity to participate in the heav-
enly praise along with the angels: “/6) But [...] how shall we be

ey

considered [among] them (£2 200 70)? And how shall our priest-
hood (be considered) in their dwellings? And [our] holiness their (7
holiness? [What] is the offering of our tongues of dust 29 M0

¥ Newsom netes that “the one explicit reference to angels 7. "2h 723 in
4403 11 18 is a damaged reading” (Newsom, Sengs, 196

# Lrispin H. 1. Fletcher-Louis, “Heavenly Ascent or Tncarnational Presence? A
Revisionist Reading of the Songs of the Sabbath Sacrifice,” SBLEF 37 (19981 36785,
esp. 364,

* His analysis is heavily indebted to Christopher Ro AL Mortav-fones, " Trans-
formational Mysticisin i the Apocalvptie-Merkabah Tradion,™ 775 43 71992 131
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{compared; with the knowledge of the glods?™™ This use
of the first person plural stands in marked contrast to the third per-
son plural pronouns applied to the angelic singers throughout the
“blessings” hymn. The human tongue W% remains qualitatively
different from the “tongues™ which serve as the instruments of angelic
praise throughout songs 6-8."" The Sengs 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 fragmentary section that follows: “our
jubilation, let us exalt the God of knowledge “m7RY Moz wm=
. ™ Although this line emplovs verbal roots elsewhere in the
cycle applied to angelic song D27 and 707, I do not think that these
words are in any way intended to undcrﬂurzc the distinction just
drawn between human and angelic praise. Instead, this line simply
continues the logic of the preceding section by extending this hier-
archical thinking to include God Himsell: God s deserving of human
praise becanse He is as far removed from the angels (“all who have
knowledge™ of line 93 as they are from human beings. Taken as a
whole, the argurnent of this passage resembles Psalm 8, which simud-
taneously emphasizes the praiseworthiness of God by articulating
human inadequacy, while at the same tme affioming the necessity
of human praise. Likewise, the Sengs situate human song within a
hierarchy of praise. Human praise can appropriatcly express the glory
of God, but is nevertheless fundamentally distinet from the higher
modes of prase recited by the angels.

More precisely stated, this fragment of the Songs should be read
as an exphcit polemical rejection of the possibility of {full human par-
ticipation in the angelic sphere.¥ Although uncommon, this con-
ception of hwman participation is articulated elsewhere in the texts

FOAO400 2, 3-8, Translation from ’\(umm “Shiret,” 188,

Y Contrast npctmllx the phrase & T i 40403 1 HL 26, For the sys-
tematic use of “tongue” as the primary istrument of praise, see also #3403 1 L
6y 40403 UL 26-29; 40403 1 T, 3637 and passon

QM0 2, 8 (Newsom, “Shirot” [881

* My view concurs with the findings of sther Chazon: “To sam up, the Shror
m.immm a sui}\mzlmt ,md qualitative distinction between human pratse and thar
of the angels.” (Hsther Chazon, “Liturgical Communion with the Angels
Chomran,” in Sepeeniial, L,;zu eal. amd Pocticad ] exts from Qwnran: Proceedings of the Dhind
Mesting of the Deternationad O ion for Cimran Studics Osto 1998, Puldished i Memory
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found at the Dead Sea, most notably a fragmentary hymn that has
been termed the “Self-Glorification Hymn” by Esther Iishel, the text’s
primary editor."" According to Eileen Schuller, this poetic composi-
tion is found in two separate recensions at Qumran, the first in three
manuseripts (4Q427 6 IIL, 1-2 + 7 1, 5-23 {= 4QH*}, 4Q471b, and
TOH®* XXV, 6-14) and the second in a closely related, but distinct,
text, 4Q491 11 L® A fifth fragment, 40431 (= 4QH®, written in a
hand very similar to 40Q471b, contains a hymn that foilows the “Self-
Glorification Hymn” in that manuscript.* This complex textual sit-
uation has raised important questions concerning both the place of
this material within the wider Hodayot corpus’ and the redactional
activity it underwent in its transmission within the Qumran com-
mupity.” From her synoptic analysis of these fragments, Devorah
Dimant has concluded that the first person “SelfGlorification Hymn”
was initially an older, independent unit that was juxtaposed with a
second-person plural address and therchy incorporated into a new
textual complex.™

f Maurice Bmfiei fed. I K. Falk, ¥. Garcia Martinez and E. M. Schuller; STDJ
35; Leiden: Brifi, ‘2(}(}0] 98- 1023

“ Esther Esthel, “4Q471h: A Self-Glorification Hymn,” R 17/65-68 [1996)
186-94; idem, “1QSelGlonfication Hymn (= 4QH* frg. 17, in Quaman Caw
VI, Poetical and Litwrgical Texts, Part 2 (DD 29: ed. E. Chazon et al; Oxford:
Clarendon, 19499, 421-32,

* Fileen Schuller, © }(Q_Hn(hw)t" *in DD 29, 100-102. For text and translation
of 403427 6 HL -2+ 7 L 23, consult idem, “4QHodayvot",” 95-108; idem, “A
Hymn from a Cave Four H{J{f{;)u! Manuscript: 40Q427 7 1 + 0" FBL 112 (1993:
605-28; idem, “The Cave 4 Hodepat Manuscripts: A Prefimimary Descripton,” FOR
85 (1994 137-150, For emendations and comparison of three of these manuseripts,
see Devorah Dimant, “A Synoptic Gomparison of Parallel Sections i 4 427 7,
40491 11 and 4047187 FOR 85 (1894n 15761, See also in the same volume
John J. Collins and Devorah Dimant, “A Thrice-Told Hymn,” FOR 85 (1994:
131-35, For H3491, consult Maurice Bailler, Qumrdn Grotte 4, I (40488 40520)
{DID 7; Osxford: Clarendon, 1982y, 26-99,

Sclm er, ‘1QH(><i‘mxt 149208,

7 See Hileen Schuiler, “The Classification Hudayol sand Hodayst-like fwith Particular
Attention 1o FQ433, 404354, and Q4407 in Snpientinl, liz‘urfar(l! and Poetical Texis
Srom Quemran, 182-93,

¥ Ishel maintaing that the “SclfGlorfication Hymm”™ was initially a separate
composition, which was subsequently interpolated into the Hedgyet eorpus (Eshel,
“40471h,7 18145 For differing opinions concerning the relatonghip amongst these
various fragrents as well as of these fragments  the Hedapel corpus, see Martin
G Abegg, “HOETE A Gase of Mistaken Identity?,” in Pursuing the Text: Studies in
Honor of B. .. T¥ackolder o the Occasion af his Seventieth Birthdoy ted. J. €L Reeves and
F Kampen; j\()l%u;) i Sheffield: JSOT, 10948, 1368,

7 Dimant, “Synoptic Comparison,” 161 #3401 and 40427 share not only the
transition {rom a first person hymn 1o g sccond personal plaral address, but also
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The speaker 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 potental significance for our under-
standing of the Qumran community.” Yet, whether the speaker
should be identified as Michael, the Teacher of Righteousness, or
the eschatological high priest, what makes the hymn most important
for comparison with the Sengs is the paradoxical tension it maintains
between the speaker’s apparent degradation at hands of men and
his elevated status among the am{vi' The speaker described himsel!

s “despised,” “despicable,” and “shunned” by men,* while at the
same tme claiming that he “dwelis in the holy council”™ and is
even permitted to take a seat in heaven.™ The speaker’s rhetorically
effective self-deprecating stance functions as an emblem of his spe-
cial status.

What then is the relatonship between this “false modesty” and
the expression of human limitation in the Songs? Just as in the Songs,
the author of the “Self-Glorification Hymn” emplovs the root 2o
in the hitpa’el in order to articalate his place in the hierarchy of cre-
ation. Yet, the speaker here arrives at the opposite conclusion.
Consistent with his identity as “beloved of the king and companion
to the holy ones” @UTTP 27 770 7, he states: “T am reckoned

actual and preceding fnes .. I would mean also mean that the twe distinet liger-
ary units were already juxtaposed in the textual tradition reflected by the two texts.
Thus, these texts indicate the complexity, and perhaps the antiquity, of the textal
and literary history lying behind these works.”

¥ For diflering opinions on this question, see Bailler, DJD 7, 2-72; Morton Smith,
“Ascent to the Heavens and Deification in QM drchavolgy wnd Flistors i t!zr
Dead Sea Sevolls: The New Fork Undversity Conforence in Memory of }:ga!ﬂ' Yadin ied. L.
Schigfman: Sheffield: JSOT, 19805, 181-88; sec also a revised version of this ])dp( r:
idem, “Two Ascended to Heaven — Jesus and the Author of 404917 in Fesus and
the Dead Sea Serolls fed. J. H. Charfesworth: New York: Doubleday, 19925, 290--301:

Jobn J. Coliins. “A Throne in the Heavens: Apotheosis in Pre-Chiristian Judaisim,”

i Death, Eostasy, and Other Worldly Journeys {ed. 1. J. Coliins and M. Fishbane: \lhkmy,
N.Y. State University of New York Press, 19953, 4338 Martn G, Ahe . “Whao
Ascended to Heaven? 91, 40427, and the Teacher of Righteousness,™ i Eccha-
talogy, Messimmsm, and he Dead Sra S{MM ied, O AL Bvaps and PO W, Fhine Grand
Rupics, Mich.: Eerdrmans, 19975, 6173, Most recently, Eshel argued that the sp( aker
shoatld be ide ;miu b as the ese imtni sgical high priest [Eshel, E)]I) AR D

HO0471h 2-3. For texts and v mslmmix_? fellow Es lil DI o0, 428 i%L

l(}_‘uih

S 40471 1.

4T ID 6.
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with the angels” (U8 TUOR 09 "W And, whereas the speakers
in the Songs doubt the purity of their tongues, the speaker here won-
ders “who could measure the Bow of my lips (572" " Taw S5m0 who
can associate with me in speech (27T W3 2?2 The singular
speaker of this hymn is accorded precisely the exalted status and
function that the communal colleetive denies itsell in the Sabbath
cycle. The polemic contained in the Songs need not be seen as a
refutation of the specific claims put forward in this hymn. Certainly
we need not seek theological uniformity in the collection, especially
considering the possible nonsectarian nature of the Sabbath cycle.”
Yet, even if we are to view these two texts as parts of a unified sys-
tem, we should be carefil not to conflate their intended meaning by
secking 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 Songs
seek to articulate a hierarchical relationship between the human nar-
rators and the angelic actors in the heavenly liturgical drama.
Although comparison between works 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 has demonstrated the coherence
between the literary genre of the cycle and its theological stance con-
cerning the role of the human in liturgical acts of praise. In so far
as the human community functions as the implied narrators of the
heavenly drama, they do participate in the liturgy, but only in this
limited sense. This form of participation in no way 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 ngid mternal bound-
aries within the celestal community and between the heavens and
the earth. The structure of the sevenfold hymn thus serves an essen-
dal function in shaping the significance of the work. In order to
grasp more fully the nature of the sevenfold hyvmn, the following

¥ This line is fuliest In 40491 11 7 {Bailler, DY 7, 26-9. Eshel reconstruc-
dons 4Q471h frag. 1o using HM91 (Eshel, DD 29, 428

#4471 536, recomstructed from 40491 11 10,

7 Bee footnote 8§ above.
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section will explore the way this form maintains its essentially descrip-
tive character within a vastly different literary setting.

V. Sevenfold Praise m the Hekhalot Corpus: [7TR R¥T 708
{Hekhalot Rabbati $2715

The hymn analyzed in this secton, “You are Lord™ §271} is con-
tained in the Hekhalot literature, the earliest independent corpus of
Jewish mystical writings, This composition falls at the end of the
most stable and prevalent configuration of the macroform Hekhalut
Rabbati, 88812777 In this context, it is found embedded in a short
coflection of primarily liturgical compositons §8268-277. A frag-
ment detalling the alternate names of the angel Metatron (277
which concludes with a benediction, marks the end of this section.
In fact, most of the compositions which comprise this portion of
Hekhalot Rabbatr iexcept §268 and §277) are first attested in the old-
est identifinble Fragment of the Hekhalot corpus found amongst the
textual remains of the Cairo Gemza, 'T.-5. K 21.95.5, although often
only in partial form and in a radically dissimilar order.” This frag-
ment, written on a leather scroll imegllah), was likely copied before
the 9th century.” Johann Maier is the last scholar to have subjected
any of these hymns to thorough formal analysis.” To my knowl-
edge, the formal and discursive features of the sevenfold §271 have
never been compared to those of the Qumran Songs.

Al of the hvimns contained m this discrete textual unit are character-
ized by highly formal poctic features. §271, however, is unique for its
use of the number seven as a structuring principle. This composition

W Sehifer, Dherselzung, 2ixv-xix. The Sar-toreh section that follows & {§§278-306)
comstitutes an independent redactional unit,

® Schifer has published this as ragment Gl in his Geniza-Fragmente zur Hekhalot-
Literatur {Tiibingen: Mohr Sicheck, 19841, 9-32. On the mplications of this frag-
ment for the formation of the Hekhalot corpus as a whole and of Hebhalot Rabbar
in particular, see Schifer, “Zum Problem der redaktionellen Identicir von Hekhalot
Rabhatr” 70-72; alsn see the English summary of thiy secdon in idem, "Pradition
and Redaction in Hekhalot Literature” 1012,

¥ Schifer, feonize-Fragmente, 10.

% Johann Mater has wreated two of these anits separately i swo brief articies,
On §271, see “Hekhalor Rabbati wod, 3.7 Judwica 21 (1965 12933 on §274,
“Hekhalot Rabbatd soodi, 23, Judaies 22 (19660 200 217, My analbvsis is indebod
to Maier's work, See adso Johann Maier, “Poetisch-liturgische Stiicke aus dem ‘Buch
der Gehesmnisse,”” Judaca 24 11968 17281
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comnsists of two sections. The first is a short introduction, which
prefigures the structure of the cycle to follow: the seven theme-words
used in the hvimn are listed as substantives in apposition to the main
title of God, ie., Lord (¥R}, In fact, this introductory précis lends
an added dimension to these theme words, which are used as sub-
stantives nowhere else in the composition. The final line of the intro-
duction, forms an inclusio, recapitulating the first line. The phrase
“You are Lord” thus functoons as a title, which introduces the main
fixed element of the hymn, but is not included in the body of the
hymn. In this way, the hymn can be read as an expansion on the
“lordship” of God. This introductory section functions in very much
the same way as the concluding summaries so typical of the seven-
fold hymns of the Songs, in this case adumbrating the form and con-
tent of the hymn that follows.

The second part of the composidon forms the main body of the
hymn. This seven-part song details the praise offered to God by a
series of figures. As in the Sabbath Spngs, the actual words of praise
are not given; instead the order of praise is described. Each of the
sevenn phrases which make up the hymn contain three units. Each
unit has a constant element and a variable clement constructed from
the unit’s theme word, The poeetic structure of these phrases can be
expressed as a simple formula: constant 1+ variable 1, constant 2
+ variable 2, and constant 3 + variable 3; or, more precisely, “afiah
hu + theme word as predicate (masculine singular), lebha + theme
word in participial lorm {nmasculine plurall, and kol benle + theme
word in nominal form {abstract nounj. This can best be seen in
Table 4 below.

The formal sitnilaritics between this hymn and the earlier hymns
of the sixth Sabbath song are strilking. In addinon, the hymns share
a common vocabulary of praise. Some of this vocabulary has roots

in the second temple pertod. For example, the first two elements of

-.IS.!.—-
o

this hymn, 77771 and 9723, are also the first two elements of the
iturgical series found in | Chr 29:11, FEven more noticeable, how-
ever, is the common emphasis on the ullness and compreliensive-
ness of the lturgical activity. Both the “blessings” hvmn and the
Hekhalot hymn make the systematic use of the word 2. This sense
of inclusiveness is further enhanced by the comprehensiveness of the
tormal structure.

As in the “blessings™ hymn, the identity of those oflering praise
to God is left indeterminate. While it is true the phrase -%u3 is

;if

P —
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Table 4. The Seeenfodd Structure of Hekhalot Rabbati §277%

i, You are Lord,

2, the great {1}
the mighty (2}
and the awesome {33, 2. chain of seven

Introductory précis: THG WY TR L
L. title phrase (0 g

L iy
[R2%

WIN

the righteous (4} substantives using
the pious, theme words in
and the holy 6, apposition te fide

and the faithial (7,

3. [long-sutfering and full of
grace and truth]®

3. lrurgical insertion
from Exodus 346,

4, You are Lord,
God of gods and Lord of

4. mnchuio expanding
on title phrase

Lords.
5. You are great, {1A} 5. 7 threefold units:
they declare You great, (1B} 1. Caftah bu + variable
all the great ones. (163 (predicate’
. 2. lkha + ~variable DT ORYT R
You are mightv, [2A] {m. pl partic. TR _“;";
they declare You roighty, (28 3. kol bidfale + variable s v e
all the mighty ones. (D {(nommal}
You are awesome, i
to You rejoice (3B
all whe rejoice. £
You are righteous, (1A} AR R
they declare You nighteous, ¢ TRTIER 77
all the righteous ones, 4 =y el e

T follow the version of the ext found m MS V228 of Schéfer's Simopise, except
for the first phrase 997 378 8% MR, which 5 given in a shortened form 7R
{7 s, Several of the other versions deviate from the strict formal pattern, teavs
ing out a phrase and placing the cements o of ovder feg, M221 ar mcorpe-
rating foreign matenial g, M4 which adds %7 o some phi The order of
the verbs of praise in V228 corresponds exactdy o G B/716 27 (Schdifer, Gendzer
Fragmente, 13].

* Exodus 34:6. Though present in all major manuscripts, the phrase s omside
the formal constrains of the compositon, It is entirely absent from e version
found in G1 at B8
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Table 4 {oont)

You are pious, (5A] TTTORYT TR
they declare You plous, (5B; HeTm T
all the pious ones. (303 M tos to

You are holy, (BA}
they declare You holy, (6B
all the hely ones. 6C}

You are faithful in vour words, (7A; TN RTT AT

! o v s

R

You are entrusted with faith (7B I T
by all the faithful ones. (7C} R e o

applied to humans in other portions of the Hekhalot corpus,” the
use here is most closely paralleled in a hymn from earlier in Hekhalot
Rabbatr:

Be elated, be elated, you elevated ones [mmmm ~Suz)
Be exalted, be exalted, vou sublime ones (7™ “”)SJ:J“-‘
Be mighty, be mighty, you mighty ones {17132 “ua)

Be proud, he proud, you proud ones (Mi3 “501)!

Because elevation and might, pride and sublﬂmty

are {or the king of the world alone and for all fns attendanis 0TI
For it befits the attendants of his pride to be proud,

and the bearers of his throne are worthy of being mighty™

This fourfold hymn bears striking resemblance to the seventold hymn
here under consideration. Although less artful in its variation, each
of the four phrases contains three units in which the theme word s
used in both its nominal and its verbal form. This hymn, however,
leaves no doubt that the phrase here refers to God’s angelic atten-
dants ("7}, who are said to bear up God’s throne. In light of
this usage, it is doubtless the case that i §271 those who offer praise
are likewise the angelic host,

# F supply this reading from M5 M22. MS V228, along with sl the other man-
uscripts published in the Sprapse, vead O “ta long for”
E Iy +suid to be more beloved of God

i

than 707 "2RDa.
#8167, T follow the reading in MS M22 in Schaler's Swmpse.
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Despite the similarity in angelological terminology between these
two hymns, there remaing a crucial difference: in §271 it is the angels
who offer praise, but in §167 they serve as the very objects of ven-
eration. In both cases, it is the human community that functions as
narrators. However, i one case the discourse is indirect and descrip-
tive, while in the other the human voice participates directly in the
praise. This disparity between these two hymns corresponds to the
widely divergent judgments offered in the Hekhalot corpus concerning
the appropriateness of human participation in the angelic lturgy and
the possibility for human mediation between the heavenly and carthly
spheres.” Immediately following the hvmn in §167, the text makes
an unequivocal statement: “A decree from heaven upon vou, descen-
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 elevaton and of might, of pride and of sublimiry ™™
However, this declaration is contested within the macrotorm Hekhalot
Rabbati and even within the very microform containing this seven-
fold hynm. For example, §274 asserts that it is the obligation of all
creagures o offer praise to God. However, a parallel passage found
i a Gendza fragment assigns this same responsibility to “the House
of Isracl in all their dwelling places™ as well.® By contrast, in §276,
the text cautions: “Who can speak (about one of your thousands
upon thousands of myriads upon myriads of mighty deeds?™ The
imphcit answer: neither human beings, nor angels. In vet another
tormulation, §307 declares: “Who can recount the wonders of God
s S5 mi? Who ean proclaim the praise (720 minT DI )
of the King of Kings? Only the service-angels §0m "oRm 1o

“ For a synthetic reatment of the divergent atitudes towards the relatonship
between human beings and angels within the Hekhalor lierature, see Peter Schiiler,
The HMidden and Mantfest God (Albany, N.Y.: State University of New York Press,
1994]. For Schifer’s weatment of the same theme in rabbinie terature, consuli his
Rl Sngeln und Menschen: Unfersuchungen wur rablinischen Fngeloorsieflung {Berlin:

GU D13 140
(Schifer, Gentze-Fragmente,
7 E2760 1 follow SV ))%
This passage echoes Psalm 106:20 It is only found in Heldafet Rebbut! in MS
\'2?.8,
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The implication here is that it 18 the task of angels, and not of
humans, to offer praise to God.

Conclusion

This modest comparison of several select hymns from the Smgs of
the Sabbath Sacrifice and the Hekhalot corpus suggests that the genre
of the sevenfold hymn carried with it an implicit answer to the gues-
tion of hurnan participation in the heavenly liturgy. I have argued
that the oblique, descriptive discursive stvle of this genre was well
suited to the emphasis on organization and hierarchy characteristic
of formulaic poetic structures. In this way, the sevenfold compost-
tions we have looked at offer the human community an opportunity
to participate in the heavenly lturgy drama, while at the same time
asserting a fundamental boundary between human beings and the
angelic host they describe. Despite the mcreasing emphasis in the
Hekhalot literature on the permeability of the boundary between
heaven and carth and between the human 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 similaritics between the poetry of the Qumran sectarians
and of the Hekhalot authors. In particular, the focation 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 badition and con-
crete textual dependence. Instead 1 have purssed a model of influence
that takes seriously the mediating force exerted by formal poetic
structures in conjunction 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 case one whose performance and
musical history is virtually unrecoverable. Both of these compositions
apparently belonged 10 a continuous tradition of postbiblical refi-
gious poctry, the sevenfold muitation fo praise. T believe that this more
cautious approach reveals that, although the Somgs did not serve as
a direct hink in the evoluton of Hebrew mystical poetry throughout
Late Antquity, they ~ like the Hekhalot hymns - can serve as snap-
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shots of a widespread, dynamic and tenuous process of development.
As 1 have shown, a certain style of indirect and descriptive 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 formal or the-
matic features of the disparate compositions, but also to their larger
literary and cultural contexts.



