HEBREW UNION COLLEGE - JEWISH INSTITUTE OF RELIGION
NEW YORK SCHOOL

INSTRUCTIONS FROM AUTHOR TO LIBRARY FOR THESIS

AUTHOR: C e tedncco

} o W) : 7 1 i
TITLE: \4\\_—1 YN S \-IrL'-C_z_"-, | Tﬂﬂ’t_, "'nrﬂ; ¢ N IeTorY Syerdla S HLANENTS
+ ;

TYPE OF THESIS:
RABBINIC () SSM (,’/ DH.L. ()
D.MIN. () MARE. () MAJS. ()

1. ()  May be used without my written permission.
2. {Jf My written permission is required for use during the next L years.

Note: The Library shall respect restrictions placed on theses for a period of
no more than ten years.

I understand that the Library may make a photocopy of my thesis for
security purposes. ;

3. The Library may sell photocopies of my thesis. _‘-_{_ g e
/7/ ] h—(@ LE
|- 30-Yp AL {ﬁ NCT
Date Signature of Author - /
LIBRARY RECORD
W /0 /3 ‘/ G
Signature of Library Staff Member

January 10, 1996




WOMEN'S VOICES IN THE BIBLE: VICTORY SONGS AND LAMENTS
CLAIRE FRANCO

Thesis Submitted in Partial Fulfillment of
Requirements for Master of Sacred Music Degree

Hebrew Union College-Jewish Institute of Religion
School of Sacred Music
New York, New York

January 29, 1996
Advisor: Dr. Nancy Wiener

any
THE KL:”m';:W . tAT

NIW

1 WEST 4TH
YORK.

uRiok 5¢
£ CENTER

STREET
Y 10012

O * 2
unct

S ]



Acknowledgments
Introduction

1 Victory Songs

2 Laments

3 Comparisons/Conclusions
Index of Passages Cited

Bibliography

CONTENTS

i

35
48
56

57



ACKNOWLEDGMENTS

| offe;{])' sincerest thanks to the entire faculty of the School of
Sacred Music who have guided me on this journey from the very
beginning. Each of you has contributed something unigque to this
profession and have been gracious to share your knowledge,
experience and soul with me. My special thanks to Dr. Nancy Wiener
for her expertise and thought provoking insight into my topic. 1
could not have asked for a better mentor or sounding board. Her
patience and understanding allowed this project to be an invaluable
and pleasurable learning experience. My eternal gratitude to Cantor
Bruce Ruben, Rabbi Harvey Tattlebaum, Rabbi Janise Poticha and all
of the staff at Temple Shaaray Tefila- it has been a privilege to work
with and learn from all of you. Of course, | extend my deepest
gratitude to my family all of whom have offered unconditional
support throughout my time at Hebrew Union College. I could not
have done this without the patience and understanding of my
parents, my in-laws and most of all, my husband, Alan, Last, but not

least, my early thanks to my daughter for waiting to be born until



INTRODUCTION

The literature of Early Israel can be understood as a distinctive
artistic expression with unique performers and Sitz im Leben. There
is a general consensus among scholars that the archaic poetry, the
narratives of the Judges and other stories circulated orally before
being written down. In'searching for the authors, composers and
transmitters of these stories and songs, it becomes clear that in two
of the traditions—-the Victory Song and the lament-- women played
the significant, if not primary role. Common performative elements
and language associated with women appear in the descriptions of
both rituals.

To fully undersiand the role of women in these traditions and
consequently, in the larger social structure, the connections between
the composers, performers and transmitters of the literature in its
oral form and written form must be understood. The purpose o?lhis
study is to examine the evidence to support the role of women as the
composers, performers and transmitters of these oral traditions
through an examination of the biblical descriptions of the
performative elements of the rituals. By identifying these songs as
distinctive musical traditions, we are able to gain insight and
understanding into the role that women played in certain rituals and

in the community at large.



1. VICTORY SONGS

The Victory Songs have been identified as one of ancient
Israel's types of war songs. Hermann Gunkel classifies the Victory
Songs as a secular song type and suggests possible performers and
settings for the songs.

Every ancient literary type originally belonged to a quite
definite side of the national life of Israel...so in ancienl Israel
the song of victory was sung by maidens to greet the returning

war host.1

Other scholars have supported and elaborated on Gunkel’s
identification of this genre.

The Victory Song was sung by women upon the return of the
victorious army or at a separate victory celebration

accompanied by music and dancing.?
To be considered a genre, Gunkel asserts that the literary type must
have a specific use in a particular social setting with consistent,
identifiable performers and participants. He states:

Every genre shows its individuality in defined characteristics:
1) In acommon store of thoughts and moods, which is
carefully transmitted from generation to generation.
2) In a traditional linguistic form, i.e. definite phrases,
sentence structures images and so forth,
3) A definite Sitz im Leben of the people, in which it originally
had its special place, out of which just these thoughts and their
forms of expression have arisen and in which they are
therefore also to be understood even if it is true that the
) Hermann Gunkel, What Remains of the Old Testament and Other Essays. trans. by H K
Dallas (London: George Allan and Univin Ltd., 1928) pp. 59-61

; Georg Fohrer, |ntroduction to the Oid Testament. trans. by David E. Green (Nashville
Abingdon Press, 1968) p. 275.
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genres in a more developed time, when writing came to
dominance in the cultural life, had given up this oldest
situation in favor of the written book.

Only where we have all three criteria preserved together, only
where we can ascertain that definite thoughts in a definite
form on a definite occasion were expressed do we have the

right to speak of a genre.?

In order to understand the Victory Songs as a distinct genre, one
must undertake a careful analysis of the various components of the
songs.

Although several features of the Victory Songs have been
studied in detail, little attention has been paid to them as a literary-
musical genre. In order to have a comprehensive understanding of
the Victory Songs as a literary-musical genre, it is necessary to
explore the musical features of the Victory Songs. While it is
impossible to know exactly what these songs sounded like, various
musicological sources help to set parameters within which the
musical sound can be described. Using available sources such as
theoretical texts on the Ancient Near. East,* reconstructions of ancient

instruments and historical musical traditions about which we have

some knowledge, it is viable to examine some of the possibilities for

3 Quoted from An Introduction to Old Testament Study, by John H. Hayes (Nashville
Press, 1979) p.127 in an article by Hermann Gunkel, "Jesaia 33, eine prophetische

Abingdon
liturgie,” Zeitchrift fur die Altt tl Wi aft (1924) pp 177-195 Translator not
indicated.

: J. B. Pritchard, ed., Ancient Near East Texts Relating to the Old Testament (Princeton
N J. Princeton University Press. 1950. 1954, 1969)
3



the meter, scales, motifs and vocal sounds of these songs.

The identification of the setting of a genre in the life of a
people must include the naming of both the originators and
transmitters of the tradition. The biblical texts ascribe these songs to
women. This ascription has caused much difficulty in the
understanding of the Victory Song as a specific genre with its own
social, theological and literary history.

Scholars have often been able 1o accept a Miriam or a Deborah
as the poet - composer of Exodus 15:21 or Judges 5. But they
have seen these women as individuals, not as examples of a
women’s traditioning group.’

For women, 1o be considered the creators and transmitters of a
tradition, they must fulfill a consistent role in a society that allows
them to pass the tradition from generation to generation. To
appreciate the role that women played in the transmission of this
tradition, the connections between the original occasion and ongoing
institutionalization of the ritual must be clarified.

Any study of the Victory Song tradition must include the
narrative. The narratives that accompany the Victory Songs are a
primary source of information. They often describe the performance,
the occasion and the composer-performers. The narratives also

reveal a characteristic viewpoint and standard vocabulary for

5 Eunice Blanchard Poethig, The Victory Song Tradition of the Women of Israel. Ph D
Dissertation, Union Theological Seminary, 1985 p.12.
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recounting the Victory Song performance. The texts to be studied
are those passages that establish the Victory Song as a distinctive
musical tradition and that give information about women as the
singers of Victory Songs:
Exodus 15:1-21 “Song of the Sea” and “Miriam’s Song”
Judges 4 and 5 The Battle against Sisera, “Deborah’s Song™,
Yael’s victory and Sisera’s mother’s query
Judges 11:34 Jepthah's daughter's welcome
1 Samuel 18:6-7 (21:12 and 29:5) The women laud David
over Saul
2 Samuel 1:20 The daughters of the Philistines rejoice

Jeremiah 31 The Virgin Israel and the maidens will rejoice

Judges 5 and 2 Samuel 1:20 give evidence for the setting of
Victory Songs in the life of Israel and her neighbors. In Judges 5, the
mother of Sisera, the Canaanite, and her ladies sing a premature song
of Sisera’s victory. In 2 Samuel 1:20: David speaks of the daughters
of the Philistines rejoicing. Three of the narratives, Exodus 15:21,
Judges 11:34 and 1 Samuel 18:6-7, describe the setting and the
performance of the singing of Victory Songs. Exodus 15:21 and
Judges 4 and 5 give information about Miriam and Deborah who are
credited with the singing of the Victory Songs.



In order to develop as complete a picture as possible of the
musical dimensions of the Victory Songs, we will study those texts
which offer the most explicit description of the performances:

1 Samuel 18:6-7. 29:12 and 29:5. Exodus 15:20-21 and Judges 11:34.

Texts
We begin the text study with 1 Samuel 18:6-7, 21:12 and 29:5.
A standard vocabulary used to describe the Victory Song

performance, emerges in these texts.

1 Samuel 18:6-7
ATYBN-NR MR MT T3 DR M 6
TTh SRIYT TIY-YIn DI MIRIN
p'Bna Tom1 MRE ARIPY nnem
<N vird = e el 7
ABRMY MPRTRT OUIT AIYMm 7
NI T BRI ARY 1IN

6 When they came home,
when David returned from killing the Philistine,
the women came out of all the cities of Israel to sing

the dance chorus to meet Saul the King,



the dance chorus to meet Saul the King,
with frame drums. with joy and metal clappers.
7 And the performing women sang antiphonally
They said,
“Saul has slain his thousands
and David his ten thousands.”6
1 Samuel 21.12
THR @UOR TaY YWRM 12
Y RGO TIRD PR MT A-R0A

WK PIRE 727 MRS MPnna Uy

N7 MM
12 And the servants of Achish said to him
“Is this not David the king of the land?
Did they not sing to one another of him in the dances,
‘Saul struck his thousands

and David struck his ten thousands'?”

6 Tanakh-The Holy Scriptures. Translation according to the Jewish Publication Society.
1985  All subsequent transiations are from the same source.

7




1 Samuel 29:5
nonea -1yt UK T M RSN
N2272 MM BYR2 PIRE 197 NKY
5 Is this not David, of whom they sing 1o one another in the dances,
sayving,
“Saul struck his thousands

and David struck his ten thousands?”

Most of the key terms that identify the Victory Song as a
distinctive musical tradition are found in the texts from 1 Samuel. I
is interesting to note that these texts mention no leader for the
women's chorus. Nonetheless, they do contain specific terms that
appear to be part of a standard vocabulary used to describe the
Victory Song performance.

D@7 MIRIM (and the women came out)... ARIPY (1o greet).
The verbs ‘come out’ and ‘to greet’ are frequently found together in a
military context. Examples of this combination can be seen in Judges
4:18,“..nR7PY Yy R¥M ", Judges 20:25, “...0DRIPY 12732 R¥M” Judges
20:31,“..0Kp% 12332 33 YN, 1 Samuel 41 “..AKPY PRI R¥Y
and Isaiah 7:3 ... NXIP? RIRX...” This combination appears

specifically in the context of a Victory Song in 1 Samuel 18:6 and in



Judges 11:34, “..ANRIP% NRY™...” Although, NR7pY can be translated
as ‘to meet’, many scholars use the more specialized ‘'to greet'
because of “...the clear implication that the purpose of their meeting
is to deliver a verbal greeting."’

nonam (and the choristers/dancers). Most translations treat
this term as a compound with 3°*¥? to mean singing and dancing.
However, the two terms are not grammatically parallel.
Consequently, a more accurate translation is a dancing chorus. This
idea is parallel to the mpnwnt o'wi7 (the performing women) that
are also found in the passage. This description of the women as
entertainers is unique among biblical Victory Songs. The verb mnw?
appears in Jeremiah 15:17, 30:19 and 31:12, Zechariah 8:5 and
1 Chronicles 13:8 and 15:29 in a festival setting. In all of these
passages, the term seems to refer to a defined group or professional
guild. In the festival settings, the emphasis is on pleasing an
audience. The audience varies from text to text. In Jeremiah 30:19
and Zechariah 8:5, the Song is directed to Adonai. Similarly, in 1
Chronicles 13:8, the performance is for G-d. In 1 Samuel 18:6-7, the

women greet Saul and David and sing to them. In Exodus 15:21,
while it is G-d who is praised for saving them, the entire community,

7 Ibid., p. 75



led by Miriam are the performers. In all of these verses, the usage is
distinctive because of its performance aspect.8

It is clear that only women comprise the group of performers
in 1 Samue] 18:7 and in Jeremiah 31:12. Whereas in Zechariah 8:5

the performing group was clearly made up of men and women:

S b B )
5 ...shall be full of boys and girls...
The term MnMTY seems to cover a broad range of acts performed by
individuals or groups before G-D as in Jeremiah 30:19, Zechariah 8:5
and 1 Chronicles 13:8, before returning heroes as in
1 Samuel 18:6-7, or before people during festival occasions as in
1 Chronicles 15:29.

1 Samuel 18 :6 provides a clear description of the nipnwRT DTN
(performing women) coming out of the cities D'Z?¥21 AT 0°BN3,
“with noisemakers, music and various dfmce movements” 1o greet
Saul and David. There is a parallel reference in Jeremiah 30:19, “...
“«.0°pron Yip) M7 DaR X¥N” and in Jeremiah 31:3, “0°pnwR PR3
NRYM T8N ..." Although the references in Jeremiah could merely

reflect a dependence on the Victory Song tradition as a literary form,

8 Elsewhere mnv> is clearly not performative in the same sense. In 1 Kings 4:20 and
Ecclesiastes 8:15, it seems to connote general merrymaking or enjoyment

10



“it would seem to be a living cultural tradition in the late
monarchy.”9
0*5n3 (with frame drums). These drums are the

characteristic instrument of the Victory Song. They are usually
referred to in the plural suggesting that they are playved by a chorus,
specifically of women. Other instruments, the *@%® are not so easily

identified. There exists some debate as to what exactly these

instruments sounded like. Some scholars base translation on the root
of the word and describe it as a “three stringed” instrument or lute.10
Others assert that lutes were marginal to Canaanite culture and that
it is more likely that the 2'0%¥ were cymbals or metal bowls, basing
their contention on the many instruments of this kind which have
been recovered at archeological sites.!! Curt Sachs posits a very
different possibility that the D°¥7?¥ were not instruments at all. He
bases his hypothesis on the fact that 0*7%¥ is separated from the

0°8N in the list found in 1 Samuel 18:6-7. He concludes thatitisa

dance or dance steps connected somehow to the ntPnn.12 Although

9 Ibid., p. 97

10 Eric Werner, *Musical Instruments,” The Interpréter's Dictionary of the Bible 3 (Nashville-
Abingdon Press. 1963) p. 475.

n Bathya Bayer, The - alics

Israel Music Institute, 1963)pp s-s

2 Curt Sachs, The History of Musical Instruments, (New York W. W. Norton & Company,
Inc., 1940) p. 123.
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the specific meaning of the term is not clear, there seems to be an
obvious relationship between the 0°&p, the opnwn and the 0w, If
all three are some kind of sound associated with the performance,
the three components of the Victory Song performance could be the
drum, the joyful noise produced by the singers and some kind of
metal clapper. Or as Sachs claims, the three elements would be the

drum, the joyful song and the dancing.

713*J¥ymM (to sing responsively) This term appears to refer to an
antiphonal or responsorial type of singing and may be seen as a
specialized aspect of MY% (to answer). The verb appears in the
context of the Victory Songs in 1 Samuel 18:7, “... 7 p'wIn nmym”,
1 Samuel 21:12, “InxY nivnpa 1y, 1 Samuel 29:5, “...nonna 19
uy"..” and in Exodus 15:21,“ ..0" of? 1yM". There are other

passages which contain the verb in contexts other than that of the
Victory Song. In Numbers 21:17 and Isaiah 27:2, Israel sings
responsively to the well and to the vineyard respectively.

Deuteronomy 21:17 and 25:9 contain uses of the same term in a

liturgical or juridical setting. Ze'eb Weisman asserts that the ny%

(to answer) can be distinguished from the nuY? (to sing antiphonally

or to recite to music) by the preposition that follows the form of the

12



verb.

.. MIY? “to sing” with the preposition % appears only in poetry
where singing is implied while My with AR and a direct
object is a prose form meaning “to answer.” NMIYY with the &

Itis clear that the responsorial or antiphonal style of the
Victory Song performance was not unique to that genre. The style of
presentation was common in both secular and liturgical settings.
Several types of antiphonal singing, chanting or recitation exist
within the texts explored here. The Victory Songs suggest either a
chorus of singers as in 1 Samuel 18:6-7, 21:12, 29:5 and Judges 5:11
or a leader with a chorus of singers as in Exodus 15:20-21, Judges
11:34 and 5:12. When a leader is specifically mentioned, it is a
woman whose standing in the community is already established.
Three such women exist: Miriam, Deborah and Jephthah's daughter.
Longer biblical Victory Songs, cast in the first person, like the one
found in Psalms 30:12 suggest the importance of the leader in the
performance. This characteristic femélle leader was not exclusive to
Biblical culture.

“The exultation of Inanna”, composed by the high priestess and
(daughter of Sargon) Enheduanna, gives 3rd millennium BCE
evidence of an antiphonal performance between a female

13 Ze'sb Weisman, *1°N1 @ (Judges, v.29)" Vetus Testamentum 26 (1976) p. 116-120
Translator not indicated.
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leader (Enheduanna) and a chorus. 4

Another example of the female leader can be found in Egyptian
culture.

The Egyptian tale Sinhue describes the Setting of a Victory
Song led by the queen in the court of Pharaoh.!5

A tradition of Victory Songs by women, without a
designated leader also exists in the Ancient Near East.
1 Samuel 18:6, 21:12, 29:5, and Jeremiah 31:12 are biblical examples
of this tvpe of performance. Examples can also be found of such
choral performances without a leader in Egyptian literature .

In the Victory Songs quoted in the Hymn of Mer-ne-ptah and
in the Hymn of Joy at the Accession of Ramses IV, the singers

are “they” of the “towns of Egypt” or the “womenfolk.”1¢

The Victory Song texts suggest two types of responsorial
performance. In the first sort, there is a repetition of a couplet as in
1 Samuel 18:6-7 and Exodus 15:21. The second type uses poelic lines
interspersed within a narrative as in the “Song of the Sea” found in
Exodus 15. Neither type is dependent.on the presence of a leader.

The particular type of Victory Song performance outlined in
the texts from 1 Samuel as well as the standard vocabulary used to

14 W. W. Hallo and J.J. A. van Dijk, The Exaltation of Inanna (New Haven' Yale University
Press, 1968) p. 80

15 JB Pritchard, Ancient Near Eastern Texts with Supplement (Princeton, NJ. Princeton
University Press, 1969) pp. 18-22

16 Ibid.. pp 378-378

14
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describe the presentation are also found in the previously mentioned

passages from Exodus and Judges.
Judges 11:34, 11:37
MM 1N°3 DK NB¥AT ANEY K2 34
P nHNRAY B'BN2 INRIPY AR N2
LN2-IR 12 uRn M-PR T RN
™I 7TT P APYY TIAR-DR MWRM 37
27K O'TIN DM Civn 187
(N1Y7)  NNYT DR YINa-by A9aR) DT By AT
34 Jephthah came to his home at Mizpah:
and behold.his daughter came out to meet him with timbrels and
with dances; she was his only child; beside her he had neither son
nor daughter.
37 She said to her father, “Do this thing for me:
let me be for two months,and 1 will go with my companions to the
mountains and lament and bewail my maidenhood.”

Many of the images of the Victory Song performances
described in detail in the passages from 1 Samuel appear in this
verse. Jephthah returns from defeating the Ammorites and his
daughter “came out” to “greet him”. She came with “drums” and with

“dances”. It is interesting to note that Jephtah’s daughter greets her

15



father alone in verse 34 while her companions are already present in
verse 37. This could be a mere literary device. But it seems more
likely that while his daughter is mentioned in the singular, the plural
forms of “drums” and “dances” imply that she was leading her
female companions that are mentioned in verse 37.

Exodus 15:20-21

AR 17X DR AR°237T 0 npMm 20

TN 0'TIN-9 IR¥M AT AR

nbnnay oana

NI MY 17 o on ym 21

03 727 122 DD N3

20 Then Miriam, the prophet, the sister of Aaron, took a drum in her
hand; and all the women went out after her with drums and dances.

21 And Miriam sang responsively to them,

“Sing to Adonai, for he has risen up triumphantly

Horse and its rider he has thrown into the sea.”

These two verses contain all of the elements associated with
the Victory Song tradition of the Bible. Miriam, a woman of standing
in the community, takes a “drum” in hand. A “chorus of women”

comes out after her with “drums” and with “dances.” They “sing” to

16



each other in an “antiphonal performance.” All of these features
combined comprise the distinctive performance style of the Victory
Song tradition. Taken together, these elements convey a particular
musical presentation,

In summary, the texts reveal key information about the
performance of the Victory Songs. The use of drums and dances or
movement are two significant components of the Songs. The purpose
of the presentation was to honor a deity or a hero returning from
battle and were part of a festive celebration. The dances and the
drums served as accompaniment for the antiphonal singing between
a lead female singer and a chorus or between two choruses.
According to the textual narratives, in the early tradition the
performers were exclusively women. While in the later traditions
both men and women were involved. The common scene was one in
which the lead singer came out from the city or dwelling to greet the
victor and to make a joyful celebration.

Several elements suggest a high level of “professionalism”. The
proficiency needed for the dances and to play the instruments, the
expectations of the audience in the celebrative context and the length
and complexity of the longer poetry in the longer Victory Songs all
imply a certain amount of training, at least for the leader of the Song.

It seems evident that the same high level of skill was not required of

17



the chorus.
Musical Sound

The actual sound of the Victory Song performances is unknown.
While the practice of recording spoken words in writings has allowed
for the preservation of poetry, the same cannot be said for the
recording of musical sounds. We do have some available sources for
speculating about the musical sounds of the Victory Songs. The
sources of information are:

1) the analysis of ancient texts with attention being paid to
indications of performance... 2) the identification of
archaeological artifacts as instruments and their examination
by musicians and 3) the comparison of biblical references with

contemporary practices in the Middle East...!7

Ethnomusicological methods can help to define some of the
parameters of the Victory Song performance. With its modes,
meters, melodic phrases and sounds, it would seem that the music
has its own characteristic moods and forms.

The classic Near Eastern music of today uses various metrical

patterns: regular beats, complex meters and free improvisation. The
dominant form is the magam,

Each magam is characterized by a particular
melodic range, mood, typical phrases and progressions as well

17 H.G. Farmer. “The Influence of Music: from Arabic Sources™ (Proceedings of the Musical
Association 52, 1926) ; George Adam Smith, The Early Poetry of Israel in its Physical and Social
Origins (London, 1927)

18



as rhythmic formulas and tempo.!8

A. Z. Idelsohn states that the “...magam is closely related to the
modes used in synagogue worship..."19 Biblical scholars have long
debated the existence of meter in Hebrew Biblical poetry. Although
the common consensus is that there is no fixed meter, most scholars
agree that there is some symmetry which results from the syntax of
the Hebrew language.? Songs, especially those accompanied by
instruments or dancing, are not necessarily governed by the same
rules as other Biblical poetry. Poethig suggests for these songs that

...the model of metrical “folk songs” is more helpful. In such
songs, the music dictates the rhythm, and the meter of the
poetic line is shaped to conform to the music, though flexibility
is necessary in both words and music to achieve the proper
“fjr,"21

It seems most logical that the Victory Songs were sung to short music
lines adapted to fit the length of the poetic line. As R. B, Cootes
asserts,

..the verse line was not measured in stresses, beats, syllables,
or words, but by some nonverbal component of oral

18 Johanna Spector, *Classical Music in Egypt with Special References to Magamat.”
Ethnomusicology 14 (1970) p. 248.

19 A Z Idelsohn, Jewish Music and its Historical Development. (New York: Henry Holt and
Company, 1929)
20  GBGray. MMM{NW York KTAV, 1972), James L. Kugel The

2a of Biblical Poetry: Pal s History, (New Haven: Yale University Press, 1981),
M ‘O'Connor, MMM (Winona Lake, IN: Eisenbrauns, 1980).

a1 Eunice Blanchard Poethig, The Victory Song Tradition of the Women of Israel, Ph. D
Dissertation, Union Theological Seminary, 1985 p. 102.
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performance such as rhythm or musical phrasing.ZZ

There is evidence for several options of tonal organizations in
the Victory Songs: the heptatonic, the pentatonic, a pattern
dominated by a single tone, and small scope melodic modules. The
heptatonic scale-a seven note scale in an octave- existed as early as

the third or second millennium BCE.Z3 This scale is composed of

whole and half tones whose locations vary o create different sounds,
Evidence for usage of this scale does exist in translated cuneiform
texts, but only in the context of the stringed instruments which were
marginal to Canaanite culture. Therefore, there is no direct evidence
to support the origin of the Victory Song in this scale. The same
evidence exists for the use of the pentatonic-five toned scale. Since
the heptatonic and pentatonic scales are both linked to a stringed
instrument, their function within the drum sounds of the Victory
Songs are limited at best. The third possibility for tonal organization
revolves around a single tone. This form of vocal music is still
evident in some Oriental Jewish comm unities and is common in
chant. An examination of the chant used by the Yemenite

community for Exodus 14 and 15 has a focus of 3 tones. Idelsohn

22 R. B. Coote “Tradition, Oral , Old Testament * The Interpreter's Dictionary of the Bible
Supplement, ed. by Keith Crim. (Nashville: Abingdon Press, 1976) pp. 914-916

23 Eric Wemer, “The Origins of the Eight Modes of Music,” Hebrew Union College Annual
Vol 21 (1948).
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comments that,

...the very smallness of the compass of the Yemenite song mode
testifies to its antiquiry...24

The final option for tonal organization depends on short
melodic phrases which are repeated, The intervals are usually
smaller than a fifth. Although it is doubtful that the ancient Israelite
drum was tuned in the same manner, the frame drums of the Central
Asian doira produce tones which are a fourth apart. These short
melodic phrases are sung repeatedly in an antiphonal manner in
many Yemenite folk songs.

Whatever the tonal patterns, the major components of Biblical
chant as we know it today are melodic motifs or set groups of tones.
This system is dated to antiquity by the system of accents which
represent the melodic motifs. There is a consensus among
musicologists that,

...these melodic motifs were derived from ancient folk songs
which were later systemized into modes and systems of

motifs...25

Itis, of course, difficult to determine whether the music originated in

the “folk setting” and moved into the temple or court where it was

24
25 ; :
Onental Music, TheHabmekmsty 1940}p 81 A Z lﬂdsohn Mm
Development, (New York: Henry Holt and Company, 1929)

21
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refined or if the style originated in the temple and was adapted by
the “folk.”

The emphasis of the Victory Songs was on the
communication of ideas and of a story. The preservation of the texts
indicates the centrality of the vocal component of the songs. The use
of the “drum” implies a metrical musical accompaniment. The poetic
form of the short parallel phrases gives some guidance as to the
rhythmical structure. Given the absence of stringed instruments, it is
more likely that the melodies were limited 1o a narrow range of
tones, circulating above and below a key note. The poetic structure
and the cantillation of today point towards a Victory Song tradition
consisting of short melodic phrases that indicated the beginning,
middle and end of the lines. Given the significance of the message
the singers were trying to impart, repetition was necessary 1o insure
comprehension on the part of the audience.

In antiphonal forms, refrains, choruses or the direct repetition
of a leader’s lines, repetition offers an opportunity for an
audience to take part with ease in theact of performance.26

Curt Sachs places the Victory Song in,

...a primitive stage in which emotion and free effusion shaped
the pattern of melody and rhythm...Everyone in Israel

m :| J =
Cambridge University Press. 197719 129




sang...Music exalted and wailed...27

Sachs uses the word primitive to describe a musical style that is
lacking structure and formula. However, given the highly developed
musical culture of the Victory Song performance, it does not seem

appropriate to call Israel’s Victory Songs “primitive.”

Women as Transmitters of an Oral Tradition

The texts previously surveved show women as performers of
Victory Songs. Women's choruses or prominent female leaders with
a singing/dancing group, greeted victorious military leaders or led
the people in praising Adonai for victory over their enemies. The
sociological setting of the Victory Songs suggests that the Songs were
spontaneous oral compositions created at the moment victory was
known. To fully understand the role of women as conveyers of the
Victory Song tradition, we must survey the various theories of oral
composition and of transmission. The relationship between oral
composition, transmission of the composition and the written form of
the Songs is not easy to reconstruct. D. N, Freedman summarizes the
problem,

Rarely If ever can oral and written categories be kept separate
especially in the Near East where writing was a compulsive

27 Cun Sachs. The Rise of Music in the Ancient World-- East And West. (New York' W W

Norton & Company, Inc., 1943) p. 59.
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habit long before the time of the patriarchs.28

The Victory Songs are preserved within a written narrative even
though their origin is oral. It is rare for an oral composition 1o be
performed in its original form by anyone other than the composer.
Each performer would modify the composition. At some point, a
given version of the composition is written down.

Israel’s Victory Songs emerged from a relatively sophisticated
tradition of poetic and musical composition as well as techniques for
transmission. To understand how the Victory Songs came into being
and how they were preserved, we will explore the methods by which
“folk” music can be composed and transmitted.

Albert Lord, having developed Milman Parry’s analysis of
Homeric epics, states that,

..poetry with a high percentage of formulaic elements is
assumed to have been composed in performance...the existence
of repetition becomes not just a sign of a method of poetic
composition, but implies a singer who composes songs during a
performance using traditional formulas...29

Ruth Finnegan argues, however, that ,

Orally composed poetry does not have to be poetry composed
in performance by means of formulaic phrases and lines.30

28 David Noel Freedman, "Psalm 113 and the Song of Hannah * Pottery_ Poetry and
Prophesy, (Winona Lake, IN: Eisenbrauns, 1980) p. 9.

29 Albert P. Lord, The Singer of Tales , (Cambridge: Harvard University Press, 1960)
30 Ruth Finnegan, Oral Poetry. p. 80.
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This oral-formulaic theory applies to both composition and
transmission. Although this model was not developed around the
study of Hebrew poetry, it can be usefully applied to the studying of
the composition of biblical poetry and songs. Lord describes this
process as,

...the building of metrical lines and half lines by means of
formulas and formulaic expressions and the building of songs
by the use of themes i.e., repeated incidents and descriptive

passages...3!

Although there are scholars who do not find the oral-formulaic
theory of composition useful for studying the Victory Songs, the
narratives themselves support this idea. None of the texts refer to
wriuén activity preceding the oral performance. This lack of
information about the composition of the songs does not preclude the
possibility that the songs were composed in some formula prior to
the performance. On the other hand, it is reasonable to conclude that
the composition was oral and spontaneous during performance. The
compositions were certainly the work of.an individual among the
choruses of women singers. While the chorus might repeat a short
couplet or phrase, it is unlikely that the group would engage in

spontaneous composition.
It is likely that the composers used familiar established folk

) Albert P. Lord, The Singer of Tales, p. 4.
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melodies consisting of 2-4 melodic units repeated again and again
with variations suited to the text. An analysis for the Yemenite
melody used to chant Exodus 15 as presented by Idelsohn reveals a
short line beginning with a voice rise, repetition of the key tone 10 fit
the text and a concluding cadence,

Figure 1

¥ |

Early singers probably had a great freedom of choice in the use
of available melodies. The fact that the Victory Songs were
accompanied by drums and by dances suggests that there was some
rhythmical conformity, but that the motifs were flexible 10
accommodate the poetic line.

The early Victory Song singers were a group responsible
for creating and preserving an oral tradition. Their performance
required that at least the leader and some of the group be trained
and skilled in poetry and music. Once the ritual was fixed, the
women composers of the Victory Songs in their early stages were
also the preservers of the tradition . The texts that are preserved in
the Bible are probably records of a developed process of oral

composition that took place among the women who sang Israel’s
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Victory Songs.
Choruses and Leaders
The victory songs were performed by choruses of women:
sometimes led by prominent women. These groups of women are
called “women”, “dancers”, “performers”, “companions”, “princesses”,
and “daughters”. The most general of these terms is 0°@37, “the

women.” In Exodus 15:21 “the women” follow Miriam’s lead and in 1
Samuel 18:6 “the women come forth” from the cities. Stanley Gevirtz
expresses one interpretation:

Following a successful military campaign against the Philistines,
the returning Israelite warriors were met by their women-
folk...This activity of women, hailing returning victors with
music and dancing, appears to have been traditional in early

Israel...32

It would seem that this interpretation of the Victory Song setting is
somewhat limited. In 1 Samuel 18, the women address Saul and
David not the menfolk. Victory Songs praise the victorious leader,
Adonai, the tribal leaders or the king. They are also addressed to the
community as in Exodus 15. Here the women are not welcoming

victorious menfolk, rather they are leading the community in

celebration of their salvation from Pharaoh’s troupes. The terms

nionnn, “the choristers/dancers” and NpNYRT O°WIT, “the

32 Stanley Gevirtz, *Pattems in the Early Poetry of Israel.” Studies in Ancient Oriental
Civilization 32 (Chicago: The University of Chicago Press, 1963) p. 15
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performing women” from 1 Samuel 18:6 and 7 illustrate the

performative nature of the women's chorus. The primary function of
these choruses was to lead people in a jubilant celebration through
joyous singing and dancing. The terms N1Y7, “companions” and 1M,
“princesses” are used to describe the women who were handmaidens
of prominent Israelite women. Their inclusion in the narratives
surrounding the Victory Songs makes it possible to assume that they

were also involved in the choruses of these prominent women.
Jephtah’s daughter is accompanied by her N1¥7 in Judges 11:37-38.

Although only Jephtah's daughter greets her father, the plural use of

the terms for drums and dances suggests that she is escorted by her
companions. The NP are clearly part of the court which supports

Sisera’s mother in Judges 5:29.

[udges 5:29
2°TN R-AR A3MIYD TANMT Mwon 29

A7 MK

29 The wisest of her ladies give answer;

She 100, replies to herself...

The direct involvement of only the wisest of the ladies in an
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exchange with Sisera’s mother suggests the possibility that some
musical expression existed since the same term N122n is used in
Jeremiah 9:16 in reference to skilled lamenting women. Scholars

interpret the term N3, “daughters of” in two different ways. The

first suggested use of the term is one of kinship.33 The word is used
literally to describe a familial relationship within the “house” of
Israel as in Exodus 2:1:
"2-n3-DK NPT M2 man TR Y9N 1

1 A man of the house of Levi went and took a daughter of (the

house of) Levi.
Similarly the term n113 may also have referred to members of a
group as in 2 Samuel 1:20:

o2y N3 NabyA 1B oAEYE N mInReA 18..20
20...daughters of the Philistine rejoice
Lest the daughters of the uncircumcised exult.

The second interpretation of the term N1 suggests a more

institutionalized professional meaning.34 Haldar proposes that

members of professional orders were called the “sons” of the founder

33 Eunice Blanchard Poethig. The Victory Song Tradition of the Women of Israel, Ph. D
Dissertation, tkionTheobglcaJSuninuy 1985p. 176

34 Altred Haldar, Associg Prophets ai

Almaquist & Boktryker, 1974) pp. 134-135




or leader, of the guild. In his discussion, he cites examples of this use

for members of musical guilds. One example of this language is

found in 1 Chronicles 25:9-31 where lots are parceled out to the
guilds. The formula here refers to the leader of the guild and his
“sons”. In verse 9, we read, “The first lot fell to Asaph- to Joseph: the
second to Gedaliah, he and his brothers and his sons.” The only
specific mention of women as part of a musical guild occurs in

1 Chronicles 25:5-6. “...G-d gave Heman fourteen sons and three
daughters. All these were under the charge of their father for the
singing in the House of the Lord.” While the “daughters of Israel”
that appear in Judges 11:40 are a specialized group who engage in
some annual ritual for Jephtah’s daughter, it is not clear that they are

connected to a specific guild or association. What does seem clear is
that the term N33 in the context of the Victory Songs always refers

to a group of women. The emphasis of the “daughters of Israel” in
1 Samuel 1:24 and Judges 11:40 and the “daughters of the
Philistines” in 2 Samuel 1:20 is on the female members of the nation.
This distinction between “all Israel” and “t'he daughters of Israel”
implies that it was possibly an expected role for the women to
participate in the singing of Victory Songs.

The two named leaders of the Victory Songs, Miriam and
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Deborah, both had links with a prophetic tradition and are referred
toas “mother” and “prophet.” The unnamed leaders, Jephthah's
daughter and Sisera’s mother were from prominent military families.
In Judges 5, Deborabh is called “mother.” Many scholars have
discussed the use of this particular term. Some have argued that this
title suggests that Deborah is like a tribal leader as in Judges 17:10,
although there are no passages in which a tribal leader is called
“father.” 35 Others connect the use of “mother” with Deborah’s
religious authority which puts her “...on par with the priest who is
given the title “father.”3¢ Baruch Halpern suggests that the tribes of
Canaan were divided into “mothers’ houses” and that Deborah was
the “mother™ of that tribe which would develop into Israel.37 All of
these interpretations give the term “mother” some leadership or
primacy among the people on a par with male leaders such as a
priest or military leader.

Both Deborah and Miriam are called X123, “prophet.”
Deborah’s role as a “woman prophet” is her primary function as it is
the first designation given her in Judges 4:4. In her oracles to Barak,
it appears that the singers of the Victory Songs took delight in

] Abraham Malamat, Charismatic Leadership in the Book of Judgesed., F. M. Cross
(Garden City, NY: Doubleday, 1976)
3%  walther Eichrodt, Theology of the Old Testament transiated by J. A. Baker
(Philadelphia: The Westminster Press, 1961)

37 Baruch Halpemn, The Emergence of Israel in Canaan (Chico, CA- Scholars Press. 1983)
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celebrating the victories of women. Although Barak is promised the
victory, it is Yael who delivers the decisive blow to Sisera. It is Yael
who fulfills Deborah’s word that Sisera would be defeated by a
woman. It is not clear, from Judges 4, whether or not Deborah'’s title
of “woman prophet” has much to do with her role as a Victory Song
leader. The same ambiguity arises in the application of the term
“prophetess” to Miriam. It seems that by giving judgments and
oracles, her role was similar to Deborah’s, Scholars note that the
term “prophet” came into use in the late monarchy.38 So while the
title “prophetess” may not reveal much about Miriam or Deborah
specifically, It does reflect the importance of their role to the
women's traditions and to the traditions of the community at large in
the late monarchy.

Jephthah's daughter and Sisera’s mother are both prominent

women in the family of military leaders. In Judges 11:34-39 and

5:28-30 respectively, both women are accompanied by ny?,
“companions” or N, “princesses.” Both are seen at home waiting

for the return of a victorious leader. In Judges 11:34-39, Jephtah’s
daughter “comes out to greet him” with “drums and dances.” As

previously discussed, it seems that the plural forms of the “drums

38 B. D. Napier. ‘Prophet.” The Interpreter’s Dictionary of the Bibie 3 (Nashville Abingdon

Press. 1963) p. 906
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and dances” implies that her “companions” were with her at the time
of this greeting. In Judges 5:28-29, Sisera’s mother and her
“ladies/princesses” are looking out of the window of the house as
they wait for Sisera’s return. The conversation is responsorial as
Sisera’s mother asks,
2IPRT TYA AI00 DR 22°'m nopwl TN Tya 28
POIDIM RYE MR YR KRY 1237 vra
A7 TIWR TN KOT-AR - APIVA AN NN 29
723 UXY? onRmY oM P9 aphm ¥Rt X9 30
P D3 Yhw  RI0°0% oYX YHw

Y20 WY owhnpn ¥as

28 Why is his chariot so long in coming?

Why so late the clatter of his wheels?
29 The wisest of her ladies give answer

She 100, replies to herself:
30 They must be dividing the spoil they have found...
While these passages may reflect a simple conversation, the poetic
structure of the lines, suggests that they may be part of a Victory
Song.

In all of the aforementioned texts, the Victory Songs are led by
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women whose prominence is already known. The women lead
Victory Songs because of their prominence; they do not become
prominent because they lead victory songs.

The social setting for the singing of Victory Songs varies
throughout the texts that we have studied. In Exodus 15 and Judges
4 and 5, the women are a part of the central establishment. The
Texts from Samuel imply that women supported David’s bid for the
Kingship. While there is no concrete evidence 1o support the
existence of a definite guild of women who sang Victory Songs, the
texts describe what appears to be a traditional role for women in the
community. The texts picture groups of women and their leaders
performing a distinctive musical tradition associated with the

celebration of victory.
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2. LAMENTS
A study of Biblical lament reveals three distinct types of

laments: communal lament, individual lament, and funeral dirges.

Communal and individual laments share a common working
definition. Each is

[a] composition whose verbal content indicates that it was
composed to be used by and/or on behalf of a community (or
individual) to express both complaint, and sorrow and grief
over some perceived calamity, physical or cultural, which had
befallen or was about to befall them (or him) and to appeal to

G-d for deliverance.39

A funeral dirge is defined as a specific composition whose,

... verbal content indicates that it was composed in honor of a
deceased person sometimes eulogizing the individual,
sometimes merely bewailing the loss. It was apparently used
by either the individual or by groups at funeral observances.*?

These definitions are intended to include thought and mood, Sitz im

Leben, and linguistic structures. A study of the genre reveals that

the communal laments, individual laments, and funeral dirges are
therefore related in form and in their usage. The three varieties are
often linked and can be grouped together in a genre termed laments.

As Ferris asserts,

The notion of genre has a breadth of meaning in Biblical
studies. On the one hand its termjnology is applied to the larger
39 Paul Wayne Ferris, Jr., The Genre of Communal Lament : icient Nea
East. Ph.D. Dissertation, COIImIorHabruwCognalaLaamiw 1984mnSocaery
of Biblical Literature, 1992) p. 10
“ Ibid., p. 11
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categories of the literature. On the other hand, it may refer to
more narrowly defined groups of compositions and focus on
structure or scheme.4!

For this purpose of studying women and laments in the Bible, the
genre is defined “...in a way that is consistent with its use in literary
analysis in general.”4Z The genre is “...used to designate a selection
of literary compositions which share a common theme and mood, and
similar intent and function.”43

While the laments preserved in the Bible have primarily been
attributed 1o male authors, the performance practice of the lament
genre was not in the hands of men only, and probably not even
primarily so. To fully understand the role of weeping in the ritual
life of biblical women and their communities, we must explore the
texts that contain information about the performance and sociological
function of the laments. It is interesting to note that while
expressions of personal sorrow are present in the Torah, the
language and ritual associated with the lament tradition does not
appear in the Five Books. Thus all of the texts will come from the
Prophets or the Writings.

41 Ibid.,p. 9

42 A. Marino, “Toward a Definition of Literary Genres.” in * Yearbook of Comparative
Criticism, vol. 8, Theories of Literary Genre”, ed , J. P. Strelka (University Park, PA: Pennsylvania
State University Press, 1978) "
43 Paul Wayne Ferris, Jr., The Genre of Commur e Bible and the Ancient Neai
East.Ph.D. Dissertation, Dl'opne(:alegﬂorﬂmmc:ognml.mm 1984 (The Society
of Biblical Literature, 1992) p. 8
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In 2 Chronicles 35:25, male and female singers lament over
the death of Josiah.
2 Chronicles 35:25
TIRRM AMOR-DY MR 1P 25
%Y T nutpa Atem o wn-92
oRL°-%y pnb pumm ova-Ty o
nitpa-%y ooy oam
25 Jeremiah composed laments for Josiah which all the singers,
male and female, recited in their laments for Josiah, as is done 1o this
day: they became customary in Israel and were incorporated into the
laments.

This text shows the connection between a funeral dirge and a
communal lament. While composed for the specific occasion of the
death of Josiah, the dirge becomes a part of the body of communal
laments of the people. According to this passage, it was not unusual
for a lament to be used on the occasion of more than one disaster or
to be used in memory of the original occasion. However, there is no
evidence indicating that this practice was fixed. It is noteworthy
that females are mentioned in this later retelling of an earlier story.
The retention of the women can be understood as an indication of

their cultural and historical importance. The male and female
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mourners, people skilled in lamenting, can also be found in Amos

5:10.
Amos 5:10
SITR NIRIX AOR M w-n2 12716
RS PIRN-933 10 A 922
13 CPT-OKR 180 DIR-OR IR WP M-
16 Assuredly,

Thus said the Lord, My Lord, the G-D of Hosts:
In every square there shall be lamenting.
In every street cries of “Alas, Alas!”
And the farm hand shall be called to mourn,
And those skilled in wailing to lament.
This combination of male and female mourners found in
2 Chronicles and in Amos, “...parallels the general situation observed

in Mesopotamia.”#* In Zechariah 12:1 2. men and women lament, but

they do so apart from one another.
Zechariah 12:12
73% ninpgn MNsER TIRT 77901 2

.T3b omwR M7 TI-N"3 NNsYR

12 The land shall wail, each family by itself: The family of
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David by themselves and their womenfolk by themselves...

The distinction between the 717-n*2 and the 0173 is significant as

the T°11- n*2 seems to refer 10 the men only, not to the entire family

or line of descent. While this is clearly an example of a communal
lJament in which the entire community wails for “those who are
slain.” the explicit separation of men and women suggests that the
rituals may have been different for the men and for the women.

In a number of texts only women are mentioned as lamenting
as part of a mourning ritual. Like 2 Chronicles 35:25, Judges 11:37-
40 reveals a lament that becomes a part of a customary ritual. In
this text. the original lament and the ongoing ritual belong
exclusively to women.

Judges 11: 37-40

mn 970 7 ATYY TAR-2K RRA 37

ASoRY D°UIN DY 3Bk A8

CRYY)  CAYYT AR N3 by N3N OA-7Y AT
pUwn MY ANK M2 2% KM 38

-9y TANR-YY TaR AT X Tom
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9K 2gm 0w 0UT TPR "IN 39
771 WK T AR A7 TYN TN
SXIPTA-PA A TR AYTI-KD XM
oxTE* N3 mdbh et ok 40

MIW3 OB YR YT Anst na% nun?

37 She said 1o her father. “Do this thing for me:

let me be for two months, and I will go with my companions to the
mountains and lament and bewail my maidenhood.”

38 “Go.” he replied. He let her go for two months, and she and her
compamons went and bewailed her maidenhood upon the hills.

39 After two months' time, she returned to her father, and he did to
her as he had vowed. She had never known a man. So it became a
custom in Israel

40 for the maidens of Israel to go every year, for four days in the

vear, and chant dirges for the daughter of Jephthah the Gileadite.
In this passage, weeping and a recurrent women'’s ritual are both

explicitly stated. In 2 Samuel 1:24, “the daughters of Israel” are

called to weep for Saul.
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2 Samuel 1:24

powabnn 11703 MIRT-HR SRS nia24

1oTnaY By am M1y meyRn 0uTY-OY e

24 Daughters of Israel, Weep over Saul,
who clothed you in crimson and finery,
who decked your robes with jewels of gold.

The same M2 appear in Ezekiel 32:106 as they are called upon to

intone a dirge.
Ezekiel 32:16
mipn DT I3 MUY KON AP0
nipn a3mt-52- 9N p¥n-y AMKR

M V3R DRI AR

16 This is a dirge, and it shall be intoned

The daughters of the nations shall intone it

They shall intone it over Egypt and all her multitude
declares the Lord G-D.

Although some scholars have suggested that the term N3 can

sicians,45 that

refer to female members of a specialized guild of mu

45 Alfred Haldar, Associations
Almquist & Boktryker, 1974) pp. 1
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meaning is not clear here. What is apparent is that the 112 are the

female members of a nation. This distinction between the
“daughters” of the nation and “all” of the nation implies that the

women were responsible for leading the community in mourning or

in lamenting on behalf of the community. This separation parallels

that found in Zecahariah 12:12 with the use of the terms T7- 02

and 07?3 The term N2 is used to designate those who are called

upon to lament in Jeremiah 49:3, but in this context, the term refers
specifically to the familial relationship.
leremiah 49:3

mIMN M27 AU MIPYY CY-ATIR D Thagn "3
N33 MIPVITHAM 11780 OPT

vam YA v, T 7R3 oan

3 Howl, Oh Heshbon, for Ai is ravaged

Cry out Oh daughters of Rabbah! Gird on sackcloth, lament
And run to and fro in the sheepfolds

For Milcom shall go into exile

Together with his priests and attendants.




Jjeremiah 9:16-17 and 19-20 are especially informative about the
role of women in the lament tradition.

Jeremiah 9:16-17 and 19-20

W) BNANT NIRIE M WK 7216
mIREM NPT nIRINT-9R1 AITRI2M nanpr?
a3 T ARy mem mIneMm17

LDy TBYRYY 9RT W

DR MpRY MT-727T 0TI MIYRT 519
nIp AMYY NEXY T po nia MR TE-72T
1TNERING X2 watema mp m7y-T320
plane oTWna TInR bbiy N7

16 Thus says the Lord of Hosts: Listen!

Summon the dirge singers, let them cOme

17 Send for the skilled women, let them come.

Let them quickly start a wailing for us,

That our eyes may run with tears, Our pupils flow with water.
19 Hear, Oh women, the word of the Lord,

Let your ears receive the word of his mouth,

And teach your daughters wailing

And one another lamentation.
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20 For death has climbed through our windows,
Has entered our fortress,

To cut off babes from the streets,

Young men from the squares,

These verses from Jeremiah reveal much about the communal
function of the women mourners. Verse 17 suggests that, in order
lor the community to mourn, the women must first begin the lament.
The fact that the women are perceived as hearing the words from
G-d and not just men, in verse 19 reinforces the perception of their
power. Jeremiah first calls for the “the mourning women", “the
skilled women" “1o start a wailing for us.” The women are instructed
to “teach vour daughters wailing™ and to teach “one another
lamentation.” The D@3 or NN are to teach the TMY7 or D2*M2
the lament. This text suggests a professional group and a process of

transmission of the tradition. The term NMNp» parallels the term
Mn2na which may indicate that a certain level of skill was required

for the execution of the mourning ritual. It appears from this
passage that the singing of laments was a trade which had to be
studied and was often transmitted from mother to daughter.

Athalya Brenner writes, “Women who took up mourning as a
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vocation had to learn the formulae of their trade.”#6 This idea that

the lament tradition is transmitted by a formula adapted to the

occasion is supported by other scholars.

During their appearances at funerals, and on similar occasions.
the wailing women had to be able to draw on a reservoir of
suitable texts on the one hand, on the other hand, 10 possess
the ability to suit these to the circumstances. Thus, they gave
the public the opportunity 1o express their emotions. It is o
this function of emotional release which wailing women

performed that an appeal is made in Jeremiah 9.47
Brenner states that the song found in Jeremiah 9 about death which
“has climbed through our windows” is an example of a formula which
is borrowed from an Ugaritic myth.#8 Ferris supports this connection
between the Ugaritic and Hebrew traditions of lament. He cites texts
which contain reference to “weeping women” and “mourning women”
who lead the dirges which are apparently taken up by others.#? This
ritual parallels that which is described in Jeremiah 9:16-17.

While there is little literary material available about the

musical sounds or performative aspects of the lament tradition, some

ideas can be gleaned from the texts. There is a tendency towards the

46 Athalya Brenner, * The Israelite Woman: Social Role and Literary Type in Biblical
Namative" (Sheffield, England: Journal for the Study of Old Testament. 1985 ) p. 37

47 Athalya Brenner and Fokkelien Van Dijk-Hemmes, ing Texts: F M
Voices in the Hebrew Bible (Leiden: New York: Brill, 1993) p. 84

48 Ibid., p. B4 :

2 Plll\:mFenis. Jr., The Genre of Communal Lament in the Bible and the Ancient Near

East Ph.D. Dissertation, Dropsie College for Hebrew and Cognate Leaming, 1984 (The Society
of Biblical Literature, 1992) p. 75
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repetition of “Alas, Alas” like that which is found in Amos 5:16.50
Ferris writes, “...there seems to be merely a howl repeated in perhaps
an off-beat cadence.”5! He claims that two things indicate that this

off beat cadence may have been a fairly common characteristic. He
cites G. B. Grays's discussion of Budde's association of a 3:2 meter
with laments.

Gray posits that Budde’s main contribution in this regard was
to point out 1) the nature of the unequal division of the
rhythmical periods and 2) the extent to which the rhythm
characteristic of Lamentations occurs elsewhere in the Old
Testament...He argued that there was always an uneven

balance...the uneven meter is always apparent.5?
The second line of evidence to support this off beat cadence revolves

around the funeral dances of the Egyptians. While this practice is
admittedly from a different milieu, E. Lane asserts that the
connection is a valid one.

The women would dance with a slow movement, and in an
irregular manner; generally pacing about, and raising and
depressing the body. This dance was continued for an hour
or more and was performed twice or three times in the course

of the day.53

50 See also 1 Kings 13:30. Jeremuahzzmanndahle
51 Paul Wayne Ferris, Jr., The Ge amer
East p. 76

. GBWMQLU&!!MMMm:I;u;WmFms Jr., The Genre
1 [he BIDlE Cleni g as .

(London Mu'ray 197] )



He states that the Hebrew 7p7 is used exclusively to denote a skip, or
leap of joy and is used in direct contrast with 790 in Ecclesiastes 3:4.

He argues that the skipping gait would, in slow motion, produce the
“limping funeral dance” similar to that of the Egyptians. There is no
definitive evidence to support the claim that the laments were
accompanied with instrumentation. However, Ferris maintains that
they were probably not recited a Capella.

Given the role of music and musical instruments in other
aspects of the social and religious life of the Canaanite-Hebrew
culture, it seems reasonable to infer that the Hebrew laments

were accompanied by musical instrumentation.54

In spite of the uncertainties of the performative elements of
the lament tradition, it is clear that they were led by people, often
women, who were specially trained to perform the lamentations.
The “mourning women” or “dirge singers” were brought in to lead the
keening as the community watched or joined in the ritual. The

tradition was transmitted from mother to daughter in some formula

which was adapted to fit specific occasions.




3. COMPARISONS AND CONCLUSIONS

Much of the language used to describe performers of the
Victory Songs and Laments is the same in both traditions. These
linguistic similarities reveal two closely related traditions which are
connected by more than the central role that women play in both.
Poethig suggests that the common language implies that the same
group of women perform both rituals,

In 2 Samuel 1:20 and 24 the term “daughters” is used both for
those who will weep over Saul and those Philistine daughters

who will exult over Saul’s death. From this statement we learn
that the same women who sang victory songs also led laments,

a conclusion which can also be drawn from Judges 11:34-40.55

Although this definitive conclusion seems tenuous, the
similarities in the descriptions of the two traditions cannot be

ignored. The use of the term N3 in both passages from 2 Samuel 1

does not in itself support the claim made by Poethig that the same
women would lead both laments and Victory Songs . What can be
inferred from the parallel use of the term is that both victory songs
and laments were ascribed 10 “daughters” of a people. This
implication is significant in that it suggests that both traditions are
assigned to specialized groups of women who are recognized by the

community of which they are a part. Acceptance of Judges 11:34-40

55 Eunice Blanchard Poethig, The Victory Song Tradition of the Women of Israel. p. 179
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as support for Poethig's assertion is dependent on the acceptance of

the notion that the MYyA, “companions” present in verse 37 are

already with Jephthah's daughter in verse 34 as she goes out to greet
her father. As previously discussed, this assumption relies solely on
the plural forms of the terms for “drums” and “dances” found in
verse 34. While this reasoning is certainly plausible, it is not
completely convincing. However, if one accepts the supposition that
the “companions” are present in verse 34, then it would appear that
this particular group of women was versed in both the Victory Song

and lament traditions.

In Jeremiah 9:16, the “skilled women” are called upon to start
a wailing for the community while the same term is used to describe

the women who accompany Sisera’s mother in Judges 5:29. As the
term N22N is used in reference to the musical expression of grief in

Jeremiah, it is plausible that the use of the same term in Judges 5:29
refers to a musical expression of victory. Judges 5:29 is of particular
interest in establishing a connection between the women who sing
victory songs and those who lament. Scholars have ascribed the
words spoken by Sisera’s mother to both traditions. Poethig sees
these verses as a victory song.

This poetic description of Sisera’s Mother and her ladies is an

important source of information for the development of the
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picture of women as singers of Victory Songs. Recognizing the
Victory Song context of the narrative helps resolve some of the
problems of translation. Not only is the Sitz im Leben of the
Victory Song described, but the performers are identified in
performance. The passage contains what are probably some
standard phrases or formulas used in the creation of Victory
Songs in a performance setting.56

Unlike Poethig, Brenner sees the passages as a lament. She associates
the “women at the window” found in Judges 5:28 with the lament in
Jeremiah 9:20 about death “who climbed into our window."”

There is a presence of threatening death...Against this
background the words which the mother of Sisera screams
while waiting for her son, “Why is his chariot so long in
coming? Why so late the clatter of his wheels?” can be
*recognized more easily as a lament formula, which must have

sounded all too familiar to the ears of ancient Israel’s women.57

Rather than creating ambiguities in the identification of these
verses, the debate about their content only serves to reinforce the
common elements found in the Victory Songs and laments. So while
it is not definite that the same women performed both victory songs
and laments, it is reasonable to conclude that the groups of women
functioned in a similar way in the society of which they were a part.
In both traditions, women led the community in celebration of
victory or in lamenting death or defeat or they expressed the

emotions on behalf of the community. Because the women played a

%  Eunice Blanchard Poethig, The Victory Song Tradition of the Women of Israel. p.136
57 Athalya Brenner and Fokkelien Van Dijk-Hemmes, On Gendering Texts;: Female and Male
Yoices in the Hebrew Bible . p.85
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similar role in both traditions, it is possible to draw similar
conclusions about the women and their function in society.

The function of the Victory Songs and laments in the Bible
cannot be understood apart from the awareness of the power of
music to influence the beliefs and the actions of the community. The
capacity of music to influence the spirit and the role of rnusic in
biblical religion has been described by Alfred Sendry.

In contrast to the primitive belief that music and sound were
safeguards against evil spirits, music in ancient Israel was
perceived as an aid to divine inspiration. Music had the

amazing capacity to stir the innermost sentiments of the soul.’8

The power of music when united with ideas and proclaimed in public
can transform music into a vehicle for social change. On the one
hand, Victoﬁ-' Songs and laments may have been a tool for
preserving the status quo. After a victory, defeat or death, the songs
gave the community an opportunity to release the emotions and then
return to its normal state. In other instances, however, the songs
served as a means for change. In the Victory Song found in

1 Samuel 18:6-7, the women support David in his bid for Kingship
making the song an overt statement for political change. In their
setting in Early Israel, the theology of the songs made them agents

for social or theological change. Directed to G-d, they were means by

58 Alired Sendry, Musicin Ancient lsrael, (London: Vision Press, 1969) p. 495-515
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which the people of Israel, led by the women, could restructure their
understanding of life after a great triumph or after a disaster. Such a
spiritual and social role for these musical expressions is posed in
light of their original context in the celebration of victories, defeats
or death, all of which are connected to the will of Adonai.

The performative aspects of the Victory Songs and of the
laments are significant. Most readers of the Bible assume that the
terms “grief” and “joy" refer to the emotional experiences that are
congruent with those with which they are familiar. However, as
Anderson points out, this is not necessarily the case.

The concepts of grief and joy are thought to reflect internal
emotional experiences that are available to all and not
determined by other social or cultural variables. Yel the use
of these terms in the Bible belies this easy assumption--for
example, the curious Hebrew expression, “t0 do a grief,” or

its converse “to do a joy.” Such phrases suggest that the terms
have an important performative element that is often not

felt by modern English speakers.?

The relationship between emotional perception and behavior is
a close one and it is nearly impossible to separate the two. From the
texts studied, it is clear that the Victory Songs and the laments were
formulaic in origin and adapted to fit a particular event. It appears,
that both traditions were studied and passed on 0 subsequent
generations. The behavioral display was not necessarily a

55 Gary A Andarson ATime to Moum, A Time fo Dance: The Expression of Grietand JaV .

Israeiite Religion, (University Park, PA: The Pennsylvania State Universty Press, 1991) pp. 17
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spontaneous expression of feeling by the women who were called to
perform. Huntington and Metcalf suggest that the perception of
feelings like joy and grief comes from certain prescribed behaviors.
“The movement is from behavior to feeling, rather than the other

way around.”®0 Of course, there are times when the feelings are

strong and felt clearly by the performer. Here the ritual cycle serves
to provide boundaries for the individual performers and, more
importantly, for the community as a whole. These rites of victory
celebration and lament externalized emotions through music and
dance and established a finite period during which the sentiments
could be expressed.

The Victory Song and lament traditions give evidence that the
communities of which they were a part gave real attention to the
contributions of women in the society. Poethig states,

The fact that later theological and historical reflection did
not totally write over the evidence is testimony to the
authority of the texts, and perhaps, the recognition of the

accuracy of the tradition.®!
While some scholars debate about the laws which governed the
relationships of women to the family, depicting Israelite women as

dependent and usually inferior, in a male-centered and male

6  Richard Huntinglon and Paul Metcalf, Celebrations of Death. (New York: Cambridge
University Press, 1979) p. 23-24
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61 Eunice Blanchard Poethig, The Victory Song Tradition of the Women of sra€l. P
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dominated society®? | their role as creators and transmitters of the

two traditions secured for them a place in this structure. Carol
Mevers asserts that,

Despite the many influences leading to the emergence of male
dominance in local as well as national settings, women still
appear In occasional leadership roles even in the biblical
record. Those women should be viewed not as the exceptions
but rather as the representation of perhaps a larger group of
publicly active females whose identity was lost because of

the male-controlled canonical process.63

Although these women singer-composers were professionals,

- they were not supported by the community at large like the priests
or other critical personnel such as metallurgists.64 They performed
as the occasion demanded, not on a fixed schedule. The tradition of
women learning the necessary skills for composition and
performance of the victory songs and laments is well known in
biblical Israel. The skills were transmitted from generation to
generation in some formula and were adapted to fit specific
occasions. If the men were called to battle, it would be the women
who were awaiting their return to celebrate their victory or to

mourn their defeat. The fragments of these songs found in the Bible,

62 th lmpu mmonhmead'reswnem in
-. and of Traditio .abynommnwfaunm(mwvom

(New York: Oxford

63 Gloluayens. Discovering Eve: Anciet
University Press, 1988) pp. 162- 164

64 Ibid., p. 160-165
54




reveal theologically significant content. Therefore, the function of
the women and their songs was both cultural and religious.

In conclusion, it is clear that women played a significant role
in the emotional life of the community at large. Common
performative elements and language found in the texts reveal that
they were responsible for the performance of songs that celebrated
victory or mourned death and defeat. There is much evidence to
support the claim that women composed the Victory Songs and
laments as well. The ongoing appearance of women at the center of
these traditions allows us to appreciate their role as transmitters of
the rituals. It is clear that in both traditions, the women needed a
certain leveél of proficiency. Although a definite group of skilled
women are described in association with the laments, no such
definite guild is described in the Victory Songs. What is evident are
two distinct cultural traditions in which women sang publicly to
Adonai to celebrate victory or to mourn defeat. These rituals
belonged primarily, if not exclusively, to the women of the

community who were responsible for the composition, performance

and transmission of the traditions.
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