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The Song of Songs: A Commentary 
Title (1:1) 

1:1 The most sublime song, which is Solomon’s. ה׃ ר ִלְׁש�ֹמֽ ים ֲאֶׁש֥ יר ַהִּׁשיִר֖  ִׁש֥

he title presents this biblical book as the greatest or most sublime song, for the 
construction ‘Song of Songs’ is the Hebrew expression of the superlative, also 

known to us from phrases such as ‘holy of holies’ (Exod. 26:33), ‘God of gods and Lord of 
lords’ (Deut. 10:17), ‘heaven of heavens’ (Ps. 148:4), ‘king of kings’ (Ezr. 7:12) and ‘vani-
ty of vanities’ (Eccl. 1:2). 

The reference to Solomon can imply authorship, but it can also mean ‘dedicated to’, 
‘concerning’ or ‘associated with’ Solomon. Goldstein sums up the possibilities of that as-
sociation with Solomon, noting that it may reflect that the book was read in the Solo-
monic court, written by Solomon, enjoyed by him, compiled in his honour, or associated 
with him because of his renowned wisdom and amorous adventures (1975, pp. 9-10). 
There are plenty of reasons for that association (see Exum, 2005, pp. 89-90): Solomon is 
mentioned six times in the text (1:5; 3:7, 9, 11; 8:11-12); he was renowned for compos-
ing numerous songs (1 Kgs 4:32) and for his large harem (1 Kgs 11:3); some parts of the 
Song suggest a courtly ambiance; references to northern and southern parts of the 
country appear to reflect a unified Israel; and the numerous references to luxury items 
such as perfumes, unguents, ornaments, jewels, precious metals, scented garments and 
rare aromatic woods and spices recall Solomon’s splendour. 

The Woman (1:2-7) 

1:2 O that he would kiss me with the kisses of his mouth, 
for your lovemaking is better than wine. 

יהּו  ִני֙ ִמְּנִׁשי֣קֹות ִּפ֔  ִיָּׁשֵק֙
ים ּדֹ  י־טֹוִב֥  ִין׃ִּכֽ י� ִמָּיֽ  ֶד֖

1:3 Your anointing oils are good, 
your name is oil of myrrh, 
that’s why maidens love you. 

ים  יַ�֙ ְׁשָמֶנ֣י� טֹוִב֔  ְלֵר֙
 � ק ְׁשֶמ֑ ֶמן ּתּוַר֣  ֶׁש֖

ן ֲעָל֥מֹות ֲאֵהֽבּו�׃  ַעל־ֵּכ֖
1:4 Pull me after you. Let’s run! 

The king has brought me into his chambers. 
We’ll exult and rejoice in you. 
We’ll esteem your lovemaking more than wine. 
Rightly do they love you. 
 

י� ָּנ֑רּוָצה  ִני ַאֲחֶר֣  ָמְׁשֵכ֖
יו  ֶל� ֲחָדָר֗ ִני ַהֶּמ֜  ֱהִביַא֙

 �  ָנִג֤יָלה ְוִנְׂשְמָח֙ה ָּב֔
יָרה  י֙� ִמּיַ֔ ַנְזִּכ֤  ִין דֶֹד֙

ים ֲאֵהֽבּו�׃ ס  ֵמיָׁשִר֖

1:5 Black am I but beautiful, 
O daughters of Jerusalem, 

ה  ָנאָו֔ ה ֲאִני֙ ְוֽ  ְׁשחֹוָר֤
 �  ְּב֖נֹות ְירּוָׁשָל֑
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like the tents of Kedar, 
like Solomon’s curtains. 

ר  י ֵקָד֔  ְּכָאֳהֵל֣
ה׃  ִּכיִרי֖עֹות ְׁש�ֹמֽ

1:6 Don’t just see that I’m swarthy, 
that the sun has looked upon me. 
My mother’s sons were angry with me. 
They made me keeper of the vineyards, 
[but] my vineyard, my very own, I haven’t kept. 
 

ֶרת   ַאל־ִּתְר֙אּוִני֙ ֶׁשֲאִנ֣י ְׁשַחְרחֹ֔
ֶמׁש  ְתִני ַהָּׁש֑  ֶׁשֱּׁשָזַפ֖
י  ֲחרּו־ִב֗ י ִנֽ  ְּבֵנ֧י ִאִּמ֣

ים  ה ֶאת־ַהְּכָרִמ֔ ִני֙ נֵֹטָר֣  ָׂשֻמ֙
ְרִּתי׃ א ָנָטֽ ֹ֥ י ל י ֶׁשִּל֖  ַּכְרִמ֥

1:7 Tell me, you whom I love, 
where do you pasture [your flocks]? 
Where do you let them rest at noon? 
Lest I be like someone who loses her way 
beside your companions’ flocks. 

י  ָאֲהָב֙ה ַנְפִׁש֔ י ֶׁש֤  ַהִּג֣יָדה ִּל֗
ה  ה ִתְרֶע֔  ֵאיָכ֣

ִים  ָּצֳהָר֑ יץ ַּבֽ ה ַּתְרִּב֣  ֵאיָכ֖
ה  ְטָי֔ ְהֶי֙ה ְּכעֹ֣ ה ֶאֽ  ַׁשָּלָמ֤

י�׃ י ֲחֵבֶרֽ ל ֶעְדֵר֥  ַע֖

n her opening address (v. 2), the woman ‘expresses emphatically, without hesitation 
or shame, her desire for the erotic attentions of her lover’ (Ernst, 2003, p. 23). Half-

way through the sentence she shifts from the third to the second person, as is typical for 
addresses to someone of a higher social standing. Perhaps the ‘courtly, ceremonious 
tone’ is part of the lovers’ fantasy world that is also evoked when the man is described 
as king (1:4, 12; see Bloch and Bloch, 1995, p. 137). The second line of v. 2 is usually 
rendered somewhat evasively as ‘your love is better than wine’, but the Hebrew term 

ִדיםּדֹ   (dōdîm), which is more concrete and includes kisses, caresses and intercourse, is 
more appropriately translated ‘lovemaking’. As Alter (1995, p. 124) notes, if  םּדִֹדי  
(dōdîm) ‘did not have this physically concrete meaning, it could not be repeatedly asso-
ciated as it is with delectable wine, with drinking, with the honeyed sweetness of the 
mouth …, and thus by analogy, with the sweetness of the act of love’. 

She then praises her lover’s enticing smell. The first line of v. 3 literally reads ‘as for 
scent, your oils are good’. This reflects the ancient practice of anointing oneself with fra-
grant oils. The word order of this line is rather unusual but may have been chosen be-
cause it results in a chiastic arrangement when read together with the preceding line 
(see Bloch and Bloch, 1995, pp. 137-138): 

(a) better 
(b) your lovemaking 

(c) than wine 
(c) as for scent 

(b) your oils 
(a) good 
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The next line says something about the man’s name, which evokes the whole person. 
This is described with reference to some kind of oil, but the term ּתּוַרק (tûraq) is enig-
matic. The Peshitta, the Syriac translation, reads ‘oil of myrrh’. What appears to be in 
view here is the man’s ‘sensual attractiveness’ (Bloch and Bloch, 1995, p. 138). Indeed, 
his charms are widely appreciated: all the young women want him (v. 3c). ‘Love’, ָאַהב 
(ʾāhab), here refers to erotic longing. 

The woman longs to get away with her lover and cherishes their time together. The 
‘king’ in v. 4 refers to the woman’s lover rather than to King Solomon, as has sometimes 
been suggested. Especially in Victorian times, it has been popular to read the Song as a 
drama featuring three main actors, King Solomon, the woman and her humble shep-
herd-lover (see Bloch and Bloch, 1995, p. 33, for further details). Because most of the 
couples’ erotic encounters take place outside, the ‘chambers’ might refer to sheltered 
spots in the woods or vineyards where the lovers can meet without danger of being dis-
turbed (see Bloch and Bloch, 1995, p. 138). 

The last two lines of v. 4 have puzzled interpreters, as it would seem more natural 
for the woman to say simply ‘let us exult and rejoice’. The addition ‘in you’ seems odd. 
The same applies to her talk of ‘your lovemaking’ rather than ‘our lovemaking’. As the 
Hebrew words for ‘your lovemaking better than wine’ occur in exactly the same way in 
v. 2, Bloch and Bloch have suggested that they are here repeated as some kind of refrain 
(1995, p. 139). One solution might be that the woman’s choice of words is motivated by 
her focus, which is firmly on her lover and thus leads her to say that they both enjoy his 
lovemaking. Another possible explanation is that she is projecting her love for the man 
onto the other young women mentioned in v. 3, who are also in view in the following 
line: ‘rightly do they love you’. The penultimate line of v. 4 literally reads ‘let us remem-
ber your lovemaking’, but ‘remember’ is perhaps best understood in the sense of ‘re-
gard’, as suggested in the translation. 

The woman’s description of herself as ‘black’ or ‘dark’ (v. 5) is usually understood to 
refer to her sunburned skin. Because of the ambiguity of the Hebrew conjunctive  ְו (wĕ), 
the first line of v. 5 can be rendered as ‘black and beautiful’ or ‘black but beautiful’. Some 
interpreters have suggested that her dark skin may have contributed to the woman’s 
attractiveness, which she is thus boasting about. However, this is unlikely for two rea-
sons. First, it is generally thought that sunburned skin, which was the mark of someone 
working outdoors, was associated with a lower social status. More importantly, the 
woman’s plea, in the following verse, that others not be preoccupied with her dark tan 
suggests that she does not regard her blackness as something to be proud of. 

Here, for the first time in the Song, we find a reference to the ‘daughters of Jerusa-
lem’, which, except for those passages where the woman engages them in dialogue, may 
be a rhetorical audience (see Bloch and Bloch, 1995, p. 140). The reference to the tents 
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of Kedar may be due to the fact that the tents of Middle Eastern nomadic Bedouins are 
usually made from the wool of black goats (Bloch and Bloch, 1995, p. 140). But the name 
of the tribe itself is significant, too, because it plays on the root קדר (qdr), ‘to grow dark, 
black’. ‘Solomon’s curtains’ do not appear anywhere else in the Bible, but the reference 
to curtains is interesting because, apart from the tents and flocks of Kedar, it is precisely 
their curtains that are mentioned in Jer. 49:28-29. 

The woman is concerned that all others see when they meet her is her dark skin (v. 
6). She literally says, ‘do not see me that I am swarthy’, but the Hebrew syntax expresses 
her concern that onlookers might be put off by what is only a superficial aspect (cf. Prov. 
23:31: ‘do not see wine that it has a reddish sparkle’). The following line then explains 
why she is black or dark. Interpreters who have read the book as a collection of wed-
ding songs composed by Solomon on the occasion of his marriage to an Egyptian prin-
cess have taken the references to the woman’s blackness as an indication of her skin 
colour, but v. 6b clearly states that she is dark as a result of being sunburnt. My transla-
tion, ‘the sun has looked upon me’, renders the Hebrew quite literally; the secondary 
meaning of the verb ָׁשַזף (šāzap) is ‘to tan, sunburn’. 

‘My mother’s sons’ (see also 8:1; Gen. 43:29) implies special closeness, compared to 
‘my father’s sons’ (1. Chron. 28:4), who would have been borne by a different mother. 
The anger of her brothers is prompted by the fact that she has not kept her own vine-
yard. This thought receives particular emphasis in the words ‘my vineyard, my very 
own (ַּכְרִמי ֶׁשִּלי karmî šellî), I have not kept’. Some have suggested that the woman’s ne-
glect of her beauty by working outdoors is in view here, but this seems unlikely, partly 
because it had been her brothers themselves who had commanded her to keep the 
vineyards. More importantly, terms such as ‘vine’ and ‘vineyard’ in other parts of the 
Song (e.g. 6:11, 7:13) evoke her sexuality, which would imply that the brothers’ anger 
had been kindled by her failure to preserve her chastity. 

The woman finishes her first speech, asking where she can meet her lover (v. 7). The 
first line literally reads ‘the one whom my soul loves’, but Hebrew ֶנֶפׁש (nepeš) here 
stands for the whole person, hence it is best translated ‘I’. ‘At noon’ (v. 7c) can be meant 
in a general sense, as in ‘where do you usually let your flocks rest at noon’. Alternatively, 
the use of the definite article in the Hebrew might refer to ‘this noon’, i.e. today at noon, 
in which case the woman’s question would be marked by more urgency. 

The penultimate line of v. 7 has been rendered variously by the translators. The 
most natural translation of the Hebrew verb ָעָטה (ʿāṭāh) is ‘veil’, as adopted, for in-
stance, in the NRSV. However, the Old Latin, Symmachus, the Vulgate, the Peshitta and 
the Targum all read ‘one who loses her way, goes astray’. This is based on a variant 
reading טעה (ṭʿh), a by-form of תעה (tʿh) and a metathesis of עטה (ʿṭh), in which the se-
cond and third consonants have been transposed. Some would regard such an assump-
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tion unnecessary, maintaining that ‘veil’ makes good sense. But Bloch and Bloch have 
made a strong case for adopting the reading of the ancient versions, pointing out that 
shepherding is frequently associated with getting lost (1995, p. 142). They note that the 
phonetically similar verbs for pasturing ( העָ ָר   rāʿāh) and losing one’s way ( העָ ָּת   tāʿāh) 
occur together elsewhere (for instance, in Gen. 37:15-16; Jer. 50:6). Hence Song 1:7-8, 
where we find the root רעה (rʿh) three times, appears to feature another instance of the 
stock rhetorical theme of pasturing and losing one’s way. Bloch and Bloch also point out 
that the verb ‘to veil’ usually occurs with an indication of what is being covered or a ref-
erence to the article of clothing that is used as a veil, neither of which is the case in our 
text (1995, pp. 142-143). 

The Man (1:8-11) 

1:8 If you don’t know, 
most beautiful of women, 
follow in the tracks of the sheep 
and pasture your goats 
by the shepherds’ tents. 
 

 � א ֵתְדִעי֙ ָל֔ ֹ֤  ִאם־ל
ים  ה ַּבָּנִׁש֑  ַהָּיָפ֖

אן  ֹ֗ י ַהּצ � ְּבִעְקֵב֣ ִאי־ָל֞  ְצֽ
ִי�   ּוְרִעי֙ ֶאת־ְּגִדּיַֹת֔

ים׃ ס ל ִמְׁשְּכ֥נֹות ָהרִֹעֽ  ַע֖

1:9 As my mare among Pharaoh’s chariots 
I imagined you, my love. 

ה  י ַפְרעֹ֔  ְלֻסָסִתי֙ ְּבִרְכֵב֣
י׃ י� ַרְעָיִתֽ  ִּדִּמיִת֖

1:10 Lovely are your cheeks with those looped earrings, 
your neck with that necklace of shells. 

ים  ִי֙� ַּבֹּתִר֔  ָנא֤וּו ְלָחַי֙
� ַּבֲחרּוזִֽ   ים׃ַצָּואֵר֖

1:11 Golden earrings we’ll make you, 
with silver beads. 

 � י ָזָה֙ב ַנֲעֶׂשה־ָּל֔  ּתֹוֵר֤
ֶסף׃ ם ְנֻקּ֥דֹות ַהָּכֽ  ִע֖

he man, in his reply (vv. 8-11), first answers the woman’s question as to where she 
can find him, before admiring her imposing and unsettling beauty. 

Most translations render v. 9 in the form of a comparison, such as NRSV’s ‘I compare 
you, my love, to a mare’. While this is possible, the Hebrew verb דמה (dmh Piel) can also 
mean ‘to imagine’, as in Ps. 50:21, ‘you imagined that I was just like you’. The translation 
adopted here also differs in reading ‘my mare’ rather than ‘a mare’. As Bloch and Bloch 
have pointed out, Jewish and Christian interpreters have tended to devise various eva-
sive moves to avoid the erotically charged imagery that compares the beloved woman to 
the lover’s own mare (1995, p. 144). In some translations, the mare has even been 
turned into a whole cavalry of horses. This goes back to the Vulgate but is also adopted 
in the KJV, which speaks of a ‘company of horses’, and the NEB. The decision to translate 
‘a mare’ rather than ‘my mare’ appears to be motivated by a similar attempt to tone 
down the imagery. 

T 



The Song of Songs: A Commentary (Karl Möller) 

6 

The chariots may be metonymic for chariot horses, much like we might speak of 
‘Westminster’ when we mean to refer to the Parliament of the UK. That they are called 
‘Pharaoh’s chariots’ does not necessarily suggest that they are in Pharaoh’s possession 
but could indicate that they have come from Pharaoh, i.e. that they have been imported 
from Egypt (see 1 Kgs 10:28-29). The point of the imagery is to depict the beloved 
woman as truly special, much like those imported horses would have been noted for 
their excellence. But, as Bloch and Bloch note, there is no getting away from the erotic 
overtones of the imagery, especially when used in a text full of erotic language. Alter 
(1985, p. 193) comments that ‘a mare in heat, let loose among chariotry, could trans-
form well-drawn battle lines into a chaos of wildly plunging stallions’. 

In antiquity, royal horses were often decorated with ornaments. Verse 10 therefore 
elaborates on the imagery of v. 9. The word order adopted here (‘lovely are your 
cheeks’) reflects the exclamatory character of the Hebrew text. The word describing the 
ornament adorning the woman’s cheeks is unknown, but its root (תור twr), which 
means ‘to go around’, indicates that the writer was thinking of something circular, hence 
the somewhat tentative translation ‘looped earrings’ (for this rendering, see Bloch and 
Bloch, 1995, p. 51). The second ornament has been variously translated as ‘necklace of 
shells’ (Koehler and Baumgartner, 2001, sub ֲחרּוִזים), ‘string of beads’ (Bloch and Bloch, 
1995, p. 51) or ‘strings of jewels’ (Hess, 2005, p. 43). 

There is an element of intensification in v. 11 in that the earrings of the previous 
verse have been replaced by golden ones that are studded with silver beads. In using the 
plural (‘we will make you’) the man may be including others in his statement. Alterna-
tively, this line may be spoken by an unidentified group. 

The Woman (1:12-14) 

1:12 While the king is on his couch, 
my spikenard gives forth its fragrance. 

ֶל֙� ִּבְמִסּ֔בֹו  ַהֶּמ֙  ַעד־ֶׁש֤
ן ֵריֽחֹו׃ י ָנַת֥  ִנְרִּד֖

1:13 A sachet of myrrh is my lover to me, 
who spends the night between my breasts. 

י  ר׀ ּדֹוִד֙י ִל֔  ְצ֙רֹור ַהֹּמ֤
ין׃ י ָיִלֽ ין ָׁשַד֖  ֵּב֥

1:14 A cluster of henna blossoms is my lover to me 
in the vineyards of En Gedi. 

י  ֶפר׀ ּדֹוִדי֙ ִל֔ ל ַהּכֹ֤ ֹ֙  ֶאְׁשּכ
 ִדי׃ ס ין ֶּגֽ י ֵע֥  ְּבַכְרֵמ֖

hen the woman speaks again, she remembers, in sensual language that focuses 
again on the sense of smell, their intimate time together. Again, as in v. 4, the 

lover is described as king. The last word of the first line has given rise to a variety of 
translations. The root סבב (sbb) means ‘to surround, encircle’. Some have suggested ‘ta-
ble’ (KJV, NASB, NIV), but, as Alter (1995, p. 120) notes, this translation appears to have 
been adopted out of a ‘disposition to dilute the sexuality of the poem’. The scene depict-
ed in the following verse clearly favours an item of furniture used for reclining. ‘Couch’ 

W 
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is therefore a more suitable rendering of the Hebrew term (thus RSV, NRSV, ESV, TNK). 
Spikenard is a valuable perfume made from a plant growing in the Himalayas. 

Myrrh (v. 13) is an aromatic resin that is extracted from the stems and branches of a 
shrub growing in Arabia. It was used to perfume clothing and bedding. The second line 
is somewhat ambiguous in that the subject could be either the sachet of myrrh or the 
woman’s lover. However, as he is compared to that sachet, it is in any case clear that it is 
him who is spending the night between her breasts. 

Henna (v. 14) is a shrub with clusters of flowers whose scent resembles that of ros-
es, while En Gedi is an oasis on the western shore of the Dead Sea. Throughout the Song, 
female eroticism is associated with vineyards. We have already encountered this associ-
ation in v. 6, and it reappears here as the vineyards of En Gedi are paralleled by the 
woman’s breasts in the previous verse, which features a similar construction to the cur-
rent one.  

The Man (1:15) 

1:15 You are so beautiful, my love. 
You are so beautiful. 
Your eyes are doves. 

י   ִהָּנ֤ � ָיָפ֙ה ַרְעָיִת֔
ה   � ָיָפ֖  ִהָּנ֥

ים׃  ִי� יֹוִנֽ  ֵעיַנ֥

he man, in response, praises the woman’s beauty, especially that of her eyes. It has 
been suggested that the point of comparing the woman’s eyes to doves might be to 

praise their oval shape. Alternatively, it is the gentleness of doves that is in view here. 
The woman is called ‘my dove’ in 5:2, and she returns the man’s compliment when she 
says that her lover’s eyes are like doves (5:12). 

The Woman (1:16–2:1) 

1:16 You are so beautiful, my lover, 
so delightful! 
So verdant is our bed! 

ה דֹוִד֙י   ִהְּנ֙� ָיֶפ֤
ים  ף ָנִע֔  ַא֣

ה׃ נּו ַרֲעָנָנֽ  ַאף־ַעְרֵׂש֖
1:17 The beams of our houses are cedars, 

our rafters junipers. 
 

ים ינּ֙ו ֲאָרִז֔  קֹ֤רֹות ָּבֵּת֙
F

ים׃1 נּו ְּברֹוִתֽ  ַרִהיֵט֖

2:1 I’m the lily of Sharon, 
the lotus of the valleys. 

ֶלת ַהָּׁש֔רֹון   ֲאִני֙ ֲחַבֶּצ֣
ים׃  ֽׁשֹוַׁשַּנ֖ת ָהֲעָמ ִקֽ

he man’s praise of her beauty is reciprocated by the woman, who also talks about 
their outside meeting places. The adjective used to describe the lovers’ bed or 

couch is typically used of flourishing trees (e.g. 1 Kgs 14:23). When she talks about ‘our 
                                                                    
1Ketib: ַרִחיֵטנּו. 

T 

T 



The Song of Songs: A Commentary (Karl Möller) 

8 

bed’, ‘our houses’ and ‘our rafters’, the possessive pronoun ‘our’ does not imply owner-
ship but intimacy, something that the lovers share. The Hebrew term translated ‘cedars’ 
-can refer to the tree and its wood. Hence the beams are either lit (ʾărāzîm; v. 17 ֲאָרִזים)
erally cedars, or they are made of cedar wood. In the latter case, the lovers might be im-
agining themselves in Solomon’s luxurious buildings (Bloch and Bloch, 1995, p. 148), 
which would be in line with those verses that address the man as ‘king’. However, given 
the reference to the verdant bed in the v. 16, it seems more likely that the woman is 
thinking of outdoor locations and that the actual trees are the beams of their houses. 

The meaning of the term translated ‘rafters’ (ַרִהיֵטנּו rahîṭēnû) is uncertain, but it is 
usually assumed that the word is related to the Syriac word for ‘rafter’. The identifica-
tion of the trees that provides the rafters is similarly unclear. Suggestions include firs, 
pines, cypresses and junipers. 

As with the trees of the previous verse, the identification of the flowers in 2:1 is 
equally uncertain. The term here translated ‘lily’ (ֲחַבֶּצֶלת ḥăbaṣṣelet) is traditionally 
rendered ‘rose’ (see KJV, NASB, NIV, NRSV, ESV, TNK). Alternative identifications include tulip, 
crocus, asphodel, meadow saffron, narcissus, hyacinth, daffodil and wildflower (see 
Bloch and Bloch, 1995, p. 148; and Hess, 2005, pp. 44-43). The second flower (ׁשֹוַׁשָּנה 
šôšannāh), usually translated ‘lily’, is perhaps better identified as the lotus, but once 
again alternatives such as hyacinth, narcissus, sea daffodil and water lily have been sug-
gested. Many prefer the traditional renderings ‘rose’ and ‘lily’ simply because of their 
resonance in the tradition. Bloch and Bloch (1995, p. 148) aptly describe this verse as 
‘an expression of a young woman’s proud awareness of her blossoming beauty’. After 
all, the two flowers mentioned by her are the epitome of blossoming in the Old Testa-
ment, as can be seen from Isaiah 35:1-2, where the blossoming ֲחַבֶּצֶלת (ḥăbaṣṣelet) is a 
key feature of the prophet’s future vision of the wilderness, while in Hosea 14:6 [5] Is-
rael itself is promised to blossom like the ׁשֹוַׁשָּנה (šôšannāh). 

The Man (2:2) 

2:2 Like a lotus among the brambles, 
so is my love among the young women. 

ים  ין ַהחֹוִח֔  ְּכֽׁשֹוַׁשָּנ֙ה ֵּב֣
ין ַהָּבֽנֹות׃ י ֵּב֥ ן ַרְעָיִת֖  ֵּכ֥

he man’s statement makes the point that his beloved is unique, distinguished from 
all the others. 

The Woman (2:3-10a) 

2:3 Like an apricot among the trees of the forest, 
so is my lover among the young men. 
In that shade I always delight to sit; 
the fruit is sweet to my palate. 

ַער  י ַהַּי֔  ְּכַתּ֙פּוַ�֙ ַּבֲעֵצ֣
ין ַהָּבִנ֑ים  י ֵּב֣ ן ּדֹוִד֖  ֵּכ֥

ְבִּתי  ְדִּתי ְוָיַׁש֔  ְּבִצּלֹ֙ו ִחַּמ֣
י׃  ּוִפְר֖יֹו ָמ֥תֹוק ְלִחִּכֽ

T 
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2:4 He brought me to the house of wine; 
his banner over me was love. 

ִין  ית ַהָּי֔ ִני֙ ֶאל־ֵּב֣  ֱהִביַא֙
ה׃ְוִדְג֥לֹו  י ַאֲהָבֽ  ָעַל֖

2:5 Prop me up among blossoms, 
spread me out among apricots, 
for I’m sick with love. 

ֲאִׁשיׁ֔שֹות   ַסְּמ֙כּוִני֙ ָּבֽ
ים   ַרְּפ֖דּוִני ַּבַּתּפּוִח֑

ִני׃ ה ָאֽ ת ַאֲהָב֖  ִּכי־חֹוַל֥
2:6 His left hand is under my head, 

his right hand embraces me. 
י  ַחת ְלרֹאִׁש֔  ְׂשמֹאלֹ֙ו ַּת֣

ִני׃  ִויִמי֖נֹו ְּתַחְּב ֵקֽ
2:7 I ask you to promise, O daughters of Jerusalem, 

by the gazelles or the does of the field, 
that you will not awaken nor arouse love 
until it is ready. 
 

ַל֙�  ם ְּב֤נֹות ְירּוָׁש֙ ְעִּתי ֶאְתֶכ֜  ִהְׁשַּב֙
ה   ִּבְצָב֔אֹות ֖אֹו ְּבַאְי֣לֹות ַהָּׂשֶד֑

ה  ִאם־ְּתֽעֹוְר֛רּו ֶאת־ָהַאֲהָב֖ ירּו׀ ְוֽ  ִאם־ָּתִע֧
ץ׃ ס ד ֶׁשֶּתְחָּפֽ  ַע֥

2:8 Listen! My lover! 
Here he comes, 
leaping over the mountains, 
bounding over the hills. 

י  ֣קֹול ּדֹוִד֔
א  ִהֵּנה־ֶז֖ה ָּב֑

ים  ָהִר֔  ְמַדֵּל֙ג ַעל־ֶה֣
ץ ַעל־ַהְּגָבֽעֹות׃  ְמַקֵּפ֖

2:9 My lover is like a gazelle or a young stag. 
See! There he stands behind our wall, 
peering in through the windows, 
glancing in through the lattice. 

ה  יםּדֹוֶמ֤ ַאָּיִל֑ ֶפר ָהֽ י ֖אֹו ְלעֹ֣  דֹוִדי֙ ִלְצִב֔
נּו  ר ָּכְתֵל֔  ִהֵּנה־ֶז֤ה עֹוֵמ֙ד ַאַח֣

ֲח�֔נֹות  יַ�֙ ִמן־ַהֽ  ַמְׁשִּג֙
ים׃ ֲחַרִּכֽ יץ ִמן־ַהֽ  ֵמִצ֖

2:10 My lover spoke and said to me:  י ַמר ִל֑ י ְוָא֣ ה דֹוִד֖  ָעָנ֥

nglish translations traditionally talk about an apple in v. 3, but the common apple is 
not native to Palestine; and its fruit, prior to the application of modern cultivation 

techniques, would have been small and acid. This has been pointed out by Bloch and 
Bloch (1995, p. 149), who also note that modern botanists tend to identify the  �ַַּתּפּו 
(tappûaḥ) with the apricot tree. In the Hebrew, the shade and fruit can be that of the 
man or the apricot tree (i.e. ‘his/its shade’, ‘his/its fruit’). The ambiguity is here pre-
served by translating ‘that shade’ and ‘the fruit’. The image of the woman savouring the 
delicious fruit of the apricot tree, with which her lover is identified, has obvious erotic 
implications. 

The third line literally reads ‘in his/its shade I delight and I sit’. When Hebrew verbs 
are combined in this way, the intended meaning is ‘I delight to sit’. The second verb, ‘sit’ 
 can also mean ‘stay awhile, linger on’, while the particular form of the verb ,(yšb יׁשב)
‘delight’ (חמד ḥmd Piel) may have been chosen to convey a sense of continuity or pro-
longed experience. 1F

2 Bloch and Bloch, who render the phrase in past tense, suggest that a 
free translation such as ‘I took delight many times, and stayed on and on’ captures these 

                                                                    
2See Waltke and O’Connor, 1990, pp. 414-416, on the frequentative Piel. 

E 



The Song of Songs: A Commentary (Karl Möller) 

10 

nuances (1995, p. 150). The translation adopted here, ‘I always delight to sit’, similarly 
attempts to convey the notions of lingering and repetition suggested by the Hebrew 
text. 

The ‘house of wine’ to which her lover brought the woman (v. 4) could be a tavern, 
but it might also refer to an outside location, such as a vineyard, where the lovers se-
cretly meet. If so, it would parallel the houses in the woods mentioned in 1:17. The ap-
pearance of the ‘banner’ has puzzled many commentators. Bloch and Bloch explain it by 
suggesting that to raise a banner means ‘to make conspicuous’. Hence they conclude 
that the woman rejoices in her lover’s exuberant demonstration of his love for her 
(1995, p. 151). 

Verse 5 is difficult to translate. What is clear is that the woman is addressing a group 
of people, as the verb forms are in the plural, and that she is lovesick. We have already 
seen that the apples mentioned in the translations are more likely to have been apricots 
(see v. 3), but the raisin cakes found in many translations are far from certain, too. The 
relevant term (ֲאִׁשיָׁשה ʾăšîšāh) appears also in 2 Samuel 6:19; 1 Chronicles 16:3 and Ho-
sea 3:1. In the latter case, the fact that raisin cakes are in view is explicitly spelled out by 
the addition of ‘grapes’ (ֲעָנִבים ʿănābîm). It has been suggested that ֲאִׁשיָׁשה (ʾăšîšāh) on 
its own refers to an ‘inflorescence’, i.e. a cluster of flowers arranged on a stem (see Fox, 
1985, p. 109). 

Another question concerns what the woman asks others to do to her. Most transla-
tions envisage this as providing some kind of sustenance or refreshment, but the second 
verb רדף (rdp Piel) makes that unlikely. Hess admits that it normally means ‘to extend, 
spread out’ (2005, p. 46), but he believes that the parallel in the first line demands an 
interpretation along the lines of refreshment. However, the first verb (סמך smk) is also 
better understood as ‘to support, prop up’. It occurs in an intensified form here (i.e. in 
the Piel), but it is difficult to see in what sense ‘refresh’ is an intensification of ‘support’. 

As Fox has pointed out, ‘the Shulamite wishes to lie among fruit clusters and apri-
cots …. Following close upon the comparison of the youth to an apricot tree, mention of 
the fruits naturally makes one think of the youth’s caresses. The girl wants to be sur-
rounded by the sweet fragrance of his lovemaking’ (1985, p. 109). One reason why this 
interpretation is preferable to the one that envisages the woman asking for sustenance 
is that it fits much better with what follows, which is the erotic encounter that the wom-
an yearns for. 

Seddon sees in v. 6 a suggestion of genital stimulation (2010, p. 4), but this reads too 
much into the text. Things are spelled out much more clearly in a text relating to a Su-
merian sacred marriage rite: ‘your right hand you have placed on my vulva, your left 
stroked my head’ (see Kramer, 1969, p. 105), but nothing of the sort is mentioned in our 
passage. The verb that is used (חבק ḥbq Piel) can mean ‘embrace’ in a sexual sense, as in 
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Proverbs 5:20, but the same term is employed when Esau embraces his brother Jacob 
(Gen. 33:4). In our text it is clear that an amorous encounter is in view, and the descrip-
tion suggests that the lovers are in a reclining position. But that is all that can be said. 

The next verse (v. 7) features an oath or adjuration formula, which is repeated in 3:5 
and, with slight modifications, in 8:4. While Old Testament oaths are typically sworn in 
the name of God, here the references to gazelles and does fit in with the animal imagery 
found elsewhere in the Song. The formula, which in these poems is best understood as 
seeking a strong promise, implores the daughters of Jerusalem not to awaken or arouse 
love until it is ready ( ץֶּתְחּפָ   teḥpāṣ). Ernst translates: ‘please do not stir up these pas-
sions until it is time to consummate them’ (2003, p. 30). Some have understood the 
phrase as ‘a request not to interrupt the lovers’. Thus, for instance, Jay (1975, p. 56), 
who translates: ‘not to disturb or interrupt our love till it is satisfied’ (p. 29). 

Then the woman hears her lover approaching (v. 8). Many translations think of the 
lover’s voice, but the Hebrew term קֹול (qôl) can also mean ‘sound’, which in the present 
context appears to refer to his footsteps that can be heard as he approaches over the 
mountains and hills. 

Once again, animal imagery is employed when the woman likens her lover to a ga-
zelle or a young stag (v. 9). In line with their understanding that the lovers’ meeting 
places are outside (see comment on 1:16-17), Bloch and Bloch suggest that the wall, 
windows and lattice should not be taken literally but refer rather to ‘a rough stone wall 
outdoors with gaps between the stones’ (1995, p. 153). 

The Man (2:10b-14) 

2:10 ‘Arise, 
my love, my beauty, 
come! 

 �  ֥קּוִמי ָל֛
י  י ָיָפִת֖  ַרְעָיִת֥

�׃  ּוְלִכי־ָלֽ
2:11 Look, the winter has passed, 

the rains are over and gone. 
י־ִהֵּנ֥ה ר 2F3 ִּכֽ יו ָעָב֑  ַהְּסָת֖

ף  ֶׁשם ָחַל֖ � ֽלֹו׃ַהֶּג֕  ָהַל֥
2:12 Flowers have appeared on the ground. 

The time of singing has arrived; 
the voice of the turtledove is heard in our land. 

ֶרץ   ַהִּנָּצִני֙ם ִנְר֣אּו ָבָא֔
יַ�  יר ִהִּג֑ ת ַהָּזִמ֖  ֵע֥

נּו׃ ע ְּבַאְרֵצֽ  ְו֥קֹול ַהּ֖תֹור ִנְׁשַמ֥
2:13 The fig tree sweetens its young, green fruit; 

the blossoming vines spread their fragrance. 
Arise, 
my love, my beauty, 
come! 

יָה  ה ַפֶּג֔ ְנָט֣  ַהְּתֵאָנ֙ה ָחֽ
יַ�  ר ָנְ֣תנּו ֵר֑ ים׀ ְסָמַד֖  ְוַהְּגָפִנ֥

� 3F4 ֥קּוִמי  ָל֛
י  י ָיָפִת֖  ַרְעָיִת֥
�׃ ס  ּוְלִכי־ָלֽ

                                                                    
3Ketib: ַהְּסָתו. 
4Ketib: ְלִכי. 
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2:14 My dove in the clefts of the rock, 
in the crags of the cliff, 
let me see your sights, 
let me hear your voice, 
for your voice is sweet 
and your appearance is beautiful.’ 

ַלע  י ְּבַחְגֵו֣י ַהֶּס֗  יֹוָנִת֞
ה  ֶת֙ר ַהַּמְדֵרָג֔  ְּבֵס֙

ִי�  יִני֙ ֶאת־ַמְרַא֔  ַהְרִא֙
 � יִני ֶאת־קֹוֵל֑  ַהְׁשִמיִע֖

ב  � ָעֵר֖  ִּכי־קֹוֵל֥
ה׃ ס י� ָנאֶוֽ  ּוַמְרֵא֥

he man now invites his beloved to come with him to experience the beauty of na-
ture (v. 10). With the winter and its rains gone, nature has reawakened. O’Donohue 

(1997, p. 56) says that love is the ‘awakening of springtime’, and this is beautifully 
evoked in vv. 11-13. The second line of v. 12 can refer to a time of pruning (NASB, TNK) or 
singing (KJV, NRSV, ESV, NIV). Some interpreters believe this to be a two-directional pun, 
with the first meaning, ‘pruning’, referring back to the time of spring evoked in vv. 11-
12a and the second connotation, ‘singing’, pointing forward to the voice of the turtle-
dove in the following line. Bloch and Bloch suggest that the reference to ‘our land’ con-
veys intimacy in the same way that the use of ‘our bed’, ‘our houses’ and ‘our rafters’ in 
1:16-17 and ‘our wall’ in 2:9 did (1995, p. 155). 

The air is fragrant with enticing scents (v. 13), and the man repeats his invitation to 
his beloved to come and experience them for herself. The verb translated ‘sweeten’ is 
usually rendered ‘ripen’ on the assumption that there are two different verbs חנט (ḥnṭ), 
one meaning ‘ripen’, which is cognate with Akkadian ḥunnuṭu and appears only here, 
and one meaning ‘embalm, sweeten, spice’, which is found in Genesis 50:2-3, 26. While 
this is possible, the context, which talks about the fragrance of the vines, clearly allows 
for the possibility that the reference here is to the sweet fragrance of the young figs. 

It appears that the woman is playfully hiding from her lover (v. 14), who, comparing 
her to a dove hiding in rocky crevices, is attempting to coax her out. The word translat-
ed ‘sights’ in line 3 and ‘appearance’ in line 6 is ַמְרֶאה (marʾeh), which can mean ‘sight, 
appearance, form, face, countenance’. Many translations opt for ‘face’ (e.g. NRSV, ESV, TNK, 
NIV), but this obscures the fact that the term appears in the plural in line 3 and in the 
singular in line 6. Bloch and Bloch suggest that the plural ‘is meaningful and fully moti-
vated: the lover wants to see the Shulamite from every side’ (1995, p. 156). 

The Couple (2:15) 

2:15 Catch us the foxes, 
the little foxes 
that ruin the vineyards, 
for our vineyards are in blossom. 

נּו֙  ֱחזּו־ָל֙ ים  ֶאֽ  ֽׁשּוָעִל֔
ים ְקַטִּנ֖ים   ֽׁשּוָעִל֥

ים  ים ְּכָרִמ֑  ְמַחְּבִל֣
ר׃ ינּו ְסָמַדֽ  ּוְכָרֵמ֖

T 
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hile entirely unproblematic from a translator’s point of view, v. 15 is somewhat 
enigmatic, as there are no hints regarding the intended speakers. Based on the 

notion that the vineyard elsewhere in the Song symbolises the woman’s body (1:6; 
8:12) and that the brothers are presented as her guardians (1:6; 8:8-9), it has been sug-
gested that they are the speakers of v. 15 (see Bloch and Bloch, 1995, p. 175). Hess, on 
the other hand, has pointed out that the vineyard appears as a metaphor not only for the 
woman’s body but also for the couple’s union of love, concluding that ‘this is a powerful 
statement about the need to protect the love that the lovers possess’ (2005, p. 98). On 
this view, it is the couple themselves who are the speakers of these lines. 

The Woman (2:16–3:5) 

2:16 My lover is mine and I am his. 
He feeds among the lotuses. 

י ִלי֙ ַוֲאִנ֣י ֔לֹו   ּדֹוִד֥
ים׃ ה ַּבּׁשֹוַׁשִּנֽ  ָהרֶֹע֖

2:17 Until the day breathes 
and the shadows flee, 
turn, be like a gazelle, my lover, 
or like a young stag on the cleft mountains. 
 

ד ֶׁשָּי֙פּוַ�֙ ַהּ֔יֹום   ַע֤
ים   ְוָנ֖סּו ַהְּצָלִל֑

י  י ִלְצִב֗  סֹ֩ב ְּדֵמה־ְל֙� דֹוִד֜
ֶתר׃ ס ֵרי ָבֽ ים ַעל־ָה֥ ֶפר ָהַאָּיִל֖  ֛אֹו ְלעֹ֥

3:1 On my bed, during the nights, 
I sought the one I love. 
I sought him but didn’t find him. 

 ַעל־ִמְׁשָּכִבי֙ ַּבֵּלי֔לֹות 
י  ה ַנְפִׁש֑ ת ֶׁשָאֲהָב֖ ְׁשִּתי ֵא֥  ִּבַּק֕

יו׃ א ְמָצאִתֽ ֹ֥ יו ְול  ִּבַּקְׁשִּת֖
3:2 I’ll get up now and go about the city. 

In the streets and squares 
I’ll seek the one I love. 
I sought him but didn’t find him. 

יר  ה ָבִע֗ א ַוֲאסֹוְבָב֣  ָא֙קּוָמה ָּנ֜
ְרחֹ֔בֹות   ַּבְּׁשָוִקי֙ם ּוָב֣

י  ה ַנְפִׁש֑ ת ֶׁשָאֲהָב֖ ה ֵא֥  ֲאַבְקָׁש֕
יו׃ א ְמָצאִתֽ ֹ֥ יו ְול  ִּבַּקְׁשִּת֖

3:3 The watchmen who roam the city met me. 
‘Have you seen the one I love?’ 

יר  ים ָּבִע֑ ים ַהּסְֹבִב֖ ְמִר֔  ְמָצ֙אּוִני֙ ַהּׁשֹ֣
ם׃ י ְרִאיֶתֽ ה ַנְפִׁש֖ ת ֶׁשָאֲהָב֥  ֵא֛

3:4 Scarcely had I moved on from them 
when I found the one I love. 
I seized him and wouldn’t let him go 
until I had brought him into my mother’s house, 
into the room of her who conceived me. 

ם  ְרִּתי ֵמֶה֔  ִּכְמַע֙ט ֶׁשָעַב֣
י  ה ַנְפִׁש֑ ת ֶׁשָאֲהָב֖ אִתי ֵא֥ ָּמָצ֔ ד ֶׁשֽ  ַע֣

ּנּו  א ַאְרֶּפ֔ ֹ֣  ֲאַחְזִּתי֙ו ְול
י  ית ִאִּמ֔ ֲהֵביאִתי֙ו ֶאל־ֵּב֣  ַעד־ֶׁש֤

י׃ ֶדר הֹוָרִתֽ  ְוֶאל־ֶח֖
3:5 I ask you to promise, O daughters of Jerusalem, 

by the gazelles or the does of the field, 
that you will not awaken nor arouse love 
until it is ready. 

ַל֙�  ם ְּב֤נֹות ְירּוָׁש֙ ְעִּתי ֶאְתֶכ֜  ִהְׁשַּב֙
ה   ִּבְצָב֔אֹות ֖אֹו ְּבַאְי֣לֹות ַהָּׂשֶד֑

ִא  ירּו׀ ְוֽ הִאם־ָּתִע֧  ם־ְּתֽעֹוְר֛רּו ֶאת־ָהַאֲהָב֖
ץ׃ ס ד ֶׁשֶּתְחָּפֽ  ַע֥

he woman rejoices in their mutual relationship. As we said earlier, the flower tradi-
tionally translated ‘lily’ is perhaps better identified as the lotus (see comment on 

W 
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2:1). Her lover is thus presented as feeding or grazing among the lotuses. The Hebrew 
verb רעה (rʿh) basically means ‘pasture’, but, like its English equivalent, it can be used of 
a shepherd tending flocks as well as of grazing sheep. The lotuses reappear elsewhere in 
connection with the woman’s body (7:3 [2]) and her lover’s lips (5:13); and in 6:2, the 
lover is seen gathering lotuses in his garden, yet another reference to the woman’s body. 
All this suggests that the image of the lover grazing among the lotuses is a double en-
tendre hinting at the man’s enjoyment of his beloved’s erotic charms. 

Reading ‘before the day breathes and the shadows flee’, Bloch and Bloch (1995, p. 
157) understand v. 17 as the woman’s request that her lover hurry away before day-
break so that they will not be discovered. However, since the Hebrew preposition  ַעד ֶׁש 
(ʿad še) usually means ‘until’, rather than ‘before’, Alter (1985, p. 195) is right to suggest 
that she ‘is inviting her lover to a night of pleasure, urging him to hasten to enjoy to the 
utmost before day breaks’. This implies that the lotuses and cleft mountains ‘are on the 
landscape of her body’ (Alter, ibid.), where, like a gazelle or young stag, the lover is in-
vited to frolic through the night. That this is the intended meaning of the verse is rein-
forced by the parallel in 4:6, which features the same poetic allusion to the break of day 
and clearly expresses the man’s intent to spend the night on what is there called ‘the 
mountain of myrrh and the hill of frankincense’. 

The description of the mountains in our verse is somewhat unclear, as a comparison 
of the translations indicates. KJV and NASB read ‘the mountains of Bether’ (see also Hess, 
2005, p. 86), thus construing the Hebrew term ֶּבֶתר (beter) as a place name. Translations 
such as ‘cleft mountains’ (NRSV, ESV) or ‘rugged hills’ (NIV), on the other hand, relate it to 
the verb בתר (btr), ‘to cut, cleave, divide’. 

During the nights, the woman is missing her lover (3:1). Suggested translations in-
clude ‘at night’ (NRSV, TNK), ‘by night’ (KJV, ESV), ‘all night long’ (NIV) and ‘night after night’ 
(NASB). The Hebrew text literally reads ‘in the nights’; the plural is captured well by the 
NASB’s ‘night after night’. Here and in vv. 2-4 ‘the one I love’ is literally ‘the one whom my 
soul loves’ (see comment on 1:7). Eventually, the woman decides to get up and look for 
him in the streets and squares of the city (v. 2). According to Bloch and Bloch (1995, p. 
158), whenever ‘the city’ (ָהִעיר hāʿîr) appears in the Old Testament, it is Jerusalem that 
is in view. 

Most translations render the verbal phrase of the first line of v. 3 ‘the watchmen 
found me’. However, as this is an unintentional act (cf. Gen. 44:8; Num. 15:32; Prov. 
25:16), the phrase is best translated ‘met me’, ‘came across me’ or ‘crossed my path’. 
The woman’s question to the watchmen is quoted without an introductory formula, 
such as ‘I asked them’, which increases the urgency. The same effect is achieved by the 
word order in the Hebrew, for the woman’s question literally reads, ‘the one I love, have 
you seen?’ Having found her lover soon after, the woman takes him to her mother’s 
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house (v. 4) where, it has been suggested, ‘matters pertaining to marriage may have 
been discussed’ (Bloch and Bloch, 1995, p. 159). The concluding oath or adjuration for-
mula (v. 5) is a verbatim repetition from 2:7. 

The Daughters of Jerusalem (3:6) 

3:6 Who’s this coming up from the desert 
like columns of smoke, 
more fragrant with myrrh and frankincense 
than all the scented powder of the merchant? 

ר  את עָֹל֙ה ִמן־ַהִּמְדָּב֔ ֹ֗ י ז  ִמ֣
ן  יֲמ֖רֹות ָעָׁש֑  ְּכִתֽ

ה  ֶרת מֹו֙ר ּוְלבֹוָנ֔  ְמֻקֶּט֤
ל׃ ת רֹוֵכֽ ל ַאְב ַק֥  ִמּכֹ֖

here is some debate over the identity of the speakers in v. 6 and also in the follow-
ing verses. Verses 6-11 are often regarded as a self-contained unit, whose speakers 

have been variously identified as the daughters of Jerusalem or the male lover. Howev-
er, while the object of contemplation in v. 6 is clearly the woman, the Hebrew word for 
‘this’ (זֹאת zōʾt) being feminine, the focus shifts from v. 7 onwards. Verse 6 finds a paral-
lel in 8:5 where the question ‘who’s this coming up from the desert’ is repeated. Since 
the one coming up from the desert in 8:5 is leaning upon her lover, the speaker cannot 
be the man. On the other hand, it does make good sense, both here and in 8:5, to attrib-
ute the questions to the daughters of Jerusalem, who, in both cases, had just been ad-
dressed in the woman’s adjurations in 3:5 and 8:4. 

The rhetorical formula ‘who’s this’ (cf. Job 38:2; Isa. 63:1; Jer. 46:7) is used for dra-
matic purposes, allowing the Shulamite to make a triumphant and almost numinous ap-
pearance. The translations tend to interpret v. 6b as saying either that the woman is 
perfumed with myrrh, frankincense and all the scented powder of the merchant (KJV, 
NASB, NRSV, ESV) or that the myrrh and frankincense have come from the merchant’s 
powder (NIV, TNK). However, the Hebrew construction is better taken to mean that the 
woman is presented as more fragrant with myrrh and frankincense than all the mer-
chant’s scented powder (see Bloch and Bloch, 1995, p. 160). 

Song 3:6-11 is one of the texts that explain the book’s association with King Solo-
mon, who is mentioned in vv. 7, 9 and 11. Given that connotation, the merchant in v. 6 
evokes the Solomonic trade (see 1 Kgs 10:15). Readers may also have been reminded of 
the visit of the Queen of Sheba, who gave Solomon ‘a great quantity of spices’ (1 Kgs 
10:10). Frankincense, a balsamic resin obtained from the wood of a variety of trees, is 
associated with Sheba in Jeremiah 6:20. 

The Woman (3:7-11) 

3:7 Look, here’s Solomon’s bed. 
Sixty warriors surround it, 
from the warriors of Israel, 

ה  ה ִמָּטתֹ֙ו ֶׁשִּלְׁש�ֹמ֔  ִהֵּנ֗
ּה  יב ָל֑ ים ָסִב֣ ים ִּגּבִֹר֖  ִׁשִּׁש֥

ל׃ י ִיְׂשָרֵאֽ  ִמִּגּבֵֹר֖

T 



The Song of Songs: A Commentary (Karl Möller) 

16 

3:8 all of them skilled in warfare 
and trained in battle, 
each with his sword at his thigh 
against the danger of the nights. 

ֶרב  ֵזי ֶח֔  ֻּכָּל֙ם ֲאֻח֣
ה  י ִמְלָחָמ֑  ְמֻלְּמֵד֖

יׁש ַחְרּבֹ֙ו ַעל־ְיֵר֔כֹו   ִא֤
ַחד ַּבֵּליֽלֹות׃ ס  ִמַּפ֖

3:9 A pavilion King Solomon made for himself 
from the wood of Lebanon. 

ה  ֶל� ְׁש�ֹמ֔ ָׂשה לֹ֙ו ַהֶּמ֣  ַאִּפְר֗יֹון ָע֤
י ַהְּלָבֽנֹון׃  ֵמֲעֵצ֖

3:10 Its pillars he made of silver, 
its ceiling of gold, 
its seat of purple, 
its interior paved with love 
by the daughters of Jerusalem. 

ֶסף  ָׂשה ֶכ֔  ַעּמּוָדי֙ו ָע֣
ב   ְרִפיָד֣תֹו ָזָה֔

ן   ֶמְרָּכ֖בֹו ַאְרָּגָמ֑
ה   ּתֹוכֹ֙ו ָר֣צּוף ַאֲהָב֔

�׃ִמְּב֖נֹות   ְירּוָׁשָלֽ
3:11 Come out, daughters of Zion, and look 

at King Solomon 
with the crown with which his mother crowned him 
on the day of his wedding, 
the day of his heart’s delight. 

יָנה ְּב֥נֹות ִצּ֖יֹון  יָנה׀ ּֽוְרֶא֛  ְצֶא֧
ה  ֶל� ְׁש�ֹמ֑  ַּבֶּמ֣

ה ֶׁשִעְּטָרה־ּ֤לֹו ִאּמֹ֙ו   ָּבֲעָטָר֗
 ְּב֣יֹום ֲחֻתָּנ֔תֹו 

ת ִלּֽבֹו׃ ס  ּוְב֖יֹום ִׂשְמַח֥

n v. 7 the focus shifts from the woman initially to Solomon’s bed. If it is agreed that 
vv. 7-11 form a self-contained unit, then the daughters of Jerusalem cannot be the in-

tended speakers, as they are addressed in v. 11. This leaves the man or the woman, with 
the woman being the more likely option, as is suggested by the fact that she similarly 
addresses the daughters of Jerusalem at the end of five of her other speeches (see 2:7; 
3:5; 5:8, 16; 8:4). 

The information about Solomon and his wedding in vv. 7-11 has no basis in other 
Old Testament passages. And yet it is presented in a way that suggests that the writer is 
referring to well-known Solomonic folklore. Bloch and Bloch (1995, p. 161) note that 
the language is that of an inventory, in which the items that are the focus of attention 
are named first, i.e. ‘a pavilion King Solomon made for himself’, ‘its pillars he made of’ 
etc. Similar inventories of Solomonic buildings and possessions can be found in 1 Kings 
7:6-8 and Ecclesiastes 2:4-8. 

This reading also follows Bloch and Bloch (1995, p. 162) in treating 3:6 and 3:7-11 
as two self-contained units rather than seeing v. 7 as the answer to v. 6. The latter un-
derstanding has led translators to render the interrogative particle ִמי (mî) at the begin-
ning of v. 6 ‘what’ (NASB, NRSV, ESV) rather than ‘who’ (thus rightly KJV, NIV, TNK), even 
though ִמי (mî) is always used with animate objects. Translators who treat v. 7 as the an-
swer to v. 6 have also turned Solomon’s bed (ִמָּטה miṭṭāh) into an ambulatory one, as it 
was thought to have come up from the desert. Hence we find translations such as ‘litter’ 
(NRSV, ESV), ‘palanquin’ (Hess, 2005, p. 109), ‘travelling couch’ (NASB) or ‘carriage’ (NIV; 
but see KJV: ‘bed’ and TNK: ‘couch’). As Bloch and Bloch rightly point out, there is nothing 

I 



The Song of Songs: A Commentary (Karl Möller) 

17 

in the text that would suggest that the bed of v. 7 is moving. The sixty warriors sur-
rounding it apparently have to be pictured inside a sizeable royal bedchamber. 

The translations usually picture the warriors in v. 8a as ‘wearing’, ‘holding’ or being 
‘equipped with’ a sword (KJV, NIV, NRSV, ESV), an understanding that reflects the standard 
meaning of the Hebrew verb אחז (ʾḥz). The problem with that reading is that the text 
would portray the warriors as being ‘seized by a sword’ (ֲאֻחֵזי ֶחֶרב ʾăḥūzê ḥereb). Some 
commentators think that we must be dealing with a different term, which has been un-
derstood on the basis of Akkadian and Ugaritic parallels as meaning ‘skilled’ (see Pope, 
1977, p. 435; Fox, 1985, p. 124). Such an interpretation (which has also been adopted by 
TNK) makes good sense in the light of the following line, especially given that repetition 
is a standard feature of Hebrew parallelism. The text then literally reads ‘skilled with 
the sword’. My translation ‘in warfare’ regards ‘the sword’ as a metonymy, in which a 
part of an experience (here the sword) stands for the whole experience (warfare). 

The warriors guard the king against danger during the nights. The Hebrew term ַּפַחד 
(paḥad) most commonly designates the psychological phenomenon of fear, terror or 
dread, as is reflected in the translations, but it can also mean ‘danger’ (see Koehler and 
Baumgartner, 2001, sub voc. 1.b). In our verse, the warriors clearly guard the king 
against the real danger of assassination. 

The object made by Solomon in v. 9 has been variously construed as ‘a chariot’ (KJV), 
‘a sedan chair’ (NASB), ‘a palanquin’ (NRSV, TNK), ‘a litter’ (Hess, 2005, p. 110) or ‘a car-
riage’ (ESV). The Hebrew term ַאִּפְריֹון (ʾappiryôn), probably a Persian or Greek loanword, 
occurs only here and is of uncertain meaning. The translations just cited are all gov-
erned by the idea that this construct is the object that is coming up from the desert. 
Once again, there is no suggestion in vv. 9-10 that the object is moving. Indeed, the de-
scription in v. 10 rather suggests that we are dealing with a stationary structure. Bloch 
and Bloch (1995, p. 163) note that it ‘recalls the grandeur of the royal pavilion in Esther 
1:6 with its marble pillars, beds … of gold and silver, and floor paved with precious 
stones’, and they point out that, for instance, Ibn Ezra understood the ַאִּפְריֹון (ʾappiryôn) 
as a ‘magnificent building’, while the Zohar saw it as a palace. They also draw attention 
to the house built by Solomon for Pharaoh’s daughter, the most distinguished among his 
many wives. Like the ַאִּפְריֹון (ʾappiryôn) in our verse, this was made with cedar wood 
and costly stones (1 Kgs 7:7-9). 

Verse 10 offers a description of King Solomon’s pavilion. Its pillars are made of sil-
ver, which is to say that they were covered or decorated with silver. In the Old Testa-
ment language for craftsmanship, ‘to make’ (עׂשה ʿśh) frequently applies to surface 
work. Hebrew ַעּמּוד (ʿammûd) can refer to a variety of upright support structures. While 
those who think of the construction in terms of a palanquin translate ‘posts’, the Old 
Testament elsewhere admiringly talks about Solomonic pillars (see 1 Kgs 7:2-6, 15-16). 
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In 2 Kings 25:13, 16-17 (cf. Jer. 52:17, 20-23) these pillars are mentioned among the 
treasures destroyed by the Babylonians in 587 BCE. 

The second line of v. 10 has caused problems because the first word (ְרִפיָדה rĕpîdāh) 
occurs only here. As Hess notes, interpreters and translators have taken it to refer to the 
back, the top or the bottom of the structure (2005, p. 110). The first option, which inter-
prets the term as denoting the support, rest or back of the structure, is the one adopted 
by LXX and Vulgate as well as NASB, NRSV, ESV and TNK (see also Carr, 1984, p. 112). Sev-
eral modern commentators have espoused the second option, understanding ְרִפיָדה 
(rĕpîdāh) as some kind of cover, such as the ceiling (Gerlemann, 1981, p. 139) or the 
roof (Murphy, 1990, pp. 148-149; Munro, 1995, p. 58) of the structure. Those who relate 
it to the bottom have understood it as its carpets or blankets (thus Fox, 1985, p. 126, 
noting that it ‘is a cloth one spreads’), its floor (Falk, 1982, p. 27) or its underpart (Hess, 
2005, 110). This understanding has also been adopted by KJV (‘bottom’) and NIV (‘base’). 
A reading that apparently combines the first and third options relating to the object’s 
back and bottom leads to interpretations that regard it as some kind of upholstery or 
bedding, i.e. cushions or a couch (for this see Bloch and Bloch, 1995, p. 165). Pope, argu-
ing along similar lines, somewhat more vaguely translates ‘bolster’ (1977, p. 443). 

The root רפד (rpd), from which ְרִפיָדה (rĕpîdāh) is derived, means ‘to spread, stretch 
out’. It occurs with that sense in 2:5. In my judgement, the evidence is genuinely incon-
clusive. The reading ‘ceiling’ has been adopted primarily for stylistic reasons. As Munro 
notes, ‘together the pillars and the roof constitute the framework. That is surely why 
they appear as a pair in 3.10ab’ (1995, p. 58). Gerlemann somewhat similarly maintains 
that, if it is correct that the description is of a house or building, then a reference to its 
ceiling is to be expected (1981, p. 139). 

In the case of the seat made of purple, the reference is to its fabric or upholstery, as 
has been made explicit in the translations of NASB, NIV and TNK. Lastly, v. 10 talks about 
the pavilion’s interior, which has been lovingly paved or inlaid (רצף rṣp) by the daugh-
ters of Jerusalem. My translation, ‘paved’, assumes that the reference is to the floor (thus 
also KJV and Bloch and Bloch, 1995, pp. 71, 165). This seems to be confirmed by Esther 
1:6, where the term ִרְצָּפה (riṣpāh), derived from רצף (rṣp), refers to the mosaic floor of 
King Ahasuerus’ court (see Gerlemann, 1981, p. 59). NRSV translates: ‘a mosaic pavement 
of porphyry, marble, mother-of-pearl, and colored stones’. Something similar may well 
be in view in our text. Some modern commentators, finding the reference to the loving 
attitude of the daughters of Jerusalem puzzling and out of place, have suggested sub-
stantial emendations. The text, however, makes perfect sense as it stands. 

Apart from v. 11, there is no other reference in the Old Testament to Solomon’s 
mother crowning him, a detail that Bloch and Bloch once again assign to Solomonic leg-
ends (1995, p. 166). The translation of the last line as ‘the day of his heart’s delight’ ren-
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ders the Hebrew quite literally (similarly KJV, NASB, NRSV and ESV). The heart, as is fre-
quently the case, here refers to Solomon’s whole person, or more properly, his affective 
faculties. TNK captures the sense of the Hebrew brilliantly in rendering the line simply as 
‘his day of bliss’. 

One of the key questions regarding vv. 7-11 concerns their connection with the rest 
of the Song. Bloch and Bloch (1995, p. 166) offer three suggestions, i.e. that King Solo-
mon functions as a counterpart to the woman’s lover, who is described as her ‘king’ in 
1:4, 12; that Solomon features as an object of the daughters of Jerusalem’s admiration, 
much like the woman’s lover (see 1:3); and that the focus on Solomon’s mother on the 
occasion of his wedding mirrors the Song’s interest in the woman’s mother in 3:4 and 
8:2. 

The Man (4:1-15) 

4:1 You are so beautiful, my love. 
You are so beautiful. 
Your eyes are doves 
looking out from behind your locks. 
Your hair is like a flock of goats 
streaming down Mount Gilead. 

ה ַרְעָיִתי֙  � ָיָפ֤  ִהָּנ֙
ה   ִהָּנ֣ � ָיָפ֔

ים   ֵעיַנ֣ ִי� יֹוִנ֔
 � ַעד ְלַצָּמֵת֑  ִמַּב֖

ים  ִעִּז֔ ֶדר ָהֽ  ַׂשְעֵר֙� ְּכֵע֣
ד׃ ר ִּגְלָעֽ  ֶׁשָּגְלׁ֖שּו ֵמַה֥

4:2 Your teeth are like a shorn flock 
that have come up from the washing pool, 
every one of them bearing twins, 
not one of them bereaved of offspring. 

ֶדר ַהְּקצּו֔בֹות  ִי֙� ְּכֵע֣  ִׁשַּנ֙
ה   ֶׁשָע֖לּו ִמן־ָהַרְחָצ֑
 ֶׁשֻּכָּל֙ם ַמְתִאי֔מֹות 
ם׃ ין ָּבֶהֽ ה ֵא֥  ְוַׁשֻּכָל֖

4:3 Like a scarlet thread are your lips; 
your mouth is beautiful. 
Like a slice of pomegranate gleams your brow 
from behind your locks. 

ִי�   ְּכ֤חּוט ַהָּׁשִנ֙י ִׂשְפֹתַת֔
י� ָנאֶו֑ה   ּוִמְדָּבֵר֖

  � ִרּמֹון֙ ַרָּקֵת֔ ַלח ָהֽ  ְּכֶפ֤
�׃ ַעד ְלַצָּמֵתֽ  ִמַּב֖

4:4 Like the tower of David is your neck, 
built to perfection. 
A thousand bucklers hang on it, 
all of them shields of warriors. 

 � ל ָּדִוי֙ד ַצָּואֵר֔  ְּכִמְגַּד֤
 ָּב֖נּוי ְלַתְלִּפּ֑יֹות 

יו  ֶלף ַהָּמֵגן֙ ָּת֣לּוי ָעָל֔  ֶא֤
ים׃ י ַהִּגּבֹוִרֽ ל ִׁשְלֵט֥  ּכֹ֖

4:5 Your breasts are like two fawns, 
twins of a gazelle, 
which feed among the lotuses. 

ים  ִי� ִּכְׁשֵנ֥י ֳעָפִר֖  ְׁשֵנ֥י ָׁשַד֛
י ְצִבָּי֑ה   ְּתאֹוֵמ֣

ים׃ ים ַּבּׁשֹוַׁשִּנֽ  ָהרֹוִע֖
4:6 Until the day breathes 

and the shadows flee 
I’ll go to the mountain of myrrh, 
to the hill of frankincense. 

ד ֶׁשָּי֙פּוַ�֙ ַהּ֔יֹום   ַע֤
ים   ְוָנ֖סּו ַהְּצָלִל֑

ר ַהּ֔מֹור  ֶל� ִל֙י ֶאל־ַה֣  ֵא֤
ה׃ ת ַהְּלבֹוָנֽ  ְוֶאל־ִּגְבַע֖
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4:7 All of you is beautiful, my love; 
there’s no flaw in you. 
 

י  � ָיָפ֙ה ַרְעָיִת֔  ֻּכָּל֤
�׃ ס ין ָּבֽ  ּו֖מּום ֵא֥

4:8 Come with me from Lebanon, my bride, 
come with me from Lebanon, 
come down from the peak of Amana, 
from the peak of Senir and Hermon, 
from the dens of lions, 
from the mountains of leopards. 

ה  י ִמְּלָבנֹון֙ ַּכָּל֔  ִאִּת֤
י ִמְּלָב֣נֹון ָּת֑בֹוִאי   ִאִּת֖

ה ָּתׁ֣שּוִרי׀ ֵמ  אׁש ֲאָמָנ֗ ֹ֣  ר
אׁש ְׂשִני֙ר ְוֶחְר֔מֹון  ֹ֤  ֵמר

 ִמְּמעֹ֣נֹות ֲאָר֔יֹות 
ים׃ י ְנֵמִרֽ ַהְרֵר֖  ֵמֽ

4:9 You’ve stolen my heart, my sister, my bride. 
You’ve stolen my heart with one glance of your eyes, 
with one coil of your necklace. 

ה  י ַכָּל֑ ִני ֲאחִֹת֣  ִלַּבְבִּת֖
יִני֙  ִי� 4F5 ִלַּבְבִּת֙ ת ֵמֵעיַנ֔  ְּבַאַח֣

 ִי�׃ ד ֲעָנ֖ק ִמַּצְּורָֹנֽ  ְּבַאַח֥
4:10 How beautiful is your lovemaking, 

my sister, my bride! 
How much better is your lovemaking than wine, 
and the fragrance of your oils than all the spices! 

ִי�   ַמה־ָּי֥פּו דַֹד֖
ה  י ַכָּל֑  ֲאחִֹת֣

ִין  ִי֙� ִמַּי֔ בּו דַֹד֙  ַמה־ּטֹ֤
ים׃  ִי� ִמָּכל־ְּבָׂשִמֽ יַ� ְׁשָמַנ֖  ְוֵר֥

4:11 Your lips drip honey, my bride. 
Honey and milk are under your tongue; 
and the fragrance of your garments is like the fragrance of 
Lebanon. 
 

ה  ִי� ַּכָּל֑ ְפָנה ִׂשְפתֹוַת֖ ֶפת ִּתּטֹ֥  ֹנ֛
 � ַחת ְלׁשֹוֵנ֔ ׁש ְוָחָל֙ב ַּת֣  ְּדַב֤

יַ� ְלָבֽנֹון׃ ס ִי� ְּכֵר֥ יַ� ַׂשְלמַֹת֖  ְוֵר֥

4:12 You are a locked garden, 
my sister, my bride, 
a locked pool, 
a sealed spring. 

 ן׀ ָנ֖עּול   ַּג֥
ה  י ַכָּל֑  ֲאחִֹת֣

ל ָנ֖עּול   ַּג֥
 ן ָחֽתּום׃  ַמְעָי֥

4:13 Your branches are a pomegranate grove 
with delicious fruits, 
henna with spikenards, 

ים  ס ִרּמֹוִנ֔ ִי֙� ַּפְרֵּד֣  ְׁשָלַח֙
ים  י ְמָגִד֑ ם ְּפִר֣  ִע֖

ים׃ ים ִעם־ְנָרִדֽ  ְּכָפִר֖
4:14 spikenard and saffron, 

cane and cinnamon, 
with all aromatic trees, 
myrrh and aloes, 
with all the finest spices. 

ם   ֵנ֣ ְרְּד׀ ְוַכְרּכֹ֗
 ָקֶנ֙ה ְוִקָּנ֔מֹון 

י ְלבֹוָנ֑ה  ם ָּכל־ֲעֵצ֣  ִע֖
ר ַוֲאָה֔לֹות   ֹמ֚

ים׃ י ְבָׂשִמֽ ם ָּכל־ָראֵׁש֥  ִע֖
4:15 You are a garden spring, 

a well of living water, 
flowing streams from Lebanon. 

ים   ַמְעַי֣ ן ַּגִּנ֔
ִים ַחִּי֑ים  ר ַמ֣  ְּבֵא֖
ים ִמן־ְלָבֽנֹון׃  ְוֹנְזִל֖

                                                                    
5Ketib: ְּבַאַחד. 
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he man now offers a description of his beloved’s physical charms, beginning with 
the woman’s eyes. Modern English translations and most commentators picture 

them behind a veil.  The Hebrew term ַצָּמה (ṣammāh) occurs only four times in the Old 
Testament, here, in 4:3; 6:7 and Isaiah 47:2. Based on the latter text, Bloch and Bloch 
(1995, pp. 166-168) have argued that ַצָּמה (ṣammāh) does not mean ‘veil’. In order to 
follow their argument, we need to take a look at the relevant lines from Isaiah 47:2-3, a 
passage that talks about the eventual humiliation of Babylon. The following table fea-
tures the translation of the NRSV, the relevant Hebrew terms and the suggested transla-
tion where it differs from the NRSV: 

NRSV Hebrew verb Hebrew noun Suggested translation 

remove your veil גלה (glh)  הַצָּמ  (ṣammāh) uncover your locks 

strip off your robe חׂשף (ḥśp) ׁשֶֹבל (šōbel) expose your underskirt 

uncover your legs גלה (glh) ׁשֹוק (šôq) uncover your thigh 

your nakedness shall be uncovered גלה (glh) ֶעְרָוה (ʿerwāh)  

and your shame shall be seen    

Three times the verb גלה (glh) appears. Twice, in connection with the legs and the na-
kedness, it is translated ‘uncover’. In the first line, however, in connection with ַצָּמה 
(ṣammāh), here also translated ‘veil’, the verb is rendered ‘remove’. Yet that is not what 
 means. That translation has been chosen simply because it makes little sense (glh) גלה
to say ‘uncover your veil’. As Bloch and Bloch point out, in the context of Isaiah 47:2-3, 
the ַצָּמה (ṣammāh) must be something that the Babylonians would be reluctant to ex-
pose. Noting that, in addition to the translation ‘veil’, there is also an ancient tradition 
(exemplified, for instance, by Ibn Ezra) of rendering the term along the lines of ‘locks, 
tresses, mass of hair, braided hair’, they suggest that a reference to hair makes good 
sense since ‘in ancient Mesopotamian society, it was improper for a woman, especially 
one of the higher classes, to bare her head in public’ (p. 167). 5F

6 
Bloch and Bloch offer two further arguments in support of their reading. One is 

based on Hebrew morphology, i.e. the observation that nouns that follow the rare pat-
tern in which the doubled middle consonant is preceded by a and followed by āh are 
frequently associated with body parts. Two examples of this pattern occur in the Song: 
 thrums’ (7:6). Interestingly, both are‘ ,(dallāh) ַּדָּלה brow’ (4:3; 6:7), and‘ ,(raqqāh) ַרָּקה
associated with the woman’s head and hair. Secondly, Bloch and Bloch point out that all 
the nouns in vv. 1-5 that carry the possessive pronoun ‘your’ (-ēk, -ayik) refer to body 
parts, i.e. �ֵעיַנִי (ʿênayik), ‘your eyes’, �ַׂשְעֵר (śaʿrēk), ‘your hair’, �ִׁשַּנִי (šinnayik), ‘your 

                                                                    
6Bloch and Bloch similarly argue that ָחַׂשף (ḥāśap) does not mean ‘strip off’ but ‘expose, lay bare, show’; 
and they tentatively suggest that ׁשֶֹבל (šōbel), a hapax legomenon of uncertain meaning, might refer to an 
underskirt. Lastly, ׁשֹוק (šôq) is more precisely rendered ‘thigh’ rather than ‘legs’. 

T 
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teeth’, �ִׂשְפֹתַתִי (śiptōtayik), ‘your lips’, �ַרָּקֵת (raqqātēk), ‘your brow’, �ַצָּואֵר (ṣawwāʾrēk), 
‘your neck’, and �ָׁשַדִי (šādayik), ‘your breasts’. ‘Veil’ would be the only exception. All this 
suggests that KJV appears to be along the right lines in translating ַצָּמה (ṣammāh) as 
‘locks’. 

It has to be said that the understanding of ַצָּמה (ṣammāh) as ‘veil’ is an ancient one, 
going back to LXX and Symmachus. But Bloch and Bloch may well be correct to surmise 
that it appealed to translators and commentators primarily because ‘the image of a Shu-
lamite whose face is modestly covered with a veil was in perfect harmony with the 
apologetic approach that governed much of traditional Jewish and Christian scholar-
ship’ (p. 168). 

The Hebrew text literally reads ‘your eyes are doves from behind your locks’. The 
words ‘looking out’ have been added in order to indicate that the woman’s eyes are not 
merely the man’s object of observation but are perceived as actively looking out from 
behind her hair. 

Having mentioned her locks, the lover then moves on to the woman’s hair, depicted 
as a flock of goats ‘streaming down’ the mountainside. The verb גלׁש (glš), which occurs 
only here, has been explained, with reference to a Ugaritic cognate, as denoting the 
streaming or surging of waters. Hess (2005, p. 111) translates ‘descend in waves’; and 
Bloch and Bloch (1995, p. 169) note that the image suggests ‘heavy, thick, wavy hair in 
flowing motion’. 

Verse 2, which moves on to the woman’s teeth, is repeated verbatim in 6:6, with one 
exception. In 6:6, we read of a flock of ewes (ְרֵחִלים rĕḥēlîm), while 4:2 literally talks 
about a ‘flock of shorn ones’ (ֵעֶדר ַהְּקצּובֹות ʿedēr haqqĕṣûbôt). That they are ewes is im-
plied. That they have come up from the washing pool underlines the whiteness of the 
woman’s teeth. But they are also remarkable for being complete, not necessarily a given 
in an ancient society, and of an even and regular shape. This is emphasised in the image 
of the twins and the notion that none of them are bereaved of offspring. The point of the 
latter is that, since lambs are typically walking beside their mother, in the case of a ewe 
having lost its lamb, there would be an empty place beside it. 

The second line of v. 3 – we have now moved on to the woman’s mouth – is ambigu-
ous in that the Hebrew noun ִמְדָּבר (midbār) can refer to her ‘speech’ (KJV) or ‘voice’ (Ibn 
Ezra, Rashi), or to her mouth (NASB, NIV, NRSV, ESV, TNK). Because of a perceived parallel 
with 2:14 (the adjective ָנאֶוה [nāʾweh] occurs in both verses), where the focus is on 
acoustic and visual aspects (the woman’s voice and appearance), and due to the focus 
on the beauty of the woman’s lips and mouth being seen as redundant, Bloch and Bloch 
(1995, p. 170) translate ִמְדָּבר (midbār) as ‘voice’, which is praised as being delicious. 
However, this interpretation fails to observe that the focus throughout vv. 1-5 is on vis-
ual aspects. Moreover, far from being redundant, the praise of the beauty of the wom-
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an’s mouth rounds off the description in vv. 2-3a, which began by praising the white-
ness, regularity and completeness of her teeth before moving on to the deep redness of 
her lips, by summing up and depicting her entire mouth as beautiful. 

Translators and commentators are not agreed on the identity of the next body part. 
‘Cheeks’ (NRSV, ESV) or ‘temples’ (KJV, NASB, NIV) are popular proposals. Yet these transla-
tions obscure the fact that the Hebrew noun ַרָּקה (raqqāh) is in the singular. Nor does 
the text talk about pieces or halves of a pomegranate, as some imply (e.g. NRSV, ESV, NIV; 
Hess, 2005, p. 112). Again, the relevant term (ֶּפַלח pelaḥ) appears in the singular. All this 
is best captured in the translation of TNK, which reads, ‘your brow … gleams like a pom-
egranate split open’. The point of comparison appears to be the colour of the pomegran-
ate, which her brow equals. The verb ‘gleams’, which does not occur in the Hebrew text, 
has been added in order to convey the sense, implied by the phrase ‘from behind’, of the 
woman’s brow actively, as it were, shimmering through her hair. As in v. 1, ַצָּמה 
(ṣammāh) is best translated ‘locks’, not ‘veil’. 

Turning to the woman’s neck (v. 4), this is compared to the tower of David. But is 
that tower built ‘in rows of stone’ (ESV; similarly NASB: ‘with rows of stones’), ‘in courses’ 
(NRSV), ‘with elegance’ (NIV) or ‘to hold weapons’ (TNK; see also KJV: ‘builded for an 
amoury’)? Bloch and Bloch (1995, p. 170) note that these widely differing renderings of 
the Hebrew phrase ְלַתְלִּפּיֹות (lĕtalpiyyôt) ‘are mostly based on pure speculation and du-
bious etymologies’. Many modern commentators prefer readings such as ‘in courses’ 
(Pope, 1977, pp. 6, 466-468), ‘in terraces’ or ‘in layers’ (Hess, 2005, p. 112), which are 
explained by suggesting that the woman’s necklace, consisting of rows of beads, might 
evoke a tower built in rows, or courses, of stones. However, as Bloch and Bloch (p. 171) 
indicate, Hebrew grammar seems to rule this out since verbs meaning ‘build’, ‘make’, 
‘shape’ etc. typically occur with two objects and no preposition. The following example 
illustrates the construction well: ‘he built the inner court [with] three courses of 
dressed stone’ (1 Kgs 6:36). NRSV adds the preposition ‘with’ in order to clarify the 
meaning of the sentence; the Hebrew merely features two objects: ‘the inner court’, 
‘three courses of dressed stone’. When a preposition does occur, as in 1 Kings 6:15-16, it 
is  ְּב (bĕ-) rather than  ְל (lĕ-): ‘he lined the walls of the house on the inside with boards of 
cedar’ (ְּבַצְלעֹות ֲאָרִזים bĕṣalʿôt ʾărāzîm). 

Commentators also generally assume that ַּתְלִּפּיֹות (talpiyyôt) is a plural noun. Once 
again, Bloch and Bloch have questioned this, pointing out that there are several Hebrew 
words that are plurals in form (i.e. ending in -ôt or -îm) but that function as adverbs. Ex-
amples include נֹוָראֹות (nôrāʾôt), ‘awesomely’ (Ps. 139:14 [NRSV has ‘fearfully’]); עֹוָלִמים 
(ʿôlāmîm), ‘forever’ (1 Kgs 8:13); and ֵמיָׁשִרים (mêšārîm), ‘rightly’ (Song 1:4). Importantly 
for our purposes, adverbially used words are frequently preceded by the preposition  ְל 
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(lĕ-) as in the case of ְלַהְפִליא (lĕhaplîʾ), ‘wondrously’ (Joel 2:26), and ְלעֹוָלִמים (lĕʿôlāmîm), 
‘forever’ (Ps. 77:8), one of the plural forms mentioned above. 

None of this establishes the actual meaning of the enigmatic term ְלַתְלִּפּיֹות (lĕtalpiy-
yôt), but based on these grammatical considerations and the context in which it appears, 
Bloch and Bloch (p. 172) suggest a meaning along the lines of ‘wondrously, magnificent-
ly, to perfection’. Indeed, they point out that, according to Ibn Ezra, early Jewish inter-
preters tended to paraphrase  ִּיֹותְלַתְלּפ  (lĕtalpiyyôt) ‘without equal’. Among modern 
translations, this approach has been adopted by NIV, which, as already mentioned, trans-
lates ‘with elegance’. If this is generally along the right lines, it would be the neck itself, 
rather than the neck with its necklace, that is praised by the lover, as indeed is the case 
with all the other body parts mentioned in vv. 1-5. Having marvelled at the beauty of his 
beloved’s neck, the necklace is then singled out for special comment in the last two lines 
of v. 4. 

Those two lines, in turn, become far more transparent in the light of Ezekiel 27:10-
11, a passage that talks about warriors hanging their weaponry on towers and city walls 
in a display that lends a city splendour and beauty. Several key terms appear in both 
texts: tower (ִמְגָּדל migdāl), buckler (ָמֵגן māgēn),6F

7 shield (ֶׁשֶלט šeleṭ) and the verb ‘to 
hang’ (תלה tlh). In addition to these, the ‘men of war’ (ַאְנֵׁשי ִמְלָחָמה ʾansê milḥāmāh) in 
Ezekiel 27:10 (NRSV translates ‘mighty warriors’, but the term is different from the one 
found in the Song of Songs) correspond to the ‘warriors’ (ִּגּבֹוִרים gibbôrîm) in Song 4:4; 
and in mentioning beauty (ֳיִפי yŏpî), Ezekiel 27:11 employs a term whose derivatives 
occur repeatedly in the Song. Obscured by some translations (e.g. NIV, ESV), our verse us-
es two distinct terms for different types of shields, here translated ‘bucklers’ and 
‘shields’ (similarly KJV, NRSV; NASB reads ‘shields’ and ‘round shields’). 

It is the woman’s stunning necklace, on display on her beautiful neck, that evokes 
the image of the weaponry displayed on King David’s tower, an image of awe-inspiring 
grandeur and beauty. Indeed, the purpose of the military imagery employed in connec-
tion with the woman, not only here but also in other parts of the Song, appears to be to 
draw attention to the awesomeness of her physical appearance. 

Turning to the woman’s breasts (v. 5), the lover praises their identical shape, as is 
indicated by the reference to twins. Gazelles may have been selected for their graceful-
ness and gentleness. Alter (1995, p. 128) suggests that ‘an invitation to caress’ might 
perhaps also be implied. The grazing of the gazelles among the lotuses calls to mind the 

                                                                    
7The Hebrew of v. 4 literally reads ‘the thousand buckler hang’, with both the noun and the verb occurring 
in the singular. The noun thus functions as a collective singular, as is frequently the case with large round 
numbers, but the singular verb indicates that the whole group of bucklers is treated as a single object. 
Bloch and Bloch (1995, pp. 172-173) suggest that the grammatical construction marks the object as 
something that would have been well-known, i.e. ‘those famous bucklers of which we have all heard’, yet 
another instance of Davidic folklore that they find throughout the Song. 
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earlier reference to the lover himself feeding among the lotuses, an erotic double en-
tendre that describes his amorous encounter with his beloved in 2:16. 

Having thus enumerated the woman’s charms, the man voices his determination to 
go and be with her until the day dawns (v. 6). Once again, the beautiful image of the day 
breathing and the shadows fleeing is used to refer to the early morning (cf. 2:17); and 
the woman, who had been depicted as ‘more fragrant with myrrh and frankincense’ 
than the aromatic powders of the spice merchants (3:6), is here called a ‘mountain of 
myrrh’ and a ‘hill of frankincense’, images that call to mind the spice mountains well-
known to us from Middle Eastern and North African countries. Of course, the point of 
comparison is not the colourful display but the breathtakingly enticing fragrance, while 
the notion of mountains and hills may also evoke the mons pubis (cf. Alter, 1985, p. 201). 

Having praised his beloved’s beauty before (see 1:8, 15; 2:10, 13; 4:1) and having 
just dwelled on her bodily charms in some detail, the lover now concludes that she is all 
beautiful and flawless. Colloquially, the first line of v. 7 might well be rendered ‘every 
inch of you is beautiful’ (for this suggestion, see Bloch and Bloch, 1995, p. 173). 

The wish, expressed in v. 8, that his bride come with him from the mountains of 
Lebanon is not to be taken literally. The three mountains and the wild animals that in-
habit them are part of the lovers’ fantasy world, which evokes their freedom and vitality 
as well as a sense of danger and majestic beauty (see Bloch and Bloch, 1995, p. 174). 

The meaning of v. 9 hinges upon the verb, which has led to much discussion. The 
phrase ‘you’ve stolen my heart’ is a translation of the Hebrew verb ִלַּבְבִּתִני (libbabtīnî). It 
is clear that the verb לבב (lbb) is related to ֵלָבב (lēbāb), the Hebrew word for the heart. 
The precise meaning of the verb, however, is far from clear. One suggestion, adopted 
here, is that it means something along the lines of ‘steal,7F

8 enchant, captivate, ravish the 
heart’. Another possibility is to translate ‘you have heartened, encouraged, emboldened 
me’ (see Bloch and Bloch, 1995, p. 175). 

In calling his beloved ‘sister’, the man is using a term of endearment that is found al-
so in ancient Egyptian love songs. As Fox (1985, p. 136) points out, ‘the basis of [the] 
expression is the closeness of the relationship between brother and sister’. The phrase 
‘my sister, my bride’, which is a leitmotif in 4:8–5:2, thus ‘asserts both current intimacy 
and future relationship’ (ibid.). The Hebrew text literally reads ‘you have stolen my 
heart with one of your eyes’. In line with the translations (see NASB, NIV, NRSV, ESV, TNK; 
also Bloch and Bloch, 1995, p. 77; Hess, 2005, p. 113; however, KJV omits it), ‘glance’ has 
been added here as the most reasonable explanation of the text’s meaning. 

Apart from her eyes, which here feature again, having already been mentioned in v. 
1, it is the woman’s necklace that captivates the man. The Hebrew term ( ָּורֹוןצַ   ṣaw-

                                                                    
8See Waltke and O’Connor, 1990, p. 412, who note that the Piel can denote the taking away of something, 
citing Song 4:9 as one of their examples. 
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wārôn) appears in the plural, thus indicating that it consists of multiple strands. While 
in its totality it inspired the military imagery of v. 4, the lover now declares that a single 
coil is enough to enthral him. 

The man’s praise of the woman as a lover (v. 10) equals her earlier praise of him 
(1:2-3). Both describe the partner’s lovemaking as better than wine; both praise the fra-
grance of the other’s anointing oils. And both delight in each other’s kisses. In 1:2 the 
woman longs for them; here, in v. 11, the man compares the sweetness of her kisses to 
honey and milk. In addition to the standard term for honey (ְּדַבׁש dĕbaš), which is found 
in the second line, the lover talks about the best honey, honey fresh from the honey-
comb (ֹנֶפת nōpet), that is dripping from her lips. Commentators have pointed out that 
the first line could also refer to the woman’s sweet words, but given the context, which 
envisages the man tasting the honey and milk found under the woman’s tongue, and the 
parallel text in 1:2-3, which explicitly mentions kissing, this seems unlikely. And there is 
yet another reference to the woman’s fragrance here, or, more precisely, that of her 
garments. The ‘fragrance of Lebanon’ has been linked by commentators to its forests 
and wines, the fragrance of the latter being mentioned in Hosea 14:7. 

Having begun his speech by praising the woman’s physical charms (vv. 1-5), the 
man in vv. 12-15 describes her sexuality in terms of a garden rich in fruit and spices, a 
garden that is locked to all but him. Because v. 12 does not contain a finite verb, it is not 
clear whether the man is still addressing his beloved or whether he is talking about her. 
Many English translations (e.g. KJV, NASB, NRSV, ESV, TNK; also Bloch and Bloch, 1995, p. 79) 
have come to the latter conclusion, translating along the lines of ‘a garden locked is my 
sister’. However, the personal pronoun ‘your’ in the next verse indicates that the woman 
continues to be the addressee throughout the man’s speech. NIV thus correctly translates 
‘you are a garden locked up’ (see also Hess, 2005, p. 114). 

NRSV repeats the words ‘a garden locked’, thus accepting the variant reading found 
in LXX, Vulgate, Peshitta and some Hebrew manuscripts, but it is unlikely that a scribe 
would have mistakenly written ַּגל (gal) instead of ַּגן (gan). ַּגל (gal), variously rendered 
‘spring’ (KJV, NIV, ESV), ‘rock garden’ (NASB) or ‘fountain’ (TNK), usually refers to a wave, 
but, based on Ugaritic, Akkadian and Greek parallels and the presence of a similar word 
-Pope (1977, pp. 488-489) has argued that the reference here is to a bowl ,(gullāh) ֻּגָּלה
shaped pool. Proverbs 5:15-19 similarly applies the imagery of a fountain and other wa-
ter supplies to the female sexual partner. 

Having compared his beloved to a locked garden full of refreshing water, the man 
now describes her body as a pomegranate grove full of delicious fruits and aromatic 
spices (vv. 13-14). It is not entirely clear, however, which body part the writer had in 
mind. The term translated ‘your branches’ (�ְׁשָלַחִי šĕlāḥayik) occurs only here. Its mean-
ing is uncertain, but, derived from the verb ׁשלח (šlḥ), ‘to stretch out, send’, the image 
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might be that of roots or branches sent forth by trees (cf. Jer. 17:8; Ps. 80:12 [11]). 
Translations such as ‘shoots’ (NASB, ESV) or ‘plants’ (KJV, NIV) reflect a 
similar understanding. Another option is to interpret ֶׁשַלח (šelaḥ) as a 
canal or channel (thus NRSV). While in the latter case the reference may 
be to the woman’s vagina (thus e.g. Keel, 1994, p. 176), it has been sug-
gested that the branches similarly depict her pubic area, which in fe-
male Egyptian deities of the Middle Bronze Age was represented by 
branches (see Görg, 1993). 8F

9 Some interpreters prefer a vaguer reference to the wom-
an’s body generally (e.g. Hess, 2005, p. 114), which is also reflected in TNK’s ‘your limbs’. 

Commenting on the spices mentioned in vv. 13-14, Bloch and Bloch (1995, p. 177) 
note that only saffron and henna are known to have grown in Palestine. Myrrh, cinna-
mon and cane are likely imports, while spikenard, frankincense and aloes would clearly 
have been luxury imports from far-away places such as India, Arabia, Somalia and per-
haps even China. Another interesting feature in v. 13 is the occurrence of the term ַּפְרֵּדס 
(pardēs), from which, via the Greek παράδεισος (paradeisos), we derive the English 
term ‘paradise’. A Persian loanword with the original meaning ‘enclosed park’ or ‘pleas-
ure ground’, it is only found with the meaning ‘orchard’ from the third century BCE (thus 
Bloch and Bloch, 1995, p. 177). 

The opening line of v. 15 literally reads ‘a spring of gardens’. As in v. 12, the words 
‘you are’ have been added for clarity. The phrase ‘a spring of gardens’, where ַּגִּנים 
(gannîm) is a generic plural, designates a spring that is typically found in gardens, hence 
‘a garden spring’. The syntax of the last line allows for two interpretations, since the He-
brew term ֹנְזִלים (nōzlîm) can be understood as a plural noun meaning ‘flowing streams’ 
(ESV, NRSV) or as a participle modifying ‘water’, i.e. ‘living and flowing water’ (see NIV’s 
‘flowing water streaming down’). The first reading has been adopted here, because ֹנְזִלים 
(nōzlîm) is used elsewhere as a synonym for water (see e.g. Ps. 78:16; Prov. 5:15; Isa. 
44:3). 

The Woman (4:16) 

4:16 Awake, O north wind, and come, O south wind! 
Blow upon my garden that its spices may stream out. 
Let my lover come to his garden 
and eat its delicious fruit. 

ן   ֤עּוִרי ָצפֹון֙ ּו֣בֹוִאי ֵתיָמ֔
יו  י ִיְּז֣לּו ְבָׂשָמ֑ יִחי ַגִּנ֖  ָהִפ֥

א דֹוִדי֙ ְלַגּ֔נֹו  ֹ֤  ָיב
יו׃ י ְמָגָדֽ ל ְּפִר֥  ְויֹאַכ֖

n her response, the woman makes it clear that she desires for the spices of her garden 
to stream out and call attention to it. She desires for her lover to come to what is now 

his garden and enjoy its delicious fruit. Because the verb ‘blow, breathe’ (פוח pwh) ap-
                                                                    
9See also the Ugaritic pendant (14th-13th-century) displaying a naked goddess (reproduced from Keel, 
1994, p. 175). 
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pears in the causative Hiphil stem, Bloch and Bloch (1995, p. 178) note that it might 
have the sense of ‘to cause to breathe’, perhaps implying a bringing to life. Referring to 
the parallel found in Ezekiel 37:9, they suggest that the implication might be that ‘the 
Shulamite’s garden … is dormant and magically brought to life by the winds she sum-
mons’. 

The Man (5:1) 

5:1 I’ve come to my garden, my sister, my bride. 
I’ve plucked my myrrh with my spices. 
I’ve eaten my honeycomb with my honey. 
I’ve drunk my wine with my milk. 
 
Eat, friends, 
drink and get drunk on lovemaking. 

י ַכָּל֒ה  אִתי ְלַגִּנ֘י ֲאחִֹת֣  ָּב֣
י  יִתי מֹוִר֙י ִעם־ְּבָׂשִמ֔  ָאִר֤
י  ְלִּתי ַיְעִרי֙ ִעם־ִּדְבִׁש֔  ָאַכ֤

י י ִעם־ֲחָלִב֑ יִתי ֵייִנ֖  ָׁשִת֥
 

ים   ִאְכ֣לּו ֵרִע֔
ים׃ ס  ְׁש֥תּו ְוִׁשְכ֖רּו ּדֹוִדֽ

ne of the key questions regarding the man’s reply concerns the tense of the verbs, 
as a comparison of the translations indicates. While some (e.g. NASB, NIV, TNK; see 

also ESV’s ‘I came’) translate ‘I have come’, NRSV reads ‘I come’, taking the man’s words as 
a statement of intent. However, as Bloch and Bloch (1995, p. 178) maintain, ‘while the 
Hebrew “perfect” verb is indeed able to express a variety of temporal and aspectual nu-
ances, its most typical role – especially in the Song – is to denote a narrative past’. In 
other words, the man’s statement is best taken as implying consummation. Ernst (2003, 
p. 49) summarises the gist of 4:12–5:1 in these words: 

Perhaps his bride is a closed garden to all but him, for whom she is a flowing fountain. In 
fact, she implores the wind to blow upon her garden, so that its spicy fragrance flows out, 
enticing her lover to come in and enjoy the fruits there. And he does. He has come into his 
garden, he has plucked, he has eaten, and he has drunk. 

Sexual connotations are implied not only in the plucking, eating and drinking but even 
in the coming into his garden since the Hebrew verb בוא (bwʾ), ‘come to, enter’, is regu-
larly used to denote sexual intercourse. 

A notable feature of v. 1 is the repeated use of the preposition ‘with’ (ִעם ʿim), i.e. ‘my 
myrrh with my spices’, ‘my honeycomb with my honey’ and ‘my wine with my milk’, in-
stead of ‘and’. This provides a note of exuberance, as if to say ‘I have plucked my myrrh, 
and my spices too’ (see Bloch and Bloch, 1995, p. 179). We have already encountered 
the same construction in the list of rare spices mentioned in 4:13-14. 

The last two lines of v. 1 have been understood by some commentators as a kind of 
chorus, perhaps spoken by the daughters of Jerusalem, who, on that view, might be ad-
dressing the couple. As Hess (2005, p. 156) notes, ‘it is not clear who is being addressed 
or even who is doing the talking’. He prefers to see the switch to plural verbs as signal-
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ling a different speaker (p. 157), but that need not be the case. It seems equally possible 
that the man in his exuberance, which is palpable throughout v. 1, is now inviting others 
to taste love for themselves and get drunk on lovemaking just as he did. As again Hess 
points out, the Hebrew term ׁשכר (škr), which can mean ‘drinking without restraint’, 
commonly refers to intoxication and thus should be taken in that way also in the pre-
sent context. 

While NRSV and ESV share this interpretation of the final line, some translators have 
come to different conclusions. The reason for this is that the last word (ּדֹוִדים dôdîm) can 
also be translated ‘lovers’ instead of ‘lovemaking’. Hence, for instance, NIV’s ‘drink your 
fill, O lovers’ (see also KJV, RSV, NASB as well as LXX, Peshitta and Vulgate). However, 
Bloch and Bloch (1995, p. 179) are right to point out that it makes little sense to assume 
that a term that is consistently used throughout the Song to refer to lovemaking should 
acquire, just this once, a different meaning. Indeed, they aptly comment that ‘one can 
see why this reading was preferred by those to whom the notion of getting drunk on 
love may have been too blatantly erotic’. 

The Woman (5:2-8)  

5:2 I slept, but my heart was awake. 
Listen! My lover is knocking. 
‘Open to me, my sister, my love, 
my dove, my perfect one, 
for my head is drenched with dew, 
my locks with the drops of the night.’ 

ר  י ֵע֑ י ְיֵׁשָנ֖ה ְוִלִּב֣  ֲאִנ֥
ק  י דֹוֵפ֗  ֣קֹול׀ ּדֹוִד֣

י ַרְעָיִתי֙   י ֲאחִֹת֤  ִּפְתִחי־ִל֞
י  י ַתָּמִת֔  יֹוָנִת֣

ל   ֶׁשּרֹאִׁשי֙ ִנְמָלא־ָט֔
ְיָלה׃ יֵסי ָלֽ י ְרִס֥  ְקֻּוּצֹוַת֖

5:3 ‘I’ve taken off my garment, 
how could I put it on? 
I’ve bathed my feet, 
how could I soil them?’ 

י  ְטִּת֙י ֶאת־ֻּכָּתְנִּת֔  ָּפַׁש֙
ָּנה  ָכה ֶאְלָּבֶׁש֑  ֵאיָכ֖
י  ְצִּתי ֶאת־ַרְגַל֖  ָרַח֥
ם׃ ָכה  ֲאַטְּנֵפֽ  ֵאיָכ֥

5:4 My lover thrust his hand into the hole, 
and my longing was aroused for him. 

ר  ח ָידֹ֙ו ִמן־ַהחֹ֔ י ָׁשַל֤  ּדֹוִד֗
יו׃ י ָה֥מּו ָעָלֽ  ּוֵמַע֖

5:5 I arose to open to my lover. 
My hands dripped myrrh, 
my fingers liquid myrrh, 
upon the handles of the bolt. 

י  ַ� ְלדֹוִד֑ י ִלְפֹּת֣ י ֲאִנ֖ ְמִּתֽ  ַק֥
ְטפּו־֗מֹור  י ָנֽ  ְוָיַד֣

ר   ְוֶאְצְּבעַֹת֙י ֣מֹור עֵֹב֔
ל ַּכּ֥פֹות ַהַּמְנֽעּול׃  ַע֖

5:6 I opened to my lover, 
but my lover had turned and gone. 
I fainted when he left. 
I sought him but couldn’t find him. 
I called him, but he didn’t answer me. 

י  י ֲאִני֙ ְלדֹוִד֔ ְחִּתֽ  ָּפַת֤
ר  ק ָעָב֑ י ָחַמ֣  ְודֹוִד֖

ה ְבַדְּב֔רֹו  ְצָא֣  ַנְפִׁשי֙ ָיֽ
יהּו  א ְמָצאִת֔ ֹ֣ יהּ֙ו ְול  ִּבַּקְׁשִּת֙

ִני׃ א ָעָנֽ ֹ֥ יו ְול  ְקָראִת֖
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5:7 The watchmen who roam the city met me. 
They beat me, they bruised me, 
they took my shawl from me, 
those watchmen of the walls. 

יר  ים ָּבִע֖ ים ַהּסְֹבִב֥ ִני ַהּׁשְֹמִר֛  ְמָצֻא֧
 ִהּ֣כּוִני ְפָצ֑עּוִני 

י  ָעַל֔  ָנְׂש֤אּו ֶאת־ְרִדיִדי֙ ֵמֽ
י ַהחֹֽמֹות׃  ׁשְֹמֵר֖

5:8 I ask you to promise, O daughters of Jerusalem, 
if you find my lover, 
what will you tell him? 
That I’m sick with love. 

 � ם ְּב֣נֹות ְירּוָׁשָל֑ ְעִּתי ֶאְתֶכ֖  ִהְׁשַּב֥
י  ם־ִּתְמְצאּ֙ו ֶאת־ּדֹוִד֔  ִאֽ

 ַמה־ַּתִּג֣ידּו ֔לֹו 
ִני׃ ה ָאֽ ת ַאֲהָב֖  ֶׁשחֹוַל֥

n the next scene we read about the woman yearning for her lover at night. This re-
calls her earlier yearnings, expressed in 3:1 in a passage that shares several parallels 

with the present one. Apart from the woman’s nightly yearning for her lover, these in-
clude her seeking him in the city, a meeting with the city’s watchmen and the concluding 
adjuration addressed to the daughters of Jerusalem (cf. 3:1-5). It has been suggested 
that vv. 2-7 describe a dream, but Bloch and Bloch (1995, p. 180) maintain that they do 
not exhibit the typical characteristics of Old Testament dream narratives. However, they 
rightly add that the text can be read as a dream, a fantasy or the description of an actual 
event. 

The beautifully evocative opening line, ‘I slept, but my heart was awake’, refers to 
the kind of restless sleep in which the mind remains alert to, in this case, expectant ex-
citement. By quoting the man’s request, ‘open to me’, without any introductory words, 
such as ‘he said to me’, the poet achieves a heightened sense of urgency. The request al-
so is tantalisingly vague. Pardes (1992, p. 131) notes:  

The sleeping Shulamite … is beckoned by her lover to rise and open what is usually taken to 
be the door. Yet the door is never really mentioned, which is why the lover’s request calls for 
double readings. Is the lover … asking his beloved to unlock the door, is he trying to gain ac-
cess to her body, or both? Here as elsewhere in the Song, supposedly literal verses lend 
themselves to a figurative reading. Nothing remains purely literal; nothing can escape erotic 
coloring. 

Some readers, apparently uncomfortable with the text’s erotic connotations, have been 
quick to supply the missing object. An ancient example of this can be found in LXX, 
which reads ἐπὶ τὴν θύραν ἄνοιξόν (epi tēn thuran anoixon), ‘open the door’. 

The last two lines of v. 2 exhibit the typical features of Hebrew parallelism. The 
unique phrase ‘drops of the night’ (ְרִסיֵסי ָלְיָלה rĕsîsê lāylāh) thus parallels the dew of the 
previous line, just as the ‘locks’, which also feature only here and in v. 11, complement 
the head. It is the parallelism, together with the occurrence of the verb רסס (rss), ‘to 
moisten’, in Ezekiel 46:14, that allow us to determine the meaning of ְרִסיִסים (rĕsîsîm). 

In v. 3 the woman is somewhat reticent in her response. Pardes comments that her 
eroticism is somewhat restrained not only by the male guards of v. 7 but also by her 
own hesitation to open to her lover. She interprets this partly as internalised patriarchal 
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restrictions and partly as the woman’s desire to maintain her equilibrium (1992, p. 
139). Murphy (1990, p. 165) has suggested that the article of clothing mentioned by the 
woman (ֻּכֹּתֶנת kuttonet) is an undergarment that is removed before sleeping. Once 
again, Pardes offers an interesting comment when she paraphrases: ‘“I have put off my 
coat; how shall I put it on?” [the woman] asks her lover, but teasingly remains naked 
behind the door’ (1992, p. 136). 

Verses 4-5 are one of the most teasingly ambiguous passages of the Song. The first 
line of v. 4 reads, ‘my lover thrust his hand into the hole’ (cf. NASB, NRSV). On one level, 
this refers to the keyhole. Pope (1977, pp. 518-519) explains that door keys in ancient 
Near Eastern villages tended to be of considerable size, i.e. over a foot in length. This 
called for correspondingly large keyholes that one could put one’s hand through in or-
der to open the door from the outside, provided it was unlocked, by lifting the inside 
bolt. This understanding is reflected, for instance, in KJV and NIV, which respectively 
translate ‘the hole of the door’ and ‘the latch-opening’. Some translations talk about a 
‘latch’ (RSV, ESV, TNK), but, as Pope points out, ‘it is hard to see how a hole can be a latch’ 
(p. 518). 

But the unspecified hole clearly triggers additional connotations, especially coming 
after the tantalisingly vague ‘open to me’ of v. 2 and the woman’s potential nakedness of 
v. 3. The text’s ambiguity is heightened by the fact that ָיד (yād), the Hebrew term for 
‘hand’, is sometimes used as a euphemism for the penis as, for instance, in Isaiah 57:8, 
10. 

The last words of Isaiah 57:8 are often translated along the lines of ‘you have looked 
on their nakedness’ (RSV, NRSV, ESV, NIV). NASB says ‘you have looked on their manhood’, 
TNK renders the phrase ‘you have chosen lust’, and KJV has the rather amusing ‘thou 
sawest it’. The object seen by the people is the ָיד (yād), here clearly a euphemism for the 
penis. The relevant phrase in Isaiah 57:10 is frequently understood as a reference to 
strength, as in ESV’s ‘you found new life for your strength’ (similarly RSV, NASB, NIV). NRSV 
renders it ‘you found your desire rekindled’, while TNK, in line with its translation of v. 8, 
has ‘you found gratification for your lust’. The Hebrew, somewhat obscurely, reads ‘you 
found the life of your hand’ (rendered literally by KJV), with the reference once again ap-
parently being to the penis. 

The same meaning is also reflected in the Community Rule from Qumran, which 
says ‘the person who spits in the course of a meeting of the Many shall be punished thir-
ty days. And whoever takes out “his hand” from under his clothes’ (1QS 7:13). Pope 
(1977, p. 519) therefore comments: ‘given the attested use of “hand” as a surrogate for 
the phallus, there can be no question that … the statement “my love thrust his ‘hand’ in-
to the hole” would be suggestive of coital intromission’. That brings us briefly to the 
verb (ׁשלח šlḥ), here translated ‘thrust’, only to note, again with Pope, that some transla-
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tors have chosen a verb ‘with minimum motion such as “put”’ (see e.g. KJV, RSV, ESV; NASB 
reads ‘extended’). 

Fox (1985, pp. 144-145) objects to Pope’s interpretation on the grounds that the 
perceived double entendre does not fit with the events described in the narrative, i.e. the 
fact that the lover still finds himself outside the woman’s house. Fox therefore rejects 
reading these verses ‘as a euphemistic description of coition’ (p. 144). While Fox is right 
that there is no description of actual coition in our passage, he perhaps misunderstands 
what Pope is suggesting. On the narrative level, what is being described is a lover desir-
ing entrance to the woman’s house. Yet the language employed by the poet is richly 
evocative. It makes our mind wander, as it were, as Fox in fact himself confirms when he 
admits that the phrase ‘stretched his hand in through the hole’ ‘makes one think of in-
tercourse’ (p. 144). 

The second line of v. 4 features a phrase (i.e. ֵמִעים [mēʿîm] with המה [hmh]) that is 
used to express emotions, including desire and yearning (e.g. Jer. 31:20). Translated lit-
erally, the line could be rendered ‘my inwards stirred for him’. The noun ֵמִעים [mēʿîm] 
refers primarily to the intestines, bowels or guts, understood as the seat of the emo-
tions, but it can also denote the womb (e.g. Gen. 25:23; Ps. 71:6; Isa. 49:1). In 5:14 it is 
used externally to refer to the abdomen. Here, the reference appears to be to what Pope 
calls ‘erotic emotion’ (1977, p. 519). Pardes (1992, p. 131) regards the phrase as ‘a dar-
ing, though curiously indirect, description of sexual arousal’ (Hess, 2005, p. 161 similar-
ly speaks of ‘a sense of clear sexual arousal’), noting that, in light of ‘the exuberant eroti-
cism of this text’, the connotation of the ֵמִעים [mēʿîm] as the procreative organs ‘is surely 
activated’ and that ‘the stirring’ therefore ‘affects the womb at least as much as it affects 
the soul’ (p. 132). 

Verse 5 is equally evocative. Having been hesitant at first, the woman eventually de-
cides to get up. ‘I arose to open to my lover’, she says, once again without specifying the 
object. But it is the image of her hands and fingers dripping with myrrh that the poet 
dwells on. Fox (1985, p. 145) notes that for the woman to have anointed ‘herself with 
fragrant spices before going to bed [is] a sign that she had expected a visit from her lov-
er and had prepared for it’. Of course, if that is the case, her words in v. 3 had not been 
an expression of hesitancy but a form of teasing. The implications of such preparations 
are spelled out in Proverbs 7:17-18: ‘I have perfumed my bed with myrrh, aloes and 
cinnamon. Come, let us take our fill of love until morning; let us delight ourselves with 
love’. Fox also talks about the profusion of spices being suggestive of sensual pleasures, 
noting that, for instance, the Egyptians enjoyed such profusion of spices and perfumes 
and concluding that ‘it would not be unrealistic (and certainly not unappealing) for the 
Shulammite to claim that she had put on so much myrrh that it dripped from her hands 
onto the lock handles’ (1985, p. 145). 
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However, in connection with the description, in 4:14, of the woman’s sexuality as a 
garden full of aromatic spices, including myrrh, and the man’s statement that he has 
come into that garden and gathered his myrrh (5:1), the reader’s imagination is once 
again kindled. Hence Pardes (1992, p. 132) suggests that, ‘if in the previous sequence 
the lover likened the beloved to a “spring shut up” …, referring particularly, one may as-
sume, to her virginal womb …[,] at this point the dripping of myrrh from the beloved’s 
body suggests that the spring is not entirely sealed, that the beloved’s genital juices 
“flow forth” in quest of an opening’. Indeed, according to Pardes, the dripping fingers 
come close ‘to a masturbatory fantasy’. 

Yet, when the woman finally opens to her lover (v. 6), he is gone and she is unable to 
consummate her desire. One question that has intrigued interpreters is why the man 
has suddenly disappeared. Bloch and Bloch (1995, p. 182) suggest that he may have 
been worried about the watchmen making their rounds through the city. The transla-
tions of the third line vary. Many read along the lines of ‘my soul failed me when he 
spoke’ (e.g. KJV, RSV, NRSV, ESV) or ‘I was faint because of what he said’ (TNK). NIV, however, 
translates ‘my heart sank at his departure’. 

The first two Hebrew words literally read ‘my soul left’ (ְצָאה  .(napšî yāṣĕʾāh ַנְפִׁשי ָיֽ
This can be an expression for dying (Gen. 35:18), but in the present context it signifies a 
deep emotional reaction (Bloch and Bloch, 1995, p. 182) or even that the woman fainted 
(Fox, 1985, p. 146; Hess, 2005, p. 162). The reaction was caused by her lover’s דבר 
(dbr), but Hebrew has two such roots, one, the more common one, meaning ‘to speak’ 
and one meaning ‘to turn aside, go away’. If the former is intended, then this is a recol-
lection of the woman’s strong reaction to her lover’s words, but it seems more likely 
that the reaction was caused by her lover’s departure, which she had just talked about. 

Going after her lover, the woman is once more met by the city’s watchmen (v. 7). 
This time, however, the encounter is less amicable than on the previous occasion (3:3). 
Commenting on the beating, Bloch and Bloch (1995, p. 182) note that the incident ‘re-
veals a tension between the conventional social mores and the behavior of the young 
lovers’. Feminist interpreters have emphasised that the watchmen’s role in the narra-
tive evinces the patriarchal character of the society that produced the Song. However, 
this is at least subtly criticised by the poet turning the woman into the focaliser with 
whose yearnings and struggle to break free readers are invited to empathise (see 
Pardes, 1992, pp. 132-133). 

The watchmen also relieve the woman of an article of clothing, a ְרִדיד (rĕdîd), which 
occurs in only one other text, Isaiah 3:23, where it is listed among the stylish clothes and 
ornaments worn by the women of Jerusalem. The LXX thinks of a θέριστρον (theristron), 
a light summer coat. Hess (2005, p. 162) considers ‘headband’ to be a possible transla-
tion, while also noting that the term was used in later Hebrew to designate ‘a thin outer 
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garment’. He rightly points out that the context indicates that the removed item would 
have caused the woman some suffering or humiliation. This would be the case especial-
ly if, as Fox (1985, p. 146) suggests, ‘we are to imagine the Shulammite running about 
the city hastily dressed and half-naked’. Translations such as ‘veil’, ‘shawl’ or ‘light over-
cloak’ would seem to be on the right track. 

Pardes explains the woman’s unveiling by the watchmen with reference to punish-
ments found in the prophets (Ezek. 16:36-37; Hos. 2:2-10) and in Assyrian law, accord-
ing to which illicit sexuality must be exposed. She comments that ‘a woman who does 
not maintain her nakedness under cover exposes herself to the danger of being un-
dressed in public’ (Pardes, 1992, p. 135). Pardes adds that ‘by stripping off the Shula-
mite’s veil, the watchmen intend to punish her for her wanton ways; but at the same 
time their punitive methods seem to lay bare their own desire to uncover’ (1992, p. 
139). 

Some translations, such as RSV, NRSV, ESV and NIV, capture the dramatizing effect of the 
Hebrew text well, which, if the liturgical accents are followed, presents the words, ‘the 
watchmen of the walls’, as an independent phrase. Hence: ‘they beat me, they bruised 
me, they took my shawl from me, those watchmen of the walls’. The poet’s words capture 
the woman’s exasperation as she recounts the encounter superbly. Unfortunately, the 
effect has been missed by some translators (see KJV, NASB, TNK). 

The woman ends her speech with the third instance of the adjuration formula ‘I ask 
you to promise, O daughters of Jerusalem’ (v. 8; cf. 2:7; 3:5). If they meet her lover, she 
insists, they must tell him that she is sick with love (cf. 2:5). Most translations obscure 
the question–answer formula employed in the Hebrew text, which serves to emphasise 
the message: ‘if you find my lover, what will you tell him? That I am sick with love.’ 
Bloch and Bloch (1995, p. 183) suggest that the wording may reflect the poet’s endeav-
our to capture the woman’s broken speech. 

The Daughters of Jerusalem (5:9) 

5:9 How’s your lover different from any other lover, 
most beautiful of women? 
How’s your lover different from any other lover 
that you make us promise this? 

� ִמּ֔דֹוד   ַמה־ּדֹוֵד֣
ים  ה ַּבָּנִׁש֑  ַהָּיָפ֖

� ִמּ֔דֹוד   ַמה־ּדֹוֵד֣
נּו׃ ָכה ִהְׁשַּבְעָּתֽ  ֶׁשָּכ֖

his time the woman’s entreaty leads to a response by the daughters of Jerusalem, 
who wish to know what it is that distinguishes her lover from everyone else. The 

formula employed by the writer (māh X min Y; literally ‘what/how X from Y?’), while 
unique in the Old Testament, is a common feature in later rabbinic writings. It is best 
known from the Passover Haggadah: ‘How is this night different from all other nights?’ 
According to Bloch and Bloch (1995, p. 184), it is best understood as differentiating (i.e. 
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‘how is your lover different from?’) rather than as comparative (‘how is your lover bet-
ter/more than?’). 

The Woman (5:10-16) 

5:10 My lover is radiant and ruddy, 
outstanding among ten thousand. 

י צַ   ֙ח ְוָא֔דֹום ּדֹוִד֥
ה׃  ָּד֖גּול ֵמְרָבָבֽ

5:11 His head is burnished gold, 
his locks clusters of dates, 
black as a raven. 

ז  ֶתם ָּפ֑  רֹאׁ֖שֹו ֶּכ֣
ים   ְקּוּצֹוָתי֙ו ַּתְלַּתִּל֔

ב׃  ְׁשחֹ֖רֹות ָּכעֹוֵרֽ
5:12 His eyes are like doves 

by streams of water, 
bathed in milk, 
sitting by a full basin. 

יו ְּכיֹוִנ֖ים   ֵעיָנ֕
ִים  יֵקי ָמ֑  ַעל־ֲאִפ֣
ב  ָחָל֔ ֲחצֹו֙ת ֶּבֽ  רֹֽ

את׃  יְֹׁש֖בֹות ַעל־ִמֵּלֽ
5:13 His cheeks are like a bed of spice, 

towers of herbal spices. 
His lips are lotuses, 
dripping liquid myrrh. 

ֶׂשם   ְלָחָי֙ו ַּכֲערּוַג֣ת ַהּבֹ֔
ים   ִמְגְּד֖לֹות ֶמְרָקִח֑
ים   ִׂשְפתֹוָתי֙ו ֽׁשֹוַׁשִּנ֔
ר׃  נְֹט֖פֹות ֥מֹור עֵֹבֽ

5:14 His arms are cylinders of gold, 
set with gems. 
His belly is a bar of ivory, 
encrusted with sapphires. 

ב  י ָזָה֔  ָיָדי֙ו ְּגִליֵל֣
יׁש  ים ַּבַּתְרִׁש֑  ְמֻמָּלִא֖

ן  ֶׁשת ֵׁש֔  ֵמָעי֙ו ֶע֣
ים׃ ֶפת ַסִּפיִרֽ  ְמֻעֶּל֖

5:15 His legs are alabaster columns, 
set on sockets of fine gold. 
His appearance is like Lebanon, 
choice as its cedars. 

ׁש   ׁשֹוָקי֙ו ַעּ֣מּוֵדי ֵׁש֔
ז  ים ַעל־ַאְדֵני־ָפ֑  ְמֻיָּסִד֖

הּ֙ו ַּכְּלָב֔נֹון   ַמְרֵא֙
ים׃  ָּב֖חּור ָּכֲאָרִזֽ

5:16 His palate is sweet wine; 
all of him is desirable. 
This is my lover; this is my friend, 
O daughters of Jerusalem. 

ים  ְמַתִּק֔  ִחּכֹ֙ו ַמֽ
ים   ְוֻכּ֖לֹו ַמֲחַמִּד֑

י   ֶז֤ה דֹוִד֙י ְוֶז֣ה ֵרִע֔
�׃  ְּב֖נֹות ְירּוָׁשָלֽ

n response to the women’s question, it is now the Shulamite’s turn to offer a descrip-
tion of her lover (vv. 10-16). She begins with his general appearance. The first adjec-

tive (ַצח ṣaḥ), here rendered ‘radiant’, conveys a sense of shining or glimmering; the se-
cond (ָאדֹום ʾādôm) denotes the ruddy colour of his skin. More importantly, he stands out 
among the crowds (Hess, 2005, p. 163, translates ָּדגּול [dāgûl] as ‘better looking’). 

Moving from the man’s general appearance to the particulars, the woman first turns 
to his head (v. 11), which is described as pure, refined or burnished gold. The Hebrew 
uses two terms for gold here (ֶּכֶתם ָּפז ketem pāz), whose combination suggests the very 
best of highly refined gold (see Hess, 2005, p. 163). But what about his locks? Are they 

I 
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bushy (KJV), wavy (RSV, NRSV, ESV, NIV) or curled (TNK)? The meaning of the Hebrew term 
 which occurs nowhere else, has so far defied a definite solution. An ,(taltallîm) ַּתְלַּתִּלים
interpretation favoured by many is to think of ‘date panicles’ (Keel, 1994, p. 196; Hess, 
2005, p. 163; cf. NASB’s ‘like clusters of dates’) or ‘fronds of a palm’ (Fox, 1985, p. 147). 
Keel (1994, p. 199) explains that ‘the “date panicles,” 20 inches … long …, testify to the 
wild and unruly character of his hair’. What is clear, however, is that his hair is black, 
black as a raven, thus contrasting sharply with the gleaming gold. 

Having had her own eyes described as doves (1:5; 4:1), the woman now compares 
her lover’s eyes to doves by streams of water, bathed in milk (v. 12). The notion of being 
bathed or awash in milk has been called ‘a hyperbole of abundance’ by Bloch and Bloch, 
who capture the sense of the imagery well, noting that ‘the images of abundant waters 
and sensuous bathing in milk suggest lushness and a tranquil sensuality’ (1995, pp. 185-
186). The milk appears to be a reference to the colour of the doves or the whites of the 
man’s eyes, or possibly both. 

The last line presents greater difficulties, as a comparison of the translations indi-
cates. They describe the eyes as ‘fitly set’ (KJV, RSV, NRSV), ‘reposed in their setting’ (NASB), 
‘mounted like jewels’ (NIV), or ‘sitting beside a full pool’ (ESV; similarly TNK). It is the 
noun ִמֵּלאת (millēʾt), another hapax legomenon, that is causing translators problems. Its 
root מלא (mlʾ) suggests the notion of ‘fullness’. Keel (1994, pp. 199-201), convinced that 
the term ‘designates a full container of some kind’, renders it ‘full basin’. Adducing pic-
torial support from ancient Cypress and Rome (see below), 9F

10 Keel notes that the em-
phasis of the dove metaphor in this verse is on ‘the freshness, radiance, and happiness 
characteristic of eyes that proclaim love’ (p. 201). 

 
 

Clay vessel from Vounos, Cypress, c. 2000 BCE Painting from Hadrian’s villa near Rome, c. 125 CE 

When the woman turns to her lover’s cheeks (v. 13), which are likened to a bed of spice, 
the reference might well be to a perfumed beard (thus Murphy, 1990, p. 166). The se-
cond line literally talks about ‘towers’ (ִמְגְּדלֹות migdĕlôt) of spices or perfumes. Some 
translators render ‘mounds’ (ESV) or ‘banks’ (NASB, TNK), but these are not the usual 

                                                                    
10Both illustrations have been reproduced from Keel, 1994, p. 200. 
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meanings of the term. Others prefer to revocalise the Hebrew, reading the Piel participle 
 which grow’, instead (this is reflected in RSV, NRSV, NIV, which read‘ ,(mĕgaddĕlôt) ְמַגְּדלֹות
‘yielding’; see also Hess, 2005, p. 164: ‘abundant’). However, Fox (1985, p. 148) rejects 
this, pointing out that ִמְגָּדל (migdāl) is used with the meaning ‘tower’ elsewhere in the 
Song (see 4:4; 7:5; 8:10). He maintains that the man’s cheeks are as fragrant as ‘a tower 
full of spices’, noting that this ‘is a hyperbolic and somewhat fantastic image, as many of 
the images in the Song are, but the towers of spices needs not have been real any more 
than doves that bathe in milk’. 

When, in the second half of v. 13, the lips are singled out for attention, the refer-
ences to lotuses and liquid myrrh both continue the olfactory focus of the first two lines, 
while also appealing to the senses of sight and touch. 

The descriptions of the lover’s arms, belly and legs in vv. 14-15a pick up the gold 
metaphor of v. 11, adding precious stones and ivory to what reads like the depiction of 
an impressive sculpture. As Keel (1994, p. 202) notes, the woman conjures up an image 
of ‘a figure who is extraordinarily valuable’. English translations tend to describe the 
arms as ‘rods of gold’ (NASB, NIV, ESV) or as ‘rounded gold’ (RSV, NRSV, TNK). The Hebrew 
term ָּגִליל (gālîl), here rendered ‘cylinder’, refers to rounded or circular objects. The 
arms (lit. ‘hands’, ָיַדִים yādayim) are ‘filled’ (ְמֻמָּלִאים mĕmullāʾîm), i.e. studded or inlaid, 
with some unidentifiable precious stones, called ַּתְרִׁשיׁש (taršîš). Pope (1977, p. 543) 
notes that these have been variously understood as beryl, chrysolite, rubies and topaz, 
but a vaguer translation, such as ‘gems’, more accurately reflects our ignorance regard-
ing their precise nature. 

The man’s belly is next on the woman’s list. The term translated ‘belly’, ֵמִעים 
(mēʿîm), which normally denotes the inner organs and the emotions associated with it 
(see 5:4), here refers to the visible belly as in Daniel 2:32, where it is used of a statue. 
Bloch and Bloch (1995, p. 187) offer an intriguing explanation for the peculiar term. 
Noting that, while the woman’s belly, called by the standard term ֶּבֶטן (beṭen; 7:3 [2]), is 
compared to a mound of wheat, thus underlining its softness, the man’s hard muscular 
belly is referred to by a term possibly borrowed from the technical vocabulary of sculp-
ture. In line with this it is described as a bar of ivory, as Fox (1985, p. 149) observes: ‘the 
youth’s flat and muscular stomach (or perhaps specifically the stomach muscles) re-
sembles a bar of ivory’. ֶעֶׁשת (ʿešet), ‘bar’, used only here in the Old Testament, denotes a 
work of artistic craftsmanship, in this case made of ivory, treasured as a rare and pre-
cious material by the ancient Israelites. Its value is further enhanced by the addition of 
the sapphires that adorn it. 

The legs (lit. ‘thighs’,  םיִ ׁשֹוַק  sôqîm) are alabaster columns (v. 15). As in v. 14, where 
the Hebrew text literally reads ‘hands’ (ָיַדִים yādayim), the thighs here stand for the legs 
more generally. Hess (2005, p. 186) suggests that the stress is on the thighs as ‘the most 
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muscular part of the leg, revealing [the man’s] strength’. Alabaster is a strong stone of 
beautiful white colour that can be carved into exquisite forms. When the feet are de-
scribed as golden pedestals we have come full circle in that the man’s head had been 
said to be of the same material. 

Having begun with a general statement, in which her lover was seen as distin-
guished among ten thousand (v. 10), the woman now reverts to his whole appearance, 
which is compared with majestic Mount Lebanon, 10,000 feet high, ‘whose resin-rich 
forests, flowers, and fragrant plants make it seem a garden of the gods’ (Keel, 1994, p. 
206). The cedars of Lebanon (cf. Ps. 29:5) were famous, too, known for their strength, 
height and value, but also for their pleasant aroma and lushness. 

The lover’s palate, which is described as sweet wine (v. 16), stands for his kisses (cf. 
7:10 [9]). Some translators have taken the reference to be to the man’s speech (e.g. RSV, 
NRSV), which, while reflecting a possible rendering of the Hebrew term �ֵח (ḥēk), is un-
likely in the present context. As Keel (1994, p. 206) has shown, the descriptions of the 
two lovers usually lead to a statement that expresses their determination of sensual en-
joyment (cf. e.g. 4:6; 4:16–5:1). 

The Daughters of Jerusalem (6:1) 

6:1 Where has your lover gone, 
most beautiful of women? 
Which way has your lover turned, 
that we may seek him with you? 

 � � ּדֹוֵד֔ ָנה ָהַל֣  ָא֚
ים  ה ַּבָּנִׁש֑  ַהָּיָפ֖

 � ָנה ָּפָנ֣ה דֹוֵד֔  ָא֚
�׃ ּנּו ִעָּמֽ  ּוְנַבְקֶׁש֖

aving first asked the woman what distinguishes her lover from other men (5:9), in 
response to which she then outlines his charms (5:10-16), the daughters of Jerusa-

lem now enquire which way he has gone so that they may join her in her search. 

The Woman (6:2-3) 

6:2 My lover has gone down to his garden, 
to the beds of spice, 
to feed in the garden 
and gather lotuses. 

ד ְלַגּ֔נֹו   ּדֹוִדי֙ ָיַר֣
ֶׂשם   ַלֲערּו֖גֹות ַהּבֹ֑

ים   ִלְרעֹו֙ת ַּבַּגִּנ֔
ים׃ ט ֽׁשֹוַׁשִּנֽ  ְוִלְלקֹ֖

6:3 I’m my lover’s and he is mine. 
He feeds among the lotuses. 

י  י ִל֔  ֲאִנ֤י ְלדֹוִדי֙ ְודֹוִד֣
ים׃ ס ה ַּבּׁשֹוַׁשִּנֽ  ָהרֶֹע֖

he Shulamite’s reply does not truly answer the women’s question. Instead of giving 
them directions, she once again evokes the erotic garden metaphor, including the 

beds of spice (cf. 5:13) and the feeding among lotuses, describing her lover as a grazing 
gazelle or stag (see 2:9-17; 8:14). Verse 3 is a verbatim repetition of 2:16. The lover is 

H 
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depicted as going down to the garden, because this is what people would have done at a 
time when settlements were generally built on hills, with gardens being located along-
side streams in the valleys. The translations generally read ‘gardens’ in line 3 of v. 2, but 
Bloch and Bloch (1995, p. 188) plausibly suggest that the plural ַּגִּנים (gannîm) is to be 
understood as a plural of local extension that refers to a single garden area (cf. Waltke 
and O’Connor, 1990, p. 120). 

The Man (6:4-12) 

6:4 You are beautiful, my love, as Tirzah, 
lovely as Jerusalem, 
awesome as the stars. 

ה  ְּת ַרְעָיִתי֙ ְּכִתְרָצ֔ ה ַא֤  ָיָפ֙
 �  ָנאָו֖ה ִּכירּוָׁשָל֑
ה ַּכִּנְדָּגֽלֹות׃   ֲאֻיָּמ֖

6:5 Turn your eyes away from me, 
for they make me tremble. 
Your hair is like a flock of goats 
streaming down from Gilead. 

י  ִי֙� ִמֶּנְגִּד֔ ִּבי ֵעיַנ֙  ָהֵס֤
ִני  ם ִהְרִהיֻב֑ ֵה֖  ֶׁש֥

ים  ִעִּז֔ ֶדר ָהֽ  ַׂשְעֵר֙� ְּכֵע֣
ד׃  ֶׁשָּגְלׁ֖שּו ִמן־ַהִּגְלָעֽ

6:6 Your teeth are like a flock of ewes 
that have come up from the washing pool, 
every one of them bearing twins, 
not one of them bereaved of offspring. 

ים  ְרֵחִל֔ ֶדר ָהֽ ִי֙� ְּכֵע֣  ִׁשַּנ֙
ה   ֶׁשָע֖לּו ִמן־ָהַרְחָצ֑
 ֶׁשֻּכָּל֙ם ַמְתִאי֔מֹות 
ם׃ ין ָּבֶהֽ ה ֵא֥  ְוַׁשֻּכָל֖

6:7 Like a slice of pomegranate gleams your brow 
from behind your locks. 

 � ַלח ָהִרּמֹון֙ ַרָּקֵת֔  ְּכֶפ֤
ַעד �׃ ִמַּב֖  ְלַצָּמֵתֽ

6:8 There are sixty queens 
and eighty concubines 
and maidens without number. 

ָּמ֙ה ְּמָל֔כֹות  ים ֵה֙  ִׁשִּׁש֥
ים  יַלְגִׁש֑ ים ִּפֽ  ּוְׁשֹמִנ֖

ר׃  ין ִמְסָּפֽ  ַוֲעָל֖מֹות ֵא֥
6:9 She’s unique, my dove, my perfect one. 

She’s unique to her mother. 
She’s special to the one who bore her. 
The daughters saw her and blessed her, 
queens and concubines, and praised her: 

י  י ַתָּמִת֔ ת ִהי֙א יֹוָנִת֣  ַאַח֥
ּה  ת ִהי֙א ְלִאָּמ֔  ַאַח֥

ּה  יא ְלֽיֹוַלְדָּת֑ ה ִה֖  ָּבָר֥
 ְיַאְּׁש֔רּוָה   ָר֤אּוָה ָבנֹו֙ת ַוֽ

 ְיַהְלֽלּוָה׃ סְמָל֥כֹות  ים ַוֽ יַלְגִׁש֖  ּוִפֽ
6:10 ‘Who’s this that looks down like the morning star, 

beautiful as the moon, 
special as the sun, 
awesome as the stars?’ 

ַחר  ה ְּכמֹו־ָׁש֑ את ַהִּנְׁשָקָפ֖ ֹ֥  ִמי־ז
ה  ה ַכְּלָבָנ֗  ָיָפ֣
ה  ַחָּמ֔  ָּבָר֙ה ַּכֽ

ה   ַּכִּנְדָּגֽלֹות׃ סֲאֻיָּמ֖
6:11 I went down to the nut grove 

to see the fresh shoots in the riverbed, 
to see if the vine had blossomed, 
if the pomegranates were in bloom. 

ְדִּתי   ֶאל־ִּגַּנ֤ת ֱאגֹו֙ז ָיַר֔
י ַהָּנַ֑חל   ִלְר֖אֹות ְּבִאֵּב֣

ֶפן  ה ַהֶּג֔ ְרָח֣  ִלְראֹו֙ת ֲהָפֽ
ים׃  ֵהֵנ֖צּו ָהִרֹּמִנֽ

6:12 I don’t know myself –  י ְעִּתי ַנְפִׁש֣ א ָיַד֔ ֹ֣  ל
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she has placed me in the most wonderful chariot. יב ְתִני ַמְרְּכ֖בֹות ַעִּמי־ָנִדֽ  ָׂשַמ֔

hen the man speaks again, he compares the beauty of his beloved to that of Tir-
zah and Jerusalem. Assuming that the reference is to the capitals of Israel and 

Judah, Jay (1975, p. 58) believes that ‘the comparisons gain point … if the poem was 
written while Tirzah was still a capital’, i.e. prior to 887 BCE, but Bloch and Bloch (1995, 
p. 189) maintain that ‘Tirzah is yet another element in the rich allusive web that links 
the Song with the long bygone era when this ancient royal city, like Heshbon (7:5), was 
part of Solomon’s vast empire’. 

The third line of v. 4, which in the Hebrew consists of only two words, has given rise 
to a variety of interpretations. The second term ִנְדָּגלֹות (nidgālôt), which reappears in v. 
10, is the more problematic of the two. Its root דגל (dgl) links it with two other words in 
the Song, ֶּדֶגל (degel), ‘banner’, in 2:4 and ָּדגּול (dāgûl), translated ‘outstanding’, in 5:10. 
Based on this, Bloch and Bloch (1995, p. 191) suggest a literal translation of ‘those who 
are prominent, conspicuous’, much like a banner would be. However, a rendering along 
the lines of ‘an army with banners’ (KJV, NASB, NIV, RSV, NRSV, ESV) reads too much into the 
phrase, as the Hebrew text does not mention an army. Ernst (2003, p. 62), going even 
further, relates the metaphor to the ‘battle of the sexes’, the ‘push and pull experienced 
in male/female relationships caused by what we suppose is the inherent difference in 
perspective between the sexes’. 

It is, as again Bloch and Bloch (1995, p. 191) have shown, the use of ִנְדָּגלֹות 
(nidgālôt) in v. 10 that can help us arrive at a more probable meaning of the term. They 
point out that, when ‘sun’ and ‘moon’ in the Old Testament are followed by a third term, 
it is one that refers to the stars (see e.g. Gen. 37:9; Deut. 4:19; Ps. 148:3; Jer. 31:35). 
Thus, when the woman, in v. 10, is compared to the two primary celestial bodies, Bloch 
and Bloch suggest that ִנְדָּגלֹות (nidgālôt) is here best understood as an epithet for the 
stars or a group of stars. This conclusion is supported by the structure of the verse, 
which can be depicted as an interlocking parallelism in which day and night alternate: 

(a) day (morning star) 
(b) night (moon) 

(a) day (sun) 
(b) night (stars) 

Alternatively, the structure can also be understood in chiastic terms (see Bloch and 
Bloch, 1995, p. 191, for these structural observations): 

(a) star 
(b) moon 
(b) sun 

(a) stars 

W 
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Either way, a reference to an army with banners seems out of place. Hess (2005, p. 194) 
accepts this for v. 10 and translates ‘terrible as the display of the stars’. Yet he still main-
tains that ‘the banners of earthly conflict’ are required in v. 4. It is not clear though why 
that should be the case. The context does not require military imagery, and it seems 
more likely that the term carries the same connotations in both instances. 

So, if the reference is to the stars, how are they portrayed in vv. 4 and 10? The adjec-
tive ָאיֹם (ʾāyōm) literally means ‘terrible’ or ‘frightening’, but it is here best rendered 
along the lines of ‘awesome’ or ‘awe-inspiring’ (cf. NASB, ESV, TNK). The woman is as awe-
some and perhaps daunting as the stars, ‘the prominent, conspicuous ones’. 

The man is deeply unsettled by her, as his next words indicate (v. 5): ‘turn your eyes 
away from me, for they make me tremble’. Readers have grappled with the precise 
meaning of the Hebrew verb רהב (rhb Hiphil), but translations such as ‘overwhelm’ 
(NRSV, ESV, NIV, TNK; Hess, 2005, p. 193), ‘overcome’ (KJV), ‘confuse’ (NASB), ‘disturb’ (RSV), 
‘dazzle’ (NEB; Bloch and Bloch, 1995, p. 93), ‘make tremble’ (Fox, 1985, p. 150), ‘make 
crazy’ (Keel, 1994, p. 211) all indicate its basic force. A literal translation of ‘frighten’ 
would also be possible. Bloch and Bloch (1995, p. 189) perceptively note the intensifica-
tion in the man’s references to his beloved’s eyes. At first (1:15; 4:1), they are merely 
portrayed as doves. Later on (4:9), the lover admits that they have stolen his heart with 
a single glance, and now he is completely undone by them. 

Is it the shock that propels him to repeat almost exactly verbatim his earlier de-
scription of the woman’s hair, teeth and brow (vv. 5b-7; cf. 4:1c-3)? Or is it the need to 
turn away from her eyes that leads him to focus on her other features? Difficult to say, 
but we might just note the three variations in these verses compared to the earlier de-
scription in 4:1c-3. Most notably the depiction of the lips is omitted. Apart from that, the 
goats in v. 5 come down Gilead rather than Mount Gilead, as in 4:1, and the teeth are 
more simply described as a flow of ewes (ְרֵחִלים  ʿēder hārĕḥēlîm) rather than a ֵעֶדר ָהֽ
‘shorn flock’, as in 4:2. 

Having omitted the description of the woman’s lips, the man also stops short of 
moving on to her neck and breasts (cf. 4:4-5). Instead, in what appears to be another 
reference to Solomonic folklore (Bloch and Bloch, 1995, p. 190), he compares her to the 
king’s numerous queens, concubines and maidens (v. 8), only to celebrate his beloved’s 
uniqueness (v. 9). This is expressed beautifully in the Hebrew, which literally reads: 

Sixty they are, the queens 
and eighty the concubines 
and maidens without number. 

One she is, my dove, my perfect one, 
one she is to her mother, 
special she is to the one who bore her. 
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There is some debate regarding the meaning of the adjective in line 3, which recurs in v. 
10 with reference to the sun. While some have understood it to mean ‘pure’ (NASB, ESV; 
Fox, 1985, p. 150) or ‘flawless’ (RSV, NRSV; Keel, 1994, p. 217), others have translated it as 
‘choice’ (KJV), ‘favourite’ (NIV) or ‘special’ (Hess, 2005, p. 194). The different translations 
in this case result from disagreements regarding the root of the Hebrew term ָּבָרה 
(bārāh), which has been variously derived from ברר (brr), ‘to be clear’, and בור (bwr), ‘to 
choose’. Two considerations would seem to support the second understanding, for not 
only is this the rendering in the ancient versions, the LXX, Peshitta and Vulgate, the con-
text, too, demands a term that depicts the woman as special, as someone who stands out 
among the crowds (thus rightly Hess, 2005, p. 194). 

It is the women, the daughters, queens and concubines, who compare the Shula-
mite’s majestic beauty to the celestial bodies (v. 10). Having already looked at the final 
line, a verbatim repetition from v. 4, we can now focus on the other three luminaries. 
Most English translations prefer to see the first line as a reference to the dawn, but the 
Hebrew term ַׁשַחר (šaḥar) can also mean ‘morning star’ (cf. Fox, 1985, p. 150; Bloch and 
Bloch, 1995, p. 95), which in the present context with its references to the heavenly 
bodies is preferable. 

The moon, sun and stars in the next three lines are not referred to by their usual 
names but by poetic terms that draw attention to some of their attributes. Thus the 
moon is ְלָבָנה (lĕbānāh), ‘the white one’, most likely an allusion to the full moon, the sun 
is ַחָּמה (ḥammāh), ‘the hot one’, and the stars, as we saw earlier, are ִנְדָּגלֹות (nidgālôt), 
which might be rendered as ‘the prominent ones’. The sun, as the previous discussion of 
 ,suggests (see under v. 9), is described as ‘special’ rather than ‘bright’ (RSV (bārāh) ָּבָרה
NRSV, ESV, NIV) or ‘pure’ (NASB). 

Many translators and interpreters assign vv. 11-12 to the woman, partly because 
they detect a reference to a prince in v. 12. Hebrew grammar does not offer any clues as 
to the speaker’s identity in v. 11, but Bloch and Bloch (1995, p. 192) have argued that 
the speaker in both verses is the man because the garden metaphor in the Song else-
where refers to the woman and her sexuality (4:12–5:1; see also 8:13), vines and pome-
granates are associated with her erotic charms (1:6; 4:13; 7:9 [8], 13 [12]; 8:2) and it is 
always the man who visits her, rather than the other way around (2:8-14; 5:1, 2-6; 6:2). 
The going down to the nut garden (which is the literal translation of ִּגַּנת ֱאגֹוז ginnat 
ʾĕgôz) in v. 11 thus parallels the man’s going down to his garden in v. 2. 

The man wanted to find out whether the moment for lovemaking had come in what 
Keel (1994, p. 223) describes as an ‘example of the sense of partnership and the consid-
eration for the other that characterize the encounter’ of the couple in the Song. English 
translations almost unanimously refer to the ‘valley’, but the Hebrew term ַנַחל (naḥal) 
also designates a ‘stream’ or ‘brook’. Keel (1994, p. 223) points out that it refers to ‘the 
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usually dry streambeds of Palestine/Israel’ where the first green appears after the fall of 
the early rains. 

Verse 12 is widely considered to be the most difficult verse in the Song. Some com-
mentators have despaired and have declined to translate or comment on it at all (see 
e.g. Falk, 1982, pp. 40-41, 134). While it is clear that the Hebrew text consists of two 
phrases, commentators are divided over the function and precise meaning of the third 
word ַנְפִׁשי (napšî). Many regard it as the initial word of the second phrase and translate 
‘my soul’ (KJV, NASB), ‘my desire’ (NIV, ESV, TNK) or ‘my fancy’ (RSV, NRSV). However, ַנְפִׁשי 
(napšî) can also simply mean ‘I’, and it is best considered to belong to the first part of 
the sentence, which then literally reads ‘I did not know myself’. Gordis (1974, p. 95) has 
argued that this is an idiomatic phrase expressing deep emotional agitation in the sense 
of losing one’s balance or composure. The reason for such loss of equilibrium can be 
great joy and excitement, as in the present context, or despair, as in Job 9:21. 

The second phrase, which literally reads ‘she placed me in the chariots of ־ָנִדיבַעִּמי  
(ʿammî-nādîb)’, is the one that has given commentators sleepless nights. If my reading of 
the previous line is correct, then the subject is not the man’s soul, desire or fancy but the 
woman. But what precisely has she done? And what are the chariots of ַעִּמי־ָנִדיב (ʿammî-
nādîb)? Countless solutions have been proposed, usually involving some emendations of 
the Hebrew text, literally ‘my people-noble/nobleman’, which is unintelligible. 

Translations that take the phrase as it stands tend to see it as a proper name and 
read ‘the chariots of Amminadib’ (KJV, TNK). While theoretically possible, this leaves us 
none the wiser concerning the significance of this otherwise unknown individual and 
his chariots. LXX and Vulgate read ‘Amminadab’, which, while giving us a name that is 
attested elsewhere, does not enlighten us any further. Readings such as ‘with a noble-
man/prince’ (Fox, 1985, p. 154; Hess, 2005, p. 195) change ַעִּמי (ʿammî), ‘my people’, to 
-with’. As Hess explains (2005, p. 208), on this reading, the woman, who is per‘ ,(ʿim) ִעם
ceived to be the speaker of this line, is expressing the fantasy of being ‘placed beside her 
princely lover in a dramatic and public display of power’. This reading understands the 
verse in analogy to some of the Solomonic folklore encountered earlier. 

However, if ַנְפִׁשי (napšî), meaning ‘I’, is to be taken with the previous line, then the 
speaker is the man and it is the woman who places him in the mysterious chariots. Is 
there then another way of understanding their significance? Bloch and Bloch (1995, pp. 
194-195) have offered an intriguing suggestion that makes good sense against the con-
text in which the phrase occurs. Their solution, too, requires a textual emendation, in 
this case a reversal of the word order, 10F

11 i.e. reading ְנִדיב ַעִּמי (nĕdîb ʿammî), ‘the noble-
man of my people’ or, in a superlative sense, ‘the most noble of my people’, instead of 

                                                                    
11They point to other cases of erroneous inversions in Deut. 33:21; Jer. 17:3 and Ezek. 24:17 (Bloch and 
Bloch, 1995, p. 194). 
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 But in what sense does that reading elucidate the meaning of .(ʿammî-nādîb) ַעִּמי־ָנִדיב
the text? What does it mean for the man to be placed in the chariots of the most noble of 
his people? 

To begin with, Bloch and Bloch point out that the phrase ‘the nobles of the people’ 
occurs, with minor variations, in several passages (e.g. Num. 21:18; Ps. 47:10; 113:7-8). 
The most instructive is Psalm 113:7-8 where the poor and needy is raised from the dust 
and lifted from the ash heap to be seated ‘with princes, with the princes of his people’ 
 The same notion .(lĕhôšîbî ʿim-nĕdîbîm ʿim nĕdîbê ʿammô ְלהֹוִׁשיִבי ִעם־ְנִדיִבים ִעם ְנִדיֵבי ַעּמֹו)
occurs in 1 Samuel 2:8, albeit without ַעם (ʿam), ‘people’ ( ם־ְנִדיִביםְלהֹוִׁשיב עִ   lĕhôšîb ʿim-
nĕdîbîm; ‘to seat them with princes’). As Bloch and Bloch explain (1995, p. 194), to seat 
somebody with nobles means raising them up, elevating them to a higher position. 

Bloch and Bloch (1995, p. 195) also note that the plural ‘chariots’ is another exam-
ple of the plural of local extension (cf. on ַּגִּנים gannîm ‘gardens’ in 6:2), which is thus to 
be rendered in the singular. And they comment that ‘to be placed “in the chariot of the 
most noble of my people” evokes the notion of an “elevation,” a grace granted by the 
Shulamite to her lover, in this case serving as a metaphor for the erotic act’. As they 
point out, to be sitting in a royal chariot would have been a great honour (Gen. 41:43), 
as was being allowed to ride a horse (Esth. 6:9, 11). Of course, in Song 6:12 the riding 
metaphor has obvious sexual connotations, which link it with the image of the mare in 
1:9. Finally, in the light of these considerations, the superlative sense of the phrase ‘the 
chariot of the most noble of my people’ is perhaps best rendered along the lines of ‘the 
most wonderful chariot’ (see Bloch and Bloch, 1995, p. 195). 

This interpretation fits the context in that v. 12 now describes the consummation of 
the couples’ relationship that v. 11 (‘I went down to the nut grove … to see if the vine 
had budded’) anticipated. The sequence thus parallels the one found in 4:16 (‘let my 
lover come to his garden and eats its delicious fruit’) and 5:1 (‘I have come to my garden 
… I have eaten’). 

The Dancers (7:1 [6:13])  

7:1 Again, again, O Shulamite! 
Again, again, that we may gaze at you! 
Why would you gaze at the Shulamite 
in the dance of the two camps? 

ית   ׁ֤שּוִבי ׁ֙שּוִבי֙ ַהּׁ֣שּוַלִּמ֔
 �  ׁ֥שּוִבי ׁ֖שּוִבי ְוֶנֱחֶזה־ָּב֑
ית  ה־ֶּתֱחזּ֙ו  ַּבּׁ֣שּוַלִּמ֔  ַמֽ

 ִים׃ ַּמֲחָנֽ ת ַהֽ  ִּכְמחַֹל֖

n 7:1 [6:13] the scene and speakers change. The question–answer pattern and the 
plural verb forms indicate that this is an exchange between two unidentified groups. 

As the text mentions a dance, it is commonly assumed that the groups face each other 
while engaged in a dance with the woman, who is only here called the Shulamite and 
who is clearly at the centre of everyone’s attention. While one group cheers her on, the 

I 
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other asks a question that prompts her lover’s praise. Alternatively, the plural address 
in the question may also be aimed at an unspecified audience, i.e. at ‘everybody’. 

English translations usually read ‘return, return’ (KJV, RSV, NRSV, ESV) or ‘come back, 
come back’ (NASB, NIV), but Hebrew ׁשּוב (šûb) is also frequently used in the sense of do-
ing something again. It normally acquires that sense when modifying another verb, as, 
for instance, in Genesis 30:31: ‘I will again pasture your flock’ (�ָאׁשּוָבה ֶאְרֶעה צֹאְנ 
ʾāšûbāh ʾerʿeh ṣōʾnĕkā; lit. ‘I will return (and) pasture your flock’). However, Bloch and 
Bloch (1995, p. 196) suggest that the accompanying verb may be omitted in situations 
where the activity is evident from the context. Their translation of ׁשּוִבי (šûbî) has been 
adopted not least because it results in a more elegant reading of the people’s request. 

As already said, it is only in this verse that the woman is called the Shulamite 
-a term that has led to many attempts to determine its meaning. Sug ,(šûlammît ׁשּוַלִּמית)
gestions include ‘the peaceable one’ or ‘the perfect one’ (from Hebrew ׁשלם šlm), that it 
is a feminine name corresponding to Solomon (ְׁש�ֹמה šĕlōmōh), that it should be ren-
dered ‘Shunammite’, i.e. from Shunem (see Josh. 19:18; 1 Kgs 1:3, 15; 2 Kgs 4:8, 12), and 
that it means the Jerusalemite. Favouring the latter option, Bloch and Bloch (1995, p. 
197) note that gentilics, names for residents of a certain locality, frequently feature the 
ending –î/-ît, as in English loanwords from Arabic and Hebrew, such as ‘Iraqi’, ‘Israeli’ or 
‘Saudi’. They show (p. 198) that ׁשּוַלִּמית (šûlammît), which derives from ָׁשֵלם (šālēm), the 
city’s old name and its poetic epithet (Gen. 14:18; Ps. 76:3), retains the root ׁשלם (šlm) 
while adopting the vowel pattern u – a of �ְירּוָׁשַל (yĕrûšālaim). And they note that the 
echoes of peace or perfection and of Solomon’s name may well have been the reason 
why the epithet appealed to the poet. 

The other issue in this verse concerns the dance, according to some translations ‘a 
dance before two armies’ (RSV, NRSV, ESV). There are two reasons for this interpretation. 
First, the qualifier ַמֲחֶנה (maḥăneh) frequently refers to a military camp or an army. 
Secondly, the dance (ְמחָֹלה mĕḥōlāh), evidently an exuberant, joyful one, as the root חול 
(ḥwl) suggests, is often performed in celebration of a victory in battle (see Exod. 15:20; 
Judg. 11:34). However, this is not the only occasion for a ְמחָֹלה (mĕḥōlāh), as, for in-
stance, Exodus 32:19 indicates, and there is no particular reason for a militaristic inter-
pretation in the present context in the Song. After all, ַמֲחֶנה (maḥăneh) similarly is not 
exclusively used in a military context but can also refer to a camp as the temporary 
dwelling place of any group of people (see Gen. 32:8; 33:8; 2 Kgs 5:15). It seems more 
likely, as indeed a number of commentators have concluded, that the ‘dance of the two 
camps’ is a technical terms for a dance performed by two groups dancing in formation. 

My reading (‘in the dance’) follows Symmachus and some other ancient manu-
scripts, i.e. reading ִּבְמֹחַלת (bimḥōlat) rather than ִּכְמֹחַלת (kimḥōlat; ‘as/like the dance’). 
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The Man (7:2-10a [7:1-9a]) 

7:2 How beautiful are your feet in sandals, 
O noble daughter. 
The curves of your hips are like ornaments, 
the work of the hands of a master. 

ים  ִי� ַּבְּנָעִל֖  ַמה־ָּי֧פּו ְפָעַמ֛
יב   ַּבת־ָנִד֑

ים  ִי� ְּכ֣מֹו ֲחָלִא֔ י ְיֵרַכ֔  ַחּמּו ֵק֣
ן׃ י ָאָּמֽ ה ְיֵד֥  ַמֲעֵׂש֖

7:3 Your navel is a rounded bowl – 
may it never lack mixed wine! 
Your belly is a heap of wheat 
fenced about with lotuses. 

ַהר   ן ַהַּס֔  ָׁשְרֵר֙� ַאַּג֣
ֶזג  ר ַהָּמ֑  ַאל־ֶיְחַס֖

ים  ת ִחִּט֔  ִּבְטֵנ֙� ֲעֵרַמ֣
ים׃  סּוָג֖ה  ַּבּׁשֹוַׁשִּנֽ

7:4 Your breasts are like two fawns, 
twins of a gazelle. 

ים  ִי� ִּכְׁשֵנ֥י ֳעָפִר֖  ְׁשֵנ֥י ָׁשַד֛
י ְצִבּיָֽ   ה׃ָּתֳאֵמ֥

7:5 Your neck is like an ivory tower. 
Your eyes are pools in Heshbon 
by the gate of Bath-Rabbim. 
Your nose is like the tower of Lebanon, 
overlooking Damascus. 

ן  ל ַהֵּׁש֑ � ְּכִמְגַּד֣  ַצָּואֵר֖
ִי� ְּבֵר֣כֹות ְּבֶחְׁשּ֗בֹון   ֵעיַנ֜

ים  ַע֙ר ַּבת־ַרִּב֔  ַעל־ַׁש֙
ל ַהְּלָב֔נֹון   ַאֵּפ֙� ְּכִמְגַּד֣

ֶׂשק׃ ה ְּפֵנ֥י ַדָּמֽ  צֹוֶפ֖
7:6 Your head sits upon you like the Carmel; 

the flowing locks of your head are like purple. 
A king is captured by the tresses. 

ל  ִי֙� ַּכַּכְרֶמ֔ � ָעַל֙  רֹאֵׁש֤
ן  � ָּכַאְרָּגָמ֑ ת רֹאֵׁש֖  ְוַדַּל֥
ים׃ ֶל� ָא֥סּור ָּבְרָהִטֽ  ֶמ֖

7:7 How beautiful you are, how pleasant, 
O love, O daughter of delights. 
 

ְמְּת   ַמה־ָּיִפי֙ת ּוַמה־ָּנַע֔
ים׃ ֲענּוִגֽ ה ַּבַּתֽ  ַאֲהָב֖

7:8 This stature of yours is like a palm tree 
and your breasts like the clusters. 

ר  ה ְלָתָמ֔ ְמָת֣ את ֽקֹוָמֵת֙� ָּדֽ ֹ֤  ז
ִי� ְלַאְׁשּכֹֽלֹות׃  ְוָׁשַד֖

7:9 I said to myself, I shall climb the palm tree. 
I shall seize its branches. 
May your breasts be like the clusters of the vine, 
the scent of your breath like apricots, 

ר  ְרִּתי֙ ֶאֱעֶל֣ה ְבָתָמ֔  ָאַמ֙
ֲחָז֖ה ְּבַסְנִסָּנ֑יו   ֹאֽ

ֶפן  ִי֙� ְּכֶאְׁשְּכ֣לֹות ַהֶּג֔ ְהיּו־ָנ֤א ָׁשַד֙  ְוִיֽ
ים׃ � ַּכַּתּפּוִחֽ יַ� ַאֵּפ֖  ְוֵר֥

7:10 your palate like the best wine … ְּכֵי֥ין ַהּ֛טֹוב �  ְוִחֵּכ֕

n response to the question of the previous verse, the man again enumerates his be-
loved’s charms. In contrast to the earlier descriptions found in the Song (4:1-5; 5:11-

15; 6:5-7), this one moves from the woman’s feet up rather than from her head down. 
The reason for this appears to be that he is observing her dancing and is thus arrested 
by her feet. Some translations speak of the woman’s rounded thighs in line 3 (RSV, NRSV, 
TNK), which is a possible translation. The Hebrew term �ָיֵר (yārēk) can refer to the upper 
thigh, the area of the genitals (Gen. 24:2, 9; 47:29) and the outer area of the hips where, 

I 
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for instance, a sword is worn (Exod. 32:27; Judg. 3:16, 21; Song 3:8). It is therefore 
equally possible that the reference is to the curved hips (see NASB), as assumed here. 

From the hips we move on to the navel, or do we (v. 3 [2])? The identity of the next 
body part has been disputed by the commentators. The rare Hebrew term ׁשֹר (šōr) is 
also found in Ezekiel 16:4 where it denotes the umbilical cord. 11F

12 It is partly for this rea-
son that interpreters have concluded that the reference in our text must be to the relat-
ed navel. The comparison with a rounded bowl supports this. Yet the wish that it never 
lack wine would seem to point in another direction. 

Keel (1994, p. 234), amongst others, has argued that this requires ‘“navel” to be un-
derstood as a euphemism for vulva’. He draws our attention to Syrian and Palestinian 
terra-cotta figurines featuring a rounded bowl that somewhat interchangeably depicts 
either the goddess’s navel or her vulva. The same interchangeability of navel and genita-
lia is demonstrated by pendants from Ugarit and Tell el-Adshul, south of Gaza. Each of 
these features a branch or stylised tree, which variously grows from the pubic area or 
out of the navel. Keel adds that the moist vulva is regularly cherished as an intoxicating 
drink for the male lover in Sumerian sacred marriage texts. 

  
 

13th/12th-century terra-
cotta figurines displaying  
a naked Syrian goddess 12F

13 

15th-13th-century pendants from Ugarit and Tell el-Adshul  
displaying naked goddesses 13F

14 

Others, such as Fox and Hess, are adamant that it is the navel that is described here, not 
the vulva. Countering Pope’s (1977, pp. 617-618) comment that ‘navels are not notable 
for their capacity to store or dispense moisture’, Fox (1985, p. 159) asserts that ‘it is not 
the navel but the bowl that is supposed to do so’. Hess (2005, p. 196) similarly points 
out that ‘the wine is related to the bowl, not the navel …. It is the function of such a bowl 
to contain wine; it is the perceived beauty of the navel to be large and deep like such a 
bowl’. Commenting on the figurines presented by Keel, Hess also notes that the promi-
nent display of the navel indicates that it must have been perceived as an object of sig-
nificance and beauty in itself. 

                                                                    
12Its additional occurrence in Prov. 3:8, a difficult text that has given rise to all manner of conjectures, 
does not appear to elucidate the meaning of our verse. 
13Reproduced from Keel, 1994, p. 232. 
14Reproduced from Keel, 1994, p. 175. 
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It would seem that the poet’s reference to the navel is not so much a euphemism as 
a double entendre. The comparison with a rounded bowl suits the navel well, but when 
the wish that it never lack mixed wine is uttered the audience’s imagination is stirred 
and begins to wander. Alter’s reading proceeds along similar lines. Having originally 
rendered the line ‘your sex a rounded bowl’ and commented that the description here 
moves to the vagina (1985, pp. 196-197), he later on questioned that reading, pointing 
out (1995, p. 127) that 

it is utterly implausible to imagine the Shulamite dancing naked, her sex visible to the audi-
ence, and the poetic decorum of the Song precludes the direct naming of sexual organs, 
though the poet may well intimate correspondences between navel, or mouth, or door latch, 
and the woman’s hidden parts.15 

This is essentially the position taken here. It is best to translate ׁשֹר (šōr) as navel, for 
that is what the term seems to mean. And yet, the association of the rounded bowl with 
wine clearly evokes additional possibilities of meaning. 

Wine, it should be noted, was frequently mixed with water, other wines or spices, in 
the latter case in order to boost its intoxicating effect. The English translations tend to 
regard the second line as a description: ‘a rounded bowl that never lacks mixed wine’, 
but the Hebrew phrase is better rendered as a wish (thus TNK; see Fox, 1985, p. 159, 
who notes that ַאל [ʾal] does not normally indicate the negative indicative). 

In what respect is the woman’s belly a heap of wheat? Several suggestions have 
been made, including that the image highlights its softness in comparison to the man’s 
belly, which is a polished block of ivory (5:14; see Bloch and Bloch, 1995, p. 201), that it 
indicates a gentle curve and tawny hue (Fox, 1985, p. 159) and that it evokes fertility 
and nourishment (Keel, 1994, pp. 234-235). The last line of v. 3 [2] refers to the custom 
of protecting heaps of wheat with thorn hedges in order to guard them against cattle 
and prevent them from being scattered. In the case of the woman’s precious belly only a 
hedge of lotuses will do. The image as a whole, the heap of wheat with its surrounding 
lotuses, evokes the mons pubis. 

Verse 4 [3], which focuses on the woman’s breasts, is a slightly abbreviated repeti-
tion of 4:5. 

Having been compared with the tower of David in 4:4, the woman’s neck is said to 
be ‘like an ivory tower’ (v. 5 [4]). This suggests a long neck, a quality appreciated in 
women also in ancient Egyptian love poetry (see Fox, 1985, p. 160). The image is that of 
a tall, proudly erect woman. 

Bathed in milk in 5:12, the eyes are now depicted as pools. The association, which, 
according to Bloch and Bloch (1995, p. 202), ‘suggests a tranquil and lush sensuality’, 
was a natural one for the poet in that Hebrew ַעִין/ יןעֵ   (ʿayin/ʿên) can refer to ‘eyes’ and 

                                                                    
15To be sure, Alter also invoked the notion of double entente in his earlier work (1985, p. 197), and yet he 
was content to present the line as a description of the vagina. 
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‘springs’. Heshbon, the ancient capital of the Amorites (Num. 21:25-34), which was re-
nowned for its fertile fields and vineyards (Isa. 16:8-9), like Tirzah, evokes a ‘glorious 
bygone era’ and, when applied to the woman, her ‘great beauty and regal appearance’ 
(thus again Bloch and Bloch, 1995, p. 202). 

Bath-Rabbim may simply have been the name of the gate near the pools that the po-
et had in mind. Alternatively, as Fox (1985, p. 160) points out, it might have been men-
tioned because of the meaning of the phrase. ַרִּבים (rabbîm) can refer to ‘important peo-
ple’, ‘grandees’ or ‘nobles’, as in Jeremiah 39:13 (‘the chief officers of the king of Baby-
lon’). ַּבת (bat), in turn, means ‘daughter’, hence yielding the meaning ‘O noble daughter’. 
The phrase would thus resemble ַּבת־ָנִדיב (bat-nādîb) in v. 2 [1]. Bloch and Bloch (1995, 
pp. 202-203) take this a step further in noting that ַּבת (bat), ‘daughter’, is frequently 
employed as an epithet for cities, as in ‘Daughter of Zion’, ‘Daughter of Jerusalem’ and 
‘Daughter of Babylon’. Preserving the plural of ַרִּבים (rabbîm), they translate ‘Daughter 
of Nobles’, which they regard as a fitting epithet for the legendary city of Heshbon, pos-
sibly created impromptu by our poet since it is not attested elsewhere. 

It is commonly assumed that the quality praised in the woman’s nose, which is com-
pared to the tower of Lebanon, is its straightness. If so, then the reference is probably 
not to Mount Lebanon but to an actual tower. 

Her head sits upon the rest of her body like Mount Carmel (v. 6 [5]), known for its 
imposing beauty and lush vegetation (Isa. 33:9; 35:2; Amos 1:2; Nah. 1:4). Her hair is 
described in terms of thrums, i.e. the threads hanging down in a weaver’s loom, as the 
only other occurrence of ַּדָּלה (dallāh) in Isaiah 38:12 indicates. It is derived from דלל 
(dll), ‘to hang down, dangle’. Fox (1985, p. 161) points out that Egyptian paintings depict 
women wearing their hair in long cascading curls, hence the comparison of the woman’s 
hair in 4:1; 6:5 with a flock of goats streaming down a mountain slope. It is said to be 
like purple because the sheen of dark black hair may appear dark blue or purple. Fox (p. 
160) also points to an interesting pun, noting that Carmel sounds like ַּכְרִמיל (karmîl), 
‘crimson’, a term that occurs three times (2 Chron. 2:6, 13; 3:14), always together with 

ָמןַאְרּגָ   (ʾargāmān), ‘purple’. 
The king captured by the tresses is, of course, none other than her lover, who is also 

depicted as a king in 1:4, 12. Fox (1985, p. 161) notes that ancient Egyptian love songs 
feature images of a lover captured by the woman’s hair like a bird in a trap or caught by 
it as with a lasso (see the relevant lines in Fox, 1985, pp. 9, 73); and Alter (1995, p. 129) 
comments that ‘the encompassing of beauty from a distance with the eye is [here] sud-
denly transformed into tactile entanglement’, an entanglement that, he says, might lead 
to ‘other interlacings’. The term used in the last line to refer to the woman’s hair (ְרָהִטים 
rĕhāṭîm) is used in Genesis 30:38, 41 and Exodus 2:16 to designate ‘water troughs’. The 
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word for ‘rafters’ (ַרִהיֵטנּו rahîṭēnû) in Song 1:17 is derived from the same root רהט (rhṭ), 
‘to run’. In our verse long, flowing tresses appear to be in view. 

Having admired his beloved’s body parts, the man now pauses to marvel at how 
beautiful and pleasant she generally is (v. 7 [6]). This reading interprets ‘love’ (ַאֲהָבה 
ʾahăbāh) as a vocative addressed to the woman, ‘O love’ (cf. LXX, Vulgate, Peshitta), and 
reads  ַַּתֲענּוִגיםת ּב  (bat taʿănûgîm), ‘daughter of delights’. Alternatively, the man might be 
marvelling at the beauty and pleasantness of love among the delights (thus MT’s 
 ,battaʿănûgîm). However, the former seems more likely in the current context ַּבַּתֲענּוִגים
as the man returns to his beloved’s body in the following verse. 

The admiration of her overall beauty leads him to take in her stature (v. 8 [7]), 
which he compares to a tall, stately palm tree, thus matching her earlier comparison of 
him to a cedar (5:15). Like the depiction of her as a ‘dove in the clefts of the rock’ (2:14), 
the image also conveys a sense of her inaccessibility. As most translations indicate, the 
clusters, with which the woman’s breasts are compared, are not specifically identified. 
However, in the present verse, which talks about a date palm, they must be dates rather 
than KJV’s ‘grapes’. Once again, the point is that the date clusters, being the fruit of a tall 
tree, cannot be easily reached. 

Once again, the description of the woman’s charms in terms of sweet, aromatic fruit 
leads to consumption or, in this case, the lover expressing his intent to consume what 
she has to offer (v. 9 [8]). The precise meaning of the term translated ‘branches’ (ַסְנִסִּנים 
śanśinnîm) is uncertain, but Fox (1985, p. 163) points out that Akkadian sinsin-
nu/sissinnu refers to the date panicle. The reference thus appears to be to the stalks that 
hold the dates. Applied to the woman, her arms would seem to be in view here. 

The remainder of the man’s speech is expressed as a wish (cf. the Hebrew particle 
 nāʾ). He is hoping that her breasts will be his to enjoy like grapes (the presence of ָנא
grape clusters in the present verse probably explains why KJV found them in v. 8 [7] as 
well). He also anticipates the sweetness of her breath (Hebrew ַאף ʾap literally refers to 
the nose, but as the organ associated with breathing, it here serves as a metonymy for 
‘breath’), which is compared to apricots, and he is looking forward to the intoxicating 
effect of her kisses, describing her palate as the best wine (v. 10 [9]). All this evokes ear-
lier passages in the Song. At the outset, the woman expressed the wish that her lover 
would kiss her (1:2), describing his lovemaking as better than wine. In 2:3 she compares 
him to an apricot tree, whose fruit is sweet to her palate. In 4:11 the woman’s lips are 
said to drip honey, and the sweetness of her kisses is conveyed by the notion of honey 
and milk being found under her tongue; and in 5:16 she again praises his palate as 
sweet wine. 
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The Woman (7:10b–8:4 [7:9b–8:4]) 

7:10 … flowing smoothly to my lover, 
gliding over scarlet lips. 

ים  י ְלֵמיָׁשִר֑ � ְלדֹוִד֖  הֹוֵל֥
ים׃ י ְיֵׁשִנֽ ב ִׂשְפֵת֥  ּדֹוֵב֖

7:11 I’m my lover’s, 
and his desire is for me. 
 

י   ֲאִנ֣י ְלדֹוִד֔
י   ְּתׁשּוָקֽתֹו׃ סְוָעַל֖

7:12 Come, my lover, 
let’s go out into the countryside, 
let’s spend the night among the henna shrubs. 

ה דֹוִדי֙   ְלָכ֤
ה  א ַהָּׂשֶד֔  ֵנֵצ֣

ים׃ יָנה ַּבְּכָפִרֽ  ָנִל֖
7:13 Let’s go early to the vineyards 

to see if the vine has blossomed, 
if their blossoms have opened, 
if the pomegranates are in bloom. 
There I’ll give you my love. 

ים  יָמ֙ה ַלְּכָרִמ֔  ַנְׁשִּכ֙
ֶפן֙  ה ַהֶּג֙ ְרָח֤ ה ִאם ָּפֽ  ִנְרֶא֞

ר  ח ַהְּסָמַד֔  ִּפַּת֣
 ֵהֵנ֖צּו ָהִרּמֹוִנ֑ים 

�׃ י ָלֽ ן ֶאת־ּדַֹד֖ ם ֶאֵּת֥  ָׁש֛
7:14 The mandrakes give off their fragrance; 

at our doors are all kinds of delicious fruits, 
new as well as old, 
which I’ve stored up for you, my lover. 
 

יַ�  ְתנּו־ֵר֗ ים ָנֽ ּדּוָדִא֣  ַהֽ
ים  ינּ֙ו ָּכל־ְמָגִד֔  ְוַעל־ְּפָתֵח֙

ים ַּגם־ְיָׁשִנ֑ים   ֲחָדִׁש֖
ְנִּתי  י ָצַפ֥ �׃ּדֹוִד֖  ָלֽ

8:1 If only you were like a brother to me, 
one who nursed at my mother’s breasts. 
If I met you outside, I’d kiss you, 
yet no one would despise me. 

י  ח ִל֔ י ִיֶּתְנ֙� ְּכָא֣  ִמ֤
י  י ִאִּמ֑  יֹוֵנ֖ק ְׁשֵד֣

ְק֔�  ְמָצֲא֤� ַבחּו֙ץ ֶאָּׁש֣  ֶאֽ
ם  י׃ַּג֖  לֹא־ָי֥בּוזּו ִלֽ

8:2 I’d lead you, 
I’d bring you to my mother’s house. 
You’d teach me. 
I’d give you spiced wine to drink 
from the juice of my pomegranates. 

ֲג֗�   ֶאְנָהֽ
י  ית ִאִּמ֖ יֲא֛� ֶאל־ֵּב֥  ֲאִבֽ

ִני   ְּתַלְּמֵד֑
ַקח   ַאְׁשְק֙� ִמַּי֣ ִין ָהֶר֔

י׃ יס ִרֹּמִנֽ  ֵמֲעִס֖
8:3 His left hand is under my head 

and his right hand embraces me. 
י  ַחת רֹאִׁש֔  ְׂשמֹאלֹ֙ו ַּת֣

ִני׃ יִמי֖נֹו ְּתַחְּב ֵקֽ  ִוֽ
8:4 I ask you to promise, O daughters of Jerusalem, 

that you will not awaken nor arouse love 
until it is ready. 

 � ם ְּב֣נֹות ְירּוָׁשָל֑ ְעִּתי ֶאְתֶכ֖  ִהְׁשַּב֥
ְר֛רּוַמה־ ירּו׀ ּֽוַמה־ְּתעֹֽ ה  ָּתִע֧  ֶאת־ָהַאֲהָב֖

ץ׃ ס ד ֶׁשֶּתְחָּפֽ  ַע֥

s soon as the man moves on to her sweet palate, he is interrupted by the woman, 
who completes his sentence for him, her words indicating that she reciprocates his 

desire. The notion of wine flowing down smoothly is also found in Proverbs 23:31 
(where it is expressed with the same terms, i.e. הלך hlk and  ֵָׁשִריםי מ  mêšārîm). Her se-

A 
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cond line is somewhat enigmatic though. The verb דבב (dbb) occurs only here, but 
commentators are largely agreed that it means ‘to flow, glide, drip’ (see e.g. Fox, 1985, p. 
163; Hess, 2005, p. 198). However, a literal reading of the entire phrase yields ‘gliding 
over sleepers’ lips’, which some regard as unlikely. 

Some ancient versions (Peshitta and Aquila) translate ‘my lips and my teeth’, thus 
reading ִׂשְפֵתי ּוְׁשֵני (siptê ûšnê) instead of ִׂשְפֵתי ְיֵׁשִנים (siptê yĕšēnîm). However, as Fox 
(1985, p. 163) points out, this makes little sense, as the wine here is not gliding over her 
lips and teeth but those of her lover. Modern translations that, somewhat less specifical-
ly and more plausibly in terms of the imagery, read ‘gliding over lips and teeth’ (i.e. RSV, 
NRSV, ESV; see also NIV) similarly have to change the Hebrew text, in this case to  ִׂשְפִתים

םי ּוְׁשנִ   (siptîm ûšnîm). KJV’s ‘causing the lips of those that are asleep to speak’ reflects an 
old interpretation found already in Rashi and Ibn Ezra, according to which the wine is 
so powerful that it even arouses one from sleep. 

I have adopted Fox’s reading (1985, p. 163), which requires only a minor change to 
the Hebrew text to yield  ִניםָׁש ִׂשְפֵתי  (siptê šānîm), thus assuming a dittography in the ini-
tial yôd of ְיֵׁשִנים (yĕšēnîm). Apart from the changes to the consonantal text of MT being 
minimal in this reading, it is also made more likely by the fact that the woman’s lips are 
similarly compared to a scarlet thread in 4:3. 

The woman once again rejoices in the mutuality of their relationship (v. 11 [10]), 
which she had already celebrated in 2:16 and 6:3. This time, the poet introduces a fasci-
nating term, ‘desire’ (ְּתׁשּוָקה tĕšûqāh), which only occurs twice more in the Old Testa-
ment, both times in a distinctly negative context. In Genesis 4:7 we read of sin’s desire 
for Cain, which he must ‘rule over’ ( ְמׁשל־ּב msl-bĕ). In Genesis 3:16 the woman is told 
that her desire shall be for her husband, who shall ‘rule over’ her ( ְמׁשל־ּב msl-bĕ). In all 
three cases, the object of desire – Cain, the man in Genesis 3 and the woman in the Song 
– is mentioned at the beginning of the phrase for emphasis (e.g. ‘and for me is his de-
sire’; Song 7:11 [10]). 

In the two Genesis passages, desire appears in negative contexts, being associated 
with sin, on the one hand, and male domination, on the other. The Song of Songs, by con-
trast, not only speaks of a relationship of mutuality but also reverses the directionality 
of desire. Whereas in Genesis 3:16 the woman experiences desire for her husband that 
is not reciprocated but is met by male domination, in Song 7:11 (10) it is the man who 
desires his beloved in a context of true mutuality. Trible (1978b) therefore suggests that 
the Song of Songs offers a deliberate reversal of the gender roles envisaged in Genesis 3. 

The woman then invites her lover out into the countryside (lit. ‘the field’), enticing 
him to spend the night among the henna shrubs (v. 12 [11]). The last line is ambiguous 
because the final word can also mean ‘villages’ (thus KJV, RSV, NRSV, ESV, NASB, NIV; see also 
Hess, 2005, p. 198). However, this appears less likely once the similarities between vv. 
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12-13 (11-12) and 1:13-14 are taken into account. In both passages the verb ‘to spend 
the night’ (לין lyn) appears, which features nowhere else in the Song, both talk about 
henna blossoms or bushes (ּכֶֹפר kōper; elsewhere only in 4:13) and both feature vine-
yards (ְּכָרִמים kĕrāmîm). 

Her invitation to visit the vineyards and see whether the vine has blossomed and 
the pomegranates are in bloom (v. 13 [12]) sounds familiar, too. The last time the man 
looked for those signs (cf. 6:11, which also features blossoming [פרח prḥ] vine [ֶּגֶפן 
gepen] and pomegranates [ִרּמֹוִנים rimmônîm] in bloom [נצץ nṣṣ Hiphil]), he ended up rid-
ing in that most wonderful chariot (6:12), which, as we saw earlier, was a metaphor for 
the consummation of their love. Here, too, the blossoming vines and blooming pome-
granates are an indication of the woman’s readiness for a sexual encounter, as she her-
self points out. Again, the physical concreteness implied in the Hebrew term ּדֹוִדים 
(dôdîm) warrants a translation such as ‘lovemaking’, but in this context the phrase 
‘there I’ll give you my love’ would seem to convey those implications. Hess (2005, p. 
198), more freely but entirely appropriately, translates ‘there I will make love to you’. 

Mandrakes, which are found in most parts of Israel, make their first and only ap-
pearance in the Song in v. 14 (13). Pope (1977, p. 649) notes that their odour, which is 
referred to here, was ‘pungent and distinctive’ but also 
‘presumably pleasant or exciting’. Their only other oc-
currence in the Old Testament is in Genesis 30:14-16, a 
text that illustrates their reputation as an aphrodisiac, 
once again documented by Pope, who includes a line 
drawing from a fifteenth-century publication featuring 
male and female mandrakes (1977, p. 594). Their ap-
pearance in the Song is not solely due to their fra-
grance, however, but was most likely inspired also by the fact that ּדּוָדִאים (dûdāʾîm), 
‘mandrakes’, sounds similar to ּדֹוִדים (dôdîm), ‘lovemaking’. As the woman ‘gives’ (נתן 
ntn) the man ‘her lovemaking’, so the mandrakes ‘give’ (נתן ntn) their fragrance. 

‘All kinds of delicious things’ are available at ‘our doors’, says the woman. The refer-
ence could be to all manner of delicacies, but as ְמָגִדים (mĕgādîm) was used with refer-
ence to fruits in 4:13, 16, the same is probably in view here, too. As before (see 1:16-17; 
2:9, 12), the possessive pronoun ‘our’ in ‘our doors’ does not convey ownership but re-
fers to something shared by the lovers. Fox (1985, p. 165) explains that the old fruit 
might be those that had grown on the trees earlier rather than last year’s. 

The woman fervently wishes for her lover to be like her brother, because then she 
could kiss him openly in public without being taken for a harlot (8:1). It is this worry 
that causes her to use the strong term ‘despise’. Proverbs 7:13 illustrates the practice of 
a prostitute (זֹוָנה zônāh) who openly kisses her punter in public. When she pictures her 
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lover as someone who had nursed at her mother’s breasts, she uses ‘an expression of 
tenderness and intimacy’, as Bloch and Bloch (1995, p. 209) have pointed out, wishing 
to be as close to him as if they had been nursing at their mother’s breasts together. 

Bloch and Bloch (1995, p. 210) note that in v. 2, as in 3:4, we find a departure from 
the tradition according to which it is the man who brings the woman into his mother’s 
tent (cf. Gen. 24:67). 

The third line, consisting of only one word in Hebrew (ְּתַלְּמֵדִני tĕlammĕdēnî), has 
caused interpreters some difficulties. Some regard it as corrupt and change it, in line 
with the parallel in 3:4, to ‘to the room of her who bore me’ (thus RSV, NRSV and Fox, 
1985, p. 165, following an ancient tradition reflected in LXX and Peshitta). The text does, 
however, make sense as it stands, even if the notion of teaching may seem somewhat 
surprising at first. Most English translations render it along the lines of ‘she who used to 
teach me’ or ‘she who has taught me’ (see KJV, NASB, NIV, ESV, TNK), thus understanding it 
as a general statement defining the mother. 

Bloch and Bloch (1995, p. 210) point out that it can also be rendered as future tense, 
‘she will teach me’, thus implying that the woman expects her mother to teach her ‘in 
the art of love’. They adduce Ruth 3:3-4 in support of their interpretation, where Naomi 
instructs her daughter-in-law in how to prepare for her nightly encounter with Boaz. 
Landy (1983, p. 250) similarly suggests that the mother ‘participates in their amorous 
education’. 

However, the Hebrew is ambiguous, with the result that it is not clear who is doing 
the teaching. As we have seen, it can be read as the third-person feminine singular, ‘she 
would teach me’, but it can also be the second-person masculine singular, ‘you (mascu-
line) would teach me’ (thus e.g. Keel, 1994, p. 256; Hess, 2005, p. 199), in which case it is 
the woman’s lover who is the expected teacher. Landy (1983, p. 100) regards the ambi-
guity as intentional, commenting that, just as the woman had expressed her wish for her 
lover to be like her brother, so he is here, by means of the ambiguity of her words, ‘as-
similated to the figure of the mother’: ‘as the one who initiates her, he adopts the part of 
the mother, through whose guidance the child enters the world’. 

The spiced wine that she would give him to drink clearly refers to her kisses, as the 
repeated association between kissing and wine in the Song indicates (cf. 1:2; 4:11; 5:16; 
7:10 [9]). This is reinforced in the Hebrew text by means of the phonetic similarity be-
tween �ֶאָּׁשְק (ʾeššāqĕkā), ‘I would kiss you’, in v. 1 and �ַאְׁשְק (ʾašqĕkā), ‘I would give you 
to drink’ in the present verse. The juice of her pomegranates (ֲעִסיס ִרֹּמִני ʿăsîs rimmōnî) 
that she promises him is sweet and powerful stuff, as the other poetic occurrences of 
 .in Isaiah 49:26; Joel 1:5; 4:18 (3:18) and Amos 9:13 suggest (ʿāsîs) ָעִסיס

Verse 3 is a verbatim repetition of 2:6. It envisions an amorous encounter that is, 
however, not as daring in its suggestion of lovemaking as the earlier invitation to look 
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for blossoming vines and blooming pomegranates, most likely because it is taking place 
in her mother’s house. The adjuration, addressed to the daughters of Jerusalem, not to 
arouse love until it is ready (v. 4), similarly, though in a slightly abbreviated (the refer-
ence to ‘the gazelles or the does of the field is missing’) and modified form ( הַמ   mah is 
used instead of ִאם ʾim), repeats earlier ones in 2:7 and 3:5. In 2:7, it also followed upon 
an encounter as described in v. 3, while in the case of 3:5 the context similarly is that of 
a meeting in her mother’s house. 

The Daughters of Jerusalem (8:5a) 

8:5a Who’s this coming up from the desert, 
leaning upon her lover? 

ר  את עָֹל֙ה ִמן־ַהִּמְדָּב֔ ֹ֗ י ז  ִמ֣
ּה ֶקת ַעל־ּדֹוָד֑  ִמְתַרֶּפ֖

s in 3:5-6, the woman’s address to the daughters of Jerusalem prompts them to ut-
ter a question in response. Indeed, the opening words of their question are a verba-

tim repetition of 3:6. 

The Woman (8:5b-7) 

8:5b Under the apricot I awakened you. 
There your mother conceived you. 
There she who gave birth to you conceived. 

י�  ַחת ַהַּתּ֙פּוַ�֙ ֽעֹוַרְרִּת֔  ַּת֤
 � ְת� ִאֶּמ֔ ָּמה ִחְּבַל֣  ָׁש֚
ְת�׃ ה ְיָלַדֽ ָּמה ִחְּבָל֥  ָׁש֖

8:6 Place me as a seal upon your heart, 
as a seal upon your arm, 
for love is as strong as death, 
jealousy as hard as Sheol. 
Its flames are flames of fire, 
an almighty flame. 

 � ם ַעל־ִלֶּב֗ חֹוָת֜ ִני ַכֽ  ִׂשיֵמ֙
 � חֹוָת֙ם ַעל־ְזרֹוֶע֔  ַּכֽ

ה  ֶו֙ת ַאֲהָב֔ י־ַעָּז֤ה ַכָּמ֙  ִּכֽ
ה  ה ִכְׁש֖אֹול ִקְנָא֑  ָקָׁש֥

ׁש  י ֵא֖ יָה ִרְׁשֵּפ֕  ְרָׁשֶפ֕
ֶבְתָיֽה׃  ַׁשְלֶה֥

8:7 Mighty waters can’t quench love, 
nor will rivers wash it away. 
If one gave all the wealth of his house for love, 
it would be utterly scorned. 

ה  ַאֲהָב֔ א ֽיּוְכלּ֙ו ְלַכּ֣בֹות ֶאת־ָהֽ ֹ֤ ים ל ִים ַרִּב֗  ַמ֣
א ִיְׁשְט֑פּוָה  ֹ֣  ּוְנָה֖רֹות ל

ה  יׁש ֶאת־ָּכל־֤הֹון ֵּביתֹ֙ו ָּבַאֲהָב֔ ן ִא֜  ִאם־ִיֵּת֙
 ּ֖בֹוז ָי֥בּוזּו ֽלֹו׃ ס

ather than answering the question posed by the daughters of Jerusalem, the wom-
an’s words hark back to her own adjuration in v. 4 by picking up the verb עור (ʿwr), 

used twice in her plea not to awaken or arouse love until it is ready. Now she says that 
she herself had awakened her lover under the apricot tree, and the erotic connotations 
of her words are apparent. Her words also establish a link with 2:3 where the lover 
himself had been compared to an apricot tree. 

The last two lines of v. 5 have been variously understood by translators and inter-
preters, partly because the verb (חבל ḥbl Piel) that features in both can mean ‘give birth’ 
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(KJV, NASB, RSV, NRSV, ESV) as well as ‘conceive’ (NIV [which translates ‘conceive’ in one case 
and ‘be in labour’ in the other], TNK). In the present context, where giving birth is ex-
pressed by ילד (yld) in the last line, it is best to render חבל (ḥbl Piel) as ‘conceive’. This 
would parallel the sequence in Psalm 7:15 (14), which also begins with חבל (ḥbl Piel) 
and ends with ילד (yld). 

The second issue that has given rise to different understandings is the ostensible 
presence of two finite verbs in the last line: ‘she conceived’ and ‘she gave birth’ (cf. NASB, 
which, however, translates the first ‘was in labor’; see also Hess, 2005, p. 233). However, 
as Fox (1985, p. 168) has pointed out, it is better to see the second verb �ְיָלַדְת (yĕlādat-
kā) as serving as a noun, ‘she-who-gave-birth-to-you’, and thus the subject of the sen-
tence. The two lines thus feature a parallel arrangement, in which the subject comes last 
in both cases: 

There conceived-you your-mother. 

There conceived she-who-gave-birth-to-you. 15 F

16 

According to this reading, it was the conception that took place under the apricot tree 
(thus also TNK) rather than her lover’s birth (as in KJV, NASB, RSV, NRSV, ESV). There where 
he had been conceived, his beloved awakened the man. NIV, by translating  לחב  (ḥbl Piel) 
‘conceived’ in the penultimate line and ‘be in labour’ in the last one, conjures up the sce-
nario of his conception and birth having taken place under the apricot tree. 

Having consummated their love, the woman desires to be placed like a seal upon her 
lover’s heart and arm (v. 6) and thus, as Fox (1985, p. 169) suggests, ‘to be bound to 
[him] in all his thoughts and actions’. To be placed as a seal on someone’s heart and arm 
was of profound symbolic significance and indicated belonging and intimacy (see Jer. 
22:24; Hag. 2:23). Alter (1995, p. 131) notes that the language might even be a ‘daring 
adaptation’ of the divine command to bind God’s words on one’s heart and hand (see 
Deut. 11:18). The following lines explain the woman’s plea that her lover bind her tight-
ly to himself. Love is here portrayed as powerful as death’s irresistible force, while jeal-
ousy is said to be as possessive as Sheol, the netherworld, from where no one returned. 

Some modern translations read ‘passion’ instead of ‘jealousy’ (see e.g. NRSV, TNK), but 
Fox (pp. 169-170) maintains that the root קנא (qnʾ) does not denote sexual desire but 
either ‘the anger or suspicion that a jealous person feels toward that which causes jeal-
ousy’ or ‘envy’, if applied to a third party that wishes to possess something belonging to 
another. In the Song, this jealousy does not appear to be directed at other women, how-
ever. In fact, the Shulamite even proudly boasts that other women love her lover (1:3). 
As again Fox (p. 170) has noted, in the context of the Song, the perceived danger is that 
of an interfering society, represented by the city’s watchmen (3:3; 5:7) and the woman’s 
brothers (8:8-9). 
                                                                    
16Hyphenated phrases are one word in the Hebrew text. 
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The interpretation of the last two lines is rendered difficult by the fact that the re-
peated term ֶרֶׁשף (rešep), here translated ‘flame’, is rare and of uncertain meaning, while 
the last word ַׁשְלֶהֶבְתָיה (šalhebetyāh), ‘an almighty flame’, occurs only here. In Psalm 
 .’modifies ‘arrows’, possibly yielding the meaning ‘flaming arrows (rešep) ֶרֶׁשף (3) 76:4
The plural also occurs in Psalm 78:48 where it parallels hail and seems to refer to bolts 
of lightning.  ַׁשְלֶהֶבְתָיה (šalhebetyāh), on the other hand, appears to denote an enormous 
flame or possibly lightning. It has been suggested that it contains the theophoric ele-
ment ־ָיה (yāh-), which has led to the translation ‘the flame of the LORD’ (NASB, ESV; Hess, 
2005, p. 233). However, as Bloch and Bloch (1995, p. 213) have pointed out, the ending, 
having lost its association with God’s name long ago, came to signify the intensity of that 
to which it was attached, as in ‘thick darkness’ (ַמְאֵּפְלָיה maʾpēlyāh; Jer. 2:31) – hence my 
rendering ‘almighty flame’. 

Being as strong as death, love cannot be quenched or washed away (v. 7). But nei-
ther can it be bought, as the proverb in the second half of v. 7 indicates (cf. Prov. 6:31, 
which also features the phrase ‘give all the wealth of his house’). The last words are am-
biguous in that it could be the man or his wealth that will be scorned. 

The Brothers (8:8-9) 

8:8 We have a sister, a little one, 
who has no breasts. 
What shall we do for our sister 
on the day when she is spoken for? 

ה  נּ֙ו ְקַטָּנ֔  ָא֥חֹות ָל֙
ּה  ין ָל֑ ִים ֵא֣  ְוָׁשַד֖

נּו  ה־ַּנֲעֶׂש֙ה ַלֲאחֵֹת֔  ַמֽ
ּה׃  ַּבּ֖יֹום ֶׁשְּיֻדַּבר־ָּבֽ

8:9 If she’s a wall, 
we’ll build on it a silver turret, 
but if she’s a door, 
we’ll barricade it with a cedar board. 

יא  ה ִה֔  ִאם־חֹוָמ֣
ֶסף  יַרת ָּכ֑ יָה ִט֣  ִנְבֶנ֥ה ָעֶל֖

יא  ֶלת ִה֔  ְוִאם־ֶּד֣
ֶרז׃ יָה ֥לּוַ� ָאֽ  ָנ֥צּור ָעֶל֖

any interpreters assume that vv. 8-9 are spoken by the woman’s brothers, who 
have already made an appearance in 1:6, though other proposals include some 

unidentified suitors, the daughters of Jerusalem, the lover, and the woman herself, who, 
it has been suggested, is quoting an earlier speech by her brothers. The identity of the 
sister has been similarly disputed, with some suggesting that it must be the Shulamite’s 
little sister. This reading assumes that the speakers are the woman’s brothers while the 
sister is the female protagonist of the Song herself. 

Old Testament passages, such as Genesis 24:29-60, involving Rebekah’s brother La-
ban, and 34:6-18, featuring Dinah’s brothers, illustrate the role a woman’s brothers 
played in matters affecting her sexuality and marriage, as did the earlier reference to 
the woman’s brothers in Song 1:6. Fox (1985, p. 173) has drawn attention to the fact 
that ְקַטָּנה (qĕṭannāh), here translated ‘a little one’, is not an adjective modifying ‘sister’ 
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but a noun that stands in apposition to it. Later on, in the Mishnah, it came to designate 
a minor, i.e. a girl under the age of twelve, but it should not be automatically assumed 
that this is its meaning in the Song. 

It is evident though that ְקַטָּנה (qĕṭannāh) similarly denotes a woman who is per-
ceived to be sexually immature by her brothers. Their statement regarding the lack of 
breasts clearly makes that point. Ezekiel 16:7-8 mentions developed breasts and the 
appearance of pubic hair as signs that a woman had reached the ‘age for lovemaking’ 
( ּדִֹדיםֵעת   ʿēt dōdîm). As their sister had no yet reached that stage in her brothers’ per-
ception, they are wondering what to do when the moment arrives that she will be spo-
ken for (cf. 1 Sam. 25:39 where דבר dbr Piel with  ְּב bĕ- is used in the same sense). All the 
while, we, the readers of the Song, know that the brothers’ assessment of their sister’s 
sexual maturity is based on a misperception, which she herself defiantly points out: ‘my 
breasts are like towers’ (v. 10). And even if that is taken to be an exaggeration, then the 
same apparently applies to her brothers’ statement as well (thus Bloch and Bloch, 1995, 
p. 215). 

Verse 9 is another one of the Song’s enigmas. The first question revolves around the 
issue of whether the metaphors are to be understood as synonymous or antithetical.16F

17 
If, as is assumed in this reading in line with most commentators, the statement is anti-
thetical then the issue is the woman’s sexual inaccessibility, expressed by means of the 
wall metaphor, vis-à-vis her accessibility, symbolised by the door. If she is a wall, then 
she has her brothers’ support, as it were. If, however, she turns out to be a door, then 
the brothers will step in and barricade that door. The verb צור (ṣwr) that is used here is 
a harsh one that is frequently used with the meaning ‘to lay siege to’. In both cases, the 
object of the verbs can either be the woman (‘build on her’, ‘barricade her’), as in most 
modern English translations, or the wall and door of the metaphor, as assumed in this 
translation (thus also TNK). 

Fox (1985, p. 172) has argued that chastity cannot be the issue since we already 
know that the two lovers have indulged in the pleasures of lovemaking. However, since 
their meetings, as suggested by the outdoor locations, appear to have been furtive ones, 
we, the readers of the Song, may once again be much better informed than the woman’s 
brothers. Pardes compares their attitude to that of the watchmen featuring earlier on in 
the Song, both of whom she sees as representing the values of a patriarchal society. As 
she points out (1992, p. 140), both ‘watch over walls’, which in the present verse stand 
for the woman’s body, ‘in a rather hostile manner’. 

The Woman (8:10) 

8:10 I’m a wall,  ה  ֲאִנ֣י חֹוָמ֔
                                                                    
17See Bloch and Bloch, 1995, pp. 215-216, for further discussion. 
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and my breasts are like towers! 
So I’ve become with my lover 
as one who has found peace. 

י ַּכִּמְגָּד֑לֹות   ְוָׁשַד֖
יִתי ְבֵעיָנ֖יו  ז ָהִי֥  ָא֛

ת ָׁשֽלֹום׃ פ  ְּכמֹוְצֵא֥

n her reply, the woman insists that she is by no means a door (v. 10). ‘I am a wall’, she 
says, thus asserting that she is not easily accessible. Interpreters have wondered how 

she can make such a claim, given the strong indications in the Song that the lovers have 
already consummated their relationship. Bloch and Bloch (1995, p. 217) have made the 
interesting suggestion that the woman’s words are best understood in connection with 
the metaphor of the locked garden in 4:12, a garden that ‘is inaccessible to anyone but 
her lover’. Thus, in her reply, she is rejecting the insinuation that she might be easily ac-
cessible while at the same time reserving the right to determine matters regarding her 
sexual life herself. 

Indeed, as Pardes (1992, p. 141) has pointed out, she ‘teases those who attempt to 
set limits to her desires’, insisting that she has no need for additional fortifications, the 
silver turret offered by her brothers, for she has ‘breasts like towers’. Of course, her 
words are highly suggestive. While on one level rejecting her brother’s interference in 
matters of her sexuality, the woman at the same time opposes their claim regarding her 
sexual immaturity. 

The following two lines, which literally read ‘then I became in his eyes as one who 
finds peace’ (see KJV, NASB, ESV, TNK; by contrast, RSV and NRSV read ‘brings peace’, thus 
understanding the participle מֹוְצֵאת môṣʾēt as יצא yṣʾ Hiphil rather than מצא mṣʾ Qal), are 
once again enigmatic. The notion of peace (ָׁשלֹום šālôm) is intriguing in a context that 
has clear military associations in the turret (v. 9), the towers (v. 10) and the verb צור 
(ṣwr), ‘barricade’ (v. 9), which, as we saw, frequently occurs with the meaning ‘to lay 
siege to’ a city. As Falk (1982, p. 132) has pointed out, the words ‘finding peace’ are 
‘consonant with the fortress imagery of the poem’. While the wall has not been entirely 
impenetrable after all, her lover’s advances have been more than welcome. Falk ex-
presses this in the translation: ‘So I have found peace / Here with my lover’ (1982, p. 
49). Pardes (1992, p. 141), coming back to the woman’s breasts, comments that it was 
precisely ‘the Shulamite’s formidable fortification’, in the form of her ‘towering’ breasts, 
that ‘brings about a peaceful amorous encounter’. 

The Man (8:11-13) 

8:11 Solomon had a vineyard 
in Baal-Hamon. 
He entrusted the vineyard to keepers; 
each would obtain for its fruit  
a thousand pieces of silver. 

ֶרם ָהָי֤ה ִלְׁש�ֹמ֙ה   ֶּכ֣
ַעל ָה֔מֹון   ְּבַב֣

ים  ֶרם ַלּנְֹטִר֑ ן ֶאת־ַהֶּכ֖  ָנַת֥
א ְּבִפְר֖יֹו  יׁש ָיִב֥  ִא֛

ֶסף׃ ֶלף ָּכֽ  ֶא֥

I 
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8:12 My vineyard, my very own, is before me. 
The thousand may be yours, O Solomon, 
and two hundred for the keepers of its fruit. 
 

י ְלָפָנ֑י  י ֶׁשִּל֖  ַּכְרִמ֥
ה  ֶלף ְל֙� ְׁש�ֹמ֔  ָהֶא֤

ים ֶאת־ִּפְרֽיֹו׃ ִים ְלנְֹטִר֥  ּוָמאַת֖

8:13 O you who dwells in the gardens, 
the companions are listening to your voice. 
Let me hear it. 

ים  ֶבת ַּבַּגִּנ֗  ַהּיֹוֶׁש֣
 � ים ְלקֹוֵל֖ ים ַמְקִׁשיִב֥  ֲחֵבִר֛

יִני׃  ַהְׁשִמיִעֽ

he meaning of the Parable of the Vineyard in vv. 11-12 is easy enough to grasp. It 
reemphasises a point already made in v. 7, namely that love, or more specifically in 

this case lovemaking, the pleasures of sexual encounter enjoyed with the beloved part-
ner, far outweigh the riches of this world. Solomon, in all his splendour, does not have 
anything comparable to these joys. His vineyard is envisaged in Baal-Hamon, an imagi-
nary place with symbolic significance. Understood as ‘owner of wealth’ it underlines the 
point about the riches, which is developed further in the following lines. Isaiah 7:23 
suggests that vineyards that earned their owners a thousand pieces of silver were re-
garded as valuable. Solomon’s vineyard is depicted as even more lucrative since each of 
the keepers, upon selling the fruit in his charge, makes that sum. But Solomon can keep 
his money, just as the keepers are welcome to their share. 

In the context of the Song the vineyard in v. 12 clearly refers to the woman, or more 
specifically to her sexuality. This, together with the fact that the term Baal-Hamon is 
somewhat ambiguous, suggests that something more than Solomon’s economic riches 
are in view in this parable. Another possible translation of Baal-Hamon is ‘husband of a 
multitude’, which would seem to be an allusion to Solomon’s famous harem. 1 Kings 
11:3 mentions seven hundred princesses and three hundred concubines and hence a 
grand total of one thousand women. As Bloch and Bloch (1995, p. 220) indicate, ‘the 
tone’ in these lines of the Song ‘is mocking: Have your thousand, [Solomon], whatever 
they be!’ 

Some have come to the conclusion that the speaker in vv. 11-12 is the woman (thus 
e.g. Hess, 2005, p. 234). This is a possible interpretation in the sense that she could be 
expressing her preference for her own vineyard, her own sexuality and all the pleasures 
that this affords her, to all Solomon’s wealth and opulence. One reason for that reading 
is that the only other time the terms ‘keeper’ (ֹנֵתר nōtēr) and ‘to keep’ (נתר ntr) are used 
in the Song, also in connection with a vineyard, is in 1:6 where the woman, who is the 
speaker in that verse, reflects upon not having kept her own vineyard. 

The reading adopted here follows those who see the man as the speaker in these 
lines (e.g. Fox, 1985, p. 174; Bloch and Bloch, 1995, p. 218). Just as the garden, another 
reference to the woman’s sexuality, is both her own and that of her lover (see 4:16, 
which has ַּגִּני [gannî], ‘my garden’, and ַּגּנֹו [gannô], ‘his garden’), so the vineyard is hers 
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(1:6) and her lover’s (8:12). It is thus the man who is marvelling at the fact that he has 
his very own vineyard. As in 1:6, the addition of ‘my very own’ (ֶׁשִּלי šellî) is emphatic. If 
this reading is correct, then there is a sense of closure here in that the vineyard, which 
the woman had failed to keep (1:6), is now in the care of her lover (cf. Fox, 1985, p. 174; 
Bloch and Bloch, 1995, p. 220). Paul, in 1 Corinthians 7:4, somewhat similarly envisages 
marriage partners enjoying each other’s bodies, but while his emphasis appears to be 
on their respective rights over their spouse’s body (see the discussion of ἐξουσιάζω 
[exousiazō] in Thiselton, 2000, pp. 504-506), the Song’s focus is on caretaking. 

In v. 13 the woman is addressed as the one who dwells in the gardens (ַהּיֹוֶׁשֶבת ַּבַּגִּנים 
hayyôšebet baggannîm), apparently because she spends much time in the fields, vine-
yards and gardens (cf. Fox, 1985, p. 176). This is certainly the impression one gets from 
reading the Song, which envisages the lovers enjoying the countryside, the gardens and 
vineyards so beautifully evoked in its imagery. The reference to unspecified companions 
is somewhat puzzling. Bloch and Bloch (1995, p. 220) read the man’s words as implying 
that ‘all friends – his, hers, always! – listen for her voice’. But it seems preferable to take 
them as a reference to the companions that are with the man at the time. They, as much 
as he, enjoy her voice, but he in particular desires to hear it.  

The Woman (8:14)  

8:14 Slip away, my lover, 
and be like a gazelle 
or a young stag 
on the spice mountains. 

י  ח׀ ּדֹוִד֗  ְּבַר֣
 ּֽוְדֵמה־ְל֤� ִלְצִבי֙ 

ים  ַאָּיִל֔ ֶפר ָהֽ  ֚אֹו ְלעֹ֣
ים׃ י ְבָׂשִמֽ ל ָהֵר֥  ַע֖

he Song ends with these words, as the woman addresses her lover one last time. 
But what is she asking him to do? The imagery is already familiar to us, as she had 

compared her lover to a gazelle and a young stag in 2:9, 17. Spices and mountains, too, 
have featured repeatedly. Most importantly, in 4:6, the woman is described as a ‘moun-
tain of myrrh’ and a ‘hill of frankincense’. Everything in this last verse hinges upon our 
understanding of the verb ברח (brḥ), ‘to flee, run away, slip away’. Most English versions 
translate along the lines of ‘make haste’ (KJV, RSV, NRSV, ESV) or ‘hurry’ (NASB, TNK). The ra-
tionale for these readings may be the translators’ wish to see the two lovers united, alt-
hough that depends on how one understands the metaphor of the spice mountains. The 
desire for the lovers’ union is, however, clearly apparent in translations such as ‘flee 
with me’, ‘flee to me’ or ‘return’. Yet Hebrew ברח (brḥ) does not mean ‘make haste’, 
‘hurry’ or ‘return’. Nor does the text say ‘with me’ or ‘to me’. 

Bloch and Bloch (1995, p. 221), noting that the verb can only mean ‘flee away from 
someone’, conclude that the woman is asking her lover to flee away from her, apparent-
ly so that the two will not get caught together. According to them, the Song ‘ends with 
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the motif of the lovers parting at dawn’. Verse 14 is thus understood in much the same 
way as their reading of the woman’s earlier plea that her lover be like a gazelle or a 
young stag and bound away before daybreak (2:17). However, in contrast to Bloch and 
Bloch, I concluded that those words were an invitation to her lover to frolic through the 
night, with the mountains depicting ‘the landscape of her body’, to use once again Alter’s 
terminology (see Alter, 1985, p. 195). The same is in view in the Song’s closing lines. 

Translators who see the lovers united as we take leave of them are correct. But how 
is this possible if ברח (brḥ) means ‘to flee away from someone’? Who or what is the 
woman asking her lover to flee away from? The answer is found in the previous verse, 
which envisages the man in the company of his friends, calling out to her to let him hear 
her voice. She does, and she invites him to something more. ‘Slip away’, she says, im-
ploring him to leave his friends and come to her, to be like a gazelle or a young stag once 
more and explore the mountains of spice. 
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