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PREFACE 

‘The Mesopotamian Literature Group, constituted in June 1990, held its second meeting 
from 12 to 14 July 1993 at the Department of Languages and Cultures of the Middle 
East of the University of Groningen. This second meeting was convened by Dr HLJ. 
Vanstiphout and Dr M.E. Vogelzang, as was the first. It was again financed out of the 
Royal Netherlands Academy of Arts and Sciences grant to Dr Vogelzang. 

‘The participants at this meeting were: Dr Bendt Alster (Copenhagen), Dr Jeremy 
Black (Oxford), Prof. Dr Jerrold S. Cooper (Johns Hopkins), Prof. Dr Brigitte Groneberg 
(Hamburg), Dr Shlomo Tzreel (Tel Aviv), Prof. Dr Anne D. Kilmer (Berkeley), Prof. 
Dr Piotr Michalowski (Ann Arbor), Dr Herman L.J. Vanstiphout (Groningen), Dr 
Joan G. Westenholz (Jerusalem), Dr Marianne E. Vogelzang (Groningen), Dr Franz 
Wiggermann (Amsterdam VU). 

The editorial policy has remained the same as in the Proceedings of the first 
meeting: the individual contributors have been left fiee to rework, amend, qualify 
their paper as they thought fi in the light or gloom of the often lively discussions — 
or to leave their text unchanged. When editing the first proceedings we could make 
play with the oral and written aspects underlying the published texts. We cannot do 
the same now. Nobody will be offended when we say that no contributor came near 
Shakespeare in her or his use of poetic language. But neither did any of them approach 
the Great McGonnigle, we are pleased to 

As before, the convenersieditors have the pleasant duty to thank the members of 
the group for their enthusiasm, support, help, understanding, patience, conviviality 
and most of all for their decp commitment and their friendship. 

Special words of thanks must go o the Royal Netherlands Academy of Arts and 
Sciences for their support by means of Dr. Vogelzang's Fellowship grant; o the 
Faculty of Arts of Groningen University, the Department of Languages and Cultures 
of the Middlc East, and the Rescarch Institute for Classical, Oriental, Medieval and 
Renaissance Studics (COMERS), for their hospitality and support; to Dr. Julia van Dijk- 
Harvey for her technical assistance (in spite of the fact that she is an Egyptologist): 
and to our publisher and his efficient and always patient staff 

  

  

  

HLJ. Vanstiphout ME. Vogelzang 

  

For the Proceedings of the first meting,the reader s refemed to MLE. Vogelzang & H.LJ. Vansiiphout 
(cds). Mesopotamian Epic Literatare: Oral or Aural? Lewiston etc.: Edwin Mellen Pres, 1992. 

 





  

    

    
   

INTRODUCTION 

Perhaps even more than was the case with the proceedings of the first meeting of the 
Mesopotamian Literature Group, the studies collected in this volume tend to shuttle 
back and forth between the general characteristics of any literature as such, and the 
specific features we claim to uncover in Sumerian and Akkadian poetics. 

This is true for the collection as a whole as well as for a number of individ- 
ual contributions. A somewhat theoretical approach runs from statements that are 
valid almost universally — universally, that is, when weating ancient literatures -, 
as in Michalowski's paper, to the reasoned application of empirically observed fea- 
res of phonic poeticality (or ‘literariness” in Akkadian : Groneberg) or metaphor 
(Westcnholz; Wiggermann) in one poetic system, over investigations of the gener- 
ative mechanisms engendered by a universal of poetic language as such in another 
system (ambiguity in Sumerian poetics: Vanstiphout). As o precise sublopics of poetic 
language, we have discussed mainly phonic texture (Groneberg: Vogelzang; Izre'el), 
imagery/metaphor (Black; Vanstiphout; Westenholz; Wiggermann), and the way in 
which they collaborate (Cooper). The material, or rather the historical representations 
of the poetic systems treated, ranges from general overviews of a system (Black; 
Michaowski; Vanstiphout) to modes of discourse (mainly narrative and laudatory po- 
etry in Akkadian: Groneberg; Westenholz; Vogelzang), to specific types of literature 
(Alster: Sumerian proverbs; Cooper: a group of love incantations in Akkadian), and to 
individual compositions, cither as such (Kilmer: Atrahasis) or as an example (Izre'cl: 
Adapa). The method of treatment is also diverse. We had basically descriptive analy- 
ses of single features and their effects on the textural micro-level (Black; Groneberg; 
Vogelzang), but also studies of the role poetical features play in the literary structure 
of discrete types (Alster; Cooper; Kilmer), together with investigations of overarching 
macro-characteristics of poetic language as such (Michalowski; Vanstiphout; West- 
enholz). There are also three highly specific and unusual — at least in the present 
context — treatments: Kilmer tracks down a group of phonic features together with 
what Roland Barthes would cal the ‘symbolic code as markers of a possible mode 
of performance of a specific text; Izre'el investigates the implications of wming one. 
poetic system into another albeit somewhat kindred one; Wiggermann intends to lo- 
cate and explain a coherent group of symbolic and referential themes against the 
background of a specific Mesopotamian view of the universe. 

    

  

  

    

  

  

  

  

  

       “This two-(or three-?)dimensional ‘multiplicity of approaches™® precludes casy general 

TSee ME. Vogelzang & H.LJ. Vansiphout, Mesopotanian Epic Literature: Oral or Aual? Lewision 
ete: Edwin Mellen Press 1993, The review by B. Fostr in BiOr 51 (1994) cols. 587-90 may aso be. 
consuled with proi. 
2 Le. the “code” by which structural and textural features of the ext as such influence it ‘mesning”,or, 
in Barthesian terms, is ‘readabiiy”. See R. Barthes passin, but mostspecifically his famous SZ. 
3" The two dimensions are, of course, the universality of the feaures as aganst the specficity of the 
languages and culures involved. A thid migh be seen in the historical aspect of the evoluton within 
a speciic poetic systems in other words, in literary history. The term ‘muliplicity of approaches’ is 
eliberaely stolen from Egypiology, where i is used to explain®?) the contradictions inherent to 

  

    

  

  

     



    conclusions resulting from our discussions. There is, of course, the anodyne conclu- 
sion that both the Sumerian and the Akkadian poetical languages were every bit as 
sophisticated, supple and effective as any other, and that, moreover, their basic char- 
acteristics are no cause for wonder, since they are firmly based upon the language 
systems involved. This is most true about the phonic features and their repetitive o 
parallelizing use:* but it applies to metaphor in its broadest sense as well, since by 
way of the basic nature, or even the essence, of the linguistic sign, which i that of 
asymmetric dualism,* ambiguity and hence whole systems of metaphorical discourse 
are squarely put within the domain proper to language itself 

  

  

    

Conceivably more to the point is the observation that this multplicity illustrates the 
richness of the lode. The Mesopotamian Literature Group is well aware that it has only 
begun to sieve some gold dust, and to sample some nuggets. The real quarrying has 
y in. The reflections, discussions and analyses presented here do ot prescribe 
any or several ways in which this task would best be undertaken. Yet between the 
lines, and sometimes in them, a few pointers sem to become visible. First there is the 

ability, or even necessity, of studying poetic language, its features and 
in individual compositions or groups of closely related compositions. 

“Thisis tacidly assumed by most authors, and directly illustrated in some of the present 
papers. But this analysis of individual compositions and/or closely-knit groups should 
of course be expanded, and take in much larger pieces than are dealt with here. In the. 
case of Sumerian one might thus profitably analyse the language use in the naratives 
as against the hymns; and even within the hymns different modes seem detectable.S 
‘The same applies to the disputations and the Eduba essays etc. In Akkadian also the 
poeticality of the long narratives can be offset against the more reflective or hymnal 
picces. The implication in every case is that on this basis fruitful comparative analyses 

be undertaken in great detal, 
‘That the matter of the reception of poetic language” will also prove a fertile field is 

illustrated in detail by two contributions; one explores the possibilities of constructin 
a modem reception, another reconstructs the ancient reception by way of a putative 
mode of performance. And indeed the topic of reception, and therefore effectiveness, 
o the poetic language is tied to matters of environment performance, context and 

   

       

    

    

  

  mythlogical axd ligious thiking. Since Egypian civiizaion managed 10 gt by perfctly well with 
s o ystematcsysem fo ove e millenia, we should ot worry overmuch 

'See . Belin, The Dynamics of Biblical Paralelis, Bloominglon: U. o Tndiama Press 1985 
3 See . Karcevi, “Du dualsme asymétique du signe ngustqe” in: Travaus du cercl lnuisiue 
de Prague 1.(1929) 5592 [Tanted by W. Stcner 3 “The Asymmetic Duslsm of the Lingusic 
Sien pp. 47-54 in P. Siner (ed) The Prague Soool. Seeced Wrings, 1929-1346. Ausin U. of 
Texas Pres 1975 
©'See Vanstiphout, “ ‘Verse Languge’ in Standard Sumrian Lieature”. Pp. 305-29 in: 1.C. de Moo 
& WIGLE. Wason (eds), Vese n Ancien Near Eastern Prose. Kevelaer Neukircher: Butzon & Bercker 
1993 for an atempt on the basis of line srucures. Noie, by the way, that cerainly in th arge and 
unwicdy group of composiions which we refer 1o 25 “hymi’,the difcent mods of poctc language 
may be cally deectable, bt they e for from being cqualy delecable 
7'Or ‘pasive pocicaliy’ 0 coin a piase 
® See e he heavy influcnce of e Edub enironmenton some ptic exs, s splendidly llusirted 

in M. Civi, “Feeding Dumuzi's Shep: The Lexicon s a Soure of Lirary Inpiation”. Pp. 37-55 in F: 
Rockiter Hialon (ed.) Language, Lierarure and History: Piloloical and Hisorical Sudis Presnied 
10 Erica Rener, New Haven, CT- AGS 1987, 

     

  

    

  

      

    

  



      

   

        

    
    
    
    
    
    
    
    

        

     

    

        
    

code, all of which had perhaps better be investigated from within the texts that we 
have, than from extemal sociological presuppositions.? 

    
   During our discussions the basic, though perhaps only gradual, difference between 

language’s ‘natural” poeticality and what is described so aptly as ‘le haut langage"® 
was not treated as such, although there is at least one clear reference t0 it."" It ap- 
pears from many points in these studies that one may envisage this difference as the 
difference between an unformed mass of natural poetic possibilities, inherent in the 
language system itself, and the formalization thereof, proceeding, in orthodox struc- 
ralist terminology, by articulation, sclection and organization.’> Now this “higher' 
organization takes different forms, appears in different degrees of concentration and 
distribution, consists of different amalgamations of basic linguistic properies, shows 
different dominances, and seems to change significantly through time. To be sure, the 
process finally results in individual and discrete compositions; but it is hardly conceiv- 
able that this should happen in an immediate manner. Precisely the higher degree of 
organization, implying sclection and articulation, argues for positing an intermediate 

stem of rules goveming the transformation from raw natural poetic language into 
discrete picces. This system flows naturally, as it were, from the nature of language 
as a sign system. And that s the reason why the Group will devote its next meeting 
(Summer 1995) to generic and typological studies. 

  

  

   

  

Groningen, March 1995. 

5 This is an important differentiaion. The texts we possess are hisorical facts — or arefacts ~ from 
ancient times. Even the cleverest and most applicable saciological reconsiructions we may make ar also 

Historcal artefacs; but they belong o the lie Twentieth Century, and one may wonder when and in how 
far the twain can be made to meel. 
10" ‘Nawral” poeticaity: I screamiyou screamfwe ll screanyfor ice crean’; for ke haut langage” see the 
excellent essay by Jean Cohen, Le haut angage, Pars: Flammarion 1979. 
1" Michalowski's essay 
12 In other words, de S 

       
  

  

  

   s “double ariculation’. 
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ECTS OF SUMERIAN AND AKKADIAN PROVERBS 

Bend Alster 

‘The reason for introducing proverbs as an aspect of a symposium dealing with literary 
language is the particular position held by ancient proverbs as a type of phrascology 
that relates to both spoken language and literary tradition. For dead languages, such 
as Sumerian and Akkadian, in which — at least as far as Sumerian goes — literary style 
i better attested than spoken language, one might ask whether proverbs could throw 
some light on the spoken language and its relations (o the *high” style of lierature. 

Ancient proverbs have become known to us almost exclusively because they be- 
came an element of the classical literary heritage of their respective cultures. In the 
case of Mesopotamia they were collected by literates, used for scribal exercises, in- 
corporated in didactic poems, such as Suruppak's Instructions, and presumably used 
in a wider sense for the instruction of pupils, and they were quoted in literary com- 
positions to highlight climactic points. Nobody will deny that, apart from serving as 
models for scribal exercises, the purpose intended in accumulating the sayings was 
o provide the pupils with a stock of beautifully shaped rhetorical phrases that could 
be used in the school “dialogues”, in which rhetorical techniques were undoubtedly 

   
    

        

practised. Furthermore, it is reasonable to assume that the proverbs were used for 
instruction in a wider sense, viz. 1o implant a specific attitude in the minds of the 
pupils 

‘Although many people think that proverbs current in their own language or dialect 
are indicative of a specific cultural heritage which expresses their own particular 
mental attitude, proverbs are in fact extremely interational, and many proverbs have 
spread in translated forms. Yet, as shown by Archer Taylor, the founder of modem 
proverb scholarship, proverbs stand apart from the diction created by literates, in that 
fundamentally proverbs belong to the spoken language.* Proverbs were not coined by 
academics, and they do not express learned philosophical ideas. On the contrary, the 
origin of most proverbs is to be found in the speech of ordinary people. 

Basically, Archer Taylor discussed three aspects of proverbs, their origins, their 
content, and their style. In addition he devoted a chapter to what he called proverbial 

  

T See Mieder 1978 for an internaional bibliography lising over 1100 studies in the wse of proverbs 
and proverbial expressions in the lierature of most of the world's linguistic areas. Mieder's annotated 
bibliography of iiernatonal prover schoarship (Mieder 1982), with two supplementay volumes (Mieder 
1990’ 1993), s updated anmually in Proverbiun. (Yearbook o Intemational Proverb Scholarship), edited 
by Wolfgang Mieder at The University of Vermont. This succeeds the carle seies of Proverbium, cdied 
by Matt Kuusi and Archer Taylor (23 issues, Helsinki 1965-1975). 
2 Rhetorical techniques were fist discussd by Vanstphout 1984: 249, 
3 Taplori to be credited with the recogniion that “Naturally such traditon draws its material from the 
intersts and the world of the common man. There is lie or 1o question of *gesunkencs Kulurgut, 
itelectual materials which were shaped in higher social circls and have descended fom them (o lower 
ones. Possbly he very fashion of proverbs as  manner of expression has descended this way; butceraily 
most proverbs actally curent in oal trdition have been coined by the folk, whatever th ulimate models 
may have been” (Taylor 1931: 12-13) 

  

  

  

  

   



    phrases. These share all the normal characteristics of proverbs, except that they o 
not appear in a fixed syntactical form. 

‘This is not a suitable place for a lengthy discussion of the definition of proverbs.* 
What is recognized here as a proverb is a saying in full sentence form, once current 
among a group of speakers. It must conform to some of the following stylistic cri- 
teria: straightforward syntax, categorical statements with no conditions, exceptions or 
modifications, frequent use of contrasting antithetic pairs (such as “good” and “bad”), 
and conciseness of expression. Fundamentally, a proverb is here considered to be an 
anonymous miniature piece of verbal art, used rhetorically to highlight an argument 
relating to human behaviour: It s the recognizability of the saying, often combined 
with the linguistic delight involved in manipulating figurative speech, metaphors.® and 
humourously exaggerated categorical statements,” that gives the proverb its essential 
character. The precise meaning of a proverb depends on its application in a specific 
context;* the successful application of the proverb depends on its recognition as such 
by an audience. As used in daily speech, proverbs are unsystematic; they may con- 
tradict each other; and their purpose is not primarily to give moral instruction, but 
rather to support an argument by referring to what s tacitly assumed to be commonly 
accepted knowledge, whether or not the point is moral. In addition, proverbs fulfill a 
function as entertainment and linguistic pleasure, 

‘When trying to make a point in saying that many of the sayings included in the 
Sumerian and Akkadian proverb collections qualify a5 proverbs with regard to their 

arigins, my argument s based on consideration of their imagery and social references. 
‘Their imagery is fundamentally tied to daily life experiences, rather than to theoretical 
thinking or imaginative literary creativity. A number of sayings evidently refers to 
scribal activities, but these do not form a predominant group. The abstract way of 
expression characteristic of the sententious wisdom literature coined by lierates simply 
does not occur here. Many sayings found their origin among the working people, 

    

   

    

* Taylor 193133, “The defntion o & prover i too diffcult 0 epaythe undertaking ... . An incommu- 
nicable quality iels us his sentence is provrbial and tha one is o, Hence no deinion will enable us 
o identify positively a semence a5 proverbil. Those who do not spesk & language can never recogrize. 
allis proverbs .. et us be content with recognizing that a proverb s 3 rent among th folk” 
51 s been suggested that the so-called “weather proverbs”,as wellas sententious “rules” reating (0 
the changing of the seasons, agrculural fuming and animal husbandsy etc., should be kept apart from 
proverts in thestit sense (Holbek and Kjaer 1069: 19) 
&'\ antiquity the metaphor was considered an essential haractrisic of proverbs. According to Arisot. 
les, Rhetoric 11 <. 11 p. 1413.13, the metaphor, tha i,  transiion from one specis into anothr within 
the'same genus, was essential o the proverb, In modern proverb scholarship mst authors agee tha there 
i 0 eed o ristrict the category “proverh” o those sayings which are used metaphoricaly. 
7 Camartn 1991: 137, “Fir das Sprichwon scheinen mir zwei Charakierisiken enscheidend: einmal 
st die Elene des “Es it s0" wichiger als die ‘So soll es sein’. Allenfals wire von einer Normati 
Vit 2 sprechen, die sch aus dem Fakiischen konsituiert, Dann aber kommt noch ¢in Sprachasthet 
sches Phinomen inzu. Das Sprichwort zieht seine Wirksami 
‘Allen ctwss behauptcten, was such fur uns noch beherzigenswert bl 
der sullsieren Gesalt solcher Erfahrungen, in iver Anschaulchkeit und Einprdgsamkeit, ot sogar in 
ihver Sprachspilerschen Verarbeitung 74 einem Scherz ... Die Tasache, das Sprchwrter nicht Furcht 
und Schrecken, sondem meistens doch Schmunzeln verbriten, it nicht das schlechieste Indiz fur ven 
Weisheitsgehall. Was sie sagen, it oft gesisch 5o iberdeutich und pointiert, dab sich der Horer der 
Oberzogenteit bewulht wird und die Ubertreibung mitbeliche 
 One should always keep in mind that when an ancient proverb is known exclusively from a proverb 
colletion, ny attempt 10 cscuss what it meant in actual use can be no more than o enttive gucss 
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and describe the harvest, animal husbandry, and the relations between the household 
owners and their staff. 

AS 10 content and style, what s it that the sayings attested in the Mesopotamian 
proverb collections have in common with proverbs from other linguistic areas? The 
‘message s plain and categorical with no modifications or conditions. Like all proverbs 
they are concise in form. Their syntax is straightforward and simple. The vocabulary 
is characterized by strong and clear oppositions: good and bad, poor and rich, lord 
and slave, hatred and love, black and white, ... . What sets the proverbs apart as 
something linguistically recognizable is the preference for juxtaposing parallel or 
contrasting notions, thyme, allteration and other stylistic features that may play a role 
in creating or preserving expressions not normally used in daily speech. Furthermore, 
many proverbs are coined in a fixed form which can generate new proverbs in the 
same pattern. 

To avoid misunderstanding, it should be stated clearly that accepting Archer Tay- 
lor’s description of a proverb as “a saying current among the folk”? does not involve 
any intention to revive the concept of “the folk” as the creator of poetry and pro- 
verbial wisdom in the sense that flourished in the era of romanticism. What is meant 
in the present study by the “folk’ are specific groups of speakers who, in fortunate 
circumstances, can be identified in the proverbs or sayings themselves 

In the spoken language proverbs appear with argumentative strength in situations 
arising in and from daily life. It is therefore no cause for wonder that proverbs may 
well contradict each other. The widespread notion that proverbs are expressions of 
“wisdom” is not a criterion for the identification of proverbs.” When proverbs are 
taken over by literates, “wisdom” may rather be a layer of meaning superimposed on 
the proverbs by the collectors who wanted to propagate the proverbs as the wisdom of 
wise old sages." or as the wisdom of the “folk”. It i true that what appears to be com- 
monly accepted knowledge is a very outspoken element in proverbs. Yet, collectors of 
all periods have had difficuliies in harmonizing the occasionally unpolished vocabu- 
lary or unmistakably cynical atitude of some proverbs with that befitiing sagacious 
wisdom. 

Since we know litle about the acal use of proverbs in the spoken languages 
of Ancient Mesopotamia, and since our exclusive access to Mesopotamian proverbs 

  

  

  

  

  

5 See noe 4 above, 
10 In Assyriological leraure, “proverbs™ and “proverb collctions” are traditionally lsed under the 
somewhat vague heading “wisdom lieraure” (so Gordon 1960, Lambert 1960: 222-280). Tis is justiied 
in the sense that in Ancient Near Easem leraure the didactic poems and th proverbial phrass associaed 
‘with them are usually thought of a5 expressions of a practcaly oriented, secular attude diffrent from 
hat o sacred,religious liteature, Vet in ancient Mesopotamia insight n rligious matters was considered 

1o be a manifestaion of wisdom as well. Wisdom was a essental atrbute of the deties Enki and Marduk, 
and both GilgameS and Adapa stand out a exemplary models of ancient sages. 
11"The firt to deal with proverbs from a theortical point of view was Arstote. His proverb collction 
is Ios, but some of his fundamental idess have come down o us. He is quoted o Have said tht proverbs 
“are remains of old philosophy that has been uterly destroyed in the greatest catastrophies of markind 
but have been saved because of their conciseness and acuteness” (Synesias Encom. Calvt p. 55, B; sec 
Leutsch and Schneidewin 1839: Praefaio 1 £).CF. 4150 note 6 above. 
12 M. Sailer’s Die Weisheit au der Gasse (1810}, is a classic example of proverbs promulgated as what 
‘was thought o be expressions of th universal “wisdom’” of the people. Such an opinion ineviably led to 
a need to “defend"” the vulgarty embedded in some proverbs against the more redlisic approach of the 
moralsts. 

    

  

   

  

   



   through the medium of written sources, one might argue that it is futile to try 
10 decide whether or not the sayings known 10 us are genuine proverbs. There is 
undoubedly some truth to this. ? Yet, this study will make a case in pointing out 
that, if we consider the social references in particular of the Sumerian proverbs, we 
gt a clear impression of a group of speakers among whom many of these sayings 
were at home. It is even possible to detect a clear point of view in many sayings, 
which appear (0 express the opinion of specific social groups. The speakers were 
involved in the management of big households, in which agricultural farming and 
animal husbandry formed the basis of social lfe. * Furthermore, this study intends to 
point out that there are certain characteristics that can be observed in the transmission 
of the sayings, such as variants and truncated forms, which indicate that they had a 
life in a spoken language independent of their existence in the scribal tradition. The 
daily activities of the scribal schools were obviously an aspect of the sayings, but this 
was not where the bulk of them came from. 

    

    

At this point, five initial statements are appropriate. 

1 Assuming that the Mesopotamian proverb collections contain proverbs does not 
imply that every phrase included in those collections is a proverb. Also small animal 
wles are present, and off-hand there is every reason to assume that other types of 
sententious sayings were occasionally included. Some of these may have come from 
Titerary sources; others may have been created by the scribes in the pattern of already 
existing proverbs. 
2. Like most ancient proverb collections the Mesopotamian ones did not come 
into being with a purpose in mind comparable to that of a modern scholarly proverb 
collection. The origin of the sayings, whether they came from the spoken language or 
from literary sources, what they meant in the contexts in which they were normally 
used, etc., - such questions were not within the primary scope of interest of the 
scribes. The sayings may well have been collected with a didactic purpose in mind 
not intended by the original users of the proverbs, and different from the scope of 
interest of a modem student of the history of proverbs. ¥ 
3 Once created the Mesopotamian proverb collections became literary compositions 

    

  

5 One may sympathize with the abel “Sumerian Rhetori Collection”, introduced in 1980 ina dissrtation 
of the University o Pennsylvana by R.S. Falkowitz, o replace “proverb collection”. The argument would 
e the fat thatsome ancien socalled proverb collections contin few genuine proverbs, and rather consist 
of sententious sayings of ftrary orign, This s trc of the Greek colletionsof Zenobius, Diogenianus (ca. 
130 AD.), and other Greek sources (edied by Leutsch und Schneidewin 1839). Erasmus of Roterdam's 
Adagiorum Chillades (repetedly enlarged from 1500 onwards) i  classc example of what would conform 
1o the designation “sheioric collection”,rather than “proverb collecton”. Yet, a far as the Sumerian 
collecions go, “Sumeran Rhctoric Collecion” is 2 misnomer, because they acually conain genvine. 
proverbs. Typologically they are much closer (o the Byzantine Greek proverb collecions, which are the 
oldest collections of genuine popula proverbs in Greek (Kuutz 1886; Crusius 1887; Krumbacher 1887 
and 1893) 
14°CF. previously Alster 1992, and Alster 1993: 5, and 9-10. 
15 The Byzantine Greek proverb collectons are clasic examples of the use of proverbs for a purpose 
diffrent from that intended by th original sers. This appears from comments accompanying the proverbs 
it indications of how they can be used in sermons (e note 13 sbove) 

  

      

    

   



in their own right. The scribes did not aim at providing exhaustive documentation for 
all the proverbs in cumrent use in any linguistic environment at any given time. The 
large proverb collections were copied, and excerpts were made from them just as from 
any other literary composition. How the sayings included in the collections related 
o proverbs that may have been in current use by contemporary speakers was not an 
issue for the scribes. Such living proverbs may of course have influenced the scribal 
transmission, but the scribes were basically interested in transmitting what was already 
there, not in updating it 
4 A number of proverbs not included in the proverb collections can be found in 
‘Sumerian and Akkadian literary compositions as well as in Akkadian royal correspon- 
dence. Some literary compositions cite proverbs, some of which were, and some of 
which were not, included in the proverb collections. Suruppak's Insiructions is the 
outstanding example of a composition containing a number of proverbs ot found in 
the proverb collections. The Sumerian school dialogues make frequent use of proverbs, 
and in some of the Sumerian epics and a few hymns proverbs occur sporadically.'s 
5 A number of lexical features typical of the Sumerian language, combined with the 
predominance of parallelism characteristic of Sumerian poetry, favours the creation 
of a poetic diction which automatically approaches the style of proverbs. Especially 
the limited number of primary nouns and verbs, the large number of compound nouns 
and composite phrasal verbs, as well as the general tendency to structure pocms in 
parallel or antithetic units, contribute to this phenomenon.”? The ambiguous and often 

urative notions conveyed by composite lexemes is an important factor.’* The very 
structure of the lexicon of the Sumerian language had a generative quality favouring 
the creation of proverbs in a way which can hardly be said to be typical of the 
Akkadian language. Especially in the school dialogues it is sometimes extremely hard 
for the modern reader to distinguish those phrases which may be genuine proverbs 
from those only looking like them. 

  

  

  

  

  

    

  

  76 Most of the known Akkadian cxamples are lsed by Lambert 1960: 280-282 (ABL 614, rev. §-9, 
meniioned pp. 97 and 315, is relaed to Counsls of Wisdom p. 104, lines 143-147. CX. Finet 1974 
Moran 1978 Alste 1979; Alser 1989 also otes 104-106 below. A complete ls of Sumerian examples 
has yet o be made. For the time being the disussion by Hallo 1990 i very helpful. A remarkable cise 
of a quoied proverb can now be recognized in Dumuzis Dream 121: Su-ni S5bantur-ra eme-ni Egal-l, 
his hand on the table. his tongue in the palace”, presumably said of a fltering person who sbuses his 
connections o the palce. This occurs now as SP 22 vii 6-7 (dentical ex0). As i this case, what makes 
 proverb recognizable when cted in & poem i the “apparent incongruity of the epigrammatic saying in 
it narrative context” (Hallo 1990: 213) 
17 See excursus below. 
19 The fuct that Akkadian teanslations provide the basis for our knowledge of the Sumerian language 
should not make us overlook that the aesthetc propet vy diffrent. Many of 
the specifc imaginatve allusions of Sumerian composite fexe 
An example: when a Sumerian love song uses the term ul gbr, it means “blossom bearer”. The Akkadian 
equivalent of ul, ulsu, “joy", docs not convey the same notion. On the other hand, in ARkadian poctry 
Sound patiening appears t be much more important. 

  

    

     
   



   

  

Apart from what can be surmised from the proverb collections themselves,” a hint 
about what the Mesopotamians understood as being proverbs can be found in the 
designations sometimes accompanying proverbs quoted in Akkadian texts.? These 
are: assurri kima téltim wllitim $a wmmami, “Just like the old saying that goes ...™; 
ina t¢lti $a pi niSi™ Sakin umma, 1t is stated in a proverbial saying that" ina 
tltimma a pi Sakin umma, “it is stated even in a proverbial saying that” ki pi élti, 
“like the proverbial saying” That a saying in another language could likewise be 
recognized as a proverb appears from “a saying (té/tum) of the Hittites” It is thus 
clear that the oral character of all those sayings which we call proverbs (élrum) was 
recognized 

‘The Sumerian partcle -c-ie is used in the sense “as they say”, and can accompany 
a proverb cited in a literary context” However, this is not an unambiguous mark of 
a proverb, because -e-Se i also used simply to denote quoted speech. Both functions 
appear in the proverb collections themselves The dual function shows that the 
oral character of proverbs was recognized. A Sumerian term, i-bi-lu, comesponding 

    

  

9 No theoreical discussion o literary terms is found in Akkadian and Sumerian texts. Arisiotle is 1o 
be credited with the first theortical discussion of the ature of proverbs (sce notes 6 and 11 above). 
I ot by coincidence that no such atiempt appears 1o have been made in Ancient Mesopotamia. The 
fact reflcts the fundamental absense of absiract theoreical formulaton in Mesopotamian culure. One 
may claim that an underlying analytical approach can be decoded in the lexical and grammarical seris, 
where some grammatcal terms were used, bu liguistc analysis and classifcation unquestionably began 
‘with the Greck sophists in the fh century BCE. The totl absence o abstract lnguitic ormulation in 
‘Mesopotamian culture is po in striking rlief by the Sanskrit grammar of Pinini, which anticipates the 
‘methodology of modem comprative linguistics. A diferent opinion is held by those who seck to “save” 
the Mesopotamians by arguing tht hey were s capable of abstract analysis 4 the Greeks, and that the 
only ifference s the indiret way in which this comes o light. According o P, Michalowski (Michalowski 
1990: 387-88), the Mesopotamian world was ot devoid of reflexive analyss,the only difference being 
that it comes (o light in 3 namative technique with which it is expressed, not in & metalanguage. He 
compared this (© the homonymic and synonymic word plays which he very apty showed are apparent 
a5 2 compasitional principle n Enima els. However,these should ratber be compred o the word plays 
frequently found in Genesis,in Shakespeare’s works, and in Sumerian mythological compositions as well, 
10 mention a few examples. Michalowski aso poinied to the priciples of organization in some lexicai 
scries (Nabnia, Erimhus, and Aniagal. He sces metonymic principles 1 decisive when one section 
follows another in the Akkadian translation columns. M, Roth's exposition (MSL 17, 135-142) in my 
opinion clearly indicates that analytical linguistic princples in any modem sense do not come to light 
here, 
20" he examples cited by Lambert 1960: 280-282. CF.also note 16 above, and notes 104-106 below. 
21 ARM 15: 10, CL. ARM 10 150: : kima %o télim 5. 
22 RIE. Huper, ABL 403; 4-15. “Proverbial, leral transltion: “of people’s mouhs’ 
2 RIE. Huper, ABL 403: 13-14, “Proverbial", leral ranslation: “of mouly 
24 RIF, Huper, ABL 1411: 12. “Proverbil" ieral ransltion: “the mouth of the sayin”. 
2 Ugaritca 5, 108, No. 35, line 5: el ia amii™ ™ har, in a leter from the King of Karkeni to 
a king of Ugar. 
25 gélum s also used in i the lexical Jists i the sense “syllbic writing”, or “phonetic value”, cf. AHuw 
. and MSL9, 145. Hallo 1990: 207, note 34, 3o poinis Lo he expressions pi i (cf. note 22 above) 

and pi mtim, “proverb, proverbial usage”. CY. Codex Hammarapi, Prologue v 20-22: ittam u miSaram 
na pi main askun, 1 made justice and rightcousness proverbial i the country 
27 The proverb cited in Gilgames and Agga 25-28 i followed by the ending -¢e. This occurs as SP 3.1 
without -e-e. 
25 Many examples of -5 denoting quoted speech occur in Proverb Collcions 5,8, and 13. e e s also 
used 10 indicate the quoted speech inluded in'a Wellerism, .8 SP 5.39 (cf. p.10). Some exampls of - 
denoting “proverb” are SP 2.134 cf. note 39), and SP 2.126 = SP 11131, f. SP 4.5 An interestng case 
5 SP 11.150: ezemmakam dam na-an-duy-du-un-o-ie, “do not choosé 3 wie during  fesival, as they 
oy This is lso quoted as Suruppak's Insircrions 213 (208), but thre <-Se is omitted: ezem-ma-kam 
dam na-andupy-duiz . 

  

  

  

   
  

  

     

  

  

  

  

  

  

  

  



to téltum, is only attested in lexical texts;® with a single exception, 
where, however, the meaning is “riddle” rather than proverb. 

When in 1959 his edition of Sumerian Proverb Collections One and Two was first 
published, Gordon was not in doubt as t0 the true nature of his sources. This appears 
from the subitle he very aptly gave his book, “Glimpses of Everyday life in Ancient 
Mesopotamia”. Among intemational proverb scholars there seemed to be o doubt 
that the Sumerian proverb collections actally contain proverbs.*! The fundamental 
problem for students of these collections s that in most cases we know nothing about 
the actual use of the sayings in daily speech; so we lack the most important criterion 
for classifying them as proverbs. It has been stated with regard to European proverb 
collections that, since the sayings were presented as proverbs, they must have been 
accepted as such by the collectors; therefore it is a legitimate working hypothesis o 
regard them as proverbs. 

‘The following samples are chosen to illustrate and elaborate some of the statements 
just made.® 

  

bidu a-da-lu, 

          

Imagery and social setting 
~ SP 3.26; SP 19 Sec. C 2; SP 249 “When the sun is setiing outside, and you 
cannot see hand in front of you, come in!" 

What creates the proverb in this case s the characteristic categorical form of the 

1V 311 Foi-lu it i -bi-lo-dugs = b -bi-lo-ma-da-to = @la e (MSL 13, 161: 32-34). 
W.G. Lambert, Af0 19 (1959-60) 58, note on line 129, compared the verb hidds, “to make an enigma 
uterance” and the noun it with Hebrew idah, “riddie".and hid (denominalized verb). Held 1985: 93— 
96, pointed out that ¢l i cquivalentof Hebrew masal, and hitum of Hebrew hidah, cf. the pair masal 
and!hidah, “proverb and riddle”, atested five tmes in Biblical Hebrew (Ezek 17: 2; Hab 2: 6; Ps 49: 5 
78:2; Prov 1:6). According o Hallo 1990: 207, n. 4, on of the two Sumerian cquivalets f rlam, -1 
Ju-(dugs.g), means “proverb”, whereas the other, ka k- i-ga, means “pronunciation, vermacular,subsirate 
language(?". The later is only attsted n lexical texts, and, since its leral translaiion is “that which is 
ot i the o, one migh actally sumise st i 3 good Sumerian expresion or “pover”. 

UET 62 345, see Civi, 1987: 24, with an additon in NABU 1988, p. 29, No. 45, suggested the 
ranslation L will il a riddle’ 
51" In 1962, A. Taylor commenicd on Gordon's dition of Sunerian Proverb Collecions One and Two 35 
follows: (the book) “opens the way to historical and comparative sudics of a much more general scope 
han we have been abic to attempt before” (Taylor 1962 V1. 
2" In wht follows, SP (fllowed by mumber) stands. for Sumerian Proverb Collectins. The numbers 
assgned 1o the colletions are those suggested by Gordon 1960: 125-130, with  few exceptions. SP 20 
is here considered 1o b the continution of SP 8, s alteady suggested by Gordon 1960: 151. Gordon's 
collection 22 has been replaced by an unmumbered tablt in the Oriental Insttute of the Uriversity of 
Chicagon used here with the kind permision of Pro. J.A. Brinkman, curatorof the bl calection o the 
Orintal Tnsitute, and the kind help of Pro. M. Civil. SP 25 is OECT : 35 (Ashmolean Muscum). SP 26 
is CT $8: 69 (BM 80001). SP 27 is CBS 8283, wih the duplicates N 4974 and CT S5 67 B. SP 28 is UET 
62 336, Unpublished tablets in the University Muscum of the Universty of Pennsylvania are cited with 
the kind perission of Prof. A. Sjoberg, and those in the Yale Collection with the ind permision of Pof. 
WW. Hallo, curators ofthe respective collections. I th translated sections, words n paremiheses are not 
in the orginal texi, but were added by the ranlator for the sake of clarity. Full documentation with all 
variants peraining 10 the following samples will appear in my fortheoming monograph The Proverbs of 
Sumer which will contain complete edions of ll Sumerian proverbs. 
36400 bar1a hé-en-ni-36 / ni-2u Su u-2u-4m kug-niib. For the firt verbal phrae the following variants 
are atested: hE-NE-[niAb]-35; hé-en[niC)-Sil; béennici; bé-eln-nle-ni()-5l. 
34 Litral ranslation “and you yoursel camnot recognize a hand”. Cf. the English expresson I could 
ot see a hand in fron of me”. This is also used in Danish “(man kan ikke) se en hind for sig”. This 
makes the altemative transltion “you yourself come in unotced” less convncing. Gordon 1959: 59,1 
Suggested the meaning unawares™ for S-nu-2u-a, and this s the references quoted by him. 
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       statement, expressed as a direct imperative, as well as the pointed linguistic formu- 
lation of the notion that utter darkness makes a hand invisible. The scene is unques 
tionably that of daily life. What “wisdom” is embedded here is a question of practical 
precaution, with no moral issues involved. It is the linguistic elegance with which 
the idea is phrased that makes the proverb a miniature piece of verbal art. As to the 
use of this particular proverb, a safe guess would be that it was addressed to some- 
one doing a job outside, instructing him to come in when darkness makes conditions 
unsuitable outside. Yet, in theory, one could consider other possibilties. If this were 
addressed, say, by a thief o another thief, or by a girl to a lover, the implication 
would be just the opposite, namely that darkness creates the condition suitable for 
doing something inside. Such fundamental ambiguity dictates the ideal condition for 
the study of proverbs. The situation in any case would be one in which both speaker 
and hearer, as well as the actual circumstances in which it was spoken, are known. 
It the lack of such crucial information that makes the study of ancient proverbs so 
challenging. 

“The following samples further llustrate how the social references of the Sumerian 
proverbs reflect situations arising from daily life: 
~ SP 1.51:3 “His bread is finished.” 

Off-hand it i difficult to see how this could be a proverb. Yet, the implication 
becomes clear in light of SP 12 Sec. D 3:% “The man whose water-skin is not firmly 
tightened will make his friend angry.” One may assume that the situation is that of 
a group of men working together in the fields, or possibly travelling together. If one 
man did not bring sufficient food with him, or did not secure his water supply, he 
would put pressure on his comrades to make them share their food or water with 
him, and 5o make himself unpopular. This explains why the expression “his food is 
finished” could become proverbial. The setting is that of the working people. 

‘The following two entries similarly illustrate how situations arising in 
activities, such as baking, provided the imagery of proverbs. 
~ SP1.52; SP 26 rev. i 437 “There is no baked cake in the middle of the dough.” 
—SP 1.53; 5P 26 rev. i 53 “My heart instigated me to bake two loaves out of a half. 
My hand could not even take them out of the oven.” 

Harvesting, animal husbandry, and the uncertainties involved in these are very 
much in the centre of the Sumerian proverbs. See the following enies: 
~ §P 2.134% “He who cuts his hair gets more and more hair, and he who gleans 
barley gets more and more grain, as they say”. 
~ 5P 3.162: “May an intelligent farmer live with you in the house.” 
~ SP 3.74:4 “The tenant established a houschold. Ploughing established a field.” 
~ SP 3.23; SP 22 viii 41-42; UET 6.2 265: 2-5;, TIM 9, 18 obv. 8-9:2 “He who 
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ninds in-nail-lsam, 
16 .14 nukéSda ku-Tini-da 8 bi-indabs 

3 vty dug 8 nig-slas g8 in-mi-d 
inda min sio-ta-am du-0-62 S-mu dm-tom- / - iS5 n-ub-a-2-dd-en, 
sag sarra sig ba-an-tki-tks / 0 16 S ri-ri-ga Sezinu ba-an diriri-e-%e 
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gaan-ube € baan-gub  ur-rie a8 baabgub 
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has money is happy, he who has grain feels comfortable, but he who has live-stock 
cannot sleep.’ 

‘The fear of starvation and hunger was very real and lies in the background of a 
number of proverbs. See the following two entries: 
— SP 1.126; SP 24.42:% “A plant sweet like a husband does not grow in the steppe.” 
~ SP 19 Sec. C 6 SP 22 i 20-21; UET 6.2 2844 “(Let he who is) sweeter than a 
spouse, (let he who is) sweeter than a mother (variant: child), let Ezinu-Kusu (i., 
Grain) dwell with you in the house.” 

  

Conservatism of social outlook 
Proverbs were understood by the ancients as expressions of social rules that had 
ages of authority behind them. It is this feature of proverbs that caused literates to 
promulgate the collections they had made of proverbs as the wisdom of the old sages ~ 
Such as Suruppak, father of Ziusudra, the hero of the flood story. However, when secn 
from the point of view of social history, one will appreciate the fact that, in reality, 
proverbs hardly ever express inovative thoughts or revolutionary ideas aiming at 
improving the living conditions of mankind. On the contrary, proverbs are extremely 
conservative. The lesson they teach aims at keeping things as they are. Proverbs o not 
raise questions regarding the validity of the existing social order. Those who belong 
1o the bottom of the social scale are old to stay there. It is likewise characteristic 
that no compassion is expressed towards the underprivileged. The weak have to help 
themselves. CF. SP 15 Sec. B 6:¢ UET 62 305:% and UET 6.2 330: “Do not give 
a club for the halt man’s arm! Let Enlil help him!” 

  

  

Satirical proverbs 
What might be called repressive social instruction s a characteristic feature of the 
Sumerian proverbs. Instead of explicit advice, the Sumerian proverbs often describe 
the behaviour of the fool as an example of bad conduct. A number of proverbs 
belonging (o this group are cited in the disputations. By ridiculing the ludicrous 
behaviour of the opponent, these proverbs served in an indirect way 10 keep social 
norms on what was perceived to be the right track. 

Doing the wrong thing at the wrong moment is a constantly recurring theme. Cf. 
SP 2.20; SP 26 Sec. D 4 “He does not plough the field in winter. At the time of 
the harvest he applies his hand to carding”. See also SP 7.29:% “He stretches linen 
out for the fiea, he fills the basket for the dust-fly”, which is applied to one of the 
antagonists in Dialogue 1, 14-15.2 

  

W dam-gm 26 cdin-na G 
i damda 26/ amatvarantdomu)-da 26-¢b | Seziny K0-5) &2 béme-d-an-i 
an(ie)baza Skt na-namis0 copy: ead a-sum or il | el &daba-1vim. 
b (erasure)-(a) / Bkl an - {som)] /Sen 11 - dab-ni i 
22 Pkl nasum S 14 4 b 

ka 858 -y 0./ 04y by ks S g e 
#5725 st aman U< gl b1 (ram s ) g:KID-4-i (b5, CC BWL 26 i 
$-10: umuns ¢ gada b-13/ {nom) sabar.ra / [KID-a8 n-na ba- x| = ana pr-5d-1 k- ari-1:5{u] 
ana lo-amsa a5 vinna maxhi-si, “Lin i siecched ou forthe fle. The basket is woven for the 
dust iy, 
i imun gada b 

  

  

  

  16/ num-sshar-a KID-45rin-na bac-si.  



   

    

   
A number of sayings describing the bad conduct of animals are presumably meant 
10 be applied to humans. This is likely to have been the case with a saying such as 
SP 2.109:51 “A sniffing dog entering all houses”, in view of Suruppak's Instructions 
232 (227),% where the phrase, “she constantly enters all houses”, is used of a specific 
type of woman, 

Suruppak’s Instructions has some instances where an utterance is put in the mouth 
of a fool, whereby he uncovers his own folly.® In other cases the utterance s quoted 
with a brief commen, cf. the following examples: SP 2.96:% “(He who says) ‘Let 
me flee’ is followed by ‘let me fiee’.” SP 2.161:% “‘Let me go home’, is what he 
prefers”, which presumably relates (0 a person who shirks from work. SP 3.107:5 
“(To say:) ‘I promise!” does not mean °I promised!” (To say:) *Something is finished" 
does not mean ‘it is finished'. Things do not change.” SP 3.147:5 “It is characteristic 
of your harvesting, it is characteristic of your gleaning, that they say, *he is gone, he 

  

            

  

     

    

     
       

  

is gone’ 
“The most outspoken form of a proverb containing quoted discourse is the “Wel- 

Terism”$ thatis, a proverb consisting of a short utterance combined with a description 
of the situation in which it i said, and normally the speaker is identified. Cf. SP 2.99:% 
“A lamentation priest hurled his son into the water (and said): *Let the city grow like 
myself, let the people live like myselfl’* As in this case, most of the Sumerian 
examples make the speaker reveal himself as self-conceited, pompous, haughty and 
unrealistic; 5o apart from the mere pleasure of presenting the joke, these proverbs also 
indirectly teach a social lesson. 

  

   

  

Productive types 
Some proverbs are structured in patterns that may g 
pattemn. CF. the following examples. 
~ ED Proverbs 3:¢ “Like your mouth, like your vulva."! 
~ §P 2.137:% “Build like a (lord), walk like a slave! Build like a slave, walk like a 
Tord!” 
~ Variant P 19 Sec. B 3: “Build like [a lord], live like a slave, Build like a slave, 
live like a lord” 

uruppak’s Instructions 132-133:% “Collect like a slave girl, eat like a lady; Oh 
my son, to collect ke a slave girl, to eat like a lady, thus shall it be indeed!” 

  

e new proverbs in the same   

  

   
    

ursimsi-m €€ ki kg 
ik, 
Suruppal’s Inscions 115-119 (113 
gatkare gabackar.r an s 
€3t gagina sg abkal 
nigga o ga i bail o il g ki 
Al ks / i -k nam | b gin b-angin i b-héne 

. previouly Alstr 1992: 7, wilh ot 14. C also ote 2 ahove 
gaive dumni 3 babaandarara / b mgim b-di e gim bt 
Kka-gim gal s gim. 

1 CF_ Alser, 19926 
ferl-gim do sag i du/ (slg-gim di en-gon du. 

3 fenlgim di sag.gim G/ [sag-gm db o . 
Semes-gim i-gaab egi-£im gu-c | dumi-mu gemegim i egi-gim g7 u hé-enna-nammadm 

1145 116-117 (121-122). CF.previously Alster 1992: 7.   

  

  
  

10



Truncated and abbreviated proverbs 
An observation that strongly suggests that the Sumerian proverbs do in fact belong 
10 a living tradition of genuine proverbs is the presence of truncated proverbs, which 
only make sense to a person familiar with a more complete form of the saying.S* 
‘These allusions clearly belong to the category of proverbial phrases. Se the following 
examples: 
~ SP 271: “Tell a lie, tell the truth, it will be counted s a lie.” This saying also 
occurs in a truncated form, which presupposes knowledge of the complete form to 
make sense, in SP 7.89:5" “Tell a lie, tel the truth.” 
Another set of examples appears by comparing the follow 
~ P 3.157: “The time passes, what did you gain?” 

SP 1.91: “(If the boat is sinking, (one should not too eagerly say), ‘Let me throw 
the sacks overboard!”” 
~ SP 721 “(Ify the boat s sinking, (one should not too eagerly say:) ‘Let me throw 
the sacks overboard!” (Because,) as the time passed, what did you gain? The boat 
floats, it did not sink.” 

  

    

entries: 

  

    

Variant forms of proverbs 
Variants can reflect different existing forms of a saying 
by reinterpretation by a scribe, or misunderstanding. 

An interesting example is SP 2.120:7 “How can the halt (ba-z2) stand up?” The 
variant reading, SP 22 vii 28-307 “How can the frog (bi-za-za) stand up, how can 
he sit down?” makes sense in itself. However, in view of quite a number of unusual 
variants in SP 22, one suspects that bi-za-za came into the text as a misunderstood 
ba-za, 50 that “the halt” was intended in both cases. Yet, the addition of the second 
part of the traditional pair gub // w, “to stand ~ to sit”, *how can he sit down?” 
represents good phraseology 

An example of a variant caused by scribal error is SP 23 iii 7, where Ii-lul-a, “the 
liar”, represents the identical sign kas, of ka-a, “the fox”, misinterpreted as lul® In 
such a case the scribe obviously transmitted a saying not known to him from spoken 
language. 

“An intriguing problem is the occurrence of extended forms, where clusters of lines 
have been added to a saying that was already meaningful in its shorter form. In SP 
3.7 one source adds “wealth comes close to the wind”,* in front of “the irerdum-milk, 

or they may have been caused 
  

   
   

     

      

  

& Ci.the Barly Dynastic examples observed by Alser 1992: 8-9. 
1ol duge-ga-ab 7 dug-ga-ab ul bac-séke. 

7 1ul duge-gaab i dugi-ga-ab 
g mu-o-Sizal anadm S0 mu-da()-il 

@ Bl basusu bar ga-bera-aba, 
™ md a-basws ga-bra-ab-r / vy mu-da-zal | a-na me-e-Sii /1din nu-su-s. . BWL 274, 

BE unnumbered [...1bi() /I Jdugs /(.. ladarsh/ ... 1x] biduga /I ba-dakud [ /.. b duga /1. X128 [ 1 et-lum ia | ig-bi-ma | e-lpa-Su i-tex-bul alaliiq-bima ] ikaan-su 
itde-eSbir | oudy i a-aoru | ig-bima | e-lipa S a-na Kb | it e-b. 
71 ba.za ana-dm gub-ba-bli. PSD B, p. 22, ranslates “how does a cripple stand up 2" . Hallo 1969, 
Hallo 1990: 207, Alster 1992: 12 with note 15 
72 bfza-2a onam gubbani a-na-dm -0 
7 Cf. SP 2.62: kagaa. Cf. Alster 1988: 8. 

* nig-gun 118 ba-an 

  

    

     



    although it is no river mud, cleaves the ground.”™ These may rather be understood 
as separate entries not directly related to each other. 

In SP 3.8, the same source adds “to serve beer with unwashed hands™ in front 
of *to spit without trampling upon it, to sneeze without covering it up with dust, to 
kiss with the tongue at midday without providing shade, are abominations to Utu.”” 
In SP 3.15, the full form of the proverb reads: “To eat modestly does not kill a man, 
but gluttony is lethal. To eat a lite is to live splendidly. When you walk around, 
put your feet on the ground!”™ In some sources cither the first or the second line is 
omilted. Such additions are likely to reflect variations in a living tradition of spoken 
proverbs.” 

     
            
    
        

  

     

  

  

  

       
         

     

    

Explanatory additions 
Occasionally phrases seem to have been added by the scribes as explanations, possibly 
addressed to pupils. An example is SP 2.28, where the main source reads: “Moving 
about lends strength to poverty.”® Two sources, however, add the following line: “He 
who knows how to move about is stronger, he lives longer than the setled man.”®! 
‘The addition does not sound like a proverb, but much more like an intrusive gloss 
explaining one. 

   

  

    

      

        

     

    

  

     

   

              

    

    

   

Clusters of proverbs 
A fundamental difficulty involved in the study of ancient proverbs is that those 
proverbs which are known exclusively from the collections are devoid of context. 
Exceptions are cases where clusters of sayings support an interpretation that points 
in a specific direction. Thus, SP 1.5:% “Let me not go through his gate!” does not 
suggest any specific clues in itself, but since in the preceding entry Ningi¥zida is 
the gate keeper of the nether world, (SP 1.4:% “Do not say to NingiSzida: ‘Let me 
livel ), it is clear that the gate referred to is that of the underworld 

  

  

75 gatiivda gi-en-na numena / Kindar mu-da-abtar. 
76 S -l kad 106 
77 Sy (variant UE)-dug-£a B nu-sigyg-a / Kir-t-en-na sahar mu-gia-a/ eme-ak an-bary an-dol nu-gég4 
/ nig-gig “uta-kam. 
78t gu-a 16 nu-ille / igi-tom-1 sag-gi%r-ra / tr-bi guy-a malbi -1 / dib-dib-bé ginna it ki-a 
Sibic There i no evidence for the translation “Almosen’ for igi-tim.I4, s suggesied by CI. Wilcke, 
Z4'68 (1978) 220 f. 1. Alser 1995: 18, note 11, 
7 In 5P 337, some sources add geme, ig DU-da, in front of: gemey-&-gal-a za-a dugy-dugy / arad-é- 

o gactba guy-gur, “A palace-slve-gir is haughty,a alace-slave devours goodwill" The implication 
of the addiional sentence is not clear. One might consider “A shve gir stands(?) () the door”, but 
grammar would then require ig-e gub-bu-da. 

" The shor text s represented by sources A and UET 6.2 260 1-2: du-du nam-ukuz a 4 bi-i-gar. CF. 
'SP 22 vi 31-32: du-du nam-girg-ra b1 in-il 
81 The addiion s incloded in sources D + S and 3N-T 924 f: 16 du-du-7u inkalag vg 16-wS:a nam-ti 
biib-day-c. Civl, 1985: 78, explained this 35 @ eference 1o nomadism, and transhted “le nomadisme a 
vaincu I pauvieté, celi qui sail mener une vie nomade est forl, il @ plis de vie que le sédenta 
52 Kinn nam-mu-cni-ib-bé, CF. BWL PL, 66 (BM 3828), 10-11:ki-1a nam-mu-ni-o-dib-bé-en-z6-en- 

ke = ba-ab-Su ¢ s bicniineni ) 
 ni gz dary ga naanasb-béen, CF, BWL PL. 66: -9: nin 
= na nini-(1-da] bu-lut a-a ig-afa-bi]. 
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    Increasing focus on religion in the didactic literature 
In didactic literature, we find over the millennia a tendency to abandon the proverbial 
type of phraseology so abundantly present in Suruppak’s Instructions, in favour of 
a sententious type of poetry, in which the religious and cultic aspects of life have 
a much greater role. Proverbs and proverbial phrases were generally paraphrased or 
rephrased with the result that their proverbial character was lost™ 

In contrast to the proverbs of some cultures®> references 1o deities are rare in 
Sumerian proverbs. Morcover, the mention of deities does not necessarily imply a 
theological issue. Cf. SP 3.59; SP 25.3:% “The lord (i.c. the god An) decides in Uruk, 
but the lady of Eanna (i.¢. the goddess Inanna) decides for him.” 

  

Existential problems 
True proverbs rarely comment on existential ssues relating to life and death. The 
closest one can get is a set of often quoted phrases: “Even the tallest man cannot 
reach to heaven, even the widest man cannot cover the carth.” Perhaps this s not 
S0 much an expression of pessimism, but rather  realistic comment on la condition 
humaine. A similar case of the way of thinking characteristc of the Gilgames Epic 
can perhaps be found in the poorly preserved passage SP 25.5:% “Unpleasant days, 
their number is endless(?)." 

Abstract Formulation 
Occasionally it is possible to detect the beginnings of a more sophisticated abstract 
level of expression in the Sumerian proverb collections. Examples are the program- 
matic phrases introducing Proverb Collection One.® “Who compares with Justice? It 
creates life. Should Wickedness exert itself, how will Utu (i.c., the god of Justice) 
succeed!” Here the semi-personified abstract notions, Justice and Wickedness, give an 
impression of literary style 

  

¥ Some examplesare cited by Alser 1993 14. The tendency becomes casily apparent by comparing 
Suuppak's Insiructions wih the comesponding AKKadian precept posms (Lambert 1960: 96-117. An 
example i cited in note 106 below 
5 Afica in pariculr 
5 ene umit g2 nam bue-kus &/ ¢]-e-ra i 
157, “he woman bhind the man 
7 Gilgames and Huwawa 25-29: 16-sukudda an-2 m-mu-undal 1 1i-dagald ko Tban 5656 

. Hallo 1990:216,who, following J. Nougayrl refers 1 Job 113, “Higher tan heaven ~ whatcan you 
o7 Deeper tan Shéol - whatcan you know?". The pit i quoed i th Sumerian composiions N ram: 
ekl and in e Poen of Eary Rles 16-17 (vith some variants: cf. ot 8 below Fushermore in 
e Old Babylonian Giames Epic (11 v 3, and the neo-Assyian Dialogue between a Maste and his 
Servant (Laumber 1960 145: 8384 T the Sumerian prover collcions two sighty comups sesions 
oceur, P 17 Sec. B 2: suklod-dd an-ma Su mu-um-{da ] / [dagall-c ki-s nu-om macan 11/ kala-ga 
K f a6 (continuation ot Guoted). SP 22 vi 35-40:sukud-du a0 m-urI4/ dagae 
Kiin-do T1al()Toaan56-3/ Balagla ki1 i nl-mu-un -6 conimaton omited), 

5P 25.5: ue mo-digga 50T bi (). The coniuaton, am- mam-5-0 i }ga-mu-, is 
somehow related 0 SP 157: ok ram.1-bi a5 da nuC?)ab-GriC), e poo, i ves are 1o 
{ore valuable(?)than deat”. 

" One should ake care no o overestimate th “philosopical” implications of such syings. One may 
here ompare the Poenof Early Rulers, hich has turmed out 0 b  crinking son in whichth exteme 
rcvity of happy days compared 1o hose of grie e usd 5 3 petet for drnking good beer (Aster 
1990:23) 
0 SP 1.1 = YBC 87151 i gioa-da b i et 

) b Bkt meda o, 

  

  

  

an-nake, nam mu-un-m-kus 0@, CE. Falkowitz 1980: 

    

    
  

  

  

    

SP 1.2 YBC §713.1: nig-érim-e(variant 
    



    The argumentative force of Proverbs 
Most of the limited number of proverbs quoted in Sumerian and Akkadian literary 
compositions as well as in Akkadian royal correspondence illustrate the function of 
proverbs which consists in lending force to an argument.?! When quoting a proverb, 
the speaker appeals to wha is assumed to be a commonly accepted fund of knowl- 
edge. The listener is persuaded to accept an opinion which in this way appears t© 
be authoritative. Especially when the proverb uses a metaphor, forcing the hearer o 
accept an apparently imeversible analogy, this appeals to the subconscious mind of 
the audience, and this is what makes the successful quotation of a proverb persua- 
sive. One hardly notices that the proverb in question assumes its precise meaning 
at the same time by its being applied to that specific context, and that, in fact, the 
same proverb might have different meanings, depending on positive, negative, ironic 
evaluation, etc. 

In its most radical form, this quality of proverbs is exploited in some cultures in 
lawsuits, where the final verdict depends on an appropriate quotation of a proverb. 
This practice is actually illustrated in the Sumerian Disputation of Lahar and ASnan. 
where the final verdict comes as a result of the citation of the following proverb: “He 
who has silver, he who has laps lazuli, he who has a cow, he who has 4 sheep, must 
wait in the gate of the man who has grain. ™ 

  

  

Metaphorical proverbs 
One of the most characteristic features of proverbs is the metaphorical use of a simple 
statement; this means a transferred level of meaning. This common priciple has been 
used as a criterion for the proverb proper, so that phrases (maxims, apophthegms, 
adages, etc.) not used metaphorically were not included in the category of proverbs 
stricto sensu. Yet, as already stated, there are good reasons for including both types 
of saying in the discussion of proverbs, and to use the designation proverb for both 
of them** In particular in discussions of ancient proverbs, the exclusion of non- 
metaphorical proverbs would be unfortunate, since with a few fortunate exceptions, 
we have to rely mainly on guesswork if we want o discuss how a phrase could have 
been used metaphorically. One such exception is the folkiale The Old Man and the 
Young Girl. 

We there find a proverb quoted, “My black mountain has produced white gyp- 
sum.™* The context clearly shows that the black mountain stands for the man’s black 

  

    

  

  

TR notes 16, above, and 104-106, below. 
% Alster and Vanstiphout 1987: 29-30, Lahar and ASnan 189-190. The text reads: 1§ kivuku 1 za-tuku 
16 gud ko 16 ud- ko ké 16 Se-tuku-e dir e (54-26] vy bénib-zal-zl, “The man who possesses 
precious metal, o precious sione, or cale, or sheep, shall ke  cat in the gat of the man who as 
grain and vt fo him there” 
5571’ otber words, the man who has grain is superior because he has the food that everyone needs (0 
survive. The sources e UET 6.2 263 and 266: ki tukuve za-gin ke / gud toku-< udo wku-e / (k] 16 
e wkuka g mii-ibzal-zal 
S CF.ote 6 above. 
% The relevant scction reads 1 ollows: (27) [gi-e(?) space for two signs here] (Sull(?) dingir-m usu 
mu Clamaemo / (28:) nam-guru-m anse-Kar.r3-gim bi-gd ba-edib / (29:) hur-sag gic-mu nig-babbar 
a-anmi /GO amamu it 16 mu--Siingiy S-dabs ba ba-an-sum-mful (N 4305 ama-mu-52 
urd) Bhe| Sudabs mu-L..) / (312) IninKilim i bab-ba guy-gur-mu kak or, rather: dug?) 
unna-8 g mu-mu-dald-a) | (32 2i-m nig Kalaga Lurra ig-kal-ge n-urs-re | (33) Kama izzi 
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hair, which has become white in his old age.® 
Another type of metaphor, in which the transferred level of meaning is contained 

in the proverb itself, occurs rarcly in the Sumerian proverb collections. An example is 
SP1.53 A7 “Bread is the boat, and water is the oar”, i.c., water is equally important 
in relation o bread, as an oar in relation 1o  boat. 

  

Differences between Sumerian and Akkadian proverbs 
Most of the relatively few known examples of Akkadian proverbs cited in context are 
convincing examples of fluent speech, but the Sumerian proverbs tend 10 be siffer, 
stylized as they are in parallel units and ambiguous compound lexemes. Compare the 
following two examples: 
— Suruppak's Instructions 187188 (/192-193)3 “When houses are destroyed, a house. 
will be destroyed with them. When men are “stirred", a man will be ‘stimed” with 
them.” This is approximately synonymous with ARM 10, 150: 9—11: “When a reed 
is devoured by fire, its “girlfriend" is attentive.” 

‘Without exaggerating the importance of what are, after all, no more than a few at- 
testations, one does gather the impression of a general difference in the siyle between 
the Sumerian proverbs and those in Akkadian. One reason is that many Sumerian com- 
pound lexemes, such as nig-tuku, “to possess something”, or: “to be rich”, opposed to 
nfg-nu-tuku, “not to have somehing”, or: “to be poor”, appealed to proverb-making in 
a way different from the equivalent Akkadian pairs, such as fard, “rich", and lapnu, 

  

  

  

alarga 1-bor (1 U with an indistinct verial through th top of the sign)-c nf-mu-ta -DU-zécn / (34) 
o o8-8 g gy T-muna-sum-mu | (351 b gemes-tur-mu arab-sa-< gals-1é-ol gig 
baab-ar. Translaion: (27 “1 (sed (o be) a warrior, but now my luck, my strength, my persoral god. 
(28 and my youthful vigour have Iet my lons like a runaway donkey. (29:) My black mountain has 
produccd white gypsum. (30 My mother tumed a man from a forest ovard me(), he is giving me 
Feaugh hands” 6., they are paralyzed?). (31:) My mongoose tha used (0 et srong:smellng things can 
o longer siretch it neck toward the jar?) of good buter. (32:) My teth that used chew strong things. 
can nolonger chew srong things. (33) My urine that used o break a hole ike a trong taren, you have 
o extract 1 from myself.(34) My son, whom 1 used 1o feed with cream and mlk, I can 10 longer give 
him anyhing, (35 And my slave girl, whom I bought, has become a demon that harass me.” Cf. the 
editon by Alser 1975: 90-97. The inerprtaton of lne 31 suggested ther, hat i is a metaphor forthe 
o1d man nose (hat haslos it abiltyto smell can sll be considered valid J. Cooper suggests o me that 
{his might ather be 4 sexual meiaphor. Yet, this would destroy the paralelsm with th following lines. 
especially 32, where it is quite clear that wh i at siake is the man's basic physical abiltics, chewing, 
walking. and uriating. 
55" The same sequence i included inth following proverb colections: SP 109-1 [ulu anse KJar-ra-gim 
1 bae-tags / [ur-sag) (gig|-ma im]-babbar ba-anmi / ama-mu Btita 6 mo-Siin-gy /S0-dabs-mu 

i som nin il nfg-ib-ba gur-gur-m / dug a8 g8 pu-mu-un-Silie, SP 17 Sec. B 3: ul 
Gingir-mu gir lama-m / nam.-garus anSe karfa-gim] / BS-g8 ba-an-{iag] / bur-sag gigmu im-babbar 
blacanm]/ ama-m tir-a 8 dabs-blaC2)] Su-dabs ms-da-an-sum / nin-kilim € nig-bib-ba glu7-gu-mu) 
"GugC?y-un-ma-S8 g0 nu-mu-un-Silice. SP 19 Sec. A 1: (hur-sag gigl:m / nig-babar bal-an-m / 

Tamama $%lrta / (1 m-Siin-gi-in / [S-dabs-bal-my ma-an-sum / (niln-Kifim nig-hib-ba / [ ) ] 
gr-gur-m / [dug 1) ounna-S&/ (g8 ma-mu-dal-Lan-Id]. 
57" \inda S md-am & Pgi-mus-am. The source is CBS 6139. 
8§ gulgulludo € Sa-ba-daan-gul-o. 16 212108 16 Sa-ba-da-an-zi-zi. . the previous brief emarks 
oy Alser 1993: 15. IF one insiis that -& represents the ergative marker -, raher than an assimilaied 
form of /-cd-, one will have o translaic “He who destroyes houses will destroy a house. He who sirs 
men will st 8 man’ 
B Guup-pata-am i-ia-tum ka-al-ma i a-ap-parta-ta iqi-ubla. CF. Finet 1974: &4, with note 7. CI. 
Horace, Epist. | xvi 54 nam tua res agiur, paris cum proximus ardet, "It is your safey that is at siake, 
when your neighbour’s wall i in lames” 
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        'Poor.”® Cf, 16 nig-tuku 1d nfg-nu-tuku gig-3 im(var. in)-gar,”" which, according 
10 an Akkadian gloss,'® means “the poor man has burdened the rich man with all 
types of worries.” In this case the Sumerian language possesses an altemative term, 
uku(-0), for “poor”, which might have yielded a smoother style. 

One may add that the possibility cannot be excluded that the Sumerian scribes 
sometimes created arificial proverbs themselves, in which such compounds were 
spelled out in parallel units. 

  

  

      
       

       
    
        
    
    
    

    

     

   

   
   

       
    

      
   

     

  

    

   

      

  

   

Separation of popular proverbs from literary tradition 
A feature characteristic of the influence of scribal art s that, whenever literacy be 
comes a_predominant element of education, popular proverbs tend to spread and 
develop independently from those iincorporated in the lterary curriculum. This is a 
well atiested phenomenon in the Arabic world, where the proverbs of the spoken 
dialects differ widely from those of the classical tradition. ®® A number of examples, 
in particular in Akkadian royal letters and a royal inscription of the first millennium 
BCE, which quote proverbs not included in the proverb collections, show that the same 
situation may have occurred in the first millennium BCE. A single known example 
belongs to a tradition also reflected in the Syriac and Arabic versions of the legend 
of Ahigar./% 

‘There are a few indications of living proverbs from adjacent areas of the Ancient 
Near East, but not enough to support a detailed discussion. Two proverbs from the 
North-West Semitic area are quoted in letters from Amama (14th cent. BCE), one 
of them from Byblos, the other from Shechem, % and one example is known from 
Ugarit."® Furthermore, a few examples of Hittte proverbs have been found.” The 

-Akadian proverb collections of the first millennium BCE partly 
g0 back to the unilingual Sumerian ones, and hardly had any direct contact with 

  

  

    

    

TG e 16 ahove, 
19 Suruppak's Instrucions 184 = UET 6.2 367, varant from TIM 9, 19 (M 43438) obv. 12 
12 UET 62 367 (colltedy: lapnam ana Sa-[i]-(im| minma mursim Sakingun, 
165 ¢y, Goiten 1966 
19 See Lambert 1960: 281, rferring 10 ABL 403 obv. 4-7, and F.C. Congbere, et al, The Story of 
Abikar?, . 125. CK.also Bauer 1993, who suggests a parallel between a Sumerian proverb and a Syrise 
fable transmited by Gregorius abu-1Faraj (13th cenury CE). The relevant proverb is SP 8 Sec. A 4 
SiDCgim) Su ab-kar K- gi-in 20 n-te-1-ni(38) ugal a-mi-S0-AmC¢-5). 1 wanshate “He runs like a i 
a5 i were for himself, but iU is fo his master”. Baver (p. 39) read: {4t iniead of Sah, and transhated 
“Der Eselhengs cill dain,also o es lr i selbs wre. (Doch) cs st i seinen Herm”. The implication 
seems (0 be than someone who runs on behalf of somcbody cle rns with less energy than somcone 
whose own I isat sike. The text i preserved in TMHNF 3, 45 obv. 4, and UET 6.2 215, 
165", Albrght 1955 7. Byblos: “My field (teritory) i likened 0 a woman without 3 husband, because 
it.is not ploughed” (Amarma Lerers, Knudizon edition, 74 17 £ 74 15 £ 81: 37 £3 90: 42 £ this 
‘could be added tothe examples of the sexual metaphor mentioned by Alster, AcSum 14(1992) 45, . 10), 
Shechem: “If ants are smitten, hey do not ccept (the smiting) quicly, but they bite the hands of the man 
who smites them” (VAB 11 252 16-19, cf. Lambert 1960: 282), 
195 eter of King ltrlim o the king of Ugari,J. Nougayrol, Le Palais Royal d Usarit IV, p. 220, and 
Planche LXIX. Lines 21-25 read “If | enter your emitory and sow then you can harvest;, and (now) you 
ave entered my teritory and I can reap.” AS seen by Watson 1970, this i reflcted in John iv 37: “For 
et the proverb holds good: one sows, another reap: | sent you 1o reap a harvest you had not worked 
for. Others waorked for i and you have come into the rewards of ther rouble 
19 eckman 1986. 

  

  

    

   
    

    

    

  

     
  

      



the spoken language, whereas other collections in the Akkadian language may reficct 
actually living proverbs.'®* 

International type parallels 
“The large number of international type parallels that can be found for Sumerian and 
Akkadian proverbs corroborates the impression that these in fact represent the world's 
oldest known proverbs.'® Some of them undoubtedly came into being independently 

xpression of common notions.""® A single Akkadian proverb has survived in Arabic 
and European tradition,"! but there scem o be few direct links connecting the oldest 
Mesopotamian proverbs to later Oriental and European tradition. Yet, the phrascolog; 
of a few Sumerian proverbs can be recognized in the Bible, and undoubtedly came 
from there to moden European languages.'"2 This does not mean that they came 
directly from Mesopotamian sources, but the expressions involved may have been 
common to a number of languages in larger areas of the Ancient Near East, or they 
may have passed through the spoken Aramaic language, or written sources now los 

     

    

  

    

Excursus: About the Sumerian Language.'"* 

The suggestion has recently been made that the Sumerian language, and the Sumerians 
as well, did not “come” to Sumer from anywhere, but that the language came into 
being in the Uruk V and IV periods in Sumer itself, as a descendant of  pidgin th 
developed into a creole (Hoyrup 1992). According to this theory the pidgin was the 
language in which the rulers and the large polygenous group of immigrants supposed 
10 have come to the early city state of Uruk communicated with each other. They used 
compounds of commonly known nouns and verbs to express complex notions. The 
predominance of proverbs dealing with the relations between houschold owners and 
their servants in the Sumerian proverb collections, beginning with the Early Dynastic 
one, could be seen in this light. 

‘Some of the arguments are the relatively simple phonology, simple syllable struc- 
ture, the restricted number of primary nouns and a corresponding high number of 

      

  

T Lambert 1960 222-275. This aso apples 1o the so-called popular sayings in Akkadian edited by 
Lambert 1960: 213-221 
163" number of type parallls were citcd by Gordon 1959, The beginning of a systematc study was. 
made by Moll 1966, CI. alko the bref remarks by Alstr 1991: 103-109; Alser 1992 6-1, and Alter 
1993: 10-11 
10 Hallo 1990: 215-216, di   sse the “threeply rope”’, mentioned in Gilgames and Huwawa 108, re 
fected i the Gilgames Epic,inthe Etana Legend, as wellas in Ecclesiates & 12 b, “A threefold cord is 
ot readily broken”. One wonders f this i independent of “Alid e hver god reb trestrenget” (‘Every 
Thvee-ply rope isalways g00d"), atesed in the proverbs of Peder Laae, the only exising medieval proverb. 

rinied 1506 
FILARM 152 10-13: assurri kima téltm wlitis Sa ummami  klbasum ina Su-te-pu-ri5a huppuditim il 
“The bich n ts hury gave birt o blind puppies”. CF. lal: Cagna fetolosa fa caelini ciech; Erasmus: 
canis festinans caecos parit catlos, Cf. Moran 1978; Alser 1979; Avishur 981 
11" Notes 10, and perhaps 34, (p.7) are possibly rlevant, CF. the remarks by Hallo 1990: 216, Alster 
1993: 1, poinid tothe following expressions, thei foerunner, and their parallel in European languages. 
“the ion's mouh; 1o go in and out” (1. Kings 3: 7 “Fill every Valley! Level every Mounain” (isaah 
09 
115 Sce above, pp. § and 15 

    
    

  

  

   



   

   

compound nouns that look like pidgin circumlocutions “even within what could be 
regarded as the core vocabulary” (cf. nig-ba, “something given” = “gift”; lugal, “great 

king”, etc.), the large number of compound verbs likewise “cven within the 
" (p. 16, Cf. $u ti, “t0 approach the hand” = “to receive”, §u bar, “to 

10 let free”, etc., cf. also cases like dam tuku, “to have a wife” 
0 be married”, nig tuku, “to possess something” = “to be rich”, etc.), personal and 

non-personal gender distinction (rather than masculine-feminine gender distinction), 
enclitc use of what scems 10 be the third person plural pronoun as a noun-pluralizing 
device (-e-ne), as well as the natwre of adjectives, which are syntactically and mor- 
phologically nothing but intransitive static verbs. A number of other features do not 
off-hand support the theory. One is the sentence structure (subject - object - verb), 
or, rather, noun phrase (ic., ergative - absolute case (= object/subject) - verb), which 
is not characteristic of creoles (these have no develope case). Neither 
does the ergative character of the Sumerian language accord with creoles. Yet the 
lack of formal distinctions between verbs that can be used as transitive, intransitive 
and causative does. That the verbal prefix chains and the mode-indicating morphemes 
‘occurring after the verb can be interpreted as assimilated former free morphemes sug- 
gests a language whose history is fairly short. Yet is it certainly not inconceivable that 
a language characterized by this feature, as well as by a limited number of primary 
nouns and verbs, might be “old”, so the evidence is far from conclusive. 

e seems,rather, that what is important is not so much whether or not the Sumerian 
language conforms to a number of typological features of known creoles. After all, 
in their known forms these are a much more recent historical phenomenon whose 
definition has to fit another historical context. Had there been similar linguistic phe- 
nomena in the fourth millennium BCE, they might have been very different from the 
known examples, mostly based on European languages. What makes the theory worth 
considering is the new impulse and perspective it could bring into the study of the 
Sumerian language. Too much has been writien about grammatical categories and 
distinctions that may not be relevant o the language at all. One cannot avoid the 
impression of a language which in the Fara period possessed only some of the gram- 
matical distinctions that appear in Standard Sumerian. A theory that could explain the 
history of the language as a development from a simple basis would be attractive. In 
the case of Sumerian, instead of searching back to an imaginary linguistic stage in 
which all grammatical distinctions were “plain” and easily definable, one might regard 
the language as a relatively recent one that started with 2 minimum of grammatical 
distinctions, perhaps in the Uruk period. Some of the grammatical forms known from 
Standard Sumerian texts hardly had any life in a spoken language, but are likely to 
have developed as spelling conventions in the Sumerian schools of the Isin-Larsa 
period. To find some of the essential features of Sumerian paralleled one does not 
have 10 look for creole languages. See the following features of modem English: the 
high number of phrasal verbs, apparent transitive verbs used as intransitive stative 
verbal forms (such as “the door won't lock”, “the book sells well”), as well as a ver- 
bal system with no formal distinction between transitive, intransitive, and causative 
verbs. What is interesting from our point of view is the extremely mixed origin of the 
English language compared to “continental” European 
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THE IMAGERY OF BIRDS IN SUMERIAN POETRY 

Jeremy Black 

   Much laborious time and effort has been devoted to the physical reconstruction of the 
texts of ancient Mesopotamian literature as well as to the elucidation of the languages 
in which it is written, as preliminaries (0 its reading in such a way that can create 
the reflective and imaginative effects which would allow us to call it literary. These 
labours of reconstruction, while not precisely Sisyphean, will never in any sense be 
completed. In the meantime Mesopotamian literature has been studied as a social or 
historical source, and s a source for the history of thought o literary history (which 
has produced a certain amount of *biographical romance"). More specifically literary 
approaches have been made more recently, mostly either the study of technical featurcs 
on a small scale: parallelism, rhyme, assonance (an approach which has the attraction 
of sceming o yield palpable results) o else structural analysis on a larger scale 
(which has the disadvantage of often lapsing into prose-paraphrase of the contents).! 
But it scems to me that such study, in particular of Sumerian poetry, has so far 
hardly touched upon the use of what can be broadly called metaphorical language. 
As recently as 1968 Sam Kramer offered in “Sumerian similes” what he described as 
a‘a faint, faltering harbinger’ of work yet to be done,? though it has to be said that 
this was only a cataloguc of examples. Yet metaphorical language could be said to 

be the single most telling feature which ensures the “othemess’ of literature. Anyone 
reading Sumerian poetry for the first time will be struck by many exotic features: the 
idiosyncratic use of metaphorical language is perhaps the most striking of all these. It 
is habitual to refer to Wolfgang Heimpel’s study of imagery, but the discussion scems 
not to have proceeded much further in  quarter of a century. 

T use ‘imagery’ as the general term. Some detailed definition ly desirable, 
but it is equally clear that an attempt to track down all the tropes of classical thetoric 
in Mesopotamian poetry is pointless.* In fact there are good grammatical reasons 
for not trying 100 hard to distinguish between similes and metaphors in Sumerian.* 
Umberto Eco is content to follow the Venerable Bede in regarding metaphor as ‘a 
‘genus of which all the other tropes are species’s¢ Caroline Spurgeon emphasized that 
the content, not the form, of images was cruci 

The frequency, density and nature of imagery in different types of composition 
are factors in all of which we should be able to find significance. Serious stylometric 

  

  

    

        

   

  

T include myself among the guilty: see Black 1992 
2 Kramer 1969, Preidential Address o the American Oriental Saciety 
> Heimpel 1968, The corpus collected by Heimpel, while sl useful, can now be amplifed considerably 
and many of the passages can b cited in more complete version, and assigned [0 speciic CMpoSIoTS. 
s recently attempied by Bernhard Polentz, using defnitions liftd from a dictionary of lerry terms. 

(olentz 1989). 
" See Heimpel 1968: esp. 41T 
© Eco 1984 87. 
7 Spurgeon 1935: .



   study of Sumerian lierature has yet to begin, although computerised textual databases 
can now simplify the labour involved. Rough and ready surveys show e.g that some 
Sumerian narative poetry has, on average, about twice as much imagery as most of 
Shakespeare: that Sulgi D is rich in tree metaphors, and The Cursing of Agade in 
human metaphors. Eme-sal cult songs are dominated by a limited range of images: 
the sheepfold, the catle pen, the abandoned ruin mounds etc. Gilgames and Huwawa, 
although rich in proverbial utterances, is poor in other imagery; Enki and Ninmah 
appears o be altogether devoid of imagery. Typologies of metaphor are available and 
their usefulness for Sumerian literature will only become apparent by testing them. Is 
 metaphor or simile used simply to decorate a contex, or as part of so-called ‘running 
imagery” which lends atmosphere or creates a metaphorical subtext language? Does the 
density of imagery coincide with an increase in dramatic or emotional tension (as has 
been demonstrated for The Merchant of Venice)? How many points of comparison or 
identity are intended between an image and its tenor or reflex? For a dead language, 
a special problem arises with the identification of a whole spectrum from “faded, 
wom-out or dead images (leg of table), through characteristic or typical metaphors, 
0 vivid images created intentionally for a single contesxt 

‘One approach would be to study the totality of images within a single literary work, 
which has the advantage of making possible some discussion of the significance of 
the range of subject matter of images, and also of any metaphorical subtext language; 
as well as of the grouping of images and the concatenation of multiple images. An 
alternative approach would be o pursue a pre-selected range of images throughout the 
literature. Advantages of this second approach are the potential for observing different 
uses of the same image in different contexts, and the possibility of including within 
the study the numerous fragmentary contexts of Sumerian literature, since individual 
occurtences of imagery are not necessarily tied to broader namative structure. As an 
example of this second type of approach, the present paper takes as its topic the 
investigation of  limited range of imagery in narrative, cultic and other poetry, the 
imagery of *small birds’ (for which Sumerian has a generalised word) and ‘rooks’. and 
some ‘pigeon’ and *swallow’ images. A fairly pragmatic approach has been followed. 
‘The images discussed fall into two broad groups: 

A. images derived from the catching of birds 
atching birds in a net; Enlil the Fowler 

“the gods are small birds’ 
chasing birds from reed-beds, from their hiding places 

B. images derived from the behaviour of birds 
birds flocking together 
birds wheeling around in the air 
birds flying away (including swallows, pigeons) 

      

  

  

  

    

     

       

  

birds rising suddenly into the air (mostly rooks but also locusts).® 

  

      

¥ Graphicaly locuss are resed ss birds” in cunciform writing, so they have been incladed here where 
relevan. 
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As a preliminary contribution to the literary study of Sumerian imagery, these will 
be presented in detail, and the dynamic of their use in individual contexts assessed. 
How many are ‘merely’ topoi (commonplaces)? Can a distinction be made between 
formulaic ideas and formulaic expressions? Is a commonplace sometimes linked with 
a second image to make it more subtle? How far can, or should, originality of imagery 
be invoked as a measure of the richness of literary achievement? These are the sort 
of questions that can be approached. 

   

        
    
    
    
            
    
    

  

    
    

   
     

   

    
   
    
    

   
          

PRELIMINARY NOTE? 
One of the advantages of having, now, two volumes of a Sumerian dictionary is that 
one can casily consider all relevant usages of (some) words. In the Pennsylvania 
Sumerian Dictionary there are full entries collecting the occurrences of burus ‘rook” 
and burus ‘small bird (in general)’. My reason for choosing the particular subject 
matter studied here is therefore a trivial one of convenience: most of what follows 
is based on the words burus ™, buru, ™ and buru;-dugud™=". A similar reason 
was given by Heimpel in 1968, who was then writing in the wake of Landsberger's 
recently published studies of the Mesopotamian animal vocabulary.'® On the other 
hand I have not attempled to discuss all occurrences of such imagery, although most 
are documented in footnotes if not in the text. Images with uga™<" ‘raven’ are fow 
in comparison to those with buru, ‘rook” and seem not to be related o these. Some 
passages which are cited are not strictly speaking images, but are included for illus- 
trative purposes. A full study of the imagery of birds would have to include at least 
the words musen “bird', sir-db™" “falcon’ and anzu™ ‘anzu bird' 

There are problems with the reading of some bird names, as indicated by the 
accompanying table. Discussion of these images may help to clarify the choice of 
choosing between reading ‘small birds’, ‘swallows’ or ‘locusts', and thus to improving 
translations of some passages. But my main aim i to illustrate a number of general 
poinis about images that can form the basis of further work. 

  

  

          

  

This simplificd table shows readings of some bird names. The word burus™" means both 
small bird” and ‘locust’,distinguishable by context only 
  

NAM™ NAMERIN ™" [ SIRBUR™<" [ USUMIRGA™] 
  

read as read as read as: read as: 
  

  

  

  

  

    
T ] e ™ | baray™ buras™ - 

swallow / 1. small bird| 1. small bird | rook, jackdaw, ? crow | raven 
2. locust 2. locust | 
  

“and variants NAMXERIN,, 

  

MUSEN.ERIN; etc. 

51 am especialy grateful o CM. Perrins, Professor of Ornithology and Dirctor of the Edward Grey 
Institte of Ficld Omithology at Oxford,for answering a number of questions about th thology snd cls- 
Sifcation of bird speccs currntly observable in Mesopotamis, and about raditonal methods of fowling. 
and ditecting me o appropriate terature on he subject. 
10" Heimpel 1968: 1. Landsberger's MSL 8.2 appered in 1960-62 and his arccle in WZKM 7 n 1961. 

  

    



    

  

    

     

   

     
    

    

   
    

    

        

     

       
        

          

      
    
    

        

  

A CATCHING BIRDS 

A1 Catching in a net (1-6; 1-4. Enlil the Fowler) 
The image of catching birds in a net occurs especially in one extended topos in balag 
songs and is used to convey a mystical reflection on the god's violent power. The 
immediate real (that i, historical) stimulus which is concentrated on in these passages 
appears to be, as 50 often in these compositions, destructive incursions into Babylonia 
by mountain peoples. However, it is not clear that the term ‘encmy’ here refers 
exclusively to these invaders. Rather, it seems to refer to all who can be considered 
Enlil's enemics, and to include all who are at the mercy of the god’s destructive 
behaviour: 

    

   

  umun ému-ul-Ii1-15 a ki-in-gi-ra kur-ra i-bi-dé 
bélu Mullil rehiat matu ana Sads tarhi 

Smu-ulil a kur-ra kiin-gi 
bélu mat Elil e Sadi ana mati tarha 

umun ‘mu-ul-1i-1d dumu Ki-in-gi-ra kur-5¢ mu-un-e;; 
bélu Elil mara matu ana Sads néli 

£ ‘mu-ul-l dumu Kur-ra Ki-in-gi-8 mu-un-ey; 
bélu matu EUil mari Sadi ana matu wSeridu 

Lord Enlil has poured forth the seed of Sumer on the mountains. 
The Lord of the Land, Enlil, has poured forth the seed of the 

‘mountains on Sumer. 
Lord Enlil has sent the sons of Sumer up into the mountains. 
The Lord of the Land, Enlil, has sent the sons of the 

‘mountains down into Sumer. 
Enlil is declared to be responsible for these attacks, which seem incomprehensible and 
therefore create a problem of theodicy. In example 1, which immediately precedes 
the above passage, Enlil is addressed by his tiles ‘Father’ Enlil and “Lord of the 
Land", creating an effect almost of oxymoron: the benevolent ‘Father' as a destroyer 
of human kind. 

‘We can explore the ramifications of the image, examples of which are collected 
below. Although the term musen-di *fowler’ is not mentioned explicitly (as i is in 
ex. 3), it s clear from the reference to the net that the god Enlil is the fowler, a 
skilled huntsman who has made deliberate, careful preparations for catching his prey. 
“This implies anything but violence; rather the god's deep and impenetrable mind, 
50 often commented on in this poetry, are suggested. The fowler catches birds in 
accordance with a plan of his own: it is only when seen from the point of view 
of the birds, his victims, that that plan is not perceptible. To them his activities are 
terrifying and incomprehensible. In a net the fowler catches many small birds at once, 
50 that large numbers of victims are implied. And as we shall see, with most of the 
images of bird-catching, there is an implication of the relative size of the (human) 
fowler and the (tiny) birds. The image of netting birds is interwoven with a parallel 
image of netting fish. Fishing and fowling are often linked." Very broadly speaking, 

  

     

    

  

    

   
  

  

  

  

     

  

TTSBH p. 130 no 1 2611 From the opening section of th alag composion ame amasaa, 
following ex. 1. 
2 See Salonen 1973: 23 

pedistly    



   

   two types of bird net are used worldwide, those strung up vertically, which birds fly 
into and are caught in the meshes of, and those laid flat on the ground (sometimes 
stretched in wooden frames) which are clapped or snapped shut once enough birds 
have walked onto or between them. I think that the arrangement in these four lines 
is ABAB: fish-birds—fish-birds. This would mean that sa....s¥(g) refers here (0 laying 
a fishnet (and a...1u 10 the technique of disturbing the water used 10 drive the fish 
into the net); gvgu. .dé (clsewhere gu...I4) to suspending a standing net (lterally a 
line’) for birds, and sa...ni to laying down a clap-net for birds.">       

1 16 a-a “mu-ublilIa sa bi-fb-st-se-ga sa-bi sa kiir-ra 
abi Ellil Sétu taddima Sétu 5 Sétu nakrimma 

18 umun ka-nat-§6 gb in-dé-dé-e gl-bi g0 kir-ra 
bélu matu tassi isit nakrimma (wrong translation! sce ex. 2) 

20 kur-gal “mu-ul-I a in-1i-l-e kug in-dabs-dabs-bé 
Sadi rabii Elil mé tadluyma ninu tabar 

22 umun ka-nag-g sa in-ga-nii-¢ burus in-ga-ur-ur-re 
beélu matu et taddima issira 1G5us 

Father Enlil will lay a net: that net is a et for the enemy. 
The Lord of the Land will suspend a line: that line is a line for 

the enemy. 
The Great Mountain will muddy the water: he will catch the fish. 
And the Lord of the Land will lay down a net: and he will caich 

the small birds.* 
The passage is taken from the initial section of the balag composition ame amasana, 
a passage of mystic ‘adoration’ or contemplation of the violent power of Enlil 

    

        

  

      

T3 Fowling s a ot uncommon mage i Babylonian pocy oo. Te lns fom I5um and Era mightbe 
compare: i Babil sunitiSun isirunma arroSuns atama 
o St akmiSSunin abir tabat urdd Erra 
“Those inhabitat of Babylo - hy ar the bird,and you are theirdecoy 
You drew them ot the e, you cavght theand destroyed tem, warior Bra 
IV 159, Decoys ae commorny ssed 0 lur bind ito et lid o the rounds he best bt s ciher 

a ind of U same specks o, a b for  hawk, & small bird. This does L seem a very adrol image: 
it functions nly on th level of rswing into th: e There are many Babyloniars, bt nly one bird 
Olbrwis oné miht expect Bt 1o be the fowler and ihe Babylonians the prey. Se he dicionris .\ 
Gt et arr 5 1 “decoy', uncert hid (eed fence, ‘D (CAD: = ‘ plce o concesmen 
OFD), i nirstice” fo urhr cxamples. Desaled infomation o th design o trdionalypes of 
i nes and. tsps. with mumerous usiations,can be found in Hans Bub 1991 
1S5 pr 130 no. 1 16-23  CLAM p. 154 1. 2. The Akkadian ranslation b the verbs i the 20 
person,and pretrie, and ober erors. 

For 2 allemating wih 5. s EWO 279-81 (Enki appoins Namn) 
{swpar-ranl kg mud 
nitkdani (01701 
Eu tana musen o2 No fieh csapes his spead-net, 

10 .. scapes his 
10 ird scapes his sspended pet(ling). 

it Falkenten's commentary Z4 56 79 (277-79') where gu i rendered “Netz (wonich Faden - 15 
Compared with the parlle] phrse inan OB hym: 

uen-d i gim igic-en s o mosen a2 
ik a cleer it no i cscapes the iersics o his supended net Beltn 16 1. 63 i 20 = 

PBS 1238 re. 10;some fother parlles apud van Di, SGL 186 1. 16 
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s5.bi 54 kir-ra-am 
  Setu 57 Sét nakrimma 

11 Tgil indédée  gu-bi ®gd kirra-am 
qasu itrusma qil it gé nakrimma 

13 [ vl Kug in-dabs-dabs-bé 
[ Jxma mini ibar 

  

15 [sa in]-/ga-an-nii)-¢ burus in-ga-an-ur,-re 
[Seta | id"-di-ma [is-su-ra-]'til Fus's 

3 30 musen-d gur-gurum-ma-zu-d@ te ba-diedicdidin 
31 mu-l-Il ka-nag 24 gir-gurum-ma-zu-d2 te 

(OB text: mu-ul-il a 
32 umun duy -ga zi-da gir-gurum-ma-zu-dé 

3 a bila kug bi-dab 
34 5a ba-e-n burus-muSen bi-lah, (bU.00)* 

(OB text: [...] in-ga-ure-rv) 
Fowler, when you stoop down, what are you about(})? 
Enlil, when you stoop down over the Land, what are you about(?)? 
Lord of the Good Word, when you stoop down over the Land, 

what are you about(?)? 
You muddicd the water, you caught the fish. 
You laid down a net, you netted the small birds."” 

‘This passage is taken from an er-Sema of Enlil. The whole poem is concered with 
the image of Enlil hanging up or stringing up a nevline (gu...4) to catch birds. 

  

        

4 bulduzu’ burus 
ba-ra-ab-sal-e 

May you catch your malefacto 
in heaps.'s 

In this line from a Sir-nam.-gala of king Lipit-tar, Enlil (and Ninisina) bless the king. 
The second person subject of the sentence is almost certainly Enlil. The verb ur, 
means o “catch’ but is not specific, o that it is not clear that netting is the method 
of catching envisaged here; possibly other methods, such as are suggested by ex. 6 
below. The second half of the line may belong to a separate image (piling up dead 
bodies in heaps, rather than dead birds), but on the other hand may possibly suggest 
piles of dead birds illed by e.g throwstick and sling (as in ex. 6). 

(NAM)-muSen-gim ha-ra-ur-ru (var-ur,-b) zar-re-e 

  

   e small birds; may you pile them up 

       

    

          

  

      
      
             
  
    

  

  

   IS KAR 375 1 9161 (Eme-sal hym?/balg to Enli; according o the present writer: paral duplicate of 
B 10 (tin nanuz dima), paralel 1 B 16 (a-aba buluba)). (B 10 etc.=‘balag no. 10" sambered according 
1o the catlogue in BiOr # (1987} cols. 32-79.) CAD .. qé transaes the Sumerian as he pronounced 
the word,this word i a hostle word', the Akkdian as “he sretched his ne, this nt s a hostle e, but 
perhaps because the passage s cited out of context 
16" Lexically L is cquated with ebél 
7 SB text of Er. no. 160: 30-34.p. 125, commentay p. 190. The OB text s less well preserved but 
appars 10 be quite close. 
18 UET 6.1 96 = 97 rev.  (Klein 1981: LipitIStar no. 5). CF. Krecher Z4 S8 319, Heimpel 1965: 446. 
For ar-r-ex...sl, sce Volk 1989: indesx: ‘spread owpile up in heaps’ 
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“nergal e-ne-ra hul-du-ni burus'(NAM)-muSen-gim za-e ur.-ur-u;-mu- 
na-ab 

Nergal, catch his malefactors for him like small birds.'” 
ar 10 exx. 14, only the subject is Nei 

     
       

    

  

    

187 ki-bal-a un tar-tar-ra-[bi’] 

    

    

  

      
       
    
      

people of the rebel 
With my throwstick and sling I shall 
catch them like small birds."® 

jgi's batle prowess is the theme of this passage. Here the weapons are specified: 
Sulgi uses the throwstick to “put up’ (ic. disturb) game, and then the sling Gf that 
i the correct translation of the term) to kill individual small birds! The use of both 
throwstick and sling requires skill, which is implied here. Whether these are methods 
which would be nommally used in war, or whether they instead suggest the killing of 
the king’s enemies as a form of sport, is unclear.2 

    

  

  

    
    

  

     

   

        

    

    
    

          

     
   
   

    

19 Sjoberg Z4 635 no. 1: 60, Hymn (adab) to Nergal with prayer for Su-lsu (= Kicin 1981: S o.1). 
Nergal, gather ike locust fo him those who do him el (Sjoberg). ‘Nergal, colet for him those who do 

cvil 2 f they were a flock of birds” (PSD). Also edited by Romer 1965 911t *Nergsl,die ihm bose sind. 
Sammle du ihm wie Heuschrccken(?) cin’ Romer bi: 123, notes ‘obwohi ich keine icrarischen Belege 
i bur(we™e" “Heuschrecke” kenne' - but considers ‘locusts” possble but not certain her 
L0.he “Verilgung von Schidingen’ (extermination of pets). Klein 1981: 102, transhics ‘loust 
However,in view of the other examples,the object s more likly 10 be birds. Sec Heimpel 1965 45. 
20"Sul D 187.8. “The crushed? peaple of the rebellious Jand / T will cut down with my thwowsick snd 
Sling like locust” (sic, Kiein 1981 78). “With my throwstick and sing I willcalect them (e people of 
e rebellous land) like 3 flock of birds” (PSD). However,cf. 175 

dia-dig 141 7i-bi-da kar-ra-bla'] 
Zibi-a burus (4aw) §0-50-o-gim sahar sis-is gi-bi-kS 

Tt small ones who escaped with ther ives - 
1 Shall make them eat bitier sl a long as they live, like ravenous locust. 
Klein's ranslation reads: 
{15 he rebel Iand's] small ones, who il have survived, 
'As long as they live, 1 wil make them cat “bier dus, ke the locust, which consumes cverything.] 

56/~ lémit consume’; kar = escape? Wilcke 1969: 80-1 and n. 337, ranlates Lugalbanda 1 162 "Stit 
Gerst Se.gim) will ich dabei keine Salpeer-Erde (sabar-is{sis) essen’, and refes 10 a paralc! line 
i the Nande Hymn (Heimpel 1981 97: “ike grin in acid soil") and CAD s.v. idru “alkal’, salination, 
idram. Can —gim mean ‘instead o2 
21" Clearly these weapons woukd not be much use against locusts, which ensures the vanslaton “small 
s’ 
2 Less well preserved examples 
NAM - (muSen?)-gim T0G,(?) mi-ninarg-ury mi-zu (be?-padde. 

UET 62 146:12 (lament and prayer [possibly eriahuga type: not @ balag? Not in Maul 1988 nor in 
Cohen 1981]: difficult 10 rad the copy). 
[Ein-na dumu-guyo burs' (HUSENERIND ™ ansigr-ga S um-me: ] 

‘Go, my son, caich a bird in th green sky 
VAS 17 1015 (incantaion) 
D™ bids] / rsra ebi-il .. 

'Sm. 1507:9210 (cf. ebélu / Lni “catchin a neline’) 
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     A2 “The gods are small birds’ (7-10) 

7 7 an a-ba-a in-dib ezq-¢-me-en mu-un-db' 
8 ki a-ba-a in-sig'-ga ezq-e-me-en mu-un-sig 
9 digir burus-me-e§ *"4% K Foyc-e mu-tin'-me-en ™ 

10’ ¢a-nun-na duy'-duy'-re-me-e§ me-¢ stin [zi-da'l-me-en 
Who shakes the heavens? It is I who shake them. 
Who smites the earth? It is T who smite i 
The gods are small birds: I am the falcon (Akk. ‘their falcon’). 
‘The Anunna butt: (but I am the good wild cow. 

    

  

   

8 dim-me-er burus]-‘muSen'l-me3 me-e mu-fin-/gen’ 
DINGIRMES [is]-gu-ru [..] 

SB text of the balag uru ammairabi.*   

9 27 dim-me-er burus-muSen-{me]-fe3] me-l¢] mu-tin-{...] 
28 ‘a-nun-na dur-duy-me-e§ me-c sin-gen [...J2* 

From a ir-namsub of Inana. 

10 21 digir burus-me-e§ me-e mu-tin-gen 
22 a-nun-na di-da-me-e§ me-¢ sin zi 
23 sin zi a-a ‘en-lil-la-gen 
24 0-sin 7i sag-g 

‘The gods are small birds: I am the falcon. 
‘The Anunna are milling about: I am the good wild cow. 
Tam the good wild cow of Father Enlil, 
His good wild cow who goes at the front 

  

  

  

  

3 7CL 16 69:7-9 = Coben 1988: 658 +52. OB bulag uru hulake of Tnana, sef-paise. Cohen’s txt s 
ot very close 10 Genoullac’s copy, which is the only ms. T do not know i he collated the tablet. CT. ibid. 13" 
Sacrunna 56! ioma seni ir-te-<ii> ana-ku '-26-gim (071 o wlumgal’-bi 

The Anunma flock like sheep: 1 am their dragon? 
2 SBH p. 107 no. 36 rev. 910, Cohen 1988: 583, Volk 1989: 199 and 43, An OB “foreruns 
Kiruga 29 line 33 (Volk 1989: 43) has: 

acnunma diid-da-me-o 
The Anunna mill around 

ihe SB version, blet 21:56-7 (Volk 1989:199), has 
. run-nlo dy-cy-mes 
G anumnaki nakkips 

“The Anunna but cach other 
. SB version: L 61 p. 199 
-punna e 26 gim s vsumgalbix[ ] 
danunnakk [3a kima sjent ne”d [ ] 

5 CT 42 pl. 35 no. 22 § 27 (OB Sr-nam-Sub inana-kam), d. Cohen 1975: 605. 
2 VAS 10199 il 21-4 ([ ... ] %inana kam) (according to the present wrier: B 36 uru ammairabi, 
uncerain), not in Cohen 1985, “The gods are birds, 1 (Inana) am & falcon” (PSD). Ed. by Romer OrNS 
38 98L: 22, ‘Die Anunna stossen (nu) wie (einfach) Rinder, ich — ich bin die hehre Wildkuh, . scine 

  

Haddad   

  

    

  

     
  

hehre Wikdkah, dic (allem) vorangeht.” Lisied by Schreter 199: 237; Heimpel 1968: 456; Cohen 1975 
605 609. 

  

    30 

  



  

   The unexpected literary image of the gods pictured as a flock of small birds is used 
exclusively in Eme-sal cult poetry, in self-praise of Inana, where it forms, to some 
extent, a topos. The accompanying epithet which complements the image, of Inana as. 
a falcon, finds parallels elsewhere, but with sir-du, also *falcon’, rather than Eme-sal 
mu-tin:?” she is called ‘Inana, falcon of the gods' in the poem Inninsagura, and 
Ninegalla is compared to a falcon screeching over the carth in a hymn to Inana In 
first-millennium zi-pa incantations, “falcon of the gods’ is also an epithe of the deity 
Sul-pa-e and elsewhere of Ningitzida *as a fearful, destructive and unfathomable 
deity" However, in each of these passages, the comesponding description of the 
gods as small birds is absent. It seems that most commentators on these passages. 
have interpreted the epithet as a “falcon among the gods’, who swoops on the gods 
enemies; that is, all the gods are powerful, but the particular power of Inana (or 
Sul-pa-e or other deities) can be compared to that of a falcon. 

In fact, it is small birds that are preyed on by falcons,* which ‘stoop’ on their 
victims as they fly, especially ducks, partridge or other game birds, usually catching 
one bird per day or per session. The genitive following ‘falcon’ refers then to the 
falcon’s victims (as also when Lugal-kur-dub is called a falcon of the rebel land’).¥ 
‘This is made explicit by the line in Dumuzi’s Dream (not grammatically an image, 
but a part of his symbolic dream): 

Sr-du™S gi-dub-ba-(an-na-ka burus™ Su ba-ni 
36 O: burus™" D: MUSENXERIN™*" M: REC 41-musen 
62 U: burus O: silau(sict) 

a falcon caught a small bird in the reeds of the fence 
and by a passage in Dumui and Gestinana: 

“dumu-zi-de musen-58 sdr-du™-dal-a. 
Ki-dgestin-an-na-5¢ zi-ni ba-Si-in-deg 

Dumuzi, like a flying falcon after a bird, attentively swoopi 
escaped safely to Gestin-ana. 

      
  

      

      

ing zini urs-da 1-Sub-ba 

    

  

7 Mu-tin i glossed as kassisi “falcon” i 5 G 96 and CT 18 50 i 3, and in the poetic pasage cited as 
ex. 7 below, llhough cymologically it s a form of muSen (ad i iossd s issir n 1 G 95). He. C 
112 (MSL 8.2 p. 171) and (estored)Hg. B IV 243 (5. 166)sugget that Aasss s 3 leror s ey 
‘yord word than s, 3 ownword fom Sumerin 
3 Sipana -du ™" (iee-ene, see Sioers 1975: 180:32 (reminder of e restored from ober 
mss.). Sjobers transhtes “the fakon smong the s’ 

BE 31 12 ev. 26, 
9 [sir-d) M1 difiee-cne-ke, with Abkadisntanslation si-ar-de-¢ DORES, LKA 77§ 20-21 nd 
duplicats:see Ebeling 195%: 36 and Falkentin's remarks in Z4 55 31: “wonach Sulpe die Feinde der 
Gier wie cin Jagdilk el 
31510357 i e--ne, UET 61 703 and dopl: hymn to NingSzida, See Kramer, UET 61, i 
duction.p. 5 
52 Falcons (Falco) form  disint genws f birds of prey, with seeral secies in Mesopoania. Havk s 
used 2 a gencral term for birds of prey oter than falcons or cagles. Whie cagles migh cich animals 
a5 large a5 small ganeles, and hiwks are more kel 10 catch hares, flcons ypicaly hun (‘stoop on') 
tber binds,cpectll game binds. s suchthy ae also used by men fo fowling 
5 musen-sir-d kil , Gudea Cy, B Vi 19-22 
% Duncrs Dream 36,62 (e lso Sunma al, cied n Alser 1972:95) 
3 UET 60 11 361, See Falkenstein BiOr 22 351, Heimpel 1968: 4223, says o his tans 
Oersctzung der schwiergen Stell st in Versuch' “Dumz briche, gl e e & ach einem Vogel 
aufficgender Fake scin “Leber”, das s dem Kirper gcfallen war, gepickt hate, sin “Leber” 20 
Gestinanna” It nroduces 2 verh “5epackl hte for which no reflex. exss i the Sumeran, At 1972 

    
  

  

  

  

  

     
  

  

3l 

 



    If we then try to explore the ramifications of this image, we find an implication of the 
relative size and power of Inana to ‘the (other) gods’, a falcon compared with small 
birds. The choice of the falcon seems to be an allusion to her warlike nature.* But the 
principal, and somewhat sinister implication is that she does, or could, prey on or hunt 
the other gods. Note that the OId Babylonian gloss in Akkadian has kassissunu ‘their’ 
falcon. It is not that she is a ierce falcon in comparison with the small, less powerful 
other gods. She is ‘their” falcon, the falcon whose prey they are. I think this could only 
oceur within the tradition of ‘mystical’ contemplation of Inana’s personality found in 
this poetry. 

Complementing the “falcon’ image is a second image, of a herd of wild bulls 
‘milling about (or in exx. 8 and 9 butting one another) with a pre-eminent cow. By 
conirast, the part of this image which refers to Inana lacks violent overtones and 
instead emphasizes the goddess’ femininity and her uniqueness. 

“The line in the Akkadian narrative poem [Sum and Erra : asib Babili Suniti Sunu 
issiirumma arraSunu atta (IV 18) has a similar structure, and was probably suggested 
by this. A related image is found in Angim 122 (the gods are like small birds; but 
“flapping their wings' in terror, so not an exact parallel): 

121 digir am-gig hur-sag-gd [...) 
digir-re-e-e [ 
DIGIR.MES [ 

122 burus-musen-gim 4-ba mu-un-da-(dbl-[dib] 
burus-gim [...] 
kima is-sueri x | 

123 am bay-rd t-a o 
d-bad-bi "a-ba-an’-{sug-ge-e5] 
tabindissun Ui il-li- Kl -[ni] 

The gods have become worried, [and fied(?)] to the mountains, 
Like a swarm of birds they bleat] their wings, 
Like wild bulls ..., they stand (hiding) in the grass. 

IThey were indeed milling about in their pens.” 

      

    

  

   

      

    

  

  

     

   

     

   
     

     

   

  

     

   

        

      
116 tanshtes 

Dumuzi - breahless lke a falcon fying afer  bird - 
saved his lfe t Gestinanna's place. 

Sladek 1974: 233, has 
Dumuzi 252 bind like the soaring falcon that can swoop down alive 
brought himself alve o the dwelling of his sister Gelinamna. 

Kramer 1963 493, trnslted: 
‘Dumuzi - his soulleft him ike a hawk fying towards a (mother) bird, 
He caried off his soul 1o the home of GeSiran. 

Tt scems o me that rs-da Glexically cquated with uiaqgé, pugai ‘1o pay attention to, fix one’s atiention 
on’) here probably refrs 1o the falcon's attentive fxing of s prey before it swoops; but I -am uncertain 
what zini . -Sub-ba could mean. 

3% “The word kassisu “falcon’ i glossed qarrddu *hero, warior’ n the syvonym lis Explci Malku 1 10, 
although i  likely hat there is  confusion with kafi “overpowering divine weapon' 
5 Cooper's translation (Cooper 1978). See. Heimpel 1968: 387, 430, 456: tabink (here £, pl) “lean-t, 
shelier' /1 4-18d (side of wall'D) 

       

     

  

        
     

         

    

        



      

  

A3 Chasing birds from reed-beds, from their hiding place (11-14) 
Examples 11, 12 and 13 are virwally the same passage, and can be seen as the reverse 

of the image of Enlil the Fowler, that i, the situation viewed from the victim’s point 
of view. Gula/Ninisina is chased from her temple, apparently by Enlil (again, as 
fowler) — in an allusion to a complex mythical background that it seems impossible 
o recapture (possibly a lost myth concerning the destruction of E-galmaly during 
Ninisina’s absence in Arali).® 

In each of these passages (and almost never elsewhere) the form is muSen- 
burus™5en), which perhaps emphasizes the singular sense of burus here.? The image 
then appears to be that of a fowler preying on a single (game-)bird in marshes or 
reed-beds. Again it is implied that the hunting of the goddess is deliberate. Again an 
image of scale is created — the goddess as a powerless waterfowl, Enlil as the human 
wild-fowler. The reed-bed, standing for the goddess’ temple, s the safe, natural home 
of the bird, usually inviolate. It s large, extensive, shady, perhaps with many internal 
passages, as a temple might be. Perhaps an enclosed atmosphere is created t00. The 
dreadful terror of the hunted bird, trying desperately to escape through the reeds that 
are normally its peaceful home, is a powerful image for the mythical narative of the 
goddess” flight from her temple. 

       
     

  

     

  

        

        
    

   
       

  

11 ambar-gim Imusen!-burus™* e-ne mu-un-sar-sar!-[x x] 
He hunts me as if I were a muSen-burus (small bird) in the marshes®       

  

  

12 a-fpa-arl-gi mu-R-bu-ru mu-ni-in'-sa-sa-re'*! 

13 ambar-gim muSen-bu-ur-u-dal(error for muSen’) na-AZ-girc-le-tg 
sar-sar-re 

Uncertain context. Self-lament of Gula (?) over destruction. 

14 burus-muSen-giny (6 -bur-bi sar-sar]-ral ba-e-lahy-eS 
hey were caught like small birds chased from their hiding places™ 

55 See Cohen 1981: 20 
 This point is not commened on by PSD. In GEN 92, muSen-burus™ refers to ‘the 

beginning 1o sing as dawn breaks; the comesponding line 48 appears 10 have simply burus 
"-As f (in)a swamp he chased me out (ike) a flock of birds' Cohen 1981 98 no. 17176 (OB er-Sema 

of GulyNinsina), commentary p. 175. Note the position of -im; ambar cnsures th tanslation ‘small 
bind; Heimpel 1968: 454 
41" VAS 2 94 ev. 60 (abbreviated version of Cohen 1981 no. 171 in syllbic speling: Heimp 1968: 454. 
42 CT 36 43 i 14/ (2 also an cr-Sema of Gula; with scctions kirugu, SabaTUK;  babg according to 
‘Wicke 1974 258). No dition The blet BM 96694 was kindly collted by C.B.F. Walker and is exacly 
as the copy: dal. Apparently no vertal prefin. Heimpel 1968: 454, 
5 Eridu Lament 415 (JCS 30 127-67). damaged context. ‘They wen off ke flocksof birds shooed fiom 
thei hiding places” (Green), but | thirk perhaps one may read —lay~ ‘they caught then The exact sense 
of it here is uncerain. CF. OB FUH p. 34, 2771 

{burug 4-birbil- ta baral-ane 42 
[sim™n god]-(bita ba-an-ral-andal dae-(ne] 

restored from SB text CT 169 1 
32 W™ ol biva ba-ra-an-dab-dab-b-ne 

.t ina 0-pa-151na bar-ri 
34 burus b bicta ba-riey e 

i-suru i ab-i-5 el 

  

  

  

      

  

       



  

“This line from the Eridu Lament describes the desecration of the shrine by Simaskians 
and Elamites, as the priests and other religious personnel are pursued through the 
temple, and is a related image to exx. 11-13. This time the small birds appear to 
be plural (plural verb form). The *hiding place” is again the temple, normally safe, 
inviolate, a place of sanctuary. Interestingly, this image is a literary link between 
Eme-sal cultic poetry and the City Lament genre. 

  

B BIRDS' BEHAVIOUR 

B.1 Flocking together (15) 

15 i-giyinzu burus-muSen-e u;-gid-da t68-bi KeS-da-gim 
G-ni gi-da mu-ni-in-l4 ne mu-un-su-su-ub 

A buru-muen-e AA: buru-az-musen QQ: burus-da 
amar-gim-gam™ ghd-ba tus-a-gim 
‘mu-ni-ib-ki--ne mu-ni-ib-nag-nas-ne 

Just as if they were small birds flocking together all day long, 
they embraced him and Kissed him. 
AS if he were a gamgamchick sitting in its nest 
they fed him and gave him to drink.+* 

‘The reaction of Lugalbanda’s brothers and friends is to embrace him and kiss him 
‘just as if they were small birds flocking together all day long’, and to feed him and 
give him 1o drink ‘as if he were a gamgam chick sitting in its nest’. In the first of 
these linked images, it is Lugalbanda’s comrades who are compared o birds; in the 
second it is he himself who is the subject of the simil. The first image emphasizes the 
large number — a flock ~ of those who show their affection for him, the constricted 
space (KES-da-gim) as they jostle around him, the extended duration of the scene 
(ua-gfd-da, it ‘all the long day), as well as implying the disorderly noisiness of the 
action. The image does not attempt to include any reflex of the figure of Lugalbanda 
himself, at the centre of all this activity 

    

  

  

  

    

  

   

  

36 sim™1 gid-bisa ba-anra-an-dal-dal-c-ne 
i1 i gini-4 - Gp-ra-Su tc. (baane se. e for ba-) 

Sec FUH pp. 99, fordiscussion of -bir; also CAD abru D, sccording 10 which the meaning assigned is 
based on the CT 16 passage and Cursing of Agade 220 ony, and “could b a scribal mistake 
AB.7i5i 35 a eror for ap-<pa->ri-{i. O, Salonen 1973: 327. The Cursin of Agade passa 

219 0. biab-Jlba S bé-niin-da ‘moan i their hoes” (s0 Cooper) 
220 borug™-bi i bir-ba i h-niib-ra ‘may is birds be smiten in her naoks’ 

(CI. Dumci’s Dream 59 1 ... ra lossed néréu (and . 100 cf. 253) 
21 W mte-a-gim urs-da hé-agec ‘may they pay acmion like frghtened pigeons’ not “may 

they, lke frightened pigeons. become mmbilized” (as Cooper, 1983, following AFw urs-da - . a5 
= mippuig “Harden, become consipted" rather than CAD N (1980] ‘pay atinton's Salnen 1975; 32 
Sronl s ) o nd B 150 UNES 12317 

g habrud™ 0. f.hir-bo ad-e-S ba-ni i 
e partridge(?) took counsel in s shele” (PSD) 

For another (unsatisfactors) suggeston for ad-e-S .. g, “hin und wieder rofen’ see Salonen 1973: 337 
" Lugalbanda 11246-7, conceivably ocusts; bu in Lugalbanda we shoukd expect bids.CF. i-gi-in-2u 

Thurig?] U w20 8- il 3 x] ms. R, 225b (deviat line order): Heimpel 1968: 457 
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Instead, the supplementary image which follows portrays him, probably sitting, at the 
centre of attention, as a baby bird in its nest being fed by its parents. The solicitude 
of those who offer the food is implied. The gamgam bird has not been defiitely iden- 
tified. but is likely 10 have been a waterfow] with long feet. There are shortcomings 
with the second image, in that some implied elements of it find no correspondence in 
the narrative situation which it embellishes: a baby bird is fed by one or two parent 
birds, not by a whole crowd of friends; parent birds give their offspring fo0d but not 
drink; a baby bird in its nest is helpless, whereas Lugalbanda is a hero. The second 
image, then, is used for one of its aspects only, that of a chick being fed food. This 
clarifis its function as a supplementary metaphor which discontinuously adds to the 
vivid image conveyed by the first, of noisy friends jostling around Lugalbanda. Cen- 
tral to the first image is their embracing and kissing him, central o the second is 
their feeding him and giving him drink; the first focusses on them, the second on 
Lugalbanda 

Tnevitably there is a reflex in this image back to the episode at the beginning of 
the poem in which Lugalbanda feeds the Anzu chick in its nest. Now Lugalbanda is 
himself presented as the chick. 

  

  

    

  

B2 Birds wheeling around in the air (16-17) 

16 nig-gur;; burus™ dal-dal ki-tu§ nu-pa-dé-dam 
J, A" burug-dal-dal-musen 
B: ~da for dam 
Possessions are small birds flying around, unable t0 find a place o 

settle® 

17 83 Gnumun-lidi-ani. -ma.. -tuku mu-bi (he') 
burug™ien {dal-dal-la-giny x x xx (X) 

The man who killed you (Lu-dingira’s father) 
may his prosperous offspring be eradicated (or sim.), may their name....? 

may their possessions be ... like small birds fiying around. 
‘This passage from the first of the Two Elegies®” is to some extent illuminated by 

the proverb ex. 16. Clearly a curse is intended, so that whatever is wished for should 
be something undesirable for the murderer. The crucial phrase in the proverb is ki-tus 
nu-pa-de-dam, “unable (o find a place to settle’. The image is of a flock of small 
birds (probably finches, sparrows or the like) wheeling around in the air, and seutling 
briefly only to fly off again. They are numerous and small, perhaps inconsequential, 

    

  

  

    

   
5 The nexus of ancient lexical evidence lnks together the gim-gam (AKK. gamgammu),the g gid-da 
(AKK. saqa and §2p{u)-arib, andthe giegiclum (AKK. sayyahu) withthe fist millennium names mk 
and arabia): see MSL 8.2, pp. 169 and I75. The sagan cats daes; the sayydl isa lughers the muskula 
may be a “snake-catr' U gi-gid-da/ Sep(Suarik i long-footed” (not, 3 often rendered, long-leggcd', 
from which it has been assumed tha the bird was a wader: and the arabia) i certaily 3 waterfowl. 
% Gordon 1959: 50 Coll. 1.18; “possessions are migratory flocks of birds, unable 10 fnd a place 1o 
ay” (PSD); M. Lambert RA 48 (195 29-32 wransates ‘moineau’ (sparmow); Landsberger 1934; 18, 122 
locusts'. CF. Heimpel 1968: 4511 

7 Kramer 1960: $3: ‘may their possessons like fying (7). sparrows(?) ... (sic): now Sioberg 1983: 
3ISHT. (but no new duplicates), Heimpel 1968 452, Compare. mu-un-ga . buro,™-dogud ... 2 (LU 
275 = ex. 24 below) 

  

   

  

  

 



  

and are consistently unable to setle. The implication in the proverb seems to be that 
possessions pass from one person to another and cannot belong to any one person for 
Tong, perhaps also that they should be disregarded or are unworthy of regard:; similarly 
the murderer’s material wealth should pass from his own possession.® 

  

B3 Birds flying away (18-22) 
The small bird (burus) imagery collected here overlaps with pigeon and swallow 
imagery, and forms a heterogeneous group. It provides a good example of different, 
varied usages of the same image. Pigeons (mentioned in many other images not cited 
here) typically represent distressed humans ~ also they *moan’ or “croon” (in Akkadian 
bakii, damdmu). A technical problem with this group of images (18-22) s created by 
the uncertainty whether to read the sign NAM as sim “swallow’ or burus'(NAM) ‘small 
bird’.# Typically swallows nest in eaves and flt around ‘their’ houses, windows and 
doorways. They are chased away (perhaps also house sparrows in 20, 21) or fly away 
of their own accord (18) or fly away forever or migrate (19). 

Pigeon imagery also typically includes a reference to *window’, often with a pos 
sessive suffix. Similarly NAM, where it occurs with ‘window’, *house’ or ‘doorway 
is more likely to be sim *swallow” than burus’.% 

   

  

     

18 fun'l nf ba-da-te sim™<"-gim ba-dal-e 
“The people are frightened. They will fly away like swallows. ! 

“The line is from the Old Babylonian version of a é-an-na  is-par. ki, the €r 
of the balag composition db-gin git dé-dé, and is part o a lament over destruction 
or abandonment of E-ana, caused by ‘the stom’, probably to be idenified with Enlil 
(although this depends entirely on mention of ¢{mu-ull-i in Tine 38). 

  

  

19 sim™ (var. omits muen) é-bi ba-ra-an-da 
@ 
(The gods decreed that Ibbi-Suen should be taken to Elam in fetters,) 

  

5 Gther examples of burs. .dal, in different contexts, are : [x] ba-anTARTAR byras™? mu-da-an- 
dalodal B 10, see Coben 1988: 225: a+34, Heimpel 1968: 453%: bo-r-tu-um 131 [...) muenmu 
bt (11 “my small) birds ... my bind” PRAK 2 C 121 s 89 of. Krecher 1966: 32 n. 79 
Pp. 196K burss ™ Juyy (hu-ymu-dai-dal: LU 282, Heimpel 1965: 453 
5 pSD> B p. 209 ‘Reading burus' for naw is based on context and parales: see sim.” (But it will be a 
long time before we get Pennsylvanian views o the word sim!) S the abe above, p. 25 
9" CAD gives thee clear bilingual “swallow” pessages, ncding two images: 
{m i) 5] g, i) 

na 10haci ki simanatanapras] 
I artle 1 fy around ik a swallow SBH p. 108 no. 56 rex. 43 

me-e S gim 4 K ko 0208 
anak kima sinani bid ina erribya 

When T ener houses like a swallow RA 33 104: 24 
S g bi-n baan-r-an-daldl-ne 
St ira giniSa Sapras 

(The demons) make the swallow fy away from s est CT 16 9§ 31, (Sec above fn. 43). 
$1ISET'1 222 L. 1492: 53 “The peopleC) are afraid, they fly away ke floks of birds” (PSD, reading 
burug without exclamaton mark, although copy shows Naw). CI. Cohen 1981: no. 32. p. 67 where he 

i Tun?] i badate sim™<-giny ba-dalc “The people?) are araid: they fly away ike swallows 
See Civl Or NS 41 87 
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    that like a swallow which has flown from its house, he should not rewm 
1o his city® 

  

In this line from the Lamentation over Sumer and Ur the editor has wanslated “like 
a bird that has flown from its nest’. I would prefer to read sim rather than burus' 
here. If this reading is accepted, we have here an image of a single swallow leaving 
the house where it has, perhaps, been bom. Young swallows leave their birthplace 
at the end of their first season and do not return. Adult swallows also leave every 
year to migrate. (In actual fact individual birds generally retum annually to exactly 
the same spot o nest and breed again, although this may not have been realised by 
pre-omithological peoples.) This seems quite a straightforward, monochrome image. 
A swallow is attached to *its’ house just as the King is connected to his city. Since 
the bird flies away of its own accord, or in accordance with its own instincts, the 
parallel with king Ibbi-Suen, described as taken prisoner in fetters against his wil, 
cannot be pushed. The point here is that it has been decreed that Ibbi-Suen has left, 
never o retur, just as the bird will not retm. Swallows leave quite irreversibly at 
the end of the summer in accordance with a law of nature. But the wider implications 

of the image (which might have included the observation that swallows, as a specics, 
do retum) cannot be pushed. Simply, as swallows leave their homes at the end of the 
summer, so Ibbi-Suen has left Ur. 

      

   
    

  

  

20 sim/burus'(NAM)™(var. omits muSen)-gim(var. ki-) ab-ta ba-ra-an-dal- 
e(several mss. - ujo um(several mss. im)-mi-gus(var. adds 
He made me fly away like a swallow/bird from the window; my life is 

consumed®* 
In this line from a section of Ninmesarra, Inana speaks in the first person to describe 
how the god Nanna has driven her from her own temple. Here it i a litle uncertain 
whether burus or sim should be read, but the mention of the *window" makes it more 
likely that the image is the relatively common one of a swallow flying away from the 
window opening which it regularly flts around, than that of any small bird flying from 
any window. The birds which perch on or flt around the window openings of temples 
are frequently referred to in poetry, and also used as an image for the personnel of 
the temples, so that the choice of this image for the goddess herself has an intrinsic 
relation to the reality and is an organic growth from the description of the building, 
rather than a structurally appropriate but otherwise unrelated metaphor. 
21 Yudug digir'-bi burus! ™" kar-ra-gin; ab-ta fb-x-dall 

He made the udug demon, its god(?), fly out the window ke a flecing 
birdst 

       

  

  

   

5 Michalowski 1989: 38 137, His text gives burus with no exclamation mark, but Nav is clar i thice 
mss. “(They decreed) tha, ke  bird which has flown (from) its house, he will not retrn o his ciy 
(PSD, reading burus. 
53 Hallo and van Dijk 1968: 105, section where Nanna “has driven me from th tempie’. ‘Like a bird he 
made me fly from my window’ (PSD, reading burus’). Note the causatve use of he verb. 
S4STVC 73 rev. 14 (5me-Dagan Hynn mo. 9. no cditon). Sign unclar but probably burus: pehaps Nav 
was intended. CI. Heimpel 1968: 457, Other examples of burus ... kar, in dificull contexts, are: burus- 
Karacbi I dam “captured’, “escaped” (1), NCBY 688422 = B 36; Cohen I985: 840-3; burug-kar a: 
KAR 298 rev. 23 Gincantation), burss-KA-r-bi ..} /su- (... LKU 14 56" cultsong: part of LKU. 
13, 

  

  

   



    

    

‘This line s from a composition which is probably an adab of Nergal with prayer 
for ISme-Dagan. The subject of the sentence is probably Nergal, but it is a difficult 
conext 

A comparable image occurs in this extremely difficult passage from the disputation 
between Grain and Sheep: 

171 6-¢ gén-né izi in-ga-dib-ba-gim 
172 é-bi ka-ba sim™*" dal-Ia ba-ab-ra-r 

E: éba' kal-ba' F: €-bi ka-ba (ka for 
Us: )'muSen’-gim "bi-1[x] x-dal-gi 

173 8 si-ig kalam-ma-¢ ba-ni-ib-ku-re-en 
Like fires beaten out in houses and fields, 
Like (2) flying swallow(s) which are fleeing/chased(?) from the door- 

way of a house, 
You are made like the lame and weak of the Land™s$ 

  

     

  

Here Grain speaks to Sheep on the theme of Sheep’s exposure to dangerous living con- 
ditions. The image in line 172 seems to me more likely to refer to swallows (sim™3<%) 
fliting round the doorway of “their’ house, rather than to small birds (burus! (NAM)) 
being chased away (as taken by PSD; Alster and Vanstiphout have ‘sparrows”). The 
sense of the verb is unclear: whether active “flecing’ or passive . since the 
prefix ba- can be taken cither as separative ‘away’ or passive.% Ms. Us seems to have 
the verb dal “fly away’. So I would tentatively suggest that here the sense appears to 
be that the swallows darting around the doorway of a house are puny and exposed to 
danger, a simil for the life of the sheep. But this is very uncertain. 

        

  

22 143 sag-gig W™-gim ab-lia-s : 
mut-ru-us gag-qdd ki-ma su-um-ma-ti ana ap-i 

144 burus™-gim an-na bal-e 
ki-ma e-ri-bi ana AN-e 

145 musen-gim ki-dagal-la-5¢ ba-ba-ni-fb-dallu 
146 ki-ma is-sur AN-¢ ana a-Sar rap-Si lit-ap-ri-is 

May the headache fly away, like a pigeon 1o its window, 
Tike a small bird/like locusts up into the sky, 
Tike a bird into an open space’? 

5 Lapar and Atwan 1113 
Like fre besen out in houses and felds, 
Like sparows chased romthe door of  house 
You are turned ino the ame and weak of the Land (s0 Alste and Vanstighout 1987, See Z4 57 106 
€ Loxeally s usully wansitin, botcan b rapddi ;- = il (i play knuckieboes’. 
7 Non Weiher SITU I p. 25 no. 2:143-6 (5B udog-bul sy, dupl. CT 17 22 139-44 wih slight 
139 g g W [ ] abest 

  

141 borugmtgin [ fan)-bal.st 
kima aribil )xAN-e 

148 i i G- rap-3i l-ap-ra-G¢ 
may (he diseas) fly avay like o bird o the deser (. wide place) (CAD s.v. giru 1(b). 

38



The interpretation of this sequence of images, occurring in the Standard Babylonian 
collection of incantations udug-hul-a-mes, is difficult. Possibly all three refer 10 birds 
(pigeon — small bird — bird). The Babylonian translator’s view is not clear: cither he 
thought that burug here should be taken as aribulerébu ‘rook, jackdaw, raven’ or as 
“locusts' (AKK. eribi & aribi). (As a logogram in Akkadian, BURUs.MUSEN is regularly 
1o be interpreted as the latter 

B4 Birds 

  

ing suddenly into the air (23-5) 

In this group of images, using the verb zi ‘rise up’, another technical problem oc- 
curs with idenification. The bird concerned s regularly written buru-dugud™" (or 
burug™-_dugud), lterally *heavy buruy’. Although the PSD treats it simply as an 
expression for *huge flocks of buruy’, this may well be a designation of a specics 
(however that term is understood). In any case the bird in question s almost certainly 
the rook (German Saatkrihe), which is granivorous and gathers on fields in huge 
flocks 

23 nimgir-c kur-kurra si gb banira 
unugh-[ga) zi-ga lugal ba-da-ra-d-c 
kul-aba¥ zi-ga en-me-er-kdr-ra he 
unug zi-ga-bi a-ma-<ru->kam 
Kul-abal zi-ga-bi an dungu garra 
‘muruy dugud-giny ki hé- 
saar pes-pes-bi an-e mu-un-Si-b-ds 
buru,-dugud™<* numun-sag-5e 2i 
Ii-ujs-lu-ne na-an-ni-pa-de 
Se5 Ses-a-ne gizkim na-an-gé 
lugal-bi sa-ba DU 

‘The herald made the ho signal sound in all the lands. 
Levied Uruk took the field with the king, 
Levied Kulaba followed Enmerkar. 
Uruk’s levy was a hurricane, 
Kulaba’s levy was a clouded sky. 
Though they covered the ground ke heavy fogs, 
the thick clouds (whirled up) by them reached up to heaven 
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al members of the family Convidae ar found in Mesopotamia. These are: (1) The Hooded or 

Pied crow (Corvus corone capellans, s colout varant of the Carrion crow [Corvis corone corone), wih 
a white head or neck. These gather in flocks. There re no all-black crows in Mesapotamia. 2) The Rook 
{Corvus Jruilegus), which gahers in huge flocks, and is granivorous. Meinertzhagen recorded 2 flock 
of 143000 fooks near Khanagin in the winter 192273, (3) The Jackdaw [Corvs monedila, which also 
ocks, sometimes in mixed flocks with rooks. This i the smallst o the Corvidae. However, “crow’ is 
colloquilly used, a in “scare-crow'. (4) The Raven [Corvus corax],the biggest of the Corvidae by fo, 
Tound i small groups or solitary. Ravens cat rabbit, sometimes kill lambs, are scavengers, and are not 
aranivorous. Tt seems likely that Sumerian uga is the raven; and that buruy i the rook (or the smaler 
ackdaw). Since the term burus-dugud may be an indication of size, it is passible that this disinguished 
Tooks from jackdaws (which sometimes flock together with r00ks). 
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As if to buru-dugud on the best seed, rising up; 
he called to the people. 
Each one gave his fellow the sign. 
Their king went at their head 

passage from Lugalbanda in the Mountain Cave follows a description of the 
furious preparation by the army of Uruk, in which the soldiers are compared to 
various atmospheric phenomena. I tentatively translate line 32 according to the sense 
of zi, assuming the image to be that of a large flock of rooks, already ‘on’ or ‘at’ (- 
the seed in a field, flying up into the air all at once when disturbed. When the order 
1o set off i finally given, the dust-cloud caused by their sudden activity resembles a 
flock of birds suddenly rising upwards. It seems o me that the special power of this 
relatively common image is focussed in the sudden movement upwards. There ma 
be a double comparison, both between the movement (on the ground) of the soldiers 
in setting off and the birds, as well as between the rising up into the air of the dust 
cloud caused by the soldiers and the birds. Probably there is also an implication of 
raucous noise. 

    

  

    

    

  

24 mu     

  

un-ga-gujo buru,("<")-dugud zi-ga-gim Ri-Ri(dal-dal?)-da ha-ba- 
zi 

H: RURI-G K: [RILRI-e-bi N: [RIRI-do%0 
My possessions have moved off, flying like buru-dugud rising upé! 

This passage from the Lamentation for Ur is from the beginning of a section of lament 
sions. Superficialy the image resembles 

burus-musen...dal (above, nos. 16, 17) with s reference to the 
   

% Lugalbanda 1 24-34; text sher Wilcke 1969: 196; Civil, computer program SPI; and Wilcke 1976 
15, “Like huge flcks of crows moving against the best secd" (5o PSD). Wikke 1963: 196 (where the 
Sumerian text has bur ™52 by misake for buru,-dugud™5): “Wie Heuschrecken, dic zu jungen Saat 
Hin aufliegen,ruf r () dr Heimpel 1965: 4461 
 Kramer's text eads Ris-bi. Ciil's text reads des-deg-ga (50 therefore “snuck down, lost, cau 
perish' maqd Tex2. vt “Rying’ bt the Sense seems less god). 

" LU 275; Vansiiphout's evision of Kramer's text apud PSD: “my possesions have been moved sway 
like huge flocks of crows on the move” (PSID): my stors forsonth rose, taking wings like th rsing of 

aheavy cloud of locusts” (Jacobsen 1987 464); ik heavy locusis on the move” (Kramer). But dugu is 
found only with buru, ‘rook ec.” Cf. Heimpel 1968 452. Contast the line using a quite diferent image, 
bid. 2821 (et afer Civily 

burus-musen-uyo hu-m-da-daldal @ ud-gujo ga-m-dug. 
gig-indus-ma-2u sshar-e ha-ba-ab-lahg-e-e8 & mu-l-u10 ga-dm-dugs 

My Tt birds have flown away from me: 1 shall cry “ass, my city 
my slave gils nd boys have been caught (Paken away) ... 1 shal ry “alas, my people™ct, 

which to me implics that here ‘my il birds” are dentified a ‘my slave girs and boys (aking la 
= ebell “cach (birds) with a nevline’). The tranlation of Jacobson 1987: 465, reads: 

Veriy, avens have made my birds 
fly away from me. 

t me cry: “Als, my ciy!” 
My child siave girl 

Wwere vl driven off from heir mothers (2) 
capive, let me ry: “Als, my city!” 

Another occurence of buru-dugud = i: 
Se-i Kidugg-ba nuSub-ba bury, ™50 dugud-d pu-a (var. 1-9) 
1t grain which had not falen on fertle(?) soil is carried off by rooks’ (Summer and Winter 279). “lis 

grin which does not fll onto fetile() soil i taken away by huge flocks of crows’ (PSD). Read instead 
Se-bi ki-dujo-ba u-Sub-ba bury,™7-dugud bi-deg-4 (the noun should not b in the agentiv). 
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   ‘general transitoriness of possessions, but the bird name is written here as buru(™")- 
dugud, so it seems clearly an image derived from flocks of rooks rising up suddenly 
and flying off, rather than (as in exx. 16 and 17) of flocks of small birds wheeling 
around into the air, settling only to rise again. On further consideration it appears 
completely different from the other image. Here the emphasis is on sudden, noisy 
movement up and away, as a metaphor for the violent, predatory spoliation of the 
goddess’ possessions. The image in examples 16 and 17 is instead a generalised 
reflection on multiple events — the perpetual inability of material goods to remain in 
the same hands. 

  25 gi buru,™-gim d-numun-ba mu-un- 
Reed rose up as rooks (suddenly rise) from their alfalf 

‘The context here concems the separation from each other of Tree and Reed, which 
have been born as twins to their mother Ki (Earth). Tree runs away from Reed and 
makes its shoots grow in the mountains.®* Reed rises up (as described in this line) 
and causes thick reedbeds to grow in the marshes. 

  

   

These examples of metaphorical language, selected according 1o subject matter from 
a wide range of contexts, should serve 1o illustrate some preliminary points about the 
nature of figurative imagery in Sumerian poetry. I have not been able to study here 
aspects such as running imagery, or broader images such as structural metaphors, ¢.g. 
the parent/child : god/man relation; or the way in which the setting of a narrative 
can itself be a symbolic metaphor, ¢.g. the dark tnnel through the mountain for 
Gilgames® joumey towards self-knowledge (in SB Gilgames) or themes such as the 
motif of solitary trees. These require more detailed study of individual complete 
compositions, proposed at the beginning of this paper as an altemative approach, and 
must be deferred until another occasion. 

None the less, certain observations can be made on the basis of this catalogue. It 
is interesting, although not directly relevant to the general use of imagery, that only 

    

  

@ Tree and Reed 16; “The reed stood up ke 8 crow in th ... grass’ (PSD) - beter “from ther .. gass” 
. Heimpel 1968: 448€. Civil, AfO 28 65 (Enil and Namzitara), has @ note on vga ‘rven’ and burus, 
burug“burug s used almast exclusively in comprisons” (presumably as compared with uga): Tree and 
Reed 16, Lugalbanda 132, Ur Lament 215, Summer and Winier 279, (The lst hre al have buru-duguc.) 
Images with buru in s sense ‘locust” arc: 

215 burus(var, buragyP€0-gim 2 edatvar, <-an>)rsh 
“ou can chew up the fld) ke locusts (var. rooks” SP Coll 3183, SP Coll 792. Alser RA 72 

104 (= 792 ranlates (burus!) the fed was compcily devoured by locust'. CF. Heimpel 1968: 457. 
Ths s the only case 1 know where burus aicmates in he mss. with buru 1 tke é-da- s deived from 

da 
BurunuSe iy -ziga-gim / ioma tsb eri- (i) 

CT177iv 17-18,tabiet N ofan incantation seiessimiar to -5 gig-ga-mes. Hre the Akkadian gloss 
Suggests srongly hat burus should be take s ‘ocusts. 

I the difficul pasage in Deathof Dunici 775 
burug ™5 bury <o dinna AR odin ga-gin LHAR 
4 buryg ™€ e - e mun- AR din g2 

Swarms o locusts swrled(?) in he Sippe,the sipe swikd(?) ik ik Gna chum) 
again the swarms - thee being o applerees ~ swirled in the siepp, the seppe swirld lke milk 

© Lines 145 

  

   
  

  

  

  

  

  

  

     
 



   certain aspects of birds® appear to feature in imagery. One might have expected birds 
10 be characterized in terms of their brilliant colours or the noises they make — the 
aspects which strike us as typical or as specially beautiful or poetic. The chirping 
of birds (rather than birdsong as something beautiful) is referred to but not used as 
a simile.5$ The voracious appetites both of rooks and locusts forms the subject of 
images® (as does the cating of locusts by man).& Otherwise the aspects which are 
drawn on are the catching of small birds (both by human fowlers and by falcons); 
flocking together, lying or wheeling in the air, and especially fearfully fiying away: 
and rooks flying he air in flocks. 

Some im vely frequent, i.. occur three or four times. However, this 
latively small literature, even including fragmentary texts as I have 

deliberately tried to do. Whether we really have enough extant literature to cstab- 
lish true topoi (commonplaces) is debatable. Even the scemingly frequent pair tig- 
gim....dul, gada-gim...bir occurs only five times in the Nippur corpus (tig-gim. ..dul 
on its own a further five times). Conversely because an image s preserved only once 
we cannot claim that it is unique or original. 

In any case, formulaic or multiple use of imagery is not quite the same as formulaic 
language. ‘Formulaic’ imagery is not always used for the same effect or with the same 
content. Investigation of differing individual contexts is crucial and reveals that such 
expressions by no means always express trite thoughis or the same thoughts 

Consideration of the imagery based on sim™V/burus™". . dal (swallows or 
small birds flying away; exx. 18-22) shows this. The comparison of possessions 
10 birds may be a formula, but they may be small birds wheeling around without 
setdling (exx. 16-17) or rooks taking wing suddenly from a comfield (ex. 24). This 
observation is a particular result of following one species of imagery throughout the 
literature. 

Some images are used in a way which may be called ‘monochrome’, i.e. draw 
upon only one point of comparison with their referents, and indeed would become 
inappropriate if more detailed correspondence were to be pressed. The description of 
Tbbi-Suen (ex. 19), leaving his city never to return, as a swallow flying away from the 

    

  

    

  

   

  

  

  

  

    

    

  

     

  

  

    Here only burus, buru and buruy-dugud are discussed. However, it s clar that fow othe aspects 
of other birds form the subjct of imagery, sce Heimpel 1968: 380-457: the cooing of pigcons (no. 
59),always inerprted as lamenting: mother and baby birds (57.11, 64.10) a pigeon picking at food on 
ihe ground (mo. 39; the claws of cagles (76.4-9): the wingspan and scrcech of the anzu (no. 77); the 
(apparently agreeabie) sighing of unusual birds (57,13, Cursing of Agade); colourflness of dardar bird, 
but only in comparison with another bird (63,1 
' GEN 48 burus uq-zal-leSegy gi-is-da = 92 musen-burus™ e, ‘at daybresk when thebirds begin 

10 chirp’s EWO 99: burus! ™2 bi gud-ba Seg,, mu-da-an-is-gia “is binds chirp to me in their nests’ 
Af0 23 43 sect. IV 1-4 (ncanition: g1-2-£a-1a burus 213 -um-me  burs 1 ka-bi nu-tgmma/ na 
erd iam syiru Sabiri mé a ssir o ubla ‘st dawn, before the birds arie(?)(AKK. ‘chirp), before  bird's 
eak has picked up wat 
 See the proverd cited in f. 62; Krebernik 1984: 54 no /1(a) kur buras pS Bl mu-gur-gim “lke 
‘swarm of ocusts eating “honey-figs” in the mountanaus land” (OK Sumerian ncantation from Suruppag). 
7 1n the notabl simile desribing the behaviour of the Asag, n Ligale 9% 

edin-ba mianie-b i-gug mi-ni-fo-duy | burs(var. adds ™) re-eSvar, €9 S mini-b-hu-uz 
edin] 2 maS-anie-b i-gug mi-ni-in-dd burs-gim Su mi-ni-b-hu- 2 

(561 DN bud-Su 1q-gi-ug Ki-ma ar-bic (vr. e-ri-bé-e) i5a-a-me 
“He bums up the wild animals of he desert, he roasts them as if hey were locust’. T “He les his 

herds sarve on the tcppe, h roasis them like locusts (PSD): “Le bétil de I steppe ft brl, fut 1ot & 
T maniere des sawereles’ (Atinger 1993: 734) 
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    house where it has been bom, is such a ‘monochrome” simile. Several other aspects 
of the situation are quite unlike a swallow’s departure: the king is forcibly taken away 
by extemal agents, against his will, in fettrs. 

Other images are much more than structural literary devices serving merely to 
decorate the text. Images such as those of Enlil the Fowler (ex. 1-4) or “The gods are 
small birds’ (exx. 7-10) are extremely rich and profound, and have many implications 
and ramifications. This is doubtless connected with the fact that their referents are the 
personac of deities, Enlil or Inana, and their context is contemplative and independent 
of time, rather than issuing from a linear narrative structure. These images verge on 
the religious or mystical rather than the literary, and they are closer to symbols. Then 
the image can become an object of exploratory contemplation i its own right in which 
greater depth can be lent to the comparison than is explicit in the detais present in 
the text. The fertile image of Gula being chased like a bird from her temple (exx. 
11-13) is a reflex of that of Enlil the Fowler and belongs here too, s perhaps does 
the proverbial image of material possessions as flocks of small birds, unable to settle 
anywhere (exx. 16-17), 

Some images are an organic outgrowth of the real situation which they are intended 
o illaminate. Thus the swallow in a building (ex. 20) is an appropriate choice o stand 
metaphorically for the building’s goddess, because the actual building will itself be 
inhabited by swallows as well. These images too are closer to symbols, because there 
is some intrinsic connection between the signifiant and the signifié. 

Rooks feeding on a comfield may rise up suddenly (ex. 23), raucously cawing: 
and the movement and noise of this can be used to illuminate the (relatively) sudden 
departure of an army when the word is at last given and passed along the line. At 
the same time the rooks rise in a flock into the air, and the army creates a (slent, 
but rising) dust cloud which billows upwards as the army sets off. In this case two 
aspects of  single image function separately 10 illuminate two aspects of the situation 
referred to. 

A related phenomenon is that of paired or intertwined images, where one comple- 
ments or fills out the implications of another. A pregnant example is the Lugalbanda 
passage (ex. 15), where the heroes of Uruk crowd Lugalbanda as if they were small 
birds, and then feed him as if he were a gamgam chick; the overall situation is illumi- 
nated by aspects of both images. In such pairs, either image or both may individually 
be used in 2 monochrome way. In “The gods are small birds” (exx. 7-10) Inana is 
first a falcon preying on the other gods, then a single wild cow who walks ahead 
while the wild bulls mill about or butt each other. Such metaphorical structures arc 
formally quite unlike the extended multi-line similes of Classical epic or the complex 
interlocking conceits of the European poetic tradition. Instead Sumerian poetry has the 
particular feature of image groups, which I have only touched on here and postpone 
a fuller discussion of to another occasion. The foregoing must suffice a a prelim- 
inary survey of some types of literary imagery in Sumerian. It is a fertle field for 
investigation, and its further study will draw out the close organisation, complexit 
and subllety of the Sumerian poetic corpus — in short, increase our appreciation of its 
literary qualities. 
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  MAGIC AND M(IS)US 
POETIC PROMISCUITY IN MESOPOTAMIAN RITUAL 

Jerrold 5. Cooper 

The poetry of incantations has been the subject of a serics of brilliant studies by 
(in chronological order) J. and A. Westenholz, P. Michalowski, E. Reiner, and most 
recently, Niek Veldhuis.' When the call for this second Groningen Workshop arrived. 
1 had just finished reading the Old Babylonian love incantations from Isin published 
by Claus Wilcke,? and had been especially intrigued by the lines arahhi ramanima 
aralhi pagri, “1 inseminate mysclf, I inseminate my body,” which scemed cither the 
height of lterary narcissism or the literal fulfillment of a common American curse. 
In pursuing the parallels 1o these lines cited by Wilcke, to which A. Cavigneaux has 
kindly added an unpublished OId Babylonian text from Tell Hadad, I was struck by 
the fact that despite the appropriateness of the verb refi 10 an erotic context, none of 
the other parallels was used for love magic. Here was an opporuunity then, to explore 
“the matter of linguistic selection in poetry,” if not exactly in the sense intended by 
the conveners in their call for papers. 

The Isin incantations are mosly recited by a female, and some sce to have male- 
female dialogue reminiscent, on a larger scale, of the old Akkadian love incantation 
MAD 5 83 Another peculiarity of the text is that two men are addressed by name, so 
it seems to have been compiled for a specific circumstance.* The phrases that interest 
us occur in the last incantation, or the last but one, if the two-line Sumerian text on 
the left cdge is counted. The pronouns in the last four lines indicate that a woman 

peaking, but a man probably speaks the first five, including those that we are 
investigating: 

 x-mu-um inaSSi pala ramanisu 
u alpum inasSi pala ramanisi 
kima narum irhi kibrisa 

i ramdnima 
arabhi pagri 

  

    

  

    

  

   

  

  
T3, 2nd A Westenholz 1977; P. Michalowski 1981; E. Reiner 1985; N. Veldhuis 1990 and 1991 
2 Wicke 1985 
> Atleast lines 25-29 there are spoken by a woman, and nol, s 
argue, by 4 magician. 
% Saree with Scurlock 1990 that Wilcke's ent-priestes Egirtum does not exist (read, with Scurlock, 
pitirimy, and that his reconstruction of the text's scenario is fanciful. However, she is sarely incorrect 

Yo' de-exicie the import of the ncantations whose rubrics are not specfically marked “fo love.” In the 
iiram incanation for cxample if we take ina bbika o . 57 a synactically part of of 1. 56, the woman 
15 saying (0 the man: “Why am 1 absen, am I not present in your heart? The dog lis,th bor les, You. 
ow lic with me, $o 1 can yank on your “bistest” Take me for what is yours, and male it mine!” This is 
Sery close o the nding ofthe first incantation on the ablet (20 “May no siange woman come 10 you! 
“The dog i Iying down, the boar s Iying down. You! Lie ever down between my legs!” In other cass, 
Searlock's argument tht the incantations resemble mere general incantations for control or advaniage or 
‘assuaging anger 1 apt, but this i because these mare general ncantations have:becn adapted in th Isin 
Compilation o eroic purposes (see below). 

he Westenolzes in Westenbolz 1977   

  

  

  

  

      
  

4



   

    

uptettikun sebet babiya erra-bani 
[xx] X x 2u ka ri Ka ta am ui-ta-ad"-di"-ir 
[x (x) GJA-am aptasar S 

120 {at]akkl libbika Siutagtiam ina sériya 
(man): 
And the .3 lfts up its own rod 
And the bull lifs up its own rod 
Like the river inseminates its banks, 

115 inseminate myself, 
Tinseminate my body! 
(woman) 
Thave opened up for you my seven ori 

    

s, O Erma-banits 

- Thave released/loosened it, 
120 Whatever is constantly [con]sumin 

respect to me! 
Given the tenor of the rest of the composition, it seems like a masturbating man is 
taunting a love-hungry woman, who replies that her orifices lie waiting at his disposal,” 
recalling her boast near the beginning of the tablet (16fF): 

Thave detained you in my hairy ‘mouth,’ 
In my urine-genilals, 
In my mucus-‘mouth,” 
In my urine-genitals. 

‘The lifted rods scemingly need no explanation, though they have no parallels else- 
where. The image of the river which builds up its own banks with fertile soil is 
particularly appropriate 10 the theme of self-insemination, and occurs again with our 
phrases on the Old Babylonian tablet YOS 11 2: 

arabhi ramani arahhi pagri 
Kima narum irhi kibrisa 
Kirban sigim 
eper Sulim 

5 Serhan sigim 
Sim Kirim 
x-a-nuwi-ma gigipum 
illakuma 
inaddima 

10 la inammusu 
1 inseminate myself, I inseminate my body, 
Like the river inseminates its banks, 
Clods of the street 

  

? your heart — bring it to an end with 

   

  

    
  

5 Accord the fst sign camnot be RI (Fo rimuns “wild bull’), and he tentatively reads SU 
(Gimum “leek™, imagning, | suppose, the tall salks of alliaceous pants, 
¢ Note how the proper name is tacked onto an already long fne. In lnes 30, i s especially apparent from the thythm tht the personal name in 1. 30 s extrancous. The same is tme for Iddin-Damu in | 100 

7 Note tnat babu s atestd as the opering of the vagina, anus and mouth. If “scven” is 1o be taken lierally, the four remaining orfces are th cars and nostil, but perhaps the rumber s an alusion o the seven gtes of hell 

  

  

  

    



  

    

   “The dirt of the alley, 
5 A tomrent of imigation 

The thirst of the garden. 
‘The scorpion 
They shall come, 
‘They shall cassettle 

10 But they must not move/go away. 
Following Werner Mayer.® the image of the river in this text is followed, not entirely 
appropriately, by the image of clods of dirt in a street ultimately being trampled down 
into the hard dirt surface, and a dry garden moistened by the flow of irrigation. But 
rather than love magic, we more probably have an incantation (o protect against or 
heal scorpion stings. Here, the self-insemination can hardly be an auto-crotic boast. 
What it signifies, as Mayer already understood, is made clear by an unpublished text 
from 0B Tell Hadad that Antoine Cavigneaux has shared with me: 

APIN! (AK) erseta ira 
fakkan ramanasu uiiap 

ligimma ramani lisip Siptan 
bissir kalbatim 

S bisgir sinnistin 
akkan ramanasu ussap 

lisip ramani lisip Siptam 
kima *Sakkan uSSapu ramansu 
ab-zu’ immeri kalimi 

10 ahza kalimatum ma'-ri-s 
Sipat ramaniya yiti alzini 

The plow inseminates the carth, 
akkan enchants himself. 

Let me enchant myself, let me enchant with a spell! 
The vagina of a bitch 

5 The vagina of a woman 
Sakkan enchants himself, 
Let me enchant myself, let me enchant with a spell! 
As when Sakkan enchants himself, and 
‘The rams and lambs are *seized,” 

10 The female lambs are *seized before him, 
So, spell (that I cast) on myself, seize me! 

In this text, rehi is replaced by wasapu, a spell (Sipni), enchant.” calling 
to mind the non-sexual use of rehi, as when slecp or disease are said to envelop or 
perhaps, better, penetrate an individual? s use in the D-stem for “to bewitch,” as 
well as the noun ruhit “witcheraft,” and other derived forms. The speaker is c: 
a protective spell on himsclf. Despite the vaginas, there is no love magic here; the 
speaker wants his spell 1o take hold of him (1. 11), just as a vagina holds on to a 
penis,"0 and the sexual imagery was no doubt suggesied by rehi in the first line. 

  

           

  

  

  

  

  

    

    
  

  

  

  

5 Mayer 1992: 378) 
9 See Mayer 1992: 378; Stol 1993: 16 and 61f. 
10'See not 16



    

‘The seeder-plow does indeed inseminate the earth,"! but it is not the good parallel to 
self-insemination or self-enchantment that the image of the river and its bank is. And 
what of Sakkan? What is referred to by a self-enchaniment of Sakkan that c 
sheep to be “seized”2 We will return to this question later 

Cavigneaux's discovery of this unequivocal use of waidpu allowed him to find 
the verb at the beginning of another OB parallel (1M 9 73 rev.), which follows an 
incantation for dog bite: 

f -ap-ka ramani 
5 a-{ra-all-hi-ka pagri 

kima a-sa-lu-uh dax [ | 
irhi ra-ma-afn-ulSa] 
TUENNENURI 

T enchant you, O myself! 
5 Linseminate you, O my body! 

Justlike 
Inseminates itself. 

And again, he found the same verb in a fist millennium parallel (AMT 67 3): 
EN; us-Sa-ap' (s0 Cavigneaux) ramani arahh 
kima 4 Sakkan ir bilsu vz, kfa- 17 

S Us immeraia M1 ANSE miirasa AM TUEN, 
T enchant myself, I inseminate y[ou, O my body.] 
Like Sakkan inseminates his flocks, the she-goat its 

S The ewe its ram, the she-ass its foal. 
Here is Sakkan with his flocks again, and he appears once more, together with the 
seeder-plow, in Magli V] 

arabbika ramani MIN pagri 
Kima “Sakkan irhi bilsu 

25 Uy immersa MAS.DA; armasa Mi, ANSE miirsa 
epinnu erset irhii erseti imhuru 2zrsa 
adi Sipta ana ramaniya 
lirfi ramanima lisési fumnu 
u kiSpi Sa umriya lissuhu 

30 ili rabin 
I inseminate you, O myself, I inseminate you, O my body, 
Like Sakkan inseminates his flocks, 

25 The ewe its ram, the gazelle its buck, the she-ass its foal, 
(As) the plow inseminates the earth and the carth reccives its seed, 
1 have cast a spell on myself. 
May it inseminate me, may it expel the evil, 
And may the great gods (thereby) remove the witcheraft (from) within et 

Similar, but briefer, is the final parallel, from a collection of sa-gal-la incantations 
(CT 23 10F. i 26ft.//4: 9FF.): 

arably ramani arahhi pagri 

     ses 

        

  

    

      

TT"For the sexaality of the plow, sce Wikke 1987, 
2 See note 1 for possible resorations, 

   



     
      

  

    

      
  

   
       

        

  

    
    

       

    

  

    
   

     

     

    

      

     

     

    

   

     

kima (B omits ?) kalbu (A adds u) kalbata Sahi 3ahita lirta)kbu (B litabku) ina 
| sérisu 

kima epinnu ersetu irbi ersen imjuru 2 
limur (B irhi) ramani lihi ramdni T(UGEN; 

1 inseminate myself,  inseminate my body, 
Like a dog mounts a bitch, a boar a sow 
Like the plow inseminates the earth and the carth r 
May myself accept (the spell), may it inseminate myself! 

    

   
    

   

    

Curiously, none of the first millennium cxamples retained the river bank simile, the 
| mostapt image for the theme of se-insemination. Most problematic is Sakkan insem- 
| inating his flocks, rather than, as at Tell Hadad, enchanting (or inseminating) himself 

At Tell Hadad, Sakkan's action protects ovines young and old, male and female. In 

Magla VIl and AMT 67, we must have, because of the phonetic atraction of refi 
2 comuption of a passage in which Sakkan, as we expect and J. and A. Westenholz 
suggested,’ is tending, 7e' , not inseminating (rehd), his flocks.  The pairs that fol- 
Jow should be mothers and young, as is the final pair (she-ass and foal), suggesting 

akkan tends the flocks, the she-animals tend their young. But because of the 
m tending to inseminating, the young were replaced by mates in the case of 

the ewe and the gazelle.* This incomplete transformation, as well as the failure to 
invert the order so that the male would come first, make for syntactic and semantic 

| awkwardness of the first order, as 1. and A. Westenholz noted. No wonder that the 
‘ Sakkan theme was omitted altogether in the sa-gal-la incantation, replaced instead 

by copulating dogs and pigs, two animals which also occur together as exemplars of 
| animal sexuality in the Isin love incantations. ® 

  

   

  

  

    
      

  

At this point it is important to emphasize that the versions of the aralhi incantations 
are not as close to one another as the versions of the “Cow of Sin.” “Heart Grass,” or 
  

3 J& A. Westenholz 1977: 215 n. 31 
14 Unless, of course, thre i a story about Sakkan making love 1o his animas that we do not know. His 
behaviour in the Dunnu Theogony betrays a healthy sexual appedt, and we Know that the moon-god both 
tends and loves his herds. 
I5"In AMT 67 the she-gost s paired with fa- ], which might be estored kazz,a young, sexually mature 
buck, or kalimu, usualy designating 3 lamb, but once, in an exact paralel 10 the AMT 67 seies in MAD 
55, used for “Kid" : UZs Ki-luema-saig Us SILAG- 1 -16-num muera-as. Ci. A. and 1. Wesenbolz 
1977 

‘ 16 Wilcke 1985:21 and 200:57E. The dog is an ap choice, since during copulation it penis svells nside 

    

     

  e DK e e i Constns rd  CEig  E  Soptory e e 0 
he T i et chd sbve, ad Saphcly vk i S ga. o 
Vi of Ch T st e o ) A e vagia f 5 G hols 

| ey agiv hl o s pemel (s 16T S0 Ak BB 12 11 v 71 i s 10 
e e st do oo o pesars, e the cotst " vagin it neer s 

| LR o i 988 eren coutcy T Hn, The s s prbaly chosen e of 15 
. ot s e o s i/ pechue o the Smparively 1t vome of 

et b chctae. 1. Pond and Houpt 978 15 nd. Coe and Cpps 199- 151 (terences 
oy ot sl s of shAGoan Pt 1 kel 1o O s 0un 

e oo Votonef on o Pt A3 630, ot AT et D 
ot e te T M iy e b simony of WARKEs ool fomant 

‘ T Ko oo und Semwcnh e merschic S Sl s WIKke 1985300 

  

           

  

  

  

Dogs and pigs, both animals who are found in town and eat scraps, often appear togethcr in Akkadian 
{exts, and once can even be found copulaing together (CAD s.. Safd). 
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   Michalowski's “Gall.” Particularly for our texts, Veldhuis' sirictures against the notion 
of an original text are valid,"” but f we are going to follow his injunction to make sense 
of each version whenever possible, and ry to di 
may have understood it, and, especially, why and how incantations get reworked, 
then we must insist on including a diachronic dimension to our investigation. Unlike 
the “Cow of Sin,” “Heart Grass,” or even “Gall,” there is no namative structure in 
our incantations, and there would be none in a hypothetical Urtext, if we happened to 
believe in such a thing. Rather, a single performative phrasc - “I inscminate (enchant) 
myself” — is augmenied by similes and metaphors that serve to both explicate and 
intensify the prophylactic measure of self-enchantment. Since, as Veldhuis reminds 
us, metaphor and simile are basic to both poetry and sympathetic magic, so that “the 
effectiveness of an incantation is dependent on its poetical quality,™ incantations are 
poems, but poems of a particular type. On the one hand, “the incantation is not just 
apoem, it is part of a magical ceremony which is intended to influence the future,” 
which cannot but resirict drastically the poetic choices of the author. On the other 
hand, the “mechanics of tradition” are not the same for incantations as they are for 

other literary texts, and the “phrases and structures” of magical language are flexible 
and adjustable. As oral rites, incantations are very susceptible to change, but because 
they have a definite purpose, there is a limit to the variation, which, as Veldhuis puts 
it, accounts for both synchronic differences and diachronic similarities 2 

When Veldhuis writes of an incantation’s “poetical quality,” I am certain that he 
s quality of being a poem” and not “the quality of its poetry.” As we have 

already seen, the metaphors and similes chosen to reinforce self-insemination vary 
in their apiness and, in the sequence of Sakkan’s animals, can be confused. Of the 
three reinforcing figures that occur more than once, the image of a river fertilizing its 
own banks is the most appropriate. The image of the seeder-plow fertilizing the carth 
reinforces rehi, true, but reflects nothing of the do-it-yourself character of arahhi 
ramani. And the episode of Sakkan and his flocks, as suggested carlier, must have 
gravitated 10 this incantation solely because of the phonetic attraction of rehi for an 
original re’i 

“The incantation has an essetially prophylactic purpose: the reciter is enchanting 
himself, inseminating himself with the power of a spell o keep him from harm. This is 
most explicit in the unpublished Tell Hadad version, where instead of the ambiguous 
verb rehi “inseminate,” we have only the rare waspu 1o enchant, cast a spell,” the 
verbal cognate of Sipru “spell, incantation.” But behind the Tell Hadad text must lic 
one that included the verb ref; otherwise, there would be no way to account for the 
first line, epinnum ersetam iralhi “the plow inseminates the carth,” nor would the 
presence of Sakkan be explicable, since, as we have shown, he, 100, is part of the 
imagery of these incantations because of the presence of the verb rehi. Ironically, 
that verb was replaced by waiapu even when used of Sakkan in the Tell Hadad text. 

IF can be excused for positing the “Urtext” of just a single phrase, I would suggest 

    

  

    

    

  

  

    

  

  

  

  

     
    

    

  

   

        

7 Veldhuis 1991 . 
18 Veldhuis 1990: 411. 
19 Veldhuis 1990: S8F. See also Michalowski 1981: 12 with n. 35. 
2 Veldhuis 1991: 17. 
21 Veldhuis 1990: 41, 

   



  

    

    

    

  

that the “original” self-insemination theme was, as preserved in 71M 9 73 and AMT 
67 3, usSapka ramani arahhika pagri *1 enchant you, O myself, I inseminate you, O 
my body.” As the first verb, wasapu, passed from use, it was replaced by the second, 
rehi, which was well-known, if ambiguous. Both patterns of parallelism, ABA'B’ and 
ABAB" are common in Mesopotamian poetry. Only the Tell Hadad text goes the other 
way. Unable 10 tolerate the ambiguity of rel, it retains just the alrcady rare wasapi. 
dropping the rehi half of the phrase and replacing it with a repetition of wasapu 
together with a cognate accusative, Siptam “spell,” thereby explaining the rare verb 
by means of the common noun. This quasi-Midrashic character asserts itsclf again 
the end of the incantation. Most versions leave out the “petition,” as is common in 
incantations of this type and in oaths, although one version asks “may myself accept 
(the spell), may it inseminate myself” (CT 23 10f). The Tell Hadad version, however, 
ot only names but diretly addresses the spell: “O spell on myself, take hold of me! 

    
      

  

  

  

  

  

  

  

  

  

    
The only other version that is expliit i its intention is in Magli VII: “I have cast a 
spell on myself. May it (the spell) inseminate myself, may it cxpel the evil, and may 
thereby the great gods remove the witcheraft from my body!" Here our formula s 
no longer prophylactic, a self-administered spell designed to protect against various, 
dangers, but has been transformed into an exorcistic incantation intended to eradicate 
witcheraft.2 This transformation has been accomplished by developing the idea of 
insemination inherent in ref : just as the plow inseminates the carth and the carth 
receives its seed (implicd: and then sends forth shoots), so may the spell inseminate my. 
body and then send forth (implied: like a foetus) evil. The evil is to be externalized 
in a birthing process. A similar notion is found in the Neo-Assyrian royal ritual 
published by Wemer Mayer: “On the 9th day you bring a virgin before the king and 
he inseminates her and sends her to the border of the enemy land. When he ha 
copulated with the virgin, he will, on the 3rd day, bathe in juniper-scenied water. 
That is, evil s transferred by intercourse from the King to the virgin, who in tum will 
eventually expel the evil in the form of a new-born in enemy territory.2* 

  

    

  

  

    

  

  

  

“See Abusch 1957 ch. 1 for the adaptation of mre general ncantations to witcheraft-specifc incantatons 
in Magli 
23 Mayer 1989. As Mayer note, the sctual performance of th rital s discussed in LAS 137-139. Tharks 
10.Dr. . Maul for an informative discussion of tis ritual and it problems. 
2 Mayer misinerpres the rival as meaning that the semen of the king bears numinous royal pover 
which, when brought by the gir 1 the enemy land, will ward off the enemy. But the argument on pp. 
1521, . 11 against his own postion is more convincing. The royal semen carics the pollution that 
endangers the king (and county).as do the cut air mentioned in the fragmentary beginning of the itsel 

\in the similr royal ritual Rice 36: 201T. and the clipped royal nails n LAS 137. All of these are 
Sent off “to the border of the cnemy land,” i.. gotlen out of Assyria. Since the hair in RAcc 36 and the 

il in LAS 137 are sealed in a jar forthir journey, we may consider the inseminated virgin an analogue 
‘of the ealed jar;the purpose of the rtual would then not necessarly be to impregnate her and have her 
‘ctually give birh in the cnemy land, but ust 1o cary off th polluted semen and remain abroad with i 
However, he insistence on an unmarried Woman sugaest tha she was not st vessel for he semen 
any woman would do for tha — but vas meant o conceive. Her virginity would gusrantce tht the child 
Teally was engendered by the polluted royal semen. 1 would not like (o speculite on the eventual fate 
of moiher and ehild. Sending polluted bodily uids off to “the border of the enemy land" nat only gets 
them ou of Assyria, but of course, contaminstes the enemy land as well. A recent vrsion of this ancient 
practice can be found in the repored theat that Russian poltcian Viadimir Zhirnovsky addressed (o the 
Tithuanians: “1 will desiroy you' 1 willbury radio-active waste on your borders and al te Lithuanians. 
will die of adiaion poisoning? 

  

  

      
  

  

          
 



   Magli has effected is transformation of the incantation by developing the reproductive 
implications of reh. In the Isin love incantations, our phrases seem to have been 
incorporated solely because of the association of rehi with the theme of love. There 
is no prophylaxis there: as suggested above, at best aralhi ramanima arahhi pagri 
‘can be understood as part of a raunchy taunt by a man who would rather make love to 
himself than surender t0 the woman who desires him. This uniquely casual use of the 
theme is perhaps explained by the ad hoc nature of the Isin compilation. The adaptation 
for love magic of these lines which “originally” had nothing whatsoever o do with 
love, can be compared to the way the same Isin compilation uses three well-known 
incantations against uzzu “anger, ferocity.” Lines 78-98 of the Isin tablet reproduce 
these incantations with a crucial difference from all other occurrences of them: at Isin, 

ich one concludes Sehit uzzu fa Nandya “Leap. O ferocity of Nanaya!” Nanaya, 
of course, is the goddess of sexual love. Thus, what were apotropaic incantations to 
ward off or assuage anger, have become invocations of sexual frenzy!? The only 
reason these uzzu incantations were incorporated into the Isin collection scems to be 
the possibilty that the term uzzu could also be applied to sexual excitement 

    
  

  

  

  

  

    

   

    

‘That long-time student of Babylonian magic, Tzvi Abusch, assures us that anomalies 
in a specific version of an incantation can be explained in temms of that version's 
development: “It is to be assumed that every magical text, regardess of its present 
state, was at one time coherent” Much of the variation and most of the anomalies 
in the aral}i incantations can be and have been, above, explained in the spirit of the 
studies invoked at the beginning of this contribution, even if the aralhi texts never 
atain the levels of complexity or the poetic quality of “Heart Grass,” “Cow of Sin," 
or “Gall.” However, the incorporation of arahhi into the Isin love magic compilation, 
like that compilation’s use of the uzzu incantations, moves beyond any previously 
established limits or principles for the use of magical texts. Whether we sce ara 
there as a clever adaptation of stock magical phrases for an amorous dialogue, or as 
‘gratwitous inclusion only because reb has sexual connotations, it is no longer being. 
used as a prophylactic incantation, nor has it been transformed into any other known 
type of incantation (as in Magld), despite its presence in a magical context. And the 
uzzu incantations in the Isin compilation scem entirely anomalous in that their newly 
added last line seems 10 invoke what the previous lines try to abolish. 

  

  

    

  

  

    
     

      

   
or the wz incantaions,see Whiting 1985. 

The verb can mean, in addition 0 “fump, ezp.” also “moun 
eyen “attack.” The nuance here may of may not be sexual, 
21 Possibly, the uza incantations are being used in both senses. By themselvs they serve 0 assuage the 
anger ofthe Tover who i refectingthe female reciter, and with the addition ofthe inl linc they then invoke 
amorous excitement. B. Foser' epoch-making to-volume Before the Muses. An Anthology of Akkadian 
Literaure (Bethesds: CDL Press, 1993) appered after this paper was frst submited. 1 am ple 
that h als aturbutes a possibl sexual nuance 0 uzzu (vol. . pp. 123 and 141, akhough, char 

e of “arousal”ss the English cquivalent i far more felcious than my “excitement.” However, 
e reasons given here, | would disagree with his ransations of arahi ramani 55 1 spew over 

mysel” and 1 make myself maist” (1 129 and 145) 

       in a sexual sene, ek, convulse” and 
  

  

       
   
      

  

  

 



The compiler of the Isin tablet scems 10 have browsed through the available magical 
literature and chosen incantations whose key-words had sexual connotations, even 
though the use of those words in the incantations themselves was entirely non-sexual. 
In the case of rehi, we have seen that the incantation’s imagery already exploited 
this ambiguity (though not in the variation selected by the Isin compiler). In the case 
of uzz quite a stretch. The texts themselves may be coherent, but in context 
they are justified only by the ambiguity of their key-words. Ambiguity certainly was 

nerating force in this compilation — Empson was also at Isin® - and it would be. 
interesting to know if it is such a force elsewhere in the magical litrature, or if such 
a loose principle of composition is confined to ad hoc compilations like th 

5 See H. Vanstiphout's contibuton (o this volume. 
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   TOWARDS A DEFINITION OF LITERARINESS AS APPLIED 
TO AKKADIAN LITERATURE. 

Brigitte Groneberg 

| THE TERM LITERATURE. 

  

In the theory of Akkadian literature texts of different genres and of very different 
literary and poetic quality are taken as “literature” in a literal sense of that term.! 
There are two relatively recent comprehensive articles about Akkadian literature. One. 
is E. Reiner's descriplive systematical approach of 1978;2 the second is W. Rolligs 
systematical bibliographical article of 1987.3 Reiner describes the content and (0 a 
lesser degree the style of the following types of Akkadian litcrature: myths and 
epics, autobiography, hymns and prayers? profane and magical poetry, wisdom li- 
erature, humour and prose. She includes royal inscriptions, which Rollig excludes. 
In his definition literary texts are: narrative works, subdivided in mythological texts, 
epics, nari-literature and pseudo-autobiographical texts,” while other catcgories are: 
hymns, prayers and clegies, as well as letters, dialogues, wisdom litcrature, magic 
literature, farces, satires and propaganda lterature.# In contrast o lterary texs, “Ge- 
brauchsliteratur™ such as leters, legal and economic documents but also scientific 
and astronomical notes are classified by Rollig as non-literary texts.® 

     

  

  

  

  T From Latin lteratura which means that whichis writen (*das Gesclviene, Buchstabensehrif, prach 
unst”) 
= Reiner 1978: 159: “Far die folgende Darstellang ... bt ich al die Textarien aufahlen Konnen, di 
ablicherweise uner dem Begrif “Liteatur” subsumiert sind oder wenigsiens jene, die meincs Erachiens 
mit Rechi so Klassifizert werden, Unter jedem Typ hate ich dann alldie bekanntén Texte auffthren und 
cine mehy oder weniger ausfohrliche Beschreibung ihres Inhals geben Konnen...] ch habe deshalb die 
Methode gewilt, einige der litrarischen Typen herauszugreifen und daran eine Diskussion des cinen 
oder anderen Aspektes akkadischer Literato amsuschleten. 
3 Which has in mind the developmen of posible well s 
Sumerian lteratur 

I was not the purpose of E. Reiners study to establish points of ierary style. The poctc sty of some 
of the Titeary textstreated i the Handbuch she described in two lter studie (sce Reiner 1980 and 1985). 
The Handbich sims to addres a broader public than the Reallexikon 

St classifies hymns and prayers s “poems” 
© He refers o Renger's anticle “Konigsinschrifien” in the Reallexkon, where it is mentioned that some. 
call this category “Iterature” and others n, see Renger, 1980 p76F § 11 

‘And “other namative texts 
& And “other”: Rollig 1987: 65 §4.10: Noe there: “Es it eine Emessensiiage, welche der zaheichen 

§4.1.9 nicht berdcksichigien Liteaturwerke in aki{adischer] Sprache hier aufgefibrt werden sol 
ES kommen Iediglich einige in letzier Zeit diskutierte Texte zur Sprache” He lsts among others “tanii” 
texts and prophecics 
5 For thi term used in another sense e below . 5T 
10 Texte “des taglichen Gebrauchs wie Briefeln], Rechi- und Wirschafisurkunden, aber auch ... wis 
senschafliche{n] Literatur wie leikalischeln] und grammatschefn] Listen, Omina, mathematischefn] und 
sstronomischeln] Aufzeichnungen” See Rollg 1987; 4b. 
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Comparing both authors' enumeration of texts it is obvious that with a few exceptions' 
there is general consensus about the classification of Akkadian texts as being literary or 
not literary. However, when arranging certain texts according to genres discrepancies 
do occur. 

“The distinction between documents as non-literary versus literary texts is based 
on the assumption that literary texts are composed and written in a specific style, 
which can be recognized as a balanced interrelation between a visual, grammatical 
and rhythmical form, the text's multifunctional semantic levels in the story as told, 
and the imagery in the language.* Though this description of literariness through 
formal stylistic rules'* is generally not disputed in the theory of literature,* in the 
field of Akkadian studies it has been applied to very few literary categorics.'® 

‘While in the theory of literature lterary texts are identified in very different ways."” 
non-Jiterary texts usually are not defined. The distinction between literary and non- 

rests not only on function, as non-literary texts are documentary texts for 
everyday need only, and literary texts are more than that; it also rests on stylistic 
differences which are more or less pronounced. Documentary texts use a particular 
language or code in order to attain their object: the demonstration, communication 
or registration of ideas and things. The language or code of a literary text on the 
contrary, does not only demonstrate, communicate, and certainly not mercly regisirate 
an idea or a thing, but communicates several additional bits of information which 
correspond 10 a certain community’s artstic conventions, and uses the literary rules. 
of the community language of that group. 

As the acceptance of an object as a piece of art according to some (often uncon- 
scious) common artistic conventions is partly embedded in emotions, this definition of 
the literariness of a ext i partly emotional. Furthermore it supposes the acceptance or 
recognition of rules by which a text becomes “literary”. It also implies that literature 
s not written for private needs (not solely for the author of that picce of work), but 
purposely for an audience. It has the intention to create and express something special, 
namely a fecling, a knowledge, or a story while using the special literary style of that 
group.’® 

    
  

  

  

  

1 For example, Rollig cites “divine and oyalleters” among lteature, s ibid. 57§ 4.5: “Dic ‘Gatung’ 
des litearischen Bricfes is auch in der akkadischen Literaur bekannt, hat llendings keine verbindliche 
lierarische Gestltung gefunden.” 
12 Only one example: Rolig aranged “the great hymn 1o Samat” (BWL p. 121 among the goal-rienied 

truciions” and Reiner 1978 among “hymns”, The problem ofestablishing genres for Akkadian erature 
be discussed elsewher, 

15" Imagery includes he symbolic and metaphorical leve of expressions. See  description of the different 
Semantic lovels used in poems in Hendricks 1969, especially 42311 
4" In German tenminology this is the comelation between 

“Far mich is alein von Bedetung, da in cinem leraischen Kunstwerk der Inhalt von der Form 
Kontroller wird...in einem lterarschen Kunsowerk hat alls, was susgedrickt werden sol, sine spezi- 
fische Form...”. Compare Petof 1971 for a definition of  piece of verbal art “Sprachiiches Kunstwerk') 
Applied 10 Sumerian ltraure, sce Vansiiphout 1993 

5" Sce Culler 1977 chaptr 6: lierary competence; chapte 8: poctics of the lyrics chaptr 9: poctcs of 
the novel. In modern socitis lerature can be trested in les rgid styl, sce Hardt 1976: 55-60. 
15" Works known to me are Reiner 1980, 1985; Michalowski 1982: and Vansiphout 1993 
17 See Wellek & Warren 1980: 20-25 
8 Or, i the terminology of the Informationsastheik stablished by Bense 1969, the author codes it and 
the audience i sble o decode it using & common aesthetic ode. This theory has been modified by Eco. 

  

    
  

  

   

    

und “Inhalc”. Sce Dolezel 1967: 377:   
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   This definition, implying that individual style is dependent on a group’s stylistic 
conventions and expectations, also implies the author's intuition of himself as being a 
poet creating something extraordinary in his group’s artistic convention; conversely, 
a non-poetic writer who attemps t0 write a poem knows that it is of special interest 
only to him and possibly o the person he addresses. 

In archaic Mesopotamian society authors (in the sense of personally creative com- 
posers of lterary texis) can seldom be recognized: writing is normally reserved to 
scribes and seldom to authors.” It will be difficult to uncover the creation of a writ- 
ten poem, because the writing of a poem will normally have been the last step in 
a succession of oral transmittals. Morcover, the writing itself of the poem did not 
have the same impact as it has in our highly visually oriented society, where writ- 
ing and reading are of uttermost importance.® Nevertheless, it can be scen by the 
amangement of some texts on their tablets that the visual presentation has been done 
on purpose according to some universal rules of poetics, which usually establish the 
text's formal poetic structure. This must have been accomplished by one or several 
successive scribes who shared a fecling of the uniqueness of  picce of literature and 
who accepted it as being part of their tradition and who copied it. This supposes tht 
they recognized the artistic style of a special text — and that that was the reason why 
they wrote it down — as likewise they may be assumed 1o have accepted the scientific 
and normative character of other non literary but scientific-documentary texts. 

Non-literary texts on the contrary memorize deeds or thoughts of an individual 
or a group which have to be written down for practical and mundane reasons only 
The reason could be o pass a message 0 someone who is absent, (0 make certain 
that an object described should not be forgotien or that for other, mostly technical, 
reasons something should be exactly recorded. This is the case with lists, which are 
scribe’s manuals, or with rituals and omens which are to be consulted or excercised 
in a concise, scientific way. 

Many of these documentary texts such as omens and rituals must have been of 
general interest for the ancient community since they were included in the famous 
catalogue of Texts and Authors ' This catalogue, though probably including real au- 
thors,2 does not indicate literariness of a text, but may be regarded as a sign of the 
importance of that text for the cultural and religious system of Ancient Mesopotamia. 
These texts are memorized because they have to be consulted according o @ certain 
convention; other possible texts, such as notably the ahi-versions™ are excluded. The 

  

  

  

  

  

  

  

1972 145-151; ec fother Baumgirtner 1969: 3721, and Lotman 1972: 431 
19 The authors in the List of Authors in Lambert 1962 range from gods and apkall 1o real men, The. 
line of gods and apkalla in the ey primordial world unctoning as radents of culureright down (o the 
authors o Hudlul el némegi o he Epic of Gilgames (in the SB.version) shows tha those authars did 
Think themseiee 10 b real auhors, not Scibes, ransmiting cultre on a“mediun”,the table,instcad of 
only expressing i. 

3" The mater of oral or aural information has recenty been discussd broadly by various authors in 
Vogelzang & Vansiphout (cds.) 1992 
2See he commentary o1, 11,2, 3, vi 13, 17, vi 3 in Lambert 1962 
22 Lambert 1962: 725 esp. 75; be does not. et the question whether Si-legé-unnini s 8 el author. 
1 the work s ightully ascibed to him,the eeling of all the diferent episodes about Gilgames i the 
Ninevie version, with sl the well known ail naaive devices, ceranly shows him 10 be @ poct and 
not only a scibe. merly writing down this great picce of icraure. 
2See Rochherg-Halion 1987. 
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texts to be memorized serve to master the ancient world, and they are a cultural gift of 
the gods. Yet, judged by the liteary style of the group, they have only documentary 
character. 

  

2 THE INTRINSIC RULES OF LITERARY STYLE : PRELIMINARY REMARKS. 

1 would submit some considerations helping towards the evaluation of the quality of 
a work as part of Akkadian lierature. It must be established whether some texts are 
poetic or non-poetic; by which possible feature(s) lyrical or narrative texts can be 
distinguished; and with which determinative linguistic markers Akkadian poems are 
constructed 

For my demonstration I will analyse six parts from four different texts taken 
from: “literare of everyday use” [(@) & (D], lyrical texts ((b). (@) & (@), and a 
small narrative part [(¢)] of a mixed narrative/lyrical text. 

  

(@) A Silla prayer 1o Marduk? 
(b) Eniima elis T. IV 1§52 
() Enima elis T. 111 ff. 
(@) Ludlul bél némeqiz AnSt 30, 101-108 + BWL 3437 
(©) Ludlul bél némegi: BWL p. 32, 1. 5765 
(D) The Heart Grass® 

According to Rallig, examples (b) and (c) belong in the category “mytholog 
rative with the aim of instruction”, 2 but Reiner uses the term “dramatic monol 
in her section “wisdom literature” Text () is classified by Reiner as “folk-poetry 
‘Text () has been described by Abusch as a prayer. Texts (d) and (e) have been clas- 
sified cither as “wisdom literature” (Reiner) or as a “penitential psalm” (Rollig)."* 

‘The following introductory discussion about Akkadian literature is directed at four 
aspects of literary analysis: 

   
     

  

~ the formal structre of the literary text (“outer form’ 
~ the grammatical literary style (“inner form”),*     

  

5 For a crcal s 
and 1965b. 
25" Abusch 1984, The English tansltion of 1. 1-9 is Abusch's. 
2 The transcription follows W.G. Lambert Enima e, the tansltion Dlley 1990: 2331, 
0 Gurmey, An. 30 (1980) 1011 + jons a Moran 1984: 225-60, Groneberg 1987: 3231, 
yon Soden 1990:110-35 

¢ 1980 and 1985. 94T 
5 R e 
% See Reiner 1975: 195 
3 Reiner 1985: 94, following E. Sankiewiz, Siructural Poetcs and Linguisics, (¢d) TA. Sebeok, 
Yol. 12, 
33 Rollig 1987: 57§45 
32 See Todorov 1964: 120-3 for reflections about form and content, alo in contast between prose and 

" Compare Doleel 1967: 376-82 for some considerations, 

  sment of a pure formal linguistic inerpretation of  poem see Baumgirtner 1965 
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~ the imagery, such as symbols, metaphors and allegories, and 
~ their interrelations with the sound-scheme and stylistic and lexicographic redun- 

dancies. 

  

‘The visual arrangement of  literary text is dependent on the period in which it is 
written. Since different genres of literary texts are visually markedly different, in 
Akkadian texts we certainly have a diatopic and diachronic distinction in poetics and 
literary texts. 

    

   
Special grammatical forms, a distinct literary word order, and a particular selection 
of vocabulary are by now well-known features of literary texts. They create a spe- 
cial patiern of assonance and they serve 1o introduce redundancy. They presumably 
structure the text according to specific, i¢. narative or lyric, sets. The grammatical 
literary style marks genres, and I assume that it changes only superfically over the 

  

   
agery of a literary text, the most important and distinctive literary feature, 

creates a meta-level of mental associations. It s this feature which distinguishes poctic 
(in a strict sense) from ‘merely’ literary texts. Without being able to prove it, we 
suppose that also in Akkadian literature the imagery evoked is accentuated by the 
sound pattemn, since this is a universal phenomenon 

One more important aspect, the scenic setting of the literary text or the extemal 
style can here only be discussed superficially, though it is a very important literary 
feature as it can mark the generic identification of a text. Assyriologists often expe- 
rience great difficulty when trying to assign a text to the dramatic mode.* Similarly, 
it may be problematic to define a text as satirical or humorous; see for example The 
Poor Man from Nippur: From moder literature we know that the satirical level 
of literature in most languages is situationally determined. It can be expressed by 
extra-lingual signs such as the dress or behaviour of the speaker, or the scenic setting 
of the reading.® The satirical marker very often is a procedure which overlies in a 
funny fashion an otherwise serious o dull text” Yet, judging by the diffculties we 
already have in distinguishing a statement from a query in a “simple” letter - where 
the interrogative pronoun or adverb is missing ~ T am of the opinion that we will 
never be able to recognize such scenic settings adequately in Akkadian, 

here are some texts that have a distinctive visual poetic arrangement or some 
special grammatical literary forms, but that are without any imagery. Thus we have 
texts belonging to “magical literature” — and practice — which consist of a ritual part 

but also include “incantations” in the ritual process. This kind of literature I define as 
literature for everyday use’ 

  

        

  

      

     
  

Thi has been supposed for the OB st soufran; sce Nougayrol 1952. 
55 See Cooper 1975: 167 and Jason 1979: 189215, both of whom describe th text as a folk-tale: Rollg 
1987: 64 § 49.1b clasifies it 35 “face”. See als George 1993 for anothr “joke” in Akkadian iratre 
 Look for example at Moliée's Tarafe in the moder film version with Louis de Funés, where lrge 
o of he funny scnic seting are done by Taruff’sspectacular cosuming s & pescock 

7"This wa for example D.0. Edzan's idea inanalyzing the rtal of the divine “love lyrics”; see Edzard 
1987: 71 
5 Some feray texts can be questonabls e aready Gronel 

  

  

  

    

1987b: 13 and note 72 

6



  

An example of a literary but non-poeic text s the prayer to Marduk: 
Example () 

1 ‘gasru Sipi etel Eridug 
slahl il 

rubii tizgaru bukur “Nudimmud 
rbiiqrbkr di 
AMarduk Salbabu muris E'engura 
mr o % 

bél Esagila ki Babili 
T S 

réim Ezida muallim napisti 

aSaréd Emaltila mudesSi balati 
§d th 48l 

sulil miti gamil nisi rapSati 
Vimati mil 8 St 

uiumgal kalis parakké 
s galkad ki 

Sumka kalis ina pi i b 
§ kakad p 5 b 

  

  

Iustammar ilitka 
It ut 
éma usammaru luksud 
m o omm 

Suskin kittu ina piya 
ki ki 

Subsi amat danigi ina libbiya 
tiru u nancizu lighi danigti 

  

i i 
il lizziz ina imniya 
i1 
itari liziz ina Suneliya 
5 5 o 
il muSallimu idayalin idiya 1d kayan 
i 1 

  md u magiru Surkamma qabi 
Srkmm g   

ill Sa kisSati likrubiika 
EkE k k 

il rabii libbaka litibbia 
1 bilibb liti b 

   

64 

Famed mighty one, chiefiain of Eridug, 

Exalted Prince, first-bom of Nudimmud, 

Raging Marduk, restorer of rejoicing to 
E'engura 

Lord of E: 

  

gila, hope of Babylon, 

Lover of Ezida, preserver of life, 

Lone one of Emabtila, multiplier of 
living, 

Protection of the Land, saviour of the 
‘multitudes of people, 

The single great one of chapels every- 
where, 

Your name is sweetly hymned by the 
people everywhere!   

   T will praise your divinity: 

T will reach whatever I wish; 

Let there be justice in my mouth; 

Ins   11 2 good word in my heart; 
tiru and nanzazu may speak my 

well-being; 
od may 

  

stand at my right side; 

  

oddess may stand at my left side; 

The god who makes well my sides/ 
be always at my sidel 

Give me as a gift to speak, (0 listen and 
o agree! 

    

The gods of the universe may greet you; 

The 
heart 

gods may make good your 

 



  

   The visual amangement of this text is not as systematically structured as in some 
other poetic texts (about which more below). Only in some lines is the literary style 
determined by assonance, sometimes by heavy consonant (and vowel) assonance as 
i lines 20 and 27,9 sometimes in a reduced form (lines 13, 17), and sometimes 
apparently without any system (iines 15, 19). The word order and the vocabulary 
itself are conventional and not distinctively “literary”. 

However, there are undoubtedly some literary markers. In line 1 the adjective is 
placed before its noun: this is a definte poetic feature. In lines 12-13, which constitute 
a single verse, the word-order s chiastic: i line 12 the verb is placed at the beginning, 
while line 13 ends with the verb. 

“The literary style of the text is partly based on the sound-scheme and partly on the 
development of the text’s theme. Abusch recognized that the approach, the meeting 
and prayer to Marduk take the form of a ring composition. It seems that the format 
of the text s determined by it religious purpose. Elements from the introduction are 
repeated at the end of the prayer. As will be shown by example (d), another, “poeti 
prayer to Marduk i very different 

  

    

  

    

   

    

   

  

  

  

3 THE FORMAL STRUCTURE OF POETICAL TEXi 

  

Since von Soden’s work of 1931, we know of one marked feature for the presentation 
of literary texts: their arrangement in strophe and verse. This feature of a “strophe” 
in a four-linc or in a ten-line verse unit marks some OB lyrics or what have been 
called “hymns or prayers”; in post-OB times their characteristics can be different. 

Ideally a strophe is shown on the tablet by a separating line which should mark 
off the passage as a semantic unit. This happens in quite a number of texts,® but 
there are other poetic texts that are underlined throughout, which is regular procedure 
in documentary texts of that time.# Yet is has to be kept in mind that the four-line 
strophe in OB times s typical for poetry only, and not for narative texts. 

In later periods the four-line strophe exists only rarely,* mostly in the “lyrical 

    

   

  

  

  

1 only marked the assonances of consonants but left out voealic assonance, except for a few obvious 
cases. Syllbically writen Akkadian makes it difficult o distinguish the quality of the vowel Late 
Gevelopments, especilly in Elamite script (sec Reiner 1969: S4-118 csp. p. 70), shows clerly 
ucleus of a CYVC sign s the consonant and not the vowel. Though sometimes the quality of 
Vowel offrs telf as 3 possible assonance, this can be misleading. To a leser degree s caution is 
applicabl to the usual sysem of consonances s well. For example /m/ alermaes in some diakects with 
@ or 1 (aleph), and so i is not ahways a sonoric labia. On the other hand. /¥ might be tll nearer 0 /1 
even when wrtin a5 /5 (sce Sciner 1977 and Voigt 1979). That is why 1 esiblished the minimal and 
ot the broadest possible system of dependencics 
0" Sce in example (D line 13 as dentical with this lne 13 
41 o Soden 1931: 171 n.2; Z4 49 (1950) 153; Held 1961: 31 
2 See for a defimition Levy 1972: 17-dl: in Semiic languages sce Watson 1986. 

1. RA 22, 1708 ten-liners are tested in the OB Akkadian 
version of Innin-50-gur-ra (snpoblished except for Suer 11, pl. VI and 13, pl. 1VI). 
" Single ine sructure or mosly singe ine structure: al three bymns from CT 1, 16 Pinches, JRAS 
Centenary Supplement 1924, 63f. (mosly single line structur); Lambert, BiOr 30 (1973), 399 sée also 
single liners in many leters from Mar and pp. in OB lters. 
" Sce Lambert, OrNS 36 (1967) 105T: LB version of the Great Gula Hymn in some exemplars: twelve 
linrs 

       
  

  

  

  

   
  

   

 



   repetition” (see below: 4.4).% The custom changes to two lines?” or ten lines® per 
strophe, but there are many variants that show different line-markings or none at all # 
In the later periods lyric poetry may be marked by a rigid outer structure, as happens 
in the great Samas Hymn, the Theodicy, the Gula Hymn and especially the Nabii 
Hym; or it may not, as in Ludlul bél némegi: Furthermore, line-marking can be used 
in post OB narrative texts: I found some lining in later texis of the Efana fable from 
Assur.2 Similarly, one of the manuscripts of Enima elis (STT 1) is underlined, but 
the other Eniima el texts apparently are all without any such marks. So this marker 
of many of the OId Babylonian lyrical texts became apparently wearingless in post- 
Old Babylonian times. More important still is the fact that the underlining sometimes 
disrupts parallelism ~ for example in some lines in the great Samas Hymn:* This 
points to a purely formalistic treatment of underlining and to a secondary visual 
poetic “preparation” of the written text. 

Another marker of the visual structure, viz. the indication, by leaving a blank 
space, of the caesura in the middle of a verse, can also mark a text as being poetic.5* 

Similarly, other particular methods of arrangement of the text on a tablet can indicate 
its genre.% 

In contrast, there is no distinctive visual structure in namative texts: apart from the 
rare feature of enjambment a phrase ends with the end of a line.% 

  

  

  

  

  

    

   

4 THE GRAMMATICAL LITERARY STYLE : THE “INNER FORM".5' 

Criteria of grammatical style are unusual grammatical forms, aberrant word-order, 
assonances and parallelism. 

4.1 Selection of unusual grammatical forms and word order. 
In analyzing Standard Babylonian lyrics the following grammatical forms can be 
recognized as indicating literary or poetic works, even in a diachronical perspective:* 

    
b Hiymn published by von Soden, ZA S1, SO e Groneberg 1976: 1831 

e the Hymn 10 Samas, BWL p. 1251 the Hymn to Nanaya, Reiner, JNES 33, 221183 two Marduk 
Hymns, Lambert, Af0 19 5511, p. 61 
5 Sce the Hym to liar, Lambert, A0 19, 61T the Theodicy, BWL 63, (except for the first strophe, 
which conuins 11 lines) 

" See BA S/5: 16 and some texts belonging o the Marduk Hymn in Lambert, A0 19, 61, (PL xix ) 
50 See BWL 1251 
51 See BWL 21T, 
52 See Kinnier Wilson 1985 pl. -9 
53 See lines 87-88/89-90191-92/93-94; this arrangemen has been changed by W.G. Lambert ino : 85 
86-87/85-89/90-91192-93. Other changes took place in 1. 109-142, 151158, [71-186. 
54'See for example the OB Agudaya Hynn, VS 10, 214 and the copy BWL pi. | belonging to ludl bél 
némegi. The new text (see note 10 example (b) shows 1o caesura. 
55 How very disinguished the outer form of 4 text denotes its nture can be scen on texis from Enar. 

205 (No. 651); compare o Sunma dlu omina in CT 3841 
56" See for example in Aguaya, Groneberg 1981: lines vi 15-19, and in purcly namaive texts Hecker 
1974 10'and 1421 (il refernces): areel 1992: 1798 

57 For the importance of this feature in litrary texts see Todorov 1964, 
55 Gronebxeg. 1976. 

    

   

       



   ~ Apocope of pronominal suffixes : 5 in stead of -§iuSa; -$u, -$na in stead of -Sunu 
and -Sina. These features appear in both OB lyrical and narrative literature, and 
in SB lyrical texts. They never occur in “literature of everyday use”. They are, 
however, used quite often in royal inscriptions 

~ Nominal forms in -i5 and -um + pronominal suffix occur frequently in OB and in 
B lyrics but not so often in narrative texts and in royal inscriptions. They do not 
ppear in incantations, not even in standard formulations like famih g5 

~ Adverbs in -i¥ in a restricted semantic distribution (i.. in topics) appear in all 
kinds of literature. But in new formulations, using a new vocabulary, they occur 
only in narrative or lyrical texts. Infinitives in -if are also in general limited to 
Iyrical and to narrative texts, but they do occur as conscious archaisms in the very 
learned SB “scientific” texts.! 
There seems to be a tendency (0 use statives and participles in poetic texts, which 
might be less frequent in narmative and documentary texts. Both forms do appear 
frequently in royal inscriptions. I suppose that narrative texts use another inventory 
of forms from the so-called temporal system than lyrical texts © The frequency of 
verb use in tn-forms appears not (o be an indicator of whether a text s lterary or 
documentary (se for example the frequent use of tn-forms in texts from Mari).S* 

~ The word order in literary texts follows parallelism 
The position of an adjective before the noun in lyrical and narrative texts is 
contrary to conventional grammar, but this oceurs rarely in “literature of everyday 

~ The verb, which in standard language®* is placed at the end of the sentenc 
amanged according (o paraliclism at the beginning of the line.¢ 

- The distinctive poetic form of the genitival construction with Sa, which I called 
NP S in my grammar, occurs only in poetic (lyrical and narrative) texts.S” 

  

    

  

  

  

  

    

42 The Sound Pattern : Repetitions of “sounds” (assonance). 
Several years ago, 1 described the rhyming structure and sound patieming of Old 
Babylonian hymns.® In 1980 Erica Reiner developed a system of assonance for the 
‘poem The Heart Grass (see example (D):#; recently Shlomo Izre’el (1992) described 
this feature as a poetic device in the Theodicy.™ 

  

5" See Gronelerg, id. 1551 
 Groneberg, ibid. 156-161. 
€1 Groneberg, bid. 1711 

2 I example (¢)a tative form occurs only n line 12: the other verb-forms are firt. 
5 The problem of the diaopical distibution of forms from the Akkadian “iempora” must be trated 
elsewhere in the near fuure 
4" Sec example (@) line 1 (gasru S7pi) 
 “Umgangssprache 

Sec example (d) 15-16, b 14, 15 and passim. 
7 Groncherg.1986: 36. See example (d) ine 5 and 11: Sa nagbe qarsu la asi Sam’’. 
 Groneberg 1971: 1341, and 159-167. 
© Reiner 1985: OIT. 
7 See Tzreel 19921 170, 

  

  

  

    

   



‘These days there islittle doubt that assonance marks 
sound patiem has now been described so aptly that 
from other lyrical or narrative texts. But since this 
phrases are bound 1o a line ~ which s characteris 
literature but of some royal inscription 
assonance in some royal inscriptions. 

‘The notable role of assonances can easily be se 
(b) and (), both taken from Enima elis. 

  

   
    

  

  

Example (b):" a lyrical passage. 

1 iddu-Summa   parak ru-bu-i-ti 

  

    

  

  

  

as well — ther 

    lines and passages of poetry. This 
1 need not bring more examples. 

feature depends upon the fact that 
ic not only of lyrical o narrative 

must be a similar pattemn of 

   

  

  

en in two literary texts (examples. 

They founded a princely 

    

  

  

  

  

    

  

  

  

id prrb shrine for him. 
2 mabariiS ab-be-esu_ana ma-li-kuti irme  Hetook up residence as ruler 

m rib 3/ om rm before his fathers 
3 arta-ma kab-ta-tai-na ilani rabiri “You are honoured among 

ta kuw / @t the great gods; 
4 Simarkala Sa-na-an  si-gar-ka ‘a-nu-um Your destiny is unequalled, 

§ ka §mn ka n ‘your word is Anu; 
5 Mardik kab-ta-ta  i-na ila-ni rabiti Marduk (etc. ...) 
6 Si-matka la Sa-na-an  si-gar-ka ‘a-nu-um 
7 i uemi-imma  la innen-na-a gi-bit-ka *“From this day onwards your 

- / i ka  command shall not be 
altered: 

8 SueuSquict Su-u-pu-lu i i gat-ka “Yours is the power to exalt 
Susqu W s Wihoq ke and abase; 

9 lucikima-at siit pi-i-ka la sa-ra-ar si-qar-ka your utterance be law, 
Ik tst kalasar ars qarka ‘your word never be 

Falsified; 
10 ma-am-ma-an i-na ilanii-tuk-ka la it-ti-ig “None of the gods shall 

in Inft ka it q transgress your limit 
| cananu-tumer-iat  pa-rak ilanima “May endowment, required 

non HRE for the shrines of the gods, 
12 adar sa-gi-Swnu  lui kuun@Srukka  Wherever they have temples, 

asrag3 ko air kka be established for your 
plac 

13 “Marduk at-iama  mu-ter-ru gi-mil-lini  “Marduk! you are our 
Wkt mtorgm i champio 

14 nivid-din-ka Sar-ru-tum is-Sat kal gim-re-e-ti *“We hereby give you 
ni- 4 Sr ot /k Stkg or - sovereignty over the 

‘whole universe. 
IS ti-sab-ma i-napubri  lu-i $d-ga-ta a-mat-ka  “Sitin the assembly and your 

i /' Sqata arka  wordshall be pre-eminent; 

"As n (0, the tramslation [olows - with minmal changes - Dalley 1990: 24f   
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16 “*kakké-ka ai-ip-pal-tu-i li-ra-i-suna-ki-rika  “May your weapons never 

kak -ka I k r-ka miss, may they smash 
your enemies!” 

  

   Assonance is relatively poor in some lines: only half lines have dependencies in line 
1 and 7. Line 2 shows a chiastic position of repetitive consonants (see the same in 
example (c)). This is a feature which can be regarded as a typical and general po 
device. 

Some lines end in hymes: lines 7, 8, 9. There is spectacular Til-cum-Head thyme 
in lines 1315, which explains why niddin and fisab are chosen insiead of ‘regular’ 
statives. 

Considering the frequency of the occurrence of repetitive consonants in compar- 
ison to other poetic texts, the lyrical passage in Eniuma eli¥ is built on this poctic 
feature, but not exclusively. There are other lyrical devices such as the “Iyrical repe: 
tition” in lines 36 (see below) and the choice of a special grammatical style, which 
help identify this text as a poetic one. 

     
     

  

Example (¢): the narrative extract. 

1 iickap-pit-ma ti-a-ma-tum pi-ti-iq-Su Ti'amat assembled his 
k. pt t topt gsu creatures, 

    

2 20 ik]-ta-sar a-na ilani ni-ip-ri-Su And collected batle-units 
vt g fnt ininke b against the gods his 

offspring: 
a-lracl-liapst  d-lamemiin ti-amat ‘Ti'amat did even more evil 
a 1fai s o for posterity than Apsu! 

  

4 ana-anta ki-i ig-mi-da ana‘é-a ip-tasar ‘That she prepared for battle 

  

ama t da -na t was reported to 
ne-maé-a a-ma-tum Su-a-tim Ealistened to that report, 

§m I i ERIE 
6 ne-hi-is us-ha-ri-ir-ma Sa-qu-umemiis uS-bu Was dumbfounded 

§ 8 1% s nd sat in silence. 

  

  

  

7 it imtalku-ma  uzzasu inuhu ‘When he had pondercd and 
Su / su his fury had subsided, 

8 mu-{ut-1i]-iS an-Sdr a-bi-Siu Suii u5-tar-di He made his way to Ansar 
SR s his father; 

9 iorfu-ujm-ma mah-ru a-bi a-liid:-5u an-Sér He came before Ansar the 
myma  a T Father who begot him,    

  

  10 mi-im-mtts -amat ik-pu-du i-Sa-an-na-a a-na Sé-a-5i. And began torepeat o 
-- % § & himeverything that 
(+ vowels a?) “Ti'amat had planned: 

11 a-biti-amat a-lit-ta-ni -ziir-ra-an-na-i “Father : Ti'amat, who 
aa i i bore us now rejects us; 

12 pu-if-ru it-ku-na-at-ma ag-gis la-ab-bat “She has convened an    
Stk 3y t assembly and is raging 

out of control,



   13 is-hu-ru-Sim-ma ilani gi-mir-Su-un *“The gods have tumed to 

   
ey i her, all o them; 

14 a-disG at-tu-nu tab-na-a ida-a-5a al-ku “Even those, whom you 
adSat ntam da Sa begothave gone over to 

er side, 

  

15 im-ra-as-ru-nim-ma i-du-us ti-amat te-bu-ti-ni jave crowded round and 
i- T o e rallied beside Ti’amat!” 

In this narrative passage the same patien of chiastic cor 
T already mentioned for text (b) occurs in lines 1 and 12. There are some very dense 
lines (8 and 14). Note the artful alliteration in line 4. In general the literariness of this 
passage is not constructed on a pattern of assonance, but on redundancy and rareness” 
of vocabulary. For example, in line 9 “father” is expressed by three words: abu, dlidu, 
anSar; the same device is used in lines 13-14: “all” is expressed by ildni gimirun 
and adi $a attunu tabnds, in Jines 13 to 15 there is a cumulative pleonasm: creatures 
assemble around Tamat as is expressed by saharu and masaru; finally they even 
“rise up” (tebiini). 

‘When comparing this with the other examples, it can be scen that the patiern of 
assonances in the Marduk Hymn (example (d)) is very regular: the consonants of a 
line form a patier, they are restricted in variety and so the repetitivity is densc. The 
other passage cited from Ludlul bél némeqi - example (€) ~ has a reduced but regular 
pattern as well (see both below) 

Most spectacular are assonances in example (f) ~ the poem of the Heart Grass 
~ where they play an important role. But this is exclusively due to the fact, that the 
vocabulary is restricted and words are repeated, which is not at all the case in the other 
‘examples of cited texts. On the surface the sound scheme is distinctive for literary 
texts. But example (f) calls for caution. There must be a broad semantic selection in 
interdependence with the sound scheme to mark a text as poetic. 

      

43 Redundancies: Repetitions of words, syntagms and passages. 
‘With Izre’el" I define parallelism as a kind of repetition. Repetitions may take many 
different forms. There is a minimal variant, the “formulaic repetition”, using small 
stereotyped expressions as described by Hecker,” and there is large scale variant: 
the wholesale repetition of passages, already remarked upon by many other authors 
like Cooper.® Tigay™® and Vogelzang.” Repeition can also exist in the guise of 
enumerations with minimal variation, but there can be repetitions with the exchange 
of one word like the “Iyrical repetition” pattern (see below). 

    
    

    

72 Rare words are: pitgu and ripri pitqu designats something concree: the form of a pillar, @ statue. 
et. et her it means some “lving creaturs”, only in one more lteary text the wordis sed for persons, 
Nipre <nip? oceurs 1 ipl only in lists and a5 nipru only in two lieray texts. The combinaton of 
anantum and samadum is wnusual: 3 combat camot be hamessed. 1. 6. There sre two synonyms with & 
minimal semantic variance néhis uharrirma = Saqunmis. L12: agagu snd labdbu st synonyms. 
7 Lar'el 1992: 173-17. 
74 See Hecker 1974; 161-150. 
75 See Cooper 197 31T, cp, 40. 

76 See Tigay 1982: 100 and 2351 
1988 pasim. 

  

   

   

  

   



  

    Some literary texts can be classified according to the variety of repetitions they use. 
‘Thus narrativity s without doubt distinctively marked by means of all kinds of broad 
“parallelism”. Prominent repetition patterns are repetitions of speech-parts in namative 
texts, according o the scheme: 
A orders B 10 tell C a story, 
B goes 10 C and recounts to C conditions under which A gave the message, especially 
“that A tells B 10 g0 10 C 1o tell the story” followed by the message itself: 

An excellent example occurs in the story of Anzd where such an order is repeated 
tablet I lines 59-69; 73-84; 89-99. Another repetition pattem occurs in tablet I 

lines 92-114; 115-135; 136-157, and again as a third repetition in tablet ITI 104122 
and 126-144. The first repetition scheme has been transported into Eniima eli, where 
in tablet III Anshar orders the messenger god Kakka o deliver a message to Labmu 
and Lahamu (lines 13-66). The message is delivered in lines 68-124, and reverts to 
a literal rendering of the actual plot in 1 128-162, as it was first told — without any 
messenger — by Ea (o AnSar in II 4-49. 

“The repetition pattem also accounts for great parts of the SB Gilgames. One set 
of repetitions is the dream patte, already analyzed by Cooper; another example 
i the story of Enkidu’s death, which Gilgames repeats to Sidur, to Ursanabi and to 
Utnapistim and his wife’ Similar patterns can be found in the mythologica tales about 
Nergal and Ereskigal and Atramhasis. Repetitions of whole passages via messengers. 
or other media can be used as a marker to classify works of Akkadian literature as 
narmative texts, which thus can be distinguished from other literary texts® 

Poems do not have that feature, though they share with other litrature the “formu- 
laic repetition scheme”, i.e. the minimal repetition pattern, the common repetition of 
distichs, and the “lyrical repetition pattem”. The “lyrical repetition patiem” consists 
in the exchange of one dominant element, like “Sa” or “ludlul” in the first line of 
the strophe, with the name of the god/goddess as the first word in the repetition. We 
saw this kind of repetition in example (b) line 3/5 (atta-ma//Marduk) and (d) line 
1/3 (ludlull{Marduk). Both these passages can be classified as so-called “hymns”, yet 
one is part of Ludlul bél némegi, the other is part of Enima elis; i.¢. one s part of 
what has been called “wisdom literature/penitential psalm”, the other is part of the s0 
called “mythiepic literature”. In terms of literary analysis Ludlul bél némegi should 
be classified as a lyrical text and Enima elis as a narrative text with lyrical passages, 

‘The marked difference in the structure of the narrative versus the lyrical text 
depends on the different functionality of the twos: lyrical poems describe the fecling 
for an object or for a situation; namative texts describe the object and the procedure of 
the situation’s story: they present  plot.* This is done by various stylistic means. The 
Iyrical situation can be defined as static; though sometimes dramatically intensified 

  

  

  

  

   

  

     

    
  

    

  

  

  

  

      

7 See Dalley 1990: 101, Tablet X, | 41, repeatedin i 8-31, iv 50-2; 
% That texts can be very diferen can be shown by the sory of Etana, where his pattern of re 
does not ccur, 
5 See T. van Dijk (1972) p. 159 (in a resumé of Greimas (1972): * ... die seritischen Kategorien 

") vs “Dynamik” oderFunkiion") werden zur Unierscheidung der Typen “lyrisch 
I prisentiet sich das Gedicht durch Verminderung sener “Fori 

ioven” (im synagmatischen Si Funktionen” Propps verwandi ) als cin wesensmiiy sutischer, 
deskriptiver Text-Modus, der ber einem relativ bekannten Argument-Thema moduliert und sich kaum 
verandert 
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it s seen as a permanent situation $ The poet expresses an emotion or an attitude: 
adoration, complaint, joy, fear, awe etc. Statives (=permansives), participles, tn-stems 
and nominal phrases are used commonly to express this situation. In describing the 
Iyrical object of the poem, verbs are chosen without a semantic range of intemal 
dynamism. 

As an example of this Iyrical situation we may take text (d), the Marduk Hymn, 
which opens Ludlul bél némegi. 

  

Example (d): a lyrical text (hymn to Marduk)®? 

  

      

    

1 fludlul] bél né-me-qf itum mus-[1a-lum] 1 shall praise the lord of 
[ Jblnmgql m3fl ] wisdom, the judicious 

sod, 
2 ez iz musi mucup-pair fur-ru] Whois angry at nightand 

[ Jzmus mu p Sr(r | forgives during the day 
3 [“Marduk] bél né-me-gi ilum mus-tfa-lum] Marduk (etc. ....) 
4 [e7-2]i-iz mu-Si mu(-up)-pa-(d Sur-rfu] 
5 [5a kima] ue-mi me-he-e la!-mu-iug-gat-su He who is surrounded 

[ k ] mimehe | m g (ts/ss) [as by a galle with his. 

6 [u kii ] maenit Se-re-ti zag-Si ta-a-bus [Yet whose] breath is fresh 
[kImant§rtzqse b 

    

   
Lama-har*a-bu-bu ru-ub-Su In [his anger] he is un- 
Imbr bbr bs equalled, his anger is 

the rising tide; 
sal-hlir kla-ra-as-su ka-ba-ai-ta-5i ta-a-a-rar Within he is friendly, his 

  

3 

    

mus b rkros kb t8t rt  soulis merciful. 
9 [34] nagbi® qa-{1i-5] la i-na Sdma-i® Do his hands from the 
Blngb q (511 n § §m depth not bear the 

heavens? 

T Statc means wilhou any acual movement hough things may happen 1 e poe' “acing” fiure, 
C BYL p. 32, + Wiseman, ArSt. 30 (1980) pp. 101-108, sce W. Moran, JAOS 103, p. 251 See 

appendin 
P Nl varaions ike i o e ae o noed. 

54 on Soden 1990: 115 reads n.uti iniead of lalmii : “dessen Zom cine Seppe bewirk”, which 
scems 1o give 1o good ene though th et s NA. 
"Var, duge-ga (LKA 266 
5 V. mabri (LKA 247) 
9 nag.be SUMES 5 n LKA 249 
55 Vo Solen i, rasltes Soma- 3 3 pominative: “bi dem das schucre Gewieh (nak-par) siner 
Hinde der Himmel nich tsgen ko He sssumes What nagbi i mistke for ok befba). The e is 
rammaticaly Gful: s Moran 1990: 5715 pots ou, h verform shoukd b naii and pot i 
AT he bt ofthe plisse i g (hich | presume). Bt the problen remins with nak-ba  i-ma- 85 
A subjct of the plvsie would e sl 
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      10 rit-1uf rab-bat t-kas-5i mii- 16> His hand is soft - he 
rtSrb t k& m a draws (away) the dy- 

ing 
ma-i Marduk, (etc. 

  

    11 “Marduk 5a nfag-bi gJa-ti-5™ la i-na 
12 rab-ba-tus rit-1fa]-5u i-kas-3i mi-i-ta 

)   

13 i-na lib-ba-ti Tup! -ta-at-ta-a qab-ra-a-tus When the graves are 
b ip) st gib e opened in anger, 

14 -nu-us-5iina ka-ra-Se-e i-Sat-bi ma-ag-ti Through his transforma- 
n 3 kKr3 Stbm qt tion, he raises the 

shain; 
15 ik-ke-lem-mu-ma i-né-es-su-i “lamma u *alad When he frowns, Lamma 

2 vowels? and Aladlamma fiee. 
16 ip-pal-la-as-ma ana 34 is-ki-pu-3i ilu-5i ifs]-sal-har-5i When he regards (the 

Pl sm 85 skpSul% s b 3u penitent) his god 
adresses him (again). 

  

  

In this text we find a series of statives: eciz, lamil, 1db, tajiiru, rabbu (I1: 2/4.5.6,8)" 
in line 7 the static situation is expressed by nominal phrases. 

“The other lyrical marker is the redundancy of vocabulary: a rich choice of words 
(not only synonyms) is used for one and the same thing, one situation, one emotion. 
We are presented with different aspects of one situation described in different wording. 
As an example the first lines in () can be taken: the basic meaning of this passage 
is “Marduk is a raging god, who must be appeased”. This is expressed by contrastive 
parallelism, which underlines the gods fury by pairing it with his lenient side (lines. 
6.8, 10, 14, 16) 

In lines 7 and § the meaning of the first half of the lines is stressed through 
tautology: the second half of the line stresses the meaning of the first part. Lines 
5-6 have the same “image” in contrastive parallelism.® In lines 910 homonyms are 
used: riftu and qatu. Tn lines 12 and 14: mitu “the dead” and magtu “the slain” have a 
close semantic resemblance; the word magru is used (instead of mitu) because of the. 
contrastive parallelism to tebi : the slain (magru) is raised (Sutbd). Again in lines 
15 and 16 synonyms are used: nekelmi means: to look at sb. (angrily), as paldsu N; 
o look at. 

Therefore the first lines of the poem Ludlul bel némegi are certainly lyricalin using 
all Kinds of redundancy, even if the vocabulary is styled on the surface by (artificial) 
dynamism. Line 14, for example, holds an inner dynamism: “in changing himself 
he makes the slain rise” (both verbs are action-verbs): the second part of the verse 
mimics the changing Marduk who immediately becomes merciful. But also the rest of 
the poem is lyrical. There is one dominant state of affairs: a sick person’s unwanted 

        

 Note: wkaSSu intead of ukaiid and fnaSSu insiead of 
thee i perhaps sandhi in rabbarkaté : hs implics tha 
unatested! 

g0 nag-be SUMES-8i: LKA 24:11 
% Von Soden 1990: 115 emends 1o <-4 “durch sein Eebarmen’. 
21 Compare in the other lyrical text (b: kab, ki, muter, Sag (1: 469,12.15). 
2 Asin 0) line 8: Su-us-quei "w Suad-pu-lu i i gatk 
% The image is “a mild wind / 3 raging stomm’ 

a4 ; for wkaiSi see Moran 1984, Note that 
kit would be used in the G sem, hitherto 

  

    

   



   

  

   
    

and undeserved isolation which is finally solved by the god Marduk. Yet this state is 
told in many different expressions describing the poem’s “speaking” figure becoming 
‘more and more isolated by means of scenic settings that become increasingly dramatic: 
Therefore, one important artistic device of the lyrical text i the choice of many words 
and their amangement 

In lyric poetry we seem to have a development 
scenic settings and possessing a rigid formal and st 

  

  

     
    

  

om short lyrical poems without 
structure in Old Babylonian 

  

li 
times, to long poems with a more dramatic inner form and a less rigid outer form in 
Standard Babylonian. 

In example (€) Ludlul bél némeqi Tines 57-65 start off the description of the 
unfortunate situation of the “speaking” figure by picturing him as being driven out 

    

  

of his home and encountering bad omens. He mistrusts and suspects his colleagues. 
‘They are described like the ominous sebettu-demons, attacking him in body and soul. 

Example () BWL p. 32 lines 76t 

  

  

  

57 na-an-za-zu tas-i-tu us-ta-na-ad-da-nu eli-ja The coutiers plot hostile 
na e m d 1 action against me; 

58 pab-ru-ma ra-man-Su-nu ii-Sab-ha-zu nu-ul-la-a-tiThey gather together and 
rmorm /3§ nu uter impious words. 

59 Sium-ma iS-ten-ma na-pis-ta-Siu i-Sat-bak-5u ‘Thus the first: °I will make 
3 m S nmnpsts Stb § him pour out his life!” 

60 i-qab-bi Sd-mui -Sat-bi ter-tu-us The second says: ‘I will make 
£ Biebit ot ¥ him lose his post! 

    

    

61 3 ki-ma Sal-Si qip-ta-Si a-tam-ma-ay On this wise the third: T 
Skmi 8/ t§ t o m ‘will take over his position! 

62 er-ru-ub bit-us-Su rebil i-tam-mi *I will take over his estate!”, 
r bb rb says the fourth. 

63 ha-G¥-u pi-i ha-Se-e Su-bal-kut ‘The fifth crosses “the mouth 
hi &< pishok (3D of the fas 

64 S-S u si-bu-u i-red-du-u Se-du-us 34 ‘The sixth and the seventh 
s dieiEtalie will prosecute his Sedit; 

65 ik-su-ru-nim-ma ri-kis sibit il-lat-su-nu The clique of seven have 
ks r rkss t1 ts assembled their forces! 

As far as I can judge this textis not arranged in smaller units than the eight lines cited 
here. The vocabulary is unusual: faslinu is only attested twice more — and once in a 
lexical text; pi hasé is unknown; perhaps there is a word play on as¥ “the fifth”. 
Exceptional, too, are the varying expressions for “he speaks” in lines 59-62: (59) 
Summa stands for “Summa igabbi”; then follow : (60) igabbi ; (61) Sa kima <iqabbi>: 
(62) itammi. In six lines, with four different introductions into direct speech, seven 
persons threaten the “speaker” in different ways. The ring composition which we 
already found in example (a) is used here as well; parallelism is used as a stylistic 

  

      

   
    

      
54 The English tnsltion is based upon Lambert, BWL p. 33 with very few changes. 
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   figure in the cumulative parallelism of a bow pointing back?$ Superficially these 
motifs might be regarded as actions. But they do not function as actions; they arc 
signs of danger, and they trigger the motion of fear. They express a situation, but they 
are not the sitwation described. This fact is even expressed in the poem through direct 
speech: by this means the situation is neutralized as being hearsay: and a procedure 
is evoked by speaking about it 

Assonance is very pronounced. The density of the poetic language seems to be 
based on this feature and on the choice of words. 

4.4 The metrical system. 
Another arrangement in style which marks poeticity in many cultures, viz. the metrical 
system, has last been treated by von Soden in the Zeitschrift fiir Assyriologie (1981 
and 1984). His analysis has been convincingly rejected by Edzard (1993). He thinks 
that it is impossible 10 recognize a metrical system in a written language without 
having a notion of the pronunciation of words. There might be a metrical system, 
perhaps even distinguishing Iyrical from narative texts, but we do not know it. As 
in other fields, the Akkadians did not formulate any theory about their own verse 
language. 

    

  

    

S THE META-LEVEL: MEANING AND IMAGERY. 

In the preceding synopsis of some markers for grammatical literary style (the “inner 
form”) it could be seen that, with a few exceptions, we cannot identify dominating 
literary or poetic devices that exclusively classify texts as poetic, neither on the level 
of assonance nor on the level of special grammatical forms. This indicates that the 
artistic form of a poem cannot be determined on these features alone, but must be. 
based on other features as well. I suggest these are the variety of vocabulary and 
the stylistic amangement of words according to parallelism and imagery. Assonance, 
parallelism and word order in parallelism do not exclusively determine a text as poctic 
or even as literary 

In a telephone guide there is an enumeration of names, arranged according 1o 
allteration and sometimes even according to rhyme. Morcover, the telephone guide s 
marked by one of the essential conditions of literariness: it has wide public acceptance 
and can be universally decoded. According to a very formalistic definition of the inner 
and outer form of modern poetry it could be defined as literature.?” In this modern 
understanding of literature, even an Akkadian word-list would be lterary. Still we 
know it is not, because it does not have one of the essentials of all archaic literature: 
a rigid formal structure, a diversity of different repetitions. But also the telephone 
guide is not literary. Something is missing. We, the users, do not experience any 
Titerariness in the telephone guide. Though full of assonance and nict 

  

  

    

        

amanged, it is 

55 The speaker's Iife s in danger, his office has been taken over; his hos 
has been driven away — which points back 10 the beginning: when the gu 
danger, crc. et. 
55 Compare Todoro 1964 fo the intemeltion of imagery and poctcs in conirast 10 prose 
7 See again Hardt 1976: S51 

  

is gone: his guardian angel 
wian angel leaves, lfe s in         
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evoke an imagery neither by its 
Similarly, imagery is missing 

(®): Heart Grass 
famm 01 i o v 

    

TamaT armm st Sammak 

  

      

not experienced as being beautiful; it does not touch our emotion 

   

  

1 
2[wma Tama¥ s isabat i Tt 
3 unimi i isabo b i 
4|sna i bumdi sqfima isabat i 581 u b 
5[ama sadiu et sqfima isabot i sidi b 
6 lana aslluhi bl 61 5p0i_ogima [ T Topair 
7 [ 7 o tibbiama¥ ippaiic 
8ms ik fama¥ iopalic liotiumimi lippaiie 
9 |ims i ummi pafirna lbbi @i b ppsic 

10 [Kima__tibi i bumii ipima___libbifdiu ba__ tippair 
  

  

because it does not 
assonance nor by its semantic selection and structure, 
om example (1) 

assubdima b b5 

  

   
     

     
     

     

  

   
     i ot 

  

  
          

    
   

   

  

    

  

12 S 8 e e Btk i 
1 i s oammara it 

1 The hean grass grovs i the mounains | pulled it upand it sizd my bears 
2 fipoketo umat Stsiaedthe b of el 
3 fspotern e bass oo the eanof e bess 

ispeketo e ieldsandplais  —itseoed theheamof he ek ndpi 
Sopkern ehlmdne it . 
6 Ligte o o Al ot of ooy | [Levmy b Teotied 
7 frsmy vean s sotet, somay the bean f Sk besoothed. 
5 s e et Sama? v sohd, 50y the eans fth ldsand las b sothed. 
5 e e et e sothed, s0may th hean of e et besothed. 

10 e e f i s sothed,_somaythe b ofhe i nd vl be sothes 
10 Samah s g s your g e wiodink sl i 
12 Hewho ik sl eovr b whodrinks it shall b rid o s lncs, e who ik sl g s 
13 e who ks sl s desie. 

Note the following features: 
(@ In'lines, 11, 12, 13: allitration of s; follows: a,i 
(6) In lines 2-10: Schatelreim.cluster: exchange of words according 1 a certain scheme 
(See Reiner, op.cit. pp. 96-98) 

  

  

Here we have a closed system of assonances on the sound level; we have a lincar 
parallelism and repetition with minimal changes. In addition we have minimal lexical 
variation. The beginning is nice and mysterious: a Heart Grass - which does not 
exist - but which sprouts in the mountain (far away and strange), takes over my heart 
(mysterious, fantastic). The rest of the lines are rather meaningless, amanged in a 

  

    

well-known scheme of cnumerations; the elements in the second part of the poem are 
juxtaposed. 

“This pocm might have been murmured over an oblation of grass and water to 
$amas, because the sound system might be experienced as having a lulling effect.    
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   There is no further imagery; the purpose of this poem is simply the fulfilling of the 
incantation.% Though my evaluation of this text is to some extent intuitive, it is based 
on the knowledge that there are other Akkadian poems with a differentiated imagery. 

One of these is our example (d). There are two different metaphors in line 4 and 
in lines 7-8 describing Marduk’s wrath. Then his power is evoked by means of his 
hands, which touch the depth (nagbu) and the heavens (line 9/11). “He pardons” is 
expressed by the phrase “his soft hand touches the nearly dead” and he saves people 
from danger by “attributing guardian angels” (lines 15-16). The same situation is 
expressed in a conventional, not at all imagery-laden way in example (a) lines 17 and 
18. We do recognize that in text () imagery is evoked, but not in (9 and (a), which 
nform about concrete o invented facts. The alluri 

scheme and its absurd information, yet like (a) it is a literary text with “every-day 
use character’ 

In text (¢), which is a narmative passage, imagery s evoked by rare vocabulary: 
pitqu means the raw form of an (inanimate) object, and is used here for Ti'amal’s 
creatures, which belong (o the class “animate objects”. Anantu samadu is impossible: 
‘you cannot put “batle” before a chariot. Both images derive from a common literary 
Semantic device: they combine verbs which usually are associated with objects from 
the semantic class “inanimate objects” with animate objects and vice versa:? The 
imagery of the next lines is built upon a scene developing slowly: Ea listens, he 
rages (expressed by the contrary expression which means in a literal sense: he is very 
quiet!), he thinks matters over carefully, he calms down, he makes his way to his 
father, enters his room (‘room’ s omitted) and finally he addresses him. If we were 
to change the passage of lines 5-9 into a lyrical text we would omit the scene of Ea 
slowly making his way to his father and we would concentrate on the god's anger, 
which would be described lengthily and then finally we would leave. him standing 
before his father whose description would be the theme of the next few lines. 

  

   

    

    

  

    

CONCLUSION 

  

After a discussion of the difference between literary and documentary texts, I have 
tried to demonstrate that different levels of lterariness or poeticality can be discerned 
in Akkadian literature. 

A precise visual structure by arrangement in strophes and a detailed “inner form' 
are important poetic features but do not exclusively mark poetics. We need the meta- 
level of mental assonances, the imagery, to recognize a literary text as a piece of ar 
‘This semantic device seems to be at the core of literary style. 

A very dense literary style in written Akkadian literature is the lyric style in a 
completely closed system of dependencies of formal structure and content. Narrative 
style has passages of deep interdependencies, but also large sections constructed with 
formulae or large-scale repetitions, which then have the function to develop the plot. 
‘They stop the narrative to picture for the *present’ situation and to_build up tension. 

  

  
  

  

    

5 See Veldhuis 1990 for a caeful study of his and re 
9 For this method see Petof 1971 and Todorov 1966 

    poems. 

7 

   



Literary texts, which are marked by a dense cluster or interdependency of a formal 
structure, a concise “inner form” and especially a corresponding imagery, I would 
like to classify as poetic whereas texts with a lesser density and without any imagery 
T would propose to define as “only” literary. 

The present study is meant as a prolegomenon 0 a necessary discussion about 
genres in Mesopotamian literature. 

 



       
      
          

        

    
    
    
    
    

         

    

                                                

        

Appendix: Notes on Ludlul bél némegi, 1-16. 

      1. The formal structure of the text:® 
None of the manuscripts have underlined passages. But clearly the text is structured 
into strophes of four lines. Twice we have a lyrical repetition: line 1-2/3-4 and line 
9-10/11-12. Lines 5-8 is a four liner with verses of two paralle] lines. 

    

     

‘The “inner form”™ 
The parallelism of the first lines is obvious; the vocabulary is attested in other 
Marduk hymns (see Moran 1984: 256) and generally in other SB prayers; they 
have topic character. The special poctic marker here seems to be the unusual 
beginning: ludlul bél nemegi instead of “Sa” bél némeqi; “ludiul” stands for 

ardul 
~ The next four lines are built on a contrastive parallelism : “anger” < 

ing", consisting of two metaphors, which evoke the imagery: wild angry god # 
clad in a storm, 74 his fury. He is a mild god ## breathes softly # the soothing 
momning-brecze. 

| ~ Lines 7-8 are conventional in contrastive parallelism but again metaphorical: his 
fury s not to be opposed  like a wild flood cannot be confronted <—> yet his 
heart is mild 

~ The phrascology of the next four lines is exceptional. Line 9/11 is difficult. 
Presumably it means that Marduk supports the high sky with his hands, which, by 
parallelism should be rooted deep in the nagbu. However, this interpretation poses 
grammatical problems (s. note 88). The next parallel lines 10//12 are structured 
on a very leamed grammatical juxtaposition in the first half part of the line and 
perhaps on a slight differentiation in meaning: riftu rabbat : rabbatu rittasu, *his 
hand is mild: his mild hands' 
The next four lines contain two more verses of each two lines, based both on 
contrastive parallelism. Line 13 i, if read correctly, very unusual. Line 14 means, 
Very simply. that the one who is nearly dead is saved, because Marduk changed 
his mind (very suddenly: see theme of lines I7fF.); this is expressed by contrastive 
parallclism: the shin (magfu) <> is being raised up. The same siwation is 
developed systematically in lines 15-16; if the god is angry # angels leave man 
o man is in danger of death <-> if the god is kind  the personal god comes 
back # man can live. 

So in this part of the text the poem is based on contrastive parallelism with all the 
markers of poetry of the formal siructure and of the content 

amangement in strophes and verses, 
Iyrical repetition, 
assonance [but only dominating lines 9-12, 14 and 16] of literary grammatical 
forms 
apocopation of the suffix pronoun (rifnis); 

and of poetic grammatical forms: 
adverbial constructs (uzzusSu, enusSa), which are not attested in that vocabulary 

   2 

    

    

  

“sooth   

  

     

   

    

  

   

      

109 <> contrass of expression:  tansfes o the level of metaphors; % tansfes o the basic meaning. 
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elsewhere; 
unusual stems (muppasSir, mussahhir: ND stem!) 

The syntax is poetic by the following criteria 
the adjective comes before the noun (abbar rita: 
the construction : “5a kima imi mebé lami uggatsu” 
sami d (the verb is included in the noun phrase);this construction appears 
only in poetic tex 

Only the following choice of vocabulary is exceptional and unusual: 
kdsu “to help” is poetic as well as manit Séréti “morning brecze”. 

3. On the metarlevel the imagery is very expressive: Marduk is surrounded by his 
fury like a cloud # he is angry (Tine 5); his breath is a moring brecze o he is friendly 
(line 6); his hands reach form depth to sky  he is almighty (9/11); his mild hands 
touch man + he saves his life (10/12); he lets the misery-stricken “be raised” from 
misfortune  he saves him (14); he ignores man, so that the angels go away # danger 
of life (15) he Tooks at man, 5o that the personal god is at his side again  safety 
(16). Over sixteen lines there are seven quite unusual formulations; the other lines 
reinforce these motifs. 
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MESOPOTAMIAN LITERATURE IN CONTEMPORARY SETTING: 
TRANSLATING AKKADIAN MYTHS' 

  

Shiomo Izre'el 

  

LITERARY FORMS IN AKKADIAN AND MYTHIC LITERATURE 

Akkadian literature in the broader sense includes many types of texts. Administrative 
documents of various types, ltters, historical accounts, omens, ritals, hymns, wisdom 
literature and myths are only a selection of examples of the manifold genres handled 
by scribes of Akkadian during the two and a half millennia of its recorded history. 
Although we know about the spoken varieties of Akkadian at any stage of its existence, 
we may take for granted the fact that oral registers had an important effect on some 
registers of written Akkadian. 

‘The question of former or contemporary orality in Akkadian belles-leturs is quite 
complex, since there can be no formal textual proof for that stage. The Mesopotamian 
Literature Group dealt with this issue elaborately in its first meeting? reaching a 
consensus that one can regard as axiomatic, that storytelling did not have its start 
together with the emergence of writing. An oral tradition of this type of litcrature, as 
is the case with poetry, must have existed in any society during its preliterate period. 
Coexistence of oral and literate compositions of Akkadian mythology may also be 
postulated, and some indications, although oblique in nature, have been suggested 
1o support this assumption. We have also seen that there is no point in speaking 
of ancient raditional storytelling or poetry without assuming an aural aspect of that 
tradition. Storytelling and poetry are intrinsically associated with listening, especially 
in societies where lteracy is restricted, as was the case in ancient times. Aurality 
equals traditionality, and its manifestations within a text are to be regarded as stylistic 
devices.* 

We have hitherto mentioned storytelling as separate from poetry. Yet, as is the 
case in many other cultures, either ancient or contemporary, mythological lierature 
in the Akkadophone culturcs was one of the subgenres of poetry, in the sense that it 
had verse structure and rhythm. Sound patterning and other poetic devices can also be 
found in Akkadian myths to a much larger extent than in any type of prose ltcratre. 
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TRANSLATION AND RENDERING 

‘The main difference between experiencing a literary work of art in our society and 
in ancient times is that between reading and hearing. Our contemporary societics are 
licerate 10 such a degree that we have come to think of any literary work in writien 
rather than oral terms. This includes the most intimate poems, which are nowadays 
being composed with much attention to their printed visual characteristics. There are 
very few genres which are composed for hearing rather than reading, and these are 
aimed mainly at the mass media, and usually involve either mus 
or both, 

Although it is hard 1o restore ~ and by implication also hrd to perceive — the 
way in which an ancient text would have sounded 1o its original audience, we do 
have some clues which enable us to make some judgments about the appeal of such 
a text through the investigation of its structural traits.* Scholarship has only recenly, 
and quite scaniily, started to touch upon the literary and poetic style of Ancient Near 
Eastern literature and of the possibilities of its transmission to moder societies. This 
is not just a matter of the overt components of the text, such as sound pattening, 
meter, or word play, but also a matter of connotations and associations, to which we 
can hardly have access in dead languages. 

Yet, leaving aside the latier issue despite its importance, we also have the problem 
of lacking any knowledge of the cultural background by any potential non-professional 
audience. Demarcating the audience is, indecd, the first thing one should do when 
planning to translate a text, along with determining the justification for translating the 
specific text and defining the goals of the translation. This paper intends to siress, 
above all, the importance of trying to make our beloved texts more appealing 1 the 
general audience. 

Just o give some illustration of the possibilites at hand, let me cite one pa 
sage from the Amarna recension of Nergal and Ereskigal, where consonance 

extremely impressive. After Nergal has protruded i - 
seizes her, and 

ina SartiSa ugeddidassima istu kuss 
(EA 357: 78-9) 

A fair, yet non-poetic translation, would be something like: “He bent her from 
the chair o the ground, in order to cut her head”. This may be fine for a 
scholarly work. Compare, however, Bottéro’s translation of this line: 

Et, par sa chevelure, la tira de son tréne & terre, pour lui trancher la téte 
(Bottéro and Kramer 1989: 44) 

To maich the use of k - g - 5 in the original,” Bottéro made excessive usage 
of the r and r sounds 1o convey a similar impression. Although less powerful 
than the original, Bottéro’s translation seems to be much more successful than 

y other translations of this passage known o me. (Let me emphasize that 
consonance has been chosen as an illustration since i is the most overt type 

¢ or visual eff 

  

cs, 

    

  

  

   

  

    
  

    

  

ana qaggari qagqassa ana nakasi 

    

     
    

  

  5 For Akkadian sec ¢.g_the contribaions of Groneberg, Kilmer and ogelzang in thi volume. 
© Maier 1984; Gardner and Maier 1984: Appendix. pp. 273-304; Kramer and Maier 1989: chapter 10; 
Parker 1990; <f.Jackson 1992: xxavi-xaxvii, 
lareel 1992: 1623, 

  

  



of poetic decoration; other poetic features like meter, puns etc. are of 1o less, 
and in fact can be of much greater, importance than consonance.) 

  

Mythological texts are good candidates for modemn rendering, being so attractive in 
both their narrative form and their meaning. Their everlasting virtue, their concern 
with the most basic human characteristics and with the deepest questions which 
troubled mankind since antiquity, make them appropriate to be heard and acknowl- 
edged by all people. Unfortunately, very few of the existing translations of Ancient 
Near Eastern myths were made with due care (o their formal features. Indeed, there 
i always a tension between the wish to be accurate and the need to pay atiention to 
the literary structure. Yet, the won out fradattore traditore should refer not only to 
translation in general, but especially to literal translation, s0 common in our fields.* 
In spite of this, and together with trying to arive at an appealing translation, ac- 
curacy must not be neglected in favour of literary form. This general rule s even 
‘more important in the special case of myths, where I believe language plays a signif- 
icant role in conveying the meaning, sometimes using most subtle and sophisticated 
techniques. The difference in form is to be taken into account also. In our modern 
Societies, a namative like a myth would probably be told, or rather written and read, 
in prose. Even the most ancient myths of our society, namely the ones transmitted 
from Mesopotamia into the first chapters of the Bible, have reached us in prose. Yet, 
I believe that the cultural background cannot ~ and must not — be dismissed as neg- 
ligible even if an ancient work of art like a myth is existential and has an everlasting 
virtue. In order to convey in some respect the antiquity of the text, | maintain that 
the primary human questions involved therein must be presented in their authentic 
clothing, in the original form of an ancient myth. An Akkadian myth should not be 
brought to a modern audience merely as a narative in a modern formal, but as much 
as possible as a whole experience which would imitate to some degree the experience 
which an ancient audience might have had while listening 1o it 

‘The translation of a myth should strive to be casily and immediately inteligible to 
a listener, whether it be merely recited or sung to music. I would therefore attempt 
0 translate a text s if it were intended for an oral production, possibly with musical 
accompaniment. Within an exposition involving other artistic media, the text should be 
performed in its pure form, either in recitation or as a recitative, 5o that any additional 
medium would be adapted to the text rather than vice versa. In order (0 achieve this 
goal in a way as closely related as possible 1o the environmental exposition and 
production of the genuine text, I find it necessary to adhere o the intrinsic nature of 
the translated text, namely its structure as a piece of narrative verse. Although such an 
exposition is not common in a moder literate society (a readable translation would 
be expected), one must take cognizance of the possibility of oral production. 

As a test case, 1 have translated the myth of Adapa and the South Wind into 
my native tongue, Isracli Hebrew. Both the theoretical approach and some practical 
problems and solutions will be presented below. While some problems and solutions. 
may be specific to the target language, others are of a more general nawre, and 
implications may be drawn for the act of translating Akkadian myths both for the 
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    general audience as well as for professional needs. T wish (o stress at this juncture that 
there is a great benefit in translating myths with an appealing literary outcome in mind. 
As will be seen below, a thorough grammatical analysis of the Akkadian text was 
undertaken. This, together with the endless struggle to find the correct and apt word 
or phrase, which would fit not only a specific verse but the structural phrascological 
relations within the text, has much deepened the translator's understanding of the 
myth, 

        

         
  

  

THE INCENTIVE FOR TRANSLATING ADAPA INTO HEBREW 

    

   
      

The myth of Adapa and the South Wind has an existential value. It discusses in a 
sophisticated and subtle manner the question of life and death and its relationship to 
human knowledge. This ancient story has therefore strong tis to the story of the tree 
of life and the tree of knowledge-of-good-and-cvil in the Garden of Eden. In their very 
essence, both tales encapsulate the basic human dichotomy of life and death versus 
the no less basic dichotomy of knowledge and ignorance, or rather that of awareness 
and innocence. 

  

    
       

    
    

  

    

  

    

    

      
    

   

    

  

     

    

      
   

    

ated by the god of the deep water and wisdom, Ea. Ea “perfected 
him with great intelligence, to instruct the ordinance of the earth. He gave him 
wisdom; he did not give him etemal lfe.” Adapa was a servant of Ea. Respecied 
and adored by his community, he did the chores needed to perform the daily 
rituals, which included, among others, supplying fish from the nearby sca. 
One day, while Ea was still “lingering in bed”, Adapa’s journey 1o the vast sea 
ended unexpectedly by a sudden burst of the South Wind, which threatened to 
drown him. Adapa, who for the first time in his life met with some difficulty, 
could only uter a curse against the blowing wind, wishing that its wing be | 
broken. And 5o it was: as s00n as he uttered his words the wing of the South 
‘Wind broke. This, indeed, saved Adapa’s lfe, yet it also caused a drought upon 
the earth, since the furious South Wind is not only violent and dangerous; it 
also brings humidity and fertilty (0 the lands of southern Mesopotamia 
Nothing could be done against Adapa’s spell, and Anu, the god of heaven and 
the head of the Mesopotamian pantheon, had to summon Adapa for questioning. 
The situation was indeed unpleasant for the disciple of Ea. Yet a god like 
Ea would not risk a meeting of his loyal servant with Anu without proper 
preparation. As appropriate for the god of wisdom, Ea, well known for his 
character as a trickster, supplied Adapa with minute instructions which were 
supposed to save his life. Among these were strict orders to avoid any food or 
drink offered to him in heaven, for they might be lethal, 
However, the situation turmed out o be rather different from that anticipated by 
Adapa. While in heaven, Anu’s anger was appeased by two deitics, Tammuz 
and Gizzida. They were standing at the gate of heaven, and Adapa paid a 
flattering wibute (o them, thus following Ea’s insiructions. Instead of being 
offered deadly food and drink, Adapa was offered the food and water of lif 

      

  

  

   

        

    
  

  

   



He refused these, and thus - at least according 
and irreversible opportunity for etemal life 

0 one tradition — lost the unique     

  

  Besides its sheer value as a tale of philosophical insight, the Adapa story offers an 
appealing narrative and other literary qualities. Is universally human values, its ori- 
gins in the ancestral lands of the Jewish people and its (non-coincidental) closeness to 
Biblical mythology and to more advanced Jewish thought in later times are additional 
reasons for trying to present it in translation to the Hebrew speaking people in modem 
Isracl. Yet the prime incentive for this translation was a study of this text s a schol- 
arly and educational composition in the context of a broader Mesopotamian cultural 
background? This study, which was followed by a second one on the relationship 
between oral and written lterature in Akkadian and discussed in the first workshop of 
the Mesopotamian Literature Group at Groningen,® has yielded a theory with regard 
to Akkadian meter and its application (o this text. It is this study, which started my 
Adapus complex,'! that tempied me to venture a translation of the Adapa myth into 
Hebrew 

  

  

THE MILIEU OF THE ADAPA RECENSION FROM AMARNA 

The myth of Adapa and the South Wind has reached us through a few fragments, of 
which the largest and most important one was discovered in Egypt.”? In fact it has 
been known to the scholarly world only since the discovery of the ancient city of 
Akhetaton in Tell ¢l-Amama in Egypt more than a century ago. In the 14th century 
BCE Akhetaton was the capital of the Egyptian king Akhenaton, or Amenophis IV. 
Among other texts, this myth seems to have served as part of the curriculum for the 
study of the Mesopotamian seript, languages and culture at ancient Akhetaton. The 
other fragments'* were part of the library of the Assyrian king Assurbanipal, and 
represent this myth as it was known in Assyria about seven centuries lter, 

‘The Amarna fragment contains the main narrative. It starts at the moment when 
Adapa curses the South Wind and breaks its wing doing 5o, and ends when Anu, the 
chif god, laughing at Ea’s false instructions to Adapa, sends the human back to carth, 
destined for doom which he describes as an intrinsic aspect of human life. The other 
fragments wrap the narrative in some background and offer a different conclusion 
than the one suggested by the Amama recension 

‘The Adapa text is much less formulaic than an average Akkadian myth. Hence the 
poetic nature of the text was under debate for quite a long time. Yet the poetic structure 
of this text scems (o be established, and it has now become generally accepted that 
indeed this myth has the intrinsic features of poetry as defined above, ic., it has 
thythm and it is verse-structured. Although ~ unlike other mythological texts from 
Mesopotamia proper ~ there is no agreement in the Amama recension of Adapa 

  

    

Tare'el 1991 
19 Tareel 1992, 
11 Which will hopefully reach it climax in my forthcoming monograph on this myth se he references 
12 EA 356; “Fragment B” in Picchion?’s editon, 1981 
15 Fragments A, Ar, C. D. 

    

  

8  



   

  

between line endings on the actual tablet and verse boundaries, the verse structure 
can be very easily esiablished, and can be proved by comparison to the other, later 
recensions.'* 

‘The Amarna recension of Adapa, even when complete, seems to have been shorter 
than the later versions, which conforms to the common theory of natural develop- 
ment (by expansion) of Akkadian myths.'* Furthermore, it uses relatively simple 
language. For example, and most significantly, it does not use formulae introducin 
direct specch, a postic device very widespread in Akkadian mythological literature. 
Tis nature as a school text, also supported by other factors, may perhaps be the reason 
for these aspects of the text, because we might expect a school text to be simplified 
or shortened. I has even been suggested that this specific recension was a written 
version of a show-like production intended to facilitate leaming.'s Yet 1 did not at- 
tempt a transmission of the story as a scholarly composition or as part of a scholarly 
curriculum, neither in Egypt nor in Babylon. The point was (0 attempt a transmi 
of this work of art as a genuine Mesopotamian picce, perhaps a popular onc, in both 
content and form. Two of the more recent fragments of the narrative seem to c 
firm the assumption that there have not been drastic divergencies among the attested 
recensions of this myth. This fact, together with other considerations, definitely puts 
us on safe ground when we assume that the Amama recension, although discovered 
in Egypt, s an exact or near exact copy of a genuine Babylonian recension of this 
tale, as 1 have shown in my first study of this text.? As we shall sce below, the 
Amama recension of Adapa gives us some clues regarding an oral production. Thus 
the hypothesis of an oral production in any Mesopotamian city is the actual scenc 
we should keep in mind for the transmission of a similar experience to our modern 
audience. 

  

    

  

    

  

  

  

THE LANGUAGES INVOLVED 

  

Akkadian and Hebrew belong 1o the closely-knit Semitic family of languages; naturally 
they share many lexical and grammatical features. Thus there are many typological 
affinities between Akkadian and Hebrew. Going back in history in order to save the 
antique flavour of the text, an casy way of presenting an Akkadian myth might be to 
translate it into an imitation of Biblical Hebrew. Before and during the carly stages of 
the restoration of Hebrew as a spoken language in this century, such imitations werc 
widespread in the Enlightenment period of the 18th-19th century, and the principle 
was in use unil almost the middle of the 20th century, especially in children’s books 
In fact, one of the most important Hebrew poets of the beginning at the 20th century, 
‘Shaul Tehernichowsky, did indeed translate Akkadian myths and classical poetic texts 
into Hebrew, using just such an imitation of Biblical Hebrew."® However, as will 

  

   

     
    

  

¥ picchion 1981 
15 Cooper 1977: Tigay 1982: 61, 107, 125, 128, 2 
1 Nogelzang 1992, 
1 pe'el 1991 sion of the text as it i attsted n at last e of s e fragments (Fag 
©)gives further support o this hypoihes 
¥ Tehemichowsky 1924, 1937: $73-633 
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become clear below, this seems to miss the point of providing a suitable translation 
for the modern Isracli Hebrew speaker. 

A few words on the nature of Israeli Hebrew and its relationship to Biblical Hebrew 
‘might not come amiss. Isracli Hebrew is the end product of  linguistic change of two 
types: the more or less gradual change of a language which has existed for more than 
a millennium and a half only in a literary, written form, and the abrupt emergence of 
a spoken language which followed. Since the beginning of this century, Hebrew has 
become a full-fledged language in both usage and structure, serving ail the needs of 
 modem wester lterate society. The Semitic nature of Isracli Hebrew has not been 
drastcally altered as a result of the abrupt transformation into a spoken language. 
‘This unprecedented outcome is the result of both the uninterrupted usage of Hebrew 
in writing and ~ which is no less important — the nature of its basic morphology, 
transparent 1o a large degree and thus enabling a large-scale productivity, so much 
needed for an emerging modern society. 

‘The specific history of Hebrew, documented since the Biblical period, has even 
tally resulted in a continuum of registers in the linguistic life of the modem State 
of Isracl. A more or less smooth gradation of registral linguistic lects!” can be drawn 
between the colloquial forms at one extreme and those contemporary linguistic struc- 
tures which are closer to Mishnaic Hebrew at the other. Yet the language of the Bible, 
although not without strong ies o the synchronic stretch just described, must be sep- 
arated from this contimuum, and should be regarded as a distinct linguistic entity. In 
other words, Biblical Hebrew (henceforth: BH) and Israeli Hebrew (henceforth: IH) 
are distinctive (0 a large degree in both semantics and form, and can be determined 
as individual linguistic entities on the basis of many structural features 

While the latter observation seems correct from the point of view of linguistics, 
this would be far more difficult to ascertain on a sociolinguistic level. On the contrary, 
from a purely sociological point of view, such a distinction between IH and BH scems 
1o be incorrect. This means that not only the average Israeli, but also the more educated 
members of the community would regard the language of the Bible and their own 
language as one and the same. This is the result of a widespread knowledge of the 
history of the Hebrew language from Biblical times il its so-called revival, as well 
as of the fact that any literate individual is trained in reading the Hebrew Bible from 
the second grade of clementary school as part of the curriculum, while absorbing the 
conviction that the language of the Bible is virtually his own mother tongue. Yet, in 
effect, no practical register (oral or written) of Modem Hebrew as it is used in Isracl 
makes any regular use of salient o distinctive BH forms. Apart from formulaic chunks 
or literary and other imitations, the usage of BH is — 1o the best of my judgment - 
restricted to reading or citing the Bible itself. 

Thus a type of language imitating BH seems to be unfit o serve the purpose 
of presenting an ancient myth, or any ancient work of art, to a Hebrew speaking 

    

  

      

      
   

  

  

   

    

     

  

  

  

A lect i a distinctive linguitc system in that it comprises  singl, unified linguste strucure. A lect 
is distinguished from a disct or a register in that the ate terms cach indicate an deal grammatical 
model with ariaton, while a et s any distinet vaietytheren, acually exsing in practce. For 2 more 
encral study of this erm one may concul ¢.g. Berendonner, Guern and Puech 1983: chaper | 

5" Forthe hisory of Hebrew and th staws of 1H see .2, Kutscher 1982; Rosén 1977: chapter | 
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audience if it is intended 1o convey an experience which is similar (in principle) to 
that encountered by the ancient people for whom that specific work was formulatcd.2 

THE QUESTION OF METER 

    

In contrast 1o its linguistic form, the verse structure of BH poetry is truly absorbed 
into the cultural sphere of Israeli Jews. This is not only due to their acquaintance with 
the Hebrew Bible through learning, but also due to many popular songs of which the 
words are taken from the Bible, or which are actually Biblical poems to which tunes 
have been composed. 

Regarding IH, some written compositions of s contemporary pop songs, and 
especially adaptations of new words to preexisting melodies, seem to follow a similar 
paiteming to those found in ancient Semitic poetry. The same applics to inwitive 
impromptu thymes composed by individuals or groups, like children during their play 
and woops while marching. Although research in these areas is still lacking, a brief 
survey of some (usually oral) compositions suggests that in such picces of IH poetry, 
the number of syllables is much less important than the number of syntactic units 
and the place of accent. This conforms ~ at least to some exient — to the theoretical 
premises I hold for Akkadian meer. 

‘The Amarna recension of Adapa, together with another Akkadian myth found at 
Tell el-Amama, are unique among the extant cuneiform literature in that they have 
been supplied — in Egypt — with a ttorial device which can reveal to us the way 
students in Egypt leamed to read, and more specifically, how to recite these texts. Upon 
the surface of the clay tablet, either above or just following an inscribed cunciform 
sign, red tinted dots were applied. These red dots were applied systematically, and 1 
have suggested that they mark what I termed metreme boundaries,i.¢., the boundaries 
between the minimal metrical units of this text. In other words, an investigation of 
these red points tells s something about the metrical structure of this piece of poetry.? 
Further investigation has shown that also other Akkadian poetic texts suggest a similar 
metrical disposition,” so that the metrical structure of Adapa is not specific to this text 
The two cunciform tablets with red points have, thus, a unique feature that can supply 
us with formal features conceming the vocal aspects of a text, otherwisc attainable, 
if at all, only with great difficulty and by highly speculative premises, 

Another feature which was of great help in unraveling the mystery of the red points 
and some features of the actual pronunciation of their Akkadian was the system of 
plenc spelling of these two text. It should be recalled that plene spellings in Akkadian 

  

    
  

        

11 have learned from my colleagues in the Department of Poctics of Tel Aviv Universiy that students 
find Tehernichowsky's translations of the Akkadian myths incomprehensible 0 a large exient and hence 
unappesling. An exiensie project of ransating the major AKkadian and Sumerian ieary compositions 
s currently been undertaken by the Assyrologist Jacob Kicin and the Hebrew poet Sh, Shifa. Of the 
several texts aleady published (Proza 79-80, 1985: 11-25; Ha'arets, 234,86 17, fiam Zunra: A Hymn o the Goddess, 1990; Alpayim 2, 1990: 79-93). one can tell that & Modem Hebrew: regisier has been adopted. Aiming, natrally, at a ieate audience, many BH grammatical foms hase been sed. yet the 
ranslations seem o b appealing. 
2 pareel 191 

  

  

  

  

     

   

  

    
  



mark long o accented vowels. By implication, the accentual pattering of several key 
words in these poetic texts could have been unveiled. My definition of the Akkadian 
metreme (i.c., the minimal metrical uni) is based on syntactical pattening. Similar, 
if not identical suggestions concerning the metrical system have been posited for BH 
poetry. I further suggesied that it is not enough to define a metreme on syntactic 
bases within a metrical disposition determined as a serics of single accents. It has 
been shown that the place of the accent within a metreme also plays an imporant 
role in the metrical patterning of a verse. 

‘A working hypothesis for future research has started to emerge from 
found in my previous studics, one which can perhaps be formulated thus: If 
cultural examination, especially within illterate and ancient culwres, will reveal a 
strong tendency to form 2 metreme on syntactic and semantic bases, then metrical 
systems in the poetry of the Ancient Near Eastern cultures, and more specifically, the 
nature of a metreme as it was found in Akkadian, may prove to be a basic, cognitive 
production of the human mind, much more than other metremes like the foot or a 
syllable count, which might be the result of culture-specific evolutionary traditions. 
Since TH emerged out of cross-cultural contact, cognitive processes may have well 
been factors in the development of metrical templates in IH, although one may also 
think of transmission of the BH option into these pattern makings.* 

By intwition and through some informal rescarch, I found that TH uses at least 
some of the same fundamentals for the production of automatic or inwitive (i.c. 
unlearned) verse. The tendency 1o use “free verse” in modem IH writen poetry, 

    

    

      

  

  

  

recalling BH poetry, yet deriving from European traditions, may also fit into this 
setting7 Free verse makes European poetry similar not only to that of TH, but also 
to the Ancient Semitic verse structure. This makes my discussion here applicable to      

  

translating Akkadian myths (o European languages as well, although further study of 
the terms and possibiliies s of course needed. 

As we shall see below, the resemblance in the process of producing metrical tem- 
plates betwween Akkadian, BH and IH, has enabled me, as native (0 the Isracl culure, 
o decide on taking an intuitive approach with regard to meter when getting into the 
practical translation of Adapa. 

    
     

  

SOME PRACTICAL PROBLEMS AND SOLUTIONS 

Itis with these theoretical premises that I started to think of a Hebrew translation of 
the myth of Adapa and the South Wind: 
(1) Keeping in mind the scenario of an oral production of the myth, whether read 

aloud from the written source or after having leamed the inscribed text by heart 
Such a scenario, possible albeit hypothetical, in ancient times, is (0 be rendered 
as such for the benefit of a moder western audience. 

(2) The existence of possible cross-cultural metrical (or thythmic) fundamentals 

1 See especially O"Connor 1980; cf. Kurylowicz 1972:ch. 10; for Akkadian see also Buccllai 199. 
2 fe'el 1991 & 1992 

1 thank Mieir Sternberg for the laer observation. 
2 Hrushovski 1960 & 1971 
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which are raceable in one of the most ancient cultures known 10 us and - at 
least to some extent - also in my own native linguistic culture. 

  

Having established the theoretical premises, and having reached some methodological 
notion on the mode of translation from the poetical point of view, the road is now 
open for the act of translation itself. A translation of Adapa into IH which could be 
presented to a modern audience in an Isracli cultural environment is needed. Such a 
translation should be presented in an oral performance, and thus must involve simple, 
easy to follow language and poetic structure. The story should be told in verse, the 
‘metrical system of which would be perceived intuitively. Although aimed at a modern 
audience, strong links with the form of the ancient text should be maintained. This 
should be done in order to convey both ts existential value and its antiquity. 

  

   
  

What t0 iransmit? What is transmissible? 
Part of the difficulty in translating any text from a dead language, and especially 
a myth from a culture long dead, is the need to supply some background which is 
presumed to have been possessed by any casual hearer of that story in antiquity. 
‘This is not at all an easy tack, since much of our own knowledge of the cultural 
background, of the communal perception of the arca in which both the events and 
their telling t0ok place, of the religious concepts conveyed by that tale, of the acting 
figures, and of many other features of the content and of the context, have been drawn 
from that very same and similar texts. Since the cultural context cannot be part of 
the textual translation itself, but only, at the most, pertain o its performance, 1 shall 
not deal with practical ways to overcome this initial difficulty. Nevertheless, a few 
remarks are called for. 

For a text which is existential in nature, one might find it suitable (0 take some 
liberty in presenting it to a modem audience, supplying only a minimal background 
such as some knowledge of the main acting figures without which the text could never 
be undersiood. Even if one could replace the acting figures or transpose the cultural 
background into a better known environment, such a procedure would place the final 
product into an environment alien t0 is original producer 

In our case, Ea and Anu should be identified, and perhaps also Tammuz and 
Gizzida, the minor deities who played an important role i introducing Adapa to Anu, 
with regard to the way in which they could be persuaded to act as Adapa’s attomey; 
Preciscly at ths point it is interesting to note that the name of Tammuz is known as a 
month name sill used in Jewish (and Muslim) calendars; the story of Tammuz and his 
role in the Babylonian Pantheon has some reflections in the Hebrew Bible (Ezckicl 8: 
14) and, more than that, in the Greek mythology (the myth of Adonis). On the other 
hand, nothing much is known about Gizzida. Yet it may well be that it is Gizzida, 
rather than Tammuz, who is of greater importance for the modern western audience, 
since being associated with a tree of lfe in its Sumerian connotations and associations, 
Gizzida connotes the story of the Garden of Eden and the trees therein. The mention 
of the two deities as a pair s also significant. Indeed, our own specialist understanding 

     
     
  

  

  

  

  

    

         

  

   

  



    of those aspects of cultural background so much attached to the narrative of Adapa 
in heaven still leaves much to be desired% 

Textual coherence 
A preliminary concern is the original structure and sequence of the text. In the case of 
Adapa, it seems that all fragments agree with regard to the sequence of the story, and 
complement each other with regard to its contents. Yet, there are still two problems 
which concem us, as we ry 10 consiruct a coherent text for presentation in a hopefully 
fluent and eloquent configuration: 
(1) The fragment which contains the beginning of the myth starts not at the very first 

line of the text, so that the opening of the introductory verses is still missing. 
Furthermore, there is a gap in the story between the introduction and the main 
fragments: the first fragment ends at the moment when Adapa goes out to the 
sea to do his fishing, and the Amarna version, which is the main fragment, starts 
only after Adapa has already been thrown into the sea by the wind. 

(2) The Amarma fragment ends at the moment when Anu sends Adapa back t carth. 
Although it is clear that this was not the end of the story inscribed on that 
tablet, this may well be the message of the text, namely the loss of the chance 
to gain immortality. The later fragment which contains the conclusion of the 
narmative tells how Anu released Adapa from the service of his former patron, 
Ea, and installed him at his own, i.c., Anu’s, service, making him admire his 
awesomeness. The very end of that fragment includes an incantation against 
some illnesses, which puts the myth of Adapa in a more practical context than 
just a mythological tale. 

‘The restoration of the gap between the first and the second fragments was not really 
difficult, since the events which had to be put in are told later in the story by Adapa 
himself. A slight adaptation, involving mainly the change from the first 1o the third 
personal pronoun, was sufficient. This has also created a repetition, which was lost 
from the existing fragments of the original text, but is a common building technique 
of ancient narrative verse. As for the opening of the text, I had to add a line myself, 
mentioning the formation of Adapa by Ea. Scholars are still debating whether Adapa 
was actually created or just chosen by Ea from among the people of his city, Eridu, 
Thave chosen the second option: to the best of my knowledge, both philological and 
contextual analyses suggest that in this myth Adapa is a full human rather than half 
human and half god, as has been repeatedly suggested. > 

Regarding the conclusion of the myth, this question actually involves a two-stage 
decision: (a) Which of the two available conclusions to adopt for the translated text? 
(v) If the conclusion of the later version is adopted, should the incantation be included 
or left out? My first decision was not to give the text the further nuance of the 
incantation, which might put it in a contextual environment different from presenting 
the pure myth with its philosophical message.* Later I decided nor to choose between 
the distinct conclusions, but (0 give them both. The matter of performance would be 
left for the time when the text was prepared for the stage. In fact, even at this later 

      

  

        

  

  

  

   

  

  

5 For Gizzida,cf. Lamben 1990: 295300; for the other figures,sce Picchioni 1951 
2 Even very recently  ¢.g. McCall 1990: 65; f. L', forlhcoming 
3 The Amarna recension most probably did not include this addition. 
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   stage one could make use of both endi . the music to be composed could make 
use of both passages either synchronically or otherwise. 

Antiquity and modernity 
One of the main problems encountered at the very beginning of the process of trans- 
lation was how o give an ancient flavour t0 the text. The first practical decision was 
t0 make as much use as possible of BH lexical items that would be understood by 
‘modem speakers of Hebrew in their original meanings, even if these lexemes are not 
used in the currently practised registers of IH. On the other hand, in order to make 
the text fluent and modern, I decided to avoid those BH grammatical constructions 
that have become obsolete. In both grammar and lexicon, I strove towards simplicity, 
especally since the text had to be perceived in an oral transmission. 

‘This practical methodology seems to rest on a solid theoretical postulate. The 
fundamental difference between lexicon and grammar is usually the one from which 
linguistic attribution is intuitively made. For example, a pidgin or a creole language is 
usually regarded by laymen to be related to its model language, only because much of 
its lexicon s extracted from that language. This impressionistic perception of language 
is the reason for the most common terminology which would include the name of the 
‘model language in the name of the derived pidgin. Thus, ¢.g., “Pidgin 
on English lexicon rather than on English grammar. A Nigerian student at Tel Aviv 
University once told me of two varieties of English used in Nigeria: “Pidgin English” 
and “Grammar English”. Pidgin English, he explained to me, has “no grammar, but 
people understand. ™! In our case, the lexicon (including phraseology and idiomatics) 
would serve 1o give an ancient flavour to the text; the grammar would serve to enable 
modem perception. Note that obsolete lexical items — in our case BH lexemes which 
are no longer commonly used — tend to be employed in IH poetry, and elsewhere, 
much more than obsolete grammatical forms. Accordingly, links between BH and IH 
are much more tangible in lexicon than in grammar. 

The chart below describes the means used to convey the feeling of the text as 1 
wished it o be: 

      

  

  

      

  

        

  

feling of-modenity ngofanicuiy e 
comprehenstilty 

5T Although simplified and much reduced. pidgin languages do have grammar, of course. For he sructure 
and grammarical ffnities of pidgin languages see,for example, Mohlhatsler 1986; Romaine 1985 
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Divergences from this basic programme proved to be, as might be expected, a neces 
sity. In the case of the IH continuum and its strong ties with BH, the problem was 
essentially not how to avoid excessive usage of BH forms, but the contrary: how to 
avoid usage of explicitly modern fos, .., forms which might be recognized by the 
audience as modern and thus imply a modern origin. 

      
  

  

The lexicon; phraseology and idioms 
A salient example of the need to use as much of the lexicon from BH as possible is 
the TH particle Sel “of". This particle did not exist in Biblical times, and accordingly 
never occurs in BH. In contrast, TH uses this particle very often, especially since 
it tends towards analytical constructions, which phenomenon is especially manifest 
when compared to respective BH usages. Accordingly, spoken IH is very sparing in 
construing two adjacent nouns as possessive compounds, and uses instead an analy/ 
ical phrase construed with the particle Sel; ¢.g., for BH ben-is “a man’s son” (it 
“son+man”), IH would use ben Sel i (lit: “son of man”). Although secking a modem 
transmission for this ancient myth, excessive usage of this word would give the text 
an overall air of modernity, thus undermining the need of conveying the antiquity 
of the text. Failure in transmiting an antique flavour with the translated text would 
further result in at least some deficiency in conveying the cultural background which 

    

     

      

  

the tanslated text (and its performance) was meant to do. As for eliminating the 

  

frequent need to use the particle Sel for genitive constructions, this problem finds an 
casy solution by using instead compounds of genitive constructs of the Biblical type 
exemplified above. Such compounds are not rare in TH, and are especially frequent in 
literary registers; they definitely do not pose any problem in terms of intelligibilty. 

It must be noted at this juncture that the demand for simple language is ot 
contradictory to using lexical material from lterary registers or from the Hebrew 
Bible. Simplicity does not necessarily mean colloguialism or slang. On the contrary 
itis a story that we are telling, and we tell it in verse: it would hence be preferable 
that the register used suited this genre. One must remember that since early childhood, 
even infancy, Israclis leam to differentiate between everyday and literary registers, 
as they are exposed from a very early age to stories, poems and songs cither read to 
them by their parents and teachers from books or through electronic media 

‘The lexicon, and, in particular, phraseology and idioms, may contribute to retaining 
the flavour of Biblical times. Recall that, unlike Old English, for example, BH is still 
basically intelligible to speakers of TH. The following examples are intended to be 
illustrative of the use of lexemes and expressions where a Biblical or at least an 
ancient origin was meant 1o be conspicuous. 

1. da'ar® “knowledge, wisdom"” is typically BH (in the form da'ar), and is used very 
frequently. The BH synonym (derived from the same root) dé’d is used in IH (in 
the form de‘a) in the sense “opinion, point of view” (another BH derivative, déa 
is not used in IH). IH uses the newly derived yedi‘a for “knowledge, knowing” or 
“news”, xoxma for “wisdom’”. Itis important that the lexeme daa connotes quite 

orously, I believe, the story of Adam and Eve in the Garden of Eden in the 

      

  

     

   
  

  

          

        
      
   3 Toanglcration: BH § > IH x (<[8); BH ¢ > IH £ BH s = IH ¢ (= [1sD; BH { > H 1 BH " > 

I {o), Vowels in vocali sequences are o be pronounced separately (.. for haadon read ha-a-don); & 
hiatus is sometimes marked by an spostophe.



    

    

mind of every potential hearer of this text. 
2. higid “said” (<BH higgid) is interesting. IH uses verbal derivatives from this root 

only for future (and infinitive) denotation, while in the past and in the present 
tenses a suppletive root is used (amar; omer). higid is obsolete in almost all regis- 

ters of IH. However, it s used by children in carly ages, as an analogical formation 
10 the future tense. In the context of a poetical text, occurring in collocation with 
davar “thing, something”, which in BH!(in the form dabar) means “specch”, higid 
would definitely be perceived as comoting Bible-like antiquity rather than child 
language. 

3. BH karav (<qarab) “drew near” has been replaced in IH by the derivative of the 
ame root hitkarev or by the verb nigas. 

4. nagid beamo “a leader among his people” has an obvious Biblical connotation. 
“The BH lexeme ndgid, cither on its own and in collocation with ‘am “people”, 
would connote the Biblical tradition. The preposition, (be] (phonologically /b/), 
although attested with nagid in BH, is much less common than al in this context. I 
have chosen, however, to use b here since it is a general tendency in IH o replace 
by al (BH ‘al) in various environments. The usage of al instead of b here would, 
10 my mind, be perceived as a salient IH usage. 

5. xikrey-erec “conception of the earth” is an ad hoc compound consisting of two 
existing BH nouns, which also exist in IH, yet in slightly different meanings. The 
compound sounds biblical precisely because it s not used as such in IH. The first 
‘component of ths genitive compound is the plural construet state of xeker “study 
conception”, which seems (0 be used in IH only in the singular. erec “earth, world 
will not be used to denote “world” in this and similar contexts. BH actually attests 
the cognate compound mehqré-’eres (Psalms 95:4), yet the same lexeme in IH, 
namely mexkar, s very commonly used in the sense of “research”, and would thus 
be unfiting here. The plural construct state higre is atisted in BH in collocation 
with [éb “heart”: higré leb (Judges 5 16); héger-thom “the conception of the sea™ 
(Job 38:16) is complementary to higré-eres; 

6. et briax ha'ir hisia “he would unbolt the city-(gate) bar” would have an ancient 
flavour by the mere notions of both a city having a gate and that gate having a 
bar. In addition, the collocation with the verb hisia (BH hissia’) is unthinkable 
in TH: TH would use the verb parax “open” (colloquially) or hesir “remove” (in 
the written and literary registers) in collocation with bariax “lock, gate-bar”. The 
verb hisia means by far more frequently “to drive (someone or something in) a 
vehicle”. 

7. holexet hasfina “the ship goes” uses the verb “10 go”, which is attested in BH in 
collocation with “boat” or “ship” (BDB: 232a). IH would never use this verb here, 
but rather use shata " employed in a parallel verse of my translation in 
collocation with sira. Incidentally, sfina is mostly attested in Mishnaic Hebrew, yet 
it occurs once in the Bible. Both sira “boat” and oniya “ship” might be perceived 
as belonging to the colloquial registers, while sfina is more literary, and seems to 
connote a smaller craft than oniya “ship”. I have used fina three times, sira once, 
for the sake of variation. 

  

    
      

  

    

  

  

  

   
     

    

  

    
     

     

  

    
    

   

    

     

   
  

    

5 Colloquia TH also nosaar “gocs, ravels”.



     hismin levavo “he (Amu) fattened his (Adapa’s) heart” has been employed as a 
translation of libba kabra iskunsiu “installed (in) him a fat heart”. The Akkadian 
idiom is difficult to interpret, and T am rather puzzled by the exact nuance of 
the collocation “fat heart”, whether it denotes wisdom or pride, bravery, or more 
than one of these qualities. BH. uses the collocation “wide heart” for “wisdom”, 
fat heart” for stupidity (cf. English “thick”), pride and evil. I have chosen the 

latter translation first of all because I think that the Akkadian collocation may have 
also been meant for the evil action of Adapa, a notion conveyed in the preceding 
verse (cf. the notion of the e of knowledge of good and evil). Furthermore, 
one of the biblical idioms using a similar notion of fattening as pride is very well 
known in the culture of lterate Israelis, namely wayyiSman ySurun wayyib'at. Thi 
poetical metaphor means literally “and Yeshurun (=Isracl) grew fat and kicked 
(Deuteronomy 32:15), and is usually conveyed to indicate a person or a group of 
people who have got too much wealth and a too easy life, and so throw away all 
morals (and become ungrateful). 

          

   

      

   

        

   

                                    

   

    

    

    

  

  

     

      

  

  

Phonology and phonetics 
Regarding phonology and phonetics there is no room for elaboration in this con- 
text, since my aim here is to discuss matters of translation rather than production. 
Production s referred to only when it has a direct effect on the translation or on 
the translational process. At this point I would only mention that there has been no 
deviation from nommative IH phonology as performed in the mass media, and as is 
common in poetry reading by professional readers. The major difference between this 
phonology and the reading pronunciation of BH in Isracl is the lenis or fricative pro- 
nunciation of the stops bp in initial position of the second component in a genitive 
construct compound. For example, a compound like ngy-kpym ™ “pure, innocent (iit- 
erally: “clean+hands”)" will be pronounced ki xapa(y)im while reading the Bible, 
but ki kapa(y)im otherwise. This very compound is the only occurrence in our text 
of such a case. In its lexical connotation it has a very strong BH flavour; IH would 
use rahor in a religious context and xaf-mipesha in a legal one; colloquially also 
nak. It might also use the collocation yadaim n*kiyot “clean hands” in the context of 
innocence or honesty. This collocation has been used elsewhere in my translation of 
Adapa (cf. below). For the former collocation, I have chosen to follow the BH prac- 
tice, and to instruct the reciting arist to pronounce the phoneme /&/ at the beginning 
of the second component as [x]. 

  

  

  

   

      

Morphology and THA 
The main morphological deviation of BH from any later Hebrew dilect is inherently 
related to the change in the TMA (= tense-mood-aspect) system. Diachronically this 

  

     
n and the prefix conjugation. Both conjugations exist 

also in later Hebrew. The difference lies mainly in the usage and forms of variants of 
the prefix conjugation, which in BH mark the difference between the modal and the 

  

             
     
      
  
    

  

51 Here transliterated according 10 the consonanal speling without the vocalic punctuation. Note that 
the BH phoneme /q, il reflecid in TH speling, is nowadays pronounced [K]. The (BH) phonological 
Sequence is/ngi Kappayin! 
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non-modal, and especially between the foreground form (which marks the narrative 
sequence) and background forms* For example, a direct speech introductory sentence 
would sound in (the modern pronunciation of) BH something like 

wayikra anu el labrat hasar “and Anu called upon labrat, the minister:” 
or 

  wayaan ilabrat hasar *and Nabrat, the minister, answered: 
My actual translation of these sentences makes use of the suffix conjugation of the 
respective etyma, which is the proper form used in narrative sequences in (literary) 
TH 

Kara anu el ilabrat hasar (for Akkadian: anu [ana SJukkalliSu flabrat iSafs]si) “Anu 
called upon Tlabrat, the minister” (Fragment B: 7'-8/; in Akkadian: his sukkallu). 

and 
ana ilabrat hasar (for Akkadian: [§Jukkallasu ilabrat ippalSu) “Ilabrat, the minister, 
answered” (Fragment B: 10'; in Akkadian: his sukkallu) 

respectively. (For the word order see below.) 
BH uses the prefix conjugation in its non-apocopated forms to convey habituality 
o continuity. This way of expressing habituality is practically non-cxistent in the 
colloquial and more common written registers of IH, where the so called benoni- 
pattem (CoCeC) is used instead. Yet some usage of the prefix conjugation for the 
expression of habituality does exist in some of the literary registers of IH, recalling 
older and higher registers of linguistic patterning. This form was thus required, and 
used quite often, for the indication of habituality or continuity in my translation, as 
iin the verses describing the daily tasks of Adapa at Ea's sanctuary: 

yadav hanekiyot Sulxan yaarxu 
Sulvan bil'adav lo yefanu; 
sirat-duga yinhag, daga le'eridu yavi. 

His clean hands set the table, 
“The table is not cleared without him 
He steers a boat, he brings fish for Eridu.¥ 

‘The original Akkadian has: 
linal arisu elléi pasSiira irakkas 
lina) balusSi pasira ul ippatiar 
eleppa umabhar Suaddakita Sa eridu ippus 

With his clean hands he sets the table, 
‘Without him the table is not cleared. 
He steers the boat, he does the fishing 

(Fragment A: 13-15) 
T have used a BH modal form once. This was done in order (o keep a required 
accentwal pattern of a verse:** 

wma anaxnu ndas 10? (for Akkadian ninu mina nippufss]u) “And we — what shall 

      

   

5 For these terms and the espective forms in BH sce Longacre 1981 and especially Hatav 1989 with 
previous literature 
6" erbs are marked by roman charscers. 
7 Note that the English translations o both the Hebrew and the Akkadian passages sre not mesnt o be 
postical, but aim at giving a leral rendering of the respectiv exts. 
1 See below for a discussion of mee. 

  

  

 



     

    

    

     

   
    

   

                                    

    
        
        
    
    
    
      
      
      

we do for him? 
(Fragment B: 60'). 

The normal IH verb which would be expected here is identical in form with the non- 
modal BH verbal form, namely na’asé. The jussive, or as it is commonly labeled in 
Israel, the “short future”, is well known to any literate TH speaker, and serves here, 
besides complying with the accentual patter, also as a hint of the antiquity of the 
text, as well as a purely poetic device. Similar verbal forms ~ precisely because they 
connote Biblical narratives, and perhaps also sometimes due to rhythmical constraints. 
— can be found occasionally in IH poetry as well. Such periodic use of ancient modal 
forms (though not necessarily with modal meaning), in contrast to a full scale usage of 
similar and other BH verbal forms as c.g. done by Tehernichowsky in his translations 
of Akkadian myths, does not reduce the accessibilty of the text to the audience. This 
is all the more so since, as has already been said, such short forms are sometimes 
also used as mere poetical reminders (and remainders) in modern IH. 

  

  

  

    

Word order 
IH is basically an SVO (= subject-verb-object) language, but free variation on stylistic 
‘grounds is very common. Furthermore, this basic word order can change into VSO 
under some grammatical and pragmatic constraints. BH is basically a VSO language, 
of which change in order (significantly (o SVO) i, again, constrained cither gramma- 
ically or pragmatically. Akkadian, in contrast, is an SOV language. In administrative 
Akkadian this word order is fixed in all possible contexts. In contrast, lterary Akka- 
dian has a free word order, which s very flexible and may be subject to poctic and 
stylistic rules. Therefore, it s surprising 10 note that Adapa, in all its recensions known 
0 us, almost always has an SOV word order, and deviations from this norm are quite 

     

    

ing cognizance of these rules in both Akkadian and Hebrew, I first tried — 
while translating simplex sentences, i.¢., sentences unmarked for word order — to 
adhere 10 the rules of word order in IH storytelling. Doing this, T sought o avoid 
SOV (simplex) sentences, and employed $v0 and VSO sequences according to my best 
judgment of their occurrence in oral IH storytell at hand the first versions 
‘of my translation, 1 discovered that the outcome was unsuccessful, since this attempt 
to adhere to cither an SVO or a VSO word order was in too many cases incompatible 
with another requirement, a rather basic one: the requirement for hythm. 

‘When I then tried to leave aside the theoretical premises and translate intuitively, 
1 found myself using an SOV order in many cases. It has become one of unmarked 
order, and seems thus to be constrained by the poetic nature of the text. For example:?® 

baet hahi, adapa, ben-eridu, 
(od-ea hamelex al-miskavo Soxev) 
k“midey yom et briax ha'ir hisia, 
uvanamal hacas, bxof hasahar, bisfinat mifras hu yardd 

At that time, Adapa, a native of Eridu, 
(While King Ea was sill lying on his bed,) 

     

  

   

 Verbs are marked by roman charscter, subjcts by boldiace characters. It should be noted tht in 
Hebrew, a5 i othr Semiic language, the subject may be implici within the crbalforn.     
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Like daily he removed the city-bar, 
And at the pure harbour, the crescent harbour, he embarked on a sailing boat 

‘The original Akkadian has: 
iniimisu adapa mar eridu 
[Sarjru’ ea ina mayyali ina Sadadi 
[i]miSamma Sigar eridu iSsar 
[ina Kjari elli kir uskri Sahita irkabma 

A that time, Adapa, a native of Eridu, 
While [Kilng’ Ea (stll lingers in bed, 
Would [dalily unbolt of the gate-bar of Eridu. 
[AU the] holy [hlarbour, the crescent harbour, he embarked on a sailboat 

(Fragment A: 16-19) 
Seeking an explanation for this phenomenon, I of course first went back to the Akka- 
dian, asking myself if I was not guided by the sequence of the respective grammatical 
forms in the original, which has as its norm the SOV word order. A comparison be- 
tween the Akkadian original and the Hebrew translation has shown that about a fourth 
of the translated sentences do not match the original ones in terms of word order. In 
some cases cither a lexical or a grammatical consiraint may be responsible for this. 
For cxample, it was interesting to discover thal a considerable percentage of cases, 
where the Hebrew translation exhibited a verb-initial structure, had a direct speech 
introductory verb in them, which is a salient constraint common in storytelling in IH. 
Another case to be mentioned are infinitival consiructions, in which the Akkadian 
had the complements preceding the infinitive, while the Hebrew translation had the 
reverse order. This latier difference is a clear result of the difference in word order 
in the respective languages. I have further noticed a slight tendency on my part to 
use chiasm in my translation, which recalls a common poetic tradition in Ancient 
Semitic and other languages, yet is practically non-existent (except once) in Adapa in 
the recensions which have reached us. 

Yet T became convinced of my “innocence” on this point only when I encoun- 
tered, by mere chance, a children’s story I was telling to my son, in which a similar 
phenomenon occurred: the simplex word order suddenly changed to a verb-final order 
for the sake of rhythmical convenience of repeatedly occurring actions: 

bama'ader oderet, bamagrefa m*yaSeret, bamakos m*nakeSet, et haasavim hara'im 
woleSet, uwamazlef hi maska et hagina maim. 

She grubs with a hoe, she straightens with a rake, she weeds with a mattock, 
she roots out the weeds, and with a sprinkling can she waters the garden. 
(Levin Kipnis, Hadaxlil, Tel Aviv 1988: 4) 

Verb-final order may serve 10 add extra emphasis to the action conveyed.® This might 
be the case in the passage from the children’s tale just cited, and also seems (o be 
true for some passages in my translation of Adapa, s in the passage cited above, 
Yet it was rhythm, achieved by putting the same part of specch at the end of cach of 
the repcetitive syntactical units, that constrained, more than anything clse, this salient 
change of word order here. This device is more prominent with verbs, which arc 
similar in form and structure. Note further the last sentence, where a conclusion is 

      

  

  

  

  

      

  

  

    

  

  

      

  

T hank Baruch Podolsky for this insight. 

   

  



    

                                                                  

    
    
      
      

    
    
    
    
    
    
    
   
    

made to the rhythmical sequence both by a lengthier clause*! and by a change in word 
order. While this is by no means standard procedure in TH storytelling, I nevertheless 
think that this example is illustrative of the constraints which may act upon word 
order when rhythm i introduced. 

In some cases an SOV word order was possibly atiracted by the need for rhyming 
(on rhyming sec further below; note, incidentally, that the four verb-final sentences in 
the IH passage cited above also thyme). In the following passage, the fist verse has 
Verbnital order while the second verse is verb-final, with no rhyming constraints (if 
we do not count the following quoted verses); yet the rest of the verses have verb-final 
structures and rhyming: 

ana adapa leanu: “adoni! 
dagim levet ea adoni blev hayam dagti 
sufat hanegev nasva, 
et-hayan lisnayim 
el-bet haadon c: 
u¥esaar libi et haruax kilalt 

‘Adapa answered Anu: “My lord, 
T was catching fish for my lords household in the middle of the sea 
‘The South Wind was blowing, 
She cut the sea in two parts, and She thought of drown 
I sank into the home of the lord, 
and in the rage of my heart I cursed the wind.” 

‘The original Akkadian has: 
adapa ana ippal béli 
ana bit béliya ina qablt tamii nini abar 
tamia ina meséli inilma 
Situ iziqqamma iGSi uliebbinni 
[an]a bit béli ultamsil 
ina uggat libbiya [Sit]a’ atta 

Adapa answered Anu: “My lord! 
For my lord’s houschold I was catchi 
She cut the sea in its midst, and 
the South Wind was blowing at me, and as for me — She drowned me. 
T was plunged into the lord's house. 
In the rage of my heart I cursed the South Wind”. 

(Fragment B: 49'-54') 
‘Word order in H, in both its grammatical and its pragmatic or stylistic aspects has, 
unfortunately, never attracted thorough scientific concern. Hence, I am unable to 
determine in full the constraints which have been working on my intuitive construction 
of sentences in this translation. It must be recalled that Adapa is also exceptional in its 
usage of verb-final order, which is much more frequent here than in other Akkadian 
myths. Are we to deal with similarities between the Akkadian and the TH structural 
features on a typological level? This most interesting question must be left for future 
research. 
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fish in the middle of the sea 

  

   
  

  

1 For this cross culural device see Gil 1990,



    Prosody; poetic devices 
‘The premise that IH impromptu meter has constraints similar to the ancient Semitic 
ones led me (o take an inwitive approach to the practical process of translation. This 
was, in a way, easier than considering the order of words, which could be changed 
at will without disturbing the linguistic intuition. Rhythm is more demanding than 
word order: diverging from what is actually constrained by hearing was immediately 
felt. I is therefore interesting to note that, by and large, the outcome complies with 
the general idea that TH meter has similar constraints as the ancient Semitic ones.* 
Indeed, the overall metrical structure of the translated text is very similar (o the 
original one, and many of the comparable verses actually have very similar metrical 
structure. Examples:** 
(1) Akk. mald uStessisu | karra ultalbissuma | éma isakka 

He made him wear the hair unkempt, dressed him with a mourning cloth, and 
gave him instructions. 

Heb. sard satdr | sik-lo xagar | higid-lo davdr 
He tousled his hair, wrapped him in sackcloth, and told him (some)thing. 

(Fragment B: 15-16') 
() AKk. kima ina-piSi ight | Sa-Siti-kappasa itesbir 

sebe-ami Situ ana-mati ul-izigga 
While he was stil talking in his mouth, the wing of the South Wind broke; 
For seven days the South Wind did not blow toward the land. 

Heb. od-hu medabér | nisl rd knaf-hasia. 
Siv'a-yamim el-tox-hadirec lo-nasvi. 

While he was still talking, the wing of the South Wind broke; 
For seven days it was not blowing into the land. 

(Fragment B: 5-6') 
In fact, the close overall similarity of the two systems, including both language and 
poetic structure, made possible and actually inspired an endeavour to adhere as closely 
as possible to the original text, yet not without keeping alert at all times to the possible 
loss of awareness of the need to present the text to a modem audience in a readily 
accessible format. We shall laer see some examples where this closeness opened the 
way for an almost word-for-word translation, and for using similar etyma. Here | 
would like to mention the occasional need for deviating from the operative premises 
in order (o achieve a smoother poetical presentation. The verses just quoted are useful 
also in exemplifying this necessity. 

‘The second example, although it shows that in IH, as in Akkadian, a metreme 
consisting of three words is possible (el-fox-hadrec), also shows that the last metreme 
of its first verse was not composed of the common two-word genitive consruction 
which elsewhere is used to translate Akkadian St “South Wind”, namely sufa-négev 

  

   

    
  

  

  

  

     

  

  

  

 There scems o be, however, one exception: while both Akkadian and BH probably did not have any 
consirains on the mumber ofsyllables wilhin a verse or a colon, this scems o to b sbsoliely truc for 

meter. Although I camnot yet post definit ruls for these consiints, 1 think tht i some cases t 15 
wal length of  verse, or rather of a clon, tha seems o be consiained. Besides, it seems 10 me 

that the semantic or synuctcal sructure of a TH metreme s more flxible than that of AKKadian. 
5 Metremes in both Akkadian and TH are marked, wherever they consist of more than a single word, by 
hyphen-coordiation. TH metremes are further indicated in the transcription by accent marking. A vei 
Tine marks the boundary between cola. 
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    Instead, it uses the shorter sufd “wind, storm”. That a longer string consisting of more. 
than one or two nouns s indeed possible (o form a single metreme is proved by its 
occurrence elsewhere in the Hebrew text: 

ddapa et-knaf-sufat-hanégev Savdr | havi'énnu eldy. 
“Adapa broke the wing of the South Wind | bring him to me.” 

for the Akkadian 
adapa Sa-Siti-kappasa isbir | ana-mulhiva Sibilassu 

igment B: 36) 
‘This was constrained, I believe, both by the need to cope with the accentual pattern 
of the preceding colon, where the accent fall on its last syllable (medabér), and also, 
perhaps dominantly, by the need for rhyming (sufé +— nasva). 

‘With regard to rhyming, note that my intuitive perception of the status of a colon 
vis-A-vis a verse was as i they were almost equal. A salient example is the following, 
where the structure (starting at the end of the second verse) is A-B-C-C-A, ic., 
thyming is applied not only at verse ends, but also at the ends of cola: 

bli masét | sirat6 Sita 
b hége | sfinaté yinhdg. 
holéet hasfind | bayam haraxiv 
VeAdapa Fvet-éa adondv | dagim blev-haym hu-dg. 

‘Without a rudder his boat drift alon 
Without a punting pole he steers the boat. 
The boat goes in the wide sea 
and Adapa — for his lord’s household — is catching fish in the midst of the sea. 

‘The original Akkadian has 
[balu Isikannima | eleppasu iqgeleppu 
[balu giymussima | cleppasu umalhar 
[ ina tamli rapasti 
Lana bit bélisu | ina qablat témti nini ibir] 

‘Without a rudder his boat drifts along, 
Without a punting pole he steers the boat. 
[The boat goes in the] wide [sela 
[Adapa  for his lords household — is catching fish in the midst of the sea.] 

(Fragment A: 20'-22' + restoration after Fragment B: S0'-51') 
See further the following example, where, again, thyming is between the two cola of 
the same verse: 

lama-ze yamim §iv'd | el-ha’rec lo-1is6v sufd? 
(For the Akkadian: ammini Situ iStu 7 imi ana mati I iziqga) 

‘Why has the South Wind not blown toward the land for seven days? 
(Note also the assonance of the sound [v] and [f] at the end of either colon.) 

  

  

  

    

   
   

  

      

   
            

    
     

By and large, the Hebrew translation includes ca. 40% rhyming cola or verses, while 
the Akkadian original has hymes in ca. 25% of its respective metrical units.# An 
obvious explanation for the excessive usage of thyming in my translation (in spite of 
a deliberate intention to avoid i) is that rhyming is perceived by IH speakers as a 

        

Rhyming is notsalient in Akkadian poctry, and seems to be occasional rather than eliberate. 
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   salient feature of some genres of poetry and narrative verse (Iyrics, ballads, etc.). More 
specifically, a genre consisting of verse structure using popular-intuitive rhythm, and 
of which thyming is its most salient feature, actually exists in IH linguistic culture. 
“This is the genre used in the composition of congratulations, end-of-year specches at 
school, in the ammy, and the like. It is notable that this genre or mode of discourse is 
quite widespread as an aural one, in the sense that people listen 1o texts composed in 
this genre rather than read them. 

“This linkage 10 thyming is not specific (o TH, and it is illiminating to quote here 
Anne Kilmer's translation of the last two verses of Arra-hass (in this volume), whes 
rhyming has been used: 

abiiba ana kullat nisi 
wcammer Simea 

Of the Flood to all who fear 
I sing, you hear. 

(Tablet TI, viii: 18-19)¢5 

  

    

  

An exemplified conspectus 
In order to illustrate the process of poetic analysis and translation involved, I would 
like to cite a passage in which many of the issues encountered during my work have 
been epitomized. This i, to my mind, the most important passage of the myth. In fact, 
what we have here is two repetitive passages. The first is part of Ea's instructions 
to Adapa regarding his behaviour in heaven; the second is the materialization of this 
situation. Let us first consider the passage which contains the insiructions of Ea: 

(@) akala-Sa-miti ukallinikkumma | la takkal metremes: 3+2 
  (b)  mé-miti ukallanikkumma | la-taSatti 241 

() lubara ukallinikkunma | litbas 241 
() Samna ukallinikkumma | pissas 241 

‘You will be offered food of death, so do not eat; 
You will be offered deadly water, 5o do not drink; 
You will be offered a garment, then put it on; 
‘You will be offered oil, then anoint yourself 

(Fragment B: 29-32) 
In a way, the two repetitive passages form a concise summary of the whole myth. No 
wonder then that the most elaborate poetic devices have been orchestrated in them 
First must be noted the metrical disposition of these verses: each verse is shorter than 
the previous one both in phonemic strings and in the number of metremes. Note also 
that all four verses have the same number of major syntactical units. While verse 
(@) has three metremes in its first part and two in its second, verse (b) has only two 
metremes in the first part and only one in the second. Verses (c) and (d) cach have 
two metremes in their first part, and one metreme in their second. As for the first 
colon of verse (a), the partition of the first semantic it into two metremes (akala Sa 
mii “food of death”) i achieved by using the technique of an analytical construction 
instead of the genitive compound used in the second verse (mé miri “deadly water”). 
‘This analytical genitive construction makes use of the relative particle a. 

  

  

  

    

      

5 T wonder why line boundries have not been respected in Lambert and Millrd’s editon (1969: 105), 
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    In its second occurrence, i., when the events act 
preceded by the order of Amu 

akal-balati leqanissumma | likul 
Bring him food of life, that he may eat. 

(Fragment B: 60'-61') 
“The ritual of hospitality is now to be narrated, and, in order 10 keep to the form and 
metreme sequence already begun by Anu’s orders, the analytical construction is not 
employed: 

akal-balati ilganissumma | ul-kul 
mé-balai lginisSumma | ul-ilti 
lubara ilginiSsumma | ittalbas 
Samna ilginissumma | ittapsis 

food of life; he did not eat; 
water of life; he did not drink; 
a garment; he did dress; 
oil; he did anoint himself. 

      this passage is 

  

  

  

    

(Fragment B: 61'-65) 
At the beginning of our discussion of the process of translation (see above under “The 
lexicon; phrascology and idioms”) attention was given o the IH particle Sel “of”. It 
has been mentioned that BH does not yet use this particle. Furthermore, BH rarcly uses 
the etymologically related relative particle 3¢, while both in Akkadian and in IH these 
cognate particles (5a and Se respectively) are extremely frequent. In my translation I 
tried to avoid as much as possible both the usage of the refative particle Se and that 
of the particle Sel. Instead of using IH Se, 1 used BH "aser, still in use in various IH 
written and formal registers. To express genitive, and especially possessive relations, 
1 tied to use as much as possible synthetic rather than analytical constructions, i 
nominal compounds. A salient example is my translation of the frequent expression sa 
Siti kappasa “the wing of the South Wind”, lt. “of South-Wind wing-(of-Jher” as knaf 
hasufa, lt. “wing(-of) the-storm” or knaf sufat hanegev, lit. “wing(-of) storm(-of) the- 
South”. The respective Akkadian and TH expressions usually equal a single metreme 
iin the respective poetic structures 

Nevertheless, in the passage relating Ea’s instructions to Adapa, the poetic struc 
ture necessitated the use of the partcle Sel, since the number of metremes had to be 
greater in the first verse. Similarly, this has been achieved in the original Akkadian by 
a genitive construction with the related particle Sa, which I though it best to imitat: 

léxem Sel-mavet Fxa-yaviu | dl toxdl 
mey-mavet Fx al-tisté 
béged Fxayaviu | Fvas 
Sémen xa-yaviu | mSdx. 

Again, the sporadic use of modem words, and especially, as is the case here, of 
grammatical words, seems not o have affected the overall impression of the antiquity 
of the lexicon 

Some attention must also be given to the transmiss 
teming of these passages. The elaborate cor 

  

          

  

  

          

      
    

   
  

  

  on into TH of the sound pat- 
sonance in these passages is very salient        



   indeed. It also connotes other verses which are related to the content of this passage. 
The genetic relationship between Akkadian and Hebrew also helped in keeping some 
of the rich consonant patterning of this passage. I could have retained the consonance 
of the sounds 1] and [3], used also in the original, and, although I could not adhere to 
the overpowering frequency of [k], I have managed to make some use of the sound [x] 
instead. Akkadian has further used phonetically similar roots for “offer” (kullu) and 
“brought” (leqd) in the respective parallel passages, where again [1}, [K] and [q] have 
been used very effectively. The IH translation, which is, alas, much poorer, made use 
of only a single verb, pattened in a single conjugation, a verb of which the root has 
only one consonantal radical (yaviu / heviu “they will bring / they brought”). Thus, 
the use of the so-called “weak” verb in the ifil pattem was helpful both in avoiding 
the introduction of extra consonants, and in keeping the similarity between the two 
repeiive passages: 

lexenrxaytm haviulo | yoxdl! 
lexem-xayim heviuclo | lo-axdl 
mey-xayim heviu-lo | lo-Satd 
béged heviulo | lavis 
Sémen heviiclo | maséx.® 

In many other cases 1 tried to stay close to the original consonance of the Akkadian 
original, and to make use of the etymological proximity of the two languages. I must 
admit that in several cases I was tempted to exploit the genetic affiliation between 
Hebrew and Akkadian to its extreme. I found this playful manipulation of etymology 
and sounds helpful in stressing the nature of the text as a piece of poetry and in 
retaining the ancient flavour of the text. An extreme example is the verse reciting the 
moment when Anu was appeased and became calm: 

AKK. it libbasu issakat 
Heb. Sdix levav-Anu, Sakdt 

His/Anu's heart has calmed, 
he has become silent. 

(Fragment B: 56') 
In this case, I have gone back to an obsolete BH verbal form, which has helped in 
retaining the [S}-s] consonance, so meaningful in the Akkadian verse, achieved by 
the proximity of the third singular masculine genitive personal pronoun -Su and by 
the /ss/ of the Akkadian verb for “become quiet” The alternative, IH nax “rested”, 
‘which is etymologically related to itra, would have been, I believe, a poorer choice. 
Not only would it loose the phonetic effect (IH would translate Akkadian -5 by -0), 
but it would be awkward 1o the ear of an TH speaker, since this collocation of “heart 
resting” is practically nonexistent in his language. In contrast, BH Sax would not 
disturb the linguistic intuition of the hearer. Although obsolete, both the context and 
related forms in TH (cf. Saxax “calmed”, said of wind) have enabled me to use this 

  

    
  

   

      

5 foreel 1992 
4 In an carler version 1 used two diffrent verbs: yacii “They will offer” v. hevi “they 
In this case, there was a differnce in the only (overt consonani of the respectve oos, W 
‘combination of the vocalic patteming and the so-called “wesk” roots was helpful n keeping at least some 
of the consonance effect, and especially the similariy between he o repeiive passages. 
45 Akkadian /5 was probably pronounced as an unvoiced lteral rather than s  palato-alveola consonant 
(Stiner 1977: chapter XIX; Diakonoff 1980: 10-11). 
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verb, thus gaining both comprehensibility and an ancient flavour, as well as helping 
to preserve the meaningful sound sequence of the original.** 

Another example of my exploitation of the genetic relationship between Akkadian 
and Hebrew is the verse treating the moment where Anu, just before ordering the 
return of Adapa to earth, expresses the distress of the state of being human: 

AKK. alka adapa | ammini la-takul la-taltima 
la-baltata | ayya nisi dallati 

Heb. b, ddapa, | lima lo-axdlta? | lima lo-1isté? 
kiixa lo-tixyé! | oyd laenss ki dal! 

Come, Adapa, why did you not eat or drink? 
Hence you cannot live! Alas, poor humanity! 

(Fragment B: 67-8) 
Note fist the change of verbal forms between axalta and riste, which brings forth a 
Biblical poetic recollection, although I suspect that the change had been constrained 
by the need o use a non-past form in the next verb, namely rixye, i. for hyming, 
In BH the form fiste would imply durativity or generality, while in TH it has a modal 
implication in this context. Note further, especially, the last colon, where the Akkadian 
ayya “alas” is transmitted by Hebrew oya, nisi “human” by enos, and Akkadian dallati 
by dal. The syntax has been changed, in this case into a pure BH syntax, which seems 
10 better serve this ancient, yet currently relevant and stil distressful moral of this 
myth. 

    

  

    

  

CONCLUSION 

Modern translators of Akkadian literature do not usually take into consideration that a 
text must be appealing to their audience. They try to make the ancient text intelligible, 
and to convey its contents to the best of their knowledge. I claim that this is not 
enough. Our texts should be rendered not only accurately, but also readably. A myth 
in particular should furthermore be attractive. 1 for my part have ventured such a 
translation of Adapa into Isracli Hebrew, which s, I admit, casier in some respects than 
a transposition of an Akkadian text into non-Semitic languages. Yet, in other respe 
this translation involves other difficulties, which are sometimes more complicated to 
solve precisely because of the special relationship between the originating and the 
target languages, and due 1o the special history of Hebrew and its being a Semitic 
language, genetically affiliated to Akkadian. 

Having in mind an oral production for a Hebrew speaking audience in contempo- 
rary Isracl, 1 tackled problems of transposition of the myth of Adapa and the South 
Wind in both poetics and language. The generic and linguistic gaps have been bridged 

  

  

    

    

    

     
     

        
         

gly, that TH speakes may further connote here another verb with the same phonetic 
(rather than phonological) sequence, namely (ax], with the meaning “be low, bend, be low in spit 
“This verb, which may be brought o mind upon hearing, would be perceived with it proper nuance upon 
continuing alons the vers. Listening 1 it in 4 rectaion rather than having it read would be crucial in 
this case, since the spellng of these two homophones is diferen. An alterative randltion o this verse 

W be Saxix a'apd, Sakdr “his anger was ppessed: he became slent”. The (poctical) expression Sazax 
1apo,collocating Saxax “calmed down” (e, dbove) with zdaf “anger”, would connote th calming of the 

Sca afer  storm, which would be nice in the context of Adapa’s case 
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by the actual likeness of the two literary cultures with regard to poetic meter. I hope 
that by bringing into the open both the theoretical aspects which lie behind my work, 
and the process of my work along with the problems I tackled, some implications can 
be made for the translation of Akkadian myths and other texts into other languages, 
more widespread than Isracli Hebrew, in order to make our texts not only inelligible, 
but also appealing to the larger public. 

 



    

    

    

   

   

    

    

     

     

    

  

    

  

APPENDIX 1 

It is a great pleasure to present here Anne Kilmers verse translation of the Amama 
fragment of Adapa. I wish to thank Prof. Kilmer heartily for her willingness and 
enthusiasm, and especially for making Adapa so pleasantly and cheerfully accessible 
to an English speaking audience. 

  

Verse Translation of Adapa (Amarna version) 

Anne Kilmer 

Unlike many other examples of Akkadian poetry which displays in large part four 
beats (o the line, the Amama version of Adapa defies attempts to scan the lines in a 
consistent manner. Even when we can easily perceive four beats to a writien linc, the. 
line divisions may cross syntactic unit/meaning phrases; ¢.g 

sukkéllasu Ildbrat ippdlsu: béli 
‘Adipa mar Ea Sa Siu kappisa 
Q. 10-11) 

but the verb istebir, which must belong at least with “of Sutu her wing he broke” is 
writien at the beginning of 1. 12. 

Nevertheless, in the spirit of the contribution of Shlomo Tzre’el, and for the benev- 
olent reader’s entertainment, this atempt is offered. It is an exercise in renderi 
Akkadian poetry in four beats per “divisive verse” line, a beat that was used in Akka- 
dian and which was and is used in many parts of the world for many langua 
common “Folk meter”. To capture the spirit of the original without wandering 00 far 
from the Akkadian was our intention. However, 

some liberties have been taken from time to time 
when yielding to the temptation of catching a hyme. 

  

  

  

  

s 29-30:     
      

      

    
   
     

Probable and possible word-play should also be noted. L 

  

     

  

29 akala Sa mti “food of death” 
akala Samiiti “food of heavenlies” (even though, nom 

  

ally, Samiati means “rain") 

  

as observed by Dalley, Myihs, p. 188 notc 9. 

   30 mé miti “water of death” 
mé emii “water of transformation” (here rendered a 
sake of thyme) 

  water of breath” for the



    

   as suggested here by Kilmer. 

[By her strong wind tempest toss'd 
By Shutu’s wing near all was lost...] 
“Oh Southwind, [you evil thing] 

51, e'en T will break your wing! 
No sooner spoken, her wing was broken. 
Seven days Southwind on land blew not 
An o his servant Ilabrat he crics, 
‘Why Southwind seven days blows not?” 

10 His servant Tlabrat answers his lord, 
Ea's Adapa, he broke her wing! 

‘This very word when it was heard, 
“Oh help!” he cried, rose from his throne: 
“Send for him and bring him home!” 
But Ea who knows the ways of Heaven 

15 He touched his son with matted hair 
And mourning clothes he made him wear. 
He set for him a cunning plan: 
‘Adapa, before King An you'll go, 

Up to the heavens you'll ascend 
Up to the heavens when you ascend— 
Up o An’s gate when you arrive— 

20 At An’s gate there will stand 
Dumu-zi and Giz-zida. 

They'lI look at you, start questioning: 
Young man, for whom became you thus? 

Pray, Adapa, for whom d’you moum? 
“From our land two gods are lost 
Thus T appear the way you see.’ 

24 “Which two gods from land are lost?” 
*Dumu-zi and Giz-zida." 

They'lI look, they'Il laugh, will those two. 
But 0 An good words they'll say, 
An’s good side they will display 
When *fore An you do stand 
‘The food of deathvheaven to you they'll hand, 
This indeed you shall not cat 

30 The water of deat/breath to you they'll hand, 
This indeed you shall not drink. 
They'll give a robe for you to don, 
This indeed you shall put on 
Then some ol they will appoint, 
‘With this indeed you shall anoint 
The plan I've set do not forsake! 
Keep close 10 heart the words I spake! 
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   ‘The messengers of An arived: 
“That Adapa who broke her wii 
Up to me you must bring!” 
‘The path to Heaven they made him take, 
Up to Heaven he did ascend. 
When to Heaven he did ascend— 
When to An’s gate he did arrive— 
AUAD’s gate there did stand: 
Dumu-zi and Giz-zida! 

‘They spied Adapa—"Help!", they cried, 
“Young man, for whom became you thus? 
Pray, Adapa, for whom d’you moum?” 
“From our land two gods are lost, 
Thus I'm clothed in mourning garb. 
‘Which two gods from land are lost?” 

Dumu-zi and Giz-zida.” 
They looked, they laughed, did those two. 
When he approached before King An. 
An saw him and cried out, “Come here! 
Oh Adapa, why did you, why 
Break Shutu’s wing up in the sky?" 
Adapa answered An the King, 
Lord, I was fishing for my lord's house 

In the middle of the sea. 
Southwind blew and halved the s 
Nearly, nearly drowning me. 
In my lords’ abode she would me house 
But this my anger did arouse. 
And so my (fateful) curse I spok 
Then answered well and at his side: 

Dumu-zi and Giz-zida. 
On his behalf they talked o An. 
An was calmed, his heart took rest. 
“Why did Ea to mankind display 
What is not good for Heaven or Earth? 
He gave (this) man a heart 50 stout— 
“Twas he himself who worked it out! 
What can we now do for him? 
Hand him now the bread of life.” 
They gave it him but he ate not 
“Hand him then the water of I 
They gave it him but he drank not. 
“Hand him now the special 
This indeed he did put on. 
They gave him oil he did anoint 
Anu looked and laughed at him: 

  

      

  

        

     

     

  

   

   



“Come, Adapa, why won't you cat? 
Wil you not drink? Would you not live? 

Oh perverse humani 
“But Ea, my lord, commanded me: 
“You shall not eat, you shall not drink! 
“Take him, then, right back to carth!” 
[And 50 they did, to Anv’s mirth.] 
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Linking between Fragments A and B, restored after Fragment B, Il. 50'-53', followed 
by Fragment B: 
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APPENDIX 3 

‘The Akkadian text as set for translation. 

Fragment A (J|A,): 
UL S 
2 qgibissu kima qibit [Anu] I uma’ar’ 
* uzna rapasta usaklilsu usurdt mati kullumu 

ana Sudtu némeqa iddisSu napisia darita ul iddisSu 
ina imésuma ina Sandti Sind apkallu mr eridu 
ea kima riddi ina amélat ibniSu 
apkallu qibissu mamman ul amsak 

* 1¢'ii atra hasisa Sa anunnaki Sima 
° ebbu ella ai pasisu muste’u parsi 
©itti nuhatimmé nuhatimmita ippus 

  

itti nubatimmé Sa erid nubatimmia ippus 
akala u mé Sa eridu imisamma ippus 
ina gatisu elléti pasSiira irakkas 

" ina balusSu pasiira ul ippatiar 
eleppa umalhar Subaddakia Sa eridu ippus 
 iniimiSi adapa mar eridu 
[Sarlru’ ea ina mayyali ina Sadadi 
imiSamma Sigar eridu i 

" ina kari elli kar uskari Sabhita irkabma 
balu sikannimma eleppas igqeleppu 

2 balu gimusSimma eleppasu unalhar 
2 [ inatamnli rapasti 

      

  

  

    

Fragment B: 
s 
siu x [ 
ana pi tlu-x-ila uSamsi 

o ) San (salran | abh 
5 kalppalki lusebbir 

kima ina piSlu ilgbi |° Sa (Sui kappasa inesbir 
7 iami ? (§iitlu ana mari ul izigga anu * {ana SJukkallisu ilabrat ialslsi 
{am)mini Situ iStu 7 imi ana mat 1a izigga 
[Slukkallasu ilabrat ippalsu 
bell}i " adapa mar ea | sa Siti kappasa " istebir 
anu amata annita ina SemilS\u | ilsi nararu itibi ina Kussisu 
Suplurma lllginissu * annika 
ca sa Samé ide ilpus{sulmla) " (adapa) 
mald ustessisu | Karra ' [ultalbissu 
1élma iSakkansu 

  i mala ildannini’} 

  

  

  

  

  



    

   ladapa ana pani ani S\arri atta tallak | " (ana Samé rellimla 
ana slamé) * (ina elikla | ana bab ani ina te}hika 
linla babu anli | dimuci u gizzilda * izzaz: 
immarika ilflanla’alika 
etllu) * ana manni ki emdta | aldapla ana manni ® karra labsita   

ina matini il ina ballg)ima | * anaku akanna eps 
mannu ili Sena | a ina mati * halgi 
dumi u gizzida 
Sunu ahamis | ippallasima * issenelshi 
Sunu amata damigta |" ¥ ana ani igabbi T 

  

pani baniti $a ani |* Sunu ukallamitka 
ana pani ani ina wazika 
akala Sa miti ukallinikkumma | 1d takkal 
mé miti ukallanikkumma | ** a tasatt 
lubdira ukallinikkumma | * litba$ 
Samna ukallinikkumma | pissas 
téma $a askunuka 1a temekki | amata * Sa agbi 
mar Sipri * $a ani iktalda 
adapa Sa S * (Klappasa iSbir | ana mubhiya Sibilassu 
Uharrian Samé wSesbissuma |alnla Samé ifeli] 
ana Samé ina eliSu | ana bab ani ina ehi 
ina babu ani | dumici gizzida izzazzi 
imurisiuma adapa ilsi nararu 
etlu ana manni ka emdta | adapa ** ana manni karra labsita 
ina mati il Sena algima | andku karra * labsaku 
mann il Sina | $a ina mai halgii 
dumui gizzida 
alamis ippalsiima * issenehhii 
adapa ana pini ani Sarri  ina qerébisu 
imursuma anu ilsima * alka 
adapa ammini Sa Siti kappasa *® tesbir 
adapa ana ippal’ bél 
ana bit béliya | ina qablat tamii | nini abar 
tanita ina mesell inilma 
St izigamma |idsi uttebbanni 
anla bit béli ultamsil 
ina uggat libbiya | * [irla’ antazar 
ippali idasul | dulmluzi] * [u) g 
amassu balnilta |ana ani ** iqabbi 
it libbasu issakat 
ammini ea amilita la banita |Sa Samé * u erset ukillngi 
libba ™ Kabra iskunsu 
Siima itepussu | ninu mina nippulssl 
akal balai © leqanisSumma | likull 
aklal balati ® [illginisSumma | ul tkul 
mé balafi ® (Vginissumma | ul illi) 

  

  

    

  

  

   

    

  



lubara ® lilg)anissumma | ittal{blas 
Samna ® [illqnissumma | ttapsis 
idgulSuma anu issih ina mubhisu 
alka adapa | ammini la takul 1a taltima 
la baltara | ayya nisi dalllar) 
ca béli ® ighd | Ia takkal la aSalii 
ligasumal ter)rasu ana qagqarisu 
[ idigulsul 

  

   

Fragment D 
anu ana epiet ea sagi isima 
ina ilani Sa Same u erseti mala basii manni Kia ipp   

qibissu Sa kima qibit anu mannu uatar 
[ )adapa istu iSid Samé ana eldt Samé 
(gabba iplpalisma puluhtasu imur 
lina im)isu anu $a adapa eliSu massarta isklun] 
[ ) kidaca Subarrisu iskun 
lanu] bélissu ana arkat imé ana iy 
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FUGAL FEATURES OF ATRAHA! 
THE BIRTH THEME 

Anne Drafftorn Kilmer 

  

in my presentation with the observation that there are many thematic repetitions in 
the Akkadian Atrahasis Epic. The Chart was prepared with the intention of displaying 
certain features of the story telling as they unfold. See below for a detailed description 
of the contents of the columns of the Chart which display similar or identical words, 
phrases, verbal roots, direct speeches and so forth. T have used primarily the OId 
Babylonian version of this tale of Creation and the Flood, but some lines from the 
later versions and from the 11th tablet of the Gilgamesh Epic (*G”) are also included. 

One way of looking at the Arahasis Epic is that it has three main thematic 
events that deal with Creation in stages: Design, Formation and Execution. The Old 
Babylonian version is written on three tablets, and a main event occurs on each of 
them. Further varied sub-stages are: the assignment of the task (sipru); conditional 
acceptance of the assignment; plan and design stage; execution of a model; successful 
action of the task itself 

The First Event is the creation of the Matrix from which Lullu, Humankind, is 
eventually made. Humans were (0 be substituted for the worker gods who toiled to 
the point of desperation and rebellion. The second and third Main Events mirror the 
First. The Second Event is that of the Abubu, the Flood monster designed to destroy 
all of creation. The Third Event is the construction of the Ark, designed to save a 
representative sample of all creation and to effect a new beginning or a kind of rebirth 

‘This contribution is entitled “Fugal Features” in order to reflect the patterns of 
repetitive language that announce and re-announce the themes and sub-themes in- 
Volved in the creative acts. Similar plottings can be done for repetiious phrasing 
related to other themes in the story. For example, the topic of the land’s expansion 
with population, the attempts to reduce mankind’s numbers by plague and drought, 
the ploys to obviate them, etc. 

We know that this text, and other poetic texts, were performed musically. This 
texttells us so at its conclusion. We now ask the following questions. Might the music 
have been the same cach time the themes are introduced? Was the direct speech of 
the gods given special musical modes or accompaniment? The “fugal features” of the 
composition suggest a more colourful performance than most of us have probably 
assumed — namely, a drone-like incanting of the words of the texi, possibly with a 
percussive beat or  background strumming on a stringed instrument 

Tt could also be suggested that the repetitive nature of Mesopotamian epic poetry is 
largely a product of its musical nature. That s, unlike prose narrative where repetition 
is relatively limited or even out of place, musical performance demands 

What are the possibilities and probabilities for the musical performance of this 
composition and others? Unfortunately, no version of Atrahasis is completely intact; 

    

  

      
    

  

  

      



   

    

nevertheless, we can make some educated guesses and some thought-provoking sug- 
gestions if we are permitted to be imaginative. 

First of all: what was available musically? All main types of instruments were in 
use: strings (Iyres, harps and lutes), winds (reeds, metal and bone), and percussion 
(membranophones and ideophones). Orchestral performances, smaller and larger en- 
sembles, existed as did choral groups and solo performers. 

1f we deduce correctly the information gleaned from Sumerian hymn rubrics, there: 
was a family of set modes and melodic pattems. Some types of Sumerian hymns 
indicate the places in the hymn where tuning changes occurred. But the absence of 
such rubrics, or any other explicit indicators, in Akkadian epic poetry makes us think 
that Akkadian epic did not use the same kinds of modes or pattems. 

There also existed, from at least as early as the Old Babylonian period, a set 
of heptatonic, diatonic tunings or scales. There were seven of them,? and cach of 
these had a “lateral” tuning which formed a pair with it. We have seen that explicit 
instructions using the intervals and scales of this identifiable sysiem were recorded for 
at least one Sumerian royal hymn; the tablet is fragmentary, unfortunately. We also 
know that this musical system was used for Hurrian hymns from Ras Shamra/Ugarit 
in ancient Syria, dating to the middle of the second millennium BCE. 

In short, there were ample opportunities for the ancient Mesopotamian composers 
10 engage in modal and key changes during the course of a musical performance of 
poetry 

Let us now rewm to the “fugal features’ 

    

    

     

  

          
  

  

  by means of which the Atrahasis story 

  

introduces and re-introduces semantic groupings ~ with variations — more than seven 
times in connection with the Birth or Creation themes. Central features are: 

* Assigning the design stage to DN/PN (let PN matke ....) 
* Deferring to another (uask/skill lies with ..) 
* Assigning credivblame Qdidit...) 
* New title or status conferred (Before, we called you..) 

  
Counting [days. months, years] (manii ) 

and keeping track of time 
Birth [pregnancy, parturition, midwifery]  (he/she opened ...) 

* LightDarkness (namru, urr .. 
* Noise/Silence Crigmu, hubiru ... 

In Tablet I of the OId Babylonian version, the main creation event is that of the Matrix 
for mankind and human procreation; associated, then, are Creation, Light, Credit and 
Noise. In Tablet II, the Abubu Flood is brought into being; associated with it are 
Destruction, Darkness, Blame and Noise. In Tablet ITI, the Ark is built; associated 
with it are Creation, Light, Credit and Silence. 

Coming back to the Noise theme: we should also note that some expliit noises 
are indicated in the text itself. The sound of the uppu, a beating sound, with the verb. 
Semit “to hear” which occurs at the the middle and right at the very end 

  

    

    

  

  

A term 1 prefer o “eccentric 
2 One being the same as our major scale. 
* Lipivlstar B see Kilmer 1992 

 



      

  

   

      
   

    with the exhortation §iméa! “listen!”. The Flood roars and the land is shattered like a 
pot. In addition, the buzzing sound of flis is implied by the mention of flies several 
times throughout the story. This is not a quiet text 

FUGAL FEATURES IN ATRAHASIS 
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FUGAL FEATURES IN ATRAHASIS 
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EXPLANATION OF THE CHART" 
The Chart tracks the keywords and homonymous or synonymous associations to the 
birth themes. Some of the sets are the following: 

il awilu | lullu | wéilu 1/ T (la'@ | 1) 
i/ (alithu)* 

* B¢ lullu | eleppu /| WLD : Serru | abibu 
* S/ 8B / SGM : rigmu | hubiiru 
* MN'  simanu Simati | $ibii simman® | adannu 
* 'SR/ NSR 
KR : karsu / kirsu 

* 7 Anunnaki | Kirsi | Gmi-mii / nigd | (the ark’s divisions) 
* BLL: qablu / ilu-awilu 
* KL karsu | qému | epitu | nigd Il sihtu 
* o1 silitu | nappasu /l NSH: tarkullu 
* NMR : panu / métu / dur appi | (inside the ark) 

  
  

  

While difficult to represent visually, it is hoped that the features indicated in the eleven 
columns will successfully display the repetitions and evocative variations. The fis 
two columns indicate the frequency of PHR “to assemble” and the word qablu, both 
“battle” and “inner/middle”. 

It is conceivable that certain word choices of the text, e.g. qudmu (ins 
maru (?) in the simmand “malt” passages), were intended as musical cues 
modal changes.® It s also possible that some words, by word-play, could have had 
reference to music.’ 

Unlike the Sumerian hymns which provide indicators for musical changes at certain 
places in the written text, the Atrahasis Epic and others do not, even though these 
picces are written ana zamari, “for singing’ 

Is it too far-feiched to suggest that each time a theme is introduced, a familia 
melodic patern or accompaniment returns? Could there have been a “drum roll 
when the word uppu occurs? Was there an impressive “lyre-strum” every time the 
Weather god Adad appears, or the Abubu is mentioned? We even know what scale 
was probably used for Adad, for an astrological commentary tells is that the rignu 
of Adad (meaning his thunder) is the nid qabli scale, which is cither our major 
scale, the Greek Lydian, or the iSaru scale, the Greek Dorian,® depending on whose 
musicological interpretation you follow. 

  

    

    
    

  

   
DO READ THE CHART AS A WHOL) 

  

FROM P. 129 THROUGH      

  

     
      
       

     

    

    

Cr. in Ewama €l - mummu Tiamat | mimm Taamat | urimi Tiama in 13, 11 10,111 15 respectively. 
5 Reading 1 3741 Sbii sinman sumnia gereb bitska after W. Heimpel, private communication. 
 qudmu being the technical name of the frst musical siing 
7 Exg i “bull” : 4 “musical sting” 
® Thisis c-e on the whit keys of the pano. 
9 The noise of Add i also likened o th percussion insruments Aalfallar os iisu. See Kilmer 1965: 
263 with not 9. 
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OTHER CONSIDERATIONS 
Any attempt at even imagining what a musical performance of our ancient poetry 
would have been like must consider BEAT and REYTHM. Generally speaking, the 
Atrahasis Epic appears to have (the universally common) four beats to the line and 
operates according 1o the principle that musicologist David Wulstan calls 
verse” : roughly the length of time the ordinary person needs to say or sing so many 
words in a single breath, and where the number of beats in a line is symmetrical but 
the number of syllables varies, 4 to 12 being common.® 

Here are a few examples of four-Jine units from the Atrahasis Epic: 

     
          
         ivisive 

  

    
         
    
       Type A. 1 70ff. Every line has 4 vocalized beats 

misil massdrti miisum ibd 
bitu liwi il ul idi 
‘misil massdrti misum ibi 
Ehur ldwi E 

          
         

   

  

    

Or, as rendered in English to reflect the beat, but ending on iambs: 
IF the watch of night it wis 

‘The héuse surréunded, the g6d knew not 
HElf the watch of night it ws 
Ekor surréunded, Enlil knew nét 

  

      

     
    

   

    

    

     

    

    

    

      
       

Type B. 1 S74f. with apparent missing vocalization — here represented by “BLANK 
iie. one unfilled beat.!! 

BLANK mlik ilf qurddam 

  

alkd i nisiia ina SubtiSu 

BLANK the boss of gods the héro 
Céme let’s get him in his house 
Enlil the boss of g6ds the héro 
Céme let’s gét him in his house 

‘The very beginning of the epic is similar 
BLANK eniima ilu awilum 
iiblu dilla izbilu Sups 
BLANK Siipsik ilf rabima 
didllum kabit md‘ad SapSiigum 

   

   
  

    

BLANK When the gods were sldves 
They cirried the y6ke the basket they bore   

  

10" This information is derived from an intrdiscplinary_graduate seminar on ancient music taught by 
Profs. David Walstan, Richard Crocker and the wier in Berkeley i 1977 
1" On beat one % probably for th sake of performance dynamics: note that simple narators lnes may 
ot do this, a5 in “He opened his mouth 10 speak. 
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BLANK the work of the g6ds was gréat 
Heéavy the ySke and mich the péin 

Type C. A double BLANK at the very last lines of the last tablet : 
Abiiba dna killat nist 
BLANK BLANK uzdmmer Siméal 

Of the Flod to dl who féar 
BLANK BLANK I sing, you héar! 

  SUBLIMINAL CLUES ? 
Are there covert musical cues or clues in the body of such a text? 

We may note that the Sumerian text “GeStinanna as Singer and the Chorus of 
Zabalam” published by Bendt Alster'? contains several musical technical terms as 
part of the text. Regardless of one’s favourite musicological interpretation of these 
terms, they are known to be musical terms: 

Zizi “raising” 
ghogd “setting” 

Other terms that may be technical music terms or that refer (by word play) to music 
terms are also found in that text: 

5AG the “head” of the song i 
GABA (or referring to an irtu -song?) 
MURUBS jablu ?) 
TILA  “living” and referring to TIL “end”? 

These last four terms have close or exact counterparts, as it happens, in the Sanskrit 
terms for the most important notes: “Starter”, “Predominant”, “Centre” and *Final”. !4 
KLGUB “resting place / position”, and AD.DA “sounds” also occur in the GeStinanna 
composition:'* if they are placed there purposely  because they evoke a technical 
music vocabulary — then they are there covertly, 50 to speak.'® 

Likewise in the Atrahasis Epic there are many terms which c 
elsewhere. E.g 

gablu  “Middle”; used in two intervalls 
and nid gabli 

manii*to count” (or *10 recite”).” I will retur below to 
the subject of “counting” and its importance in musical 
performance. 

qudmu “fore-part” is the name of the first musical string.* 

    
  

  

    
        

  

  

    

  be used musically 

  

le names : gablitu 

  

2 Alser 1985 
13 “She dwelled in their midst 
141 do notknow if we should atach any significnce to 
15 As well s other words that re known trelte to music such a5 i 
16 SAG and KLGUB also occur in the Nanse Hymn 1. 109 

7 This is expressed as SID in line 24 ofthe Sumerian partion of the Okd Babylonian school text known 
as Examenstext A, pablished by Soberg 1975: 137-76. 
13" See Nabninu 32 

s fact, See Kilmer 1992: 106   

  

 



    

  

  

i A word for a musical string could be implied by the term 
L bull” 

Other terms that could possibly be clues are : 
pulru “ensemble”. Any reference to unison music or an 

ensemble?? 
Serru “baby”. It sounds like the word for “song”, Seru, 

‘which also serves as the name of an interval. 
Note also Gilgamesh 11 (OB col. v): “The lusanu-instrument plays for the young man 
who is ¥aru “upright’s a mehru “match” is found at last for Gilgames” Note that 
iSaru is nearly the same word as iSartu, another musical term, and that mehru is one 
100. iSartu is an interval and scale name; melru may mean “antiphonal response” or 
indicate a tuning change. 

We could get more aggressive in our search: pifu “open” s a tuning name as is 
kitmu “closed"; if we see verbal forms from such roots in Atrahasis should we be 
secing musical clues? 

Before any concer arises about the sanity of the writer, however, let me hasten 
o say that looking for musical clues in the random sprinkling of vocabulary would 
surely send us on a fools mission. That road is probably not worth following. 

Let us instead now consider the ancient composer who may also be the writer of 
the words. 
1. He or she knows that the piece will be performed and that repetitive pas 
required for reasons of musical style. 
2. For the three tablets of Atrahasis this works out as follows 

In Tablet I the story i set up and a main event (Creation of Humankind) takes 
place in 416 lines. 

In Tablet I1, 439 lines, the Abubu is created. 
In Tablet 111, 390 lines, the Ark is created and the story concludes. 

3. Each line of the poem could be looked at as the equivalent of a “bar” or “measure” 
of the musi s in four beat time. Tablet I, therefore, has 416 “measures” 2! 
4. The composer can plan where the dramatic points will occur in the Message as 
well as in the Music. E.g. at what line does the “Blessed Event” — the successful 
birth of the first human baby ~ occur in Atrahasis 1? Answer: probably between lines 
305 and 320, or at three fourths of the way through the first tablet. Alas, that section 
of the tablet is broken, but the context is clear enough, and traces of the word for 

aby” can be read in 307.2 
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DETOUR: GAMELAN MUSIC 
‘While I am not very knowledgeable about Southeast Asian gamelan compositions, T 
have heard a few concerts, some lectures by ethno-musicologists, and I once played 
in a gamelan group for a couple of months 
9 With ward-play on la2 “baby™? 
205, Dalley's transhtion. 

Unfortunately, not one of the thre tabets is complet, but Tablet I as the most lnes presersed. 
Reading [...§i-er{ril. In Enima el by the way, baby god Marduk is bom exaciy a the half-way 

point of Tabiet 1 lines $1-82 say twice that Marduk is borm in the midst of the Apsu. Observation 
Courtesy of Alln Esec. 
5" The Gamelan Sekar Jaya of Berkeley. 

  

  

  

  

  



‘The beats and rhythms are established by a drummer-leader who alerts the performers. 
by means of his drumming — (o the changes coming up in rhythmic or melodic 

pattems which are, in fact, taught on the spot, no written music being used. The 
strumental performers, each responsible for an individual gong or other percussive 
strument, must perform the picce from memory. Learning to count the number of 

measures o play the same melody and how many rhythmic sets to play is basic. 
For at least some compositions the musical structure may be plotted like the ticking 

of a clock’s hands: when the main melody and rhythmic sets get going (*raised” and 
“set” as they may have put it in Sumerian), BIG GONG, for example, might come 
in only “on the hour”; middle-sized gong on the half-hour; smaller gongs on the 
quarter hour; small metal drummable resonators/clackers on the minute, while the 
metal xylophones play the melodies on the seconds. This is an over-simplification of 
a lecuure I heard in the mid-seventies by Professor of Ethnomusicology Judith Becker 
of the University of Michigan, but I hope the possible connection is apparent. 

    

    

  

   

BACK TO ATRAHASIS 
“Tablet T has 416 lines. Dividing the lines by four, we note the following events at 
each quarter: 

One fourth of the way from the beginning, at line 104, Enlil “rose up” and reported 
to the divine assembly that the worker gods had rebelled against him. At “half time”, 
line 208, the creator god Enki/Ea says “let them slay a single god” in order 1o start 
the process of creating the Matrix. At approximately three fourths of the way (line 
312 is not preserved), the first real human baby may be born (line 307). And, at line 
412, almost at the last line, we learn the “the plague left them”. It seems clear that 
these four points are significant ones in the telling of the story. 

My purpose in suggesting that we even notice such a compositional structure is 
10 provide us with food for thought about the possible dramatic and musical profile 
of such long epic poems. It would be easy enough to test if all the lines and tablets 
were complete. 

Itis pretty certain that “counting” must have been as important to the musicians of 
ancient times as it is to musicians today. The examiner of the student in the bilingual 
Examenstext A asks meaningful musical questions : “Do you know how to separate 
the sections? Do you know the places to re-tune (or the places of the antiphons)? How 
to count ($1D in the Sumerian version) or change (eni in the Akkadian version)?” 

May we now reconsider our understanding of the line-number information pro- 
vided at the end of each tablet? “MUSID.BI 416” could mean s count lines (are) 
416 and have reference to that many musical “measures’ 

      

        

CONCLUSION 
T might venture a few words about the musical vocalization of epic poems. It is 
probable that they would have used a combination of what we call recitative in 
later music for the narrational/informational Tines: “So and so opened his mouth and 
said ... 
¥ Insead of simply “416 lines” 
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         ay have been some unison 
decided a decision ... (Il v 14). 

Individual divine speakers'singers may have had individual modalitis. And critical 
high points in the story may have had musical embellishments. For example, “Let us 
hear the uppu forever after ...” may have been accompanied by a percussive display. 

“The performance of cpic poetry was probably more colourful musically than most 
of us have thought. If a solo singer sang the entire three tablets, the accompaniment 
ould have varied by dramatic changes in tempo, thythm and modality. A Sumerian 
proverb (2:39) says: “If a musician (NAR) knows but a single song, but he performs 
well the ADSAy = nissatu = “tremolo” (2), then he is indeed a musician!”.* If the 
different characters were sung by more than one performer, the performance would 
have been more “operatic” than expected 

The evocative repetitions and the abundance of word play throughout the compo- 
sition should have entertained the listener, however, cven with the simplest singing 
and accompaniment 

At the very end of the Old Babylonian Atrahiasis Epic, for example, we may have 
a bit of  “sour note” sounded to the god Enlil who was responsible for and who got 
the blame for bringing on the Flood. He is in some sense accused of bullying the 
other gods into agreeing 1o the disastrous act. The last speaker (is it Adad?) addresses 
Enlil 

  

ing when a group is speaking: “All we gods 

        

     

  

  

  

  

  

BLANK kima niskinu abiiba 
awilum iblitu ina kardsi 
attd malik ilf rabii 
terétiska usdbsi qabla 

BLANK that wé brought about the Fldod 
But mén survived in thé melée 
You oh béss of the gréat gods 
By y6ur commind the Fl6od I méde. 

  

  

And then he says 

BLANK Sanittiska anniam zamara 
lisinima Igigu lissiri narbika 

which, on the face of i, means “Your praise by this song let the Igigi-gods hear; let 
them make famous your greatness”. But we may have some double meanings here:? 
because Sanittu is “praise” but Sanitu is “hostilty”, while narbi is “greatness”, but 
narbu is “softness”, and the nearly synonymous narrubu is “rout” or “fight” and 

   

  

  

could refer to Enlil's cowardice at the time of the worker gods” rebellion and to the 
fact that he himself was apparently in absentia during the most terrifying part of the 
Flood. 

   
Gordon 1959, 

26 Word play would be a wonderful subjet for another conference of the group. 
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ANCIENT POETICS 

Piotr Michalowski 

Conference papers do not always successfully survive conversion to print. The present 
short essay was intended as a continuation of the issues raised in my paper from our 
previous meeting. While the former was directed towards a specific topic — orality 
and epics — the present one contains some general thoughts about Sumerian poetics. 
Itis neither exhaustive nor is it fully documented; unwittingly it became the preview 
of the one I intend to read at our next gathering, on genre. Much of what I read at the 
conference has been deleted; I raised various problems to eliit discussion, and there 
would be lttle purpose in repeating some of my arguments and polemics here. 

Our topic here is the language of poetry of Ancient Mesopotamia, and I have been 
asked to make some general theoretical remarks. Rather than deal with the precise 
details of this or that poetic system, I would like to recall some of the general issues 
at stake, and to set out some of the special problems that arise when one studies the 
verbal art of these long lost civilisations. 

    

   

    

    

  

We have much to do. A quick glance at the scholarly literature of Assyriology will 
reveal neglect of Ancient Mesopotamian poetics. The exceptions have been rather 
unexceptional. The lack of theoretical reflection, so characteristic of a certain type of 
philology, is particularly visible in this area. While some important progress has been 
made (Buccellati 1976, Reiner 1985), the analysis of Akkadian poctic language has 
been limited 1o a few studies on metaphor, and to prosodic studies that attempt to fit 
Babylonian poetry into classical forms known to the authors from their gymnasium 
acquaintance with Greek and Latin poetry. Most of this work has been summarized by 
von Soden (1981). His own work on the subject (1981, 1984), while more sophisticated 
than most of the earlier attempts, is stll very much dependent on analogies with 
systems found in European languages. Much the same can be said about Sumerian, 
some minor work on parallelism (Heimpel 1970, Limet 1976, Michalowski 1981) and 
verse/strophe structure (Cooper 1978, Berlin 1979, Vanstiphout 1993) notwithstanding. 
‘Sumerian poetry has been the subject of some rather bizarre work on thyme and meter 
(Sauren 1971-2), and has been dissected for catalogs of topical imagery. Although I 

innot claim that T will be able to make up for this state of affairs, 1 would like to set 
out certain matters for discussion. I will begin with some comments on the very notion 
of poetic language, proceed with  brief characterization of Mesopotamian verbal art, 

  

  

      

   
and conclude with some general observations on Sumerian and Akkadian poetics. 

The study of poetics has acquired so many different partisans since the time of Aris- 
totle that one could be lost for a place to start a discussion. Without entering into the 
more arcane debates about the futility of theory, I would like to begin with quoting 
a recent statement by the li William Bright. Commenting on the differences. 

uropean and Native American poetry, Bright states (1990: 437): 
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‘With less ethnocentricity, it may be better simply to observe that all societies 
seem 10 use a variety of pattemns for discourses which serve distinct functions | 
such as songs, prayers, mythic naratives, ceremonial performances, sermon: 
poliical speeches, debates, autobiographical reminiscence, jokes, or riddles. | 
Within this range of discourse types some of the most highly structured are 
those which involve an organization in terms of line, a unit which is 
independent of syntactic units such as phrases, clauses, and sentences. 

    

    
    

  

     
       ‘This uncomplicated comparative statement is typical of certain trends in North Amer- 

ican ethnopoetics that are concemed with both microanalysis of texts and with the 
study of ethnographic context. The intellectual foundation of these approaches is com- 
plex, reaching back to the work of Boas and Sapir. Nevertheless, the tenor of this kind 
of work is decidedly structuralist in nature, with acknowledged Western and Central 
European influences. Much of post-structuralist poetics has taken on ideological and 
culturological problems, and there has been less emphasis on poetic la and the 
study of textures of texts. Indeed, the projects of narratology and namative poetics 

ized for rigid formalism and for naive positivist first principles. Narra- 
tive grammars are definitely out of fashion as post-this-or-that eritics have questioned 
the very possibilities of such undertakings. Be that as it may, the foundations of twen- 
tieth century poetics were and are structuralist, and since we are concered here with 
poetic language, we must once again invoke the work of those who have contributed 
most to defining the problems that lie before us. 

  

  

    

One of the crucial concepts of poetics has been the nature of poetic linguage. Al- 
ready certain thinkers of the so-called Russian Formalist movement rejected the strict 
distinction between poetry and prose in favor of a semiotic notion of poetic langu 
and linked this with the notion of different functions within language. One of the 
basic functional distinctions, that between verse and prose, was a crucial component 
in the thinking of Jurij Tynjanov, a major “Formalist” theoretician. For Tynjanov the 
distinctive characteristic of verse was rhythm, but that does not mean that this cle- 
ment was necessarily absent from prose language. It was the dominance of a given 
function that was the defining characteristic; each functional type contained a mixture 
of similar functions but the crucial element was the dominating function. The con- 
cept of the dominant, although much expanded, was an important element in Roman 
Jakobson’s later theories of language; indeed he even wrote a separate essay on the 
subject in which he stated that (1987a [1935]: 41) “the dominant may be defined as 
the focussing component of a work of art; it rules, determines, and transforms the 
remaining components. It is the dominant which guarantees the integrity of the struc- 
ture.” The integrating nature of structure is also asserted in a manifesto on the study 
of language and literature that Jakobson co-authored with his friend Tynjanov in 1928 
(1987b). 

Jakobson dealt with problems of poetic language throughout his long life and this 
i not the place to describe the development of his rich and varied ideas on the subject. 
The later stages of his work on poetics have been the most influential, and therefore 
they deserve to be highlighted here. The fate or impact of his writings has varied, as 
fashions have come and gone, but the richness of his ideas, and the broad natre of 
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    his investigations remain unmatched and continue to provide a foundation for the de- 
Velopment of poetics. His notions of poetic language are embedded in a larger frame. 
of communicative functions. This picture was not completely original, and was built 
on the work of carler thinkers such as Karl Bhler (1990 [1934), Jan Mukafovsky 
(1977 [1938)) and, of course, Tynjanov. In its fullest incamation, the communication 
matrix consisted of an addresser, addressee, a message as well as a point of contact, 
a context of communication and a specific code in which the communication takes 
place (Jakobson 1960). Within this semiotic context of natural language, the medium 
of verbal communication, six functions defined speech: the emotive, conative, met- 
alinguistic, referential, phatic, and the poetic. The dominant, which was so important 
to the Prague school thinking in general, i a crucial component here, for none of 
these functions exists alone: in any given speech act all six may be present. The na- 
ture of the communication is defined not by the presence of one clement, but by the. 
hierarchical arrangement of the functions, and of the dominance of one. In the case 
of poetic or artistic language, it is the dominance of the poetic function that makes a 
text a poem, not its mere presence. This is important as it s the most misunderstood 
and neglected part of Jakobson’s thesis. Indeed, certain socio-linguists have recently 
discovered, much to their own surprise, that most spoken utterances contain, in vari- 
ous degrees, most if not all of the formal characteristics of verse, and hence we have 
been subjected 10 a deluge of publications on the poetic nature of spoken language. 

      

1 have already noted that most studies of ancient poetics begin with an attempt to 
recover a formal metrical system. The search for rhyme and meter in Mesopotamian 
poetry — particularly in Akkadian — is a curious gesture and one that is almost per- 
Versely curocentric. We should know better, for the study of parallelism, which has 
permeated the analysis of almost all non-European literatures of the globe, was first 
proposed, as far as one knows, by a proponent of Biblical Studies. The Reverend 
Robert Lowth, Professor of Hebrew at Oxford, and future Lord Bishop of London, 
wrote in 1753 that (quoted in Fox 1988) 

The poetic confrontation of the sentences, which has been so often alluded 
t0 as characteristic of Hebrew poetry, consists chiefly of a certain cquality, 
resemblance, or parallelism between members of each period; 5o that in two 
lines (or members of the same period) things for the most part shall answer o 
things, and words to words, as if they fitted each other by a kind of rule or 
measure. 

One could argue tha this statement anticipates much of what has been writien on the 
subject in this century. The analysis of Biblical poetry has been the subject of various 
analytical approaches. Some have reduced this study to mere syllable counting, while 
others have refined linguistic poetics to a fine, if complex, art (O'Connor 1980). This 
is @ rare instance in which an intellectual accomplishment in ancient Near Eastern 
studies has had a visible impact on other fields; even Jakobson (1987¢ [19661: 147) 
was prompied to wite that “the reconstruction and philological interpretation of carly 
biblical poetic remains is a spectacular achievement of modem research.” Assyriolo- 
gists are still behind, but we should not make too much of the comparison with our 
field. The tradition of Bible studies is much longer, and we know much more about 

  

  

  

  

    

      

  

the Hebrew language than we do about Sumerian. But even if the fine threads have    
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not been unraveled, there is some agreement about the general propertics of Sumerian 
verbal art 

The poetics of a Sumerian text may include a variety of levels of organization — 
the line, the couplet, the stanza — as well as possible generic constrainis. Rhetorical 
conventions may be characteristic of one kind of text or another, and subject matter 
as well as performance context may dictate certain features that are not immediately 
transparent. Beginnings may have certain qualities that may not necessarily be present 
in the rest of a text. One thing is certainly clear, however: Mesopotamian poetry did not 
formally resemble the syllabo-tonic systems that the West inherited from its classical 
literary ancestors. The Poetics of Aristotle, with its prescriptive pronouncements, has 
had a long shelflife in our culture, and it colors our view of lierary structure ~ hence 
our obsession with beginnings, middles, and ends, our versification and our notions of 
genre. The latier is particularly important, and requires attention to details that may not 
be recoverable. For example, we have o idea whether there was actually a difference 
in diction, or, let us say, pronunciation, between different generic types in the ancient 
Near East. Indeed, the so-called generic labels — I wil not enter the argument on their 
true identity — are, whatever other implications they might hold, revealing for our 
purposes (Vanstiphout 1976). Some of them are indicative of performance occasions 
such as erSahuga, “lament 1o appease the heart” Other terms tell us about the musical 
context of performance, as in balag or erSema; that is, compositions that were to be 
recited or sung together with the beating of the large or middle sized drums balag 
and Sem. Our ignorance of these matters is so large that scholars are sill debating 
whether the balag was a harp or a drum; but this maters little, since they will stay 
silent for etemity. 

‘The melismic clement in Sumerian poetry cannot be reconstructed, but it cannot 
be ignored. Firstof all it reminds us once more that while to us these ancient texts are 
written artifacts, for the Mesopotamians, at least i the carly periods, they were pri- 
marily oral. By this I do not refer to oral composition. Sumerian poetry was primarily 
written, but was composed for vocal expression, be it in ceremony, in school recita- 
tion, or in the lip-synching memories of scholars and priests; hence the voice was an 
integral part of the text (Michalowski 1992). The rhythm and pattens of the poetry 
obviously went hand in glove with musical expression. How this actually worked, we 
shall obviously never know: 

Morcover, the detailed analysis of poetics is made difficult by the structure of 
cunciform writing and by the very nature of our transliteration system. This system 

as devised many decades ago and is a conventional rendering of graphemes, not a 
transcription of phonemic scgments. The conventions were established when we knew 
even less of Sumerian phonology than we do today, and the standard transliterations 
scheme does not recognize the existence of certain phonemes such as the nasalized /g/ 
or /g*/ and /g"/ (Civil 1973), glides (Civil 1984), nor any morphonemic rules. Other 
rules, such as the change of final /my/ to /n/ at word boundary (ezen “festival,” but 
zem-ma) are often not noted. Moreover, non-specialists who try to analyze Sumerian 
poetics are misled by writing conventions that are purely graphemic, such as the use 
of C(onsonany)-V(owel) signs to represent a vowel as well as the last consonant of 
the previous grapheme. Thus a writing such as kal-a for the adjective kala in no 
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way indicates the presence of a double consonant. A further misunderstanding arises 
from the wrong interpretation of the structure of the writing system. The so-called 
homonymity of signs, which has led some to posit tone systems, is very much a 
fiction as there are actually very few true homonyms in the graphemic inventory 
of Sumerian. Another factor that has o be taken into account is the issue of writicn 
semantic classifiers, commonly designated as “determinatives.” Some were read aloud, 
while others clearly were not; but these reading habits changed historically and the 
issue requires a thorough investigation. Thus in certain periods and with certain words, 
the classifier 1, which preceded occupational names, was pronounced, while in others 
it was not. Most of what I have noted here is well known to Sumerologists, but it 
is rarcly explained o outsiders who might show an interest in Sumerian poery, and 
much of it is sometimes misunderstood even by specialists in Akkadian who have not 
kept up with recent advances in the knowledge of Sumerian. 

  

    

     

  

There is another issue that complicates the interpretation of poetics, and this m 
be termed socio-linguistic. If one assumes that most Sumerian poetry that has come 
down to us was written when the language was o longer generally spoken, then one 
‘must make certain allowances for the life of poetry in a dead language. Conventions 
of recitation are no more than that: conventions. Under certain circumstances these 
may change, and conscious archaisms as well as hyper-corrections may be brought 
into play. Whether or not these would leae any trace in the written form of the texts 
is a matter for debate, and perhaps we should look at the syllabically written cultic 
texts for traces of such changes. Related to this issue is the matter of the interference 
from Akkadian and other Semitic languages. One would like to ask: was there any 
superimposition of Sumerian and Akkadian in one text or in a set of texts? There is 
some evidence for the mixture of languages in magical rituals, but we have yet to 
establish the context for the different languages and indeed for their distribution in 
literature. Even more complicated is the issue of writing in one language and reading 
it, or commenting upon it in another. We should not exclude the possibility that 
Sumerian texts could, under certain circumstances, be read aloud in another language 
for those who could not possibly understand the long dead tongue. 

I mentioned briefly the matter of music. I must defer to Anne Kilmer on this 
mateer, as she is the expert on such issues. I would only comment that it is instructive 
to compare the situation found in the few Near Eastern musical texts with what we. 
know about archaic Greek poetry and music. As i the case for our material there is 
of course, 1o way of hearing any melody from archaic or classical times. From the 
descriptions found in such sources as Pseudo-Plutarch, we know that the melody line 
i early times simply followed the verse and that there was no such thing as harmony 
or polyphony in the modern sense, or at least in the way in which we perceive it 
since the Flemish polyphoniss or Monteverdi. The introduction, in the ffth cenury, 
of Tonian and Lydian modes from the east points o habits found in areas close to 
our interests, but they remained simple melodies (Gentili 1988: 24-31). This is weak 
analogy, but it raises the probability that ancient Near Eastern music was similarly 
construed and that the musical instruments were played in unison with the chanted 
text. This is, admittedly, litle to go on, but without any native descriptions of musical 
events there is very litle that one can say 
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Although this loss of musical content impoverishes our perception of many texts, 
stylistic analysis demonstrates that there is nothing unique about Sumerian poetry. 
The parallelistc devices that are much in use in most of these ancient poems can be 
discerned in many literatures from around the globe. That in itself is neither startling 
nor s it terribly interesting. Consider, for example, the following excerpt from an 
“appelation poem” sometimes referred to as a “praise pocm” from Ghana, written in 
the Akan language, which is structurally quite different from Sumerian (Anyidoho 
1991): 

Agyeman, Condolence! 
Osafuro Adu Amakwatia, 
Yirifo Ahoma Asanke Kotoko, the female cagle, 
Who conquers kings for kings, 
‘The mighty war leader from Suntreso who is always victoriou 
Son of a King, who asks the king and gets prior information about wars, 
‘The ferocious and immortal bear who kills people and makes fun of them 

One could compare this quite casily with a random passage from almost any Shulgi 
hymn (Klein 1981: 73) 

O, my king, the great bull with speckled ams, dragon, lion-cyed, 
Shepherd Shulgi, the great bull with speckled arms, dragon, lion-eyed, 
Young bull, bom in the enclosure, thriving there, 
Mighty, fit for great deeds, omament of the land, 
Righicous man, invested with justice by the god Utu 

The use of parallelism, particularly of syntactic parallelism, the preponderance of 
nominal clauses, the use of personal names for poetic cffect, and the rhetoric of 
power and might are similar even though the substance of the metaphors differs 
in culturally bound ways. The main differences between the two texts lic in their 
pragmatic contexts, o rather in the information that we have on these matters. Quite 
obviously, we can reconstruct the context for the African poem, which comes to 
us from a living culture, while our knowledge of the context of the Sumerian text, 
preserved in school copies and thus already removed from its original moments of 
performance, is forever lost. Once we acknowledge this loss, which is less severe 
for certain types of texts than for others, we are forced to move in two directions: 
the specific devices of verbal art and the larger question of poetic language. For a 
variely of reasons, my further comments will be primarily addressed to problems of 
Sumerian. 

  

  

    

  

     

  

  

  

     

    Most of us would acknowledge the obvious fact that the majority of non-administrative 
texts are pocms. By the same token most specialists would agree that the limited ex- 
amples of narrative prose are highly structured and exhibit many of the same qualities 
as do the more obviously poetic texts. But having said that, once one rejects the 
scarch for syllabo-tonic versification, it makes litle sense o separate poetry from 
prose. Rather one should proceed with micro-analyses of individual texts regardless 
of prose or poctic profile. I see no altemative: the disembodied listing of poetic de- 
vices, so dear 10 the philological mind and reminiscent of some formalist excesses, 
will not lead us to any better understanding of Sumerian poetics. For cxample, the 
philologist wants to collect examples of metaphors of a certain class. This dry listing 
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   maybe useful to a beginning student who needs help with the language, and it may be 
of assistance in the study of repetition, intertextuality and cliché, but it will not help in 
the analysis of a particular poem. This is not meant to disparage seminal collections a 
of metaphors and similes that were written at a time when the reconstruction of Sume- 
ian literary texts and of the literary language were still very much in a basic stag 
Heimpel's (1968) collection of animal imagery was in fact a pioneering effort. But we 
must now proceed beyond collecting amputated examples of textual snippets, for this 
destroys the energeia of language and violates the integrity of the text. The projection 
of metaphor upon metonymy, which is the central part of Jakobson's definition of the 
poetic function, requires that we analyze each instance of a formal metaphor within its 
context and that we must understand the other, less dominant, language functions that 
coexist in the text. I therefore see no altemative to the micro-analysis of individual 
texts. 

    

      

        

And finally, what of the larger linguistic context? Can we readily find a locus for 
poctic language in the complex socio-linguistic web of ancient Mesopotamia? This is 
aquestion that deserves a separate treatment, and so my remarks here will be bricf. To 
recapitulate what has been stated earlier, one may propose that beginning perhaps as 
carly as the late third millennium, Sumerian was, simply speaking, the poetic language 
“This is o say that one must view all the ancient languages as a hierarchy within a 
world of discourse, and not as completely distinct entities. Within this socio-linguistic 
matrix Sumerian was, by its distribution, marked for poetic function pure and simple. 
There was even a hicrarchy within Sumerian. A purely lterary “dialect,” designated 
as eme-sal, litrally the “high-pitched/thin language”, was used only for direct speech 
of women and goddesses in myths and for specific ritual observances, primarily for 
the cultic practices of the gala priests. There is much controversy about the nature of 
this “dialect,” but for our purposes it will suffice o state that if Standard Sumerian 
was marked for poetic function, eme-sal was marked to an even higher degree. No 
wonder that some have had a hard time constructing a formal grammar of Sumerian 
~ they did not realize that they were working with art! 

     

  

    

  

  

  

Having said that, we must step back and acknowledge the difficulties before us. The 
isolation of poetic clements, other than obvious parallelism, is not an asy task, and is 
more problematical than might appear at fist glance. The concept of a marked poetic 
language creates difficulties in the definition of poetry and prose, and, as I have 
already remarked, we may have to abandon the distinction altogether for the present 
time. Consider one small example. In certain Sumerian poems one encounters word 
pairs such as har-ra-an and kaskal. Taken individually, these words are synonyms, and 
they can appear cither in parallelism (a), or linked together, in what is traditionally 

labeled as “hendiadys” (b). 
a. “utu har-ra-an kaskal-¢ nam ba-an-kud-a-ba (LSU 26) 

“After (the god) Utu had cursed the highways - 
b. nita bar.ra-an-na du kaskal- gie ba-ab-da-si-a (Sulgi A 34) 

“So that a man travelling the highway could spend the night safely on the road ... 

   

   

  

  

  

  

     

 



   The two texts I have chosen 10 cite, The Lamentation of the Destruction of Sumer 
and Ur (Michalowski 1989) and Sulgi Hymn A (Klein 1981) are undoubtedly poctry 
by anyone’s definition. The lines, taken out of context, are not very meaningful, and 
have to be read in relationship with the surrounding text 

The use of the word pair in (b) would nomnally be taken as a typical use of 
synonyms for poetic repetition, that s as an example of the poetic function of languas 
What are we (o make of example (2)? When described as “hendiadys” the linking of 
the two words becomes a rhetorical figure of sorts. What is intercsting about this 
synonymic pair is that the first word, har-ra-an, is a loan from Akkadian harranum, 
while the second is the normal Sumerian word for “road, highway.” Sumerian texts 
use both words independently, but the use of synonymic parallelism appears o be 
a poctic device. This kind of pairing is not unique to Sumerian; examples can be 
found in languages as diverse as Georgian, Tok Pisin, Provengal, Middle English, 
‘Thai or Hindi. There have been many discussions of this phenomenon, and it appears 
that various factors are involved in the formation and use of such synomymic pairs 
(Boeder 1991), that is of the simultaneous use of two synonymic words, of which one, 
usually the first, is a loanword. In a recent discussion Winfred Boeder has stressed 
the multifunctional use of such compounds, which originate in multlingual situations 
and can signal knowledge of prestige languages, as well s carry pragmatic value. 
Interestingly enough they are often lexicalized in poetic contexts. T plan to discuss 
these problems at length clsewhere; here I only want to draw attention to one set of 
problems that comes to mind. 

   

        

   

  

   

  

The poetic use of synonymic parallelism seems obvious. It is therefore somewhat 
diswrbing (© encounter it in a letter. There is an epistle addressed to king Shulgi from 
his high vizier, Aradmu, that was used for insruction in Sumerian in OId Babylon; 
schools. The opening lines read as follows (Ali 1970, revised): 

1. lugal-mu-ra d-na-a-dug, 
tarad;-mu arad;-zu na-ab-bé-a 
kur su-bir," har-ra-an Kaskal si sa- 

    

    
gun ma-da-zu ge-en-ge-né-d 
arin da zu-zu-de 

Speak 1o His Majesty; thus says Aradmu, your servant: (you instructed me) 
10 take the road (har-ra-an kaskal) to the land of Subir, 
10 organize the provincial taxes (due) to you, 
1o discem the mood of the land 

The passage was selected because a srict distinction between prose and poctry might 
not predict the use of the synonymic word  pair in the third line. One could also 
simply see in this a leicalization of the compound and leave it at that, were it not for 
the obvious highlighting of syntagmatic elements in lines 3-5. Most importantly, the 
lines are organized as lines; they are to be perceived visually as distinct, and heard 
in parallelism. The non-finite verbal forms at the end unite all three, the reduplicated 
roots at the end of 4 and 5, as well as the repetition of ma-da, “land, territory”, itself 
a loan from Semitic marum, and a partial synonym of kur in the previous line create a 
complex system of parallelism and repeiition that s charcteristic of Sumerian poetic 
texts. One does not expect such things in a letter. We perceive literature as a distinct 
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   form of language and action. In the words of Peter Steiner (1982: S08): 
But unlike other written forms, literary discourse is especially vulnerable because 
it is impersonal. Personal written communication benefits from the mutual a 
quaintance between the communicants since this helps in bringing their respective 
semantic contexts together ... But literary communication appears through an 
institutionalized channel and undergoes editing, grammatical and typographical 
standardization and commercial dissemination. 

This is a uscful perspective for us. Consider that we are dealing with epistolary 
communication, normally the opposite of “lterary discourse”, and yet we appear o be 
in the realm of poctic language. The institutionalized channel is the study curriculum 
that was used in schooling children in southern Mesopotamian cities such as Nippur, 
Isin, and Ur during the Old Babylonian period. The letters that were copied, edited, 
and redacted by scribes and teachers were no longer bound to the immediate context of 
communication; they became literary texts, no different contextwally from the hymns, 
epics, and other literary works inherited from the time of the Third Dynasty of U 
Thus even documents could become art either by simple appropriation or by extensive. 
reworking. 

As has been noted, this art was not silent, but was bound to performance, with 
chanting, singing, and recitation. The larger context of performance is not recoverable, 
however. We can investigate certain issues and play with a variety of approaches 1o 
the problem, as long as we do not decive ourselves that we can actually reconstruct 
4 full native experience of a text, nor that this is even desirable. The Sumerian royal 
hymns are a good example. As a result of the fundamental work done by Adam 
Falkenstein and his students, as well as by W.W. Hallo and Jacob Klein, we have a 

of these compositions. There have been interesting proposals 
inal context and ideological importance (Hallo 1963), as well as about 

the intertextual relationship between patrons from different historical periods (Klein 
1990). And yet because they led multiple lives, were composed for specific occasions, 
but then selected for preservation and given a new identity in school instruction, they 
are difficult to categorize and analyze as a class of literary objects. This is where the 
mateer of literary kinds, or genres, comes into play and this is where we will have to 
pick up the pociic thread at our next meeting, on that very subject. 
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    AMBIGUITY AS A GENERATIVE FORCE IN STANDARD 
SUMERIAN LITERATURE, OR EMPSON IN NIPPUR 

H.L.J. Vanstiphout 
Rijksuniversiteit Groningen. 

0 OF course it is tempting to try to identify and interpret Standard Sumerian ex- 
amples or instances of each of the seven main types of literary ambiguity as they 
are described by William Empson in his Seven Types of Ambiguity,' one of the great 
picces of criticism of all times. However, since such a procedure would mean only 
affirmation of the universality of Empson’s principles, I suspect that the reader would 
not be content with this. Neither would Empson. In the first place, as sometimes e 
capes attention, he has himself retumned twice to the important matter of ambiguity. 
Sccondly, to have done so would merely imply that 1 had read more of the Seven 
Types than the remarkably lucid description of contents — a procedure less widespread 
than commonly believed and therefore honourable in itself. Yet Empson and the reader 
‘may well expect something more, and above all, something else. 

   

      

     

    

1 Two preliminary remarks seem to be in order. First, as Empson himself insists 
throughout the book, but mostly o in his final chapter, ambiguity belongs to the very 
core, or to the very nature, of poetic language. As he repeatedly states? this is partly 
because if an alternative interpretation is at all possible, it was already implied in the 
other or, if one prefers, original interpretation. This can happen at both ends of the. 
picce of poetic language communicated: that is, in the mind of the author as well as 
in the mind of the audience. 

Furthermore, at both ends it may happen consciously, or unconsciously, or in 
between, by which I mean as an afterthought. Technically the latter mode accounts, 
of course, for variant readings in subsequent stages of trad t least if thest 

   

  

    

  

    

T Empson 1930 
2 Once on the grander generc scale, in is Some Versionsof Pastoral (Empson 1935) - which was already 
announced in the third chaptr of Empson 1930 -, and once on the basic lvel of word meanings, i the 
second chapter of The Sructure of Complex Words (Empson 1950), 
5 There seems to be no nced for a precise reference, since th principle s basc o his system of analysis 
as such, 
 There s a marvellous insunce in the disputaion between Tree and Reed. Line 13 shoukd read (with 
AO 6715-TRS 53 
£ givda tabba pamol-ba_nf silim-58 mu-une 
“Tree with Reed was frends, and with it sty 7) branches (or foliage) it spokelgave 4 valdictory 
grectng’. 

One source (Ni 4598=ISET 1 166) has ... muund *. o our”. 1t i presumed that th seibe 
read K1 for DI ( common enough mistake, occuring als0 i the Codex Hammurabi) and mended the 
Verb minimally from /el 10 spesk/o do° inio &/ “10 g0 out to IMKL which makes perfect sense 15 an 
isolated fine, but no sene in the conext. Someone should sample such examples one day. The matter of 
the “starry branches” should lso be gone . I th reference 10 the shining or perhaps grey o whiish 
or silvery surface ofthe hard leaves of a certin kind o tree,or o the fact that th tree shows 2 multtude. 
of ndividual Ieaves held ogether as a bunch or cluste, but malile oy in s outr forn?” 
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beyond the tivial or the silly or the downright stupid. The tension between conscious 
and unconscious ambiguity, or between a conscious intent and an unconscious inter- 
pretation — or vice versa ~ is a difficult matter, but it s perhaps not a very important 
one. We sec that Empson did not categorize his types along this distinction, with the 
possible exception of his fifth type, called “fortunate confusion”* In our field the 
unconscious mode will probably not be a useful line to proceed with, since we are 
much too far away from the sensibilities one might normally expect to be aware of. 

“The second point is that I take the view that poetical language as such is, on 
more than one level, ‘complete” or ‘full” language, of which referential, phatic etc. 
language uses are merely truncated forms.S I may be allowed 10 repeat a remark T 
made clsewhere recently : one of the characteristics of poetical language is that it 
introduces in principle the legitimate use of the whole range of features linguistically 
possible for a given part of language ~ including, of course, ‘meaning’.’ 

Since the phenomenon at hand is thus deemed to be basic, it should also be struc- 
turally basic. And, put in somewhat simple terms, structurally basic must mean ‘gen- 
erative’. Therefore I propose to look at some ways in which the principle — or the 
technique — of ambiguity may be found to generate the poetic text in Standard Sume- 
rian Literature. 

            

   

  

2 It seems most appropriate to start with the first type of ambiguity.® This first type 
very generally speaking relates to, but is not identical with, metaphor, likeness, cic. 

in short, imagery. I can be mercifully brief here, since many of the contributions to 
this volume give much more precise and relevant insights in this matter than I would 
be able to provide 

As 1o “pure’ or *simple” imagery of sundry kinds, I will merely make a few random 
and marginal notes. 

    

  

5" Empson's wors : .. the author i discovering his idea in the sct of writig,...o that,for instance, 
there i a simile which appies 0 nothing exacty, bat lies between two things whe the author is moving 
from one (o the ather’, The famous image of he messenger of Enmerkar resching the oulskins of Arsia 
on his final joumey might well qualify: 

urbarra mdSe Gs-sa-giny gurs-uS 1-bir-birre 
“Like a wolf losing n on a buck he bared his fangs (hurying 10 the il 

© The reference is of course o Roman Jakobson's scheme of nguge functions. The clarest expositon 
is found in Waugh 1976, but see also Jakobson 1976. Yet in our case — the case of poetic langusge 
~ Karcevski's priniple of asymmetic dualism (Karcevskij 1929) i very important, i that it virtually 

forces ambiguity. | take the view that it is 4 specific propery of “poctic anguage”, when dominant, 
o marshal, mix, arange and correlat the other language functions mor o less at wil. Apart from the 
undoubied fat ihat Jakobson's theory of dominance has not been well undersiood, and the application 
of the principle has not found very much practice outside of the work of the mastr himselt (see P. 
Michalowski in this volume). 1 also think that the ways in which the different functions of language. 
as-commurnication become dominant, or asset and execute their dominance, have not been sufficently 
investigated in our fied as in others. That it is notat kst categorically an impossibl task 10 do so has 
been shown splendidly by Roland Barths quite some time sgo. Al the same time | ealize that Such an 
imvestigation,cernly n somewhat dapted barthesian manner, may well be said o be co-extensive with 
micro-analysis of ndividual (groups of) compositons, s reqired by P. Michalowski in this volume) and 
myself (Vanstipbout 1993 and thi volumo), illustrated i diverse ways by J. Cooper and A. Kil 
volume), and hiied st by J. Black (s volume). S0 we seem (0 have found a broad area of a 
7"See Vansiphout 1993: 306-09. 
& We will ot g0 down Empson'slst. But his firs type (“Ambigaitie of the firsttype arise when a detal 
is effective i Several ways at once.) is so general thal one camot bt start with it 
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(@) First, there is the remark that all kinds of metaphor — to be taken in the 
sense that Eco gives it, as Jeremy Black reminds us’ - are unavoidably ambiguous. 
I mean that it is not immediately obvious whether the likeness expressed is meant to 
denote (partial) identity, or a particular versus a general state, or a virtually shared 
feature, or a comparison in the accepted meaning. This feature s well llustrated by 
the Sumerian equative postposition /-gins/,® which can and does mean *“(because) it 
i1 *in the quality or form of," “as if it wer Jike unto.”'* “the same as,"1s 
‘as well,”'s but the principle applies to unmarked metaphors as well. 

(b) As o the generative force of straight imagery it is clear that it does generate 
a heightening and tightening of the overall message. But this is merely the function 
of imagery as such, and ambiguity would not seem 1o play a very important role 
in this process. Yet there are instances where the image itself unmistakably contains 
double meaning. A straightforward example is ELA 1. 508 ; the messenger is amiving 
at Aratta for the last time, and the line says in essence: 

“Like the wolf closing in on the buck he hurried to the Kill” 
which, unlike most of the imagery used in the previous descriptions of the arduous 
voyage, conveys not merely the idea of swiftness and power, but also of finality which 
in the lincar development is now the most important feature. The obviously intended 
ambiguity here resides, of course, in the identity of the subject of the verb : wolf or 
messenger?'? Such double intention of imagery can be found in many other places 
as well, and I suspect that £ the Temple Hymns and more abstruse pieces like the 
Hymn 10 the Hoe would be g0od places 0 look 

() Imagery in itself also generates seriality and multiplication of images. The 
reason for this is, again, the image’s ambiguity: on the one hand it *stands for’ what 

  

  

     

  

   

  

  

  

9 Sce the introduction to his contibution (o this volume. 
10°See in general Heimpel 1965: 2442, Perhaps a new study of the equative posipositon should be 
undertaken, since much more materal is now availsble, and our understanding of th texts has grown 
appreciably in the last quarer century. The random it mentioned here does notinclde the empor use 
of the postposiion,ss 1. n Gilgamet and Agga 1. 93  bi-in-dug-£a-giny-1am “When he had suid this' 
1 See ASKT 115: 34" 
g cl-ri-za ki-beginy g0 [mu-ra-andée] 
fana-ku arad-ki $u-nu-b a-3d-as-s-k 
“(Sum.) Since T am your exhausted servant, | cry 1 you!" 
{(AKk) 1, your eshausted servant, cry o you' 

12 See Gudea Cyl. A xaiv 18 
ub-1i-bi am-giny mu-Suq 5 
(A1 its gate he erected (hings)like wild buffaloes' 

13 See LH 1. 165 S-giny sabar-ieS-a nam-ta-darguy-¢-en ‘Make me not et biter dust nstcad o grin’ 
14 See The Cursing of Atade 1. 21 
W i e-aginy ur-da héak-e 

  

  

   

  

    

‘May they, like frghtencd pigeons, become immabilized” (. Cooper's transation: 
60-61). 
5 See Enlil and Namzitarra 1. 25 mu-u-ging nam2u hé-ar-e “As your name willmay be your ot 
16 Te. not a “ral” comparison, but  satement that X happens (0 A as el s to B. This sometimes leads 
10 very slght variants, which only have significance from this point of view: LSUr 1. 412 reads: 

2ud dur-duy-bi ud § gur-achi Fukol-e ba-an-sig-sig 
s unblemished xen and grass-fed cows were slaughtered” P, Michalowskis translaon; Michalowski 

1989: 62-3], But one manuscrpt (UET 6 132) has: .. ud § gur-a-in ... probably .. andthe grass.fed 
sheep as well 
7" See footnote 5, where this lin was quoted as a possible example of Empson's fortunate confusion 

  e Cooper 1983: 
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it is not; on the other, the signifiant naturally holds on to its own portion of reality. 
Two passages chosen randomly, though admittedly from related generic registers 
show that this ambiguity, inherent to the ‘image’ or the *equation’, or the ‘metaphor’ 
indeed engenders poetic discourse precisely by playing upon the said ambiguity. 

In the first example, taken from LSUr, the image is stripped of its refercniial 
function, and developed further in its own right, being made subservient only to the 
greater metaphor overlying the poem as a whole: the destruction of all things, natural 
and cultural, means the destruction of the Sumerian world. The passage!® runs: 

412a [¥]nimbar-giny gi-gurs-ru ba-ab-dug ur-bi ba-ra-an-kad 
413 nimbar urudu ni 
414 “numuny-gin ba-bu “numun,-gin, ba-z€ tr-ba ti mi- 
415 sag sahar-ra ki ba- 
416 #26-na-bi g ba-a 
417 dean-suy -Jum-ma- 

They were cut down as if they were date palms, and their (carcasses) 
were tied together 

The palm tree, (strong) as mighty copper, the heroic weapon, 
‘Was tom out like (mere) rushes, was plucked like (mere) rushes, is trunk 

was tumed sideways, 
It top lay in the dust, there was no one to mise i, 
The midriffs of ts palm fronds were cut off and their tops were burnt 

off, 
Tts date clusters that used to fall on the well were fom out. 

Note that here the image is obviously used in its own righ, after having served its. 
primary purpose.?' The cattle (o humans?) are likened to cut palm trees. The palm 
trees themselves are also cut down. What is more: the ‘reified” image is now not only 
incorporated in the main argument for its own sake; it is also described in some detail, 
which is another way in which one may sec ambiguity engendering text. This tech- 
nique is used frequently, and deserves a special study. Ofien things, or complexes of 
things, or concepts are introduced into the flow of narrative or descriptive or rhetorical 
discourse, and are then described in detail, sometimes minutely, and even sometimes 
adorned with ulterior meaning. This happens with so much emphasis in Lugalbanda® 
that it may be deemed characteristic for the composer of those twin poems. From 

    

                

  

  

T570f course, this agan illustrates Karcevski's asymmetry. See footnote 6. 
19 Michalowski 1985: 62-63, 
2 This s admitedly an intusive line, which occurs earlie as 1. 195 in the composition, and which 
found i only one manuscript a his pont. The point istha at leas his scribe very clearly s the point 
1 am making, and used it n a grand maner 
21" But see preceding footnoe 
2 The notions or concepts o sleep, dream, ber, and some ohers,are accompanied by reltively long 
digtesions, cxplaining wht siecp, dream, beer, ic. ‘mean’. I is imporiant o note that “dream’ means 
nothing, o rather it means only what one wishes it to mean: see LH Il. 371 

ol luldi-d 7ida 2id-dam 
6-hil-hille-do 16-Sirir-re-db 

“To the liar i speaks lies; 10 the ruthful the i 
T makes one Happy, makes one sing - 

     

  

  

  

(Buo it s the closed archise of the gods.(The term is Upisan-kads) 
See my forthcoming studies “The Matier of Arata: An Overview (OLP 1995) and “The Dream of 
Lugalbands’ 
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the viewpoint of literary history this is interesti 
perceived link between school and literature, between scribal *knowledge” or * 
and aesthetics, between intellect and truth.* 
The second example shows how the generating force of imagery, resulting from its 
inherent ambiguity, can also work in the other direction, or, as it happens, i a circular 
way. The Cursing of Agade, lines 215ff. reads: 

215 16 1 0-2u-d@ na-an-ni-in-pad-de 
216 SeS-e SeS-a-né giskim na-an-ni-in-d 
217 ki-sikil-bi amag-na gis hul hé-en-da-ab-ra 
218 ad-da-bi ¢ dam vg;-a- 
219 t™-bi ab-lal-ba S hé-ni-in-Sa, 
220 buru;™4-bi #-bir-ba nig hé-ni-ib-ra 
221 W™ nfte-a-giny urs-da hé-ak-e 

May no one find his acquaintance there, 
May brother not recognize brother! 
May its young woman be cruelly killed in her woman'’s domain, 
May its old man cry biterly for his slain wife! 
May its pigeons moan in their holes, 
May its birds be smitten in their nooks, 
May they, like frightened pigeons, become immobilized! (Cooper’s trans: 
Tation ) 

The point is clear, though advisedly ambiguous: who are the ‘they” in line 221 the. 
people, or the pigeons? 

  . for it exemplifies an unmistakably 
ience’     

  

  

  

  

  

  

  

  

Still, in a way these examples, which could easily be multiplied, are somewhat siraight- 
forward from the stylistic point of view. In many instances however, the technique 
which plays upon the metaphorical ambiguity leads to high density complexes which 
by the very accumulation become even more ambiguous : a famous example is the 
stanza 219-24 of LU: 

219 16 ***ha-zi-in-¢ im-til-la-giny sag 
220 mal-da gis-bir-ra dabs-ba-giny ka- 

da mu-un-ra-gin, “n 
tum ama-ba 

    

  

      

    

ba-ab-dul-     

    

killed by the axe, they were not covered with head-cloths 
But lay biting the dust as a deer caught in a trap; 
Like people struck by a spear, they were not dressed with band: 
But lay in their blood as if at the place of their mothers birth-giving; 
Like those siruck with a mace, they were not bound with poultices 
But lay head over shoulder though they had not taken strong drink. 

  

35 1o ate times sueh scribal o nkhom fiorituri tend 1o descend 1o crude graphic puns, 1o absirse 
glossing, and to kabbalisics. Se¢ 5. Parpol 1993, 
£See above, footnore 14, 
25 Cooper 1983: 60-61. 
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   er of im: 

  

Here the wealth as well as the triple reg ry clearly amounts to intended 
confusion. One may well ask : were they killed by the axe etc. or not; what is the 
salient reality relation;2 why use the equative postposition in the odd lincs, mentioning 

  

the weapons,” and other grammatical features in the even lines? In any case, this 
is consummate poetical craftsmanship. 

3 ‘There is of course also a mode of ambiguity wherein ostensibly straightforward 
bits of text take on a double meaning in the wider context. Here imagery may be 
involved, but need ot be. 

  

3.1 A good example to start with is Hoe and Plough 1. 145, which says 
[¥kiris] d-mu-un-nigin, im-di-a zag-bi 1-bi-tus inim (€3-a 2-bi-in-sum 
‘When the garden is walled in, the sidewalls have been put up, and the agreements 

reached. . 
The point here is that the last phrase looks deceptively either as a somewhat super- 
fluous and incongruent completion of the two preceding bits, or as a bland statement 
expressing that one requires agreement before starting fences and sidewalls. But in 
comparison 10 preceding passages, where builders, labourers and shipwrights have 
been mentioned from the point of view of Hoe’s value for them — as in the recurring 
phrase “Thus I enable the labourer to support his wife and children”™ — it is clear 
that this innocent phrase serves at the same time as a kind of closure of this series of 
passages, and as a pivor for turning from this series o a new list of Hoe’s values. I 
mean that the bald statement about agreement is to be seen as (2) on a par with the 
happiness Hoe brings to the working people, (b) as a condition for this happiness, 
thus generalizing the concept, and (¢) in real terms as the condition for Hoe’s unin- 
temupted availability and necessity, for the next line has : “People then again take up 
the hoe” ! 

‘The ambiguity here travels full circle, from bland ‘realistic” application, through 
generalized allusive meaning (: agreement means happiness for everyone involved) 
back 10 the daily down-to-carth tasks. That this is not merely in my imagination is 
indicated by the fact that the next passage ultimately leads o the ‘simple people” 
telling each other around the fire of how, when Enlil finally ends his *frowning at the 
land", it is again Hoe which first strikes the carth; 

~durg nu- 

  

    

  

     
  

    

  

    
164 Ii-enmen-tuku gi-pi-gd-5@ zi-ni mu-Si-in-om 
165 i-ne-e3 li-li-ra a-na an-na-an-dug, 
16 1 -um-ra a-na an-na-ab-d: 
167 sipad-dé X dr-ni edin me-te-a3 
    

    

  

31 suspectthe second register - they were not cared for 
2 219,221,225, 
2 The' postposion again in 220; i-gi-in-zu consiuction n 222; u-me.-5 consruction in 224, 
 see Vansiphout 1984, 1990, 1991, 1992a. 

  The lines read: guru(mi-1ah. ..y dam-dumu-ni & mu-un-da-an-, 
31 The line reads: une #alam S0 im-ma-an-tic5. 
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    168 u, an-né 

  

fin-dug,-ga-ta 

    

169 ki-en-gi-da gig ba-ab-dug,-ga-ta 
170 6-db-a a-a sug-dé (68 mu-ni-in-lé-a-ba 

    

171 Yen-lille ma-da sag-i ba-da-gid-da-ba 
172 sibir-ten-lfl-Id mu-un-zu-a-ta 
172 mah %en-ll-le mu-un-ak-a-ta 
173 den-lille Su nu-me-en-[ ? ] 
174 #%al 2i-dili par-rim.-5% ba-an 

On the plains, where no moisture is found, 
‘When I have dug up the sweet water, 
‘The thirsty ones come back 1o life at the side of my wells! 
And what then says one to the other? 
What do they tell one another? 
“The shepherd’s hoe is surely set up as an omament on the plains! 
“For when An had ordered his punishment, 
*And the bitterness had been ordained over Sumer, 
And the waters of the well-built house had collected in the swamp, 
*And Enlil had frowned upon the Land, 
“Even the shepherd’s crook of Enlil had been made felt, 
*When great Enlil had acted thus, 
“Enlil did not restrain his hand. 
“Then the Hoe, with its single tooth, struck the dry carth!" 

This passage by the way i itself also highly ambiguous, since it works at the same 
time on the level of the annuzl cycle of seasons and on the cosmogonic level* Thus 
itis quite clear that here it i the ambiguity itself which helps along the argument and 
the poetic text 

  

   
  

  

  

   

32 In fact, this kind of ambiguity seems to me to be one of the main ingredients 
of the Disputes as such. Time and again, as I have argued before, ™ ambiguity lics at 
the root of the development of the debate.* Time and again arguments are countered 
by pointing out the ambiguous nature of the opponent’s claim in such a way that 
what he (the opponent) says may be quite true, but can also be construed in another 
way. This happens in Hoe and Plough where the pompous progress of the pageant 
accompanying the Plough is tumed into the cursing ploughman and the chapter of 
workers trying to fix the unwieldy implement, and crowning it with a stinking hide. It 
also occurs in Evwe and Grain’ where the finery of the gods’ statues and the King's 
body, made from dazzlingly white wool, is changed into Ewe’s flcece, tumed inside 
out and hanging from the carcass of the slaughtered sheep. At another occasion I have 
referred to the ambiguity underlying this text’s preponderant use of the motif of & 
banquet. 

  

    
   

    

The passage also gives us the nly uncquitocal indiction ofth circumstances under which ‘cosmogo- 
pic truths” in the form of what we fke 10 call ‘myths’ were actually told. And these circumstances are 
Somewhat unexpected, (0 sy the leas. 

" See the references given i footnote 29, specifically Vanstiphout 1991 
34 Which in a mamner of speaking i alvays about maters of sic-etnon. 
3 See Alsier & Vanstiphout 1957, For  discussion o the point rased here, and tht in comection with 
Hoe and Plough, se¢ Vanstiphout 1991 
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     4 Yet another mode of generating text by means of ambiguity consists of these 
cases where an ambiguity engenders, as it were, the mechanics of the story itself. 1 
shall confine myself to two examples. 

  

4.1 In Enlil and Ninlil™ it is quite obvious that the series of Enlil's disguises is 
highly ambiguous — an ambiguity which quite intentionally is not resolved. Is Ninlil 
unaware that Enlilis in fact the doorman etc. i disguise? I doubt it, simply because of 
the fact that she follows him of her own volition. The story line requires, however, that 
this assumption is not to be made explicit. Therefore the motif of Ninlil's following 
Enlil stands in sharp contrast to the wording of the series of love acts. Yet since we 
assume, as 1 think we must,” that she knows perfectly well who is who we may put 
it that it s this contradiction itsel, the thread of the story, which is ambiguous. 

    

42 A second and perhaps more sophisticated example is that of the central plot of 
ELA: the three challenges. ® The means by which Enmerkar arives at a solution is not 
the most important feature here. More important is the evaluation of the challenges 
themselves. We must remember that the challenges are laid down by the Lord of 
Aratta. Although not stated explicitly, there is here also a basic ambiguity. For consider 
that the Lord of Aratia requires (a) grain, (b) a scepire, and (¢) a champion — of 
whatever nature. He thinks he is being very clever, for even if Enmerkar were t0 be 
able to find the appropriate solution — an impossibility as far as the Lord of Aratta i 
concemed — the result would still be that Enmerkar has given over to him his tribute 
(grai), his scepre (his token of sovereignty), his militry power (the champion). So 
in fact Uruk would have submitted to Aratta; or so the Lord of Aratta thinks. In the 
evolution of the story the ambiguous character becomes clear, and it is here that the 
solutions t0 the challenges take on their significance. The ways in which Enmerkar 
foils Aratta’s plans, combined with the imposition of the one language arrived at 
through the spell of Nudimmud, and the invention of writing,* which stunts the 
Lord of Arati’s ambitions, resolve the ambiguity in Uruk’s favour. Aratta becomes 
hoist with its own petard ~ an ambiguous situation if ever there was one. I presume 
one can say that this central ambiguity is the story. And this should not surprise us 
the bone of contention is, after all, Inana’s position, explicitly presented as ambiguous. 

  

  

    

  

5 Inana the ambiguous, the irmepressible, is also otherwise relevant for our purpose 
her ambiguous relationship with Dumuzi makes his position ambiguous as well. And 
here we perceive very clearly how a central ambiguity has engendered a whole body 
of contradictory and thus ambiguous literature. This is a structural or phenomenal 

  

% Edition Behrens 197, But see also the very_important review by Cooper (I950) and the fine new 
ranslatons in Jacobsen 1987: 167-80, and Botéro & Kramer 1989: 105-15. For the conceptual sructure 
‘underlying this and some other procreation stoies,sce Vanstphout 1987, 
7" Aferal,she s wilflly disobedient from the very begiming 
3 For the Arata matcrial in general, see my study “The Matter of Araa: An Overview” in OLP 1995, 
i also discuses the mlif of the thee tasks and their solutions in some detal. 

"See my study *Another Atemp at the Spell of Nodimmud', o sppear in RA, which tries 10 refte 
Jacobsen's rcent interpretation (Jacobsen 1992) 

" See Vansiphout 1959, 

  

  

   



   

    

   

    

    

    

    

   

    

     

   

            

     

    
        

          

    

    

  

ambiguity residing in the person of Inana, but thereby of course spreading over into 
s personality. This much would seem rather obvious; but there are two ob- 

servable ways in which one can see clearly that this ambiguity was consciously used 
as a literary or poetical 100l 

    

5.1 The first one is not really surprising, although I do not remember sceing it put 
explicitly in print. In many of the Love Lyrics* the young girlis described as adomning. 
herself much in the way of Inana’s preparations for her journey 1o the Nether World 
— whether the girl is specifically identified with Inana or not.® This is a fine instance 
of intended though subdued intertextuality. But it also illustrates the ambiguity of the 
love relationship itself. The ambiguity here is a double one. On the one hand the 
adornments allude to and therefore imply the tragic and so-called serious joumey of 
Inana to the realm of the dead. In doing 5o they also imply the danger they constitute 
to young and amorous Dumuzi. 

   

  

  

    

52 Oris it about Dumuzi and Inana at all? I think that there is a third, and 
overarching ambiguity present in the whole cycle of love songs. This is the ambiguity 
anent to the personages themselves. Are they really and always Inana and Dumuzi 
— or King and Queen for that matter? 1 would submit that they are at the same. 
time any couple of young lovers. To my mind the very tendemess and the joy make 
this probable. But then the cycle also implies a realization of the ambiguous nature 
of sensual love itself ~ an ambiguity enhanced by using the divine pair of lovers 
as standing for any couple. In fact, this also should not come as a surprise, since 
‘most of the world's love poetry is basically about the ambiguous nature of love. The 
clevemess of our cycle resides in the substitution of the divine but ambiguous lovers 
for any couple in love, since the intellectual and literary commurity will immediately 
relate the cyele of love to the cycle of betrayal. 

T would conclude this section by pointing out again that in these two cycles the 
mainspring, indecd the subject matier, as well as the execution of both, lics in their 
relation to each other, a relationship which is itself ambiguous. Thercfore ambiguity 
as such i treated as a licrary theme. By the way I would suggest that this s  possible 
reason why there are no real disputes about love in Standard Sumerian. The Disputes, 
thriving on ambiguities as they do, did not need in general to treat this universally 
human ambiguity as well in the presence of a whole class of literary works devoted 
o it in another way. But sill there is the poem about Dumuzi and Enkimdu,* which 
i in a way intermediate between the two generic classes. 

  

    
  

  

  

  

  

     

  

T For the Love Lyrcs in general see Alster 1985 & 1993, and JGoodnick Westenholz 1992. A study 
in depth of the geme in relation 10 the other’ Dumuzi-Inana compositions, 1 other courtly pocty. (0 
‘Akkadian love poetry (see J. Coaper’s contribation o this volume), and from a general comparaive point 
of view, s highly desiable. 
 Sce ¢.g. the splendidly moving “Let Him Come!” (= ST S) in Jacobsen 1987, 
 Also Alster 1993 aises some doubts on this matier 
4 See Van Dij 195%: 65-86. A new study of his iniguing text should be undertsken, 
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there are texts which take themselves in an ambiguous way. Some of them 
are to be regarded as satires or related kinds, such as the Lagash King List.* But this 
does ot seem 10 be necessary : as I have defended elsewhere.* a piece like Ewe 
and Grain, using the mise en abyme in a somewhat grand manner, can o so very 
effectively and thoroughly because it is ambiguous about itself. Consider f.i. how we 
have (0 take Ewe and Grain as participants in the banquet. They obviously take part in 
it for they become inebriated. But at the same time they are being consumed at that 
selfsame banquet, and they quarrel abou their relative merit for that banguet. It i a 
pity that we do not have more compositions which show this intenalized ambiguity 
in the same clear manner. 

  

  

  

   
  

  

7 1 would like to conclude by expres: 
have tried to indicate, ambiguity was recognized and consciously used as 4 technical 
tool or even as a subject for poetic language. I have refrained from touching upon 
the possibly observable reason for this : by their education the poets who composed 
Standard Sumerian Literature were exposed every day to the ambiguities laid down in 
~ or at any rate resulting from — their daily sustenance, viz. the lexical and sign lists. 
‘This fact, by the way, would add to Empson’s seven types an cighth one, perhaps 
typical for and exclusive to Mesopotamian literary culture: the ambiguity arising from 
the “extemal’ features of their written language. This should prove a fruitful field for 
investigation, but offhand one can already say that our scribes and poets would have no 
truck with one of the banes of ‘westem Scientific culture’ of sorts, viz. the intolerance 
of ambiguity. 

On the point of further investigation, T would also plead for recognition of the 
principle of ambiguity as a generative force on different levels. And 1 think that this 
could be done best by thorough analysis of individual compositions, and in relation 
with analysis of other features of the texture and structure of these picces, since I 
presume that very often an intended or fortunate ambiguity may be detected as having 
triggered some of these other features. I feel indeed that we should stop behaving with 
what Empson would call “doctrinaire sluttishness”, by which he means presenting all 
you think you kniow, or you have been able to find out from elsewhere, about a text, 
and presenting this in an unstructured way, in the naive hope that the text will thercby 
have a more immediate impact, 

g my belief that on the various levels T 

  

    

  

     
  

  

  

5 Editedin Sollberger 1967 - and then spps 
“ Vanstphout 19925, 

  ly quiely forgoen. 
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REPETITION AS A POETIC DEVICE IN AKKADIAN 

M.E. Vogelzang 

Introductory 

Reading Akkadian poetry and enjoying it as “poetry” is not easy. This is caused in 
particular by the cuneiform system of writing, which s syllabic and not alphabetic. In 
general, it is only after the transcription, transliteration and translation of the Akkadian 
(or Sumerian) cunciform into a language more congenial to a modem reader that 
understanding and eventual appreciation of the poetic content can begin. And it is 
clear that in many cases appreciation of an Akkadian poem goes hand in hand with 
the quality of the translation and the language into which it has been translated. It 
must be emphasized, however, that our knowledge of Akkadian and Sumerian is a 
passive one. These ancient texts only exist in a written form; we will never be able 
t0 hear these poems spoken by a native speaker. The magic and music of the human 
voice is missing. Assyriology also lacks what litle assistance can occasionally be 
afforded by the degree of help given by the sound of a more or less modem variant 
of the language concemed. This is possible, for example, with ancient Hebrew and 
ancient Greek texts. Homer, read by a native speaker of modem Greek, not only 
sounds ‘much better', but such a reading also contains much more musical expression 
and emotional understanding than when read by a northem European, who has only 
an academic, passive knowledge of the language. 

It should be pointed out that for poetry much more than for prose, vocal inter- 
pretation is of great importance. Rhythm and phonetic form: similarities, repetitions 
or sharp differences between the sounds of vowels and consonants, the special in- 
tonations during reading (aloud or in silence) which are imposed by emotion, form 
patterns which make an important contribution to the musical and emotional effect of 
poetry.! The musical sound effects of the spoken language are lacking in Akkadiar 
and the emotional effects of its poetry are therefore determined by the quality of the. 
translation, the (modern) language, and also the typographical form in which that same. 
poetry is rendered. Nor must we forget the indispensable involvement and openness. 
of mind of the modern reader of ancient poetry. This same involvement, however, 
may sometimes turm out to have a negative effect, especially when non-Assyriologists 
translate texts already translated by Assyriologists. 

As an example one may point to the regular appearance of new ‘free’ translations 
of the Gilgamesh epic. On the one hand, this may be called a positive development 
— why not — since it makes this beautiful epic accessible 1o a broader, or a more 
specifically interested public, as for instance when a studio project took “the brave. 
decision to stage Gilgamesh, in a spirited translation by Robert Temple™ — in which 

          

  

  

  

  

  

    

       
  

   

  

T See in general Fimnegan 1977, esp. Chapte I, 1-29. 
2 R Temple, He Who Saw Everything: A Verse Transation of The Epic of Gilgamesh Cotesloe Theatre 
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   amesh makes a powerful first entry as a cross between a nightclub bouncer 
and a Tonton Macoute”> But apart from these posiive effects new *free” renderings 
may also constitute a negative development: the ‘translation’ becomes more and more 
“beautiful’; by this I mean that it becomes more understandable for a moder read 
and more adapted to modem Western taste and general ideas about what “pociry 
really is. But this does not always do justice (o the specific literary and poetic features 
of the Akkadian (and Sumerian) language and culture itself. I cannot help thinking 
that the content, the literary themes of the original text, are brought more and more 
10 the fore; and that the original poetic language and language forms are increasingly 
pushed into the background. 

Therefore the topic of this meeting is important: the study of the original poetic 
language itself. For, as A.L. Oppenheim* once stated: 

    

  

    
  

  

  

‘The poetic impression is conveyed by a number of factors ~ the careful segmenta 
tion of the information into small meaning units, the elaborate echoing, repeating 
and counterpointing, of these units by means of the skeleton of the over-all verse 
arrangement. Texture is added through the selection of words that are subly distin- 
guished cither through semantic nuances or through rare or artificial morphological 
features. Much siil escapes us of the poetry inherent in certain modifications of 
the verbal stem, the choice of noun formation, the applications of a sophisticated 
synonymy which weights not only words but syllables. 

  

     

    

Repeiition forms one of the most marked features of poetry in general and of Akkadian 
poetry in particular. Extensive use of repetition in Akkadian narrative  in all of its 
various manifestations — shows it to be a favourite storytelling device. 

Tt adds body to the narrative, heightens tension, allows the development of details 
and the introduction of subjective elements, sometimes in a very subtle way. It may 
bring two (or more) events together through which the second becomes more signif 
icant by means of its associations with the first; and it may in a very specific and 
poetical way work towards a climax through cumulations of identical expectations. 
only realised at the end, but already predicted at the beginning.* 

In its broadest sense repetition is part of all poetry: “The collocations of line or 
stanza and refrain are based on their repeated recurrence; metre, rhythm or sylistic 
features like alliteration or parallelism are also based on repeated patterns of sound, 
syntax or meaning”* Metaphors, similes and rhetorical questions also tend to come 
in series. Evidently these t00 are forms of repetition. And sound repetitions, such as 
rhyme, allteration, assonance and the repetition of verbs and nouns with more or less 
the same meaning, can also add an important element 1o poetry, 

‘The stdy of repetition is of course more than just recording the fact that whole 

     

  

    

  

  

   

(1993); Femy 1993 
3 See John Ray, 7LS, May 28, 1993. In his review of Fery 1993 John Ray also points out an imporant 
difficuly indramatizing Gilgamesh, namely “the amount ofreptiio it contains. This echnique is familiar 

oral poetry: it gives the narraor 3 chance to show his kil while thinking of what comes next, and it 
imvolves the audience ina fecling of compliciy. On theprinid page, his repetton regains ts power-(.... 
= Oppenheim 1977: 251 
5 Such as Prologue — Narrtive - Epilogue . See, for instance Ancu (younger version). 
© See Finnegan 1977: 9. 

  

    
  

  

     



sentences, words or word pairs are being repeated. In addition to the how, the why s 
important. After all: ... poetic devices do not occur in isolation, but within the context 
of a poem. They therefore relate to each other and can often only be understood within 
the setting of another device or of the poem in whole or in part” 

Ttis well-known that magical texts too make great use of repetition.t To quote M. 
Boulton: 

In many folk-tales something has to be done or said three or seven times; rei 
tituals, which are more or less akin to primitive magic, depending on the degree of 
intellectual development, make great use of repetition with prayers for the various 
occasions of life, prayers-wheels, rosaries and repeated observances; and repetition 
plays a great part in the more primitive emotional parts of our lives. Magic spells 
in very diverse cultures all over the world, are almost invariably very repetitive. 

      

Incidentally, T do not really see the need for the word *primitive’ in this passage or, 
even worse, the phrase ‘depending on the degree of intellectual development’, since. 
these forms of magical repetition, at least to my mind, are universal and timeless. This 
is evident from the use of the rosary and the so-called komboloi in southern Europe, 
particularly in the Balkans and the subka/misbaha in the Near East. 

   

Repetition and Poetry 
Repetition, in its broadest sense, may evoke poetical feelings and keep the reader or 
listener on the right track, but it may also repel. The sometimes rigid carrying through 
of whole series of repetitions in Akkadian are often a blessing for the transiator, but 
may also form a real obstacle 1o the stimulation of (our) poetic feelings, especially 
when reading longish texs. 

‘A comparison between Old Babylonian texts and the later canonical versions often 
reveals that the later version is expanded, in that the tendency toward symmetry and 
repetition is more pronounced. These repetitions may be divided into two categories: 
one we might call external repetition and the other infernal repetition. The firstaffects 
the structural and textual form of the narrative; the second is akin to the prosodic 
system, affecting the linguistic texture more than the structure. Of course such a 
division is rather theoretical, because both types of repetition are interwoven, and 
both affect the outcome of the whole story. Both contribute to the existence of the. 
text as a poem. 1 
As to the actual fypes of repetition, we may discern three groups. 

1 A first kind of repetition of the external or structural category heightens 

   

  

  

7 See Watson 1986: 275, 
& Work on this featue of magical texts in our ekl has been done by Michalowski (1981) and Veldhuis 
(19900, 1990b and 1993), 
9 Sce Boulion 1952: . 
10 In Ruth Finnegan's words: “Repeition — whetber s paralelsm, o in phres called “formulae’ — has 
great lterary and aesthetic effct. ... The use of epetition i oral potry i ot st a tilarian (oo, but 
Someting which e at the heart of ai poctry. I i one.of the main crieria by which we tend (o disinguish 
poery from prose, in both familir and unfariliar culual traditions. 1t may wel be that repetton gives 
peculiar pleasure and artistic ffectivencss in oral pocty, bu it is & common device of poctc expression. 
The ‘acsthetics of egularty” can be found inall pocty, oral as well a writin”™. (Fimnegan 1977: 131) 
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tension and adds to the narrative body. This kind of repetition also seems 
10 emphasize the importance of the repeated text. 

2 A second type of repetition is used o show the difference between a first 
and a second occurrence of an event, or to provide a kind of encore of an 
action or scene performed earlier. Two events are thus brought together, 
and the second becomes more significant through its associations with 
the first 

3 A third type of repetition is the one that works toward a climax through 
cumulations of identical expectations, only realised at the end of the 
story, but already predicted at the beginning."! 

  

  

Besides the fypes of repetition, we may also roughly discem forms of repetition and 
devices using repetition 

a Forms 
Sound repetition: rhyme, allteration, assonance, word play 
Pure repetition: inital repetition, end repetition, immediate repetition, 
identical word pairs. 

b Devices 
Refrain, envelope figure, and other related forms, such as keywords, 
chiasmus, symmetry and parallelism, word pairs.'2 

  

It s impossible (o discuss all these forms or devices here in detil, but by means of 
some examples from well-preserved texts, 1 hope 10 present a more o less general 
overview of certain interesting forms and devices of repetition as they appear in 
Akkadian poetry. For besides the general patteming through repetition that underlies 

  

  

most of the devices there are some forms of repetition that deserve special mention. 
  Ttbasically 

consists of a type of repetition (usually a binary pattern) in which one element is 
As stated before, parallelism is an important structural device in poet 

changed; the other, usually the syntactic frame itsclf, remains constant. One form 
of parallelism which is popular in Akkadian can be illustrated by the following two. 
examples: one from a hymn to Ishtar'* — and one from Atrajasis I, 70-73 (OB/NA):'¢ 

  

   

11 Ishtar hymn 
Sing of a goddess, most awe-inspiring goddess, 
Let her be praised, mistress of people 

greatest of the Igigi-gods. 

  

   

  

i of Ishtar, most awe-inspiring goddess, 
Let her be praised, mistress of women 

reatest of the Igigi-gods. 

  TT Examplesof these thre types of repetition can be found inthe A poem: see Ninurts' instructions to 
Adad and Ex's tacical advice o Ninura, and compare with the nerly ideniica passages which describe 
Ninurta's reaction, and also the passage which contains th reward promised to the champion-to-be. Sce 

ang 1985: 302-224, 
o Watson 1986: 273 . 

See Foster 1993: 14, 
14 See the editon by Lambert & Millrd 1969 

  

  

    

  



121 Awrahasis 
It was night, half-way through the watch, 
‘The temple was surrounded, but the god did not know 

It was night, half-way through the watch, 
Ekur was surrounded, but Enlil did not know 

The parallelism is obvious. Both examples show that the difference between paral- 
Telism and repetition is sublle and small; yet there is a difference: whereas parallelism 
generally implies the reformulation of a thought by means of different words, or better 

ill by using more explanatory words, repetition generally means a literal repetition, 
or a statement with only very small changes. 

A more complex example of parallelism can be found in the Counsels of Wis- 
dom: 

  

    

3] Donotmary aprostitute, whose husbands are legion 
atemple harlot who is dedicated 10 a god, 
a courtesan whose favours are many. 

In your trouble she will ot support you, 
In your dispute she will be @ mocker. s 

Now parallelism can be discussed as a category on its own, but it cannot be divorced 
from the wider topic of repetition generally. It is, after al, a type of repetition. But 
1 do not intend to discuss this form of repetition any further here. The two clear 
examples above will have (0 suffice. 

Another popular type of repeition can be found in a Late Babylonian fragment of 
Atrahasis:'® 

  

[4] “Command that there be plague, 
Let Namtar diminish their noise 
Let Discase, sickness, plague and pestilence, 
Blow upon them like a tornado!” 

  

They commanded, and there was plague. 
Nantar diminished their noise 
Disease, sickness, plague and pestilence 

  

5 Lambert 1960 (= BWL). 102-05 1. 72-76 
' Assyrian verson, rev. i, Il 9-16; Lambert & Millrd 1969: 106-107. Compare ceran episodes in the 
Anzu Stoy, £ tablt 1 (jounger version, 1171179, in which Ninshiku (Ea) tlls his plan o Anu and 
Dagan: 

Lt them summon Belet, the sister of the gods, 
“The sagacious one, the counsellorof] the gods, her brothers), 
Her supreme digrity et them procaim in th as{sembly) 
The gods must honor [hr] in their ssembly 
“The plan that i in my hear, 1 willel] hri” 

     

      

  

They summoned ... etc. 

i  



    

  

    

      

    

  

   
    

   
    
   

    

      

     

   

    

   

   

  

    
        

Blew upon them like a tomado. 
The short, indeed staccato, transition from the dircct speech in the preca- 
tive to the preterie in the telling illustrates the passage from instruction 
0 enforcement. 

On a first reading, this way of composing sounds rather dull, yet it does possess a 
certain poetic expression which only finds its full expression when the whole text is 
read, and not just a quotation, tom from its context, as it is presented here. It is the 
regularly maintained repetition of other fragments that brings about a certain rhythm 
which starts to sound familiar and thus may evoke a certain poetic feeling. 

‘The two fomms of repetition as mentioned before, viz. (a): sound repetition and di- 
rect repetition; and (b) devices using repetitions, can be illustrated by the following 
examples 

A nice example from group (a), the group that uses initial repetition, in which a 
series of two or more consecutive lines begin with the same word or phrase, can be 
found in Atrapasis I, i 9-10: ) 

  

(8] & 1aplabailitun  “Do not reverence your gods, 
& wsallia iStarkun Do not pray 10 your goddesses” 

Noe the negation ¢ and the opposition masculine v, feminine. 

Another example occurs in Ishar’s Descent: the fiv 
disease1? 

  

fold inital repetition of murus 
  

  (6] “Send out against her the sixty discases [against] Ishtar: 
Disease of the eyes 1o her [eyes], 
Disease of the ams to her [arms], 
Disease of the feet o her [feet], 
Disease of the heart to her [heart], 
Disease of the head [t0 her head], 
To every part of her and to [...] 

  

The same technique is used in the form of end repetition in Erra IV 104-111, where 
we have an cight-fold repetition of the refrain-like fuStamit “You have put 10 death” > 

  [7) “O warrior Erra, the just you have put to death; 
‘The unjust you have put to death. 

   
Text CT 15, 46: 69-75. ) 

18 See Watson 1986: 278, noe 21: * . his ls has both an intial and a fnal toal”. The composer, quite 
undersiandably, scems 1o have though it 2 bit 100 much of & good thing 1o mention al sixty of them. 
19'See Cagni 1969: 114-11. 

         
 



     

   

  

    

    

    

    

  

    

  

     

     

   

   

  

   

    

  

   

  

       
    

        

‘The man who sinned against you you have put to death; 
‘The man who did not sin against you you have put to death 

  

The en-priest who made raklimu-offerings promptly 
you have put to death; 

The courtier who served the king you have put to death, 

) 01d men on the porch you have put to death; 
Youngs girls in their bedrooms you have put to death.” 

Notice here also the four-fold oppositions: just : unjust // sinner : pious 
1/ eligious service : worldly service // old age : youth (tipled by male 

* insidet). This end repetiton is also used more 
or less as a keyword, as death plays an important role in this epic. 1 will 
rotu 1o keywords later. 

  

    

A nice example of direct repetition, where a word or phrase is used and repeated 
immediately afterwards, without a break, can be found in Gilgamesh XI, 21-222 

B kikkiSkikkis  “Reed-wall, reed-wall 
igar igar Wall! Wall! 
kikkisu Simema  Reed-wall, listen! 
igaru hissas Wall, pay ateention!” 

“This is a form of repetition reflecting stealth as well as haste and raises. 
tension, especially when read aloud   

‘This Gilgamesh fragment, by the way, shows a striking contrast with the OB parallel, 
as used in Arrafasis 111 i, 20-21. There the effect s less dramatic, precisely because 
of the lack of repetition; and the result is much more straightforward and formal. 

  

91 igaru Sitammianni “Wall, listen to me! 
KikiSu Sussiri kala sigria Reed-wall, observe all my words!” 

Generally speaking, these forms of repeition are explained as follows: 
(...) with particular reference to the oral aspect of poetry, repeti- 
tion enables the audience to re-hear a verse which they may have 
missed through inattention o on account of interference (*noise’). 
Repetition also reduces the need for a poet to invent new material 
it helps *fill up’ a poem. Repetition also reinforces the structure 
of a poem, and helps to link its components.?! 

  

  

     
     These observations are more or less corect, but they remain technical. What is not 

ntioned is the poetic impact of this type of repetition. Poetic techniques serve a 
dual purpose: they do not only support the exteral poetic form, but also the internal 
poetic form. 

  

55 Also quoted by Watson 1986: 277, note 14 
2 See Watson 1986 278-279. 

  

  

   



   

    

Concerning the second group (b), viz. the devices that use repetition, one observes a 
recurring phenomenon: the use of the so-called “envelope figure” or “frame”’, being 
the repetition of the same sentence or phrase at the beginning and/or the end of a 
certain stanza in a poem, a (sometimes large) section of a text, or of a poem as a 
whole. Part of the text becomes, as it were, framed between two identical sentences. 
Here are two examples: 

    

(10 Erral 406443 

‘When Anu had decreed the destinies of all the Sebiti, 
He gave them to Erra, warrior of the gods: 

“Let them march at your side! 
Whenever the noise of settled people becomes unbearable 10 you, 
And you want 1o wreak destruction, 
To kill of some black-headed people and lay low Shakkan's catle, 
‘These shall act as your fierce weapons, 
Let them march at your side”! 

“The beginning and closure of Anu's speech are marked by the sentence 
in the precative: fllk idika, in order o provoke Ema into combat. 

Another example is given by three passages in the Shamash Hymn* This example 
is not as straightforward as the one mentioned above. These lines only form a frame 
or envelope figure when they are read directly after each other. All three rather short 
passages end with the line: 

  

   

      

(1] fabi eli Samas balata utar ‘He is pleasing to Shamash and he will 
prolong his life” 

which oceurs at the lines 100, 106 and 119, The three passages in question contain 
remarks concerning honesty and justice, the comings and goings of individuals, judges 
and merchants. The threefold repetition of an identical line, by its somewhat solemn 
character, contributes to the poeticality of this rather difficult text. I will presently 
retum to this example. 

        

A very interesiing technique is formed by the use of so-called keywords, in which 
a single noun — and this includes prepositions, particles, adverbs, etc. — or verb is 
repeated many times, and in this way dominates a whole text or part of it. Sometimes 
this s done in a very subtle way: instead of the same word, a series of synonyms is 
used and the poct shows his skill by trying to find noun or verbs with more or less 
the same meani 

“This is actually a fascinating way of avoiding strict repetition, and apart from the 
special poetic effect this may have had in ancient times, the modern reader is often 

  

  

    

The term was coined by Jeremy Black, who studied th effects of he technique on namatiity i the 
niext of th orality debue (sce Black 1992). Here the context i that of pocicliy. 
See Cagni 1965: 62, 

2 See Lambent 1960 (= BWL): 
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    faced with translation problems when trying to do justice to the original text. A lot 
depends on the choice one makes from the dictionary. This will determine the poetic 
content of the text concerned. In addition we are faced with the subjective notion 
of “poetic content”, as appears from the fact that no modem translation produces 
the same poetic result. The functions of keywords are clear: they express the most 
important theme of a poem or poetic text, and are responsible for its coherent structure. 
In addition, they often serve as catchwords which connect seperalc Verses or stanzas. 

‘The tracing of these keywords is a highly rewarding business. Thercfore I shall 
restrict myself to the discussion, in some detal, three examples. 
A The first example is found in Ludlul bél Némegi and is formed by the first 22 lines 
of Tablet L2 In the introductory line, followed by the desperate exclamation lemun 
lemunma ‘it is terible, terrible!”, the ‘poet” looks back upon his life, and notices that 
nothing i his life has lead to anything. In these 7 lines, 3-9, the negation l s used 
7 times: 

  

[121] My ill luck has increased, and I do not find the right. 
T called to my god, but he did not show his face. 
1 prayed to my goddess, but she did not raise her head. 
‘The diviner with his inspection has not got to the root of the matter. 
Nor has the dream priest with his libation elucidated my case. 
I sought the favour of the zagigu-spirit, but he did not enlighten me; 
And the incantation priest with his ritual did not appease the. 

divine wrath against me. 
Lines 10 and 11 again form a desperate exclamation: 
[1222] What strange conditions everywhere! 

When I look behind, there is persecution, trouble!™ 

    

In lines 12-20 the negation /i s also used seven times, but not i lines 15-17. There 
use is made of the subile technique 1 mentioned above: to avoid exact repefition, use. 
iis made of verbs with more o less the same meaning with the intention of avoiding 
the negative particle. Whether this has something 1o do with the maintaining of the 
number 7 or just poetical feeling for harmony, 1 do not know. The verbs used in lines. 
15-17 have more or less the same negative meaning, so that the negative particle is 
not needed: naparki, batalu, $étu, nad, mésu 
Lines 21-22 end with the bitter remark: 
[123] Like one who has grown ‘torpid” and forgotten his lord, 

Has frivolously swom a solemn oath by his god, (like such a one) do I appear 
(andku amsab)! 

We can see here that the first 22 lines are ingeniously composed. The lines 1-2 
10-11/ 2122 form a frame, not by way of a repeated line or stanza (remember the 
example from Erra mentioned carlier: lillki idika), but formed by the poetic content. 
“The manner in which the negative particle has found its position in the writien text 
as we now have it is also interesting. It undoubtedly had an impact on the evental 
oral performance. 

   

  

   

  

5 See Lambert 1960 (-BIL): 35-3.



     

  

    
  

The first twenty-two lines of Ludlul show how interesting the discovery of certain 
keywords can be. Because when we repeatedly read and review this passage, some- 
thing else emerges, which is related to the internal and external form. In a way the 
form and content of this poetic episode does ring a bell: textual episodes which also 
end with the word anaku(ma). There are texts which do not end with the exact con- 
cluding words andkuma amsal, but conclude in a positive way: such and such a person 
“Lam” ..... andku(ma)! In the second millennium  the Prologue and Epilogue of 
the Codex Hamnurabi come to mind — and even more so in the New Babylonian and 
New Assyrian period, royal inscriptions with self-presentations of kings often start 
with a more or less elaborate enumeration of the evidently positive characteristics of 
aking and are introduced by: “Tam .......... so and so, I did this and this. 
specally in the first millennium they concluded with: .. anaku(ma): 

aperson.... | am”. These “characteristics” are usually expressed by 
1. Purely nominal forms: *king of...; priest so and 5o of...; servant of 

2. Adjectives: “strong, mighty, loyal, pious ... 
3. Stativelparticipial forms: “who constantly cares for ... who looks afier ..., who 

is taking care of the rites of god 50 and so, who rebuilds ...", etc 
In the present passage of Ludlul, the text ends with the remark: ... anaku amal: 
“(such and such a person) I resemble!”; but here this is o be taken in the negative 
way: *I am like a person who did nor do all these positive things'! 

And indeed, after this the text continues with the rather frustrated complaint: 

  

  

uch and such     

  

  

  

[124] But 1 did pay attention to supplication and prayer, 
To me prayer was discretion, sacrifice my rule! 
The day for reverencing the god was a joy to my heart; 
The day of the goddess’s procession was profit and gain. 
‘The King’s prayer — that was my joy! 
And the accompanying music became a delight for me. 
Linstructed my land to keep the god's rites, 
And provoked my people to value the goddess's name. 
Imade praise for the king like a god’s, 
And taught the populace reverence for the palace. 

  

‘The passage ends with the sigh: 

[12.5] Lwish T knew that these things were pieasing o one’s gods!® 

  

‘This repetitive, literary internal and extemal form can be found, in a beautifully 
elaborate way, in the Gula Hymn of Bulluisa-rabi? which, like the Shamash Hymn, 
counts 200 lines. The hymn is composed in several altemating sections and shows a 
clear harmony and rhythm in content and textual form. In the first four sections of 34 
lines, Gula, through the voice of the poet, praises herself and her husband Ninurta. 
‘These four sections are divided into eight lines for herself, then nine lines for Ninurta 

  

  

35" Or should we read: L wish | knew what things are plssing 10 one’s gods!”? 
2 Sex Lambert 1967, 

  

 



    

    

  

     then cight for herself, and so on. From then on, the self-laudatory sections all end 
with anakuma, cight times altogether, and in all the anakuma seniences she refers 
10 herself by one of her divine names. Thanks 10 a study by M. Bamé* we now 
know that “the concept of *healing” stands out as the dominant moif of lines 79-83, 
which form a self-contained subsection over against lines 84-87. The key word in 
lines 79-87 is ‘to heal” (baldu)". 

      

B A second example can be found in a passage from the Shamash Hymn in 
lines 132148 abundant use is made of the verb maharu, which means: ‘1o receive, 
confront’. Not only the verb, but also the prepositional form “ina marika” ‘before 
you" is used. The use of this verb expresses the important role of the sun god Shamash 
as a righteous judge, to whom carthly civilians, judges and merchants can appeal, 
realizing that the sun god sees everything with his shining light during his etemal 
journey through the upper and the nether world. 

The repetition of this lexical item is reinforced by both the symmetry and the 
asymmetry of its position® Note also the positioning of il and /d in the Ludlul 
fragment already mentioned: twice at the end (134 / 136), twice a the beginning; 
followed by twice at the end (142 / 144) and twice in the middle.” 

“The whole of the Shamash Hymn tumns out (0 be a goldmine when one is searching 
for forms of general patterning by repetition. Complete lines arc repeated, or parts 
of lines; there are puns, often very sublle; and the text shows a marked tendency to 
avoid exact syntactic repetition. I cannot enter into great detail here, but I will give a 
few examples, just to illustrate how thoughtfully this hymn been composed. 
First there are the lines 101-106.2 worth giving in Akkadian. 

  

  

  

  

     

(13.1] da-a-a-na mus-a-lum 56 di-in me-3 

  

am-mar ékallu Su-bat rubé™ 

  

na-din kaspa a-na sid-di hab-bi-lu mi-na-a ut-tar 
ui-ta-kaz-zab a-na né-me-li-ma i-hal-lag kisa   

  

nadin kas-pa a-na Sid-di riqiti mucter iStén Sigla a-na Se- X - X 
ta-a-bi eli “Samas balata ut-[1ar] 

Lines 101-102 show how the poet plays with sound repetitions: da-a-a-na, di-in and 
  

  

Bart 1981 
1 1960 (-BWL): 

2 See Reiner 1985: 75 
31 Another example: the same tendency o avoid exaet syntactica rpetition i present in BeleLl' specch 
in the Neo-Assyrian mss. LM from Sultaepe, 117-11 (representing a deviant Ancu story): Short lines 
Slicrnae with long ones. The verbs change thei position n every line, almostat ny cost. Compare lines 
15: the first lne opens with the verb (brig),the sccond line ends wih i (-5, and the third lne has 
tin the middle (de k. This deliberate changing of the positon of the verb rsuls in a ln like line 3: 
wummurta de-i ga-batha “Mobilize your enire batle-aay!” The same procedure for crating the 
Drecatives can be seen in 1.7-11: middle | end / begin / end / middle. For the manuscrips see Gurney 
& Finkeliin 1957: $1/91A+37 and S2187. Sce also Vogelzang I98E: 225-234 and Wiggermann 1982: 

. 
Tootnote 26, 

» o 26-138,     
  

      
  

  

    

   



   

  

idi-nu, and also plays semantically with the words ékallu and rubi. In lines 103-106 
we see that the first halves of lines 103 and 105 are repeated; there is sound play with 
uttar, muter, utar; and perhaps also with mina as an interrogative particle and a noun as well. See minu = ‘what, why?”, but also ‘place, number’; siglu = ‘shekel, weight 
of metal’, but also ‘measure of height’. Thus the content of this fragment refers in a 
suble way to the following moralistic thought: “He who acts honestly, will attain a 
deserved and high-ranking place in society”. This positive behaviour will be “pleasing 
10 Shamash, and he will prolong his life!” (1.106): fa-a-bi eli ¢Samas balata ut-[1ar]. 

  

    

€ Lastly, the reader is invited to look at the lines 107-119 of the same hymn: 

sabit #2i-ba-[ni-ti e-pis s]i-lip-ti 
[a-bja-an ki-i-su "il-x x (x) [i]-Sap-pal 

u-ta-kaz-2a-ab a-na né-me-li-im-ma ti-hal-fag ki-i-sa] (=1. 104). 
Kieni sa-bit Pzi-ba-ni-ti ma-"-da ....] 

mim-ma Sum-Sic ma-"dfi] gi-S-5-5u [...] 

    

sa-bit siti e-pis si-lfp-i] 
na-din Si-qa-a-ti a-na bi-ri-i mu-Sad-din at-ra 

    

) [a]r-rat nisin i-kas-Sad-su 
[§1-d-al i-ras-si bil-ta 

     

  i ul i-be-el  apal-sii 
ulir-ru-bu [SJu-nu ahhut-55 

  

um-ma-ni Ki-ni na-din Se-em i -na [kab-rim pin i 
ta-a-ab eli *Samas balata ut-tar! 

  

   

‘The merchant who [practises] trickery as he holds the balances, 
‘Who uses two sets of weights, thus lowering the 
He is disappointed in the matter of profit and loses [his capital.] 

‘The honest merchant who holds the balances [and 
Everything is presented to him in good measure [...] 

  

5] good weight 

‘The merchant who practices trickery as he holds the com measure, 
‘Who weighs out loans (or com) by the minimum standard, but requires 

the larger quantity in repayment, 

The curse of the people will overtake him before his time. 
If he demanded repayment before the agreed date, there will be guilt upon him 
His heir will not assume control of his property, 
Nor will his brothers take over his estate. 

    

    



The honest merchant who weighs out loans (of com) by the 
‘maximum standard, thus multiplying kindness, 
He is pleasing to Shamas, and he will prolong his ife. 

Look at the way in which lines 107-113 are composed, the way in which sabit is 
repeated and syntactically placed; at the way in which parts of the sentences are 
repeated and how the poet plays with the negative particle in lines 114-117; with the 
words imesu and adannisu — with makkirsu and bitsu; with ibél and irrubi, apalsu 
and ahhisu. The passage again ends with the line; “He is pleasing to Shamash and 
he will prolong his lfel” (119). 

  

     

Note finally also the following features in the same composition: 
(2) Repetitions in lines 27-30 

le-te-ni-ti-ig gi-na-a $t-ma-mi 
[5]u-um-dul1a er-se-tu ta-ba-'a ui-me-Sam 

  

  il tdmii fur-sa-a-ni er-se-ta Sd-ma-mi 
kivi gén x si gi-nava ta-ba-a u-mi-Sam   

You keep crossing the sky faithfully; 
You pass over the wide earth every day. 

Over high seas, mountains, earth and sk 
Like .... you pass faithfully every day". 

    

  

(b) Assonance in lines 43-44: 
“na Sid-di 36 la i-di ni-su-ti u bi-ri la ma-nfu-ti] <i> 

Samas dal-pa-ta 3 ur-ra tal-li-ka u mu-5d ta-sab-rfa]  <a>   

To unknown distant regions and for uncounted leagues 
You press on, Shamash, going by day and returning by night. 

(¢) Puns in lines 55-56: 
xxx §d rik-sa-a-ti kit-mu-sa ma-har-ka 
[i-na majl-ri-ka kit-mu-su rag-gu u ke-e-num 

Those who make sworn treaties are on their knees before you; 
Before you on their knees are the wicked and the just alike. 

These examples could easily be multiplied tenfold 

Conelusion 

1 would like to conclude with the following remarks. As 1 have tried to explain above, 
the concept of poetry tums out o be a relative one, depending on a combination of 
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   stylistic elements, which need not all necessarily and invariably be present at the same 
time. What we as Assyriologists must look for in the first place, in my opinion at least, 
is not one single absolute criterion, but a range of stylistic and formal attributes — or 
poctic features in the Akkadian and Sumerian languages — such as heightened lan- 

, metaphorical expression, musical form or accompaniment, structural repetition 
(ke the recurtence of stanzas, lines o refrains, key words), prosodic features like 
metre, allteration; parallelism, ctc. Diligently counting adjectives and sound-patterns, 
and detecting all of these poetical features s one thing; talking about the poetic im. 
pact, the poeric language, is quite another. It remains an interesting question why 
some poetic texts are more attractive, more appealing (0 us than others. Is it caused 
by the atiractiveness of the story as such, the content, the literary themes, which in 
many cases arc universal or nearly so; or is it due to the literary techniques which [ 
have tried (0 illustrate with a few examples? Or may it be that the namrative devices 
used to compose or to structure the text and which are therefore responsible for the 
final lterary work of art infuse, by themselves, an otherwise anodyne ‘message” with 
real interest and importance?* O is it all of these together, in changing combinations? 

Even afier a purposeful search for repetition in its broadest sense, and after 
some general technical remarks about how skillfully texts like Ludlul bél Nemegi, the 
Shamash Hymn, Atralasis, the epic of Erra, Ishiar's Descent and of course Gilganmesh, 
all differing from cach other in form and content, are composed, the fundamental 
problem of dealing with a language of which we only possess passive knowledge, for 
which we lack the emotional and musical sound of the active language, so important 
for poetry in general, will always rem; 

                

    

  

e Vogelzang, 1990, 
 Hanier, Macbeth, and esen Romeo and Julia, i pared down o the so-called “pure” sty level, ar of 1o great nterest 0 anybody. I each case the ‘iory” can be tod invery few sentences. 
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    SYMBOLIC LANGUAGE IN AKKADIAN NARRATIVE POETRY: 
THE METAPHORICAL RELATIONSHIP 

IMAGES AND THE REAL WORLD 

  

Joan Goodnick Westenholz 

inima sillum piti katimi 
“What I see is (bu) shadow, 

expose what i hidden from me! 
Legend of Etana, 

0ld Babylonian version MLC 1363 vi 8 

“This investigation into the subject of symbolic language in Akkadian lterature will 
begin with a description of broad goals, defining terms and tools of investigation. It 
will then outline some problems of metaphorical identification and analyze certain 
simple metaphors and complex multilayered metaphors. 

First, whether we approach this problem from the semiological and linguistic point 
of view, where we speak of signs, signification, signified and signifier, or from the 
point of view of the literary critic, where we deal with similes, metaphors, metonymy, 
etc., the investigator of poetic diction must analyze these ancient rhetorical devices. 
‘These include “figures of speech,” which may be defined as words and expressions 
used in ways that are out of the ordinary, and “figures of thought” — words and 
expressions used in different senses from those which are thought (o properly belong 
10 them. In this context, it is important to note that some figures of speech belong to 
general language use and are not particular o literature.! 
Our goal s thus 10 undersiand figurative language. The usual means of reaching 

this goal, however, actually constitute obstacles, in the shape of varied terminologies, 
usually of a binary character.2 Certain theoreticians of metaphor also object (0 reducing 
metaphorical processes to the aliernation between two modalites of association either 
by contiguity or by similarity.> I have thus used the term “symbolic language” in the 
tile of this artile in order to convey the generic human trait. As has been observed 
from the anthropological perspective, “Man is a cultural being, which in essence 
means that he is a symbol-using animal. Indecd, his capacity o symbolize is often 
proposed as a criterion placing him apart from the beasts. Language may be the most 
important kind of symbolization.”* Symbols can be of two kinds: conventional but 
wholly arbitrary, where the symbol is culturally conditioned, or individual and formed 

  

  

   

  

    
    

    

     

  

3 Forasudy of colloualvopes, f. Wik 1987, 
amples of such binary opposition include symbolsign = metaphor/metonymy = paradigmaic associ 
syniagmaic chain,cf. Jakobson & Halle 1956: Chaptr V: “Te Metaphorical and Metonymic Poles! 

82 on the universaity of this binary opposition. O the ther binary appoaches, the most nfluental 
has been Richards”tenorivicle (see Richards. 1936) 
3 Ricaeur 19780: 144, 
+ Lessa & Vogt 1979:90. 

  

        



   

    

by association, in which case they are arbitrary but not conventional. In traditional 
societies, such as that of Mesopotamia, it is difficult to differentiate between the two. 
kinds of symbol. Thus, the holistic approach which includes all types of imagery 
without distinction seems most suitable. The aim of this investigation is to present 
a systematic descriptive account of symbolic language in Akkadian literature. In this 
analysis, I found it helpful to systematize the various predication types in algebraic 
formulation. The first, and as far as I know the only, Assyriologist to atiempt a 
formal typology of Akkadian expressions of similitude and who also employed an 
algebraic formulation was A. Schott. In his 1926 monograph on the subject* Schott 
provided fourteen formulations, combining syntactic and semantc indicators. In the 
following endeavour, however, the semantic structure is solely under scrutiny in a 
heuristic typology which externalizes and objectifies the figurative process. 

  

  

    

[1] Congruence : A ~ B, signifying A is (ike) B 
‘This formula represents a one-to-one comparison in which an assertion of similarity” 
is made. 
(@) concrete image to concrete image 

isinna ippusi ki-i (var. ki-ma) iimi akitimma “they made a festival like that of the 
New Year's Day” (Gilgames Epic X1 74) 
(b) abstract quality to concrete image 

An abstraction such as fear or terror can be likened to garments ~ nahlapi apluis 
pulhti halip “(Marduk) is enveloped in an armoured garment of fear” [Eniima elis 
1V 57) ~ Marduk s surrounded with awe-inspiring terror as if he were dressed in a 
‘garment. This image occurs also without the explicit mention of the garment: puljari 
wialbima “she (Tiamat) clothed (the terrible wSumgallu’s) in fear” [Enima elis 111 
278 
() A likened to some aspect of B 

Sa Sari lemni kima issiri akassd idasiu *1 shall bind the ams of the evil wind like 
(those of) a bird” [Erra 1 187); note the personification of wind. 

‘The predication can be not only nominal but also verbal: ik 
(Anzi) gnashed (his teeth) like an dmu-demon (gnashes his teeth)” 

  

  

    
  

    

s kima iimim “he 
(OB Anzi2 Aa 82]. 

  

     
    alze that metaphor has been considered a non-ogical mode of connecton and tat it shoud th 

e imposive to formuli. Cran teoreicians bold hat metaphor s ot & hetorical device b rather 
mode of apprebension and expresing moral rths rdicaly diferent from ha of 
prose. Metaphricallanguage would then occr whe widely diparc and hiheto ncomnected clements 
ecore unfied ina pocm “for the sake of the effcs upon ttude and mpule which spang fom teir 
Collocaion and from the combinations which the mind the ctabishes hetwecn them. There are few 
meiapbors whose ffct, if cureflly cxamined, an b iraced t the logicsl eltons invived (Richards 
19521 240). Folowing the Arstclian view (hat the lguage of pocy s disint from the anguage of 
logi snd rheorc an ta he diference i hargely  mtier of metaphor,ceain modern cries contine 
10 mainan hat meaphor marks offthe poetic mode of vision from te logca mode (Warnke 1974450, 
€ Schan 1926: 3-8 s alio Buccellat 1976, who limitd himself 1o 3 syniactical sudy of phrases o 
clases intoduced by 4 and k. 

7 “The similrity s found in th enera combination or sssociaton of ideas, picures, moods o sensatons 
— “cold" = ce, wind, polar bear. When we wish 1 expres the idea of thcknes forcefuly. we search 
about in our minds for somehing which we associae with tickness and we sy, peshaps, tha the 1o i3 
S0'hick that We coukd cut i with a knife, Pociry, however, uses Smils with moe care and with more 
imaginaion, atemping 1 fevedl & ew oF unpected esemiblance beween objecs o 1dess hat seem 
distmir, 
8 See frther Waldnan 195 

  

           
  

     
      

   

  

 



  

The m relationship in this type of predication can be expressed as simile 
or metaphor, explicit or implicit: béli / *Enlil binu binika “My lord/Enli, your face 
is (pale? like) a tamarisk” [Arra-hasis 193, 951, where a metaphorical comparison is 
implied rather than stated. 

    

[2) Analogy: A: X :: B : Y, signifying A is as B = A is [to X] as B is [10 Y] 
“This predication expresses an analogical relationship. At times the metaphorical 

relationship is explicit: asib Babili Sunii Sunu issirumma arrasun anama “the in- 
habitants of Babylon ~ they the bird, you their decoy” [£rra IV 18] = the inhabitants 
of Babylon : Erma :: bird : decoy, which means that the innocent inhabitants of Baby- 
Ton are entrapped by Erra as a bird is captured by the use of a decoy. At times the 
metaphorical relationship is implicit: st Kima kakkabi ugari sapi “those who like the 
stars covered the plain” which encodes “those warriors covered the plain like the stars 
fill the sky” [Legends of the Kings of Akkade 6:55f.] = warriors : plain - stars : sky, 
which describes the warriors overwhelming the field (of battle) as the stars covering 
the night sky 

Unfortunately, this type of analogic figure occasionally results in 
metaphor: [u]Saznan i-nakraii tugmata Sa ki nabli “1 (ishtar) let the 
like flames rain down on enemy (land)s” [VAS 10 213:5 (OB Hym of Ishtar)). This 
ripartte analogic relationship s senseless — rain : nourish earth :: flames : destroy 
< battle : enemy lands. What has happened here is that zandnu “raining down” has 
become a frozen figurative trope; any object, both conerete? and abstract, can rain 
down 

      

  

     

[3] Identity : A = B, signifying A is B 
‘This predication renders a momentary or hypothetical identity in which it is pos- 

tlated that no intrinsic prior relationship existed between A and B: Jsum daltumma 
edil panuiSun “ISum was a door bolted in their (the Sebettu’s) face” [Erra 127, In 
this verse, ISum is not literally a door but functions as one. Isum s restraining the 
Sebettu from fighting not by literal incarceration but simply by his command."® This 
type of relationship has been termed parataxis, the juxtaposition of two terms. Note 
that A and B belong in different semantic field: 

‘One peculiarity of parataxis is transference of traits from A, whom they rightfully 
characterize, to B to whom they are inapplicable. For example, palsakin ki Samas 
nisia miriski “people look at your light as o that of the sun” [VAS 10 215:24 (Hymn 
to Nanaya)], even though there is no light emanating from Nanaya. 

  

  
  

   

  

      

(4] Semantic Transformation : A — B / (X), signifying A may be substituted by B 
within a certain semanic field. 

This predication includes metonymy, in which one word is substituted for an 
other with which it stands in close relationship. This may also be characterized as 
ssociation by contiguity, as in synecdoche where the part can stand for the whole.!     

  

5 Cr. Milard 1987, 
19 Lambert 1980. 
1 This s the classical ransference expounded by Arisolle in the Poeries 14570 genus o speces,species 
o genus, and vice versa.   
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An example is emgam birkim Sitati qurdam “The skilled-of-knee find each other in 
heroism” [Legends of the Kings of Akkade 6:531.; the skilled-of-knee substituting for 
warrior. The same semantic field is an optional variable,'? and thus expressions are 
created where B can only be understood literally, while its metaphorical intent and 
substitutional significance (A) remain unknown: namzag ilani rabiti ana alakija u za- 
qigija ul iddinamma “the *Latch-hook’ of the great gods did not give me permission 
for my going and my demonical onrush” [Legends of the Kings of Akkade 22:78, cf. 
1.127). 

Other specific sub-types of imagery represented by this predication are personifica- 
tion and allegory. An example of the former might be: [kifbru dannu sulil umméniSu 
“the strong embankment, protection of his troops” (said of Gilgamesh) [Gilgames 
Epic 1i 31]. An allegorical tale of an Assyrian king fighting his encmies in the guise 
of a hunter dealing with an insolent pack of wild asses is found in LKA 62. 

    
      

Having explained the processes of symbolic language which result in figurative dis- 
course, we must now face the problems of identification of figurative discourse en- 
coded in Akkadian poetry. The first problem of the identification involves grammar, 
or morphemic idenification. 

Morphemes, the minimal meaningful unit of language, can mark explicit similes 
and metaphors. Free unbound prepositions such as ki ki, kima, as well as bound 
affixed postpositions such as -ani, -i5,* -anis, indicate that a comparison or associ- 
ation is being made. In Old Babylonian poetry, when similes are employed in close 

  

T2 Notealso tht “The borderlnes between the differen figuac are quite ofin hard 10 stablish i idioms. 
s s0m as they develop th tendency to emancipate themseives from their orginal semanic field” (Wike. 
1987. 56, 
13 4 witen with  short i found commonly in Old Babylonian poctry: 4 45omaf [VAS 10 215:24 (OB 
Hymn o Nanaa for Samstiona. Legends ofthe Kingsof Abkade 14 i 13], K nannarim [VAS 10 215: 52 
(OB Hymn o Nanaya for Samsuiluna], ki ami (CT 15 4 i 10 (OB Hymn to Adad)l. ki ami (Genouilac 
Kich B 472 4.6 (love poem). ki ‘i (Legends of the Kingsof Akkude 13 i 121 i gacinim {iid. vi 
5 and passim 1, ki nabl [VAS 10 213: 5 (OB Hymn of Ishan). & i [VAS 10 214 v 6 (OB Hym of 
‘AguSaya)]. A formal disinction between ki 3 prepositon and A7 s conjuncion i the carle periods is 
probabic, assuming that the former was & boundishoriened form of the preposition ma. The diachron 
isibotion of 7 and kima has been noted, in which the carler preference was 4ima; only laer we 
exprssions of similiud also constucted with &7, cf. Schat 1926: 261 
F4"The argument for this morpheme is given by Farber 1982, where he based his conclusion on the 
hypohesis that he use of boh markers -dni an -i i redundani and no 0 b expeced at this period,in 
addition to thee possible examples of the posiposition -ani indicating simle. However, ince hi aricle 

Wwas published, new cvidence s come o light. Inreference 1 s frs exampie, the evidence for th date 
of the “OB" Anz et is now questionable and thy appear 0 be Middic o Neo-Babylonian i date 
(VogeluangI985: 111-118). Thus the exampie gallini canno be used with confdence s an example of 
an Old Babylorian form.In eference o Farber' sccond exampe simdni (now teaed together with other 
manuscript in Whiing 1985, wilhdiscusson of this point on p.152), another Od Babylonian manuscrpt 
of the ext s now known, in which -ani deinitly occurs (Wilcke 1985: 201: ls. 86,7 and note to 
ext 208), which lends more credence 10 such a resoration i the more broken texs. I aditon, new 
westimony 1 this morpheme has recently appeared: arhan Sa b I dni “lke 3 cow which roard fike 
a boll” Shaffer 199 209 ls 1.9 On the oiher hand. note the possible appesrance of - with -4 i 
afan 55ar;see Lambert 1989: 335 ad 1100 

13" A has been repeatedly remarked,thre s 10 definite evidence that the morpheme - oceursin cor 
parative consructions in O Babylonian lterary texts, i sccord wilh von Soden in GAG §67c, with the 
Excepion o construetion in combination with he verb ewd. Hee the verb caries the semantic compone 
of the comparaive raher thn the tenminative adverbial posiposiion:cf.the descripion of th diachronic 
isibation of this morpheme by Groncberg 1987: 611, Another morphemic anomaly is the use of the 
pronominl -§u in place of 5 iwi daddarsc . has become Tike snkwon,” [Lambert 1987: 190:29] 
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proximity, the choice of the particular morpheme is varied. For exampl, the process 
of the humanization of Enkidu is described as: Samnam iptasasma awélis iwi ilbas 
libSam kima muti ibassi “He anointed his body with oil, he turned human, he put on 
clothing, became as a man” [Gilgames Epic P iii 24-27), 

“This variety includes altemating verses of unmarked and marked metaphors, as in 
the following: 

birbirritka girri rigimka addum 
~kima nésimmi nairim tabassi 
basmummi pika Anzum suprika 

Your radiance is fire, your voice is the thunderstorm. 
You are as a raging lion. 

Your mouth is (that) of the Venomous Viper, your nails are (those of) 
the Anz. 

[Legends of the Kings of Akkade 12 v 1-3] 

  

    

  

This example may reflect incremental parallelism. The first comparison could be a 
simple unmarked [1] comparison of concrete image to concrete image: the life-force of 
Naram-Sin is considered as consuming as fire, his batle cry as loud as a thunderstorm, 
On the other hand, it may be a mythic [3] identification of Naram-Sin with Girra 
and Adad, the gods manifested in these phenomena. These similes appear in other 
literary texts. The fire image usually refers to the mouth, cf. ka-zu gis-bar-re hus-a 
[CBS 45034+:21" (prayer for Hammurabi)};*® pidi *BILGl-ma [Gilgames Epic Y v 17 
(speaking of Huwawa)). However, Naram-Sin’s mouth is compared o that of the 
Venomous Viper. On the other hand, his voice is compared to that of the god of 
the thunderstorm: Seg,-gir-a-ni ‘kur-gin, [/nnin-Sagura 1. 5217 za-pa-fig-zu *Iskur 
[CBS 4503+:20' (prayer for Hammurabi)}.'* The second line contains an expliitly 
marked comparison. Naram-Sin is associated with the raging lion, the predator who 
is the archetypical enemy of civilized life and represents uncontrolled might. The 
third line sets up an unmarked mythic [4] metonymic(?) relationship in which Franz 
Wiggermann’s diabolical creatures appear: the Venomous Viper and the Lion-headed 
cagle Anzil. The latter’s infamous nails rent the heavens open in Atra-asis.” These 
similes paint a terrifying picture: a combination of the Vipers venom-laden mouth 
with protruding tongue and the talons of the monstrous Lion-headed eagle 

If the verse is unmarked, it is not obvious whether or not there is any metaphorical 
relationship expressed. The lack of morphological marking in the implicit identity 
can create problems of interpretation. Implicit morphological relationships commonly 
appear as predicative nominatives: béli antama 1 labbu “My lord, verily you are a 
lion.” [Legends of the Kings of Akkade 12 v 181; mimma Sa iteneppusu Sarumma 

   

  

  

Siober 
Sjoberg 1975 152 

18 Sjoberg 1972: 61 
19 1L 7, lae version p. 124 rev. 16-7. 
% For the identification of the baimusnake as the Venomous Homed Viper, see Wiggermann 1992 
discussion pp. 1661, and ilstration . 156: fig. 2 Black & Green 1992: 168. For he atest discussion of 
‘Anat, see Wiggermann 1992: discussion. 1591 and ilustraion 187: fi. 117 also Black & Green 1992 
1075 
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187  



        “anything which he does is wind” (i. . worthless?!) [Gilgames Epic Y iv 8], 
‘A clear example of the cognitive problems caused by a metaphor is one of the 

cruxes of Akkadian narative lterature — the first line of Atra-hass : iniimai il awilum 
[Ara-hasis 11 OB]. As Moran recently stated: “There is general, if not universal, 
agreement that the poet refers to the gods doing the work that later was to be man’s 
but for reasons that escape us most interpreters choke at what seems an obvious 
metaphor.”? He had first suggested the metaphorical interpretation in 19712 and had 
translated “When (some) gods were mankind.” 

A review of the solutions proposed and interpretations offered by other scholars 
illuminates the multifarious problems in understanding Akkadian metaphor. In his first 
treatment in 1969, Lambert held that the verse should be understood as the beginning 
of a verbal subordinate clause introduced by inima and ending with izbili Supsikka. 
It should thus be translated “When the gods like men (bore the work)” because, 
as he states, “a-wi-lum has the locative -um with the meaning of the comparative. 
~if .. These are the first examples o be noted of comparative -um, but they need 
cause no difficulty as -uwn and -iS interchange fieely before suffixes, so it is fully 
conceivable that they might do the same without suffixes also.” He found supporting 
evidence for this ad hoc theory in a late copy bearing an Assyrian colophon with 
the library stamp of Ashurbanipal, with the title of the composition given as: iniima 
ilie MESKi (ki-i) amili5 As Lambert staes: “The Assyrian recension commonly replaces. 
obscure words with beter known ones and there is every reason therfore to hold that 
K anili was intended as a clarification of the Old Babylonian awilium.” We all 
with that statement, but not with the conclusion that the original first line was also 
a morphemically marked comparative. In discussing this verse, Brigitie Groneberg. 
convincingly argued that a noun may be used in the nominative to express comparison 
asa semantic interpretation rather than a morphological category.” Consequently, the 
unmarked nominative could express a type [1] comparative. 

Von Soden had been the first to oppose the interpretation of the locative adver- 
bial suffix ~un as having the function of the comparative, and instead had proposed 
that awilum should be considered a predicate nominative of a nominal sentence whose 
subject was ili. However, his semantic interpretation has always been a literal inter- 
pretation of this line to the exclusion of any simile or metaphoric sense ~ “Als die 
Gotter (auch noch) Mensch waren” — meaning that in the b there was no 
differentiation between god and man: they were the same kind.® Since man had yet 

     

  

  

  

  

    
   

      

         

      

  

31 CF. Ecclesases 1 14 “T observed all the decds done under the sun and saw that all was an empty 
breth and a grasping a the wind.” 
2 Moan 1987: 247, . 7. 
2 Momn 1971: 59, . 2 
2 Lambert & Millird 1969: 146 
25 Lanbert 1969 
% Lambert 1963 5341 
27 Groncberg 1979: 20 
28 on Soden 1969, 1969b, 1978, 1979, 1982 
20 Labat 1970 follows von Sodents interpretation: . 26: “Lorsque les diewx éaient (encore) hommes.” 
Other non-metaphorical intepretations were proposcd by van Dik, who understood the verse 4 “al der 
‘Golt-Mensch” rlting 10 adingr-li-1u n van Dk 1969: 538 b Gow), and by Jacobsen who translted 
“Whenlu ie. Enli wasthe boss" inJacobsen 1977, These nterpretations solve the grammatical difficuty 
presenid b the poral subject and singular predicae which some of the following suggestions ignore. 
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10 be created, it seems doubtful that the poet intended such a literal meaning but, on 
the other hand, it may be more than simple metaphor. I would seck the solution in the 
meaning of the myth. If the epic recounts the developing cosmic order, in which the 
spheres of gods and of humans are delineated, the opening line expresses the original 
perverse state of non-differcniation. It seems to be done with a type [3] parataxis 
The imagery used describes divine mater out of place. 

Other semantic interpretations of the first verse as an independent nominative 
sentence have been suggested. These include metaphorical interpretations based on 
predication type [1] congruence and type [2] analogy. An example of the first was 
offered by Botiéro who translated: “Lorsque les dieux (faisaient) 'homme,”™" which 
was given in English as: “When the gods (acted like) men” .... “the word has to be 
understood in the sense of *had the role of’.”* An analysis using a type [2] analogy 
was given by Wilcke, who translated “Als Gotter Mensch waren™ and interpreted 
the translation as: “als Gotter das waren, was jetzt (die) Menschen sind, namlich 
Kanalarbeiter.” Seux also explained it similarly but was vague as 1o the specific 
human burden: “Lorsque les dieux : homme” ... au sens de “Lorsque les dieux 
devaient remplir la tiche des hommes” or “Lorsque les dieux devaient remplir la 
tiche qui sera celle des hommes,” 

In addition to predicative nominatives, there are other types of unmarked nominal 
‘metaphorical propositions, such as pithets both in apposition, e.g. labbum Arum “the 
lion, Anum” [VAS 10 215:17 (Hymn to Nanaya)] and alone in a substitution [4] 
type: rapsam irtim muttabbilu sibiitam qabli “The Broad-of-Chest who knows how to 
handle the Seven-of-Battle” (OB Anzi Aa 38, 40]. 

Although it has been stated that nominal metaphors are commonly unmarked,' 
verbal metaphorical relationships are also unmarked, as in the terrible picture of battle 
as a thunderstorm: erpét miiti icannuni ibarrig ussi iS-ta-us ina birtSunu irammun 
qablu “the clouds of death rained, the arrow flashed (lightning). it ... between them, 
the battle thundered” (SB Anzi I 55-6]. 

‘The nominal and verbal clements can form an extended metaphor: iSat ibbi muti 
napihtum ibli “the buming fire within the warrior was extinguished” [Legends of the 
Kings of Akkade 12 v 11) 

The second problem of identification is the semantic identification of metaphor. 
We can read in or decode out of the text our own subjective semantic system. The 
question is: when should the picture be taken literally and/or not symbolically? 

1 would like to discuss one of the cruxes of the Sargon texts, the expression “those 
of iron”,in terms of this problem. Leaving aside the metallurgical problems associated 
with these references, should the expression be taken as literally referring to people 
bearing iron weapons or omamens, or s a figure of speech signifying *those as stro 
as iron™? Is it an echo of OId Ironsides? The original editor of the text, Nougayrol, 

     

  

    

     
    

    

  

  

  

  

      

  

  

  

5 Similarly, the crime which occasioncd the flood may be the human endency 10 each ever higher and 
10 approach ever closer to the gods - thus necessitating the imposition of 2 boundary between men and 
s (von Soden & Ogden 1982; cfalso Kammel 1975). 

1" For his latet dition, see Batiéro 1989 : 530 
2 Botéro 1992: 222 
3 Wilcke 1977: 160 and n. 12 
* Seux 1981, 

Buccellai 1976: 67, 
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   opted for a metaphorical interpretation: “Mais on peut se demander si de tels guerriers 
sont seulement précieux comme le fer, ou encore durs, robusts, invincibles, comme 
e métal, fort rare & cette époque, mais dont les qualités exceptionnelles devaient étre 
déja reconnues.” The two references are as follows: 

46, Sit inalim 3-3u qulraditim] 
47. Sit tag[ribatim(?)] 
48, irat hurds hapifru] 
49. [in]a kar hasimma 
50. 
1. nasu ré§ naplubatim 
52. nalbas Sit kit Saddi tim] 

46. Those from the city, threefold heroi 
47. Those of the escort, 
48. Adomed with a gold breastplate, 
49. From the market place of Hasum. 
50. The iron-clad, 
51. Raising (their) frightful head; 
52. The linen-cloaked dressed in mountain-gear; 

[Legends of the Kings of Akkade 6] 
101k itla-ab)-<$u> Sunu kivta-a-tiim [...] x 
11" galSa [x (x)] Sa-at ri-é5 x tu [... Sa-ai] pa-ar-zi-li-im 
12" Sa-{5u?-x-x)Suenu tierac]... Kla? Su ma-ti 

10, As they were clad in linen, [...] 
11 ..J, who [bore a ...] countenance, [bearing] iron (weapons) 
12' [...]. They [.... As soon as(?) it 

[Legends of the Kings of Akkade ) 
From archacological and textual sources, we know that iron was a precious melal 
used mainly for small items, particularly jewelry. The only exception is the rare 
documentation of isolated examples of iron daggers. Consequently, there is no problem 
with the lteral understanding of the verse that “those of iron” refers to people wearing 
iron decorations or bearing iron weapons. However, the designation “those of iron” in 
this composition could not be a metaphor for hardihood and forttude in battle because 
such an interpretation would be anachronistic. The wrought form of iron known in 
this period was not very hard. On the other hand, the metaphor might relate to the rust 
which forms on iron, thus meaning that the soldiers looked rusty or reddish-brown. 
However, taking the whole context of the reference into account and noting that these 
‘groups of soldiers were distinguished by exotic goods and foreign origins, the most 
probable conclusion is that the term “those of iron” relates to a literal description of 
the warriors as belonging to an ethnic group characterized by its use of iron. 

“The third problem of identification is on the literal level, the identification of the 
comparison, particularly in the predication type [4] A — B /(X). Examples of this type 
of problem would be the imagery of precious stones and jewelry in love poetry”” and 
the sign of the flood. The search for the literal level of a metaphor has been thought 

  

     
  

      

  

        

    

3 Nougayrol 1951: 175, nowe to1.50. 
37 Goodnick Westenholz 1992 
3 Millrd 1987, 

   

  



1o end in the revelation of the truth behind the metaphor. This conclusion that the 
metaphor can only be fully understood when the symbolic language has been peeled 
off is invalid. Metaphoric predications are relationships, and to appreciate them one 
must realize that they are to be understood on all levels simultancously. 

  

SAMPLE TYPES OF IMAGERY 

A. SIMPLE IMAGES. 
One common type of simile as well as metaphor is derived from the animal kingdom. 
Indeed, this type is so common and so well-known that my analysis will be limited to 
certain comparisons of human beings with bovines. From prehistoric times onwards, 
bovine images adomed sacred areas and humans took on animal shape and assumed 
animal identities, such as the dancing sorcerer who appears in the Palacolithic painting 
in the cave of Trois Frires, France, In Sumerian representations, both literary and 
antistic, divine forces were seen in their anthropomorphic and non-anthropomorphic 
‘manifestations. The bull came to symbolize potent divinity. It is important to note that 
the domesticated bovines were distinguished from their wild cousins; they became 
symbols of strength, fecundity and potency versus Kinetic energy and power out of 
control.# The opposition s sometimes assumed by the lion,® for example, ger bili 
Iaba “the Tion, the enemy of the herds” (BWL 74:61 (Theodicy)]. Of the various types 
of metaphors based on animal associations, one of the most common i the comparison 
of the domestic herds with the human populace, and sometimes the equation of the two, 
for example: kima bitlu ummani hatti “people low like cattle” [Thompson Gilgames' 
Epic pl. 599 (1amentation)). Thus, it is possible that the herds of Shakkan in the 
Erra Epic really refer to humanity. Although certain references in this composition 
may be ambiguous, the following parallelisms seem obvious: salmat gagqadi ana 
Sumutti Sumqutu bl *Sakkan *to Kill the dark-headed (people), to Slaughter Shakkan’s 
herds"[Erra 1 43); “Anunnakki ina hubir nisi ul ireblys Sittum napisti mari gipara 
rabis bilum “because of men's noise, the Anunnaki cannot go o sleep, the herds are 
trampling the grazing grounds” (Erra 1 82-31; niima redata bilamma re'dta “you 
govern men, you shepherd the herds” [Erra TNl D 61; nisisi bilumma mahisu ilsin “its 
people (are) the herds and their god (is) the slaughterer” [Erra IV 93). 

A hitherto obscure image appears in the legends of the Akkadian kings, where 
the soldiers are represented as domestic bovines. The clearest example is: garraditsu 
apliinisi alpii rabiitu His heroes answered him, the great bulls” [Legends of the Kings 
of Akkade 7 17], based on alpu, the generic term for males of the Bovidac family.! 
The second case was miri dannitim alii us{1alik] “the strong bulls, the warriors he put 
into action” (Legends of the Kings of Akkade 6:44), which was based on a rare lexeme. 
miru, used once in Akkadian literature.* The third case rests on probability and the 

  

  

  

5 For an analyss of the metaphorical associaions of gug see Heimpel 1968: 161, 133 
 In Sumerian, note the connection between raging stor, erce wild bull and furious lion. 

§ XIII 280 gud = alpu. This is usually translaed s “ox", bat this is miskading, snce the English 
" usually implies that he animal hs been castraed. 
XIII 282 gud b = mivi-rum, . the breed ball. The discontinuance of the word mi i discussed 
VIV p.70, .1 The ARkadian trary example is: ana muki I 5tahit miru ekda “he ierce bl 
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other cases: x-X-1]2-2u-2u GUSKIN UR SAG LUGAL Gl-en liddinu Siri KU BABBAR “Let 
the warrior(s) of Sargon [...] gold, Let the steers give silver” [Legends of the Kings 
of Akkade 9B obv. 2014 

The opposite, the non-domesticated wild bull, is the naked aggressor.# As it is 
said of Erma: ina Samé rimaku ina ersetim labbaku “in the skies T am the wild bull, on 
earth I am the lion” (Erra I 109]. If both the realistic level and the symbolic meaning 
of this metaphor are understood, then the image of Gilgamesh as a goring wild bull 
rimu muttakpu (Gilgames Epic 1 i 28] becomes stronger and more vivid. Gilgamesh 
is power out of control, and thus the wild bull image of Gilgamesh is developed in 
the first wblet: ugdasSar rimanis Saqd résusu “Formidable like a wild bull, his head 
held high” [Gilgames Epic 1 ii 81; nultabsima rima kadra [*Arura) “Did not Aruru 
bring forth this impetuous wild bull?” [Gilgames Epic 1 ii 20); ki rimi ugdasSaru eli 
nisi “Like a wild bull, he overpowers the people” [Gilgames Epic 1 iv 39, 46). In 

glish, we have the same metaphor: bull // bully (the relation is not etymological): 
Gilgamesh was a bully 

Itis important to emphasize here that all levels of understanding are important to 
this imagery. Without the knowledge of realia — which animals are domesticated and 
which wild — one cannot begin to appreciate the metaphor. Both knowledge of realia 
and understanding of symbols are needed to discen the pictorial and mythopoeic 
imagery of the confrontation between the wild and the tame through five millennia in 
the Near East 

Another approach to looking at metaphors i to take a thematic subject and look 
at the imagery it evokes. For example, the subject of battle is one of the most frequent 
topoi in all Akkadian literature. Battle in the eyes of the heroes is a festive celebration: 

anna mithurumma $a garradi 
urram qablam akkad wSarra 
isinnum Sa mutt innepps 

Here, then, s the clashing of heroes. 
Tomorrow, Akkade will commence batile. 
A festival of men-at-arms will be celebrated. 

[Legends of the Kings of Akkade 6 lls. 17-19] 
The image of a batlle as a festival also appears in the Tukulti-Ninurta Epic, as well 
as in several other texts, all of which are heroic poetry: Agusaya, Erra (1 51), Lugal- 
e. The ambiguity of the word mu-ti (mitu “death” versus mutu “warrior”) seems 
deliberate. s The speaker thus conveys the idea of batle as the test of manhood as 
well as the fight to the death. 

Just as we speak of bloodshed as a synonym for warfare, the strongest ima 
related to battle is the shedding of blood. Typically rivers and other bodies of water 
are described as running with blood: 

    

     

  

    

  

    

  

  

   

    

  mounted the con'sfor the st eamentof i poetc raruive e embedded i hildbinh ncanations, 
e Veldhuis 19918 lne 19 
5" hough s and ster i Engish arectymologicalyrelted.srin English sl efrs o castraed 
bullsrased for heir meat. 11 ar lexeme i ANKadia snd i s cquaed in Ml - Sara as: e 

e OMSL VIU . 7437, 
The fxicl et gve the quialents ¢ <gud>am = ri--(mu 4 XIIL 280; scton of am = rimu 

45 XIV 4811, This efrs  the wild urochs, bos primigenie. 
S Foradiscusion o abiguty erary devi, s hecontibutonof H. Vnstphout ntis voume 
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    damésunu kima mé rafi nsasbita rivi ali 
wmunnasun taptéma wabil nara 

You shed their blood, as it were drain-water, in the squares of the city. 
You slashed their veins and made the river flow. 

[Erra IV 34-5] 
The purpose of this juxtaposition of body of water and blood is appalling; the per- 
spective shifts and one realizes with a jolt of sickening horror that this is no river 
but a stream of blood. Blood is spilt not only on the batlefield but in the process of 
childbirth; the bringing forth of life and death. The images are related: 

iilla hahilanum 
urtammaka dama dlittin 

‘The women in labor are in travail. 
Two women giving birth are drenched in blood. 

Legends of the Kings of Akkade 6:20-211 
This couplet conveys the life and death struggle of women in labor as a metaphor for 
battle, a type [3] identity. As stated above, this type of metaphor is one that involves 
transference and sharing of semantic fields. Thus, as warriors are drenched in blood 
like women in childbirth, so also are women in childbirth drenched in blood like 
warriors: ki qarradi muttalhis ina damésa sallat “Like a fighting warrior, she (the 
woman in childbirth) struggles in her own blood” [frag 31 31:40 (MA medical text 
containing the tale A Cow of Sin)) 

  

    
    

B. COMPLEX MULTI-LAYERED IMAGES 
Polysemic images simultancously embodying several layers of meanin 
metaphorical figurative and symbolic/mythic — bring with them complexes of mean- 
ings. An example of these three levels functioning simultancously can be scen in the 
image of the sun — the lteral “sun” = the mythic god Shamash, symbolizing pro- 
tection for the righteous, justice for the evil and advice to mankind. The image can 
be used metaphorically of other beings.% such as iliam Samas nisisa “goddess, sun 
of her people” [VAS 10 215:1 (Hymn to Nanaya)). When this metaphor is extended, 
a complex association may take place: palsakim ki Samas nisi niriski “people look 
at your light as to that of the sun” [VAS 10 215:24]. This seems (0 be an analogic 
‘metaphor, i.c., 2] A is as B = As [10 X] as B is [t0 Y], but if we analyze it according 
1o the algebraic formula, the non-logical metaphorical relationship appears: light : sun 

xx : Nanaya. Further, no light emanates from Nanaya. We have here a type [3] 
predication, the postulation of a momentary or hypothetical identity: Nanaya is the 
sun. The traits of the semantic field of “sun” are then transferred to Nanaya: palsakim 
ki $amas nisis niriski “people look at your light as to that of the sun. 

The most noteworthy feature of these symbols and metaphors is their extreme 
flexibility and their capability to refer to several levels of perception at the same time. 
A metaphor may have several meanings at the same time in the same text. Itis difficult 
10 read love lyrics without sensing that the distinction between the metaphorical and 
the literal meanings of the words vanishes like smoke.” 
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55 For cxamples o the king as sun of his people, see eferences discussed by Dally 1986 
 Goodnick Westenholz 1992: 383 

193 

 



   

  

‘When analyzing metaphor in Akkadian literature, it is important not to concentrate 
on the literal and figurative levels 10 the exclusion of the symbolic system and 
mythical representations ~ the mythical matrix. Two important images derived from 
meteorological phenomena have been transposed 1o this matrix: the raging storm 
(us : o) and the flood moif (a-ma-ru : abbu). Afer the mythic association has 
become an integral part of the image, repeated uses of the image camy the mythic 
mairix with it Further, since the mythic association arose in the inital stages of 
Mesopotamian religious thought, the image developed in Sumerian symbolic language 
before it became an Akkadian figure of thought, 

ince the raging storm was seen as the manifestation of divine wrath, 
siveness and destructiveness, it was regarded as an emanation of anything divine and 
thus was associated with temples, gods® and deified kings. The raging storm was 
characterized by its ferocious roaring and howling.5' On the other hand, a nawral 
storm can be described in mythic terms. In the following example, the metcorological 
phenomena are described and associated with the storm god: 

Uerbica upde g0 hé-eb-b¢ mar-URUs hé-nig 
imemir-mir-ra im-ujs-lu urg-bi ni-bi-a hu-mu-un-Sa, 
nim-gir-gir im-imin-bi-ta an-na (65 hé-niki 
Ute-eS-duy,-ga ki hé-em-TUK,-TUK, 
“ISkur-re an-ni-d ba g hu-mu-ni-dib-dab 

On that day, the storm shricked, the tempest whirled, 
‘The north wind and the south wind howled at each other, 
Lightning and the *seven winds’ devoured each other in heaven, 
The roaring storm made the carth quake, 
Iskur roared i the broad heavens, 

[Sulgi A 62-66] 
‘When the storm is associated with a human being, it becomes a metaphorical asso- 

ation, but carries with it both the underlying meteorological phenomenon and the 
divine overtones. For instance, u.-gins sig-gis-gis-da-zu-de kur b 
sag-ge-gity sag im-mi-sig-sig “When you howled like the storm, the forcign land w 
shaking like a ... reed of(?) the mountain” (Sulgi X 114, 

‘Thus, this association was employed in figurative expressio 
conflict and batle: erfm-gdl-za u.- 
a storm” (CT 36 29:4 
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in descriptior 
ou roar against your enemy like 

eferring to the king Ur-Ninurta] % Consequenly, the storm 
m? u.-hus 1i-ra si-si “the am of battle, a 

raging storm which envelops men” [Temple Hymns 1. 243) 
All these images appear in Akkadian literature. Parallels to the Sumerian examples 

      

     

    

    uskivengira mé ki-ds-sa “Shrine (o) Ur, the raging siorm of Sumer, a 
bt mly founded Ll 1 2), s Klen 1976 374, 
 For example: en uy-gal me-mabzu dur-ru IM-uyy_u kalam-ma dul-lu “Lord, greatstorm, your exalted 
divine princples are complee, the southwind which covers the land” [SKT 13:6 (Hymn o Nergal with 
rayer for Su-iliw), see Romer 1965: 91, 93 and 100, 
© For example: dujo-tuku uy-mar-URU “the swifl umner,the stom (n) the tempest,” [SKT 13:13] see 

Klcin 1985. Fora lxical study of the lexeme mar-URU, se Eichler 1992. As Eichler noted (p. 93), the 
10 lexemes mar-URU and a.ma-u were aleady confused in the O Babylonian perod. 

" Sjoherg 1965100, 
% See Sioberg 1977: 191:44, 

     

  

  



  

    above include: the storm representing aggressive power, particularly manifested in 
the storm of battle: tukult-ninuria imu ekdu la pads “Tukuli-ninurta, the merciless, 
fierce storm” [Tukulti-Ninurta Epic “iii” 41); k{ijma ime ninduru asita Saknu “Like 
the storm, they [the enemies] raged, instituting anarchy” [LKA 63:17']. In addition, 
Akkadian literature has one further association : the storm symbolized as a monster, 
the imu-demon,® with definite features and a conventional appearance. However, the 
difficulty of matching existing representations with literary texts poses a problem. 
Further, the storm may be realized as a lion-monster in form, but not every lion 
need represent the storm. Also, not every appearance of a storm need indicate its 
monstrous form. This leads 1o uncertainty in translating the above passages: fukulti 
ninurta imu ekdu la padii “Tukulti-ninurta the merciless, fierce @mu-demon/storm” 
{Tukuti-Ninurta Epic “§ii” 41}; k{i]ma ime ninduru asita Saknu “Like an dmu-demon/ 
the storm, they [the enemies] raged, instituting anarchy” [LKA 63:17') 

‘The raging storms lead thematically to the devastating deluge — closely connected 
both metcorologically and thematically. Again the parallels between Akkadian and 
‘Sumerian symbolism stand out. I will quote the CAD abibu definition in order to 
demonstrate the parallclism between the two sets of symbolism, going backward in 
time: 

        

      
   

  

   

      

The Deluge as cosmic event:” im 
ge-e8 a-ma-u ugu-kab-du; -ga b 
ba-tr-ra-ta “all the destructive winds (and) gales were presernt, the Deluge swept over 
the capitals. Afier the Deluge had swept over the land for seven days and seven 
nights ... [Sumerian Flood Story 201-204), and 7 ami T mi{iatim] llik radu mehi 
[abiibu] “For seven days and seven nights, came the downpour, the tempest, the 
Deluge™ [Atra-hasis 11l iv 24f]. The Deluge is also an agent of devastation sent by 
Enlil.* 

2. The Deluge personified as the ultimate of wrath, aggressiveness and destruc- 
fiveness:” As an emanation of the gods: Ningirsu a-ma-u. “the Deluge of 

il" [Gudea Cylinder A x 2 and xxiii 14]; lgal zi-ga-ni a-ma-ru na-me sag nu 
sum-mu “the lord (Ninurta) whose rising is a flood which nobody can move against” 
[Hymn to Ninurta with a prayer for Bur-Sin of Isin 1.144; see Sjoberg 1976: 420]; 
Marduk §a ezéssu abiibu “whose fury is the Deluge” (BMS 11:1 and duplicates]. 

‘This aggressiveness of the deluge led o its use in metaphors for battle and warfare: 
up-ba *En-lil-le gu-ti-um* kur-ta im-ta-an-2 DU-bi a-ma-ru-*En-Ifl14 gaba-gis nu-tuku- 
am “On that day, Enlil brought down the Gutians from the mountainous land, their 
coming was a flood (sent) by Enlil, it had no opposition” [Lamentation over Sumer 
and Ur 75-6); uSardi 1M abiiba eli 1ahaziSun *Adad wrsanu *Adad, the hero, let a 
deluge flow over their battle” (Tukuri-Ninurta Epic “ii” 291 

  

  

     
  

  

    
     

  

        

   

  

   

5 Fora dis 
1992 14711 He designates s s te am-demon “personified 

divine i, both benefical and hostike (p. 171). Thus, the mi-demon was an instrument of divine decisions. 
nforcer of divine will. Note that Wiggermann's iscussion outlnes an evolutionay developmentl 

. The need {0 represent we- inspiring naural phenomena gave ise 1 the development ofa visble 
Tepreacntation in monsir form. However, Wiggermann docs not beieve tha the monsters are identcal 
‘wih the metcorological phenomena but thinks they are agents, causes andor personified abstraction. 
54 Vanstiphout 1980, who was searching for the ieral realstic level 
55 See Mayer 1976: 395 sub Mardok 4. 
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   Whereas in Sumerian literature the deluge s an emanation of the divine (gods and 
thus divine kings), in Akkadian literature not only the gods but also human kings 
can personify the devastating flood. As in royal inscriptions so also in heroic poetry, 
i ¢. royal hymns and such, kings are inescapable forces. Hammurapi is mar-URU; 
giS-gis-é : abiib tuqumarim “Tempest of baitles (Sum.) : Deluge of battles (AKK)" 
[CT 21 42 i 8]. As to Tiglath-Pileser 1, he can cause a deluge: 

Al of their cult centers he conquers completely. 
Their lofty cities he smashes to the last one. 
From the fields of their sustenance he rips out the grain. 
He cuts down the fruit, the orchards he destroys. 
eli hursaniSunu abiba uha'a 
Over their mountain lands, he causes a deluge to pass. 
[LKA 63 rev. 18 (A Tiglat-pileser I} 

“3. The Deluge mythologized as a monster with definie features:” In representa- 
tions as a great monster: in the Uruk Lament, Enlil proclaimed a devastating deluge, 

lled it war” and then described its physical appearance from front to back with spe- 
cial attention (0 its countenance. All the description is figurative, however, whereas the 
representations described in the AkKadian texts are of actual relicfs or statues. Other 

pable forces and demons may be metaphorically associated with the lood, c.g. 
(Humbaba) rigmasu abiibu [Gilgames' Epic 11 v 3, cf. Gilgames Epic Y iii 109, v 
196 (with the sound of the flood)]. However, the first definite evidence of the del- 
uge mythologized as an individual monster with definite features appears in the late 
second millennium 

‘The flood as a weapon appears in parallelism with other weapor 
tum Pa-ma-ru “the sword blade, the mitum-mace, the flood-weapon” [Gudea 
B vii 14], held by Sharur; kakkesunu dannii abib tamhari it lusaimelu “they (the 
£0ds) put into my hand their mighty weapons, the flood-weapon of batile” [RIMA 2 
13, A0.87.1 i 49-51 (Tiglar-pileser I)). The flood as a weapon is a common motif 

Akkadian literature: iSSima bélum abiiba kakkasu rabd “the lord raised his mighty 
weapon, the Deluge,” (Eniima elis IV 49), 

“4. Devastating flood:” mu *I-bi-#Sin lugal uri-make, a-ma-ru 
dingir-re-ne-ke, zag-an-ki im-shb-sdb-a uri! URUXUDKT tab-ba bi-in. Year when 
Ibbi-Sin, the king of Ur stabilized Ur and Uru (after) a flood ordered by the gods had 
brought confusion to the limits of heaven and earth” [Ibbi-Sin year 22; abitb naspanti 
istakkan “there will occur a devastating flood” [ACH Adad 4:40f). 

‘These four meanings of the *flood” render four different levels: 1. mythic, 2. 
metaphoric, 3. personificatory, 4. literal. The metaphoric level can be analyzed in 
accordance with the predication types listed above. In both Sumerian and Akkadian, 
flood and baule are linked in all four types of metaphor. The type [1] congrunce 
is common, and batle can be likened to flood or flood to battl. Different qualities 
are compared when (A) battl is likened to (B) flood. The primary aspect s the ruins 
left in its wake: a-ma-mu;-giny Up.URUXA gul-gul-zu “your (Ningirsu’s) destroying 
cities like a flood” [Gudea Cylinder A viii 26]; kima fil abiibe ashup “1 flauened 
(the cities so that they became) like hills of ruins made by the Deluge"[RIMA 2 
18(. AO.87.1 iii 75-6 (Tiglar-pileser I)]. Sometimes, it is the aspect of noise that is 

compared: elisu rigmu Sarri kima abibu naspante dannu “they shout over it 
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the king’s battle cry, as mighty as the devastating Deluge” [RIMA 2 151 A0.99.2 
67 (Adad-nirari I1)].% Whereas the congruence predication is expressed as simile in 
historical texts, this metaphorical relationship can be expressed implicitly in literary 
texts: Huwawa rigmasu abiibu “Huwawa’s roaring is the Deluge” [Gilgames Epic Y 
v 16]. Just as battle can be depicted as a flood, 5o also can flood be likened to batle 
in this restoration by Lambert: [kima qabl]i eli nisi iba’ kassu “Its might came upon 
the peoples [like the (force) of battle]” [Atra-pasis I i 12, U rev. 19]. 

‘The analogical metaphor [2] is made: flood : devastation :: weapon : batle. Since 
both flood and weapons are means for similar ends, flood can thus also be a weapon: 
“The flood as a weapon appears in parallelism with other weapons: eme-giris mi-tum 
#amacru “the sword blade, the mitum-mace, the flood-weapon” [Gudea Cylinder B 
vii 14), held by Sharur, kakkesunu danniti abib tambari qati IuSatmelu “they (the 
gods) put into my hand their mighty weapons, the flood-weapon for the batle” [RIMA 
213 A0.87.1 i 49-51(Tiglat-pileser D). The flood as a weapon is a common motif in 
Akkadian literature: isima bélum abiba kakkasu rabd “the 1ord (Marduk) raised his 
mighty weapon, the Deluge” (Eniima elis IV 49) 

“The idenity predication [3] and the transference of traits has also already been 
seen; it occurs commonly when a god is identified as the Deluge. This is especially 
true of the warrior gods: Ningirsu is a-ma-ru-4En-Ifl-ld “the Deluge of Enlil” (Gudea 
Cylinder A x 2 and xxiii 14]; lugal zi-ga-ni a-ma-ru na-me sag nu-sum-mu “the lord 
(Ninurta) whose rising is a flood which nobody can move against” [Hymn to Ninurta 
with a prayer for Bur-Sin of Isin 1.144, see Sjoberg 1976: 420}, i interesting to note 
the learned pun using a Sumerian etymology of Marduk's name and his personification 
as the deluge of the absence of any mythological connection: *Marduk fa 
amaruk sibbu gapas a-bu-si-in (var. a-bu-sin) “Marduk, your starc/flood is a serpent 
(a mythological weapon associated with the Deluge), a massive deluge(!?),” [Lambert 
1960: 55 Prayer to Marduk No.1:5)57 See also I. 7 and further Enima elis IV 49 in 
above paragraph. 

‘The type [4] semanic transformation occurs in both directions, in which (A) flood 
can be substituted for (B) batle and (B) battle can be substituted for (A) flood. The 
better known transformation is when battle becomes a flood: eli karasika kima “Addi 
uSettaqu abib naspanii “(which) will send over your camp a devastating flood like 
the storm-god” [Tikulti-Ninurta Epic “iii” 33]. A less well-known type of metaphor 
is when battl is substituted for the Deluge: rérétiska usabsi gafblaj “at your decre 
1 brought forth battle” [Atra-hasis 11l viii 12); ana hullug nisija qabla agbima “1 
invoked battle to destroy my people” (Gilgames Epic X1 121]. In this way, the two 
semantic fields used in this metaphor have become inextricably intertwined. 

‘The metaphoric representation of battle can thus be expressed either by the raging 
storm or the Deluge or both, as in the following example: dujo-tuku u,-mar-URUs “the 

  

      

      

   
     

  

   

    

    

    

  

   

  

   
  

55 The transtaton of this verse is according {0 CAD and not according 1o RIMA 2 since rigniu and abibu 
ar usually linked in the same wop. 
57"This exegesison the name of Marduk constres it 15 (A) mar(uyuku() and expounds it as based on the 
Sumerian word for Deluge, &-ma-ru and the Sumerian word for weapon, tkul. The same etymology was 
proposed by Lamber, apud Fosier 1993%: 594, note 2, discussing rence 10 BMS 121, 6 “Deluge. 
Weapon, [hopeless] to combat, [whose onslaugh] i firious!.” Note also the explamatory name of Marduk 
SMAR URUS.GIS.TUKUL = abib GISTUKULMES given in An = Anam, treated by M. Krebernik, 
Mar(ru-tkul” RIA 7 (1989) 440, Fr the confusion between mar-URUs and a-ma-r, see not 5. 
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swift runner, the storm (in) the tempest,” zi-ga-ni uye-lu a-macru im s 
whose rising is a hurricane, a flood, a wind blowing in its fury” Kl 
13, 48], 

Consequently, the Deluge a-ma-ru is used metaphorically, associated with cer- 
tain gods, and related to the more common raging storm (uy, the imu-demon) in 
descriptions of catastrophes and the devastation of Sumer and its cities.5* 

Now, let us look at the development of the expanded metaphor of the Deluge 
catastrophe over time. All the familiar elements that characterize the flood motif 
alrcady appear in the Curse of Agade: 

a-ga-&M dim-ma-bi ba-ra 
umus a-ga-de* ba-kir 

Ute-eS-du-ga kalam 165-a gar-ra 
a-ma-ru zi-ga gaba-Su-gar nu-tk 

50 was the good sense of Agade removed, 
and Agade’s intelligence was alienated/altered 

the roaring storm that subjugates the land enirely 
the rising deluge that cannot be confronted 
(subject Enlil) 

[Curse of Agade 147-150 (OB Ms.)] 
‘The parallelism of this quotation is significant. It includes the other factors that com- 
pose the expanded metaphor of the flood: the human cause or prerequisites that must 
precede a devastating deluge — the derangement of dim-ma // umus. These paired 
Sumerian nouns have their Akkadian counterparts in the flood motif: dim-ma // umu$ 

hubiiru I/ (ému 1t is interesting that the etymological correspondence dim-m: 
fému s not employed in the same order. Further, the roaring of the storm te-eS-du;, 
was lexically equated with rigmu “noise, twmult” the keynote of the Deluge [Nabnitu 
B 203-204] and naspantu “levelling, annihilation.™ 

‘The Deluge catastrophe imagery became a building block in the creation of literary 
figures and passed from the Sumerian into the Akkadian: 

4'. X3 x Sa *Adad issi eli maftim] 
' hubirsa iktabas témsa ispuh 
6. alani ilani u parakki ispun 

mitharis kalis ustémi 
8. kima abib mé Sa ibbasi 
9. ina nisi mazriati 

10'. mar Akkad ustémi 
11, ubtalliq matam 
12'. Kima la nabs kalasa ussalhir 
13'. sapnat matum sushurat kalus{a] 
14 ina exéz ilani ma ru us ib [....] 
15 alani ubbutu tilanu sapnu 
16'. hubiir matim] u-x-eq-qi-ma ikiabas 

r-ba du-a “(He) 
n 1985: 7° ff. I 

  

   

    

  

    

   

  

n 1984 269 1.3.3 
ents tha include the flood siory gi 

  

55 Cooper 1983: 23 and hs rferences. Further, G 
% Two Neo-Assyrin bilingual chronice fa     the comespondence     mums [..) s ubir ..., see Lambert 1973: 274 K. 11261+: 17,18 and p. 278 19-7-8, 3334:17,15.  Sioberg 1969: 74 
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17 kima abib palgi matam ustémi 
4. The ... of Adad roared over the land. 
/. Having trampled its activity, it confused its mind. 
6. It leveled cities, tells and temples. 
7' 1t transformed everywhere equally. 
8. Like a deluge of water which had broken loose 
9. Among the scattered masses, 

10/, It ransformed the land of Akkade. 
11 Tt destroyed the land. 
12", As if it had never existed, it tumed back/reduced it all (10 almost 

nothingness). 
Leveled was the land, tumed around was all of it 
By the fury of the gods, ... 
Cities were obliterated, the tells were leveled. 
‘The activity of the land was ... and trampled 
Like the flood (overflowing the banks) of the canal, it transformed 
the land 

[Naram-Sin and the Enemy Hordes OB version 1 iv] 
What is compelling about this expanded metaphor is that it is couched in the same 
terms as the Curse of Agade on the one hand and the Flood Story on the other. Paral- 
leling the Curse of Agade, the insidious human qualities, fubiru 7/ ému, are deranged, 
destroyed. The latter term has been variously understood as “sense, personality, un- 
derstanding” while the former has been understood as “noise, tumult” The 
mankind has been seen as the major motif of the flood narratives and thus as being 
basic to the flood metaphor wherever it occurs, e.g., Atra-jasis Tablet I, Erra 1 41 and 
passim. The word hubiru has been reinterpreted by W. von Soden to mean “lautes 
“Tun, larmende Aktiviti;™! a similar conclusion was reached by W. Moran. On the 
other hand, hubiru has also been interpreted in the light of its Sumerian equivalents 
as “deliberation, consideration” in addition to “movement"®* The stanza quoted here 
from Naram-Sin and the Enemy Hordes would thus describe the derangement of the 
human intelligence as the first siep of the catastrophe, the cessation of all physical 
and mental activities as in the Sumerian descriptions. It is interesting to note that the 
origin of the human quality femu described in Atra-hasis 1223, 239 was divine. The 
clay was mixed with the blood and flesh of the god who had fému. The blood gave 
life during the human lifetime but the flesh gave life after death — the flesh of the god 
gave rise 10 the efemmu. The divine spirit must be removed from the human body 
Just as the gods must leave their cities before the destruction. 

‘When this expanded metaphor is reused in the Flood Story, the qualities hubiru 
1/ rigmu are the cause of the flood, rather than the first step of the catastrophe. This 
change in the structure of the story together with the substitution of rigmu for fému, 

    

    

  

    

  

  

  

  

  

  

   

  

     

both god-given human qualities, changes the import of the story — the replacement 

&1 Von Soden 1975 353, See most recently: Michalowski “noise as activiy, erctin, independence’ 
(199: 3870), 
€ Moran 1987: 25117, snd ot 37. 
8 Sjoberg 1961: S8, fn. 15, who based his reasoning on the paied Sumerian rours and their Akkadian 
counterpars: dim-ma // mut : Jubira /1 fému mentioned abo. 
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     of the “cry of rebels, complaint of plaintiffs” for “sense, personality, understandin 
sets up a situation of conflict in place of a description of the human condition. While 
the qualities are still linked with the appearance of the Deluge, their position in this 
Akkadian reworking of the literary building block has cha 
different metaphoric analogy has been set up — noise and silence have become symbols 
of action and inaction. On the other hand, the Sumerian tales of catastrophe and the 
Akkadian tale of Naram-Sin and the Enemy Hordes are using an expanded metaphor 
for battle and destruction whereas there is no such metaphorical intent in the Akkadian 
flood story - a mythic batle of the gods against humans. Whether or not the original 
flood story is refected in the Atra-hasis version, the Old Babylonian version of Naran 
Sin and the Enemy Hordes dates from the same period and juxtaposes the mythic level 
of the battle of the gods against humans with the metaphoric level of the battle of the 
Akkadians against the barbarians. 

In the later Standard Babylonian version of the epic of Naram-Sin and the Enemy 
Hordes, the Deluge catastrophe motif s handled poorly and apparently inserted for no 
particular reason. Naram-Sin's monologue, full of pathos, is followed by a description 
of the plagues which accompany the enemy hordes as they sweep down from the 
steppe. Then the text continues: 

97. elénuma ina pulhri if$Sakin abiibu 
98. saplanu ina [erseti abiJbu basi 
99. Ea bél nfagbi pdsu ipusma] igabbi 

100. izzakkara ana [ilani ahhjésu 
101. ilanu rabiitu [mina tépu]: 
102. tagbanimma [abitba ad]ki 

97. Above, in cofuncil,] the flood was decided. 
98. Below, on the [earth] the fifood] came into being. 
99. Ea, the lord of the decp, opened his mouth], saying. 

100. Speaking to the [gods, his broJthers: 
1010 great gods, [what have you dojne? 
102:*You spoke and I sum{moned a deluge). 

The text then continues with the account of the fourth year. The metaphor of the 
flood theme as the onslaught of the enemy hordes is not connected o the flow of 
the narrative and s left hanging in the air. The flood metaphor has been reused and 
has become meaningless. Thus, a search among the Akkadian literary figures for the 
reuse of figures / clichés / classical allusions comes up with the primal deluge motif, 
‘which reappears in almost every Akkadian narrative — not only the Gilgamesh Epic 
Itis the most productive and sustained of all Akkadian images. What is fascinating 
about Atra-hasis and the Gilgames Epic is that the Flood Story has been used in both 
compositions for its concept of cosmology as well as for the definition of divine and 
human spheres. 

    

    

  

    

    

  

& Machinist 1983; Michalowski 1990: 365 
€5 Eyra Tablet 1 133: (Enlil speks to Ems): ° gotangry long ago: 1 rose from my seat and contrived the 

  

deluge.” followed by Tines 134139 which detail the devastation 
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THEORETICAL PERSPECTIVES 

  

‘The above survey is a rudimentary attempt to outline the metaphoric process, ts prob- 
Tems and types in Akkadian narrative literature. In addition, an adequate understanding 
of the texts requires at least some understanding of their cultural context, the “world 
of the text.” 

Our understanding of the Mesopotamians’ use of metaphor depends on our com- 
prehension of their use of sign and symbol. Their Weltanschauung was characterized 
by a world full of metaphors, constructed by the gods to communicate a meaning to 
human society when properly interpreted. Words signified things but things themselves 
had significance at another, bigher level. 

On the non-metaphorical level, there is o absolute reality but “that thinking makes 
it s0”. It is an accepted truth of anthropology that orders the universe from 
a chaotic continuum into discrete words. It is not that we are dealing solely with 
the pre-logical “savage mind,” but that we are not listening to the richly ambiguous 
multi-level meanings of the voice. To retum to our earlier conference theme, texts. 
were not read but were declaimed (Sasi) and heard by listeners. Their mind-set 
was not programmed by the evenly spaced single level clarity of the written word 
~ they did not have a religion of the book. Their scientific literature may have been 
canonized but their religious and literary works were certainly not. Therefore, I believe. 
that metaphorical definitions and theories related to the word will not advance our 
inquiries. 

There is much further research to be done. At times, different metaphoric ap- 
proaches may be necded. A useful tool may be found in the interaction view of 
contextualisation — by which I mean that the new context or discourse imposes an 
extension of meaning upon A and B; they participate in an interactive event where the. 
semantic fields meet and traits are shared by both, as I have indicated above. Such a 
theoretical tension/event interaction approach s also important with abstract images, 
such as the biblical “God is love,” which existed in Mesopotamian garb as "My god, 
my lover” — a formulation which could be considered one of the oot metaphors in 
Sumerian and Akkadian religious philosophy and theology. 

With concrete metaphors concerning the definition of the universe and the knowl- 
edge of realia, whole semantic fields need to be analyzed, since the world view i 
culture-specific. In this enterprise, we are aided by native texts — the ancient commen- 
taries and the lexical texts which testify to the ancient scribes’ language use. The first 
group demonstrates the elaboration of homonymic and synonymic principles, while 
the lexical texts from the late second and early first millennia were organized on 
metonymic principles.® Such an approach should be productive in the investigation 
of metal imagery in Mesopotamia. 

To sum up, T believe that it is possible for us to reconstruct the Mesopotamian view 
of metaphor. Based on their principles of a well-ordered world, in which all elements 

    

    
  

      

  

      

    

    

  

  

    

  

& Sce Mesopotamian Epic Literaure: Oral or Aural, ed. by M. E. Vogelzang and H. Vanstphou, Lewis- 
w: Edvin Mellen Press, 1992, 

7 Sece, forinstance, Smil 1991, The metaphor has been defined as 8 word in countr-determining coiext, 
see the crtical discussion of Ricaeur 1978, particularly pp. 101-133 
& See the discussion by Michalowski 1990: 3861, 
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were armanged in their proper classes, metaphoric associations can be ascertained and 
described within the predications set forth i this artcle. Further, in order to build 
a morphology of literary symbolism within Akkadian literature, one must start with 
Sumerian literature and observe the developments and changes that occur over the 
millennia. 
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SCENES FROM THE SHADOW SIDE 

Frans Wiggermann 

INTRODUCTION 

In his recent book The Edges of the Earth in Ancient Thought James S. Romm' dis- 
cusses in deuil the tensions between empirical geography and mythological world 
View in classical antiquity. It appears that earlier Greek authors rounded off the un- 
Known edges of the earth by positing a mythical Okeanos, while later, more ritical 
‘geographers such as Herodotus, Strabo, and Pliny still allow human and animal nature 
10 diverge with their distance from the centre. The sparse reports of explorers did but 
slowly expand the empirical record, since they repeated hearsay which could not be 
disproved, and added new wonders of the sort their audiences were taught to expect. 
Thus, for instance, Aristeas’ one-eyed Arimasps and gold-guarding griffins live on 
through Herodotws and Strabo to Pliny,? and increasingly ecrie phenomena are re- 
ported by Hanno, the ffth century BCE Carthaginian explorer who sailed south along 
the coast of Africa: phantom music heard in the dark, rivers of flame, and a mountain 
named “chariot of the gods™ which seemed to catch fire after nightfal. At his point 
of furthest progress Hanno encounters “hairy wild men” whom his native guides call 
gorillas. He catches three of them, and brings their skins back to Carthago.) Him- 
flco, another Carthaginian explorer roughly contemporary with Hanno, observed while 
progressing northward from the Pillars of Hercules that “wild sea-creatres stand in 
the way on all sides, and sca-monsiers swim among the sluggish and lazily crawl- 
ing ships”.+ Tribes of Hemikunes, “Half-Dogs” or Kunokephaloi, “Dog-Heads” are 
known to live in the remote regions of India. According to Ciesias “they understand 
the speech of the Indians, but cannot respond to them; instead they bark and signal 
with their hands and fingers, as do mutes”* They do not make fire but cat their food 
broiled in the hot sun.S 

Okeanos, rejected by Herodotus as geographically irrelevant,” was for Homer and 
the other early poets a primordial element surrounding the inhabited earth. It s similar 
in nature to Ercbos and Tartaros, and to the “boundaries of the carth”, where Zeus 
imprisoned the Giants, Titans, and other rebels who had challenged his dominion.? A 
kingdom of the dead beyond Okeanos i atested in some carly poctical sources, while 

  

  

    
  

  

  

      

  

T Romm 1992; se also Hemning 1944 
Romm 1992: 6717 Henning 1944: 6511 
Romm 1992: 19 Heaning 1944: S 
Romm 1992: 20 Hening 1944: 11611 
Romm 1992: 771 
Romm 1992: 79, and note 80 for the cating of raw food 15 a cusiom among unciilzed or betial 
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in others it lies directly undemeath the earth.'” On Hesiod's Islands of the Blessed 
primeval Kronos is king, and the earth bears fruit thrice a year. 

‘The tension between empirical geography and mythological world view, and the 
lack of a firm boundary between the two, can be observed not only in the Classical 
‘West, but also in Ancient Mesopotamia. In fact this is exactly what one would expect, 
since bits of practical geographical knowledge do not add up to a complete geography 
without a general idea of the form of the world and the whereabouts of ts boundaris. 
In a civilization without science such general notions are by necessity mythological. 

  

  

AN OCEAN 

  

(CIRCLING THE WORLD 

  

The Greek paraliels adduced above contribute to the understanding of a well known 
Late Babylonian document commonly referred to as the Mappa Mundi or Map of the 
World (fig. 1)."' On the drawn map the cosmic river surrounding the carth is called 
marrane, “ocean”, and in the descriptive part of the obverse i is explained as Tami, 
‘Sea”, the name of Marduk’s arch-cnemy in Enima elis. Beyond Sea there are eight 

islands, and the text on the reverse describes their wondrous features. On Sea Marduk 
setlles the “destroyed gods”, presumably his former cnemics, and the two dragons 
Viper (basmu) and Dreadful Snake (mushusi), children of Sea and members of her 
army defeated by Marduk in the cosmic batle which founded his universal e, 
On top of “restless Sea” Marduk created a series of wild animals: mountain goat, 
gazelle, water buffalo, panther, lion, wolf, red deer, hycna, monkey, female monke; 
ibex, ostrich, cat, chameleon, and three fabulous monsters: the Anzii-bird, the Scorpion 
Man (girtablulld), and the Bull Man (kusarikku).” In some way — the text is broken at 
this point - they arc connected with the hero of the flood Ut-napistim , who s known 
© live on a mythical island in the ocean,* with the daring conqueror Sargon and 
his distant adversary Nur-Dagan, and generally with “[beings] supplied with wings,s 
[besides whom] nobody knows their interior”. This association of the wild, monstrous 
and primeval results in a mixed empirical-mythical geography of the same type as 
that of the early Greeks. 

Other Mesopotamian source: 

  

  

  

  

      

  

  

    . though not a detailed as the Mappa Mundi, confirm 
the existence of these notions at a much earlier period. The carliest is an Early 
Dynastic Illa tablet from Fara'® which has on one side a copy of the best known 
list of professional names, ” and on the other a drawing that can hardly be anything 
but a map of the world (Fig. 2). In the centre of the inhabited world, represented by 

  

   

  10" Romm 1992: 15 n. 19; 65 1561 Vermeule 1979: 726; Burkert 1985: 1941L; Ch. IV/2 11| CT 22, 48, recopied, ransicrated, and ranshted in Horowitz 1985; see also the comments by Millard 1987, St 1988; gencraly on Babylonian cartography, see Hallo 1964, Rollig 1980-1983, Nemet-Nejt 1982 51, Ch. | 
12 Wiggermann 1992: 1631T, 166 

Wiggermann 19920 15OF. girabll), 1741, sk, Wiggermann & Green 1994 A § 4, “Fabelies ¥ “The Sumerian flood o livs on the island of Dilmun (Bakirin) n the Persian Gulf, the Akkadian flood hero livs beyond the waters of death on an island (?) at the mouth of the two rivers. CF. Alser 1983 S2IT; Groneberg 1990: 248, 
* Reading [5a Kja-ap-pi MUSEN Sak<-nu->-ma in obv. 11", 
' WVDOG 43 (SF ) 10. 76, Photo PL. VII; cf. Deimel's comments on p. 24 and Hallo 1964: 5. ¥ ED Lu A: edited MSL 12 4-12 

    
  

  

   

      

       
    

     



  

four times the sign aSag, (GANA2), “field”, lies kur, “mountain”, undoubiedly referring 
to the city of Nippur and the Ekur, “Mountain House”, whence Enlil, sumamed the 
Great Mountain” (‘Kur-gal), rules his human subjects. The community of mankind, 

effectively ordered, is outlined on the other side of the tablet by means of the list 
of professional names. Encircling the oikumene are, somewhat roughly drawn, four 
rivers from which the fields apparently draw their water. Indeed, from the Akkad 
period onwards the world as ruled by Mesopotamian kings on behalf of Enlil is 
called in Sumerian an-ub-da-limmu;-ba, the “four-corners-and-sides”, and in Akkadian 
kibratum arba‘um, the “four banks”.'* A roughly contemporaneous tablet from Abu 
Salabikh has on one side a copy of the same list of professional names as the Fara 
tablet, and on the other a drawing that seems to be an abstract version of the cosmic 
‘geography (Fig. 3)." That the wheel-of-four-figures which occurs all through the third 
and well into the second millennium denotes the four quarters of the inhabited world 
s highly likely, but cannot easily be proven. 

A further piece of evidence conceming Mesopotamian cosmic geography comes 
from the 5B legend of Etana, composed probably in the Old Babylonian period, but 
10 be dated in any case somewhere between the Fara tablet and the Mappa Mundi. In 
this legend Etana fles to heaven on the back of an cagle; looking down, he sees the 
earth reduced o a fifth of is size “and the wide sea 10 an animal enclosure”?! The 
image clearly points o an ocean encircling the earth and the creatures living on it 

      

THE OUTER REGIONS AND THEIR INHABITANTS 

With the expansion of their commercial interests from the late fourth millennium 
onwards, the Mesopotamians undoubtedly acquired and digested an enormous amount 
of relevant geographical and ethnographical knowledge. This knowledge, however, 
was used not only for straightforward practical purposes; it lso served, reworked and 
edited, 1o define the natre and extent of Mesopotamian civilization in contrast o 
the outside world:® The sources reflect these different purposes, but without sharp 
demarcation of fact and fantasy. Mostly practical arc the cconomic texts* lexical 

  

  

  

  5 Seux 1967: 30511 421; Sciner 1982 646 
19 OiP 99 (TAS) no- 2, photo of everse on p. 31 Fig. 29. Comparable confgurations occur on the ED 1 
ity scals from Ur,¢f. Lgrin UE 11l 61 (new drawing Moorey Iraq 41 106 461), 412, 462, 454 (necds 
funber stady). A iffeent drawing, perhaps an abstraction of the cosmic geography a5 wel, i atesed 
in WVDOG 43 mo. 34 (ED Lu A) and in OIP 99 nos. 47 drawing p. 30 Fig. 28 a last in part  ls of 
lemple officials and culic personnel, 60 (ED Lu, edited in MSL 12 16-21), and 282 (Lierary text; cf. 
Alter JCS 28 123): sec Fig. 4. 
5 Erkanal 1975-76; Wiggermann 1983: 79 23, 100 (2), 103 (7) cosmic Labm in the Gotterypentext 
holding cach other and Heaven and Earh — prhaps reated o the alm of the whet' of four figures): Wig: 
Sermann & Green 1994 §2.4 (cosric lahm). Cycladic and Minoan spiral construcions are perhaps very 
Sitant relatives (Schachermeyr 1967: 42, Fig. XXVII; comparable figures are intepreted by Gimbutas 
1982: 891t as he four comers of the worid) of the Syrian guilloche, a representation of (cosmie) water 
a5 well (Maxwell-Hyslop 1989); see Fig. 5. 
57 Kinnier Wilson 1985: 116, 321, In the same text the workd as seen from above is described with a 
number of further images that have the same implication 
2" Vesopotamian cosmology is discussed by Lambert 1975 and 1980-83; Livingstone 1986: 71T, For the 
posibesphercal shape ofthe cosmos s Oppenheim 1975: 656 n. 8, ctng KAR 23 16 
5 Michalowski 1986; Jonker 1993 

A1l geographical names (most o them from economic texts) are colleted in Rollg ed. 1977 
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lists,? iineraries,’ maps?” and registers? of limited arcas, and mostly ideol 
the royal inscriptions, the Sargon Geography,® and the leg 
and Kings® of old. 

‘The reworking and editing of geographical knowledge, however, was not limited to 
pseudo-ethnographic depictions of foreign countries in literary texts.” As the Mappa 
Mundi already indicated, it takes on a much larger mythological dimension which can 

cal are 
nds told about heroes®" 

    

  

be fitted into into the general framework of Mesopotamian theology. The contrastive 
elements which play a part in the native definition of Mesopotamian civilization can 
be charted as follows: 

Centre Periphery 

PLACE 1. Lowland cities Deserts, border rivers, forcign 
nations, mountains, sea'* 

2. Surface of the earth Underworld's 
3. Surface of the carth Sky 

TIME 4. Present (being) (Primordial) past (becoming)”” 
SOCIETY 5. Civilization, just rule Barbarian, enemy, witch' 

6. Bound to gods Ungodly® 
7. Living beings, noise Sprits of the dead, slence® 

ANIMALS 8. Domesticated Wild¢! 
  5 Green 1977; Mander 1980: Petinato 1978; MSL 11 
 Hallo 1964 Edzard 1976/50; Rollg 1983. 

Rollig 198083, NemetNeja 1982: ST 
2 Kraus 1955 
 Oppenheim 1978: 636 colourful deusils in Sargon I1's reportof his campaign into Urartu; Zaccagnini 1982 (ideological deseiptions of enemics) 
* Grayson 1974, 
31 Especilly Enmerkar, Lugalbands, snd Gilgamesh 
% Especally Sargon and Naram.-Sin: cf. Goodnick-Westenhalz 1984, 

Michalowski 1986: 144 
¥ Bruschweiler 1987 Part I (extensive discussion of kur in Mesopoamian mythology): Wiggermann & Green 1994 A §2.2 (mounains and sea as focus of monster mythology): Lackenbacher 1984 (sicpp, desen, inhabited by bubarians, demons, and the deady. Zaccagnini 1982 (sandardized description of the mouniains, s, marshes and desers where the enemy livs in Neo-Assyrian royal imscriptons) ¥ Names and inhabitanis of the underworld: Tallvist 1934; Kramer 1960; Wachie 1969, Bortéro 1980 30; 1983 1961T; Groneberg 1990 (underworld and other world are not always distinguished by these thors); Tsukimoto 1985 all subjects), 

“ The primardial clement sky - tbe distinguished from the Sky god A see Wiggermann 19922: 284 - isa source of demons and diseass; f. Oppenheim 1978 657 . 77 Stol 1993: 1211 Wiggermann 19925 295d. Un’ortnatey very lile is known of the mythology which placed the monsters in the Ky as stare and consellations; f. Wiggermann 1994 A §2.4 
7 Alster 1978; Bauer 1982 (past hisory of mankind); Wiggermann 1992 (past history of cosmos) 3 Cooper 1983: 30 Michalowski 1986: 130fF; Malbran-Labat 1980 (subhuman barbariany: Haas 1980; Stiner_1982: 6431, (luser foreign=sinimical=demonic-smythical, Liverani 1979; Zace Fales 1982 (Assyran poltcal ideology and the image of the cnemy): Soysal 1988 (Menschenfressertess B 11 60; doubts sbout the demonic o human rature of the enemy i this text and the Cuthean Legend of Naram-Sin, Gumey 1955); oreign women s witches + Haas 1980: 3. 
3 Examples can b found i the descriptions of the subhuman barbaria (previous noic) “ Botro 1980; 1983; Groneberg 1990; Jonker 1993 (Ch. 7); Tsukimoto 1985, Cassin 1968: 27-52 (opposition noisefife - ikence/deat); Michalowski 1990; 3851Ts 39 (noise. and slence) 'See end of pasgraph. 

  

       

    

      
  

          

     

 



  

9. Acting normally Acting abnormally** 
SUPERNATURAL 10. Gods (cult Demons (o cult), mountain ok 

11. Anthropomorphism  Animal gods, monsiers, 
‘monstrosities* 

Most of the elements in this scheme have been discussed in detil clsewhere, so that 
we can limit ourselves here to an outline highlighting those features which lead up to 
our main subject. 

The peripheral world of the right hand column can be defined as the shadow side 
of the familiar world in the left hand column.® The two spheres do not normally in- 
termingle, and cnemics,* wild animals," spirits, demons, or monsters* infringi 

  

  

upon the civilized world are regarded as signs of divine displeasure with a king or 
with individual citizens. The fact that peripheral elemenis can and do infringe upon 

  

civilization shows tht there is no impassable boundary between the two spheres. In 
contrast to legendary heroes such as Lugalbanda and Gilgamesh, mere human trav- 
ellers do not like to venture deep into the unknown; and even the former when they 
do so seek protection in the performance of the proper rituals ! The dead, however, 
have no choice in the matter; they must travel westwards through the desert® and 

2 See next paragraph 
© Demons come out of the desert, the mouniains (bote 34), the sea (note 64),the underworld (notc 35), 
the sky (note 36) and th past (note 37) - 1o which placs of orgin thy are sen buck (Lamasiu, piis of 
the deads . Bottéro 1953; 191 mai, “oalh’, KAR 74;cf. Landsterger ZDWG 74 442 witches: . . 
Meicr Magid Il 128, VIIL 3. IX 52(f). As concems thei inluence on man thy resemble cnemics, 
witches (note 38), and spirits of ihe dead (note 40). They “cannot distnguish between good and cvil” 
(Sladek, Inanna’s Descen 229: 52 see Groneberg 1990: 259). See further Wiggermann & Green 1994 A 
§3.2 (the rebelious mountsin gods Sagar and Ebi represent real enemies, also in at). For canniblisic 
mountain gods, see note 91 
& Anthropomorphism v 
in poitical anguage : Wiggermann & Green 1994 A § 
1956, 

  

  

      
s animal or monster form, monsirs as defeated enemies, mythology couched 

1122, 3 monswosies: ibid 333 Groneberg   

  

  Inocentrc ideology and image of the enemy and th inimical: Stener 1982 (calerperiods): Liveran 
1979; Zaccagnini 1982; (Neo-Assyran); Faes 1982 (Neo-Assyran; general liraturc); Groneterg 1990 
260 (motif ofreversed warldy; Casin 1968: 27, (opposition cosmosTight : chaos durkness) 
4 Curse of Agade (Coope 1983), Cuthean Legend of Naram-Sin (Gurney 1955; uncerainty as (0 the 
human or demonic naure of the enery): Epic o Erra (Cagni 1969 1 12010). 
7 Caplice Or NS 36 (1967) 141, (ramburb against the danger of wid animal). 
 Jonker 1993 Ch. 7. 
© Wiggermann 19920 I (personification of discases and representations of the plague a5 an enerny 
amy). 
0" Monstes sometimes act destructivel 
(ugall, 168 (mushuia in CT 13 331), 
51 Vansiiphout 1977; Thureau-Dangin RA 21 (1924) 1271, Curiously the Assyrian royal insciptons — 
he most extensive travel repors we possess — contin few sighings of wondrous scenes. Exceptions are 
the two-headed snakes, “whose [ i death” and the winged yellow [snakes] Esarhaddon encountered in 
the Egyptian desert (R. Borger, Die Inschriien Asarhaddons Korig von Assyrien 112 Rev. SfT). and the 
fabulous monsters nexi o hurans in ships on the seascapes of Sargon (Orthmann PKG XIV Ab. 223) 
52 Bottéro 1950: 31 The same route s aken by Lamasiu and by wiches (note 43, and once a year by 
Dumozi who takes the dead wih him (Botiro 1983: I911F.). They travel by means of a chariot (Bottéro 
1980: 48 n. 94), 2 donkey, and & boat especially clear i ihe case of Lamasiu  see Farber 1987: 851 
elevan are also the ships found intombs, especally those from the royal ombs of Ur: see Srome 
RIA'S 607 and the paragraph below). 

  

  

   

  under the onders of the gods: cf. Wiggermann 1992b: 1691, 
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cross the Hubur® t0 reach the kur, “mountainland”* the other world. 
The other world may be located directly undemeath the carth,* but also at the 

edges of the world. The latter we suspect (o be the older view, since the geographical 
terminology stems largely from the third millennium, and Sumerian cosmogony lacks 
an underworld and a god ruling it.# The geographical terminology used to denot the 
Other World and its features derives in part from real geography and shows clearly 
the gradual shift from dreadful reality to the demonic. At the outer edge is ajabba 
or Tamiu, “Okeanos” " terms used for real seas as well. Sea is sumamed “mother 
Hubur, who fashions all things” in Enima elis®* and alternates in SB incantations 
with Ulaya The Ulaya is a real river in Elam, and Hubur is the Habur, a tributary 
of the Euphrates in the West, far distant from the heartland of cities. Apparenily 
these two rivers werc felt to mark the outer limits of the familiar world. The most 
common term for the Other World is kur, “mountain land”, which is in opposition to 
Kalam, “own country”.% This kur is where the dead go, and where rebellious mountain 
gods,®' demons, and monsters®® are at home. Human enemies as well descend from 
the mountains,® and sometimes they are so dreadful that they cannot be distinguished 
from demons, the brood of Sea.* Another common term s edin & séru, “steppe”, 
with roughly the same connotations as kur.* Both steppe and mountains harbour a 
host of wild animals which are hunted and killed by Mesopotamian rulers from 
the late Uruk period onwards:®? they are brought to the capital as spoils or tribute, 
and symbolically express the wide extent of just rule. Assyrian kings make statues of 
some of the more exotic animals,® and stand them as guardians at the entrances of 
their palaces @ apotropaic monsters. Finally there is (H)arali, the “distant mount 

    

  

  

   
  

  

  

  

      

9 Bottéro 1980: 311 1983: 191F; 195, Sumerian knows n Fiver of the Mountain” which “cats men” (Eniil and Ninil 1 93 cf. Cooper JCS 32 153£) 15 he river o the other world. See Teukimoto 198535 
54 See motes 34 and 3. 
55 Bottéro 1980: 291T: Lambert JNES 33 296 (demons spliting the carth’s crust like gras) In an Old 

Akkadian school ext the chthonic god TiSpak (= Ninazu : sce Wiggermann & Green 1994 A §3 s called abarak riamtin, *Steward of Sea” (A. Wesienholz, AfO 35 102), which shows the conceptual Smilarity of the underworld and the ocean already at tis ariy period. See slso ote 76 on the confusion regarding ihe roe of U 
 Wiggermann 1992 300 n. 32; Lambert 1980: S91F. Ninazu and his son Ningitzida ar in origin not 
50 much underworld gods as chihonic gods (sec note 59) 
57 CAD s ajabba ; A. Goetze JCS 9 16 n. 58 van Dijk Or NS 42 503:5 : Stol BiOr 48 564, 
58 Eel 133 . Michalowski 1990: 385E, who transltes “Mother Noise™ (jubiru “noise” 
 The daughirs of An draw ater fom Ajabba (= 1Gmi) o Ulaya; f. Farber JVES 49 29911 “Ulaya a bab irkalli - Kwasman SAA V1 288; 16. 
© Stciner 1982 (cluster foreign=»inimical-»demonic->mythical: 6431 the extent of kalam depends on 
the political situation of the moment:; Jonker 1993 (extent of Old Akkdian empire as model for the later 
eas of the home county). For idealized distat lands, see rote 0. 
€1 See note 43 and below note 91 
€ See note 34, 

See note 3. 
Se note 38 (Soysal 1988: Menschenfressertext and Cuthean Legend of Naram-Sin), 
See note 34, 
Lisis similar 10 that of the Mappa Mundi (Oppereim 1878 656 n. 39) occur in texts from the late 

third millennium onwards; see Lion.1992; Lackenbacher 1984, The most common snimals are onger, 
Jion and gazele. 
7 Magen 1986: 291T; Lackenbacher 1984; Lion 1992 
 Wiggermam & Green 1994 A §4, 

   

    

  

  

  

    

    
  

    

  



  land"# originally the name of a legendary gold producing country, but at least from 
the early second millennium onwards only another name for the realm of the dead.” 

The god who by nature supervises the deserts and distant mountains is the Sun 
God Utu ~ Samas;" the “sheikh of the Big City (Other World) in the East”, “the one 
who provides food for the living creatures of the steppe”’* he who “knows the depth 
and width of the inner part of the mountains™,"* and the judge of the dead.” The “place 
where the sun sets”, the West, is a name for the world of the dead from the late third 
millennium onwards.* The Sun God is closely associated with three monsters,” the 
Scorpion Man (girablulld) the Bull Man (kusarikki),” and the Man-Faced Bison 
(alim).* The first two we met already on the Mappa Mundi as inhabitants of the outer 
regions; the third passed into oblivion after the end of the third millennium. Ut's 
son Sumugan, a donkey god and lord of the animals of the steppe, like his father, has 
unmistakable connections with the realm of the dead. 

    

    

   
  

@ M. Civil JAOS 103 (1983) 56: 124, 
70 Komorbezy 1972 diffeently Jacobscn JAOS 103 (1983) 195 (name of the desert between Badibira nd 
Uruk, where Dumuzi herded his flocks and where he was killed ... only later Netherworld connections) 
Occasionally distant lands are ideslized (Seiner 1982: 644 ¢ Dilimun, Arata; Oppenheim 1978: 640 
Whee the gods I cf. also OB Gilganesh : Greengus OBTI 277 rev. 20, TIM X 46,16 with a sat of 

e gods in the cedar foret, nirpreied, however, by Lambert BWL 12.1. 1 as revealing Amorite influence 
‘on O1d Babylonian ierature. The topc recurs in Herodotus 3106 and 116 “at any rai the ouer egions 
Which suround the rest o the worl and enclose it within,seem o possss the things we consider most 
Jovely and rarest” (quoted after Romm 1992: 38). For distant lands a the source of valusble imports scc 
Steiner 1982: 6431 
71" Abandantly atiested a such in third millennium iconography; see nextsection. 
T2 EWO 1. 375. East and Westare notclearly distinguished n this context; see nte 76 
7 Alster AcSum 13 (1991) 39: 12 
4 Alster AcSum 13 (1991) 41; 20 
75 Alsier AcSum 13 (1991) 55: 113f1; Tsukimoto 1985: 141 Gudgment of the dead). See Heimpel 
1986: 148 (judges the dead in the general vicinity of the western horizon): Healey CRRAI 26 239, (n 
Akkadian texts): Groneberg 1990: 2551, (Al Garant der Totenpfige ... Grenzglger zwischen Dicsscls 
nd Jenseitsy, Kramer 1960: 66 . 10; Botéro 1983: 200F, In comnecion with rade and travel : Lambert 
BWL 122; Lambert 1989 (ED hym). 
76 Nergal i the “Lord o (th place where) the sun sets” (uy--{al) in 7H 464 (Sioberg TCS 11l 136, 
EreSkiga s “queen of the place where the sun sets” (i-ug-5u4) in YBT 114 (Ur 1l dedicatory inscription) 
See Botiéro 1980: 30; Lambert 1980: 62: for the journcy (o the West see Bottéro 1983: [T for the 
abulUn-Sia (CT 16 9: 11 /1 UET § 1: 8), “gate o the (place where) the sun sets, from which 
Gemons come forh, cf. Botéro 1980: 32, and diffrenily Helmpel 1986: 148 n. 58. The rlation with the 
Ki-vy -4, he “place where the sun ises” (Sjoberg TCS 11 89(), which in EWO 375 is the location of 
the ur-gal “netherworld” (iterally “big ciy™emains unspecified, which in view of the confusion of the 
\raditions concerming the mouniains of survise and sunset (Heimpel 1986: 14011 is perhaps not suprisin. 
11 scems that the remaining “conceptual discontinity” concerning the Sun’s actiiies and propertics in 
the other World (Heimpel 1986: 149 the Sun judges the dead, whil the underworld where they live is 
i darkness)is at leatin part exphained by the caly (cf. note 53) fusion of the two diferent Other World 

ncepts  the distan shore and the dreary underworld 
All thrce have cosmic funcions: Wiggermann & Green 1994 A §2.4 
Wiggermann & Green 1994 A, B no. 4 

7 Wiggermann & Green 1994 A, B 1023 
%0 Wiggermann & Green 1994 A, B no. 176 Wiggermann 19920 index sy alim. For the quadruped asso- 
cinted with Ut (and other g0ds) Spelled (EREN;)+X in ED I text (f. Lambert 1989; 11T we propose, 
more or less in sgreement wilh Lamber, the reading alim,(). This reading fi the cvidence collected 
by Lambert (in personal names it can be undersood 25 Aabiu, or perhaps even, with Lambert, qurdd) 
and it has the advantage tha the amissabifty o the clement EREN; becomes understandable (spelling 
Comparable to lulim and alim). In view of the Akkadian loan kusarikku from gud-alim (Wiggermann 
1993 175, 8 th form arin/m indicated by the phonetic complement poses 1o problm. 

51" EWO 348, ord o the steppe and it animals); underworld connectons : Tallaist AGE 451; Bottéro 
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    While the gods and kings of the civilized centre to their mutual benefit keep life under 
tight control, the primeval past lingers on in the cerie periphery. The dug-ki, “holy 
mound”, which was thought 10 have created Enlil and the other gods according to 
third millennium mythology, sinks into the deep after the universe is organized, and 
becomes 4 retreat for demons, themselves the produce of the primordial cosmos.® 
‘The demonic brood of Sea, the mother of gods in later mythology.® still roams the 
fringes of civilization:* the destroyed primeval gods are banished to the ocean's or 
10 the underworld,® or their spirits are made (o roam the desert in the shape of 
wild animals, such as the onager (EnliD), the wolf (Anu), the camel (Tiamar) or the 
gazelles (the daughters of Anu).” The sneering description of mountain and desert 
dwellers, subhuman barbarians,* resembles that of Enkidu before he was civilized 
by the courtesan,® of primordial man before he was taught the arts and crafts of 
civilization,®* and of the gods of the mountains who do not build houses or cities, and 
cat men?! The gradual shift from the strange and different past into the present is 
shown by figures such as Gilgamesh, who was two-thirds divine and one-third human, 
and by Lu-Nanna who lived at the time of Sulgi and, unlike his predecessors, was 
only two-thirds of an apkallu (sage) according to a tradition recorded in the series bir 

Although dangerous animals are feared as much as human enemies? their blood- 
thirsty behaviour was considered lawful and in some way contributing to the welfarc 
of god and man: “Utu, without you the wolf could not kill the lambs; the lion hiding 
itself in the field could not snatch away the kid”#* Unnaturally benign predators, 
who leave their prey in peace, are attested in a Sumerian myth describing primeval 
times on the island of Dilmun,? but the interpretation of the passage is debated.* In 
any case, whether primeval or not, animals not behaving in their usual way should 
be considered as lacking the guidance of the gods, as “uncivilized” creatures, or, in 

   

  

  

    

1983: 1981 GD B 20 (Kramer BASOR 94 8; spelled fsumucAaDy; GE V1l iv 50; AMT $2 /11 Chis hands 
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  other words, as peripheral elemens. Excluding the special case of animal fables.” 
such animals are rare in the literary tradition but they do occur. One may adduce 
the animals preceding Etana in the Sumerian King List:® and emphatically so — in 
a symbolic way — the Middle Assyrian text referred to in the final paragraph. In art 
these animals are not uncommon,” and in the next paragraph we will meet several of 
them neatly situated in their peripheral environment. 

It appears then that the properties of the elements in the right hand column of our 
scheme are more or less interchangeable: that the inimical fuses with the demonic, 
and the peripheral with death and the underworld, thus resulting in a more or less 
unified image of all that is evil and conspires against civilized life, i.e. zi-82-gdl."® 
‘The geography involved is marked by an increasing loss of empirical content, until 
finally the Land of No Return is reached; this is the realm of the dead, whence no 
traveller can bring back reliable information. 

“The evidence adduced so far stems mostly from literary texts, and is often difficult 
o date. In order to fix the peripheral world in history we will now use another type 
of source, easier o date than literature : iconography. 

      

  

SCENES FROM THE SHADOW SIDE 

One of the demonic peripheral animals is the aurochs of the mountains (am-kur-ra), 
deseribed in its setting in Lugalbanda I 292 It is hunted by Lugalbanda himself 
(ibid. 300fT) as well as by the Anza bird (Lugalbanda Il 63fF), who lives decp in 
the mountains. The Anzi-bird hunting in the mountains is known not only from this 
literary source, but also from scals and other artefacts of the ED Il period, on which 
we see him hunting the aurochs (Fig. 6).* but more often the Man-Faced Bison 
(alim), a mythological creature associated with the Sun God (Fig. 7.8).% The relation 
between these elements is made entirely clear by a further seal on which the mountain 
of sunrise has the form of a recumbent bison attacked by the Anzd-bird. " The most 
explicit scene combining a whole host of peripheral elements occurs on a seal from 
Ur (Fig. 8). The upper register shows a mountain with vegetation and two Man-Faced 
Bisons attacked by an Anza and by the forerunner of the ukadubha, the monser which 
belonged to Adad in the Akkad period. Between them lies a siag, the animal of 

  

T Falkowitz 1984; Vanstiphout 1988: 1961 1989. 
% Wilcke 1988; 134t 1989: S671. (Etana becomes King of the A 
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of, Wiggermann & Green 1994 A §2.1 
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196" Wiggermann & Geen 1994 Type 25 
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Ninhursaga, the “Lady of the Foothills”.'*” The lower register again shows a mountain 
with vegetation, and on it a monkey playing a flute. Real monkeys do not play the 
flute, % and thus the creature belongs o the class of unnatural, peripheral animals as 
defined as the preceding paragraph.|? The rest of the field is filled with lements well 
known from a group of roughly contemporaneous seals showing the Sun God (or the 
Moon God)'"® travelling by boat across a mythical seal'! : star, moon, a plough, a 
Bird Man'" holding a stalk of vegetation, and the Man-Faced Lion."3 The latter two 
monsters remain unidentified, but the Bird Man is known to be an enemy of the gods 
in the Akkad period, and as such he is a peripheral being.!!* Finally, the plough i 
associated with gods of agriculture, in later periods with Ningirsu, but earler with 
the chthonic god Ninazu/Tispak,""s who has Other World connections as well.l1¢ Just 
as the hunt of Anz in the Lugalbanda Epic is but a colourful detail unrelated to the 
story line, the scenes on the seals are static and probably do not purport more than to 
evoke the image of the Other World. 

‘The Other World imagery of the seals sets the stage for the analysis of a much 
more important document, the panel on the ED Illa lyre from grave PG 789 in Ur 
(Fig. 9).1" The lower register shows from left to right a Scorpion Man (girtablulli))'* 
holding a dipper, " a gazelle holding two beakers, and a large container with a dipper; 
the second register has a Tierkapelle with a donkey or onager playing the lyre, a fawn, 
a jerboa' or jackal™ with a sistrum and on its knees a small drum, and finally a 
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dancing bear; above it are a wolf ()12 — as butcher — with the butcher's knife in 
his belt'® and holding a serving table with a lamb’s head, a boar's head, a leg of 
mutton, and a lion with a large vessel’* and in its right hand a lamp;'* the upper 
register contrasts with the three below it, and has a static scene: a hairy hero (lami)"* 
holding two Man-Faced Bisons (alim). 

‘The lower register is the smallest, and so probably the least important, indicating 
that, as is the case more often, the monument has 1o be ‘read from bottom 10 top. 
‘The contents of the monument support this way of reading: what is being shown is 
clearly the preparation for a festive meal, the reception of a guest.'¥ As was observed 
already by Frankfort, however, the guest is conspicuously absent or, in other words, 
is yet 1o amive; and this is exactly what the lower register expresses: the Scorpion 
Man appears here in the function he is known o have from the Gilgamesh Epic, v 
that of a doorman at the entrance to the Other World, here he stands ready to welcome 
the expected guest with a refreshing drink.' Indeed, the remainder of the imagery 
has strong Other World connections as well: the heraldic Man-Faced Bisons of the 
upper register signify the dominion of Utu, and the wild animals behaving unnaturally 
sigify the shift into the demonic which is typical for the periphery. 

A final question must be asked. Who is the expected guest? Before this can be 
answered, however, we must make one further observation, that concerns the way in 
which the panel refers to the object it is part of. That object is  Iyre with a bull-shaped 
body — the same type of lyre that is being played by the wild ass. It does not require 
a great stretch of imagination to conclude that with this self-reference the lyre reveals 
its purpose. It will serve at a banquet similar to the one depicted on the panel: a feast 
o be held at the Other Side. With this conclusion all elements fall into place; the 
expected guest i the person (0 be aid to rest in grave PG 789, and the lyre is among 
the gifts to the inhabitants of the Other Side, the world of the dead.* The scenes on 
the panel reveal how the dead person and his contemporarics imagined their future as 
ghosts. ! 

Thus the association of wild animals and monsters, specifically Anzd and the 
‘girtablulli, which we found in the Late Babylonian Mappa Mundi in the context of an 
‘other world can be observed s early as the ED Il period. Two of the other demonic 
clements mentioned by the Mappa Mundi, the kusarikk and the destroyed enemy 
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   g0ds.'* are most casily shown to have existed as such in the third millennium by a 
series of Akkadian seals. These show Uta, the members of his court, and sometimes 
his sister Inanna defeating gods and monsters in a mountainous environment. The 
example presented here (Fig. 10)'% shows a kusarikku as the defcated monster. These 
defeated gods are not the members of an earlier generation of gods replaced by a 
younger generation after a cosmic battle. This appears from two observations: firstly, 
Utu and Inanna are not expected 1o be the champions of the younger generation, since 
they are never attested as such. Secondly, there is a matter of dress: the defeated 
gods are usually though not always naked, while the victors are generally though not 
always fully clothed. If the battle was a primeval one this difference would be hard to 
‘explain, since both groups would be living i the same world, either with or without 
the gifts of Lahar (sheep) and Uttu (Spider; goddess of weaving). The defeated gods 
are rather rebellious mountain gods of the type of Ebih and Sagar, defeated by Inanna 
and Ningirsu respectively.'® Since such mountain gods “do not build houses o cies, 
and eat men”, their nudity is best understood as a peripheral feature distinguishing 
the from the “civilized” gods of Sumer and Akkad.'” 

Obviously the successful battles of the home gods against their named (Ebih and 
Sagar) or unnamed (on the seals) opponents serve (o support a reassuring interpretation 
of reality, in which, no matter what seems to happen, foreign evil is defeated and the 
gods are on our side. 

Thus, on the basis of the iconographic sources we conclude that a_ geographical 
interpretation of the own and the foreign, the safe and the threatening, the divine and 
the demonic, of life and death, was fully operative in the third millennium. 

  

    

  

    

    

Undoubtedly it is possible to supplement this somewhat schematic discussion with 
further cxamples from all periods.'™ More interesting, however, is the point that 
elements of the symbolic code as presented above were consciously applied by first 
millennium literary artists in their work. The most striking cases are the Underworld 
Vision, the Gétertypentext, and a curious poem from Assur conceming a hunter and 
his prey. 

% For the batmu and mushusi of the Mappa Mundi sce the liraure cited i note 11 above; for the 
winged demonic beings see Wiggermann & Green 1994 A § 5. For the shiftfrom mouniains 10 sea 55 the 
Tabitat of monsters see ibid. §2.2 
13" Bochmer UAVA 4 (1965) AYb. 300 cf Wiggermann & Green 1994 A § 22. 
134 Bochmer UAVA 4 (1965) Abb. 300 
135 Wiggemann & Green 1994 A §2.2 
13 See note 91 above 
17 The way men and the gods dres i a isue i the descriptions of primeval times (Alstr & Vanstiphout 
AcSum 9 1 Si.; no lothes for the gods before Labar and Unu: he ate appearance of Uity and flax in 
Enki and Ninhursag probably implies intal muiy of he gods a well:sce Jacobsen JBL 100 SI6f. with 
.7; Baer 1982: 377),of Enkidu (Tigay 1982: 200: naked or in some sortof rustc garmen),and of the 
dead, for instance in Inanna's Descen. 
13 One case worlh mentioning in passing is the so-called kudurru Seidl BaM 4 no. 40 from Susa, with 
a procession of gods making merry and unnaturally sedate wild animals. Below this procession are the 
walls of a “Big Cit”, resting on 4 baSmu snake, and above it a sries of divine symbols. The stone is 
guarded by the viper of Staran lying on p. A, Moortgat, Bergsalker (1932) 99 and Bildwerk und Volksum 
Vorderasiens zur Hethiterzeit (1934) 12, considers it as the ~Wicdergabe cincs mythischen Weltsystems.” 
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In the Underworld Vision'™ an Assyrian prince sees in a dream the lord of the under- 
world, Nergal, surrounded by his court, The members of Nergal's court are described 
in detail, and while most of their names are known from other sources, the figures 
described do not oceur in art. Apparently they are inventions created on the basis 
of a general rule: the dreadful inhabitants of the underworld are monsters generally 
composed out of parts of deadly animals." Thus Death (M) has the head of a 
Snake-Dragon, Evil Genius (Sédu lemnu) the talons of an eagle, and Take-Away- 
Quickly (Humat-tabal), the ferryman of the underworld, has the head of an Anza. In 
this case it might be argued that the beings described are not so much the inventions 
of an artist as what the prince reported to have seen in his dream; but even 5o the 
‘monsters remain new inventions created on the basis of a general rule 

The unique iconographic programme of the Gaitertypentext,'* whether it was ever 
excauted in pictorial art or not, reveals an unexpected tendency to visualize abstrac- 

tions as active beings. The text personifies nouns which are not personified elscwhere, 
and represents these as monsters: Conflict (adamma) and Struggle (ippiru) grasping 
each other in a configuration that may derive from the wheel of four figures, to- 
gether with Zeal (binfu), and Grief (nizigtu). That these beings are monsters is quite 
in accordance with their unpleasant character; but the detailed descriptions specify 
monsters never attested in art, which goes to show that they were invented (o match 
the newly created demonic absiractions. That the designer of the Géitertypen freely 
invented personified abstractions opens our eyes to the possibility that other actors of 
Mesopotamian iconography may have had such abstract connotations as well. In fact, 
the interpretation of royal ritual in mythological terms in a text type generally consid- 
ered to be highly esoterical, but which may actually reflect more common pattems of 
thought, viz. the commentary,'* is related to such an abstract intrepretation of art fig- 
ures. Quotation of a few lines may suffice : “the king, who from inside the Ekur wears 
on his head a gold crown and sits on a sedan chair .... (it is) Ninurta, who avenged 
his father; ... the horses that are harnessed o it (the chariot of the king), (they are) 
the ghost of Anzil”.'# A representation of the king triumphing over his enemics with 
the same mythological interpretation is attested on the bronze doors of Sennacherib's 
akitu chapel, where it is parallel to Assur triumphing over the powers of chaos. "5 A 
similar symbolic interpretation s given to the royal hunt, % and undoubtedly artistic 
representations of the royal hunt connote divine support against evil. Assyrian kings 
show their symbolic undersianding of the hunt by placing representations of their 
‘most exotic trophies, such as a female water buffalo (apsasitu), a whale (nahiru) and 
a yak (burhis), at the gates of their palaces as if they were apotropaic beings.'” 

‘The symbolic quality of the royal hunt and the demonic nature of the quarry 

      

  

  

  

  

  

  

    

AL 
1994 A §1 
190 But not only of dangerous animals. Manit, “oal has a goar's head. 
41 F, Kacher, MIO 1 (1953) ST; W.G. Lamber, Or NS 4 (1985) 1971 
1 Sce note 20 above. 
5 Edited i Livingstone 1986, 
" ¢ 1986: 25 
5 Assyrische Tempel (1981) 56 
1 U Magen, BaF 9 (1986) 191T; Lion 1992; 
17 Sce note 68 above. 

  ingstone SAA 11 (1989) 6811 . K. Frank MAOG 142 (1941) 24T Wiggermann & Green 

      

  

S. Herbord: SAAS 1 (1992) 95. 
  

29  



   is brought out unequivocally in a unique Assyrian poem composed perhaps during 
the reign of Tiglath-Pileser 114 A hunter, clearly the Assyrian king, plans to attack 
the wild donkeys who, thinking themselves safe in their mountain fastnesses, decide 
to oppose him. After an extispicy the hunter and his warriors seck out the cnemy, 
and punish them for their sins against Assur. We already met the wild donkey as 
a peripheral element on the Mappa Mundi, and the donkeys in the poem, endowed 
with the faculty of speech, are every bit as eerie as the ones making merry on first 
millennium seals. ® It is therefore probably no coincidence that the tablet continues 
with a version of Iitar’s Descent  the subjects are related. The purpose of the poem 
may have been to express in words the symbolic quality of the royal donkey hunt. 
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1988) indicate the inscriptions: 1 mountain, 2 city, 3 Urartu, 4 Assur, 5 
Der, 6 (broken), 7 swamp, § Susa, 9 channel, 10 Bit Yakin, 11 city, 12 
Habban, 13 Babylon, 14-17 Ocean, 18 ‘where the sun is not seen’, 18-22 
(measures of distances), 23-25 (no inscriptions). See note 11 

Fig. 2. Early Dynastic IIl map from Fara, drawn after the photograph in Deimel 
WVDOG 43 (SF) pl. VIIL See notes 16-17. 

3. Early Dynastic Il abstract map from Abu Salabikh, from photograph OIP 
99 (TAS) p. 31 fig. 29. See note 19. 

4. Possibly another Early Dynastic Ill abstract map, drawn after OIP 99 (TAS) 
no. 47, and ibid. p. 30 fig. 28. See note 19, 

5.a Wheel of four figures, from Ur. After Legrain, UE 3 no. 393. ED I 
b Wheel of four figures, from Ur. Afier Legrain, UE 3 no. $18. ED Il Seal 

of Mesannepada). 
¢ Related configuration of two figures (lahmu’s) from Lagas. After Allotte 

de I Fuge, DP pl. VIII no. 24 (Presargonic). See note 142. From the OB 
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lahmics and associated with flowing vases and water (Wiggermann JEOL 
27 100). See notes 20, 142 

6. Anzi attacking aurochs in the mountains, ED 1L See note 103. 
Fig. 7. Anzi attacking Man-Faced Bison in the mountains, ED III. See note 104, 

8. Anz hunting and in the lower register a flute-playing monkey and asso- 
ates of the Sun god. From Ur, ED IIL. See note 104 

9. Scorpion Man, Man-Faced Bisons, and animals behaving unnatrally; ED 
IIL. See note 117. 

Fig. 10.  Mountain god and kusarikku defeated by Uta and members of his court. 
Akkadian. See note 134, 
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116-7: p. 100 53 
118-9: p. 100, 53 
132-3: p. 10 with n. 64 
184 p. 16 with . 101 
187-8: p. 1 with n. 98 
213(208): p. 51.26 
217 p. 204 with n. 91 
232(227): p. 10 with n. 52 

TCL16 
69 7'-10': p. 30 with n. 23 
6913 p.30n. 23 

Temple Hymns 
- p157 
243: p. 1845 

Theodicy 
61: p. 181 

Thompson GE 
599: p. 181 

My 
18 obv. 8-9: p. 8-9 with n. 42 
19 obv, 12: p. 15 with n. 101 
73 rev. 4-8: p. SO 

Tree and Reed 
13:p.155n.4 
16: p. 41 with n. 62      

Tukuli-Ninurta Epic 
- p182 

29 p. 186 
p. 187 

i’ 41: p. 185 
Two Elegies 

83-4:p. 35 with n. 47 
97: p. 205 1.98 

VET6.1 
1136-7:p.31 .35 
703:p. 31 n.31 
96 rev. 9: p. 28 with n. 18 
146 12: 9. 29 1. 22 

UET 62 
26362 p. 140. 93 
265: p. 8-9 with n. 42 
284: p. 9 with n. 44 
305: p. 9 with n. 46 
330: p. 9 with . 47 
345: p. 7n. 30 
367: p.16 with n. 101-2 
saritica § 
108 no. 35 1.5 

p.'S with n. 25 
Underworld Vision of an Assyrian Prince 

- p.51n. 16,209 
A2 

94 rev. 60: p. 33 with n. 41 
AS 10 

199 i 21-4: p. 30 with n. 26 
2135 p. 175; 176 n. 13 
214vi6:p. 176 1. 13 

  

  

   

  

    

215 1: p. 183 
215 17: p. 179 

215 24: p. 175; 176 n. 13; 
215 52: p. 1760, 13 

VAS 17 
1115:p.29n. 22 

yos 11 
21-10: p. 489 

ne 
p. 5 0.1 60 
p. 29 with n. 19 

ZA 75 1881 (=IB 1554) 
passim pp.47-55 

112-20: p. 47-8
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