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 R.W.L. Moberly, “Story in the Old Testament” in James Phelan and Peter  Rabinowski, eds. A Companion to NarrativeTheory, (Oxford: Wiley-Blackwell Publishing, 2008). 
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    The HarperCollins Study Bible, xviii, asks the question of whether the Bible is one book or many, then on the side of many, lists the many forms of its content: prose and poetry, expansive narratives and short stories, legal codes embedded in historical reports, hymns and prayers, quoted archival documents, quasi-mythic accounts of things that happened “in the beginning” or in God’s court in heaven, collections of proverbs, maxims, aphorisms and riddles, letters to various groups, and reports of mysterious revelations interpreted by heavenly figures. The variety accounts for richness but causes puzzlement and leads to investigating the origins of the literature. 
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36 Marcus J. Borg, Meeting Jesus for the First Time: The Historical Jesus & The Heart of Contemporary Faith (San Francisco: HarperSanFrancisco, 1994), 120, says that a movement known as “story theology” has remarked on this single story, the literally hundreds of individual stories, and finally, key “macro-stories.”

37 Ibid.,  122-33, explains that these stories have “shaped the religious imagination and understanding of both ancient Israel and the early Christian movement.” By placing the stories in the imaginative context, Borg understands the Exodus story as imaging “the human condition and God’s relationship to us at all times.” The story essentially tells of bondage, liberation, a journey, and a destination. The story of exile and return Borg also describes as a metaphor  for Israel’s relationship with God: he broadens the exile to the experience of humankind and its experience of estrangement, alienation, and yearning. Both stories are journey stories. The third priestly story—that of  sin, guilt, sacrifice, and forgiveness, all too often taken literally rather than metaphorically.  Borg finds all three stories as “imaging the religious life” and addressing the human condition and its need for liberation, homecoming, and acceptance. Finally, all three stories are stories of a journey involving suffering and experiential separation from God, God as intimately involved with human life, and stories of hope.
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42 Thomas L. Thompson, The Mythic Past: Biblical Archaeology and the Myth of Israel, 1st ed. (New York: Basic Books, 1999) 31.
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44 The HarperCollins Study Bible,  5. 
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58Fokkelman, Reading Biblical Narrative, 156.
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62Richard G. Moulton, A Short Introduction  to the Literature of the Bible (Boston: D.C. Heath, 1901) 3-41,   illustrates the varieties of literary form in Job: drama, philosophic discussion, philosophy and science, an art of rhetoric, to name a few.

63Marshall Johnson, Making Sense of the Bible: Literary Type as An Approach to Understanding (Grand Rapids, MI: Wm. B. Eerdsman Publishing Co., 2002)  4,2,  25, after making these observations, says, “The book of Job is the magnum opus of wisdom literature.

64Robert Sutherland, Putting God on Trial: The Biblical Book of Job (Victoria CA: Trafford, 2004) describes Job as a theodicy and lawsuit drama in which entities are put on trial: God-Job (twice); Satan-God; Job’s friends-Job; Job-friends; and the climatic Job-God. The complicated theodicy suggests undeserved and unremitted suffering exists, that human beings must challenge God but avoid prematurely condemning or acquitting God for sending evil into the world, and if they serve God, they must do so unselfishly without any expectation of reward.
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67Moulton, Ahort Introduction, 164-186.

68Gladson, “Job” in Ryken and Longman, eds,  A Complete Literary Guide, 243 describes Job as one of  the “Bible’s superb examples of symbiotic interaction of the beauties of language and the drama of the human encounter with God that lies at the core of the Judeo-Christian tradition.”
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80Richard G. Moulton, The Modern Reader’s Bible: The Books of the Bible with Three Books of the Apocrypha Presented in Modern Literary Form (New York: Macmillian, 1963), 1518,  explains that rhythm based upon feet and syllables belongs to the original Hebrew and  remains a discussion of Hebraists. 

81Moulton, Literary Study of the Bible, 45, says “The Bible is the worst-printed book in the world” put before readers “in a form that makes it impossible without strong effort and considerable training, to take in elements of literary structure.” In stands a monument to Moulton’s corrective action for  the Bible as traditionally printed.

82 James L. Kugel, The Idea of Biblical Poetry: Parallelism and its History (New Haven, CT: Yale University Press, 1981), 57-58, makes this point. “All parallelism is really ‘synthetic’; it consists of A, a pause, and A’s continuation, B.”

83Moulton Modern Reader’s Bible,  1518.

84Alter, Art of Biblical Poetry, 107.

85  Barton and Muddiman, The Oxford Bible Commentary, 331, describes the poetry as rejecting the retributive position of the prose.

86McKenzie, How to Read the Bible, 109, suggests that a lack of clear resolution for the problem of suffering characterizes wisdom literature and compensates readers by helping them understand that the nature of human beings includes a quest for understanding and the right to ask about suffering and calamity in individual lives.  The ending of the book suggests that, indeed, God rewards righteousness and, by extension, punishes sin through suffering.

87Katharine Dell, “Reviewing Recent Research on the Wisdom Literature,” Expository Times, 119/6 (2008), 267, refers to J.L. Crenshaw’s magisterial work on theodicy in the bible and points out that Job gets “pride of place as providing the most profound airing of theodicy in the bible.”

88John. H. Augustine, “Mark’ in Ryken and Longman, eds, A Complete Literary Guide, 387-397, describes the initiation motif in Mark. 
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