
Un Zm Greenberg

im eyli hanApah* • NYZN אלי עםWITH MY GOD THE BLACKSMITH 

Kefirkey nevus boarim yemotay
[behol hagiluyim

2 Vegufi veyneyhem kegtis hamatehet lehituh.
Vealay omed eyli hanapah umake bigvura:

4 Koi petsa, sehatah hazman bi, poteah lo hituh 
Ufolet begitsey regaim haes haatsura.

Zehu gorali-mispati ad erev badareh.
7 Uvsuvi lehatil et giisi hamiike al eres, 

Pi—petsa patuah.
9 Veeyrom adaber im eyli: avadta befareh.

Ata ba lay la; ten—sneynu nanuah.

הגלויים בכל ימותי בוערים נבואה כפרקי

להתוך• המתכת כגוש ביניהם וגופי
בגבורה: ומכה הנפח אלי עומד ועלי
חתוך לו פותח בי, הזמן שחתך פצע, כל

העצורה. האש רגעים בגצי ופולש

בדרך. ערב עד גורלי־משפטי זהו
ערש, על המכה גושי את להטיל ובשובי

פתוח. פצע — פי
??לד־ עבךת אלי: עם אדבר ועירום

ננוח. שנינו — תן לןלה; בא עתה

canic Literature of Destinies” as opposed to 
the Literature of Talents,” for a poetry 
that will embody in the idiom of the tribe a 
Jewish answer from the blood,” a prophetic 

cry springing from the “dynamic principle of 
Israel.” All his subsequent work has been in 
the very deepest sense political, a cri de 
caur springing from national tribulations and 
victories.

During the 1936 riots of the Arabs against 
the settlers, for example, Greenberg published 
The Book of Denunciation and of Faith, calling 
for revenge and denouncing the complacency 
of his generation in failing to see the eternal 
enmity borne by “the cross and the crescent” 
against the messianic destiny of the Jews. 
During Israel s struggle for independence, 
Greenberg was involved in the underground 
activities of the Irgun, and in 1949 he was 
elected to Parliament. His poetic production 
has since 1928 been consistently extremist in 
content and tone, drawing on the tradition 
of biblical prophecy.

(1) Like chapters of prophecy, my days burn 

T)orn in 1895 *n Galicia, Uri Zvi Greenberg 
-D began his literary career with a volume 
of Yiddish verse published in 1915. After 
serving in the Austro-Hungarian army during 
World War I, he joined the Zionist pioneers 
in Palestine. His earliest book of Hebrew 
poetry (.Anacreon at the Pole of Melancholy, 1928) 
is strongly marked by the influence of 
German Expressionism, but at the same time 
foreshadows his subsequent work in its 
total identification of personal experience 
with an impersonal Jewish-Messianic destiny.

In his poetic manifesto Against the Ninety- 
Nine (published in the same year) he violent- 
ly attacks the “99 citizen-writers” who are 
trying to produce in Hebrew a literature 
nourished by cosmopolitan, “extra-terri- 
torial” influences rather than by their real 
life as individuals within the unique revival

Hebrew nationhood. These “melancholy 
esthetes, sneezing at the scent of lilacs in the 
twilight, long for the “idyllic ride upon cam- 
els under the beautiful, melancholy sky, 
behind fast trains ...” He calls for a vol­
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blow the fire upon it, to melt it; so will I . . . 
melt you.”) In lines 4-5, Time is both within 
and without: it cuts open wounds out of which 
“sparks of minutes” are emitted from “pent- 
up fire.” The last phrase (haes haatsura) is also 
a biblical echo (“His word was in mine heart 
as a burning fire shut up in my bones,” Jere- 
miah 2o:g).

This identification of violent prophetic 
destiny with violent ravages of time carries 
the primary sense of the stanza. In the visible 
effects of time upon his body, the speaker 
sees his fate, the fact of his election, and his 
kinship with the prophets. This is expressed 
in imagery of great precision. As anyone 
knows who has seen a blacksmith at work, 
the hammered red-hot iron seems to receive 
new bloody wounds with each blow, and the 
sparks come out of these wounds.

Stanza 2 opens in a matter-of-fact way. 
The heat, pain, and violence are accepted 
as inevitable, a “destiny-sentence,” a way of 
life. When evening comes, the speaker lays 
his “beaten lump” on the bed and sees him- 
self rather grotesquely, his open mouth a 
gaping wound. It is a wound because it is 
red and also an opening of his body. This 
image has a tie to Greenberg’s view of 
specificallyjewish destiny. In his poetic mani- 
festo noted above, he wrote: “Our body is 
very wild. It is a wandering body of symbols. 
And is our nerve-system in any way like that 
of the Gentiles ? The Hebrew mouth is more 
like a wound; behind the Hebrew forehead 
an eagle screams.”

The conclusion of the poem gains its 
effect from the deliberately stressed eyrom 
(“naked”) and the short phrases addressed to 
the blacksmith. Lines 9-10 bring the speaker 
and his God into complete sympathy. God 
has been working hard, making the poet 
suffer; the poet has been suffering the violence 
of time and destiny because God has chosen 
him: now they both deserve respite. The 
state of eyrom in which the poet now speaks 
expresses this intimacy and also his human 
defenselessness. The word harks back to I 

in all the revelations, (2) My body among them 
like a lump of metal to be forged. (3) And over me 
stands my God the blacksmith and hammers with 
might: (4) Each wound [which] time has cut in 
me opens like a crack for Him (5) And emits in 
sparks of moments the pent-up fire.

(6) This is my destiny-sentence till evening 
[come] upon the road. (7) And when I return to 
throw my beaten lump on the bed, (8) My mouth is 
a gaping wound. (9) And naked I speak to my 
God: “Tours has been hard labor. (10) Now night 
has fallen; come—let us both rest."

Readers who find this poem reminiscent of 
“Holy Sonnet XIV,” in which John Donne 
asks his God the artisan to “breake, blowe, 
burn and make [him] new,” may rest assured 
that Uri Zvi Greenberg was not familiar 
with Donne when this poem appeared in 
1928. The similarities, however, are not 
superficial. As in Donne’s sonnet, the deity is 
presented as entirely human; the implied 
relationship with Him is extremely intimate; 
the imagery far-fetched; the diction alive 
and direct; the tone ranging from the rhe- 
torical to the personal. Greenberg’s sources 
are exclusively biblical here. The prophetic 
chapters referred to in the first line, for 
example, are, among others: “Is not my 
Word like as fire? saith the Lord; and like 
a hammer that breaketh rock in pieces?” 
(Jeremiah 23:29). But the Bible is used only 
as background, for the dominant note of the 
poem points to a personal experience and an 
acquaintance with God which are unbiblical, 
culminating in the ironic friendliness of the 
conclusion—“come, let us both rest!” By 
contrast, the stern biblical echoes serve to 
sharpen the irony.

The metaphors of the first stanza are 
richly mixed. The “fire” of the poet’s days, 
which is his prophetic destiny, burns both 
miraculously and painfully while the divine 
blacksmith hammers at the red-hot bar of 
metal which is the speaker’s body. (The root 
idea appears in Ezekiel 22:20: “As they 
gather silver, and brass, and iron, and lead, 
and tin, into the midst of the furnace, to 
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yesterday To realize its full sonal value 
wever, the reader should make the Ashke- 

 az! stresses as indicated by the acute accents״
m our transliteration. The rime scheme is 
appropriately irregular: abcbc defdf. The

( U) With slight variations, merely 
gives shape to what is strikingly rare in the 
Hebrew poetry of its period: out of the print- 
ed page a living voice, dramatically modu- 
lated, speaks. __ aDTt7t y

ARIEH SACHS

I 1 ,PX Was published in 1954. As in 
all of Greenberg’s work, “Jerusalem” 

mphes divinely appointed national destiny 
theyard m0an like 

trees,Heavy-nvered[are] the thundered clouds, 
*•m . a?gels °f peace [are] at the head of my 

Mdrens bed, (4) In the moaning of the trees and 
the thickness of the rain.

(5) Outside—Jerusalem: city of the father's 
glorious trial, (6) The binding A * J*י ׳ ״■ e Binding of his son upon 
one of the mountains, (7) The,fire-from-dawn still 
burns on the mountain, (8) The rains have not put 
it out: fire between the [ritual] pieces.
(r 7fG0d C0mmands me ««״ os He commanded 
10 My ancient father-I shall surely obey ״ 
 My heart and my flesh sing on this night of ((״

(12) nd the angels of peace [are] at the 
head of my children's bed !

(13) What of glory? What is like unto this 
miraculous feeling (14) Alive ever since the ancient 
awn until now [and] toward the mountain of 

nant 2ah:1?r ™״ bl00d °f th< Cove-
nant in [this] father's prayer-full body sings, 

, ) Rea(y t0 make the sacrifice on the Hill of 
the 1 emple at dawn.

of God' t ' m ■■■and the moaningof Gods trees (18) Cut down there by enemies in all 
genera ions . . . (19) Heavy-rwered clouds: within 
them lightnings (20) And thunderings, that to me 
°M T [m] tldmgS (21) From the
Mouth of The Might until the end of generations.

at this rainy night is charged with 
manifestations of Providence is made clear in 
me 4. Hasrat gsamim (“thicknesses [or] dark 

densenesses of rains”) harks back to David’s 
song of thanks for deliverance: “And he made 
dark pavilions round about him, dark waters 
[hasrat mayirn] and thick clouds of the 
skies . ' (2 Samuel 22:12). The “moaning 
forest in the storm, the violent “rivers” of 
rain, are the divine messengers of the life 
hat is connected with the “few trees” in 

the yard and with the day-to-day continuity 
of the speaker’s family life. Line 3 establishes 

e theme, for it is as a loving father, awake 
m the stormy night while his children lie 
safe m sleep, that he experiences a revelation 
of his essential relation to God.

Stanza 2 derives its force from the rich 
texture of biblical allusions. “One of the

Un Zm Greenberg
ON A NIGHT OF RAIN IN JERUSALEM . BELEYL GESEM BIRUSALAYIM

בירועל?ם גשם בליל

Samuel 19: 23-4, where Saul found David in 
the company of the prophets: “the spirit of 
God was upon him also ... And he stripped 
off his clothes also, and prophesied before 

"1 יל6 י " hke manner’ and lay down naked 
all that day and all that night.”

“With My God the Blacksmith” is one of 
the few Hebrew poems of the twenties to 
have withstood the great changes that have 
occurred in literary taste and in the language 
itself. It reads as if it had been written 
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Atsey meat behatser homim kaatsey yaar, 
Kivdey neharot ananim mor’amim, 
Mal’ahey hasalom limraasot yeladay 
Behemyat haetsim vehasrat hagsamim.

Bahuts—yerusalayim: ir masat hod haav 
Vaakeydat bno beahad heharim:

7 Haes-misaharit od doleket bahar 
Hagsamim 10 hibuha: es beyn habtarim.

‘Im el yetsaveni haet kesetsiva
Leavi hakadmon—atsayet bevaday’

Umal’ahey hasalom limraasotey yeladay!

Ma mehod ma masal leze reges pil’i
Hay mikedem saharit ad kaet el har mor:

15 Mitronen dam habrit begiif av tfili
Nahon lekorban har habayit im or!

Bahuts—yerusalayim . . vehemyat atsey ya 
Sekratum haoyvim ba mikol hadorot . .

19 Ananim kivdey neharot: bam brakim 
Ureamim, sehem li beleyl gesem—bsordt 
Mipi hagvura ad sof hadorot.

 :ער, כעצי הומים בחצר מעט עצי
מרעמים, עננים נהרות כבדי

ילדי למראשות השלום מלאכי 3
הגשמים. והשרת העצים בהמית

 האב הוד מסת עיר ירושלים: — בחוץ
 ההרים: באחד בנו ועקדת

 בהר דולקת עוד האש־־משחךית
הבתרים. בין אש כבוה: לא הגשמים

 כ^זצוה כעת יצוני אל ׳אם
בודאי', אצית — הקדמון לאבי

Ran libi uvsari beleyl hagesem hazeהזה הג^זם בליל ובשרי לבי רן 
)לדי! למראשותי השלום ומלאכי

פלאי רגש לזה משל מה מהוד מה
 מור: הר אל כעת עד שחרית מקדם חי

 תפלי אב בגוף הברית דם מתרונן
אור! עם הברת הר לקרבן נכון

 ןה עצי והמית .. ;רושלים — בחוץ
הדורות.. מכל בה האויבים שכו־תום

ברקים בם נהרות: כבדי עננים
 בשורות — גשם בליל לי שהם ורעמים,

הדורות. סוף עד הגבורה מפי

time, it recalls the miraculous fire in Abra- 
ham’s earlier vision of God when the Cove- 
nant was first renewed (“And it came to pass, 
that, when the sun went down, and it was 
dark, behold ... a burning lamp \lapid es, 
“a torch of fire”] passed between those pieces” 
(Genesis 15:17). The “fire-from-dawn,” then, 
is both the fire that now appears in the poet’s 
raging vision and the fire which Abraham 
at the dawn of the race saw: beyn habtarim 
(“between the pieces”) of the animals and 
birds he had sacrificed to God on the fateful 
night of the Covenant. But btarim has still 
another touch here. Line 8 echoes the Song of 
Songs’ “many waters cannot extinguish love,” 
which is strengthened by the further allusion 

mountains” (6) comes from the account in 
Genesis 22 of God’s challenge and Abraham’s 
unquestioning obedience in offering Isaac. 
But “one of the hills” is at the same time 
Jerusalem, a city built upon and surrounded 
by hills. Thus the “glorious trial’' (5) of 
Abraham becomes the archetype of the 
rainy Jerusalem night that is the poem’s 
actual setting.

Throughout Greenberg’s poetry, fire is a 
central symbol for divine Jewish destiny 
(of. “With My God the Blacksmith,” p. 60) 
and in this poem the “fire-from-dawn” (7) 
has especially rich resonances. It appears in 
the passage from Genesis noted above (“he 
took the fire in his hand,” etc.); at the same 
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י 64

Un Zvi Greenberg
UNDER THE TOOTH OF THETR PLoUGH • TAHAT SFN ivtaw

1AHAT SEN MAHARASTAM
מקרבתם ־קן תחת

 he Streets of the River (Rehovot Hanahdr"־[
is m Which 0Ur poem is taken,’
is Greenbergs passionate lament for the loss 
hatred°PeaHJeWy■ eXpression of horror, 
hatred, and sorrow in this poetry is shat- 
tenng'y direct unweakened by self-conseious 
doubt or aesthetic sophistication 
J 1,i The have melted again there . 
and the murderers are now farmers. (2) They have 
gone out to plough their fields there, "those fields that 

Z7rzards (fields ofmy (3) If 
the tooth of thetr plough digs up and rolls over on

£ °fmy Skelet°nS’ the Pl°ughman 
not be saddened or shocked. (5) He mill

to hdrey vdter-the “cleft mountains,” also 
irom the Song of Songs (2:17).

Ifjthf fpeaker is Abraham, his children, 
guarded by the angels of peace, are like 
saac, the seed of future glory. And so the 

rainstorm becomes the occasion for a renewed 
Covenant, m which the speaker realizes that 
his own faith is no smaller than that of his 
primordial father’s. Like Abraham, he can 
say I shall surely obey.” His entire being 
his heart and his flesh,” rejoice with the 
knowledge, induced by the storm, that he 
too is ready to sacrifice his own children 

he drama of his imagined sacrifice is 
intensified in line 12 by the repeated refer- 
ence now concluded by an exclamation 
pomt, to his children’s angelic sleep.

he ecstatic faith of stanza 3 is followed by 
an attempt at analyzing it (in stanza 4) 
But the ecstasy is beyond analysis (13) As 
in many other poems, Greenberg makes 
observations frequently found in mystical

Ttii ai'Pffl“, "“* ״“׳ ״' * ־*׳ “׳ *1111. nitj oj his tool.
The entire poem draws bitterly on lh־, 

Polish^ “ ״״׳“׳ ■' -NhebeEiho
Poltsh countryside: "snows me|ti״g 
armers ploughing ... birds singing 

rd, by the shining stream . . . duuXhing 

1' ' י ״־  ? lolling.” Simultaneous!
y> points to the reality that this pastoral 
^611thefieTd865' farmers are the murder- 
bfood are graveyards, the trees suck

This tension between pastoral and real is 
even in the title, for the ploughshare'

writers: that the poem itself is only a weak 
re echon of the ineffable experience from 
which it sprang; that faith is miraculous and 
he moment of revelation beyond time. Here 

the He °f har ham6r richly sums up 
the miracle, for it means both “the hill of 
myrrh and divine love (Song of Songs 4:6; 
5-1) as well as the “Hill of Moriah” to which 
Abraham brought his son as a sacrifice— 
and on which Solomon’s Temple was subse- 
2TSe h2) ״ Ch;°nicles 3-t). In addition,

is the hill on which the temple will be

thr-'l״"'“ °f “׳>״«״ m .11־ firs. 
atOD the S~Jhe mextinguishable flame 
atop the sacred mountain, the sacrifiei־,! 
shedding of blood, the national destiny that 

auscends all temporal events—converge in 
on^th” har hahayit (!6): literally, “the sacrifice 
on the mountain of the temple.”

ARIEH SACHS



Suv hifsiru slagim sam . . . vehamratshim 
[hem ahsav—ikarim.

Hem yats’u sam laharos sdoteyhem, 
[sdot kvaray hasadot hem!

3 Im besen maharastam yehupar
[vigulgal al hatelem

Ehad misladay, lo yeegam hahores,
[10 yohrad.

Yehayeh . . yakirehu . . et makat kelyo
[hu yakir bo.

 — עכשו הם והמרצחים שם.. שלגים הפשירו ׳טוב
אפרים•

 השדות קברי שדות שדותיהם, לחרש שם יצאו הם
ז'הם!ז

התלם על ויגלגל יחפר מחרשתם בשן אם

תורד. לא החורש, יעגם לא משלך? אחד

בו. ןכיר הוא כליו מפת את ןפיך־הו.. ;חיך..

Suv aviv sam bands: pkalm velilah 
[vetsiftsuf tsiporim.

7 Mirbats adarim aley nahal notsets 
[umeymav redudlm . .

Eyn-od yehudim ovrey-drah zkanim ufe6t.
Bakretsmis eynam betalit-vetsitsit al kutonet;

10 Veeynam bahanuyot hasidkit arigim 
[umakolet;

Eynam bevatey melahtam, eynam barakevet;
Eynam basvakim, eynam beveyt kneset;

13 Hem mitahat lesen maharastam sei notsrim.
Pakad elohim et goyav berov hased-------

צפרים. וצפצוף ולילך פקעים בגוף: שם אביב שוב

רדודים.. ומימיו נוצץ נחל עלי עדרים מרבץ

ופאות. וקנים עוברי-ארח ןהודים אין־עוד
כתנת; על בטלית־וציצית אינם בקרצ׳מים

ומכלת; אריגים הסךקית בחניות ואינם

ברכבת; אינם מלאכתם, בבתי אינם
כנסת; בבית אינם בשוקים, אינם

נוצרים. של מחרשתם ל׳טן מתחת הם
--------חסד ברב גליו את אלהים פקד

recognition and pride: it was done with his 
own “instrument”—an axe or a knife (as 
opposed to his plough).

(6) It is springtime again there in the landscape: 
bulbs and lilac and twittering birds, (?) [Where] 
herds lie down by the shining stream whose waters 
are shallow. (8) No more wandering Jews, beards 
and side-curls, (g) No [more] in the inns [kretsmis: 
a Yiddish word] (with) tails and tsisis [prayer- 
shawl and fringes] over their shirt; (10) And no 
longer in the trinket, clothing and grocery shops; 
(11) No longer in their workshops, no longer on 
the train; (12) No longer in the markets, no longer 
in the synagogue; (iz) They are under the tooth 
of the plough of Christians. (14) God has remem- 
bered (visited) His Gentiles with abounding grace.

which connotes rural peace and honest toil, 
has a “tooth” and is therefore a kind of 
burrowing cannibal. The tension is heard 
in the sound of the language formed in lines 
1-5 by two alliterative elements that are in 
complete contrast: the recurrent 5 from the 
opening words on— suv hifsiru slagim sam . . . 
—reflecting the hushed peace of the country- 
side, and the gutturonasal and gutturopalatal 
goal, gal, tel, kel. The word vigulgal (3) 
literally means “will be rolled over” but is 
very close in sound to gulgolet—a skull. The 
black irony of the stanza is most apparent in 
line 5, where the farmer appears as a kind 
of retired artisan accidentally coming across 
one of his oeuvres and smiling with pleasurable 
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— — היהודים שאינם אחרי

20

27

30

בים־בם! הכבד: בפעמוני ליזוניו הללו

היער! בקברות או
 בם.■ ואם נחלים גדות על או
דרכים. בצדי או

Halelu leyezunyu befaamoney hakoved:

[bim-bam!

מד^ן. אחריו והקיץ — אביב הוא אביב אבל

 ????ים• יםעצי־ירכתי־הךךכ גם מ עני ד

 הם כאשר הפרות אדמים היו לא מימיהם

O vekivrot hayaar!
O aI gdot nehalim vei'm bam 
O vetsidey drahim.

!mage °f dear, flowing water as a symbol 
ofhis happy childhood in Poland.
(“C " iS o^ensibly the goyim
( Gentiles who are exulting, but af fl!e 

ynam■ ־ • « • - - eyndm . . . ("they are no 
the^t 9>io;1i,i2. The relationship between 
he two simultaneous voices changes in line 

speaks Bv°?n0W Only wh0
speaks. By joining gOyav (“His Gentiles”)— 

Layhudim lo hayu faamonim letsaltsel 

Bruha hanatsrut, ki la yes paamonim^'^' 

Vekolam haholeh bamisor baaviVsam ahsX, 
Bihvedut zruma bemerhavey nof ziv

23 Hu adir vesah't al hakol: eyn al ma^d'''^ ’̂ 

Kaaser paam pasah al gagot yehudim—°J ’ 

Bruha hanatsrut, ki la yes paamonim 

Lihvod elohim hameytiv lanotsrim vehll^ ' 

Vehol hayhudim tahat sen maharastam 
O tahat isvey hamir e; [munahim;

 לאלהים, לצלצל פעמונים היו לא ליהוז־ים

 בגבהים! פעמונים יע לה כי הנצרות, ברוכה

 עכעו, באביב־עם במיעור ההולך וקולם
 וניחוח׳ זיו נוף במרחבי זרמה בכבדות

 לפסח׳ עוד מה על אין הכל: על טל,וט אךיר הןא

 יהודים גגות על פסה פעם כאשר

 בגבהים! פעמונים יע לה כי הנצרות, ברוכה

 והכל.. לנוצרים המיטיב אלהים לכבוד

מנחים; מחרעתם ען תחת היהודים וכל
המרעה; עשבי תחת או

Aval aviv hu aviv-vehakayits aharav 

’ Deseynim gam atsey-yarketey-hadrahim ׳medusan.6] , ך! ,,

... [kivganim.
Mimeyhem lo hayu adumim haperot

a. , , , [kaaser hem
Aharey seeynam hayhudim____

(■5) Bui springtime is sfringii ,״ _ ״״ ., 
summer fc, fiUe״ u ( «׳

״ ׳׳״ “ “ ״ 7*2  (-S) AW
mat the Jews are no more—

The pastoral mirbdts adarim (“the herds 
1y.״g a״,״״־ has many
ents whose echoes deepen the sarcasm. The 
!rung stream has a special poignancy in 

Greenberg’s verse, which often uses the 
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forest! (30) Or on the banks of rivers, or within 
them ... (31 )Or on the roadsides

(32) Praise ye Te'zunyu with the heavy bells: 
Bim-Bam!

In the irony of the last section the Chosen 
People are the Cursed People who have no 
bells with which to summon God. The 
mournful tolling of eynam (“they are no 
more,” 9,10,11,12) which pervaded the 
second stanza, is, as it were, defined by the 
bells (19) which now become the dominating 
symbol and sound. The poem which follows 
“Under The Tooth Of Their Plough” is 
entitled “Under Bells” and contains the 
line “In the ringing-roaring-of-bells it is 
announced: that they are no longer” 
(seeyndm). Note that the sound of church bells 
has always struck religious Jews as a dese- 
cration and blasphemy.

Sarcasm is everpresent in the language 
employed: The bells toll (22) bihvedut zruma, 
“with flowing solemnity,” and the word 
zruma echoes the account in Ezekiel (23:20) 
of the Egyptian paramours, “whose issue 
[zirmd—“seminal emission”] is like the issue 
of horses.”

The poem closes with a burst of mortal 
contempt: Praise ye “Yezunyu”—the Polish 
affectionate diminutive for Jesus. Bim-bam— 
doubling the sound of veim bam (30)—sounds 
the final note of meaningless, self-satisfied, 
bestial stupidity.

---- ARIEH SACHS

here a contemptuous use of the word—to 
a lofty biblical phrase berov hesed (“with 
abounding grace”), line 14 almost turns the 
tone of benediction into an oath. A similar 
discordant effect is achieved by the other 
allusions to and quotations from the Book of 
Prayer, twisted with bitter irony (notably 
lines 9, 14, 26).

The tone of contained rage carries over 
into the third stanza. The fact that spring 
returns, heedless of catastrophe, is seen as an 
insult to the dead. And the summer that 
follows is medusdn, “overfat,” stupefied with 
abundance. The uncared-for trees by the 
roadside are as deseynim (“fattened,” 16) as 
the trees in cultivated gardens, because their 
roots have found secret sources of nourish- 
ment in the corpses lying under the roadside. 
All nature is now cannibalistic.

(19) The Jews had no bells with which to ring 
to [summon] God. (20) Blessed is Christianity, 
for it has bells in the heights! (21) And (their) 
[bells’] voice goes over the plain now, in the 
springtime (22) Flowing heavily over the breadth of 
a landscape of brightness and fragrance, (23) It is 
mighty and the master of everything: there is 
nothing more to [be] pass[ed] over (24) As once 
He passed over the roofs of Jews — — (25) 
Blessed is Christianity, for it has bells in the 
heights! {26) To honor a God who does good to the 
Christians and to all . . . (27) And all the Jews 
are laid under the tooth of their plough; (28) Or 
under pasture grass; (29) Or in graves in the 
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9

14

18

22

הקדוער׳ אמי אומרת הלבנה בלילות

 הקדוש: לאבי
 בחלת׳ הלבנה איקלעה הבן לי כשנולד

 מאז בה; והביט עיניו את פקח הוא מיד
 היום עד בדמו זיוה זה רונן

— שיריו בין מאז מהלכת ולבנה

 באבי היה כסף־אלדמי הרבה
 כסף לעת עמד לא הנדוד רכב אבל

לביתו.. סמוך
 ונגיז׳ דומיה ידע הוא לכן

צפרים. כנפי ואהב־בעיניו
 כך•׳ להן" עפות הן לעוף, 2׳

 לכספה: נדוד רכב רתמת אמי" אך
 לילך גם .יעה כל ידע הלב דפק לפי

 הים: על ממש ברגלים
 מ^עול-הלבנה-על־גלים לפי

 ־־־ יז’בצ הבן, אל לי,א
 י יי -י׳ P יףחב׳ על יושב מצאתני לא אך

 משעול־הלבנה־על־גלים: עם וחזרה
 ;ם• מכת ראש, חמת נדוד, עייפת

 דומיה. קדושי כאבי: אמי גם — עכשו
נוצצים; גלים על בנה משעול-ל יש

 היחיד הבן ויש
 השריד
— — בעולם

Un Zvi Gnenbevg

MARTYRS OF SILENCE . KDOSEY DUMIYA . N'y,-?

"holy°7acr7d” a T !dead■ They kd0^■■ 
i״ the sen7eof^ ma^ed” 

of the Name of God” (kid* hasem). Thepo״ 
:ZtT h mother talki1*about L

h h ־he perceives something miraculous, 

MaX °f S״enCe” ״ one of a series 
of four poems entitled “At the Rim 

Heaven,” and indeed«»־ stanza a““’״

“s “""שרב  ,S reported m the present tense־ »־״•'׳■ ״«

Beleylot halvana omeret imi hakdosa
Leavi hakados:
Ksenolad li haben iklea halvana vahaldn

' ^yad hu fak^ et ey-v vehibit ba; melz 
Ronen ze ziva bedamo ad hayom
Ulvana mehalehet meaz beyn sirav____

Harbe hosef-aldomi haya veavi,
Aval rehev handod lo amad leet kdsef 
Samuh leveyto
Lahen hu yada dumiya venigun, 
Veahav-beeynav kanfey tsiporim.

birtsotan lauf, hen afdt lahen . . kah.’

Ah imf . . ritmat rehev nedod lehospa-
' ^efl hak'V yadd koi yesa gam leyleh 

oeraglayim mamas al hayam:
Lef! mis’ol-halvana-al-galim
EJay, el haben, betsiyon—
Ah lo metsaatni yosev al hahof mehake-la
Vehazra im mis’dl-halvana-al-galim:
Ayefat nedod, hamat ros, mukat yam.

Ahsav gam imi heavi: kdosey dumiya.
Yes mis’ol-levana al galim notsetsim;
Veyes haben hayahid
Hasarfd
Baolam------
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mystical attachment which enabled her to 
“follow” in her son’s paths (13-17). And it 
was the son who failed her by failing to 
await her on the shore (18-20).

But now that both parents are “martyred 
and silenced” (21), the mother’s longing has 
been stilled. And all that is left is the memory 
of her longing when she was still alive (the 
moon s path on the sparkling waves, 22) 
and the poet’s desolation.

The moon, the central symbol of the poem, 
provides the setting at the rim of heaven. It 
epitomizes the poet’s unique destiny—the 
moon “happened by” in the window—the 
word is the Aramaic ikied rather than the 
Hebrew nikled, and it implies something akin 
to the annunciation made to Abraham or to 
Samson s father, Manoah. The moon em- 
bodies the speaker s world of poetry and 
imagination (5-6) and it “provides” the 
path for the mother’s impassioned longing 
(stanza 3). It is also connected with the pre- 
sent silence of the parents, and with their 
different “longings” when alive, for kosef 
( longing,” 7, 8, 13) is strongly related by 
sound in this context to kesef (“silver”), 
hence the “silvery” moonlight.

The recurring phrase “moon’s-path-on • 
the-waves” (16, 19, 22) has an extremely 
musical quality in Hebrew, achieved by the 
counterpoint of the anapestic beat and the 
alliterated 01 and al: mis' 6l-halvand-al-galim. 
The sea-that-separates appears frequently in 
Greenberg s poems on his mother, and the 
variation on “moonstruck” in line 20_
mukdt yam, “seastruck”•—is both novel in its 
use of language and meaningful in its context.

The economy and concentration through- 
out the poem are remarkable. Elaborating a 
tightly knit set of symbols (the magical moon, 
the chariot of parting, the separating sea), 
the poet presents his triple portrait with 
highly dramatic intensity. The successive 
shortening of the final three lines and the 
rime.yahid-sarid (23-24)—the first rime in the 
entire poem—combine to slow down the 
reading. Compelling the voice to dwell upon 
each word, they stress the desolation of the 
scene־ — arieh SACHS

for as a newborn baby he was fascinated by 
the moon shining through the window, the 
very moon whose radiance still “sings in his 
blood” and “walks among his poems.”

(1) On nights of the moon says my sacred 
mother (2) To my sacred father: (3) When the 
son was born (to me) the moon happened by in the 
window, (4) At once he opened his eyes and looked 
at her [the moon]; since then (5) This radiance 
of hers sings in his blood, until this day, (6) And 
since then the moon goes walking among his poems.

(7) Much never-stilled longing was there in my 
father, (8) But the Chariot of Wandering was 
not there lit. did not stand] at the time of longing 
(9) By his house ... (10) That is why he knew 
stillness and melody (11) And loved-with-his-eyes 
the wings of birds (12) “—When they want to fly, 
they just fly off... so.”

(13) But my mother . . . her longing had [was 
harnessed to] a Chariot of Wandering: (14) By 
the heart s beat, her whole being even knew how to 
walk (15) With [her] feet actually upon the sea 
(16) By the path-of-the-moon-on-the-waves (17) 
To me, to the son, in ffion------ (18) But she did
not find me sitting on the shore awaiting her (19) 
And [she] returned with the path-of-the-moon-on- 
the-waves: (20) Weary (of) wandering, feverish 
flit, head hot], seastruck.

(21) Now—my mother too, like my father: 
[they are] martyrs of silence. (22) There is a 
moon path on the sparkling waves: (23) And there 
is the only son (24) The remnant (25) In the 
world------

Stanza 2, speaking of the father, explains 
that his soul’s restless longing (7) was fixed 
upon silence and melody” (nigun, 10, refers 
to Hasidic melody, hence to religious dedi- 
cation). When the son left home and settled 
in Zion, the father saw him as a fledged bird 
constrained to leave the nest, and though, 
as the son says, the father “loved-with-his- 
eyes” the wings of the birds that want to fly 
off, he accepted the separation. The “Chariot 
of Wandering” (8, 13) is a common figure 
in medieval Hebrew verse, signifying “part- 
ing or departure on a long journey.”

The mother s reaction to the son’s depar- 
ture was of a different order (stanza 3). 
The very passion of her longing was a

־ 69



Un Zvi Greenberg

■ kritAt kanAf • כנף כריתת

Lefeta ulfit om bevdker lo avdt 
Vereah koi hatsomeah nadaf

3 Vehol hatsiporim afot bemfn kanafahat 
Alelay lehdl roan behah vehu 10 natal 
Et invey eynav veld sahat! [beyadav

Gam hatsiporim atsman eynan yod’dt
T [mi kitsets lahen kanaf
Eefeta ulfit dm hen afot kah baavir

8 Notdt el tsad . .
Veaf dam eynd notef veeyn heker ki
Hayu stey hnafayim lehaavir flehol tsipdr

Levavot dihsifm mehaha lehatam____
! Ahsav eyn yoter lehatam.

Bidvar elohfm kemd vahalom nehteha hanaf 
Veal mekdm hahituh hatam.

AMPUTATION OF THE WING

עבות לא בבקר ולפתאום לפתע
נדף הצומח כל וריח
אחת" כנף במין עפות הצפרים וכל

 1ב;ךי נטל לא והוא בכך רואן לכל אללי
סחט! ולא עיניו ענבי את

??ח לי׳[ קצץ מי יוךעות אינן עצמן הצפרים גם

עפות הן ולפתאום לפתע
צד- אל נוטות

 צפוי לכל כי הכר ואין נוטף אינו דם ואף

להעביר כנפים ק!תי היו

להתם מהכא דכסיפין לבבות
להתם. יותר אין עכען !

נחתפר בחלום כמו אלהים בךבר
חתם• החתוך מקום ועל

I ן" / aPPeared m 1955 in “At a Time J- When the Face Is Covered,” a series 
of poems־> whose theme is estrangement, 

the Face referring both to God’s and the 
speaker s. In the stark title poem of the series, 
with *Th ’ ״ C°Vering itSelf” paradoxically 
with the autumn of its summer,” tells 
how God has bestowed-forsaken the earth 
o men:/ Do with it what you will, I shall 

hide my face from you—/ He said as He 
en ere is heavens and became silent.” The 
predominant note of these poems is a bitter 
yncism quite different from the rage of 
reen erg s earlier, “prophetic” poems. The 

directness is muted and the imagery works 
'arge'y through allusion and symbolism.

(1; All,of a sudden one cloudless morning (a) 
And the fragrance of all growing things spread

U ) And al1 the birds flying with a 

sort of single wing . . . (4) Woe t0 him wh0 saw 
them thus and did not take in his hands (5) The 
SraPes of his eyes and did not press (them)!

(6) Even the birds themselves do not know who cut 
off their wing (7). All of a sudden they fly thus 
through the air (8) Inclining to [one] side

And no blood at all drips and there is no sign 
that each blrd (10) [Oncg] J
which to transport

(n) Longing hearts from over-here to over-there 
,, ~Now that there is no longer any over- 

ere (13) By the Word (command) of God as if 
tn a dream a wing has been severed (14) And the 
place of the severing He has sealed.

Two kinds of meaning, that of nightmare 
and that of waking reality, are interfused. At 
first reading, all we perceive is an intensely 
visual rendering of some ineffably horrible 
experience, in terms as untranslatable and
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been viewed with nostalgia and yearning 
(cf. “Martyrs of Silence,” p. 68), suddenly 
appear one “clear morning” as horribly 
and senselessly mutilated. The amputated 
wing itself symbolizes the murdered kin, 
and in line 12 we learn that the “over-there,” 
once the land of the heart’s desire, no longer 
exists. The birds’ grotesque flight is com- 
pletely aimless now: they have nowhere to go.

Line 11, except for the word levavot 
(“hearts”), is in Aramaic. This transition 
from Hebrew to Aramaic and the riming of 
the repeated (11-12) Aramaic hatdm (“there”) 
with the Hebrew hatdm (“sealed”) in line 14 
is both striking and natural, and gives great 
finality to the conclusion. The varying length 
of the lines effectively counterpoints the 
natural pauses of the speaking voice through- 
out the poem.

Rimed lines, for the most part couplings 
through identical or similar sound of differ- 
ently spelled words (e.g., naddf-beyadav), 
alternate with unrimed lines, to create a 
subtle rhetorical pattern. The rimes are: af 
and dv endings—2, 4, 6, 13 ■,at and ad endings 
—3,5,8; avir—y,10; atam—11, 12, 14.

— ARIEH SACHS

inexplicable as those of a dream. Line 13 
may suggest that the surreal landscape 
portrayed in the preceding lines has indeed 
been witnessed in a nightmare or vision. Yet 
the opening of the poem gives the setting as 
a “clear morning,” thus creating the delib- 
erate opposition between dream and reality 
that gives the entire poem the strange vivid- 
ness of something seen simultaneously with 
the inner and the outer eye.

The shocking appearance of the single- 
winged birds (3) creates a visceral tremor; the 
horror of the sight is beyond words, making 
the viewer wish to pull out and crush “the 
grapes of his eyes” (5). The final word— 
hatdm (“sealed”)—makes of the entire expe- 
rience a sacrament of irrevocable loss.

But if the immediate impact of the poem 
depends on the appeal of its surrealistic 
imagery to primordial fears of mutilation, it 
does lend itself to more discursive discussion 
as well. Many of the migratory birds which 
seasonally pass through Israel originate in 
Europe. In lines 10-11 we learn that each 
bird “once had two wings with which to 
transport/ Longing hearts from over-here to 
over-there.” The birds, then, that before the 
annihilation of the people in Europe had 

Simon Halkin 

to tarshish • tarsIsa • תרשישה

readers of English for his Modern Hebrew 
Literature: Trends and Values, and to readers 
of Hebrew for his verse, novels, criticism, and 
his translations of Whitman and Shakespeare 
in particular.

The trained reader will see in Halkin’s 
poetry a confluence of various traditions 
experienced and grasped deeply. Moral and 
mystical concepts of Judaism clash with a 
European intellectual heritage as well as

Born in White Russia in 1899, Simon 
Halkin emigrated to the United States 

in his fifteenth year. Following his university 
studies in New York and Chicago, he came 
to Tel Aviv in 1932 where he remained as 
a teacher until 1939. He returned to America 
for a decade. In 1949 he was called to the 
Hebrew University to succeed the late 
Joseph Klausner as Professor of Modern 
Hebrew Literature. Halkin is well known to 
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