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ALONE • LEVADI* - ילבך

Kiilam nasa hariiah, kulam sahaf haor.
Sira hadasa et-boker hayeyhem hirnina;

3 Vaani, gozal rah, nistakahti milev 
Tahat kanfey hashina.

Badad, badad nisarti, vehashina af-hi 
Knaf yemina hasvura al-rosi hir’ida.

7 Yada libi et-liba: harod harda alay 
Al-bna, al yehida.

 האור, סחף כלם הרוח, נשא כלם
 הרנינה; חייהם את־בקר חד^ה שירה
 מלב מסתכחתי רך, גוזל ואני,
השכינה. כנפי תחת

 אף־היא והמכינה נעזאו־תי, בדד בדד,
 הךעידה על־ר־אשי העזבורה ימינה כנף

 עלי׳ חלדה חרד את־לבה: לבי כ יד
על^חיזיז^ ^על^בגה^

gotten flit, from the hearts of all J (4) Under the 
wings of the Shekinah.

The Shekinah, one of the most beautiful 
expressions of Jewish mysticism, is the femi- 
nine aspect of the deity, the personification 
of God’s love for His people. According to 
legend, she was exiled from heaven- together 
with them and she wanders to and fro, an 
outcast from the worlds of above and below, 
finding her only home in the hearts of this 
people. Here the Shekinah, assuming her 
traditional embodiment as a mothering 
bird, struggles for the speaker’s soul, but she 
does so without compulsion; her very passiv- 
ity is her power.

(5) Solitary, solitary I remained, and the 
Shekinah, too; (6) She fluttered her broken right• 
wing over my head. (7) My heart knew (under- 
stood) her heart; she trembled with anxiety over 
me (8) Over her son, over her only [son].

Lines 48־ call to mind a popular love poem 
by Bialik in which the man urges his beloved: 
“Take me in under your wing/ And be to 
me a mother and a sister/ And let your bosom

“ A lone” expresses the central motif of 
IX. Bialik’s work: the struggle between 

Judaism and Western secularism; between 
the old and the new, faith and doubt, 
accepted truths and those still unexplored; 
between inhibition and abandon, the house 
and the world outside. Much like the speak- 
er’s own home in “Upon My Return” (pp. 
20 f.), the setting of “Alone”—the House of 
Study—is a place of both desolation and 
refuge.

In both poems the “I” is separated from 
those around him but in “Alone” (1902) 
the speaker has never left his environment; 
hence the interrelationships are more com- 
plex. In the earlier lyric, he encountered the 
elderly couple and the house “pets,” all of 
whom were so deeply absorbed in themselves 
that they didn’t even look at him. But in 
“Alone”:

(1) The wind carried all of them away, the 
light swept all of them away, (2) A new song 
made the morning of their lives exult with song; 
(3) And I, a soft fledgling, was completely for
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Kvar nitgarsa mikol hazaviyot, rak-6d
Pfnat seter someyma uktana nis’ara—

11 Beyt-hamidras—vatftkas batsel, vaehi

 רק־עוד .הזויות, מפל נתגרעה כבר
 — נשארה וקטנה שוממה סתר פנת

ואהי בצל, ותתכס — בית־המךרש
בצרה. יהר עמה

 לאור, לחלון, לבבי ובשפלה
— לכנפה מתחת המקום וכשצר־לי

fma yahad batsara.

Uhsekala levavi lahalon, laor,
Uhsetsar-li hamakom mitahat lihnafa—

15 Kavsa rosa bihteyfi, vedim’ata al-daf 
Gmarati natafa.

Here? bahta alay vatitrapek alay, 
Uhm6 saha bihnafa hasvura baadi:

19 “Kulam nasa haruah, kulam parhu lahem 
Vaivater levadi, levadi . . .”

 על־דף וךמעתה בכתפי, לאימה כבשה
נטפה. גמרתי

עלי, ותתרפק עלי בכתה הרש
בערי: השבורה בכנפה שכה וכמו

 להם, פרחו כלם הרוח, נשא כלם »
« לבדי... לבדי, ואותר

 מאד, עתיקןה של־קינה סיום וכעין
כאחת, וחרדה תפלה^בקשה וכעין

Uheeyn siyum sel-kina atika me6d, 
Uhe^yn tfila, bakasa vaharada keahat,—

23 Sam’a ozni babihya haharfsit hahi 
Uvadim’a hahi harotahat—

 ההיא החרישית בבמה אזני שמעה
— הרותחת ההיא ובדמעה

designation for the Enlightenment—the same 
light that had drawn away all the people 
who had once lived in this house (1). Dole- 
fully he finds the space under her wing too 
narrow to contain him (14) as he thirsts for 
all that lies outside this window opening onto 
the secular world—a world far removed 
from the stifling confines of traditional 
existence.

In a poignant moment in another Bialik 
poem (“Before the Bookcase”), the wind 
(ruah) blows out the candle when the loss 
of faith takes place. The wind is the new 
spirit abroad in the world, for ruah means 
both spirit and wind. Similarly in his cele- 
brated long poem about the diligent Talmud 
student (“Hamatmid1894) as well as in 
other works by Bialik, terms of this type— 
wind, light—are used to represent secular 
wisdom, liberation, and love for the world 
of nature—whereas the constraints of the 
tradition are symbolized by the Talmud.

be my head’s refuge,/ The nest of my for- 
saken (exiled) dreams.”

(9) She has already been driven from every 
corner, only (10) One hidden nook, desolate and 
small, remained— (11) The House of Study— 
and she covered herself with the shadow, and I 
was (12) Together with her flit, sharing] in the 
distress.

(13) And when my heart yearnedfor the window, 
for the light, (14) And when the place under her 
wing was [too] narrow for me, (15-16) She hid 
her head in my shoulder, and her tear dropped on 
my Talmud page—

The two solitaries differ from each other. 
They touch and yet they do not touch. Both 
are forsaken and helpless as they meet in a 
secret, desolate corner where she huddles. For 
she has been “driven away” from all those 
places where she might have found her proper 
dwelling. While she, disconsolate, covers 
herself with shadow, he yearns impatiently 
for the window and its “light”—a current 
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Shekinah’s relationship to the speaker, and 
in stanzas 3-4 the contrast between the old 
and the new.

Surely no less remarkable is Bialik’s way 
of using biblical materials. Line 12 brings a 
touch of surprise with its echo of Psalm 91:15, 
in which God says of the faithful: “I am with 
him in [his] trouble” and Bialik’s human 
speaker says of God’s spirit, the Shekinah: 
“I am with her in [her] distress.” Line 14, 
however, brings something quite unexpected. 
The phrase “the place is [too] narrow for me” 
is drawn from Isaiah 49:20 but in Isaiah it is 
the many children of Israel who say this at 
the time of their redemption. In our poem, 
it is the constriction of the spirit in a world 
that has not yet been redeemed. Again, line 
8 refers to the sacrifice of Isaac (Genesis 
22: 2). In Isaac’s case the story leads to a____________
theophany promising redemption, whereas 
Bialik alludes to the tragic termination of 
the covenant. Such alterations of meaning, 
disrupting the traditional intent of the pas- 
sages they evoke, might be taken to indicate 
that for the speaker of the poem his Bible no 
longer means what it once had meant.

He never decides either to remain or to 
leave the House of Study. This tormented 
indecisiveness is emphasized by the way in 
which the poem does not seem to know how 
to end. Stanzas 5 and 6 lack closing punctu- 
ation. Moreover, an urge to break from the 
control of the meter is conveyed by the many 
leaps between the lines within the stanzas. 
One has the sense of an impatience striving 
against bonds. At the same time, each stanza 
is drawn up short with a 2- or 3-stress closing 
line playing against the anapestic tetrameters 
that precede. In terms of rhythmic structure, 
these two forces—the urge to control (also: 
to remain) and the urge to break out (also: 
to leave)—are unequal. The pressuring force 
is stronger than the force that binds.

-  TUVYA RUBNER

The speaker in “Before the Bookcase” had 
abandoned the Judaism of tradition: he 
returns from the “foreign isles” with “wrin- 
kled forehead and wrinkled soul.” Trying to 
recover his old, lost faith in the worn pages 
of the holy scrolls, he discovers that “no 
longer do open eyes look from your letters 
into the great depths of my soul” and “no 
tear trembles on [my] eyelid.” The letters 
are “like beads of black pearls whose string 
has snapped.” The quest to return ends with 
his realization that there is no return. In 
“Alone,” written eight years earlier, no 
decision has been reached— and there ap- 
pears to be no way out:

(17) Silently she wept over me and enfolded me 
(18) As though shielding me with her broken 
wing: (19) “ The wind carried them all away, they 
have all flown off (20) And I was left alone, 
alone . . .”

(21) And something akin to the ending of a 
very ancient lamentation (22) And something akin 
to a prayer, a supplication-and-trembling: (23) 
My ear heard in that silent weeping (24) And in 
that tear, boiling—

The title word—levddi—appears at only one 
place in the poem (20). The literal transla- 
tion is “my alone,” and it is worth noting 
that this inflected possessive form is reserved 
for the lament of the Shekinah, a variation 
of the speaker’s opening words.

The poet and critic Ludwig Strauss pointed 
out an interesting parallel in the sense of 
confinement between the structure of the 
poem and its central idea. The six stanzas 
seem to form three “brackets” of a closed 
system—1-6, 2-5, 3-4—and such bracketing 
appears on two levels. Note, for example, 
how line 21 reinvokes line 2 (to join stanzas 
1-6) and how line 20 reinvokes line 5 (to join 
stanzas 2-5). Similarly with the use of motifs. 
In stanzas 1-6, we see that the speaker is both 
aware of the new world (1) and yet bound in 
the old (6). In stanzas 2-5, we observe the
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