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Abraham Shlonsky

THREE OLD WOMEN
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Jadrev haafor al vad habiyit halavin

Yosvat salds zkeynot vetsofiyor el nihehin.
3 Vehis saviv,

Keilu bim'ufé kafa pic’én hadiyit.

Salds zkeyndt yosvot al yad habavit.

6 Umi-schi dumim sorég meidl rogin  sky =%

Puzmak kahol bandsah hayasan. ®ehvithes of

Oy TN TR, . . ' N Omngn,
Tsnefat zahav badfek mitgolélet.

9 Salds zkeyndt rau leféta yéled.

Salds zkeyndt hit’orert pit’ém
Veneenhti: miskén . . . vaddy vatém . ..
12 Veahar-kah nigsu. Litfdhu al haléhi.

Hayéled hitbonén—vehitparéts bevéhi.

Veahar-kéh ba layil, keytfélcd lo-muvén, <Rl —»
Sligped aula :

15 Salds zkeyndt hamkd el toh habdyit halavan. "jn+

Vehis saviv. e
# circleN

Rak éyze ilavén od hithogég kedyit
18 Medl ledaf safsdl, senitrokén al-yad habayit.
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his poem comes from the last section of
Stones of Chaos (Aunéy Bihu, 1934). In
contrast to the intimate, nostalgic tone of the
1927 volume in which “Toil” appeared,
Stones of Chaos is permeated by the sense of
crisis that pervaded Europe and Palestine
in the thirties. The book contains Shlonsky’s
Paris poems (he had spent much time in that
city), poems about building the homeland
which are now darkened by the foreshad-
owing catastrophe, short introverted lyrics,
and odes of an apocalyptic mood. For all of
Shlonsky’s meticulous riming, constructing,
and skillful playing with verbal meanings,
one senses a disrupting world. Then suddenly,
in the last section, one finds poems of child-
hood that speak of the poct’s growth as an
artist in a milieu in which Jewish and non-
Jewish influences interplay: . . . Maimonides
looks upon the portrait of Bakunin.”

Placed Dbetween two autobiographical
poems, “Three Old Women” seems out of
context. Its atmosphere and its terms of
reference are universal whereas the other

poems move between the poles of childhood
and old age. Our pocm seems to be unique in
halancing an epic-like sweep with immediate
observation:

(1) In the gray evening, by the white house, (2)
Three old women sit, looking (out) before them.
(3) And silence (is all ) around. (3) As though
the hawk suddenly froze in (his) flight. (5) Three
old women sitting by the house.

The first impression recalls a Dutch genre
painting and line 3—ehds saviy (“silence all
around”)—confirms the static quality. But

- with the introduction of the hawk, the silence

becomes charged with a sense of terror—the

verb “froze” is hardly reassuring. Line 3
makes an effort to restore the quictude, [

, repeating the first impression.
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Amir Gilboa

MOSES - MOSE - fyn

As in our opening poem, “Moses" depends
on a dream quality, a highly individual |
use of biblical material, and a counter- j
pointing of adult and childhood experience.

But there all likenesses end.

In the opening stanza the speaker imagines |
himself a child who is imagining himself an

‘adult. In this role, he approaches the great
general to offer him some strategic advice.

(1) 1 went up to Moses and said to him: (2)
Place the armies thus and thus. (3) He looked at
me (4) And placed them as I told him to.

(5) And who did not see me then in my glory?
(6) Sara from childhovd was there (7) In whose
name I had planned to build a city. (8) The long-

legged one from the girl-workers’ Jarm was there.
(9) And Melvina from Rabbat in Malta. (10)
Dina from the Italo-Yugoslav border. (11) And
Ria from the Lowlands in the North.

(12) And very proud, I hurried to Moses (13)
To show him the right way (14) When suddenly
it became clear to me (15) That she who within
my name (16) Is carved and rightly (firmly ) emplaced
—(17) Was not [present].

(18) Moses Moses lead the beaple. (19) Look,
I am so tired and I wish to sleep some more (20)
I am still a boy.

The tone in which all this is recounted is
playful, and the effect is not simply that
of a child seriously telling about a fantasy of

#¥2 a7 ngn 9y sno
REARER D
*3 %2007 A

CENRRY 7 1

PTID3 1R IR XY m
. 3. T T T o

MT2E 12 1P oY amy
Y D37 pizn Anw byw

Di%pipaTmmn o%a=noax ov ann
TSN SGM Temy ey i N S 0 )

MPRA WX Paw mbn Ann
LU = e L AL K TiY
~2%ohra=pbenn Laman men’
*v - ¢4y e o
JiD¥aw abowon nemy
vew : S Rl v

ngh SR *pann TRp gEsy
/[ mism 9773 inininb
I S e G:
aknoh 5 9inm
—td e =3 TS

Swddealy bfczme c\Cey
me

— mid nnn

oy ¥ iy

J13PR

e -

-BYR DX Amp nwn non
TT v B 3 v v

T 1Py nyin my 72722 1% ,axn

S MTiY R
} 41 TV R

glory, but of a man recognizing the child
alive within him and adopting the voice
appropriate to that child. For the adult is
the child—and yet the disarming naivete is
paradoxically mixed with a detachment that
is present not only in the initial playfulness
but also in everything that follows,

This double point of view—of naivete and
detachment, of childlikeness and maturity—
gives the special flavor to the listing of girl-
friends; they are invoked in order to witness
the man-child’s influence over his hero, Not
only is the tone adult in its playfulness; the
catalogue itself could hardly have been com-
piled by an inexperienced youth. Ranging
from the childho.wcethcart to the “long-

WY Jina wR it 3

Nigésti el mosé veamarti lo:
Aréh et hamahanét kah vehah.

3 Hu histakél bi :
Vearél.} lefi geamarti.

Umi lo rad az bihvodi!
V' Hayt4 sam séra min hayaldut
7 Sedl sma tikanti livnét ir.
) Hayt4 gam arukat-haragldyim
: [mehavét-hapoalét,
Haytd melvina merabit asér bemalta.

10 Dina mehagwiil haitalki-hayugoslavi,
Veriya mehasfeld sebatsafén.,

-

Vege’é meéd mihérti el mosé
13 Lehoroté hadéreh hanhona
ch;ghvér li lefit’ém 13
Ki zo agér betéh smi
16 Harutd unhona—
Eynéna.

Mosé mosé hanhé et hadm.
19 Re’é, ani kol-kih ayéf verotsé lisén od
Anf{ odi niar.

legged one from the girl-workers’ farm”
(havdt poaldt: the pioneer farms which trained
women for agricultural work)—whose name
has evidently slipped from the speaker’s
memory—the parade of amatory experiences

_is both considerable and varied. References
to Malta, the Italo-Yugoslav border, and the
Netherlands Plain indicate that the speaker
has spent a good deal of his life in wandering
homelessly from one part of the globe to
another, specifically from the North down
to the Mediterranean.

Although the recollections hardly recount
an easy or secure existence, the tone through-
out the poem is bright and exultant, There
is joy in this piling of memory upon ‘IOI’Y
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he poetry of Lea Goldberg shows strong
T affinities for the Symbolists of both
Eastern and Western Europe. Born in
Kovno, Lithuania, and educated at the
Universities of Kovno, Bonn, and Berlin,
she became thoroughly familiar with Rus-
sian and German literatures. (She has also
done a great deal of translating from these
languages and from Italian, English, and
French as well.) She settled in Israel early
in her carcer, Jjoining Shlonsky’s circle (see
P- 75) soon after her arrival in 1935.
Although associated with the modernist
movement of the thirties, Lea Goldberg uses
traditional verse forms. Her modernism s
reflected in the conversational style of her
work and in her rejection of both the rhetoric
of her predecessors and the bombast of some
of her contem ries. A taste for simplicity

Veréges ze eynénu ydyin mesumér:
Hu lo nihiy4 harif yotér, af lo yotér muslam.

Rak bo hen megilst hayéynu hagnuzét
Vehél asér “kara beyntdyim baolim®.

Sney anasim, ahén, sney anasim zarim
Misnéy evréy hathém sel héres veeyma.
Afilu al kivréy meytéynu haykarim

Lo od nomar hayém ota tfil4 atsma.

leads her to limit her symbolic vocabulary to
the familiar, investing everyday words, im-
ages,rhythms,and even rimeswith astonishing
freshness. !

She is one of the few poets of her generation
to eschew ideological versifying. She writes
about such universal matters as childhood,
nature, love (especially mature love), aging,
and death. And her poems are highly personal
and introspective.

“After Twenty Years” is an encounter
between two estranged lovers. The point of
view is the woman’s, and the first part of the
poem is conversational in the extreme. The
lincs are long and for the most part hexa-
meters, but the predominant jiambic meter
is varied sulficiently to give the illusion of
living speech. The opening is a'efully
exccuted pastiche of clichés: ;
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————

(1) Twenty years—and as it's customary lo say
— (2) “Zes, something has happened meantime
in the world”— (3) And this JSeeling isn’t pre-
served (aged) wine: (4) It doesn’t gain in strength
or perfection [lit. become stronger or more perfect ].
With the unobtrusive reference to “preserved
wine” (3), the religious symbolism that will
soon dominate the poem is introduced. The
Jdyin hamesumdr is that wine which, before the
earth was created, had been prepared for the
righteous to enjoy in the world to come.

European poets, before the rise of secu-
larism, could write about love as they would
of a religious sacrament, and in Romantic
poetry love would become a substitute for
the sacred. But with the collapse of such
“secular religion,” love lost its eternal
dimension: the metaphor broke down. And
yet the fact that love is now seen 3 ephemeral
cannot deprive it of emotional poignancy:

(5) No, belicve [me], it’s not your aging hair—
(6) Perhaps only your indifferent and unembarrassed
expression, (77) Only in it are the hidden Jcrolls. of
our lives (8) And all that “has happened meantime
in the world.”

(9) Two people, yes, two strange people (10)
On either side of the abyss of destruction and terror.
(11) Even over the graves of our dear dead (12)
Today we'll no longer recite the very same prayer.
There is only one repository for the memory
of the lovérs and of their tragic history that
followed. the “indifferent and unembarrass-
ed expression” of his face. And the memories
themselves are “hidden scrolls”—apocrypha
rather than the authentic thing. Personal
tragedy, moreover, is connected with the
European tragedy common to both (11), but,
ironically, time and history (10) have drawn
an everwidening gulf between them.

With the second part of the poem, the
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conversational hexameters shift into a ritual-
istic three-beat staccato which can barely
contain the swell of emotion. The lines grow
clipped, short; the rime pattern (abab),
which was unobtrusive in the first part, now
drums a funereal tempo (aaax, bbbx, ccey,
dddy) ; and religious imagery takes over:

(13) Two tens of Jears [minyanim ], (14)
Legions of white days, (15) Two tens of years
[minyanim] (16) Which haye become a desolate
desert. The image of the minyanim (13, 15),
the synagogal quorum, calls up memories
of swaying men wrapped in white prayer-
shawls: white shawls, white shrouds, white
days, merging into a desolate desert as
faith disappears.

(17) Don’t start now, for God's sake! (18)
There’s no knowing who’s to blame. (19) As

19

23

27

I

Sney minyanim sel sanim
Ligyonét sel yamim levanim,
Sney minyanim sel sanim
Sehayu lemidbar-smama.

Al tathil, lemaan hagém!
Eyn laddat mi haagém.
Ketamid: at4 agém
Vaan{ agema.

Kah mutal beynéynu hazmén,
Hasanim agér zav damaén,
Hamét hayakar, hazman,
Tehé nismaté tsrurs . . .

Vaanihnu misnéy avarav
Keoyvim aharéy hakrav,

Umeytéynu bisdé hakrav
Veéyn kapara.

always: you're to blame (guilty) (20) And I'm
to blame (guilty).

(21) Thus, between us, is time laid out: (22)
The years whose blood has Slowed, (23) Time,
the dear dead one, (24) May He Rest in Peace Fare

(25) And we are on cither side of him (26)
Like enemies afler battle, (27) And our dead
[lie] in the battlefield (28) And there is no atone-
ment. o

Our “dear dead” have been destroyed.
Line 24 repeats a key fragment from the
requiem “El malé rahamim,” which in its
full form means “May his soul be bound up
in the bond of (eternal) life.” The “victim”
of the battle of love is Time, the personifi-
cation of the lovers’ estrangement. And there
is nothing that can be done to atone for
this crime of estrangement.

— EZRA SPICL{ANDLER
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Lea Goldberg

TEL AVIV 1935
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Tel Aviv in 1935 was a small town which
changed its character with every arrival
of shiploads of refugees. Many of these
newcomers were Europe-weary Jews who had
seized hold of Zionism out of despair and who
were often assailed by doubts as to whether
Zionism’s goals could ever be realized. The
cruel brilliance of the landscape—so strange
to East European eyes—exposed every doubt,

TEL-AVIV 1935

1935 2°3X~2n

Hatranim al gagét habatim hayt az
Ketornéy sfinaté sel koltimbus
Vehél orév seamad al hudim

Bisér yabéset ahéret,

Vehalht barhév tsiklonéy hanos'im
Vesafi sel é:ﬁ,tf zard

Hayta nin’étset ‘beyém hahamsin
Kelahav sakin kara.

Eyh yahdl haavir sel hair haktana
Lasét kol kah harbé

Zihronét yaldit, ahavét senasrd,
Hadarim serokni ey-bazé?

Kitmunét mashirét betéh matslema
Hithaph leylét héref zakim,
Leylét kayits gsumim semeéver léyém
Uvkarim afeylim sel birét.

Amoow o o
Vekdl tsaad t:)(féf aharéy gabha
Siréy léhet sel tsva nehar,
Venidmé—ah tahzir et rogha uvayam
Sai%}izneysiyét i}'bé.

enlarged every illusion, and, above all,
aggravated the frightening strangeness of the
Mediterranean city:

(1) The masts on the house-roofs were then
(2) Like the masts of Columbus’ ship (3) And
every crow (raven) standing on their pinnacles
(4) Announced a different shore. The ocean does
not stop at this shore. Like the sensation of
motion that often stays with a seafarer after

!
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he has disembarked, the sense of wandering
persists in the speaker even though he has
landed—at “home.” Moreover, this new city
has no fixed character—so the lines suggest
in the allusion to the raven-crow that Noah
had sent out to discover whether the flood
had receded and which had come back with
a negative reply. Each raven brings back
tidings of a different shore:

{5) And the travelers’ knapsacks walked down
the street (6) And the language of a JSoreign land
(7) Was plunged into the Hamsin (sirocco) day
(8) Like the blade of a cold knife.

(9) How could the air of the litle city (10)
Bear so many (11) Memories of childhood, of
loves which dropped away, (12) Of rooms which
were emptied somewhere?

(13) Like pictures blackening in a camera, (14)
"They] were reversed: clear winter nights, (15)
Rainy summer nights [of ] overseas, (16) And dark
mornings in (of) Capitals.

Loves that withered (on the way to the
new homeland) and “rooms that were
emptied somewhere” (11-12) suggest far
more than family and familial love. The
semi-tropical climate of the strange new
city inspires feelings of nostalgia, for the
“clear winter nights,” for the “dark mornings
in [foreign] Capitals” (14-16)—far from the
provincial sunny settlement—and for “rainy
summer nights” (15). At the period of this
poem, newly arrived artists and writers
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NOT MOMENTS OF SLEEP

Not moments of sleep nor sweet dreams do I see in you,
Nature - onlf feeling and storms of battle
On the lofty height of your hills and in your deep pits
In the depths of the desert and in the shadow of a
cloud’'s hiding-place.
When my soul mourns and my wounds cry out,
When my hopes wither like a rose in autumn,
Then I go to a place where bregaers roar,
To a place where a great and ancient rock rises
— from its g&iffg:

©
Then I am shamed by the waves fighting with the rocks,
who, after being crushed, return momentarily
And row upon row arises, wave prevails upon wave;

I am shamed by the rocks, who, in their splendor

Under the blow of the breakers, under their
multitude

Close their hearts and raise their heads aloft.
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or perfection {lit. b“,omc ”;0"!'7”:rtgl“pr/cs{rvcd (9) Two people, yes, two strange people (10) ) ; Mm% DUnhY Sney — MY vy Lsrim si}na———ubmé scnohagim lom:r E
v trusive reflerenc : 4 . 4 y 3 . h I : T e . i 7 g - ; s
With tl;c)urx)‘: ::li ious symbolism that will On either side of the abyss ofdc.rlruc{lzon ::Indd!c(rror) : I — « Yy oINI AP Ay gp » Ken, maschu kard beyntayim baolim”.— %
wine” (3), the religious symbohsiy . E the praves of our dear dead (12 ‘ { YOu ey e 2 , ; 4 1 : # ;
! T 1t ven over the g e ReYoy ] 93y 4 . sl %!
soon dominate the poem is mt.xodnccd. T:lc (Toazo we'll no longer recile the very same prayer. i ' : "7@{”3 NI m 2R ) Vcrcgcs-zc cynénu ydyin mesumdr: 1
: ydyin hamesumdr is that wine which, br(:lfc;rc t}:c Thcr)é is only one repository for the memory ! A%%n A kY A e em RS w1 Hulo nihiyd harif yotér, af lo yotér musldm. i!
{ - ; d been prepared for the . g R :
; eReths e crcatc.d, hz? 4 ‘Il)d to come.  of the lovers and of their tragic history that Pl A W &S 4 ; e 3
a righteous to enjoy in the wor followed: the “indifferent and unembarrass- _ t 1] = DR R N30 RS enn Lo, haamén, lo seyvatha hi zot— I
\ : i - followed: ; 2} e . . ¢ Tt DA i1 :
; Europcan pocts, before the ns;: of Scc‘]ld ed expression” of his face. And the memories ,D?p;ﬂ&‘?) VMR quan p ?me  Uldy rak mabathd adis velo nihlam, i
'. arism, could write about love as they WOU' ‘ ' e s"—apocrvoha { ) R i T . a1 - . y
Lﬁfr: rcligious sacrament, and in Romantic  themselves are “hidden scrolls”—apocryp ¥ mng 1_1~"r17m‘7;_g_, 119 P9 7 Rak bo hen megildt hayéynu hagnuzét ;

rather than the authentic thing. Personal
tragedy, moreover, is connccted with the

but
“sccular religion,” love lost its cternal Europcan tragedy common to bo:;\(,::l()f,-aw,;
i ’ - . . =
\ : ion: the metaphor broke down. And ironically, time and_h_n‘sﬁtg;,y (10) draw
| et the fae an_everwidening gulf between them.
~ With ‘the sccond part of thc poem; the

poctry love would become a substitute for

v A Tir ] T ¢ ,)O aser kal A b(:ynt'd ylm b’lol" m )
f }
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cannot dcprive it of emotional poignancy:

N 5 LN W - \“7'> 2 J'f ; S )é)\ ¥ 1 Thc poctry of Lea Goldberg shows strong leads her to li_riij_b_gl;iym_lgol_ic vocabulary to
; AR {4 - i aflinitics for the Symbolists of both the familiar, investing everyday words, im-

Eastern and  Western FEurdpe. Born in ages,rhythms,and even rimeswith astonishing
Kowvno, Lithuania, and cducated at the freshness, k!

Universitics of Kovno, Bonn, and Berlin, \”Shs is_&(\)‘gc\?ql;thc[‘c\vpocts of her gencration
! she became thoroughly familiar with Rus- o eschew ideological versifying, She writes
© Lsian and German literatures, (She has also about such universal matters as childhood,
done a great deal of translating from these nature, love (especially mature love), aging,
languages and from Ita]ian,. English, and * and death, And her poems arc highly personal

- 4 French as well.) She settled in Isracl carly  and introspective,

i in her carcer, joining Shlonsky’s circle (sec “After Twenty Years” is an cncounter

4 P. 75) soon after her arrival in 1935. between two' Q‘g‘t'_r;a_.‘ir\,:g;::ijgycgg The point of
; ; Although associated with the modernist  view is the woman’s, and the first part of the

movement of the thirtics, Lea Goldberg uses  poem is conversational in the extreme, The
traclitional verse forms. Her modernism is lines are long and for the most part hexa-
reflected in the conversational style_of her  meters, but the predominant iambic meter
i work and in her rejection of both the rhetoric © s varied sulliciently to give the illusion of
el her predecessors and the bombast of some living spcech, The opening is a carcfully
v { of her contemporarics, A taste for simplicity  executed pastiche of clichés:
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THE TREE SINGS TO THE RIVER iy
/
) HAETS SAR LANAHAL - 2m%7 W yva 5y
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F o AWIT N0 DR RPY WX (Asér nasd.et stavi hazahiv, ) \ )
)P /73 n2%Wa w1 nx Et damf besaléhet garaf, i
=AW 0D 23R ARTY WR 3 Asér yir'dlavivi ki yagtiv Ay
P8 R nown oy Im tkufit hasana clav, 8
1Y% T3iRy L 5Ma AN - (Ahf handhal) haovéd laad,
TR 3(}?5} oo ‘”"Jl” Hchadés yom-yém, vcaher vechad, ARN
TRV W 12 07 MR 7 (Ahi ixazerem beyn sncy hofav )4
2NDY AR 3 MinD B9 Hazorém kamém bcyn aviv ustdv.
,‘ﬁ_‘.‘)tl RYINITOUN D Ki anf hanitsin vaani hapri,
e A3V IR TNY IR Anf atidi vaanf avarf,
e APIYT VB MR 10 Anf hagéza haariri, ol i +
- © W)l — anR) Veatd—zmand vesird,

Our two lyrics are from five “River
Songs™ which bear the superscription
“The Choir of Small Voices,” a literal ren-
dering of line 6 of the first of Verlaine's
“Ariettes Oubliées.” The first poem distin-
guishes the river from the stone, “I,” sings
the river, “am the cphemeral and she
{the stonc] is the permanent (existent), She
is the mysteries of creation, and I their
~velation ..." We are presented with a

sculine” and a “feminine,” Dynamic

! everchanging, the river is the masculine
clement of “Becoming,” in contrast to the
s'onc which in its stability suggcsts “Bcing ”?
\_Inngc and becoming. In the versc before
us, however, a new spcaker appears: the
tree, The tree addresses the river:

) [He] who carried my golden autumn, (2)

.

Swept away my blood with the leaf fall, (3) [He]
who shall see my spring when it returns (4) To him
with the turning of the year,

(5) My brother the river, who is forcver lost,
(6) New cach day and different and one (one and
the same), (7) My brother the stream between his
two shores, (8) Who streams as I do belween
spring and autumn,

(9) For I am the bud and I am the fruit, (10)
I am my future and I am my past, (11) I am the
solilary tree trunk, (12) And you—are my time
and. mny song.

The river is not changed by the scasonal
cycles as the tree is changed, for the river
is an external phenomenon which reflects
what gocs on within the tree, carrying away
the leaves that the tree casts ofl. “The river,
then, is process: it is movement and time;
and yet, though in constant flux (“new cach
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conversational hexameters shift into a ritual-.
istic three-beat’ staccato which can barely
contain the swcll of emotion, The lines grow
clipped, short; the rime pattern (abab),
which was unobtrusive in the first part, now
~drums a funcreal tempo (aaax, bbbx, cccy,
dddy) ; and rcligious imagery takes over:

(13) Two lens of years [minyanim], (14)
Legions of whité days, (15) Two tens of years
[minyanim ] (16) Which have become a desolate
desert, The image of the minyanim (13, 15),
the synagogal quorum, calls up memorics
of swaying men wrapped in white prayer-
shawls: -whitc shawls, white shrouds, white
days, merging into a dcesolate desert as
faith_disappcars,

(17) Don’t start now, for God’s sake! (18)
There's no knowing who's lo blame. (19) As

> /L@

n
V4 ’ 4
Stey min ydnim sel sanim p
/
m}onot scl yamlm Icvamm,

Sney minyanim scl qamm

/
Schayt lemidbar- <mam4

Al tathil, lemdan hagém!
LEyn ladaat mi haasém.
Kcetamid: atd as¢m

Vaani ascma.

Kah mutal bcyncynu hazman,
Hasanim asér Zav danmn,
Hamét hayakar, hazmdn,

Tché nismatd tsrurd . .

Vaanahnu misnéy avarav
Kcoyvim aharéy hakriv,
Umcytéynu bisdé hakrav

Veéyn kapara.

‘

always: you're to blame (guilty) (20) And I'm
lo blame (guilty).

(21) Thus, between us, is time laid out: (22)
The years whose blood has flowed, (23) Ti..,
the dear dead one, (24) May He Rest in Peace , . .

(25) And we are on cither side of him (20)
Like enemies afler battle, (27) And our dead
[lie] in the battlcfield (28) And there is no atone-
ment,

Our “dear dead” have been destroyed.
Line 24 rcpeats a key fragment from the
requicm “Ll malé rahamim,” which in its
full form means “May his soul be bouiid up
in the bond of (eternal) life.,” The “victim"
of the battle of love is Time, the personifi-
cation of the lovers’ estrangement. And there
is nothing that can bc done to atone for
this crime of estrangement,

~ EZRA SPICEHANDLER
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begins with verdl, which has the literal
of “and only the fact that,” and is
< d by the Preposition /g (“to”) joined
t7 7.2 sccond word. In a straightforward
Word-or-word translation, line 5 would read:
“And only to the sun is there the scent of jas-

. mine.”

The la sounds that begin the second word
in lines 5, 6, 7. 8 tic in with (he 4 sounds in
1, 2, 3. Note also that (he first three of the
words prefixed by la (5, 6, 7) have two
sounds, the first of which is stressed. This
penultimate stress (lasémes, laéven, laérev) plays
against the normal last-syllable stress of most
Hebrew words, 10 produce an emphatic

apact. The force is felt especially in line 7,

) vhere two such penultimate stresses follow
cach other (laérey Iséva),

(9) How can'I rememper it [the day), anony-
mous [and ] vague, (10) How can 1 guard (pre-

L dere) its sudden grace, (11) How shatl I believe
that on one [ this | day ( 12) Every flutter and scent
was of my very essence Lit. bone of myself, a play
on bone of my bane ],

The third stanza has resumed the rime
scheme of the first, And lines 9, 10, and 11

Lyh czﬁérénu, almony, .':‘t'a‘nhi,;'—
Eyhi esmér hasdé hapit'om, N

1 Eyh aamin $cyom chaid hay4 I 9"
Kol nid veréah étsem meatsmf? ‘,\
Ki kol ilén hay4 mifids rorgt,
Vclidmamzi"cym’nyim scl yald4,

15 Velidmaot nihéah halivigy ' -
Vesém hair kesém ahavats, .

cach begin with ek and eyhd (two forms of
“how”) to recall the ahén of line 1, The
enjambment of lines T1-12 emphasizes the
central idea, coming as it docs after the
questioning of g and jo, The final rime in 1
tics the whole statement together—ag Maya-
kowsky once put it, “rime is the tightening .
nail,”

As the poem draws to its close, it picks up
some of the symbols frequently found in the
work of Lea Goldberg:

(13) For every iree was q irembling sail, ( 14)
And silence [had ] alittle girp’s eyes, (15) And tears
[hady the aroma of blooming, (16) And the name
of the city [was ] like the name of my love. We
shall find, for example, ages of little
girls’ eyes and of blooming in the “River
Poems’ that follow. In “Hamsin of Nisan”
these and other such images acquire unit
in a sudden moment of grace, To the Hebrew
rcader, the word eyhd has a markedly elegiac
tone., Even the city, which in other pocms by
Lea Goldberg s associated with alienation,
here takes on. the intimate identity of thc?
speaker’s love,

== EZRA SPICEHANDLER.
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In an enthusiastic ¢ssay on Avraham Ben
; Yitshak (pp. 50fF), whose views had
i deeply impressed her, Lea Goldberg recalls
1 the older poet’s dcscription of an_arrested
¢ flash of Perception: “I remember Standing at
Q the entrance of a house, on 2 staircase, The

; §  house was built of wood and painteq green

! cvening and I knew that only once in my
#4  life would I sce such a sight,”
; For Lea Goldberg such 5 moment of
1 insight contains the essence of youth in the
ever flowing stream of time, It arises out of
1 ordinary Phenomena—an orange, a peasant
1 girl, a fragment of memory—to flash upon
| the dark screen of human consciousness in a
¢ sudden ‘moment of grace, Such a moment,
j' flashing upon the poet quite without warning,
1

and on a day that was only “anonymous and
{rdrab" (9), is celcbrated in the present pocm,
'/ “Hamsin,” the name given to the hot

desert wind thae frequently laghes Isracl,

5 an Arabic word meaning “fifty,” folk
. Mcteorology insisting that there are fifty
| . :

* HAMSIN siL NISAN

L 19 %Y ponn

Ahén cda, z¢ yom lelé tmurg
Vels nafil davar veld erd

3 Velé yavd beyné levéyn yamim -2
Tsiytin vaét asér mitdv ad ra,

Verdk lasémeg réah sel yasmin, LA

Verdk laéven kol sel lev po¢m,
7 Verdk laérey tséva sel tapiz, )

Verdk lahgl sfatdyim menaskdt, d

V4

hamsinim 4 year. This Isracl; cquivalent of
the sirocco js often gritty with sang. Its
dcvastating heat tries the temper and nerves;
the bright haze intensifics the nuances of
color and light, A combination of restlessness
and acute sensitivity peryades the lines of
this lyric about the Jamsin in the month of
Nisdn, which is approximately April,

(1) Indeed I know this is a day withowt [any)
change (counterpart ) (2) And nothing fell (took-
Place) and [ nothing happened, (4) dnd 5o
mark, no omen [1it. ranging Jrom good 1o eyil /]
(3) Separates i Jrom  [other / days. The word
imurd (1) means both “change” and “coun.
terpart.” Thus the entire poem js present in
“the opening line with jts double resonance,

A regular jambic Pentameter and a some.
what rigid rime scheme (aaba) produce an
overtone of weariness, The first words ahén

(5) And only that the sun oy the scent of
Jasmine, (6) And only that the stone has the sound
of a throbbing heart, (9) dnd only that the ceening
has the coloy o/ an orange, (8) And only that the
sand has kissing lips. The rime has been aban-
doned but the meter remains striet, Lach
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her days. And her daughter (3) Did not remember
ler face. Her portrait, engraved (4) Upon my
vrandfather’s heart, (5) 1Was erased from (wiped

) the world of images () After his death.
) Only her mirror remained in the home, (8)
(decpened ) with age into the silver frame.
-4, her pale granddaughter, who does not
ery (10) Look into it loday as into (11)
»ohich conceals ils treasures (12) Bencath

the waicis.

(13) Very deep (down), behind my face, (14)
I see a young woman (1 5) Pink-cheeked, smiling.
(16) And a wig on her head. (17) She puts
(18) An clongated carring on her ear-lobe, thread-
g 1 (19) Through a tiny hole in the dainty flesh
(20) Of her ear.

(21-22) Very deep (down), behind my JSace,
the bright goldness of her eyes sends -oul rays,
(23) And the mirror carries on the lradition of
"24) The family: (25) That she was very beautiful.

Line 9, with its regular anapest, focuses
«pon the main statement: the speaker, a

disappointed child-woman, docs not look

like and is not like—both mcanings are in the

Hebrew words—her grandmother. This line

acquires telling significance with the closing

suggestion: Grandmother was very ‘“becauti-

ful,” Grandmother, unlike both mother and

daughter, cpitomizes the beauty of the tra-
| dition—to which the poct elsewhere has
shown ambivalent attitudes.

Although she was born and reared in
Kovno, a famous center of talmudic learning,
Lea Goldberg rarcly alluded to traditional
Jewish life in her carly poctry: her commit-
ment was Western in outlook, In the wake of
Hiterian persccution, however, a change
occurred, In the forties, for cxample, she
devoted an entire book to the country -of her
birth - (From My 0Old Home)—“1 dcparted

* to return/ Never wanting to return;/

The past which 1 did not love/ Hns_ become:;

my beloved past.”

The speaker in “From My Mother’s
ITome,” though not like her grandmother,
is nevertheless her direct descendant and her
heir: the child-woman must focus upon this
Gestalt of the past and all that it stands for.
Beginning with the image of the wig, which
orthodoxy required the women to wear (16),
the spcaker gazes upon her grandmother’s
carring. The long carring is lengthened sonal-
ly by the intentionally suffixed maghildth,
an agglutinated word which is both biblical
and oldfashioned. Further lengthening  is
created in the enjambments of lines 17-18-
19-20 and in the extending of this stanza
beyond the six-line limit of ‘the first two.
The effect is one of arrested motion, in which
the image of the grandmother becomes fixed.

In her only published play, The Lady of
the Manor, Leca Goldberg allows her main
character to assert that “the past has many
things which watchmakers’ sons should also
know and cven love.” Would such a state-
ment have relevance to the attitude of the
speaker in the poem? After onc accepts the
main statement—that the child-woman neci-
ther looks like nor is_the grandmother—it
becomes difficult to read it without aware-
ness of underlying ironics, One may ask,
with the girl, as she gazes at this picture of
the past, how much of it she would wish to
call her own and to admire and cnvy. The
full import of the poem, then, may depend as
much upon the answer of the reader as upon
the thought of the child-woman, whose
tongue says no morec than what family
tradition insists: that Grandmother was very
beautiful, ] :

-—— EZRA SPICEHANDLER
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girl looks into her grandmother’s mir-
A. ror—the sctting of the poem is familiar,
the words -and the images uncxalted. Dis-
armed by the guietness of the key, the rcader

may at {irst be unaware of the curious depths .

Hamispaha:
Schi haytd yafd meéd.

into which he will be drawn. The poctic
devices are minimal; the rhythm is rambling
and frce, marked with only an occasional
strong alliteration (e.g., lines 1, 8, 13). .

(r) My mother’s mother died (2) In the spring of
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{ he has disembarked, the sense of wandering

persists in the speaker even though he has
landed—at “home." Morcover, this new city
has no fixed character—so the lines suggest
in the allusion to the raven-crow that Noah
had sent out to discover whether the flood
had receded and which had come back with
a ncgative reply. Each raven brings back
tidings of a diflerent shove:

(5) And the travelers’ knapsacks walked down
the strect (6) And the language of a forcign land
(7) Was plunged into the Hamsin (sirocco) day
(8) Like the blade of a cold knife.

(9) How could the air of the little city (10)
Bear so many (11) Memories of childhood, of
loves which dropped away, (12) Of rooms which
were emplied somewhere? '

(13) Like pictures blackening in a camera, (14)
[ They] were reversed: clear winter nights, (15)
Rainy summer nights [ of ] overscas, (16) And dark
mornings in (of ) Capitals.

LLoves that withered (on the way to the
new homeland) and “rooms that were
empticd  somewhere” (r1-12) suggest far
more than family and familial love. The
semi-tropical climate of the strange ncw

inspires feclings of nostalgia, for the

ar winter nights,” for the “dark mornings

. foreign] Capitals” (14-16)—far from the
b« vincial sunny settlement—and for “rainy

© summer nights” (15). At the period of this

poem, newly arrived artists and writers

A ’,, ’,
g, ol Y A!

i

sensc .of forcignness that their new homeland
aroused in - them, with its disconcerting
landscape "and  the brillant light almost
painful to their cyes. -As the poct David
Shimoni once lamented, the snows obscure
the deserts. b

The cflort to adjust onc’s vision to the
strange new world inevitably produces a
distortion of old-world images as they flash
upon the memory. It is as though the pictures
arc darkened and reversed (13) by the new
context in which they are recalled.

(17) And the sound of a foolstep drummed
behind your back (18) Marching Songs of a
Joreign army, (19) And it seems—if you would
only turn your head—that in the seq (20) Your
cily’s church is Sfoating.

Try as he will to avoid them, the remem-
bered sights of the abandoned country
follow him likc a nemesis. How safe can he
fecl when the symbols of Europcan civili-
zation—of the army and of the church—
are now pursuing him on the very shores of
the city of refuge ? According to an old legend,
at the time of the Messiah all the syhagogucs
of the Diaspora will return to the Holy
Land. The last linc of the pocm, read in the
light of this legend, adds 2 final note of
danger to the serics of contrasts and reversals
that precede it, : :

: — EZRA SPICEHANDLER
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frequently complained of the paradoxical
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Tcl Aviv in 1935 was a small town which

¢hanged its character with every arrival
of shiploads of refugees. Many of these
newcomers Wcrchropcdvcary Jews who had
scized hold of Zionism out of despair and who
were often assailed by doubts as to whether
Zionism’s goals could cver be realized, The
cruel brilliance of the landscape—so strange
to Last European eyes—exposced every doubt,

Hatranim al gagét habatim hayti az
Ketornéy sfinaté sel kolimbus
Vehdl orév scamad al huddm 9

—

Bisér yabéset ahéret,

Vehalht barhév tsiklonéy hanos’im
Vesafi sel éx'qgs\zaré

Hayt4 nin’étset beyém hahamsin
Kelidhav sdkin kar.

~

Eyh yah¢l haavir sel hair haktana
Lasét kol kah harhé¢

Zihronot yaldut, ahavét senasr,

Hadarim serokn cy-bazé?

Kitmunét mashirét betéh matslema
Hithaphu leylét héref zakim,

15 Leylot kdyits gsumim semeéver laydm
Uvkarim afeylim scl birée,

Vekdl tsaad tof¢f aharéy gabha
Siréy 1éhet sel tsva nchar,

19 Venidmé—ah tahzir ct roshi uvayim
Satd kneysiyat irha,

enlarged cvery illusion, and, above all,
aggravated the frightening strangencss of the
Mediterrancan city:

(1) The masts on the house-roofs were then
(2) Like the masts of Columbus’ ship (3) And
evety crow (raven) standing on their pinnacles
(4) Announced a different shore. The ocean does
hot stop at this shore, Like the scnsation of
motion that often stays with a seafarer after

* 130
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Yehuda Ami/zaz

[MY FATHER

his sonnet, the first in a cycle “We Loved
Here,” from Amihai’s first volume,
Now and in Other Days (1955), combines two
of the poct’s pervasive subjects: his father
and war. The poem begins with the expe-
ricnce of the ‘older man as a German soldier
* World War I. It ends with a sudden ref-
. cnce to the poct’sown experiencesasa Lance
Corporal in the British Army in World War
i* and as a member of the Infantry in the
Isracli War of Independence.

(1) My father was (look .part) four years in
their war, (2) <nd he didn’t hate his enemies or
love [them]. (3) But I know that already there
[on the baltlefield ] (4) He was butlding (forming)

.._._b. R

AVI - ‘:!x]

(5) So _few, which he had gleaned (gathered)
(6) Between the bombs and smoke, (77) And [which
he] pul into his ragged knapsack (8) With the
leflovers of his mother’s hardening cake.

(9) And with his eyes he gathered (collected)
the nameless dead, (10) The many dead he gathered
Jor my sake, (1
with (in) his glances and love thein

(12) And not die like them in ierror ... (13)
He filled his eyes with them and he erred: (14)
I depart for all my wars.

The attitude of the son towards his father
is onc of veneration and tenderness. He is
deeply moved by his father’s having pre-
served, in the midst of ‘“the bombs and

me daily oul of his tranquillilies smolf%;’ (6), his inner peace; by his devotion
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in gathering with his eyes “the nameless
dead” (g) for his son’s sake. For the father
hoped to transmit this truth to defeat terror;
that all men, whether they wear the “names”
of friend or foe, or whether they are anony-
mous (not only without'a name but also
without a national label), are to be loved.
But ncither this wisdom nor his tranquillitics
can avail the son, for they were the fruit of
a war accurately described as “theirs.”
However, such cvents as the Nazi holocaust
have intervened, bringing with them the
nccessity to fight wars for spiritual as well as
for physical survival. The son has no alter-
native but to go out to fight his war, rejecting
the father’s “truth” and his tranquillities,
which were—it must be noted—put into
the knapsack “with the leftovers” of the
“mother’s hardening cake” (8), By the time
the son has inherited them, they have—like
the cake—grownstale—poor crumbs thatcan-
not nourish, though prepared with loving care.

In poem aflter poem in his carly work,
Amihai writes about his father; and the poct
himsclf has suggested much of the cause,
When at the age of fifteen he ceased to

11

. El kol milhamotdy yotsé ani..

PEASTIC LS ey

Avi my'l arb i sanim bemithamtam, L
Veld sané oyviv veld ahiy, © inckets }
Avil ani yodéa, ki kvar sam a
Bana ot{ yom-yom misalvotav

Hamuatét kol-kah, asér lakat
Otén beyn ptsatsét uvéyn asin,,
Vesam otén betarmilé hamemurtdt

Im scerit ugédt-imé hamitkasa. G

Uveeyndv asaf meytim bli sem, <
Meytim rabim asif lemaani,
Scakirém bemabatdv veohavém

Velé amit kmohém bazvad . . . {
Hu milé eynav bahém vchi tad:
N

\ -
\

belicve in a deity, he felt overcome by a

oL SN AT - SR T

complex sensc of guilt, for this was more than

a rcjection only of God. It was a betrayal
also of the father he loved—and there was
yet another “father” to whom he was proving
unfaithful: the Jewish pcople,
kept itself alive through the centuries by its
faith, If the feelings of guilt persist, Amihai
has sought in his poctry to fill the void created
hy his threefold rejection  with endless
references to Him and to His Book and to
traditional Jewish ceremonies and customs.
In the sonnet above, however, there are few
such specific allusions. The father scems

rather the integral symbol rising out of the

actions of a living man,

The sonnet is Shakespearian in the octet
but not in the sestet (riming aba ccb). Amihai
takes greater freedom with meter (lines 1, 7,

11 _are hexameters) and with rime (lines 6

and 8 rime assonantly). The straightforward
syntax, everyday vocabulary, and occasional
enjambments (3-4, 4-5, 5-0) contribute to
the effect of case and informality not us\mlly
found in this strict poctic form.

~—= RODERT FRIEND
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Yehuda Amihat | '

THE TWO OF US TOGETHER, EACH OF US ALONE

SNEYNU BEYAHAD VEHOL EHAD LEHUD - TIN? mny 921 1A N

" s Sneyhém beyahad vehél ehdd lehtd.
>oInR 23 My panw’’ |
ann 09l
Yalda self, od kayits avir
Veavi lo ba lalina-park. -
3 Hanadneydét mosifét lantd.

Snéynu beyahad vehdl ehad lehid.
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Ofek haydm meabéd sfinotiv—
Kasé lismér al maschu ahsav.

7 Mecahoréy hahar hiki halohamim.
Kama zkukim 4nu lerahamim.
Snéynu beyahad vehél ehad lehid.
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T he title “The Two of Us Together, context may reaffirm a tradition, . deplorc

Lach of Us Alone” (1955) comcs, as the
cpigraph tells us, “from a lease contract,”
meaning "“Both of them jointly and sever-
ally.” It is highly characteristic of Amihai

rake words or phrases from legal docu-
ts, nursery rimes, folk-sayings, popular
o5, as well as from the Bible and.llu: Book
daily Prayer, and to sct them in a new
context or alter them slightly, The new

a deflationary device, the slight change is
" sometimes merely playful; but at other times

the playfulness has scrious intent,
(1) My girl- [darling], another summer has

amusement park [lit. Luna Park]. (3) The
swings continue lo swing. (4) The two of us
logether and each of us alone,

it, or mock its absence or perversion, Usually _

gone by (2) And my father hasw’t come to lhe .

LS

A
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Everything is dirccted towards freshness
and simplicity. The words are such as any
child will understand, the rhythm as casy as
a 1s5th-century English ballad: Even the
awkwardness of the rimes (avdr-park, 1-2) adds
to the ballad-like effect, charming the reader
with the naive offness. Line 2 cchoes a
children’s song popular when the poem was
written: Abale bo lalina-park, “Daddy, come
to the amusement park.” Amihai’s references
to his father in his early poetry are frequent
almost to the point of obsession. Here the
poct regards the amusement park of his
childhood as a lost Eden. Though the scene
is apparently unchanged (3), cverything
now is different. For it is no longer a child
who enters the park accompanied by his
father but a grown man with a girl, the ncw
object of hi3 love. And, as line 4 remarks,
the two of them form part of the total human
condition of scparateness and loneliness.

(5) The horizon of the sea loses its boats— (6)
Hard 1o keep (hold onto) anything now. (7)
Behind the- hill the soldiers waited.” (8) How
much in need of mercy are we. (9) The two of
us together and each of us alone.

Though the scenc is that of the lost Eden
of his childhood, its meaning has been totally
altered. The boats disappearing beyond the
horizon not only suggest loss and transitori-
ness but, as line 7 makes clear, they are
sailing ofT to war, And some of the erstwhile
children have turned into soldiers, adults who
lic in ambush and who kill. To many rcaders
familiar with the smallness of the territory of
Isracl, the first three lines of this stanza may

convey the sense of an entire country trans-
formed (from sea and coastal plains to hills
of the border) into a state of war,

(10) The moon is sawing the clouds in two—
(11) Come, let’s go out to a joust of love. (12)
Only the two of us will [make] love between
(before) the two [armed] camps. (13) Perhaps
it is still possible lo change everything. (14) The
two of us together and each of us alone.

Though cverything, even the sky, is strive
ing_toward _divisiveness, perhaps an act of
love\publicly performed, may yet redeem the

SR~ TREs Eas ne

———
—
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The phrasc ahavdt beyndyim—'joust o wve”
is an invention of Amihai’s based on mile et
beyndyim meaning simply “ducl” or “Joust.’
But it has an echo of is beyndyim with its two
mcanings: ‘‘champion” -and “go-hetween.”
Hence, the “joust of love” implics that the
two lovers arc champions whosc individual
i< bR}

war"”

armed struggle. They are also conciliators,
intermediaries, and their love the arbitrating
act that may bring about peace. And yet
the word uldy (“perhaps,” 13) dominates the
stanza, :

Even the affirmation that follows is
essentially a cry. The poet asks little more
of his love than help to endure. He knows,
though he pretends for a moment that it
has performed its transforming miracle, that
it will not redeem. (15) My love, it would scem,
has changed me (16) As the salt sea [is changed ]
into the sweet drops of the first rains. (17) I am
brought to you slowly and [1] fall. (18) Receive
(accept) me. We have no redeeming angel. (19)
Because the two of us are together. Each of usis alone.

If the opening affirmation—“My love
apparently has changed me”—is clearly
qualified by the third word, the transforming
miracle as a whole has inherent limitations
as well. For in a world without transcendence,

" how can two pcople save themselves from all

that surrounds and engulfs them, capable
as they are of no morc than personal, indi-
vidual action? Line 17 tells us that the speak-
er has been “brought” to his beloved and
that he “falls,” The latter verb describes
more than the human body in its movement

~toward an embrace. It tells also of a descent
from a world of faith in which angels might
have redeemed (18) two lovers and a world
in strife,

The change in punctuation of the refrain
deepens the impact of the irony, as the two
half-sentences—*“the two of us together, cach
of us alone”—divide. The first half declares
(it is a complete statement only grammati-
cally) that the lovers are together; but an
isolated and chilling ' counterstatement fole
lows: “Each of us is alone,"

will obviate the need for a gencral
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hough Shlonsky has written few poems
T about nature, his verse is by no means
devoid of nature imagery. Natural phenom-
ena have had a deep and always symbolic
cffect upon him, as for example in the leaf-
fall image that recurs throughout his work.
But the lcaf-fall (saléhet) and other such fig-
ures are essentially symbolic or mood motifs;
he uses them as Dostoevsky uses the descrip-
tion of “the slanted rays of the setting sun”
throughout his novels.

Shlonsky’s verse of the thirties and carly
forties contained many elements indicating
a “rcturn to nature,” but they reflected
rather the poet’s cffort to hold onto the world

- about him-—to preserve it by the vestigial
optimism to which a man of his generation

might cling. His deliberate hopefulness’
enabled him to believe in the world’s future
by linking it to its distant, primeval past:
to unchanging tree, hill, millstone; to the
simplest of rural occupations: water-drawer,
miller. This period of the poet’s striving
is reflected memorably in the two cycles “An
Other Genesis” and “Songs of Bread and
Water.”

In the early twenties, when “End of Adar”
was written, Shlonsky’s encounter with the
landscape of the Valley of Jezreel and of M.
Gilboa was like a new encounter with him-
sell. He was intoxicated; the experience
carried him into exotic metaphors. But in
those places and in those days the exotic
was an everyday experience. The image of
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Ahén eda, zé yom lelé tmurd

n an enthusiastic essay on Avraham Ben

Yitshak (pp. 50ff.), whose views had
deeply impressed her, Lea Goldberg recalls
the older poet’s description of an arrested
flash of perception: “I remember standing at
the entrance of a house, on a staircase. The
house was built of wood and painted green.
The sand that covered the porch steps was
made up of small bits of colored glass . ..
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Vel6 nafél davir vel§ eré . Lo They possessed the magic of a summer’s

evening and I knew that only once in my
life would I see such a sight.”
For Lea Goldberg such a moment of
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™M ,oypip ab ‘71_?' bip ]:x‘z P Verak laéven kol sel lev poém, Lo e I & ever flowing stream of time. It arises out of
" MBD DY ¥3¥ 2P P 7 Verdk laérev tséva sel tapz, X ordinary phenomena—an orange, a peasant

girl, a fragment of memory—to flash upon
the dark screen of human consciousness in a
sudden moment of grace. Such a moment,
flashing upon the poet quite without warning,

o NipYm 0MBY Bink pN Verak lahdl sfatdyim menaskét.
1= ¢ T: = -3 v

SRDD MMnR A 'R Eyh ezkerénu, almoni, stami,
=N3> b V.3 5N

C SRIRNBT 1700 WYUK AR Eyhd esmor hasdé hapit'omi, EYKW and on a day that was only “anonymous and
J ma IR 0Py PRXX PR 1 Eyh aamin seyém ehdd haya drab” (g), is celebrated in the present poem.
C PRIVA DNY 0N M f?:ta Kol nid veréah étsem meatsmi? “Hamsin,” the name given to the hot
: & ; V4 ) desert wind that frequently lashes Israel,
p 0B DYoD A PR ‘7?/"? Ki kol ildn hayé mifrés rotét, ™ Ovewmiad is an Arabic word meaning “fifty,” folk
179 By oy mmnTl Velidmama eynayim sel yalda, VELE Meteorology insisting that there are fifty
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212357 niny niwg‘;‘;; 15 Velidmadt nihéah halivlav hamsinim a year. This Israeli equivalent of
! SDITR OY3 Y7 oY) Vesém hair kesém ahavati. the sirocco is often gritty with sand. Its
( 5 devastating heat tries the temper and nerves;
7 e 3N Cp Y j i J% Wl 7 the bright haze intensifies the nuanc3s of

color and light. A combination of restlessness
3 LT SR and acute sensitivity pervades the lines of
: this lyric about the hamsin in the month of
Nisdn, which is approximately April.

(1) Indeed I know this is a day without [any ]
change (counterpart) (2) And nothing fell (took
Wy place) and [nothing] happened. (4) And no

mark, no omen [lit. ranging from good to evil ]
(3) Separates it from [other / days. The word
imurd (1) means both “change” and “coun-
terpart.” Thus the entire poem is present in
the opening line with its double resonance.
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Lea Goldberg

THE TREE SINGS TO THE RIVER
HAETS SAR LANAHAL
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ur two lyrics are from five “River

. Songs” which bear the superscription
“The Choir of Small Voices,” a literal ren-
dering of line 6 of the first of Verlaine’s
“Ariettes Oubliées.”” The first poem distin-
guishes the river from the stone. ““l,” sings
the river, “am the ephemeral and she
[the stone] is the permanent (existent). She
is the mysteries of creation, and I their
revelation ...” We are presented with a
“masculine’” and a ‘“‘feminine.” Dynamic
and everchanging, the river is the masculine
element of “Becoming,” in contrast to the
stone, which in its stability suggests “Being.”
The poet is equated with the river—with
change and becoming. In the verse before
us, however, a new speaker appears: the
tree. The tree addresses the river:

{1) L""7 who carried my golden autumn, (2)
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Ahi hané.hal] haovéd laad
Hehadés yo m-zém vcaher vcchad

Hazorém kamoéni beyn aviv ustav.

Ki anf hanitsén vaani hapr,
Ani atidi vaani avari,

Bni hagéza] haariri,
Veatid—zmani vesiri.

Swept away my blood with the leaf fall, (3) [He]
who shall see my spring when it returns (4) To him
with the turning of the year,

(5) My brother the river, who is forever lost,
(6) New each day and different and one (one and
the same), (77) My brother_the stream belween his
two shores, (8) Who sireams as I do between
spring and autumn.

(9) For I am the bud and I am the fruit, (10)

I am my future and I am my past, (11) I am the.

solitary tree trunk, (12) And you—are my time
and my song.

The river is not changed by the seasonal
cycles as the trec is changed, for the river
is an external phenomenon which reflects
what goes on within the tree, carrying away
the leaves that the tree casts ofl. The river,
then, is process: it is movement and time;
and yet, though in constant flux (“new each

e e e et e,

day and different”), it remains a unity

(“‘one and the same”).

The tree expericnces the cyclic changes to
bud and to fruit: it is its own future and past
(9, 10). But future and past can reflect
themselves only upon the river and they
express themselves by means of the river.
Thus, the river is the poem. The tree is the
internality that creates, the process, that
makes itself known on the river of time.

The reader will find much of interest in
the rhythm of the poem. ﬁfhough the meter
is predominantly anapestic, the first two feet
of lines 1, 3, 5, 7, 11 are iambia And the
stress is placed upon (1) He who carried,
(3) He who shall see, (5) My brother the river,

(7) My brother the stream. Then a shift of stress

occurs in line 8, where the word kamdni
(*“like me’’) breaks the regular meter of the
anapest.

The complete omission in 8 of the strong A
sounds that pervaded lines 5, 6, 7 draws
attention to the sonal softness and flow of
hazorém kamdni beyn aviv ustdv (“Who streams
as I do between spring and autumn.”).

The rhythm of the last stanza quickens
into a staccato close. The single rime, the
assonance, and the vowel brevity contribute
to the clipped gait. And again, the break in
the regular anapest of line 12 stresses the
summarizing remark: Veatdi—zmani vegiri,
“And you—are my time and my song.”
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The old women caress the boy but he
stares at them and sobs—the poem does not
indicate why—perhaps out of fear, perhaps
out of repulsion as he looks upon old age.
In any event, the love-need of the old women
fails to obtain his response. Life’s beginning

and life’s end are anything but a perfect cycle.

The child is-not understood and the night
is like that child: they darken the > poem. The
old women slip awa_);,“lcavmg the scene to a
stillness which is interrupted and defined by
the hawk’s circling of another sort: it is no
longer merely terror but an inexplicable
failure of meeting, of understanding. The
failed encounter ends in a symbol of its
meanings that the Hebrew ilavéin—a typical
Shlonsky recasting: ‘‘shame-wretchedness-
insult”—suggests but does not define.

Old age has frightened childhood, tries to
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caress it, meets with sobs, and turns its back
on it—and yet the poem also contains a
sense of resignation. This is conveyed largely
through the form: four stanzas, two of which
(2,3) are the traditional quatrains, riming
aabb. Placed in the center of the poem, these
four-line stanzas contrast with the five-line
stanzas, which rime as aa-x-4b, the repeated
words ‘vehds saviv (“‘and silence all around,”
3, 16) breaking the pattern. In these stanzas
the rimes are almost identical. First: alavdn/
nihehdn—hadyit| habdyit; the second: muvdn|
halavin—kedyit] habdyit.

This formal quality of the poem gives it
stability and balance. The intervening middle
lines of the first and last “framing” stanzas
do not disrupt. They act as a cesura to under-
score the suggestion of the lines.

— LEA GOLDBERG
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