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INTRODUCTION

Simply stated, the purpose of this paper is to '"retrieve"
a lost poet and to '"restore' him to his proper place in the
august halls of history and literature, Yet, however suc-
cintly phrased, such a statement betrays worlds about the
ways in which our culture perceives and uses literature, What
is "retrieval?' What is ""restoration?' And what is the "lost"
subject in need of them? According to T.S. Eliot, the re-
trieval and restoration of a hitherto unknown poet should imply
nothing less than a reordering of the entire canon of literaturef
and hence our situation within its matrix today,

The prodigal return of a literary son to his fold necessi-
tates a certain amount of readjustment on all memkbLers of
the household, In Gorni's case, both his near escape {from
literary ovlivion, and the length of his absence (during which
certain literary and historical perceptions of his time, and
our heritage, have rigidly solidified) make that readjustment
“"radical' in its etymologically truest sense, A period of
life and poetry which has been characterized by the terms
"decadence, " "mannerism'' and bombastic effusion must be
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reordered, A historical perception of a period of decline




and harassment for Jews must be readjusted, The cultural
apprehension of Jewish society in the larger context of
Christian society of the thirteenth century, and the social
function of the poet within them, must be reconsidered.

These problems of readjustment all raise questions about
the often unspecified assumptions we bring to a "history of
literature' and, more particularly, the "history of Judaism"
and "Jewish literature,'" These terms suggest more about
the political and polemical function of literature, literary his-
tories and Jewish histories in our own culture than they
reveal about Gorni's,

The paucity of material on Gorni, and poets like him (and
who were they? how many were they? how do we account, in
some reasonable fashion, for a "lost'" poetic and cu!tural pheno-
menon? ) is acute. What there is, is stamped with the seal of
its own assumptions, critical values and time. When Jacob
Provenzali, in the fifteenth century, refers to Gorni as one of
the three finest poets in his gene rationl. what does that mean?
When Ernest Renan, in the nineteenth, sees the same poet as

a somewhat curious and mediocre phenomenon, what does

that mean? When Schirmann, in our own age, traats him with

respect, and Pagis goes so far as to call him one of the most
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" original" poets of his age, what does that mean?

These are important questions for scholarship. They are
important questions for anyone - scholar or no - who must
deal with the importance texts play, in our own culture, in
the reconstruction of the past, and the construction of the
present,

In a 1979 study of trends in medieval scholarship, the poet
and critic, Dan Pagis, remarked that, in the analysis of medi-
evel Hebrew poetry, "as elsewhere, poetic theory is not abso-
lute and timeless, but on the contrary, historically specific."

Few would disagree with such a contention. However, the
method by which this historic specificity is extracted is open
to argument. Through the ages of literary and non-literary
history, different ploys have been assayed. Because of the
scarcity of material available on Gorni, all of it must be con-
sidered, Thus, perhaps a word is in order about the parficu-
lar agsumptions which underlie our meagre sources.

Seventeen of Gorni's poems survive, some more coherently
than others, in a single manuscript dating from the fourteenth
century. The poet lived at the end of the thirteenth, and this
poses immediate problems of the reliability of the manuscript
transmission., He is mentioned by only one contemporary,

Abraham haBedersi (i.e., of Béziers), who was profoundly




unimpressed with his colleague's poetic ability, and

even more profoundly aggravated by his requests for money.
6
The copyist who strung together the extant poems, ina

blank space at the end of a scientific treatise, evidently
sympathized with Bedersi. His biographical allusions to

Gorni -- often called ''the enemy' -- summon up a picture of
an irreverent hotspur, wine bibber and lady-chaser. However,
if the portraits.of Gorni's Christian contemporaries afford

any evidence, poets of the period savored precisely such
T
biographies , and the information cannot be taken with com-

plete seriousness, No more is heard of Gorni until the fifteenth
century, and a stray reference by Jacob Provenzali, who
comments:

This is the greatest level unto itself, praised among
men, and not all wise men are worthy of it. For
there are wise men who are not rnasters of speech,
and there are masters of speech who are not wise, ..
and happy is he who is crowned with them both, ..

so it wes with our sages, may their memory be a
blessing, for Rabbi Judah HaLevi and Rabbi Samuel
ibn Gabirol and ben Valgiera, and also our own of
Provence, haGorni, haHaruzi and haSulami, (who)
were greater verse-makers and great pay'tanim ...
than the Rambam (Maimonides ) and Ramban (Nachma-
nides), peace be upon them, who were greater than
they in (philosophical) wisdpm.. 8

Again, the reader must beware of valuative assumptions. Be-

dersi, whose penchant was for an inflated and over-blown didacti-

cism in verse, disliked Gorni's verses. But is Berdersi's




that of the aesthetic judgment of the age, and how reliable is
it over a longer view? And who can say by what criteria
Provenzali evaluated the same poet's merit? Judgment both
by standards of the academic school, and by popular acclaim,
is difficult to determine. With respect to the former, only
one work on aesthetics survives on medieval Hebrew poetry,
and it was composed long before Gorni ever lived. This is

9

Moses ibn Ezra's Shirat Yisroel, which was written in Arabic,

Ibn Ezra's instructions on the composition of Hebrew verse
represent the classical school of writing, which had loosened
its hold on the poets of the Christian period. Thus, we have
very little indication as to what standards Gorni's contempo-
raries would have applied to his work. (For this reason,
the response to Gorni by Samuel ibn Devash should be of some
interest to scholars.)

The first historiographer of literature to treat Gorni's

poems was Ernest Renan, in his histoire litteraire deska juifs

fran;ais. with the aid of Adolf Neubauer., To Renan, Gorni is
something of a literary curiosity, a Hebrew "troubadour' whose
verses do not merit particular attention. One must remember,
however, who Renan was, and what he perceived his task to
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be. Renan's first major work as a philologist, which appeared

in 1848 ( a year of other momentous events in France), was the




Histoire générale et syst®me compar€ des langues s€mitiques.

Edward Said has suggested that the goal of the French philologist
and supreme advocate of reason, was

scientifically to describe the inferiority of Semitic

languages, principally Hebrew, Aramaic, and Ara-

bic, the medium of three purportedly sacred texts

that had been spoken or at least informed by Geod. ..

Thus in the Vie de Jésus Rénan would be able to

insinuate that the so-called sacred texts...could not

have anything divine in them. ..

Rehan first reduced texts from objects of divine
intervention in the world's business to objects of
historical materiality. .. 1

If Said is correct, Kenan's aesthetic judgments of Hebrew
poetry -- any Hebrew poetry -- automatically take on the pole-
mical distortion of his time.

Had Jewish scholarship ever reached the extremes of ethe-
real detachment of text from context which characterized the
American New Critics of the early twentieth century, and the
Structuralism and Formalism of their European and Russian
counterparts, we might have to account for the opposite end
of the critical pendulum. However, Jewish text scholarship
has always lagged behind the methodological trends and fads
of Western literary critics, The study of Jewish, and Hebrew,
literary texts has remained tethered, not only to history, but

to a naive faith in the validity of called "Hebrew literature."

Schirmann's work , for all its sensitivity and thoroughness,




avoids taking the step of treating the text as a text. He sees
poems as securely embraced in the context of society and
history. This is sound schelarship indeed, but it ignores the
call of the text to its own particular voice, body and integrity.
it is perhaps to this which Pagis alludes in his attention to
the individuality of the poem alongside its cultural context,
Schirmann has provided the exacting and meticulous excava-
tion of material, and Pagis takes it one step further, focusing
both on the play and interplay of texts linked in space and
time, and the individuality of a poetic voice. He strives for a
balance between them:

certain researchers are inclined to base almost

all of their research of the style and subjects of

Hebrew Sephardic poetry on the comparison to

Arabic sources and on delineating the paths of

their influence. Such studies bring praise to

themselves, but one should not forget that they

do not determine the nature of the school, and

assuredly not the individuality of a particular poem.

Surely the Arabic influence attains, at times, a

great power, but even when it is very striking in

the secular poetry, it (the poetry) does not use

it for the sake of mere imitation, ..

Thus, medieval Hebrew poetry has, for the most part,
suffered a lack of attention to its individual poems. Even the
"major" figures -- HaLevy, Moses ibn Ezra, Samuel ibn
Gabirol or Samuel haNagid -- in part because of the size of

their corpus, have only recently begun to receive literary

critical attention, Instead, they have been deployed as part




of the arsenal of historical reconstruction and speculation.
Because of the large quantitites of '"lost' literature from the
medieval period, the retrieval of even a few poems by an
""almost-lost' writer can reshape our entire picture of the
period in which he lived, and the literature it produced. This
was very much so in the case of Moses ibn Ezra, whose bril-
liant secular poetry was not discovered until much after

his less interesting (by our standards) religious works. 13 In
the introduction to his study of the Arabic poet, al-Mu'tamid,
Ray Scheindlin argues eloquently for the value of close,
critical analysis of the individual poet, and his works, gv__h_y
they work, and how they work, as much as in what context
they do, and did, so. .

The preceding discussion has been included to raise neces-
sary questions of methodological prudence. Any further study
of Gorni's poetry will have to take them into cunsideration.
Hopefully, the act of "retrieval' tendered here, in the transla-
tion and critical editing of some of thos e poems, will facilitate
such further work.

The body of this thesis is intended to be the poems them-

15

selves, Most have never been translated into English. Only

six appear, in Hebrew edition, in Schirmann's anthology of
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of medieval Provencal and Sephardic Mebrew verse, In

the following pages, I would like to provide the following: (1) a
general overview of the period in which Gorni, and his contem-
poraries , flourished and wrote, (2) a general overview of the
literary forms of that period, and (3) a cursory introduction to
the poetry of Gorni himself. Sadly, as Schirmann noted

nearly twenty years ago, and Renan nearly one hundred, the
work on this curious poet, Hebrew '"troubadour'from Provence,

is still far from satisfying, i

Isaac ben Abraham haGorni was born in the city of Aire,
somewhere around the middle of the thirteenth century., In
the southwest of what is now called France, Aire is far from
the Mediterranean coast which Gorni was to spend his literary
life traversing. It is a city unknown in Jewish history except
as this poet's birthplacels. How he grew there, and how he
left, are equally secrets of the past.

The surviving poems of this unusual poet are dedicated to
cities which bestow upon him citizenship in Provence proper,
however transient bis residence in any one of them. His list
of travels includes the cities of Perpignan (now in Spain), Luq,
Arles, Carpentras, Apt, Aix, Manosque and Draguignan,

Following these cities on a map, we may guess that, inall

probability, he visited Béziers and Narbonne, Montpellier
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and Avignon as well. His travels seem to have included
a combination of river and land routes, and they certainly
encompassed some of the most exciting sites of Jewish and
Christian history of his time,

1f Gorni's itinerary was rich in variety and upheaval,
contemporary events were no less so. For Christianity, the
time was one of great turmoil, This was the era of the two
popes -- and one of them was residing in Avignon, midway
between Arles and Carpentras. This was the age of the
Albigensian heretics, whose connection to the Christian trou-
badours has been interminably argued, and never satisfactorily
determined, These troublesome religious dissidents, whose
mystical, libertarian (the Waldensians, a contemporary sect,
even ordained women!) and anti-Rome doctrines, caused so
much vexation to the Church, were effectively extinguished by
the end of the thirteenth century. The wrath of Rome -- now
referred to as the "Albigensian Crusade' -- flamed in full force
against them. The determined pursuit of heretics was enabled
by the establishment of local centers of interrogation. Thou-
sands of documents, some of the richest documentation of the
period, survive in the depositions taken by these organs of
interrogation, called "inquisitions,' and, under the centralizing

authority of Rome, the Inquisition itself, Obviously, the Albi-




gensians were not the only "heretics' to be pursued by

the efficient machinery of the Inquisition, The names of
manyl;roubadoun figure also among the pages of deposi-
tions , as well as Jews, women ("witches') and undesira-
bles of all cast and color,

In addition, for centuries, wars had wracked the
southern coast and the Iberian peninsula. In 1148, Moslem
Iberia fell irrevocably to the Almohade invaders. Only
the small kingdom of Granada would hold out valiantly until
1492, Z{]SI:ill, with the Reconquista -- the Christianization of
the peninsula -- completed, peace did not come. From the
sad remarks of Moses ibn Ezra, lamenting the despoiling
of an intellectual vanguard with the sacking of Cordoba, in
the eleventh centuryu. until long after the offhand comment
of haGorni, "were it not for the wars of the kings and their
ministers, he would have come to see me:'zzpeace was a
precious breath between battles,

Such political turmoil was disastrous for Jews. With the
destruction of the Moslem empires, where Jews had dwelled
for centuries in unparalleled productivity and equanimity,
many Jews fled north into France; many more were impove-

rished overnight. HaLevy and Maimonides we're among those

to take flight. Pagis has commented on the devastation of

Il
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the peninsula's Jewish intellectual elite, during the later
persecutions as well:

The persecution and massive conver sions. .,

struck first and foremost at the spiritual elite,

and the educated stratum most of all, and, at

any rate, the Hebrew poets and their audience

dwindled...

Gorni may himself have lived to see the expulsion of
the Jewish community from the northern realms of France,
in 1306, The edict was issued by Philip '"the Fair,' who in
all likelihvod required the financial resources of the Jews
to fund his continuing war with Albert, the Emperor of
2

Germany. —4One of the major sources of livelihood for the
Jewish community, which showed remarkable adaptability in
its new surroundings in France and Provence, was money-
lending, an employ prohibited to Christians. One of the condi-
tions of Philip's edict was the cancellation of all Christian debts
to Jews, Nine vears later, when King Louis X revoked the
expulsion edict, and recalled the Jews (undoubtably motivated
by equal considerations of economic prudence), he allowed
the Jews the "right'" of collecting the payments owed them --
upon condition he receive two -thirds of the collectiun!zs'l‘hi.s
was not the first such experience for the Jews, Since Hellenistic

times, they had served ably as tax collectors and financiers

in royal courts, and because oi their own perpetually mutable
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status, their assets tended to be liquid rather than landed.

In fact, the Jewish aristocracy, which had flourished in

the urban courts of Moslem Spain, manifested, even after

the Reconquista, a distinct disdain for agrarian pursuits,
Abraham Bedersi, a wealthy patron, financier and poet in
Perpignan (itself a city of much religious, political and intel-
lectual foment), delivered a scathing attack on one Pinhas Levi,
Levi, a poet , abandonned literary pursuits (as Valency wrote
not too long ago, ''the doctor of poetry has seldom found ade-
quate support in any age“?-f') for a life of farming. One wonders
how the pedantic patron of the arts, who also attacked Gorni,
felt, when, not too long after, he , too, was forced to flee
penniless to Narbonne.

Similarly, Simon de Montfort's 1208 crusade against the
heretics of Beziers was financed by the confiscation of local
properties, This romantic military hero's slender resources
were supplemented with ' a series of papal grants, loans

2
from Cahorsin bankers, and receipts from conquered lands." :
One wonders, again, whence came these ready funds,

Internally, too, the Jewish community was churning.

The Maimunist controversy, despite external political upheaval,
and even abetted by it, still raged. In and around the cities

Gorni visited, the Talmud was burned in the streets, Community

leaders commandeered Jewish and non-Jewish avthorities in




the ongoing debate over the legitimacy of secular learning.
Bedersi's son, Yediah, was active in this battie, arguing,
despite his youth, for the validity of secular science, 3

The Kabbalah was born in Provence. Many of its mystical

tenets were undoubtably shaped by the heretical atmosphere

which surrounded them, much as the hasidei-ashkenaz in

the Rhine valley, were influenced by the Franciscan move-
ment around them. Thus, for instance, we find the notion
that the human soul, properly trained, aspires to union
with the sphere of divine grace, In this state of ultinaate
and ecstatic harmony, the two are joined "in a kiss' leading
29

to prophetic revelation.  The idea was long entrenched in
Christian thought. St, Ambrose, as early as the fifth century,
wrote of the spiritual union of the soul and God:

The soul, raising itself up from the region of

the senses, .. aspires to the infusion of the

Divine Word. .. The kiss of the Divine Word. ..

The kiss of the Word signifies that she is

illumined by the knowledge of God... The soul

clings to the Word with this kiss. 30

Never far removed from politics, the art and literature

of the period reflect an equal epoch of tumult and change.

New forms, themes and tensions begin to inhabit poetry. In

the Christian world, the amazingly prolific troubadours

14
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suddenly and mysteriously from the scene. Giraut Riquier,
born at Narbonne about 1233, served ten years at the court

of Alfonso X of Castile, He died in 1292 or 129331. But Guiraut
refers to himself as '"the last of the troubadours.' Valency

comments,

... it seems quite as unlikely that Riquier was
the last as that Guillaume IX was the first....32

Nonetheless,

the terminal date would perhaps not be taken too

seriously, were it not that after 1300 no important

poetry was written in langue d'oc. .. 33
The Provengal lyric is a form uniquein the annals of lite-
rature. Provencal itself, like the literary Hebrew of the
classical "Golden'" and post-classical "Silver' ages, was
never a spoken language, but one developed especially for
the needs of the genre. N The troubadours were the ones who
plied it. Ernest Renan first ascribed, perhaps unfortunately,
the term '"troubadour" to Gorni, who was certainly writing as
late as 1293, Thus, Riquier's claim raises a crucial question:
were there Hebrew ""troubadours?' and was Gorni one of
thern? We shall return to this question later.

Western scholars speak of the rise of courtly literature,

and the traditions of chivalry, as belonging to the twelfth
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century. No less a scholar than the inimitable C.S. Lewis

takes the little-questioned stand that romance, and love,

date just from that point. And it is true that there suddenly

flourishes a literature of passion and coyness, of sensuality

and romance, with the resistant lady at its core. Whence

did it come? Western scholarship has turned to Capellanus,

Ovid, Chretien de Troyes, even Sanskrit legends and Celtic

mythology. Clearly, an enormous debt is owed to the Arabic

poets of the peninsula, and the transmittal of their poetry

to the courts of Provence. Moslem Iberia had developed an

exhaustive courtly literature, richin many of the themes we

associate with the Western tradition, We find the devcelopment

of courtly genres -- wine poems, poems of praise for patrons

and benefactors, love poems, satires, citv poems, hunting

and battle poems, rhymed prose magamot.  Their forms and meters

became an integral part of Hebrew poetry. (Only two genres

are lacking. There are no surviving hunting poems in Hebrew,

and only one instance of a battle poem, by Samuel haNagid. )
How much Jews, responsible for the transmittal of so

much else of Arabic culture to the Christians, were responsible

for the transfer of courtly motifs as well, is not clear. Love,
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it is certain, bears a distinctive stamp in the Christian
troubadour lyric. For one, the Moslem writer had sung
indiscriminately of heterosexual and homosexual loves (as
did his Jewish counterpart), and still managed to convey a
liking for both sexes. The Christian writer wrote only of
the knight's love for the lady, and even then had difficulty
conveying more than a profound ambivalence for the female
sex.

The result was the spiritualization of love, True, spiritual
love has an ancient and venerable history, going as far back as
Plato. But, as far as Plato was concerned, it had nothing to
do with women. Moslem poetry is full of the delights of
sensual love. But, for the Moslem, as for Plato, the ideal
love is strictly a homosexual affair., Thus, the unique pheno-
menon in Christian courtly society was not the celebration of
love, but the restructuring of court life, and of courtly valor,
around love -- of a woman. Furthermore, the perfect knight
is the one who loves his lady without physical consumation
of the relationship. The epitome of this concept of "amor lonh"
is found in the "biographical' story of Jaufre Rudel, a trouba-
dour of the mid-twelfth century. Jaufre, according to his
vidas, fell in love with a woman whom he worshipped faith-

fully from afar. Finally setting out to find her, he fell ill




en route, and died unconscious in her arms wilhout seeing
her, Such was "true love. "35

The dangers of the heresy of love did not fail to escape
the watchful eyes of the Church, Unable to stem the
onslaught of this new literature, churchmen sought valiantly
to incorporate it. It is precisely at this period that we
find flowering the cult of the Virgin, and all its attendant
female devotion.

How the "invention' of love, and its elevation to the
status of a highly ritualized and cultic art, affected Jewish
society and art is a complex question. Under Moslem rule,
Hebrew poets wrote poems of drinking, poems to their bene-
factors, and poems about love to mzles and females alike.
Chivalric literature was translated into Hebrew: translations
of Amadis de Gaul and the Lancelot story surv'wz. However,
both of these translations are late, and Italian, ; The Lancelot,
at least, appears to derive from an earlier version. The curious
tales of Jacob ben Elazar, published in excerpt in Schirmann's
antho]ogyyf are distinctly courtly. Nonetheless, the art of
love was an aristocratic pursuit, and its practice required

social standing and a great deal of leisure. Only the wealthy

had time for love; the poor had no time for extravagant alterna-

18
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tives to marriage.

Of the extant troubadour literature, fully three-quarters
is devoted to love. 3.sTlm,s. the subject of courtly love must
be raised here. Of the seventeen surviving poems of Gorni's
repertoire, not a single one is a love poem. His few references
to women are, to borrow from Hamlet, less than kind, Again,
we must ask: are these "troubadour ' poems?

The possibility exists, of course, that the love object of
the Christian lyric - the woman - underwent a subtle transmu-
tation in Hebrew. The configurations of the Christian court,
and the Jewish position within it, were not identical with those
of Moslem Iberia. More vulnerable and prey to the increa-
singly changeable winds from the heights of Christian authority,
the prominent Jew may have had more than the etiquette of
love on his mind, Or, it may be, that he directed the apparatus
of love to a spiritual object: to a yearning for Redemption, the
Shekhina, or Zion. The apocryphal story of Judah HaLevy's

death hears an uncanny structural resemblance to that of

Rudel's -- with one major distinction, The "distant love' is not
a lady, but a place, Zion. According to legend., HaLevy died at
Jerusalem's gates.

HaLevy did, in fact, leave Spain, sometime after 1140,

£ ==
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with the intent of reaching Palestine. His ship was blown
off course, and he landed in Alexandria, Egypt, whence he
travelled to Cairo, Damietta, Tyre and Damascus. After
that, all trace of him is lost, i

Several Hebrew poets do show definite signs of troubadour
influence in the use of poetic forms and techniques, The two
poets most frequently cited in this connection are contempora-
ries of Gorni's, Todros Abulafia, and Meshullam (Samuel) Da-
Piera. The troubadour influence is observable chiefly in
technique -- the lengthening of the closing envoi to conform to
the troubadour tornada, the shift away from the Arabic "girdle"
structure ( in Arabic, the muwashashat; in Hebrew, the shir ezor)
towards the rhyme schemes and structural patterns of the
troubadour lyric (again, the inclusion of a closing tornada or
introductory and/or closing razos), the appearance of tenson
poetry (in Hebrew, shirei pulmus), the increasing flexibility
of meter and rhythm. Pagis and Schirmann both point to
the new attention to local detail and description, and the
rising individuality of style along with the more assertive intru-
sion of the poet's personality. 4oln Gorni's case, it is virtually
impossible to ignore the commanding presence of the poet's
ego. The world of the poem virtually revolves about it,

Once the facilitator of conventional social attitudes, the poet
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42
becomes a forceful individual voice.

Did the courtly conception of love find its way into
Hebrew poetry? On the surface , it might seem not, but to
close the matter so swiftly ignores the complexities of the
question,

The moral of courtly literature, from Chretien on, is
the paramount virtue of equilibrium in society. Love evolved
from an unsettling ''disease, ' whose effects were destructive to
social harmony, into an ennobling and integral part of social
life. W.T.H,Jackson has pointed out the undeviating pattern
of the courtly romance. Within that pattern, society, and
its complex regulations, represent stability and order, In
the typical courtly romance, a disruption in the social
machinery provides the impulse for chivalric adventure,
which is ultimately resolved in the return to static equilibrium. 2
The lyric, too, is a form constructed on social conventions,
The object and expression of love are almost ritually pre-
determined. Even the omnipresent losengier, the lurking
spies and sldnderers who torment the lovers, are nameless
figures whose presence is as accepted as that of the lovers
themselves,” More than one scholar of the troubadour lyric

has accurately described these troublesome characters as
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the inescapable realities of social circumstance and daily
er.44 They are an integrally indispensable part of the
social fabric, as are the impulses to love and verse. In
Gorni's poetry, they even take on an added psychological
dimension, attesting to the psychomachia waged in the
cause of creation.

Courtly literature demands a static view of society, and
a static view of the universe. As is still true of literature
(and the arts in general) today, a class of leisure is required
for its creation and its consumption. Tue correspondence
between Hebrew and Arabic poetry of the Peninsula is a
sign of the high degree of acculturation enjoyed by Jews in
Moslem society. Some Jews did attain that acculturation in
the Christian courts of Provence. They did not, however, write
courtly lyrics, in the style of Provengal lyrics. Gorni has
had the fortune or misfortune to be considered a Hebrew
"troubadour.'" We do have evidence that such wandering
singers existed, Charles le Juif, for instance, or several
otherwise unknown characters recorded as "minstrels," the
poet Boniilh, mentioned in the inquisitorial depositions. Many
of them sang, not in Hebrew, but in the local tongue. There

was a court audience for Gornl's poems, and he relied on




its patronage. However, to judge at least from his sur-
viving poems, he did not sing of love. the obsessive theme
of his Provencal counterparts. It is conceivable that there
were Hebrew love chansons, now lost. Or, the genre may
not have existed. The answer lies somewhere in the shift
in social context, and the social function of the poet, as
well as the needs and values of his audience.

One source for more information is the poems themselves,
in their formal structures and motifs, linguistic tensions
and vocabulary, and the possible transference and transmu-
tation of these from contemporary genres. And so, we turn

now, to the poems, and Isaac haGorni.

The following discussion of Gorni's poetry will deal
with three topics: (1) the extent to which the poems reflect
the influence of troubadour forms, motifs and language; (2)
the central motif, recurring throughout the poems , of the
poet's creative and transforming powers; and (3) the psy-
chological tension within the poems between the forces of
order and disorder, and its counterpart in the culture of the
time,

Formally, Gorni's poems still bear evidence to the

formal heritage of the Golden Age Iberian poetry. They
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employ classical meters and the classical monorhyme, Metri-
cally, they also show a greater flexibility, indicative of the
weakened hold of the old school, and perhaps the popu-
larization of the genre. Schwa'sare inconsistently scanned -
for instance, in the word :":.l ., which is occasionally
counted as two long beats,

There are, nonetheless, strong indications of troubadour
influence. The most obvious is the survival of two tenson
exchanges, one between Gorni and Abraham haBedersi
(Bedersi's half of the poetic duel is not extant), and one
between Gorni and a younger poet, Samuel ibn Devash.

Both Bedersi's and Devash's poetry are characteristic of

the highly artificial and strained pomposity of the didactic
45

school.

Gorni's rougher but more powerful verse stands in
extreme contrast to his opponents'. It suggests that the
two types of poets may have travelled in very different
social circles, despite the dependence of both on the good-
will of a social and literary ""establishment,'" Devash's
response is of interest, less for its poetic value (which is
slight) than for its elaboration of aesthetic criteria for the

writing of poetry. Consistent with the rational, philoso-

24
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sophical outlook of his peer, Yediah Bedersi, he claims:

o3 X% Hro29p X137 47233 atp Y23 hup wURb
npan

q312 182 *wa naa hopt Yoo W23 AT kM
nobya

azhaxk o2 3w owhezy  av3v3Inz Pt Ny 1vte

azipy 187 atan anb%a a7 ey 1n¥vho 1Pt 1M

(Man has an analogy for every major attribute:
he is enlightened, and has a rational soul.
He governs each and every attribute
in poetry as a man does a maid
His song is eloquent and dearer than pearls,
jacinth, agate and amethyst
So, too, the wall of his verse and song --
without (guidance), the wall would be crooked.)
(11.4-7)

Gorni's response disdains the same intellectualized tone,
and develops the graphic and powerful image of the thresher -
the "goren' from which his name is derived. He incisively
makes his point: the source of the poet's creative power lies,
not in adherence to a schoolboy's rules. but in the surge of
the ego to weld words and images into meaning,

Devash and Gorni both close their poems with a short
cories of verses, of different rhyme from the poetic body,
reminiscent of the closing tornada of the troubadour poem.

Thus, in Gorni's first poem to Devash, he concludes:

3923 9K Y3720 gbya X0 *aIRk VIR
XT3l

,327%1 M132 woIn %0 *ak ,a3vI
«PI1% 391°A T3N3 13K pAXY
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(I, I am the fellow, Gorni, exalted in verse
and sublime, father of all who hold the lute and pipes,
Yitzhak ibn Gorni, a citizen of Luq.)
(11, 23-25)

And Devash wails:

©13* 1732 702 NIz C2kb%D ok
1122 13 1129 N2 173y kY
nitah 1ana Y8 1D Can ka1
1122 nag% 1An1az n*a 13
=131 $7 KA 20 990 373 K
«+ 71723 17121 2312 X1A 13 N

(If the angels of death in the Jebusite thresher
haven't lost their strength, they will surely stay there
It's a judgment: Strike him! don't select this as
a house of rest, in which to sojourn
Your thresher has become the worst of all! and the thre-
sher of the Jebusite the true and proper thresher.)
(11.23-25)

Troubadour motifs, too, appear in Gorni's poems. How-
ever, they are not directly transferred, but reworked to his
needs. The subject of Gorni's verse is not love, or the lady,
but the cities he visits, and the citizens who meet him. This
type of "city poem' has a history in the Arabic tradition,
where it nften serves as a mean s of satirizing the social
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conditions of a town. Gorni reapplies several traditional
troubadour motifs to describe the reception accorded him,
and his creative talents, by the townspeople on his route,

One of these motifs is that of the losengier, those disap-

proving and suspicious characters whose nameless presence

thwarts love and poetry. These anonymous maledictors seek
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Gorni's ruin greedily:
ON391 1793 pInw 11213
ani*i3 p1va %o ,q9a3
a% nIxa n1n oveKEn
'an3knl a3aver *p '3

(The poet has become his enemies' joke and jest

and constant mockery
They gloat freely in their greed
for who can restrain it, or their lust?)
(Draguignan, 1l,1-2)

?TieIg 1791 KUA '3 IKETD AD

PYANBN A3 LNIIN 29K
1ana* k%1 *=9x 1aan

YNk g1*> '*py anoa

(Why do my denouncers find sin and misdeed in me?
have 1 broken Testaments, violated covenants?
"May my rivals be annihilated and unwritten
in my people's records, ' I constantly say!)
(Apt, L. 6-7)
7RIS XK¥DK XY DIIK IKRT
o113 nm1n Ha% grgaie v

( To whom shall I flee, and where shall I find refuge?
they are laying a snare for me on all sides!)
(Four Kehillot, 1.1)
apyry 3 70 ap
nphT AwaY UPW UK YRR
g*I7121 Yy o*awIp gpan
208 21p *3TK3 K3 avyen

(What's with you tha t you cry out
and burn in pursuit after a quiet, trusting man?
While they conspire against me and rebel
shall fearful voices rise to my ears?)
(Lugq, 11, 1-2)
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1033 ova%23 *Kkape nav

(The slander of my envious ones is like dogs barking)
(Lugq #2, 1.29)

Gorni's references to women portray a female counter-

part to the losengiers, a highly unchivalric approach., They
are destructive forces in the poet's universe. They only

bring upon him new accusations:
A1 ANDTK MKIID IDKC
an31*® A21v Caxk Ton
A73X 71733 *I1I1%ph Tax
tonitay waox Zihna oK

(They say, like an adulterer I watch for night,
1 remember the favor of their dove -
But I would flee to the ends of the earth
if I have even met their fine lady in a dream!)
(Draguignan, 11,13-14)

Y38 173vEp 2y pysz abak

‘Ao fYavIy @R :DFIBIRN
(NIXRT2 1°0R%K3 9K ,]*hOoX2 TIK)

7773 *naw -oxXTK o01%na ox
93yx Hp - DRILK DY'OTT3 4OX

LT3790K 23% - pYIk YNk 1Y
fx%23 *pra -1%® Cpe KPP

LT3 Y321 ,N133 nDAan :

(Still, I declaim against her nobles

who say their fine ladies 1've desired!
But I have spurned them, hated even seeing them!

1f I see them in a dream, my sleep is disturbed
If I meet them on the streets, 1 pass by quickly-

1f I should glance back, may I turn to a stone!
Call me Peleg, for in my time, divided

is womankind, and parted from me.)

(Arles, 11.4-7)

In both cases, Gorni links women to the world of the dream,

which represents, for him, another type of threat to the poet.
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In contrast, the love lyrics of the troubadours often portray
the dream as a realm transcendant of social circamstance
(represented by the losengier), a meta-reality where the
lovers are free, For Gorni, the dream, and the losengier,
take on a psychological dimension of internal forces of oppo-
sition. The centrality of the poet's ego forces all elements
of the poem (note the frequency of first person verbs!) to
revolve about him, and even figure as the elements of an
interior universe. Even actual historical circumstances -- the
war mentioned in |, 32 of the poem to Perjignan -- appear as
threats to the poet's ability to create unity and order,

The poet's joy in his ability to create is a motif which
permeates the troubadour literature. The power of the poet
lies in his capacity to create lowe and verse, a new reality,
even language (Guillaume's nonsense refrain, 'babariol, babariol,
Babarian,'") He is a god in his poetic universe. Gorni's attitude
towards his creative powers is morec ambivalent and tormented,
than the joyous strength of the Christian poems. I shall treat
this theme more fully later, but I should like to call attention,
in this consideration of the adaptation of troubadour motifs, to
his use of one significant word - " 127 ' - to turn, to become,

to transform.
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Gorni's use of the verb " 12" while hardly excessive,
betrays the conflicting forces at work in the poet's attempts
to create, While he struggles to maintain control of his
poetic universe, the forces of decay and disintegration con-
front him at every step, This negative creative transmuta-

tion threatens the very tools and supports of the poet's trade:

pv213 Y1p» *1113231 '8N
«BNAPY - *311¥Y ,0°2DI7
(My drum and lute to a voice of weeping
have turned, and my pipes to their lament,)
(Draguignan, l.6)

n*ngaY %y 12903 any
.N1312K §A2 177Ty3 CCAAR

(But now they have become my destroyer,
these faded loves, which were untrue, )
(The Nightmare, 1,10)

gnY'nK *23KY 08 Ak
2e9v9p gratik 198A3 *§ 1°KY
(They are my brothers, and I myself their brother -
8o how did my defenders become my enemies?)
(Perpignan, L.19)

1873 K *97117 U0 AytET)
*932 "y31 *phoya 9

(And Isaiah, the chief of my pursuers, has now become
my Amalekite, and an Egyptian lad)
(Luq #2, 1.30)
In all but one of the above, the verb is passive, and counter-
acts the poet's active ability to create and transform. The

vulnerability suggested by the presence of the losengier is

amplified by its relation to the language of being and transformation.
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in one particular poem, Gorni's vocabulary implies a
strong familiarity with the troubadaur ethic. Once again,
though, he reapplies it, taking words conventionally asso-
ciated with love and love-lyric, and using them for something
else. This is the second poem to ibn Devash (""Luq #2'"),
where Gorni takes the word " %+3" - joy - and its gramma-
tical permutations to describe the vindictive rejoicing of his
enemies, and his equally vindictive rejoicing over them:
*3%1 AP “23 1% =D oK
sqpy 2y 2v33 B3R AR TEAT
(He shall always have a cluster of bitterness
while 1 eat honey in joy with the honeycomb)
(Luq #2, L.25)

<TYRY SOpTN YAl Y3t Tan

(In vain my enemies will rejoice, emptyhanded...)
(Luq #2, 1.28)

What a strange permutation of the Provencal "joi!" Even more
striking is the transfer of a standard love image, in the same

poem:

TRY LINIX K°2IAD 2197 vaTl
..n;': 11:191 N "Q"y .-.!‘ ﬂ‘-TCw

(With the scourge of your tongue, blacken him, and
the arrow
of your song fire upon him, that his eyes

be pierced.)
(Luq #2, l.14)

Here is the conventional image of love shooting her arrows, and
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piercing her hapless victim through the eyes, But, again,
to what use it is turned!
The sources of Gorni's language are largely biblical, as
was standard, with several rabbinic expressions ( a7 ,%3p,n11y
and the paraphrasing of a line from Pi rke Abot). Several
riddle-forms, and proverbs, are also used. In addition, it
seems likely that certain usages, as I have tried to show, come
from the courtly vocabulary,
The creative furce of the poet is a central theme for
Gorni. The poet becomes the vital force which brings
poetry to life. If poetry was a string of pearls, as so often
depicted by the poets of the Golden and Silver Ages, then the
poet was the string holding them together. To Gorni, his power
seems nothing short of redemptive, as he breathes life into
the assemblage of poetic bones and flesh. Thus, in the poem
to Arles, Gorni declares that poetry's survival is dependent
upon him; with his death , she shall descend to the underworld
with him:
t*pzapna 173 ,A% ,v230n OR
2773k N¥YHY2 YMaK 21°3 noY y
*apR CnRY LA CTIy3 RV YD
L1799 agiyt g3y vIikea
(Don't hand me over, God, into the hand of my enemies!
why, when I am lost, should verse be lost, too?
For she lives while I live, and will come with me,
after me,

to spread her couch in the dark of Sheol,)
(Arles, 11, 12-13)

y
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And in the poem to Bedersi in Perpignan, he proclaims:
A'2 7132 1M YAk - ‘*A1Da
*9%n 139 *sokd 01°3
(When I die, the glory of song will descend with me,
the slain will be many, the day I am gathered in!)
(Perpignan, l.55)

The poems are the poet's children, his offspring, his 'giants, "

or, sarcastically inverted, '"low ones:"
K211 2% o°avazxz "o K1
*9eE3 *1% 2> TOAM
¥IXK 027 K1 ¥3I231 a3k
*Y97 ovwp 3k oY)

(Who of the lofty is exalted and proud,
as powerful as the children of my giants?
Though I am brought low, I will yet cut down the high ones
and place my low ones in the heights,)
(Perpignan, l1,50-51)

Poetry itself holds the power of life and death:

?naga oY *H3 anx L 1%

?o*7pTn Yoiva w3t
11% At a3k 39 3 9y

g*70onm Y 21X KDY13 YAk
INTDAY *'wa 1*nvncEn

"1ov*ID10Y "A3" CpIIt KAIPXKD

(Look: can a swampgrass grow without water?
can a dessicated tree bring forth almonds?
Were it not that in this boy the father's face
1 bear, and I remember favors he did for me
I would have put him in my song and killed him
and called on those who know '""come eulogize!")
(Lug, 11.8-10)

In contrast, the defeat of his enemies is described as the

loss of their ability to give birth:
71y STax13 A7 no 1KY
*hre3 TavE VIR KR V1K

(The players will no longer have strength to give birth
the eyes of the unborn shali not see the light,)
(Perpignan, 1,57)
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@*at2 pawa ana 1vR
1199 n2 1°k1 ornbom

(If their belly has conceived such lies,
let me bereave them, so they can't give birth!)
(Four Kehillot, 1.11)
The image is developed in a description of his enemies'
having given birth, not to truth and poetry, but ''sin" (Arles, l.40)

and "lies" (Four Kehillot, 1.1l1). In distinct contrast, the

power of true poelry is redemiptive:

yantgp *ana nhyn xY
ANDYYY 713 7TIRS ¥ iy

(Since the arrival of Gorni, our savior, neither
darkness nor exile has been known in the land)
(Aire, 1,3)
The poetic act is further associated with images of virility -
the arrow, flowing water, the pen. The goren - thresher -
also assumes the magical power to stop the Angel of Death in

its teeth, The image acquires redemptive dimensions, which

are amplified by the poet's assurance in the poem to Perpignan:

g *n*I9 v f913IK 1*A1aY
*hixx Y% a%eco ‘nhpan

(I shall wave to their scattered parts, for [ have ran-
somed them
and eased the path for those I have redeemed.,)
(Perpignan, l.4)
The recurring pattern is that of uniting cotaposite parts into

an array of meaning. The image has formidable resonances

in Gorni's time, Since the Golden Age in al-Andalus, Hebrew
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and Arabic poets had employed the image of the poem as a
string of pearls assembled by the virtuosity of the poet,
Gorni evokes this image when he says

TagOK "°w *3%39 13 hy
*Ha33 Y1p *3*39 1 Uk KV

(I shall set the pearls of song onto your crown;
I won't cast my pearls before these fools!)
(Perpignan, 1.52)
He deftly fuses the same concept , of the poet assembling
scattered parts into a whole, with the redemptive image of
the Messiah reassembling the scattered people (see p. 34 above).
Thus , we see, that when he pleads, in the poem to Draguignan,
that his enemies be denied a "Sukkah'" in Jerusalem, he is
pleading, not only that they shall not be redeemed, but that
they be denied that "gathering' which bestows direction and
meaning, It may have Kabbalistic overtones , too. According
to Kabbalistic teaching, the vessel which contained the divine
light was shattered at Creation, and its fragments flung to all
parts of the world. The coming of the Messiah, and Redemption,
were dependent upon the gathering of those shards back into
a whole,
The Christian world, too, saw the earth as an ordered

clockwork of parts. A divine conception of order permeated the

universe, from the workings of the stars and planets in their
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appropriate spheres, down to the minutely classified and
ordered ranks of human, animal, plant and mineral matter,
(The same notion is found in the ten sephirot, the ten spheres,
of the Kabbalah.) The "Great Chain of Being' governed the
universe, and everything was kept in its place. God was

the magnetic force at the center of this concentric order.

And Gorni, too, who compares himself often and immodestly
to the Divine Creator, stands at the center of his universe of
words, and their governing order.

Gorni also utilizes architectural motifs, and the deployment
of architecturally evocative (biblical) verses. How conscious he
was of this preference for biblical locii is impossible to deter-
mine, (In general, he shows a preference for the '"romance"
narratives of Kings and Samuel, the Psalm literature, Isaiah
and particular{y Job.) Curiously, the poet appears not so much
as the architert as the building itself, the assembled order of
parts, which must be protected against invading forces, The use
of the verb ' ¥72 ' - "break in,'" "invade' - pervades his
poems. One has only to think of the meticulous!y hierarchized
architecture of the Cathedral, which would have been a pro-
minent feature of Gorni's landscape, to realize that edifices
of woud and stone would have emanated the same message of a

multitude of parts harmonized into a whole. The poet's power
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is superior to the builder's, because he can create 'some thing
out of nothing' (Guillaume's "farai un vers mi dretz nien").

It is a mark of the genius of this poet that he displays this
metaphoric analogy in his own unique way. In the second poem
to ibn Devash, it is the image of the thresher, catching and
arresting Death in its grasp. Or, in the frightening poetic
image of Gorni's dissection and subsequent transmutation into
totemic relics, there is an i'nversion of the image, a kind of
inverted creativity, and a testimony to the immortality of
the creative urge, In this vision of posthumous destiny, the
poet shall be dismembered, and the various segments of his
body, along with his pen, the planks of his coffin, and even
the maggots consuming his body, shall be worshiped as relics
of magical potency (see, Draguignan, ll.20ff, and virtually the
entirety of the poem Schirmann calls ""the Nightmare "). This
is completely consonant with the poet's image of poetry dying
with him. For if the poetic act is the assembling of parts
into a meaningful whole - the stringing of a necklace of pearls -
his death snips the string, and all fragments return to a
meaningless disorder.

(The powerful image of posthumous dismemberment had

its source in historical reality. It was not only Jews who
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felt uneasy about dying in exile. But, many did die
outside of their homelands, and the technology of the
times prevented the efficient return of their bodies for
burial, The medieval mind took recourse in what will seem
to us an extreme solution, dismembering the body, boiling
the parts and removing the bones. The bones were buried
on the spot, and the boiled appendages shipped home for
inl:erment.r’Such a fate came to no less a personage than
48

Aquinas,

The polarizalion between urge and demiurge, poetic will
and misdirected passion, order and chaos, fills Gorni's poems
with tension. The tension is of several types. It is linguistic -
for example in the suspended syntax of

NIJITK CA2 Y9793 B*anx

(those faded loves , which were untrue)
(The Nightmare, 1.10)

or linguistic and imagistic, as in the tortured syntax and
startling polarity of heat and snow, desire and death:
nent 31%°%3 vpen ana ,nap
771 3y Yy aber v
(Ice, in the heat of my desire at night , strips off
my garment, and snow falls on my bones. )
(Arles, 1.10)
It is also emotional tension, wrought by the first two, and

reinforced by the torment of the poet facing the obstacles to

his creating, ranging from social and economic pressures to
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the sheer ignorance and stupidity of his audience (cf, Perpignan,
1.59).

Yet, in the world of the poem, even what are clearly
external phenomena -- tax officials, slanderers, untrue
women and boors -- take on the quality of psychological forces
of opposition. The arena is set for a psychomachia; the
poetic ego struggles to sustain creativity and creative order
among the forces of destruction, death and decay,

The lyric form in general lends itself to this type of psycho-
logical critizism, because of its essential egocentricity and
first-person exposition, and because of its reflined degree of
emotional sensitivity, Gorni portrays a man at war with
Creation -- in both its social and artistic manifestations, His
enemies do not appreciate his artistic worth., They deny
him his tenuous livelihood. They hostilely block his access
to other puets, They accuse thim of squandering his energies
on untrue loves and secretive trysts; he has not been attentive
to true love, the ennobling passion and motivation of the courtly
ethic, Creativity, which should be pictured as a 'putting
together,' a harmonizing of elements, is countered with images
of dismemberment and disintegration. The poet strains simul-

taneously for opposite extremes: vengeance and tranquility,
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immortality and death.

About him, mutability reigned in the destiny of men.
If literature expresses the will of aristocratic society, it
still survives by society's caprices. The forces of disorder
are always just outside the walls, Moses ibn Ezra writes of
peetry while lamenting the sack of Cordoba, and Halper
introduces his Hebrew translation of the work with a mirroring
reflection on the Great War raging and destroying as he strug-
gles to create. We, too, can testify to no better record. and
that is why, perhaps, Gorni's work reverberates forcefully,
not only in its own cultural context, but in ours as well, In
the end, it was not the psychological enemies which most
threatened. The poet sang. Gorni was nearly lost to the
forces of human-vrought disorder. There is, hopefully, a moral
in the "nearly" -- that the urge to create is indeed transcendant,
It is part of thz hope of this paper, in beginning the restoration

of hi's work, to {urther the restoration of that vision.
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EDITIONS

Gorni's poems survive in a single manuscript, No. 128 of

the Munich collection, in the Munich library, and several

epigrams in Glinzburg mss, 167 and 288, now in the Hebrew
University in Jerusalem, In his entry on Gorni in the Histoire

de la litterature... , Ernest Rénan notes the possibility of

more Gorni material being in the Firkovitch collection, but

a note al the back of the book indicates that the material was
incorrectly identified. (This is fortunate for Gorni, since

the Firkovitch collection, in Moscow, is now largely inacces-
sible to Western scholars.) Munich No. 128 is a fourteenth
century manuscript, in which Gorni's poems appear sandwiched
between two essays on scientific subjects, in the hand of a

somewhat deficient copyist. According to Rénan. Steinschneider's

was the [irst attempt to work with the poetry. He identified the
poet of the Munich copy with the poet of the same name men-
tioned by Bedersi & and assembled an edition of three poems
for publication in Pollack's Hotem Toknit, published in Amster-
dam in 1865. Pollack, however, never published a complete
edition, leaving it to Neubauer to produce an 1873 article con-
taining the poems to Arles, Aix, two poems to Manosjue,

Carpentras, Apt, Draguignan and the exchange with ibn Devash.
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In Volume 3l of the Monatsschrift fir Geschichte und Wissen-

schait des Judentums (Breslau, 1882), pp.510-523, Gross repro-

duced the body of poems not contained in Steinschneider. Curiously,
Davidson's listing of manuscript editions omits the Steinschneider
work altogether.

The bulk of modern attention to Gorni must be credited to
Schirmann, Six poems, included in the Gross edition, appear
in his anthology of Provengal and Sephardic medieval verse. =

Excerpts from these and other poems appear in French transla-

tion in Schirmann's 1949 article in Lettres Romanes, Vol.3 , pp.

175-200. Haberman has recently produced several of the poems;
unfortunately, 1 was unable to procure his edition before the com-
pletion of this paper. An incomplete version of the poem to
Arles, and "The Nightmare' appear in Hebrew and English

translation in the new Penguin Book of Hebrew Verse by T.Carmi

(Penguin, 1981, pp.397-400). Thus, much of the work in this
paper is unduplicated elsewhere. The need for a critical edition
of the entire corpus, and translation of same, is long overdue,
The editions of Gross and Steinschneider are highly unsatisfactory
and require careful scrutiny and emendation., Even if we do

not concur with his evaluation of Gorni, Rénan's century old

lament is still essentially valid:




il sérait bien a désirer qu'on publiat la collection
complete de ses oeuvres venues jusqu'a nous. A
défaut de tré&s-haute poésie, on y trouverait un
tableau parfait de la vie interieure de la societé
Juive du midi de la France, dans la deuxiéme
moiti € du xiif siecle, 3!
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did not arrive in time for me to pursue this problem,
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To the "Four Kehillot"

1. To whom shall I flee, and where shall I find refuge?
they are laying a snare for me on all sides!
Aha, Gorni! who else gets such scorn and ridicule,
such woe -~ just you, you wretched soul!
When the money's run out, and there's no meat to pourish,
then in quakings dear life shall perish!
Yet surely my redeemer bequeathes and enriches
and returns losses to the owners -
5 And he's my salvation in trouble, too,

a shelter against the day of doom!

The poem appears as #404 in Schirmann's collection, It is also
found in Gross, p. 514, under the heading: '"And this is what he sent
to the community of the 'Four Kehillot'-"

2. you wretched soul - literally, you plundered soul, The word is
usually used biblically with respect to land,

3, dear life shall perish - my translation is at variance with the
meaning implied by Schirmann, who notes, avisin :AviDnA
i.e,, the body (corpse) shall perish.

4, redeemer - Schirmann notes, *aYx :'Yx1a2 i.e., my
Redeemer (God), It seems to me more probable that a human
redeemer - the patron - is implied. This patron may be the
"Judah' of the last verse,

5-6. shelter; wall of brass - Many of the biblical uses are connected to
city or building images, perhaps re-sounding the opening picture
of the poet as an architectural edifice. This raises the intriguing
question of whether the choice of vocabulary is deliberate, or
simply the result of a subconscious association, The question is
of some interest, since Gorni's vocabulary often concentrates on
a certain biblical locus or locii. The David/Saul stories of the
books of Samuel and Kings are a frequent reservoir of words, Since
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In vain, my pursuers draw close to make me weak;

I shall stand like the walls of brass!
And should they touch my song, he shall scourge them

as one who defiles Temple vessels!
My pride, they plotted to lower and debase,

my honor, among the nobles and commoners,
(Even if all the stars of heaven were to

acclaim me, they could not utter all my glory !)

10 They'd call me a false, unfaithful fellow,
a great sinner, whose crime is weighty,
If their belly has conceived such lies,
let me bereave them, so they can't give birth!
And if they're creating a tumult because of Isaiah,
should Issac start shaking?
these stories also constitute the closest biblical analogue to
chivalric literature, they may have enjoyed an extra popularity
at this time,

6, wall of brass - cf, Jer, 1:18,

7. _temple vessels - i,e., the sacred tools of worship, the implements
connected with the worship service,

8. _nobles and commoners - a merismus, i.e.,, among both high and
low,

9. acclaim me - the Hebrew has '"me" (in the common form "my soul)
in the first hemistiche, 1 have transposed it for the sakeé of the
English syntax.

L0, unfaithful - the Hebrew word gnonis also evoked in Lev, 5:22-23,

which concerns the return of lost objects (see v, 4, above).
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And where are the wonders of his mouth in versifications
when he's clamoring grace with those mighty ones?
The tax ministers would like to trample on me,
At the taskmaster's voice, I am seized with trembling.
15 Before the court, I offer my petitions
and plead with the due official;
Wingless, see if the hawk can fly -
without pinion or feather, can the stork?
When I am speaking, may my lord strengthen me

On that direful day, my soother Judah!

12, Isaiah - the m s,, and Gross's copy indicate a lacuna. Schirmann
has inserted the name Isaiah , evidently assuming that the
Isaiah (ibn Devash) of the Luq tenson is intended.

13, grace -or, thanksgiving,
mighty ones - See, '"Perpignac, ' note to verse 8,

16, see if... - the verb and syntax identify this as a standard riddle
form, Riddle poems, epigrams and proverbs were a genre of
medieval poetry, and are found in the works of Hallory, ibn Gabirol ,
and ibn Ezra, to name a few, In her article, 17*y:n17*n2 nyca®"

.189'y April 1980 ,31-30 ni17sEn "OvY3I3A *HY3 NTIAYA ATAd
Tovah Rosen-Moked describes four common riddle forms, one of
which is characterized by its beginning, (or, some gramma-
tical variant of , and followed by the conundrum,

17. quaking - cp. 1I Kgs.23:18, where the expression is '"let no man
move (y* Mhis bones." The idea follows through with the
rest of the verse, The Gross copy has nv9n* "transfer',
which Schirmann has emended to T*?™''deliver', In either case
the intention is similar. The form, nypgy v+*Yn, is found also
in the Rosh Hodesh liturgy, where it figuratively connotes
"salvation''. The first words of the verse are still dificult, though:
does "disturb'" refer to a posthumous or living state?

18. direful- a secondary meaning is the Christian féte days, which clearly
were days of distress [or the beleaguered Jews in their midst,
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To Apt

1 I passed by the raconteurs' troupes
yesterday, I went seeking in the land of musicians
My hand mastered the lute, and at
my right, my strings to the instrument I tied,
and played: Perhaps as I take joy, it will
ease the bitter of heart -- so I sang a song.
It not in my days, after my death may they find

song, after I am buried on Mt. Nebo.

The poem appears as #405 in Schirmann (p. 476, Vol. IV), and in
Gross, p. 513, with the heading '""And to Apt, he said:"

2. mastered - literally, "my hands cultivated', cf. Is,48:13.

3, perhaps it will profit the bitter of heart - Davidson's thesaurus
of proverbs attributes a similar epigram to Yediah (ha Penini)
Bedersi, the son of Abraham haBedersi, whose vitrdolic exchange
with Gorni is still extant (see, further on, "Perpignan' ). The
proverb is: "yqvg pnp* ,97%gea 2% pY Ex2"

(when the poet is bitter <f heart, his song is sweet.) Dan Pagis,

in his book{1976 ,2*%g171*) %103 n71°wa N1102Y ©ITTA

cites a contemporary of Gorni's, the poet Valqgiera (around
126Mya4p> ny pee® a%0 XKI1AY L,77100 9K ©TK 1¥N UK M0k
(Say, how shall a man treat the poet, who gladdens the heart

when he sings) (p. 179).

4, Mt. Nebo - the burial place of Moses, The exact site, of course,
is unknown, but the mountain was. Gorni sees himself as the
Moses of poetry!
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'"'Should a prophet of song like Gorni arise, let him be
sacred, don't touch him! " I was told.,
Why do my denouncers find sin and misdeed in me?
have I broken Testaments, violated covenants?
""May my rivals be annihilated and unwritten
in my people's records, ' I constantly say!
The Amalekite is my bane; he stalks to pursue me,
I will curse him like Shimi; I will scuttle along after him,
Should a celestial host arise and pursue me,
would I quail, would I now be frightened?
The time for sighing has scattered and passed,

Now I am crowned with years of rest like a jewel.

Should ... arise - Schirmann has emended the line considerably.
See his note, The biblical reference is, agnin, to Moses.,

unwritten. .. records - cf, Ezek., 13:9,

Shimi - see Sa. 16:5 ff, This image of the skulking maledictor

is a strange one for our hero to invoke. The verb *pqoy ,
which I have translated as '"scuttle', is a biblical hapoxlogomenon
(11 Sa, 16:13), as is the hithpa'el form of 7Y% (Dan. I1:40).

The selection of rare words suggests Gorni's knowledge of the
Bible was more than rudimentary, and probably quite extensive.

|
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I shall be a lord forever, even if I am swept
from the honored sanctum like a locust or grasshopper!
Oh earth! go gently with me, and the gentle people of Apt -- and go
gently
with those devotees of love I remember.
By the Lord's temple, and service, I swear,
I would not betray them, and I have not lied!
The breath of my song shall brush over their faces,

I shall not even let a hair of their flesh flutter!

l1. jf Lamswept... grasshopper - I have had to transpose within

the hemistiches. The syntax is literally "even if from the
sanctum/honored, like a lccust or grasshopper I am swept, "
Schirmann indicates a variant meaning for n'aT - "place."

12, go gently ...gently - the punning on "Apt" is impossible to

13,

translate, but very beautiful, The expression ""go gently" (ug‘?)
is almost identical in sound to the city name, Apt (©X) y

| swear - my addition, The Hebrew oath formulation does not

require words.
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They met me trembling, the could not stand
they looked and shared in what I'd done
Some proffered their delicacies to my mouth
I drank their wine to intoxication
I dwelled among them like a king amidst the troops
Reclining on them, I was gloried.
They loved me freely, I shall love them

forever, for they have chosen as I chose!

L5

16.

17,

shared in what 1'd done - *napa uk - literally, what I investi-

gated, more colloquially perhaps -'checked out", thus where I
had been and all my doings. Schirmann notes -  ygpnga.

to intoxication - literally, '"and I became drunk,"

reclining on them - the image is one of the king reclining on

his servants in majesterial dominion, cf. II Kings 5:18, 7:2, 7:17,



To Draguignan

1 The poet has become his enemies' joke and jest
and constant mockery
They gloat freely in their greed
for who restrains it, or their lust?
They trust in their wealth; while I am a humbled
wanderer, they are under their fig trees,
I am wretched; they, like a watered garden,
rise and flourish in their garden beds.
5 Keep their shelter out of 'Salem!
don't let them build their dwellings on Mt, Zion!
My drum and lute to a voice of weeping

have turned, and my pipes to their lament,

The poem appears in Schirmann as #407, pp.481-482, Vol.1V,
and Gross, pp.513-514, with the heading:

And to Draguignan he said:
Children of Draguignan, may you have neither dew nor
rain nor fields -
for there was the shield of haGorni besmirched; let the
heavens
fight to take revenge:

l. has become - the words technically belong to the second
hemistich.

5. shelter - literally, "Sukkah)' the tanopy of Redemption. 'Salem-
Jerusalem, The poet seeks to deny them redemption,
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Let my good mme in their mouths
be absent as Rabbi Meir's in the Mishnah!
Woe to the day ] sojourned in a place of jackals!
woe to the day 1 dwelled in their domain!

Would I might live at the end of the seas -

I would roam far away from their province!

10 They would seek me in their chambers,

they would have me a lurker at their corner

7. Rabbi Meir's - given credit for the anonymous dicta

and editing of the second century legal compilation
called the Mishnah,
the Mishnah- literally, 'their' Mishnah, but the pro-
noun is clearly intended for the sake of the rhyme,
10. They - the infamous and omnipresent losengier, see
my note to 1,17 of the poem to Arles, In the trouba-

dour lyrics, they slander the lovers and thwart their
trysts,



Or turning at night to young men
following my lust - - so they believe!
They say, like an adulterer I watch for night,
I remember the favor of their dove -
But I would flee to the ends of the earth
if I have even met their fine lady in a dream!

I almost await my day of death,

my name shall be lost, and their complaints cease,

15 But their day nears, and then I'll find them

beneath me, with the advent of their holy days!

My hope is in the end of days; in life,

I'll hearken, and have my fill of their barbs

11,

following my lust - literally, "straying after my heart."

12, dove - i.e., the lady, perhaps sarcastically.

13, dream - similarly expressed in 1,5 of the poem to Arles,
The dream image is thus restricted to a denial of vision -~

a rather unusual inversion of the yearning plaintiveness
with which many troubadours invest it,

15, beneath me- the image may be intended to suggest the

medieval Wheel of Fortune, whose arbitrary turn reverses
the high and low,

16, my hope- Schirmann has emended Gross's " 3P - my

reward, which seems also acceptable,
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What are their deeds, or who are their fathers? he
that should be their protector and shield?
I'll curb my tongue, while time
and season still play their way.
If only the heathens would hear my songs,
I would arouse their understanding!
How I fear the day of my death
lest they make of me their icon!
From then on, they'll cease offering to an idol

and burn their incense to me,

19.

21,

heathens - Schirmann interprets this as a reference to
the Christians., See, also, the following note,

idol - literally, to '""Gad,' a biblical object of idolatry.
Schirmann, again, interprets this as a slur against the
Christians, and referring to the Christian saints,

The reading “s consistent with the derogatory references
of the second poem to ibn Devash, where, in response
to Devash's "how shall a Canaanite slave speak with ./

a free man'" (1.13), Gorni retorts, '""What's this vain

fool that I should cling/ to him? How should a Hebrew
cling to a Christian? '(1, 20).
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They'll grind my pen for old men
‘there would be virility in it for their old age!
Would that they'd gather my words and carve them
in stone, their forms on tablet
May my days yet crown me with pleasure

that they might grant to me their favor!

22, grind my pen - an unusual idea,

It represents a
vivid attachment to the totemic power of objects.

Freud's
class essay, '"Totem and Taboo, ' is pertinent here, as
are contemporary theories of metaphor and metonym,
The latter are still outdone by this particular genre,

whose metonyms function affectively as well as repre-
sentationally,
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To the Adulterer

1 What have you to do desiring these strumming maidens?
do you picture yourself a lord over noblewomen?
Love a hag or an adulterous woman --

they're fitting for you, and not these maidens!

The poem appears in Schirmann's anthology as #408. 1 have
borrowed his title. It also appears in Gross, p.523.



The Nightmare

1 I am now about to lament for my desire ,
the voice of my drum has already ceased to respond,
My trespasses have prevented goodness, my friends -
how many sins and transgressions I havel!
My joyful lute has become my mourner
my pipes, a voice of weeping and lament,
With the end of my desire, and exhaustion of my appetites,

the gifts and tokens of love have ceased.

The poem appears in Schirmann's anthology, pp., 483-484, as
#409. I borrow the title '"The Nightmare' from him. It appears
also, with an English translation, in T, Carmi's recent antho-
logy, The Anthology of Hebrew Verse (N. Y., Penguin, 1981)

and in Gross, pp. 522-523, with the following heading:

Accounted to Gorni the desirer, his last passionate words
while still in lif¢, and his remaining years were many:

l. Carmi trunglates "I shall now lament my desires ,/ che
silenced beat of my drum, ' Because of the dative prefix to
"desire,' which is absent before "drum, " I have not made
"drum'' an object of ""lament. "

2. my friends - my supporters, my advocates, The poet
addresses these faithful few in his lament,

3, my joyful lute - cf, Lam, 5:15.

4. appetites - Carmi translates, ''passion,' See Ps,140:9,

6l
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5 Day has descended, and the shadows have fled
No breeze is fluttering in the gardens
In my heart is a dread of death -
what hope have I, a dumb jackass!
But let my desire inflame the world's foundations,
and may clouds dwell over my tomb
And if I die while I am still young,

may my plaints descend with me to Sheol!

5. breeze - literally, "spirit," "wind, ' with its direct Hebrew
conno*ation to the wind/breath of God 'fluttering' on the
waters in the Creation story.

dumb jackass- literally, ' a colt the son of jackasses"
(Zachariah 9:9).

7. clouds the cloud of God's glory hovered over the Israelites'
Ark throughout their wilderness journey. The Hebrew verse
has an inverted grammatical symmetry (subject -verb/ verb-
subject), literally '"let my desire the foundations of the
world inflame/ and dwell upon my tomb the clouds," Carmi
does not translate the verb as subjunctive, but future
definite: ''Oh, my passion will set fire to the earth's
foundations/ clouds will hover above my grave."

8. plaints - i.e., the poems .
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Once 1 was a chaser of desires,
fabled a hellfire among the provinces,
But now they have become my destroyer,
these faded loves, which were untrue,
From far away, they shall bring to every peddlar
the dust of my tomb, to be fine ladies' powder,
The planks of my coffin shall be for barren women -
so they may give birth to sons and daughters.
My maggots, let them grind up for the stammerer,

and the mute shall utter seventy tongues,

10,

11.

13,

hellfire - cf, Job 17:6. Carmi has " [my }.ust-lwas likened
to (the fires of] hell."

Putting the consequence before what precipitates it is a
lovely example of form following sense in the Hebrew.
The resolution is suspended until the second hemistich,
where we sec the impermanence and mutability of these
past loves. Carmi emends , loves "which had no virtue
to them,"

to be... powder - Gross's lacunae, 'to...surround(?) fine

ladies, " is emended by Schirmann, similarly adopted by
Carmi, and quoted by Pagis, ...07102Y wiTcm p. 186,
as " ni13vy pispat !

seventy tongues - according to legend, after the failed
attempt to build the Tower of Babel, human language
diverged from one common tongue to the ''seventy tongues'
of humanity.
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My hair shall be frets on instruments of song
Playerless, they'll make beautiful tunes

My girdle shall be an adulterer's belt
so he cease adultery and wantoness

And all my instruments Bmple vessels shall become,
my vestments for a relic hoarded.

If only someone would pulverize my bones to dust

before they make them into icons!

14,

15,

16.

17.

playerless...tunes - literally, 'they'll make tunes well,

with no player." The legend refers to King David, whose
harp would purportedly play of its own accord, when its
frets were rippled by the garden breeze., However, it
should be noted that Tristan, too, was famed as a
harpist, and his musical ability had magical affect.

adultery and wantoness - literally, to commit adultery

( there is no verb for this in English!) and to be wanton,
Carmi has '"'to put a stop to his fornicating and whoring."

The pun is hard to duplicate, The Hebrew word %5 is
a general term which doubles for musdcal instruments,
and vessels or instruments of all sorts, including those
used in the Temple cult, The implication here is that
they shall serve as Christian relics. Carmi has "all

my belongings will be declared holy relics."

if only someone - literally, "and who,"
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My sayings shall bring wisdom to the fool,

to naif and learned, understanding.

18.

naif and learned - a merismus is clearly intended, but
is difficult to literally convey. The expression is ''to
the youth and the wise man." The cultural association
is antithetical to our own, where age is no longer asso-
ciated with respect and wisdom,

understanding - literally, understandings, knowledge.
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Perpignan

At the head of all tale-tellers' songs, I lift my tale,
as the father of all players, I rouse my pipes.
I turn this way and that, and there is none
like me in all the lands!
I arise to be the solacer of song
with comfortings I'll requite my mourners,
I shall wave to their scattered parts, for I have ransomed them

and eased the path for those I have redeemed.

General note: The precise biblical allusions of the verses have been
appended to the Hebrew text. Those mentiocned below are only the
most essential for an English reader unfamiliar with the biblical
passages in question,

father ... players - according to the Bible, Tubal-Cain, the son

of Cain (Gen. 4:21).

pipes - the usual translation for %v%nis "flute,'" However, it was
found that many metrical difficulties of the Hebrew were resolved
by an ‘% rhyme, which is plural, (2%)%°%n may be some undefined
wind or percussive instrument other than the flute, See, for
instance, Mishnah Bikkurim 3:3, where a percussion instrument
seems to be intended.

mourners - i.e., the despairing songs.

scattered parts - again, of poetry, The image is frequent in Arabic
verse, where prose is traditionally described as 'scattered, "

and poetry 'gathered.' The Moslem poets also described a poem

as a string of pearls - gathered , obviously, by the poet.
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They have appointed me among my brothers as prince
they have established me elect among the¥ords,
I emerged a cypress among the%briars
and rose as myrtle 'midst the®thistles,
I remain alone the prophet of song,
my intellect is singled out.
There's no death in me - I'll be taken up like Tishbi,
raised up like the angels and the*gods!
My myriad talents exalt my heart,
the might of my deeds transports me!
Who can stand up to me in song?
though he ascend like dust, ne'll be dung on my shoes!
If I rejoice when the mighty ones sing in chorus,

when I shout forth, they'll all bow at my feet!

the lords - the asterisk s indicate that I have changed the literal

"my'' lords to the definite article. The "my,'" as in many subsequent

verses, seems merely present for rhyming purposes, and makes
little contextual sense.

the thorns, the thistles - see n. 5.

Tishbi - i.e., Elijah the prophet, who ascends to heaven in a
fiery chariot (I Kings 19:4 {f).

angels and the pods - the gods, see n.5. The "angels and gods"
could equally be "mighty and great ones.' Both words are
somewhat enigmatic, since, like many of the Hebrew terms for
divine beings, they also apply to human positions of power.
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And woe to the wretched land of Provence -
not one of my community seeks out my verse!
If I have now arisen
to play well, and these fools hate me -
let them hate me! and then my glory will be greater!
can such a people tell my praises?
15 Far away, princes mention me,
all the more those who know well my deeds.
When I offer my verses to their mouths
they lust for watermelon or scallions!
On the day my hand lays down my pipes,

?

Aha! in Provence , there are many jealous of me,

in my own circle, and within my own borders.

12, woe to- Eccl,

13. hate - more literally, "abhor,' "loathe, " but ""hate' seemed more
in keeping with the tempo of the verse,

16, their - i.e., to the ignoramuses of Provence,
watermelon or scallions - the rebellious Hebrews in the desert
reproached Moses for their fare of manna, ad recalled fondly
the Egyptian diet of watermelon and scallions - cf, Nu, 115 ff.

7. the line is corrupt, and*%%102 may be a scribal dittography,
as it follows so closely upon 9o
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They are my brothers, and I myself their brother -
s0 how did my defenders become my enemies?
20 What fault do these fools find in me?
let them test me, and I'll remove my dross!
The day I abandon and give up on my companions,
should I leave them - I'll burn incense to the *gods!
For many days, they've gone without God's teaching,
and no teacher, woe to them and me!
They've run after wealth, hysterically,
they've called these *misers princes,
when everything they give is only "possibly, '

a drawn-out hope and "maybe, "

19, defenders - literally, 'those who plead for me,"
21, the gods - see n.5.

23, hysterically - 023% / 1179003 - an uncommon, albeit not rare,
enjabment of the hemistiches. Literally, "in stupefaction of
the heart," "assourdissement.' The Golden Age poets would
never have broken the hemistiche caesura. By Gorni's time,
however, even though enjabment is far from the rule, it is not
an infrequent exception,
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and there is none in all the lands (?) - the cup shall pass
also to you, Pro;rence, daughter of my travail -
Lift up your eyes, and see the land Sepharad,
and there, Bedersi, the great ones' darling
The father of all who hold the lute of verse
the greatest of all who play upon the harp!
From the time the sun comes out east of your land
until evening as I await the *shadows,
I favor your dust, more than the dust of Eden.
For Bedersi's sake, you are dear to me.
I have pined remembering how long it shall be

until I see him, and then I shall prance like a calf!

25,

there is none in all the lands - the meaning is unclear,

perhaps to imply 'no land escapes its fate - to you, too,
Provence, the cup shall pass ..."
the cup shall pass - i.e., your turn will come, cf. Lam 4:21.

See also the second poem to ibn Devash,
daughter of my travail - or, '"daughter of my sorrow."

26. Sepharad - the Hebrew term for the region which became Spain;

mistakenly derived from Obadiah 20. P
Bedersi - Abraham haBedersi (i.e,, of Beziers), poet and

wealthy patron residing at this time in Perpignan. According to

the vidas links between the poems, Gorni curried Bedersi's favor
in hopes of remunerative appreciation. Bedersi's vituperative
replies, which survive, suggest his wish was somewhat less
fulfilled.
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Were it not for the wars of the kings and his ministers,
he would have come if I had drawn him by my cords.
Just hearing of him, unseen, has made me desire him
I would have sought him, but I don't know the *path,
Yet many have told me of his glory,
young and old have recounted to me.
If someone could draw his picture for my eyes
engrave it in red upon my walls,
Then I might look upon it to quiet my groanings
and the fevered heart which blazes in my loins!
Were they to put me in an iron vise,

I would say his name and blast my bonds -

il.

3s.

36‘

36 -37,

the wars - Schirmann suggests this is a reference to the wars
between Philip II of France and Pedro IIl of Aragon, which would
date the poem around 1293,

he would have come.... - one would expect the pronouns to be

reversed, i,e., I would have come to him.

groanings - literally, roars.

fevered - literally, heated. In medieval medical science, there
were four major bodily systems, corresponding to four humors
and the four elements., A "heated heart'" would be a source of
emotional disturbance, anger, disease, etc.

bonds - "4933 are, correctly, flasks or skins for containment of

fluid, Steinschneider indicates uncertainty about the word, which
may possibly be *%33, "bonds",

The "name'' has the power to transform the poet's hypothetical
situation, Similarly, in 11, 34-35, the iconic image of Bedersi
can transform his emotional distress to a state of calm, Gorni
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Were they to bind me in thick ropes,

1 would surely sever the *cords!
You make your handiwork great, Abram,

shile the day is short, and the workers idle,
For tokens between my eyes I shall place them

on my garments they are the *fringes

40 But don't let your heart glory in my submission,
when I cry "please, my lord" to you, or "help!"
my son (?) for my hand has grown mighty as your hand
to play, like David, song upon my instrument,
frequently resorts to metonymic images which retain a totemic,
affective power, The frequency of such 'affective metonyms'
appear in his extant work is striking, and the poetic effect both
unusual and powerful. See my discussion of Gorni's poetic
techniques, p.
38, handiwork - literally, work/deeds of your hands, i,e., the poems,
while the day ... idle - Pirke Abot 2:15.
39, tokens ... fringes - the familiar language of Dt. 6:8, 11:18,

Ex, 13:15, from the daily prayer service, Here, again it refers
to the tokens of song.

4l., my son - unclear,

David - King David, who was renowned as a harpist as well as
warrior, and employed to soothe King Saul,

my hand ... to play - The synacdoche of the hand or pen is
commonly associated with the act of poetic creation, and Gorni
is not unique in exploiting it, Within the extant corpus of his
work, it is a recurring motif. Compare, for instance, the song
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Am I Shiloni because I was so frightened
when you came out to attack my rear?
he who was sent to wander in the land -

Is there one to light up the eyes of the benighted through song?

42,

to Arles, 1, 19 - 21, and 1.23, and the song to Draguignan, 1, 22.
Clearly, there is equally intended a double meaning: as the
hand/pen comes to stand symbolically for creative ability,
they also euphemistically carry the allusion to the speaker's
sexual potency. This conflation of poetic and physical virility,
whether conscious or unconscious, is as old as poetry itself,
Its coy and self-conscious articulation in medieval Hebrew
secular poetry may be linked to the observable materialization
of themes and motifs in the post-classical period. The poetry
of Gorni's time is more grounded in the earthly subject,
and evinces a love for the particular, the physical detail.
This may be seen in the poetry of Gorni's contemporary,
Todros Abulafia of Toledo, who, in addition to his strikingly
physical love poems, may be credited with the first ""salacious"
poetry (see '""Courtly Love ,.....'" unpublished article by Ray
Scheindlin, p. 21).
As for the sexual associations to the image of the hand, I
offer one of Blondheim's notes to his 1927 edition of a macaronic
"wedding-night' poem (REJ #8l, 1927), He comments on the
line, #* aye M3 123 @Y

YRR PYYRIAR Y -'l! Xz

est bien cunnu comme euphémisme pour "membre

viril', Cette phrase, et d'autres aussi de notre

poeme. .. se recontrent dans le text suivant ...

je réimprime le poeme en entier, pace pudici

lectoris... (p. )
# The mss, is dated 1452, but the epithalamia genre, albeit
minor, was long known, and adopted from the Arab tradition,
Blondheim translates and transcribes: A

"Il y a dans le tendon ce qui donne un gout:

Mot a ci corteis métier, "

The tens exchange between the poet Shiloni and Bedersi is
extant, and discussed by Schirmann in his article, g+31+*y*
ni1haah 79083 "rer7an A3k hYo M3t hoay gtaten ralpa

Ty (1979,7 983 181 2,3%Ywi7°) ntaapn ApkITAY Aacga

.420=307
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They've scared him, and in shame he returned to his land -
and you think his song is to be compared to mine?
When he has caused his brothers' hearts to swoon like his heart
and seen the adorned one like the rest of my defamers?
Yet here I am, Gorni, a wall
of brass, and I will answer my inquisitors brashly!
Let them all come do battle for me -
to all who come I shall divide the *spoils
I shall vaunt myself -- who will account me

a deceitful man, my ruses with me?

44,

45,

48, - 51,

his song to be compared to mine - literally, "his song my

proper due', or "my lot", i.e., you think his lot, or portion
(poetic creations) are (like) mine?

When he ... heart- the reference is to the cowardly soldier

whose fear infects the rest of the troops (Dt. 20:8, Mishnah
Sotah 8:5),

There can be little doubt as to the double entendre here, Its
hiistory is as old as poetry, no doubt. The virility of the poet
is measured in his ability to "father' verses, and his pen is
the instrument by which he accomplishes this. Gorni's
temporary pecuniary indisposition, he claims, has not
affected his literary potency.

e I —

T S —

g
P
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Who of the lofty is exalted and proud,
as powerful as the children of my giants?
50 Though I am brought low, I will yet cut down the *high ones,
and place my low ones in the heights,

Though all the rivers cannot fill the sea

my rivers fill both sea and dry land!
I shall set the pearls of song onto your crown,

I won't cast my pearls before these *fools!
My ways have been concealed from men --

but come out with me and follow in my paths!
While I live, my defenders, plead with me!

and ministers, clutch my coattails!

55 When I die, the glory of song will descend with me,

the *slain will be many, the day I am gathered in!

49, children ... giants - again, his poems.

t
|
|
|
|
|
E.
0
|

51. cannot, can - my additions, Literally, "don't", or "will not."

52. cast ... fools - a standard cliché, See Hebrew note for similar
expressions. Davidson's thesaurus of proverbs, for instance,
lists '"don't cast pearls before swine, or impart wisdom to one
who cannot value it,'" "Pearls'" are a common image for poetry,
and the Arabic poet often described his poem as a string of
pearls (see my note to 1.4). See also in the New Testament,
Matthew 3:7, The epigram is ubiquitous.

55. _slgin . - again, the poems.
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When I go down, crowned princes and lords will be desolate

and rulers wail
The players will no longer have strength to give birth

the eyes of the *unborn shall not see the light,
I do not sing to exalt myself among this generation

you've known my toil and tribulation
But lest my people forget their tongue

so the remnant of my soldiers utter greater eloquence
That they may recall my songs, from generation to generation,

as the father of all players, I rouse my pipes.

56.

5T

58.

and lords - the words properly belong in the second hemistiche,

although their predicate is the same as '"princes'" predicate, i.e.,
will be desolate.

unborn - literally, fetuses, embryos. The mataphor is extended

from ll, 55-56, The players (i.e,, poets) will no longer
have the strength to create, and their unborn poems shall not
see the light,

this generation - literally, '"the generation,"
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