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Introduction

One warm summer night, barely a decade after the founding of the State of Israel,
my parents took me to an outdoor concert in suburban Chicago. The reason they
attended the concert was to hear one of their favorite artists, Theodore Bikel. As it
happened, Bikel had invited some young Israeli performers to join him on his tour that
summer. The Oranim Tzabar Troupe began to play and I was transfixed. Their
melodies, earthy rhythms and exotic voices stirred something within me I did not know
was there. I knew no Hebrew and had no idea what they were singing about, but it
mattered not. When the performance ended, 1 begged my parents to buy the recording
of their music that was offered for sale, and insisted they bring me forward to meet the

performers.

That experience set me on a course that changed my life. Somehow this young
American Jew felt an organic connection to the language and the culture of Israel. It was
almost as if I had an “internal homing device” that once turned-on, led me to a lifelong
love-affair. I listened to the record of the Oranim Tzabar so often that it became
scratched. Soon I could sing every song in its entirety, mimicking the sound of the
words, not yet understanding them. As I began to learn Israeli folkdance, I discovered

many of these same songs had dances choreographed to them.

My path to uncovering the inspiration behind many of the Hebrew songs and
poems I came to know and love went in the reverse. First I came to understand the

expressions, ideas and imagery in the poems and songs I learned. Only years later, after
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studying the Tanakh in-depth, did I identify the biblical source of many of these
expressions and images. I have been struck by how many are inspired by the Song of

Songs, as was feminist scholar Athalya Brenner:

1T DN NP YN “I went down to the nut orchard...” (SoS 6:11). “This passage
was known to most, not only as a song but also as a dance, an Israeli folk dance—that is,
a dance for Saturday night gatherings, for dancing in the street on the Israeli State's
Independence Day, for any joyous occasion. So was the case with other SoS passages...I
still remember the dance steps, the atmosphere, the accordion playing the music, the
worry whether I would be invited to dance by a boy or dare ask a boy to dance with me.
The provenance of these dances in the SoS was discovered relatively late. To begin with,

they were just ‘our’ dances, originally Israeli and native.™

Given the depth of my passion for Israeli poetry and song, it was only natural,
that having the opportunity to explore a subject through the writing of a thesis, I would
choose to focus on the obvious and the implied associations between that one aspect of
modern Israeli culture and the SoS, that has historically been a key cultural referent.
The SoS has been an “artistic muse” for generations of Hebrew poets and lyricists. In my
rabbinic thesis, I propose to examine more closely the nexus between this enigmatic

biblical text and Modern Hebrew poetry and song.

The people of Israel have had a long-standing love affair with the Tanakh. We

find multiple expressions of its colorful imagery: in the idioms of the Modern Hebrew

! Brenner, Athalya, “My Song of Songs”, in The Feminist Companion to the Bible, Brenner and Fontaine, Editors,
copyright 2000, Sheffield Academic Press, p.158.
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Language, in dance choreography, in literature and in song. This has certainly been the
case from the time of the Emancipation in Europe through the first decades of the
modern State. Ya’akov Steinberg, a Hebrew poet from the generation of the “Techiyah”,
“Revival”, of Hebrew literature (the first half of the twentieth century), has described

Modern Hebrew literature as, /"1 10 D*2123-)2 Y102

In the introduction to her anthology, *T)2IN N¥YY"author Malka Shaked
expresses concern that those growing up in modern Israel have become distanced from
the intimate connection with the Tanakh so organie to previous generations. Shaked
maintains that this distancing will irrevocably change the people’s connection to the

source of their culture:

IND TWTNN NV MNODN NN NPORVY... TV INN HY MIPOINNIY NR”
NN NYNN DY N PIMD DSN IPINNNY , NYOVNN NOPNA NIPYNRY
N29NY TY M THN ANPN 2721 N INI TPNVNN MIAYHIHNN RPN NPMNYNY
TODNND NI NN NN 12D ,NYY NN DY NIMOIN TPV MIUPNND

1.5¢9WN 9IRN NPMNN HY FPORIWIN NHaNna

The above observation would make it unlikely to encounter multiple references to
the SoS in the poetry and song lyrics of the last few generations. However, while we need
to be aware of the impact of cultural change to which Shaked makes reference, we need
not necessarily view this change as a distancing from our roots. We have come to

understand that each generation will leave its own unique imprint upon Jewish culture

:Shaked, Malka, Lanetzach Anagnech, vol. 2, copyright 2005, Yediot Acharonot, p. 17.
Ibid., p. 17.
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for the generations that follow. What I believe differs today from earlier poetic
expression, is that the influence of the Tanakh upon poets and lyricists has been
internalized, and may be less recognizable if we seek it by means of previous

manifestations.

The process is akin to the way in which individuals learn language. If a person
learns a foreign language as an adult, he or she will seek to accommodate it in a more
structured, formal manner; learning constructs, patterns and vocabulary. This learning
is a conscious process. By contrast the process by which a baby learns to speak is a much
more intuitive and organic one. Language is being absorbed without our even realizing
it. An individual may achieve remarkable language fluency and facility without ever
having tried to do so. This, I believe, is the process that has been at work with younger
generations of Hebrew poets and lyricists. I suggest that a close examination of some of
their work will reveal that almost without being aware, these authors have internalized
the influence of growing up in a cultural milieu where the Tanakh has been such a
strong presence, thus proving the exact opposite of Shaked’s statement. Over the
generations since the founding of the State, the SoS has enjoyed a favored place in the
corpus of poetry and song. This reality poses the question: what characteristics does this
book of the Tanakh possess that can account for its unique popularity among Israeli

authors and artists?

For this work, I have selected poems and song lyrics that represent a broad cross-
section of poets and lyricists from the time of the establishment of the State through the

present. I will examine how subject matter, language, style and characters from the SoS
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are reflected in these poems and song lyrics; and, in turn, how these modern literary

expressions may also inform the Biblical texts that have been their inspiration.
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Some Literary Features of the Song of Songs
Genre

One would suppose that the literary classification of the Song of Songs would be
easier to pinpoint than its historical setting or authorship. If, however, we examine the

history of the Song’s interpretation we discover that it has been variously interpreted as,

1. An allegory of love between God and the people of Israel, (or between Christ and
the church, in Christian theology).

2. A drama, with two main characters, Solomon and the Shulamite, or three main

characters, Solomon and two lovers.

A liturgy whose source was an ancient fertility cult.

A cycle of wedding songs that bear resemblance to Syrian marriage songs.

A structurally unified love poem.

o 9 p W

A collection or anthology of love poems.4

Popes and Falk survey the extant scholarship on the first four of these
interpretations, ruling them out as plausible. An allegory implies narrative structure
that would have to be artificially imposed upon the text. As a drama, the Song would
have to have a plot and a unified portrayal of characters. Falk points out that the views
of the text as liturgy from an ancient fertility cult, and as a cycle of wedding songs, come
from theories by nineteenth and twentieth century scholars, based upon elaborate
postulations about its usage. She goes on to point out, however, that the main objection

to the first four interpretations is,

* Falk, Marcia, Love Lyrics from the Bible: A Translation and Literary Study of The Song of Songs, The Almond Press,
Sheffield, 1982, pp.62,63.

s Pope, Marvin H., Song of Sonas: A New Translation with introduction and Commentary, The Anchor Bible,
Doubleday & Company, New York, 1977, pp.34-37.
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“...their imposition of fixed personae and either plot or contextual unity on a text which
seems instead to present a variety of voices speaking in a range of settings and in no

particular sequence.”®

So, what, indeed is the genre of the Song of Songs? Alter, Fox, Exum, Falk and
Ariel and Chana Bloch, among others, conclude that the Song is most naturally lyrical
love poetry, whether as a single, unified composition, or as a series of connected, shorter
poems. As such, it is both unique in the Bible, and yet, shares in common certain

characteristics with other Biblical poetry.

Alter emphasizes poetic parallelism as a strong feature common to poetry of the
Bible. This parallelism serves the purpose of enhancing the feelings, images or actions

being expressed, by means of a re-statement of a phrase employing synonyms:

(6:1)"TRY NYPAN TNT MO MN \ DOWIA NN TNT TON MN’. “Where has
your beloved gone, o fairest among women? Which way did your beloved turn, that we

may help you seek him?”

Verses 10-13 of chapter two of the Song, preserve the form of parallelism, and are
also a beautiful example of a chiastic dialogue. Opening and closing with a call to his
beloved to come out and join him within the lushness of the fresh spring landscape, the
male lover calls, “ : T9-291 N9 1YY 10 MNP, “Arise my companion, my beautiful
one, and come away.” In between is a lush, multi-sensory description of the landscape,

which contains within it an implicit metaphorical understanding of the description as

® Falk, Marcia, Ibid. p.64.

10
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applicable to the lovers and their ripeness for love, as well. The text operates on both

levels.

The above comparison illustrates how the Song can be clearly identified as within
the genre of Biblical poetry. Simultaneously, it illustrates for us the uniqueness of the
poetry of Song of Songs and its many characteristics that are not shared by any other

book in the Canon.

Imagery

The SoS employs rich imagery to bring the lovers’ experience to life for the

reader. According to Ariel and Chana Bloch,

“Similes and metaphors from nature alternate with images from art and
architecture 7...The poet’s metaphors keep shifting between the actual landscape,
infused with erotic associations, and the landscape of the body...The use of metaphor
that both reveals and conceals has the effect of enhancing the Song’s eroticism, while the
suggestive play of double entendre suffuses the whole landscape with Eros...How can a
poem so voluptuous be so full of innocent delight? For one thing, since it relies on
metaphor rather than explicit statement, the language of the Song is restrained and

delicate even where it is most sensuous,”®

Images from nature figure prominently in the SoS, as do animals and stately trees

from the physical landscape and the landscape of the imagination. Lush gardens,

” Bloch, Ariel and Chana, ibid., p15.
® Ibid., pp. 9, 14,4.

11
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growing and ripening plants and fruits are used very effectively to heighten the reader’s

identification with the lovers. Carey Ellen Walsh describes this use of imagery,

“One point that still needs to be made is that when the language of aesthetic
appreciation of the beloved gives way to the lover’s own expressed want in the Song, the
primary metaphors change. They had been zoological, agricultural and architectural, but
now shift primarily to horticulture, that is, the cultivation of fruit...the descriptions of
felt want and of physical enjoyment entail movement—burgeoning, reaching, aching,
leaning, ripening—and so require lively metaphors to match. In this respect fruit
cultivation is a particularly astute metaphoric field for depicting the slow movement and

swelling of desire.”

Water and moisture are also key to understanding the imagery of growth and
ripening. Walsh points out that in the land of Israel there is no natural surplus of water.

Whatever exists is the result of human efforts on the land. She says,

“And this is the case here with the description of the woman as a lush garden,
" 1NA7-13 DO O1N DN INI \DMN) PYN? You are a fountain in a garden, a well
of living waters streaming down from Lebanon’(4:15). The multi-faceted irrigation has
been generated by human means, namely a male lover who has elicited considerable
female arousal. For this woman is sexually excited to the point that she unleashes
‘waters of life’ in her arousal, and, in the process betters her garden—herself—with these

waters.”10

? Walsh, Carey Ellen, Exquisite Desire, copyright 2000, Fortress Press, Minneapolis, MN, pp. 81-82.
 1bid., p.108.

12
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The word *7Y7 is used in the SoS twenty-seven times to refer to the male lover,
and variations of the word D>TYT are used multiple times to refer specifically to sexual
love. Here, in the Song, we see the most frequent use of this term in the entirety of the
Hebrew Bible." In addition, the use of the word O*NTYT(mandrake) in 7:14 is an
obvious play on the word D*1Y7. The female lover also refers to her beloved as NN

YOI NMANNRY “the one whom my soul loves.”

It is interesting that in 2:8-14, while there is only one term by which the woman
calls her male lover—>7Y7-- he uses three different terms when calling to her. Two of the
three, YN9,°N appear together twice (2:10, 2:13b). These are rendered in the BDB,
as “my companion, or friend; and my beautiful one, or fair one.”'2 These two terms used
together, connote the same intimacy of relationship expressed through the use of the
term ‘1Y7. The third term used by the male lover appears in 2:14. When he calls her to
come out of the “hidden places”, the male lover refers to his beloved as *12Y? my dove.
Exum says that the imagery of this term calls upon “the dove’s reputation as gentle and
affectionate...and perhaps, shy and hesitant...reticent to venture forth from its secure,
secluded nest.”:3 The use of Y12Y by the male lover to call to his beloved underscores
the erotic tension between them. At times in the Song, she is overwhelmed by desire for
him; at times she is reticent. At times he comes to call her out to him; at times she goes

searching for him.

! BDB, Ibid., p.187.
2 Bp8, Ibid., pp. 946, 421.
2 Exum, J.Cheryl, Song of Songs: a Commentary, copyright 2005 Westminster John Knox Press, pp.127,128.

13
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Another term by which the male lover refers to his beloved is 122 MNN “my

sister, my bride”. This term also carries with it a sense of deep intimacy.

Adjectival and verbal forms of the root 1,1,7 (7T ,>N>07) to be like, to be
compared to--appear five times in the Song (1:9,2:9, 2:17, 7:8 and 8:14). In three of the
five times, the woman compares her male lover to a gazelle or a wild stag, who possesses
much strength and agility. The fourth time she compares him to a mare in Pharaoh’s
chariots. The fifth reference is employed by the male to compare the stateliness of his
beloved to a date palm. Ariel and Chana Bloch make the point that these comparisons

are not to be taken literally,

“In celebrating love and lovers the Song proclaims the power of the imagination.
The verb N1T (to be like) occurs with particular frequency; in one of its conjugations
17 it means ‘to liken, to compare’ but also ‘to conjure up a mental image, to imagine to
fantasize.’ ...We have already noticed the role of fantasy in the Song. It is often hard to
tell what is real and what is imagined; for that reason many readers have found the
poem to be dreamlike, with a freedom of movement, a dizzying fluidity that conveys the

intoxication of the senses.”4

Carey Ellen Walsh further elaborates on this point when she suggests that
scholars may search for clarity, “...when the heated murkiness of desire may just be the
point...In a song about desire, then, the emotion quite rightly hijacks sequence and

literary plausibility.”ss

' Bloch, Ariel and Chana, 1bid., pp.14, 15.
' Walsh, Carey Ellen, Ibid., p.28

14
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Literary Devices

Liminality is an ever-present sub-text in the entirety of the Song. Thresholds
abound between realms—between the private and the public, between the security and
predictability of the home and the potentially exhilarating but dangerous outside world.
They exist between the changing of times and seasons. They exist between the erotically-
charged tension of the two lovers imagining what could be, and the consummation of
their mutual desire. It seems as though the text spends a majority of its time deliciously
dancing upon that threshold—that boundary between what “almost is” and what it
becomes; between expressed desire and frustrated expectation. The lovers, too, balance
upon this boundary—constantly testing its limits one-way or the other. Illustrations

exist throughout the entire text of the Song. Here is a representative sampling :

7 I2AP-DIR INVN ,PRIN-NNX MONIN,NATHN 1102 ,Youn Mna »m”

“My dove in the clefts of the rock...show me your views, let me hear your voice.”
(2:14)

#5993 MANNY NX ,NYPIN--NI2INTT) DPIVE Y2 NITON) K3 DNIPRY

“I will rise and go about the city, the squares and the streets; until 1 find he who
my soul loves.”(3:2)

YPYR-OX : 7TWN NN, IN,NINAND , DYDY N2 DONN SPYaAYn”
? NOMAY 1Y ,MANNN-NN 1171YR-ON)

“Daughters of Jerusalem swear to me that you will never awaken love...until it
is ripe.”(2:7, 3:5, 8:4)

15




Harari

19 YR ,INY MTIT RIZY ;5 1PHWA 193 13 X000 1597 NI 1198 My
"YTIN

“Awake north wind, o south wind come! Breathe upon my garden, let its spices
stream out. Let my lover come into his garden and taste its delicious fruit.”
(4:16)

,0-1903 Y1 3TITH NN PINOFNP .. INN-D 1T NOY TV
#2901 NIFI 0¥ 72 1N NIYASNY

“My love passed his hand through the opening...I rose to open for my love, my
fingers wet with sweet-flowing myrrh on the door bolt.”(5:4-5)

ININ L I9N NNIDN NINID ; DNIN 2ANA NINY PORTI TNHN NA-DNY
IR-D ey

“I went down to the walnut garden...to see if the vines have budded, the

pomegranates have blossomed.” (6:11)

STIT-NN AR DY ...0M95Y NN D993 NYY)Y ,NTWN KXY YTVT Nabr
# T‘)
“Come my beloved—let us go out to the fleld. We will lie all night among the
[flowering henna...There I will give you my love.” (7:12-14)

A device related to liminality but not identical to it, is the author’s use of
boundaries as demarcation. Boundaries define the lovers’ space--together and as

individuals. There is the boundary between the seasons (winter and spring);

16
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and the boundary between the countryside and the village; the boundary between
private and public venues, with their societal dictates for behavior; there is the gated
and locked home where the female lover resides that can be both a barrier to her lover

and can provide a protective enclosure for them both when they come together.

PPANNR Y T 1N NYA-DN NN
“He brought me to the house of wine and his flag over me is love.”(2:4)
1IN TPI-IN PINOINY-TY--NIIN N9, PIINNY

“I held him I would not let him go until I brought him to my mother’s house.
(3:4b)

n_OMNNOD-NNG ,POYT ITIT 9ip...»
“Listen, my lover is knocking. ‘Open up, my sister, my bride’.” (5:2)

Another device employed by the author of the SoS is the use of what is called a

wasf. Marcia Falk describes it as follows,

“Wasf, an Arabic word meaning ‘description,” has come to refer to a kind of poem
or poetic fragment that describes through a series of images parts of the male and
female body. While wasfs are not uncommon in Arabic poetry, in ancient Hebrew
literature they appear only in the Song of Songs...it is formally stricter and more

predictable than any other material in the collection.™¢

Robert Alter offers a similar view,

* Falk, Marcia, Ibid., pp.67,68.

17
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“The Song of Songs is the great love poem of commingling—of different realms,
different senses, and of the male and female bodies...In all these ways, the figurative
language of the Song creates.an intricate root system that firmly anchors love in the
experience of the body...In more explicit erotic literature, the body in the act of love
often seems to displace the rest of the world. In the Song, by contrast, the world is

constantly embraced in the very process of imagining the body.”*”

An example of a wasf in the Song can be seen in 4:1-5,
LD PIY--ND TIN XNV N PN
,D%YN ATYD TWY ; TRNXD Tvan
STY0 NN WY
: TINNIN-YI VYY , NIISPN VTYD IV
.DNA PR ,N21DY ,NINNRNN 091DV
; THIRY 79379, TPNINSY MWH VIND
STHNRNY Tvan |, NP )Inon Nb9d
5 M3, TINIS TNT DTN
.DYMA3N YOOV I3, 1YY NOM 1NN PON
7. DN%VIVA 0N ,1PIN MINP , DYDY NI PTY MDY
“Behold you are fair, my love,
Behold, you are fair with your eyes as doves

Behind your veil.

¥ Alter, Robert, in Bloch, Ariel, Bloch, Chana, The Song of Songs: a New Translation, copyright 1995, Random
House Publishers., pp.122, 130.

18
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Your hair is like a flock of goats,

Trailing down Mount Gilead.

Your teeth are like a flock of ewes just shorn
Come up from the washing,

All paired alike,

None missing among them.

Your lips are like a thread of scariet,

And your mouth is lovely.

Your tempies behind your veil

Are like a pomegranate split open.

Your neck is like the tower of David,
Turreted as a fortress,

A thousand shields hanging upon it,

All the armor of mighty men.

Your breasts are like two fawns, twins of a gazelle,

Which feed among the lilies.”

Soulen offers a particularly apt description of the goal of a wasf, in Athalya Brenner’s

A Feminist Companion to the Song of Songs,

19
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“...the imagery of the wasf [is] a means of arousing emotions consonant with

those experienced by the suitor as he beholds the fullness of his beloved’s attributes.”8

The descriptions of physical attributes found in the above wasf are not meant for
literal visualization. Rather, they draw upon the emotions of the reader, and in so doing

bring a sense of the text and its characters’ experiences to life.

Finally, we must point out the lovers’ use of all five senses in their experience of

one another and their surroundings. Alter describes it this way,

“The primary sense for the experience of physical love is, of course, touch, but in
keeping with the delicacy of expression of the Song, touch is never mentioned
directly...never made the explicit object of figurative elaboration. It is, however,
constantly and powerfully implied...The other four senses are characteristically grouped
in two pairs in the poem: sight and sound, taste and smell, although sight also appears
by itself. Sight and sound have their place, but it is definitely a secondary place, because |
they are the senses experienced at a distance, and this is a poem of physical closeness
that repeatedly creates an illusion of immediacy of sensory experience...Again and again,

however, it is taste and smell that predominate.”9

The use of these literary devices is what makes the message of the Song timeless,
and is a key to its greatness as a work of Biblical literature. I believe that it is these
features of the Song, more than any others, which have allowed it to remain so fresh and

alive over the years. This is also what has contributed to making the SoS such a rich

*® Soulen, in Brenner, Athalya, A Feminist Companion to the Song of Songs, copyright 1993,Sheffield Academic
Press, Sheffield, England.

*° Alter, Robert, afterword, in Bloch Song of Songs:a New Translation, pp.122,123.

20




Harari

source of inspiration for poets and lyricists to this day.

21
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The Use of Song of Songs in Israeli Poetry and Song

Scholars of Hebrew poetry count at least three generations of poets since the
founding of the state. The nature and form of Hebrew poetry has changed alongside the

generations. Hillel Barzel describes the nature of this shift:

Y TID NMIN TNHYN ,PIINYNY POIDY INNRD NININ NMAYN DY Y
ANING NV : INWHN YRNYND 0NAY ,D1TIDINNN DOYNANI NIV MNHNN
DY .DMINKR NNPHRN TINN 12 Y77 YINNT YN 0N MPPTIN 09NN
SNNIN . PWN HY NNNONN INYIMN 2D ,XNPN DY 1Y THY 00NN Do
M9 ,PIVND, NPIMNN ,OPYN 1IN ,PIDN M0 : OMIPHN NNINND
WX YTNN WUN 39 NDIN N NAP MZONDN 01N DN 1PN NTIIN
20 112N NIN MIYN KON ,MPIVNOI NPINNND DY NN
Despite the external changes referred to by Barzel, the impact of the canonical
literature of the Bible upon modern-day poetry is still felt. While Malka Shaked voices
her concern about the dwindling intimacy of the Israeli population at-large with the
Tanakh, her concern does not extend to the relationship poets and songwriters have

with it:

NN NN INNNNY XMIO0 YN DN NN NNWN NNYY DY NPUNY Do,
,J2YN 0Y PN D, 0D AWAN MY 1YY TYHRNIA...NNNOND NIRRT NN
MYSNNI 12V DYV ,MIAIN YV IHINNINN Y95 Man Yo ©Yoan Nnv

2YN-MNO0VY U2 9PN MV 92PN ,N2YN-NNAD DY NPYN DV VPN

1291 D) 12-2VY ,NINTT NN DX YD 200V V1D NN NI NINYOWD

% garzel, Hillel, Ha-Shir He-Chadash, copyright 1976, Aked Press, Tel Aviv, p. 132.

22




Harari

NIWPNNN NINIRD NMIY NPY ITINT TIPNN XN NI 1PN TINRP NISY

2L JORIPHN MINVRPN NIV 12YN-M00 OY

When exploring the nexus between the SoS and a selection of Hebrew poetry and
song lyrics written since 1948, one can find a rich corpus of material available to draw
upon. One characteristic aspect of Israeli society is the intimate connection of the people
to its music and songs. Many poems have had one or more musical settings created to
showcase them; others have been written as song lyrics. Whatever their source, these
songs are “fresh” in the minds and hearts of the people, as they are sung frequently at

musical gatherings and heard repeatedly on the radio.

The poetic voices presented below for analysis represent a broad spectrum of
poets and lyricists. The pieces were written over several decades, beginning with the
1950’s. Some are poems that were written as poetry, and are remembered as such; some
of these were later set to music--often as much as twenty or thirty years after being
written. Some are poems that were written specifically as popular song lyrics. Each
author of these poems reflects a connection with the Song of Songs in his/her own
unique manner. Some are light-hearted aiming to amuse; some are profound
expressions of love or desire; and some use the Song as a foil against which to create an
altogether different impression. Some quote from the SoS directly, others capture its
stylized language; still others allude to it in a more subtle fashion. What is true of all of

them is that it is easy to recognize their artistic “muse”.

2 Shaked, Malka, Lanetzach Anagnech, vol. 1, copyright 2005, Yediot Acharonot, p. 10.
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The song OV YW 27" was popularized in the 1960’s as an entry in the

Israel Song Festival. Written by Moshe Dor (b.1932) the lyrics, while not taken directly

from the SoS, are entirely evocative of it:

DNVIV DY 19

NT VN dHN
TN 0P Y

DMIVIV YV 29y
INTIAN YN NI NY)
AN OV M)

Nan 79349

UNY 19 N

NaAVYN VIV MY

UNDa Y 75 UNON NaN
SI3NN DY e

3 /N NY

Y90 XYM YN
LNV A0 IN 709
<2 190PN

An earnest expression of affection, the poem describes an imagined or real

invitation of a male lover to his beloved to join him for a night of romance. The writing

style is deliberately archaic, and this fact coupled with imprecise rhyming, create a sense

of nostalgia in the reader, and an immediate association with the imagery of the SoS.

The use of verb forms such as, ”"MINNY, "NOOPN? and "NAN""are examples of archaic

styling. The imagery of the garden, the fragrance of flowers wafting in the air; the
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settings of evening 27V, then night NY%Y, and then dawn “INVY, so prevalent in the SoS
can be seen here as well. As in the Song, the lover invites his beloved to go out to the

garden fragrant with lilies,

MM T TN DY NN \INTIAN TN MINSY
STV WY NN \ORD TV DD
The use of the term “threshold ,"”yN91" is evocative of the liminal boundary so
often referenced in the Song. Once the lovers cross this threshold, they will be in their

own private garden.

Compare the following lines from DY DV 19y to those they resemble in SoS:
YLONTY PN TV IR (7 12) 71TV R M NDIN DN MINS)!

“(6:11)

“Let us go forth into the field.” “I went down into the nut garden...”

(3:6) 7...71032) T 171IDYZH : MNON TN A DMV NN
“(..like pillars of smoke) from burning myrrh and frankincense...”

(2:14) .. Y2077 20N2 2700 2 Y THY N INYY
“My dove, hiding in the clefts of the rock...”

(5:2) 750-NIPI WNIY” . "DIH0 NON TUNRT
“For my head is drenched with dew.”

(5:13)702WW PINnow”: 1. 1YY 12120 DR 7o
“His lips are as lilies.”

2 lebrew lyrics in italics are quotes from the SoS; those in plain font are from the selected poems and song lyrics.
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Additionally, the song plays with the boundary between daydream and reality

that we observe in the SoS as well. We do not really know whether the male lover speaks

directly to his beloved, or is imagining this scenario in his head. It does not matter

which is the case; for the lyrics effectively communicate the poet’s intent—which is to

call to mind an immediate connection with SoS—for the reader.

71122891 was written by poet and lyricist Ya’akov Orland (1914-2002), who has

contributed a great many lyrics to songs that have enjoyed ongoing popularity in Israel.

This one is no exception. Even before reading the poem we are clued-in to its tenor from

the title, ’N2¥9N’’ (my desire is with her):

n89n

TN APY 0N
PPN DTID D
ANY NNT N

D299 ©2ANN YN
1099973 , 090991 "W
;DINT M, NINY N
SSNTINY DIMI3 NPV
10°N1993 NYIVIVNRVY
SMIp nan -

93 NP N 1N

1975 N3 NN, NIINON NN
PN ND 230 KD 2N XD N
9247913 NN 2N ,93 NN IN
DN ,NNY - AN N5t INA

11D NP AR 1T TN, AMN
FAPPIY Y N3N N1

= Y5 MINNA 1M D093 pYyT ads
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19NN 19 NaNan N1

199 NN M
AT HY NPIITIN
INYAY MDD NND
NINT 99, NINT o1

VNN DIYN NIOY

197 593 1y ,MIIN 93 1Y
RULFELIR DT

S92 XNP AP 1h

e e NAINON NN

The poem’s title conveys a double entendre and more. N2°39N (Cheftzi-bah bat
Teiman--daughter of Yemen) is the name of the speaker, and is descriptive of what one
who beholds her desires. Moreover, it is the name of a character in the book of
II Kings®.

The lyrics of ”1127N9N" resemble those of DMWY DW 27y in that Orland
invokes imagery and occasional phrases from the SoS to create a particular atmosphere
for the reader. This imagery also works to seamlessly meld the poem’s current setting
(circa 1960s) with the setting of the SoS. What sets it apart from ”0MYNY DWW 2" is
its decidedly light-hearted tenor. N2°89N, the main character and speaker in the poem,

comes across to the reader as very self-assured. In her self-assurance, she resembles the

female lover of the SoS,

Y221 113 NANON ,NAININ NN

11 Kings 21:1-15. NIN9N was the name of the mather of King Manasseh of Judah. During his reign, the King was
responsible for re-embracing the idolatry that was decried so strongly by his predecessors. Because the scope of

this work deals with the SoS only, the possible association between this Biblical character and the song’s heroine
will have to be dealt with elsewhere.
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MININ NY DY KD PN KD DR
72702 MM N I3 NINOIN
MNNN NNY—IIN MO IND
The following are illustrations of direct quotes and allusions from the SoS that
appear in the lyrics of this song:
-0 AW DNE 22\ 3TN NN OIXLL XY ID,NANT OD...ATY NN DY
(3: &) 3700
“Who is this, coming up from the desert?”
NPIN SO0 1135 o J70Z2 \ DN NMVWHVY...INWD NN
(3:6) 7: 251
“Like pillars of smoke from burning myrrh and frankincense, with all the

powders of the merchant?”
MW7 (4: 15) 7103250 D25810) DN D20 INI” \ 71NN NNY—IN 119 N
(5:1) 70°717 119¥)
“A well of living waters, streaming from Lebanon.” “Drink, drink deep, lovers.”
NON , DU 119577, TTIT 797 IOR7\ "1TYTID PN DO ITIT TN, NN
(6:1) 77: TV DYDY TTIT IO
“Where has your beloved gone, o fairest among the women? Which way did
your beloved turn, that we may help you seek him?”
Y NPOINY 12TV M AZW ANT 207\ 1 TIT DY NPOINN DTN NG Y
(8:5...ivnr

“Who is that, coming up from the wilderness, leaning upon her lover?”
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The allusions to a dreamlike fantasy so well-expressed in the SoS are echoed here as
well,

7 PINN 09N D29, NNT M NINT D NN MINIA MPYY DN M NIRY D
“Who is that, who is that, whose eyes gaze, daydreaming? Who is that, who is that,

whose face is lost in a dream?”

A second poem by Ya'akov Orland is entitled "112°771 XV “The

Pomegranate Tree.” The pomegranate is native to the Middle East. Full of dark-red
luscious seeds, the fruit when ripe is an apt metaphor for the ripening love between the

lovers in the SoS.

NN XY

TONN APY : DON
POIN PTT 2 ND

N 15 PRIN Y
AN NbNRN O
STV TN 5N AV
STV T O0nN avY

,TYD) 2981 929IN MAININ
a1 b D981 20
1PN T9 TN MN GON
TN 1Y NN N

;M99 Y91 AYS NN
SN93739 YT AN
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09319 DNV TOPY BINY
DY TP N

,8990 19, mann 1Y

, 292NN YVOVY 93 10
11a39 N7 YN 2N Y n
LANNN "N *aaY

,NPD AV VPN YN Y
,NYN UNRI OR Pran Ay
,2M 23NN THONY 1Y
Dr9n 1499 ,nY9 N

This poem set to a rhythmic melody by Yedidyah Admon, has enjoyed great
popularity over many years. It belongs to that body of song that I term nostalgia—which,
by invoking imagery from the SoS, creates a timelessness, weaving the present reality
neatly into the past. The result is an elevation of the song from the mundane to
something with an epic-like sensibility.

Here, Orland calls upon a secondary theme in the SoS—that of military might. It
is used in the SoS to convey an image of strength possessed by the male lover, and the
stateliness of his beloved. Solomon’s armies are referenced, as are the chariots of
Pharaoh.

The speaker in the poem is undoubtedly a soldier, and appears to be a member of
an army engaged in battle, for which the female character provides inspiration, and
gives the soldiers a reason to fight. Their affection for her carries them through difficult
times. They return home, at least for the time being, and praise her with superlatives:

,ID0TI0 NONT NN ,MYD Do DD IR
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DMNYS TP DIPY, DM DPNYI THPY DINY
,DYN2N YOOV DI O, NN Y, Mwnn 0
7. DANND NN 1225 ,N220 NN POR-DN -0
As in the previous two poems, "YW} XV is full of direct quotes and references
from the SoS:
(6: 11) #D29905777 1717\ "IN 1N 1IN XY
“...whether the pomegranates are in bloom...”

This next example patterns itself after phrasing from the SoS, and then ends with

a direct quote:
79577, Y70 TTIT 07\ PTYTD TTIT ONNN AV, TN T S ImN aw
(5:9)...00¥03
“What is your beloved, more than any other, o fairest among women?”
212971 071 QON , TINIY TIT 2TI02 " \ 7PN T2 NONNR 10N GORY
4: ... 90y
“Your neck is like the tower of David, turreted as a fortress, a thousand shields
hanging upon it...”
WD 1977 INT 90 ; (5: 10) 713200 D077 \ V., TN NDNT NN
(8: 10) 77: IN2ITID D PN... INY
“..a paragon among ten thousand.” “Who is she, gazing forth like the
dawn...awe-inspiring as bannered armies?”
(1:15) 7: 229 7222 7792 P71\ 1.0 DPNYI THOY DONY”
“Behold you are fair with your eyes like doves.”

(4: 4)7: D>13377 205V 52, 122Y 2120 Vi 99N 7\ ..., D120 YOO DI o
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“A thousand shields hanging upon it; all the armor of the mighty men.”
(5:10) 7: 71330 507 , 007X NY 2TIT\ P ..1D1220 MY GONR-DN 95 Ny
“My beloved is fair and ruddy; a paragon among ten thousand.”
33 09N TV ; (8: &) V13NN MDD 77tV 2977 \ MDANNRND NN 12307
(2: 5)7: 9N 112NN 19N
“...for love is strong as death.” “Comfort me with apples, for I am faint with

love.”

The following two poems are by Leah Goldberg (1911-1970). A prolific
author, poet and literary critic, Goldberg considered herself a part of the circle of
“modernist” authors whose literary inspiration was Avraham Shlonsky (1900-1973),
himself a “rebel” against the generation of Hebrew poets best represented by Hayim
Nachman Bialik.

Dr. Ezra Spicehandler says about Goldberg’s poetry,

“...she used traditional verse forms, expressing her modernism through a
conversational style which eschewed the ornate rhetoric of many of her predecessors
and the bombastic expressionism of her contemporaries. Her language, though symbolic
is simple and familiar, in which ordinary words, images, rhythms, and rhymes have an
astonishing freshness.”*

The poem entitled 702> NYNYYY” takes the reader on a “journey” through the
intense feelings and emotions of a woman who struggles to come to terms with a lover

that is lost to her. In the course of the poem, she goes through despair, mourning and

* spicehandler, Ezra, in Encyclopedia Judaica. Vol. 7 2" edition, copyright 2007 McMillan Reference, p.693.
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the beginning of healing. Goldberg leaves the reader to guess as to the specific
circumstances of why the relationship does not come to fruition (death? separation? a
lack of reciprocal feelings?). The lack of detail frees up the reader to relate to the affect
of the emotions experienced by the speaker more directly.

DN NVIY

MATON NN : 0%
MNTMOM OYPNAN D

93110 a3 T 0N

THN 3919 199N Y PN

YON 211 1IN MM

STYS MAPY NN MRV XY Sinm

S33Y RD = 13y NP
NNA XY - Y NN NPT
M0 VY 29y AN INA

SNNR WYY DY 21910 navn

133) N = )Y INNIP
NNa XY - 'Y NN INPaY
M VY 29y NP NINA

SINN WY TY 21917 Nabn

2239 ND = 93y YNy
NN RY - Y NND NV
ANNN INDY 50 PN 9PYaa

SININN 2DV INNEN TN

231573 99T U1 NY 0 neby

DNSN NN YNV Y92
4PN NN MAINND 292
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.00 NN NND W29

TIND N9 TYNY NPT P92
2919 13N

M27 NN AVHN

SIMMYNT DYV RY Y Ny

The experience of the speaker in the poem is uniquely hers, yet unmistakable
references to the SoS permeate its entirety. The use of themes and imagery from the SoS
serves to heighten the emotional impact of the narrative upon the reader. Without
realizing it we associate the thoughts and feelings of the female lover from the SoS with
the experience of the woman in Goldberg’s poem. As a result, the reader finds his/her
own adrenaline rising in identification with the woman!

The woman describes her feelings over a four-day period. The first three days are
as one, and she is utterly alone in the intensity of her experience,
TN 3012 199K 0 PN\ 12THN 202 NTNY NN
7TV MAPY DX NIV XY NN LN 21270 WX MM
The landscape is a hot, dry desert that does not even record her presence. She is in the
middle (292) of this desert with its radiant heat and absence of color,
PV OM20L NP VMY 27 71D INAY
MNP NNDY DV PN P11
The setting of desert, dry wind, radiant heat and pale sands stands in stark contrast to
the moisture-rich colorful landscape described by the lovers in the SoS as the backdrop

to their relationship. As mentioned above, the lovers in the SoS embrace their natural
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landscape.”® For the woman in Goldberg's poem, the landscape is neither natural nor
hers. Even the wind, which the female lover in the SoS calls upon to cause the “spices of
her garden to flow” (4:16), does not speak to her, "...’9X 71279 1N MINY’ .

I would posit that the use of the terms, 29" “heart”, or in this case “the middle of” or
“the heart of”, and 721" | “to speak to”, which is spelled the same way as the word for
“desert”, is not coincidental, but a deliberate choice by the poet.

The literary device of “boundaries” that is employed in the SoS, alluded to earlier,
is also reflected in 0> NWYYW, First there is the physical barrier of gates and doors
keeping the woman out of where she thinks she might find her lover,

WY DY PI9TD NIV, N LMY 2TY PN NINL..NAND ND -0 NND NPT
SN

There is also a clear boundary in the experience of the woman between the first
three days and the fourth. In the first three days, she longs for her lover; thoughts of him
never leave her, and during this time she is alone in a hot, dry, colorless desert.

On the fourth day, the woman begins her journey toward healing. It is reflected in
her actions and in the landscape. The landscape is moist and full of life-sustaining
water. On the fourth day she eats, ”DN>N NN YND9”, she opens the window,
791NN NN MINNY” and she takes note of her new landscape—the sea,
7D NN PRI, On day four she interacts with her environment, which is much more

life-sustaining and colorful. She takes in the intense, beautiful blue of the sea and the

= Alter, Robert, in Bloch, Ariel, Bloch, Chana, The Song of Songs: a New Translation, copyright 1995, Random
House Publishers., pp.122, 130,
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salty smell of the sea-breeze. The boundary between the two realms is upheld in the
closing line of the poem, ">MYyNT DYV XD DM NI,
As in the previous poems, here, too, there are direct references to phrases in the
SoS:
MIINNN 22-5NNO POIT >T17T 2377\ NNA RY -39 NN : NPT .ONY NY -1y : MNP
A(5: )72V N2) PIINND , WDTINND N2) WPnvwpa” (5:2)
“Hark, my beloved knocks: ‘Open to me my sister””. “I sought him but I found

him not; I called himm but he answered me not.”

2VNN... V2 D207 OXWW7T 22INND7\ PTININGD YD MINSD TV

(5: 7).m0077

“The watchmen that went about the city found me,...the keepers of the walls.”

The second poem by Leah Goldberg is entitled simply””N*N" | “She” or
“Her”. It is one of a pair poems; the other entitled, ""\Y¥’’, “Him”. As the titles imply,
the poems are narrated in first person, /"N, by a man in relation to his lover, and

NN, by a woman.

NN

NMIATON XY : YN
NI N0

NINA NN ON HNOY
U NYNY
ANSY ITIN NI
MMM NANN MM
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,NIAN NY 1IN DaN
INYAN XY ,N1AN KD

Y9 NN 3 ANDY
;719250 NNY MENN
NINTY DN DY NN
AINM NANN 7IPa
,NYAN N9 "IN Jan
INYAN XY ,NIaAN ND

;2939 NN 09N 1PV
L3257 MYNY Y NN
799N AN 7 VNN THPAa
PN NANN NPa
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429 MON

LSV AN (Y Y

There is only one direct reference to the SoS in the entire poem; yet the speaker’s

thoughts of the SoS as she expresses her experience are conveyed to the reader with

clarity. The man who is the subject of the speaker’s description has sent her a “winged

bird” to awaken her. The NN, is understood to be either an eagle or an owl, both of

which are known for their loud call. The harshness of this call is underscored by

Goldberg’s use of the term, "MYINY", to “scream”. There is irony in combining the use of

MANND?, with 70NN NANN MDY, The irony lends an affect of harshness in the

awakening the NN is sent to accomplish.

By contrast, in the SoS animals and birds from the landscape are referenced

frequently to further underscore the lovers’ integration into their surroundings. We find
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the male lover using the nightingale, "V %1 NY”, and the turtledove, Y
7IININD VIV NINN, as signs the spring has come to entice the female lover to join him
in the garden (7: 13) 19 17T X YN OV”. In the poem, the male lover also sends
the MIN, to entice the object of his affections to awaken and come to him. However, it
creates quite the opposite effect!

As stated earlier, the use of the five senses is a device employed by the author of
the SoS to further enhance its erotic sensibility, and to make the lovers experiences
come alive for the reader. In her poem, Goldberg masterfully employs four of the five
senses as a means for the man to entice the woman to come to him. In the first stanza,
we find the cry of the owl (hearing); in the second, the scent of seaweed (smell) and the
moon (sight); and in the third, the “kiss” of the waves on her ankles and the hem of her
dress (touch). His “messengers” plead with her, but to no avail. She remains firm,
MINIAR XD ,NIAN XD NN XD IR DN,

What does she do? She creates a physical and emotional boundary between them,
79009 MPN ,ON0T NN NN N2 DX ININ XYY, In a final, ironic stroke of
genius, Goldberg closes the poem with the most direct reference to the SoS, by stating its
complete opposite,

A5:2) 7. W I200) i N\ PTIIN IN U YO
“I am asleep but my heart is awake.”

Upon concluding the reading of the poem, the reader realizes that its first line,
PRIVN NPV NIND NN YIN NNOVWY, coupled with the closing line, form a chiasm
which opens and closes the poem with a direct reference to the oft-quoted line from the

SoS to produce the exact opposite effect.
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Another poet makes similar use of the So$ to that of Leah Goldberg in the
previous poem. In her poem "JNIN 797, Ronit Chen-Tzion employs terminology and
imagery from the SoS as a foil against which to express her feelings toward the person
she longs to be with, who does not reciprocate her feelings. The imagery and its intensity
are so palpable to the reader, that without realizing it, the reader expects to find the
same journey for the lovers of the poem that the lovers in the SoS enjoy. That journey is
a joyful one, blossoming with love and desire. We are startled to find that this is not the

case. In Chen-Tzion’s poem the relationship is decidedly one-sided; even a bit dark.

JDWN P2

8- TN

SHMY 2aY3 TN P
N3 OINN XM

WYN INLYI NDINIYD
;OPINN INNAY 99 N NY
WYN DY IPOT BN INIYN
SN ANN 2 ,INNYI XY
2O BN NAVYN PON
SNPNAND TIINT O
TS, TP , TN

2a9pa Yan

;T YA oV N
92 ANY TINRT YN
SV XD RONY

NYNINNI NV IN

TIIN N8IV PIOIN 2N IN
Y93 NYT ININNN

SIOYU ND 2N, ANN Y 9N 99
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The poem opens innocently enough with the speaker expressing her feelings to
her beloved,
JHINA OINN XOM ,ONMNY A0 TN P !
It calls to mind the phrase in SoS 8:6 where the female lover says to her beloved,
LTV DY DINND 135-2Y OIIND 0008

“Set me as a seal upon your heart, as a seal upon your arm...”

The end of SoS 8:6 contains the potential for “darkness”. The female lover continues,

7 7INOP DINVD YD 113NN J10 1ty 27
“For love is strong as death, jealousy is cruel as hell.”
This statement is neither positive nor negative. It does, however effectively illustrate
that in the intensity of emotion; love has the ability to invoke jealousy and bitterness. It
is this “spin” on SoS 8:6 that Chen-Tzion has chosen as the focus of her brief poem.

As in the SoS, the speaker fantasizes that she is speaking to the object of her
affections. She is obsessed with him. He fills her every waking moment; she conjures up
his form at night. She gets to know his “likeness” intimately,

LOTIVVINND TIINT O 5791 ONY YNIAVN POV 7
1992 90N TN TP, TN
NLINT YD DY N

Once again the theme of boundaries, both physical and emotional, so prevalent in
the SoS, figures prominently in Chen-Tzion’s poem’

N3 0NN XM

,DYINN INTL? 9D T8 KD WUN NN INYYI N0
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1991032 DINN YD 1Y RY ,WVN DY 1PaTY 0N INAYY
In the first line above, the word "OYNN"”functions as a double entendre. "0YNNcan be
understood as “sealed in”, “enclosed”, and also carries with it a sense of her lover “being
imprinted”, “etched” in the woman’s heart.
As in the SoS 3:4, the speaker of the poem expresses her desire to hold onto her
lover and keep him enclosed within her grasp,
7GR DY I D NI NDT NNRD TN NS POIN DN IN...Y
J1°3 ON PONOITY TV DOIN N2V PIRON 2090 1127 INY NIN ITINSIDY TV
A3:4)7.. 00X
“When I found my true love I held him and I would not let him go, until I had
brought him into my mother’s house...”
Just as in the Goldberg poem, "N, the concluding phrase of Chen Tzion’s
poem packs an ironic punch,
NY12) NOTINNND TN NXIY POIN NN N...”
n 9w RY N, NN YW N
Until the poem’s final stanza, it is possible to understand the relationship between the
woman and the man as a reciprocal one, but upon reading the final lines, the poem’s
effect upon the reader is chilling: “...but I will continue to keep you locked up, enclosed

behind a door, for you are mine, after all, but I am not yours.”

7ONT DN’ was written as a song by lyricist Hayim Chefer (b.1925) and
composer (Alexander) Sasha Argov(1914-1995), who often collaborated, writing over

one hundred songs together. Among the poems and song lyrics being presented here,
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this one best reflects the form of the wasf, or description of physical attributes
highlighted among the literary devices found in the SoS. Each stanza opens with the

same refrain. The stanzas are rhythmic, with a regular rhyming pattern: ABCB.

ONN L, ONN

DYYRINN NN
9N 0PN DN
MIN VO N

,0¥9 17 199N ONH ONN ONXN
,73N%0 M B INY TV VIV
==5YN) TUANA 12 N ONY
LIANND 9IY) 2N T UM MIN

,0Y9 79 199N DNN OND OND

;9P NIV VY NADIN T 9oV
= ="TYN 231 PNINN ORY

ATINRN ANK T8 19D TINN ITIN

;DY 7Y 199N DNN OXN ORN

;I 72 93 75 99 11D NN JrNYaY
==Y THN INPN %2 NN NNY
LDV NINYY 0 TN UWININ N

,089 17 199N OxN ONN OXN
SN T OUN SVUN 7930 NIV
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<1137 %930 PYN DY P12 TY DHIN N

;B39 17 199X DOND ONN ONND
,N19909% 75 Y3 NN NNYN a3 Yyv
= «5YTY MMNY TANY NYIN ORY
900 Yans ANaAN JHNNA P9 IN

The poem is a light-hearted declaration of love from the male speaker to the
woman who is the object of his affections. He compliments her profusely, highlighting
many features from head to toe. Her eyes, her feet, her dimpled cheeks, her skin, the
sound of her voice and her hair—all are praised.

The allusions to the SoS operate on two levels. As a whole, the poem works well
as a sort-of modern version of a wasf, and in this stylistic sense it is reminiscent of the
wasfs in the SoS®. The second level is that of specific allusions to themes, ideas and
phrases in the Song. There are many of these and, though their connection to specific
phrases in the SoS are clear, they are allusions and not literal quotes.

In the first stanza we find,
(OY9 T2 1IN DN ,DNN ,ORN)Y
J(1:15) 702393 7223 7799 A7\ 1., NANDD MW DOPY N Y v
(8: 8) 7INIANOY YN 20V 1OV (4: 9)7 1950 NINNT 2113307

“Behold you are fair with your eyes as doves.” “You have ravished my heart

with one glance of your eyes.” “Its flashes are a blazing flame of God.”

(--n¥2P TOW VIN M2 NN DY)

(6: 5) 122022771777 O YTV 72222 22077 \ ... NANND I N TN VNN NN

% For an example of a wasfin the SoS see page 18.
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“Turn your eyes away from me for they have overcome me.”

In the second stanza we find,
(7: 2)72>270 N2 ,0°903 7HY0 193 797 \ 1,00 TR0 PY NON TH qov...”

“How beautiful are your steps in sandals, daughter of nobles.”

(--TYN NN FPNINN DNRY)!

TA—INN D2V 119577 72 VTN X2 DN\ 1. 2NN NN TN NI TINN PTIN

(1: 8) 7...)NS71 23V

“O fairest of women, go, follow the footprints of the sheep...”

In the third stanza we find,
TINYY D202 72202 NN\ 1NN TI-97,79-95 1NN NON Phvav...”

(1:10): O3

“Your cheeks are lovely with rows of ringlets, your neck with a string of pearls.”

In the fifth stanza,
TN 23 J2NZ IN 220077\ 1 VY DY DU-ARD DN TN pw!
(5:2) 77: N5 Y007 2NND SO-NIDI NI (2: 14)... 3

“...let me hear your voice, for your voice is sweet...” “For my head is drenched

with dew, my locks with drops of the night.”

In the sixth and final stanza we find,
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TIVOND TV 0221 TPU 779 F2rP/\ 7,79 T9-90 NS MMION T byw...»
(4: 1) 7: TYZ) W0 WY OO 1TV TIWY
“Behold, you are fair with your eyes as doves behind your veil. Your hair is like

a flock of goats trailing down Mt. Gilead.”

Among the best-known of the second generation of Israeli poets is Dalia
Ravikovich (1936-2005). In her poem D320 D¥ VYW, Ravikovich shares her inner

thoughts about herself:
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The person whom Ravikovich addresses is a male, as we see from the opening
phrase in the poem’s middle section, ...y TV NN, The poet employs the technique
of moving from the general to the specific. She begins with general observations about
people’s comfort with expressing love, and moves from there, via a reference from the
SoS (2:1), to a description of her own tastes and behaviors. Interestingly enough, when
she expresses her own most personal characteristics, the author tells the reader and the
gentleman whom she addresses, what she is not, rather than what she is.

Though the poem is written in straight-forward, informal language, there is
nothing about it that is simple. An element of surprise pervades it:

INNRY DYTPY DIVIXR v
.DNY DINNND NI MY DOVIN ¥
NI DPYINNY DXWIN v
,ONY DMWY RY MY DINN VN
7,213 PN
Before the reader has had a chance to take in the intent of one phrase, he/she is

bombarded with a clever twist on that same phrase, often employing humor or irony, or
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sing-song rhyme. The first two lines of the above stanza seem to be taking us on a
contemplative journey about the nature of love. They are followed by two lines that
convey a “lighter” message about kissing in public. Just as the reader is adjusting to the
“lighter” tone, the poet throws in an afterthought, (DN DY) XD MY DMINR YN

. 2302 PO N . Suddenly the reader is pulled into another “deep” thought: what
does it mean to be someone who doesn’t even like to kiss?

In the poem’s next stanza Ravikovich narrows the focus of her observation to a
description the reader will come to understand that she is passionate about. Her frame
of reference is the SoS, but she takes the familiar phrase and uses it to make a point that
is all her own,

,MNIYDN 92 MO NIV MY NAYIN IR
M DN
NIV NONIN MO
A0 NYTYVY
DPNYI MYV IND
(2: 1) 77: DIPOYT TOUNY , DIV NIXIN N7\ 1. T1YIAN IR NNSYY NMaY
“I am a rose of Sharon, a lily of the valleys.”
With this last phrase the poet begins to clue the reader into what it is about these
flowers that draws her to identify with them. According to Ravikovich, the lily “knows
how to bloom”, and the rose “chooses its own colors.”

In the stanza that begins with the words, V71> NN’ the author narrows her

field of reference to herself and her personal preferences, which she communicates to

the gentleman she addresses in the poem. Once again she refers back to the description
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of the two flowers from SoS 2:1. This time she expresses with what characteristics of the
lily and the rose she so identifies, the blinding brightness of their color:
YT NN
DNMHO DY IONIN WY
7.0M01 TN DN
Despite the fact that the rose and the lily are her favorite with the stunning
beauty they represent, Ravikovich acknowledges that there are indeed other flowers,
€120 Y70 NINT NINIIN NN
#.DMNKR D) YWD N
In her further elaboration of her likes and dislikes, however, the poet makes it very clear
through her choice of language, that she has a particular bias,
D982 MY 1N WaATN *PI”
,NYOD
7% ON IO 0 N M IR
Again to the surprise of the reader, Ravikovich jumps from talking about those
flowers for which she has a fondness, to talking about birds. Although less direct than in
the case of the flowers, the allusion to fauna from the SoS echoes in the background.
Here, she compares the hummingbird,”w271n P17, to the “simple” starling, /77333,
In her flight of fancy, the poet, upon speaking of the 7’3", recalls yet another
reference containing the word "%3Y7%*, but having a very different meaning,
The closing stanza of the poem contains phrases from two other places in the
Tanakh—the book of Genesis and the book of Proverbs,

,I8YY MN90MY NITIN N NNY DN
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In describing to herself and to her intended audience what she is not, Ravikovich
uses the phrase 011 773" This phrase is found in Proverbs 30:31 where it speaks
of four creatures who are “stately of stride”. One of the four is the greyhound, %9t
7D"NN. The term refers to a canine that is of slight build; particularly in the region of
the hip. This slight build allows for ease and speed in movement.”

Another phrase borrowed from the Tanakh is, "&9W0 YN, 1t is one of the list
of animals for sacrifice God tells Abram to bring to cut the “Covenant of the Pieces”,
#DYINAN P2 N2, toward the end of Parashat " J2-72" (Genesis 15:9).

MW refers to the age of the ram—three years, and indicates it is fully-grown. As
there is a vast body of Modern Hebrew poetry that draws its inspiration and imagery
from other books of the Tanakh, this poem is among those including other books in
addition to the SoS. (See footnote on page 27). The third phrase, 7O TND MIXRY MON",
returns us to imagery from the SoS. In 2:5 it says, /727N J12)1 22 D°119N03 221799

": 2JN, “comfort me with apples, for I am faint with love.”

Naomi Shemer (1930-2004), was undoubtedly one of Israel’s most beloved songwriters
and lyricists. She was probably best-known for her song 72Nt Y¥ 0w,

popularized following the Six Day War. Shemer wrote many songs for the comedic trio

7 Mandelkern, Solomon, 3% dxarupag ,Copyright 1971, Schocken Press, p. 362.
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219NN wWiN who enjoyed iconic status in Israel over several decades beginning in the

1960s. Anything that was sung by them was assured of a wide reception and the song,

PPINMYT STNNNY is one of these.
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As in several of the above-referenced poems, 7MY YNINN is a light-hearted
salute to a woman whose name is NN, The lyrics have a sing-song quality, adding to
that sense. The song has regular rhythm and rhyme (ABAB) and the stanzas are
punctuated by a refrain. One of Shemer’s many gifts was the ability to create songs that
were eminently sing-able by the population-at-large. This song is no exception.

Peppered throughout the song are multiple references to and quotes from the
S0S. It is obvious to the reader that the wellspring from which Shemer drew in creating
PNMY YTINNY is the SoS. Both the choice of material and casting the material in a
very light-hearted setting are deliberate.

The imagery Shemer chose to include is representative of some of the key
elements so characteristic of the SoS. These include the variegated imagery of spring
time, plants, trees, birds, a garden, a well or spring and the rich aroma of spices and
perfumes. Once again, we find reference to nighttime and daytime, and, for the first
time in any of the iyrics being examined, we find reference to King Solomon, whose
image is invoked in a number of places throughout the SoS.

In the opening stanza, we find the speaker referring to NN as YMNKRY, and
it is clear that he is not speaking about his sister. Rather, just as in the SoS, he uses the

term as an affectionate epithet for one whom he loves,
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(5: 1) ...77199 SMNN 2229 X371 DAY NN YN8 110 1207
“I have come into my garden, my sister, my bride.”
{("PNP K22 M1 ND D PN NO7)
(1:1) 77: OSWD TUN D2V U7\ 1YY 0 IO e
“The Song of Songs which is Solomon’s.”
(2:14) 7... TN IN 2N\ 1 CTORID N OIORIN (W NN 1977)
“Let me see your looks...”
(4:13) 7...02%057 OTI9 7N2¥” \ 7OTI9 D NN N9
“Your limbs are an orchard of pomegranates.”
o VOND AT TIONZ INTZA 1L O90R) NN TMDIVA TNN NN TP
(7:8,9) ... 120202 71N MINI i1OYN 271N
“You are as stately as a palm tree...I said, ‘I will climb up into the palm tree; I
will take hold of its branches.”
99N DWI7 92V 1PN07 727 297 \ 1 PRI DY THODR LN 29 2MIND YNIN 212N
(2:11) 7: Y2377 VO IW... 10 707
“For lo, the winter has passed, the rains are over and gone...the time of
singing28 is come.”
In the final stanza of the poem Shemer incorporates a suggestion from the
speaker that all three (the speaker, the woman he desires and the 79*9%) will sing

D°WUN Y together when he returns to her, more in love than ever.

% The word, "vnr" is alternately translated as “song”, “songbird”, and “pruning”.
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In the last line of the final refrain the words; "0?9°3 %Y 2N MYYH D NN
are replaced with, D33 2 3N MY Y NI, This leads the reader to the
conclusion that there is a “happy ending” to our song: “boy meets girl, boy courts girl,
boy wins the heart of girl”. Even here we have a parallel message in the SoS, where it
says in 1:4, 773 70K 71200 PITN 7O 2IN23777, “The king has brought me to his
chambers, we will be glad and rejoice in you.”

7NY DN M is a collaboration between Alon Hillel, lyricist, and the very
popular singer/songwriter Rami Kleinstein(b.1962). It is an example of a song in which
there is very little direct reference to the SoS. Upon close observation one can detect that
the Song of Songs provided inspiration for the lyricist in his writing. The allusions to the

SoS are subtle, but they are there, nonetheless.
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In the song, a gentleman expresses his frustration with his beloved to her and to
the reader. It appears that the two have different understandings of what it means to be
in a mutually-committed relationship. The song opens in the following manner,

DHO93 AWNNNY D21 DDIYN TM0 NN NN
1.05°% MTYI MY NODIN MNN NRSY NX
From the outset we are dealing with the subject of boundaries, literal and figurative, a
theme that permeates the SoS. The lyricist’s choice of words adds another layer to the
imagery. Not only does “drawing circles around his lover” create boundaries for her in
relation to the speaker; it is also reminiscent of the Jewish wedding ceremony, wherein
the bride circles the groom seven times, demarcating a “boundary” between the couple
and other available individuals. Despite the clear meaning of this action, the woman
disregards the rules and ventures outside the boundaries “to pasture in unfamiliar
fields.” The use of this phrase evokes imagery of agriculture and rural landscape from
the SoS. Compare the following two phrases,
JIN ONTY INNT 227V 7NN\ 1. DT TITTVA MYAD oYM N0 NIRSY DXL
(1:8) 7: DWIIT IVOWD 5Y TPITA

“Go follow the footprints of the sheep and feed your kids near the tents of the

shepherds.”
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The use of this imagery to express the idea of sexual exploration is very effective, in that
it continues the idea of embracing the natural world around them that is characteristic
of the lovers in the SoS.

In the song, the woman exhibits a kind of daring. She is undaunted in her desire
to explore connections with others, and feels empowered to do so. The male lover, who
desires to stay in the relationship, struggles to keep up with her. The female lover in the
SoS also exhibits a certain sense of empowerment, in the way she interacts with her
environment, without regard for social convention.

In addition to the contemporary word, " NPInN", “my sweet one”, the lyricist
uses the word, " NNN” “my beauty, my innocent one” to refer to his beloved. This word
is, of course, used multiple times to refer to the beloved in the SoS.

The phrase from which the song takes its title clcses out the refrain of the song,
1IN MY M 1N NN M7, is a deliberate use of archaic styling by the lyricist. This
is yet another technique which is a “nod” to SoS without quoting directly from the text.

In the song’s final stanza the use of the dialectic, ... T¢I MR T2 NIPN NN
also echoes the sentiment expressed by the female lover in the SoS,

(8: 8) 7: "IN DINVD FIWPD ,1130IN IV 7Y 9.

“For love is strong as death; jealousy as cruel as hell.”
Avraham Chalfi’s (1904-1980) poetry was relatively unknown in his day. He was

better-known for his involvement in the theater community of Tel Aviv. In the journal,

“Moznayim”, Yair Stavi wrote of Chalfi,
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.ONNDIM NPNZ IDTY D9 INPN DYPYNN NN 2N 5N 0NN 1NN
21 APYORIPY 129M NIV TN NYTINA PIY IWINWN NOR DOINDIPY
One of his poems, 7NV 2NT TNNN NOY", was set to music by Yoni Rechter
some twenty years after it was written. The song, sung by several of Israel’s pop royalty

became an instant hit and has long been beloved by the population-at-large.

N3N NOY
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% stavi, Yair, "IntoY 'Y '99N"N ¥ 1", in Moznayim, an Israeli literary journal, p.52.
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The song is a simple yet profound declaration of a man’s love for a woman. In it
he speaks to her directly, describing her daily actions and intimate habits that have
become etched in his heart.

Of all the poems included here, this has the most contemporary feel to it. This,
despite the fact that the speaker, when conjuring up the image of his beloved whom he
will visit shortly, is moved to use majestic imagery and language from the SoS. Upon
reflection as to why this is so, one cannot help but notice the very personal nature of the
speaker’s description. The poet shares his most intimate thoughts with the reader. He
describes his beloved’s daily habits and demeanor in great detail, lingering on her soft,
pink ethereal robe. The description is multi-sensory, which, both echoes devices in the
SoS and effectively conveys the intimacy of the lovers’ relationship.

In the second stanza the poet describes his beloved’s pink robe, and, upon

reflecting upon it, he is moved to a contrast between himself—lover—relating to the
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sensual object of his desire, and a sibling, who while close, cannot partake of the erotic
ecstasy he experiences. The poet also contrasts his situation with that of a monk who,
while praying to the statue of a saint sees only “gloomy images of holiness”,

”LOUYTR DY DMNNY MmN AR,

As in the SoS, daydream and fantasy play a large part in this poem. The lover,
who addresses his beloved, is fantasizing about an imminent meeting between them,
even inviting his beloved to enter into his dream, T30 73790 Mdn vino
MO PRID DY ,NAINN YTV, The setting is nighttime, and the lover intends to
spend all night with his beloved.

Chalfi frames the entire poem with the phrase, "N 2Nt TAND NOVY”, “your
forehead is crowned with black gold.” This phrase is what starts him on the journey of
his daydream. Upon thinking of his beloved, this phrase comes up, but the poet cannot
recall where, exactly he knows it from. “Might it have come from a poem?” He is not
certain. Given the framing of this poem with allusions to the SoS, the word, """
might have the added connotation of, "0 Wi W,

Additional imagery from the SoS includes the following,

SON YTV 012,22 AND TS 207\ 1 AR T2 NPNY NN INMN XYY
A8: 1)7: 25 10030 XD D) TPUN YINI TNSDN

“Would that you were as my brother, who sucked the breasts of my mother. I

could kiss you, then, when I met you outside, and would not be despised by

anyone.”
T99) 2902 MN NY 7T NN PN P2 NMNIAYY . THX NI P 5w NN

A1:17) OOVIN WONI MNP7 (1: 13) P22 3TV P 05 OTIT TNIT INIXPA 1IN
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“For me, my beloved is as a bag of myrrh, lying between my breasts.” “The

beams of our house are cedar”.

7,057)7 19 N, 07 19X \ 1.0V NN TY 113 TY TN YNOX IRY

(5: 1)“Drink, be drunk on love.”
This poem, along with a few others encountered here, includes both direct quotes

from and indirect allusions to the SoS.
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Conclusion

Israeli culture has always associated itself with the Tanakh. Over the years it has
been the classical literary lens through which contemporary culture has been reflected.
The Song of Songs has been a particularly rich biblical source of inspiration. By
examining its reflection in Modern Hebrew poems and songs, we have been able to
observe that many an Israeli poet and lyricist have felt the power of its words.

Rabbi Akiva has said that, “Had the whole Torah not been given, we could live
our lives by the Song of Songs™3°, I have been living my life with this rich and powerful
text as a backdrop for many years. I have “sat in its shadow with great delight.” Its
phrases come to mind when experiencing a rush of strong feelings; when I witness the
poignancy of a wedding; when my feet trace the long-familiar steps of a dance; when I
hear one of the many songs that have been composed to its lyrics. It was a natural
choice, then, for me to examine the nexus between these two bodies of literature; the
classical and the conte_mporaly.

Malka Shaked has voiced the concern that those growing up in Israeli society
today have become distanced from what was once an intimate cultural connection to
Tanakh.3t In fact, an examination of the poetry and song lyrics in this thesis has
illustrated that the opposite is true. One might say that for the current generation there
has been a fusion between the cultural connection rooted in the Tanakh, and
contemporary cultural expression. When earlier generations were re-establishing a

Jewish presence in Eretz Yisrael, there was, no doubt, a need to consciously and

* Midrash, Zuta, Shir HaShirim.
3 see footnote #2.
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repeatedly invoke the Tanakh as the story of our people in its land. As the poetry in this
thesis reflects, this self-consciousness is no longer necessary. The long winter is past and
the “springtime” of contemporary culture has arrived.
19 ToN 9ON OWAN 12y PADN TN D T2-1951 N TPV T P
(2:10-12) : NDSIND YW MNN NPT ,¥%7 NN NY YINT N DNNN
“Rise up my love, my fair one, and come away. For lo, the winter is past, the rains are
over and gone. The flowers appear on the earth, the time of singing has come and the

voice of the turtle dove is heard in our land.”
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