
HANN?N HEVER 

"Our Poetry Is Like an Orange Grove": 

Anthologies of Hebrew Poetry 
in Erets Israel 

And it is indeed possible to view [this] 
book as the orange grove of our poetry, 
with its great and little trees, a grove 
whose earth is also covered with shrubs, 
flowers, and weeds. A spirit of sadness 
stalks the garden, and the gay sound of 

birdsong is heard there only seldom. But 

many are the paths of the orange grove, 
royal roads and side paths, mountain 

ranges and valleys, and it is full of 
breezes and pleasant odors, sights, and 

colors that take the breath away and that 

expand the mind.1 

1 

SINCE THE EARLIEST DAYS OF THE JEWISH SETTLEMENT (Yishuv) 
in pre-State Israel, the literary form of the anthology has served as 

an instrument for creating as well as documenting Hebrew cultural 

discourse. Once it was included within an anthology and thereby trans 

mitted to the community of writers and readers, even an individual poem 
or story played a role in the construction of what Benedict Anderson has 

called the "imagined national community."2 Yet in contrast to Anderson's 

description of the formation of such a national community?as a 
PROOFTEXTS 17 (1997): 199-225 ? 1997 by The Johns Hopkins University Press 
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linear, homogeneous process?the case of anthology shows that this 

process is profoundly hybrid, simultaneously encoded as natural and yet 
always bound up with the operation of mechanisms of production and 
distribution.3 

This duality or oscillation between the natural and the artificial may 

already be observed in the first anthology of Western culture known to us: 

Stephanos (literally, a "garland"), a collection of minor poetic works, 

mainly epigrams, edited by Meleager, a first-century a.d. inhabitant of 
Gadara. Etymologically, "anthology" in ancient Greek means "bouquet." 
Anthos is a flower, and legein denotes the action of gathering or picking 
up. The metaphorical use of "bouquet" presents the anthology as belong 
ing to the plant realm, and therefore as coming into being naturally or 

organically. Like the bouquet of flowers, however, the anthology is 
structured through the artificial arrangement of the bouquet's natural 
constituents. The aesthetic effect of the anthology is, therefore, one of 

heterogeneous beauty founded on two constituents: the organic and the 
artificial. The first points to an immediate link, the natural sign of a certain 

cultural/textual reality whose full, appropriate, and authentic reflection 
the anthology constitutes, thus lending the individual text appearing in 
its pages an exemplary or illustrative status. By contrast, the second 
constituent points to an artificial act, a reflection that has been con 

structed, which is the product of human intervention, and which medi 
ates between a cultural/textual reality and its representation in the 

anthology. 
The duality between the natural and the artificial is basic to the 

enterprise of the anthology. This duality is responsible for the hybridity of 
the anthology as a cultural signifier: an anthology simultaneously gener 
ates a natural effect and displays its unnatural making. In the one case, 
the anthology appropriates representations of cultural texts and confers 

upon them an illustrative status. In the other, the anthology never 

conceals its constructed nature as a product of human intervention. The 

anthology can thus never wholly erase the signs of human agency or of 
the hand that has compiled it. Forewords to anthologies and their 

compositional scaffolding (chapters or subdivisions, footnotes, editors7 

comments, and the like) play a central role here. 
This hybridity and commingling of the organic with the artificial 

allow the anthology to function in two ways. While claiming merely to 

collect representative texts that mirror what is already there, the anthol 

ogy is itself at work producing such new entities as "modern poetry," 
"Hebrew love poetry," or "workers' poetry," and so on. All these are 

joined with the material presence of the anthology in the distribution and 

preservation of texts in culture. But these acts of publication and distribu 
tion already imply an announcement, the naming of a privileged closure 
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within the field of culture. When an anthology arrives on the scene, it 

therefore already bears the status of a representative gathering of repre 
sentative texts, each of which is itself a representation. By collecting, 
concentrating, and distributing these texts as a group, the anthology 
constructs its authority. But at the moment of its crystallized appearance 
in the general literary discourse, the anthology is a "representative 
representation." 

2 

Schocken's 1938 volume Mivhar hashirah h?ivrit hahadashah: Antologya 
hamekhila et mivhar hashirah halirit ho!ivrit bemeshekh matayim shanah, 
merabbi moshe hayyim lutsato cad hayom (A selection of the new Hebrew 
poetry: An anthology containing two hundred years of select Hebrew 

lyric poetry, from Rabbi Moses Haim Luzzatto until the present), the work 
of the writer and editor Asher Barash, would become a far more central 
text than any other Yishuv anthology. Barash's volume achieved a more 

widely representative and popular status than any of its counterparts, 
and continued to be seen as the authoritative embodiment of the history 
of the new Hebrew poetry for generations, long after the period of the 
Yishuv. This anthology did not appear under the aegis of any one literary 
camp or political orientation but represented itself as a compendium of 
Hebrew poetry at large. At a time?the late 1930s?when the modernism 
and avant-gardism of Erets-Israeli poetry had long been institutionalized, 
Barash's perspective was deliberately general and sought to allow each of 
the various schools and streams within Hebrew poetry to coexist in 

harmony. 
It is worth noting that the general rubric had long been a feature of 

the Hebrew poetry anthologies of the Yishuv (select examples of its use 

would include: "Love Poetry," found in Haim Toren's anthology, Shirei 
ahavah beyisra'el: Mimei qedem 'ad yameinu (Love poems in Israel: From 
ancient times to the present);4 "Poetry of the 1936 Riots" in Shirat 
hadamim: Kovets shirim mitovei meshorereinu 'al me'ora'ot tartsavf or "Gen 
erations of Jewish Heroism," in an anthology edited by Zerubavel GiTad 
in 1944 containing poems of past glory as a species of heroic testament.6 

But the diverse titles and organizational rubrics of these anthologies 
notwithstanding, the "comprehensive anthology" emerges as worthy of 

special scrutiny: the field it represents expands to include "the totality of 

poetry"?where this "totality" pointedly refers to the national whole. 
This national norm of anthological representation became a fundamental 

principle of modern Hebrew criticism. Dov Sadan, one of the most 

important critics of modern Hebrew literature, speaking from the Zionist 
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perspective at the end of the fifties, and paraphrasing Bereshit Rabbah (3, 
7), states emphatically that the anthologist who "labors over the entire 

field of poetry and poets" cannot act on the basis of mere caprice alone.7 
The particular poetic text that is included in the "comprehensive 

anthology" appears to have a general status whereby it exemplifies a 

collective whole, and assumes a certain authority and privilege as this 

type of representation. Barash, who stands at one generational remove 

from H. N. Bialik, edited anthologies of Hebrew poetry from a Zionist 
national perspective. To this end, he constructed the anthology as a 

conservative site that reduplicates the norms of the hegemonic common 

denominator through positing a supposedly harmonious and shared 

system of high national culture, one that negates or ingests political, 
generic, religious, class, ethnic, or racial differences and conflicts, institut 

ing in their place a shared representation aspiring to a general or 

universal status. In Barash's A Selection of the New Hebrew Poetry, as well as 
in other anthologies, the organizing agency is noteworthy precisely 
because it produces its overall representation through the postponement 
of conflicts and the exclusion of anyone deemed likely to generate conflict 
or to harm the Yishuv's view of itself in terms of the shared national 

image it had constructed. Thus, for example, in Barash's volume, a 

revolutionary political poet like Alexander Perm is represented by means 

of a lyric poem, "Bli dacat lamah" (Without knowing why), rather than by 
means of any of his political poems (p. 484). 

The comprehensive Hebrew anthology seemingly uses the criterion 
of writing in the Hebrew language as the disguise for a series of 
constraints on the type of material it might contain. Anterior to the norm 

of texts written in Hebrew, there exist criteria concerning ethnic origin, 
class, and religious or gender identity, which grant legitimization to the 
texts eventually included in the Hebrew anthology. The appearance of 
national-universalism that Barash's anthology generates under the cover 

of its status as an anthology of Hebrew poetry is actually the product of 

particular representations that do not violate the constraints of the 
national image. This image is admittedly produced in poems written in 

the Hebrew language, but its authors are of exclusively Jewish origin; are 

mainly male (Leah Goldberg, who had already published her Taba'ot 
cashan [Rings of smoke], does not appear); are identified as secular writers 

(although a minority are religious); and are all (with one xeception: Yosef 

Halevi, born in Adrianpol-Turkey) ethnically Europeans, in total disre 

gard for contemporary Hebrew poetry then being produced by poets of 
Eastern descent, such as Yemenites8 or North Africans.9 

In order to institute its universal authority, the comprehensive anthol 

ogy does not render the individual poem central, nor does it grant 
prominence to a specific political or historical event. In their stead, we 
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find the individualistic figure of a poet with a personal biography, 
someone who is represented to the readership as having created poems 

whose worth must be measured against the universalist standards per 

taining to the aesthetic products of creative genius. It is thus only to be 

expected that the most crucial cultural category employed in the develop 
ment of the inclusive hegemonic representation in the field of poetry will 
be the lyric. In terms of this category, to conform to the lyric mode is to 

obey criteria of beauty, aesthetics, naturalness, and authentic immediate 

personal expression, all of which erase the oppositions, conflicts, and 

incoherencies of the cultural community. Indeed, paralleling the increas 

ing crystallization of the Hebrew Erets-Israeli cultural community as a 

national one, we see a corresponding expansion of the power of the 

category of the "lyric," which becomes a kind of umbrella concept 

bridging gaps, resolving conflicts, and bringing into being an imagined 
community possessing a uniform narrative of linear progress that spans 
the present to take in a shared future. Barash explicitly formulates these 

considerations in the foreword to his anthology: 

I have restricted my focus to the lyric alone, because this is the most prolific 
and most developed form of poetry in Israel throughout the generations, 
from the holy texts and the poetry of medieval Spain to the present day. Well 
into this generation, the lyric poets have been the crowning glory of our 

poetic literature. The Book of Psalms, and the Book of Lamentations, and a 

portion of the Song of Songs are the foundations supporting the edifice of 
Hebrew poetry as a whole. Here is the soul of the Hebrew nation and of the 
Israeli man revealed in its exultation and its pain, in all of its agitation and 
fine nuances of feeling. Throughout all the sacred and the secular did the 
Israeli soul find in the lyric its zenith, and through it does the Hebrew 

language achieve heights of choice beauty and pleasantness. 

The proliferation of poems whose theme concerns the writing of 

poetry as a universal artistic act?and thus one that is destined to serve 

the needs of the people as a whole?also contributes to the crystallization 
of images such as these in the anthology. One case in point is the first 
stanza of "Hameshorer livnei ever" (The poet addresses the sons of the 

Hebrews) by Issakhar Ber Horwitz, whose inclusion in Barash's anthol 

ogy (p. 95) nevertheless fails to rescue him from oblivion. Paradoxically, 
Horwitz's subsequent disappearance from the eyes of posterity merely 
confirms the power of the anthology, which exploits the lyric as the 
common denominator of the national poem, using this overall organizing 

principle to confer a certain status on the little-known text. Like Y. L. 

Gordon's famous poem "Lemi ani camel?" (For whom do I labor?), also 
included in the anthology (p. 80), the basic thematic principle of this 
national lyric is that the poet's contribution to his people is founded on 
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that people's lack of recognition for his contribution. The substance and 
forms of the national poem are predetermined to be unacceptable to the 

public at large, for whom they are nevertheless written. The tradition of 
the biblical prophet serves here to create a modern national conscious 

ness, in terms of which the national poet is the guide whose instruction 
will always be refused as a foregone conclusion by the people. But 

through this paradoxical existence, the poet (whose labors are always in 

vain) isolates and institutes his independent authority as a universal 

artist, whose chief vehicle of expression is the lyric: 

nn?? inp pp-nrw? 
, ^ un , ninynrn 

(95) .nttfrn x'Tiany ,bpi toyrn 

[How the poet labors in vain for the children of Israel. / How he seeks in vain 
to spread a blazing light! / God's gift to him is the laurel, which he bestows 
from the womb to the grave; / The courtyards of his poems are the 

courtyards of God, / Where he is the high priest and his poems are heard 
with rapt attention? / Though the people underestimate him and pay him 
little heed.] 

3 

Upon the appearance of Barash's anthology, Yaakov Fichman wrote 
of it as a unique event, the first of its kind. "More than in any scholarship 
or explanatory tract," he states, "do we find in this book the means to 
educate [the public] toward the reception of the lyric, thus enabling the 
reader to appreciate this highly varied poetic form."10 In response to the 

question of why similar works had not appeared earlier in the annals of 
Hebrew literature, Fichman argued that this was due to the fact that 
"Hebrew readers in general have only a blurred conception of the essence 

of lyric poetry, and it is to be feared that precisely the most excellent 
examples [of the genre] in this book are those that will create astonish 

ment in the minds of many: For what reason were these [particular 
poems] chosen as masterpieces?" Fichman ultimately praises Barash's 

courage in devoting his book 

to virtually pure lyric poetry alone, without shying away from our readers' 
lack of training in this field. For this reason, the book has certainly been 
reductive in one obvious respect?some of the most important poets and 
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personalities of the Haskalah [Enlightenment] period have been underrepre 
sented. . .. Final judgment [of the anthology] demands the expansion of the 
notion of the lyric with respect to some poets, since the lyric is sometimes 
found to be extremely robust in philosophical poetry. Ultimately, it is neces 

sary to present each poet first and foremost in the properties in which he has 
been blessed. 

The lyric, it would appear, is interpreted as a focus of affiliation and 

cooperation that eliminates every potential challenge to its functioning. 
The pure image of the lyric lends a degree of continuity to the historical 
development of Hebrew poetry, whose lyrical homogeneity continues to 
serve as a cultural site transcending all division and conflict. 

Fichman's comments concerning the Hebrew reader's lack of compe 
tence in the reception of the lyric provides indirect testimony to the 
simultaneity of Barash's anthologizing work and the internal split 
that divided the Hebrew cultural and poetic field. Precisely at the 
time of its publication?during the height of the great debate over the 
Partition plan, and the heated confrontations between the Labor move 
ment and the Revisionists, that is to say, a time when the very existence of 
a common notion of nationalism and national culture in Erets Israel was 
in jeopardy?do the massive efforts of Erets-Israeli culture to generate a 

supposedly apolitical enclave emerge most clearly into vision. It should 
be remembered that the Symbolist school, led by Avraham Shlonsky, had 
attained literary hegemony over the Hebrew poetry of this era, largely 
through the neutralization of poetic political utterances.11 But in opposi 
tion to the universalist symbolism of Shlonsky and his coterie, we find the 

poetry of Uri Zvi Greenberg (in the wake of the publication of his work 
Stfer haqitrug veha'emunah [The book of admonishing and faith])12 enunci 
ating new heights of nationalist sentiment in all its political radicalism. As 

radically nationalist, Greenberg's poetry indicated through its very pres 
ence a challenge to the collective place it could not occupy. Greenberg's 
status as the "absent presence" of the Hebrew anthology has various 

manifestations. Barash anthologized various "lyric" poems by Greenberg, 
appending at the end of the volume, apparently by prior agreement, a 

note stating that these poems were included against Greenberg's will 
because "I [Barash] did not intend these poems to convey the essence of 
Uri Zvi Greenberg's [vision of the] national destiny in Hebrew poetry" 
(p. 503). A similar note concerning a "famous [poet] of our generation, 

who opposes in principle being included in 'compendiums' 
" 

appeared 
some years later in Shirei ahavah beyisra'el: Mimet qedem cad yameinu, edited 

by Haim Toren. An even clearer enunciation of Uri Zvi Greenberg's 
position, outlining the type of collaborative effort in which he himself 
refused to participate, appeared in yet another anthology published in 

1938, Shirateinu Mhadashah: Liqutim lemiqra vXdiqlum, edited by Eliyahu 
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Meytus. In his foreword, Meytus remarks that "a certain poet has not 
been included here, because of his opposition in principle to the compila 
tion of a collection representing [our] poets as a whole/'13 Thus does 

Meytus lay bare the problematics inherent in the very act of collecting and 

instituting this very "totality" of poets as a uniform, common field. 
Unlike Barash's anthology, which presents the lyric as an obligatory 

ideal, Meytus's anthology is different. In his foreword, Meytus empha 
sizes that it is 

a compendium of poems, from among our poets' best work, which will serve 
to amuse the lovers of poetry, will assist the performer in search of pieces 
for public recital, and might also simultaneously serve as a textbook of 
the development of Hebrew poetry. . . . This book includes poems that are 

appropriate for recital, both those that show dramatic content and those that 
are purely lyrical, where a talented performer having the proper good taste 

might show off his talents, because a good lyric poem, in my opinion, is a 

poem that may pleasantly be recited.... As to those poets who are already 
publicly accepted, I included such poems as are already established in the 

repertoire of recital, relinquishing my own taste in the process, even if the 

particular poems in question are not exactly characteristic of a given poet, 
and even if they are not among the best of his poems considered from an 
artistic point of view. 

Since public recital is the dominant function of this collection, poems 
that show no "recital interest, even if they are good from a poetic point of 
view" may be excluded. But despite the more limited aims of his 

collection, compared with those of Asher Barash, Meytus continues to 

obey the rules in terms of which a tradition is fabricated over the course 
of a shared national historical progression. This is reflected in the chrono 

logical ordering of the poems: the anthology contains two hundred years 
of poetry, says Meytus, "with all its progressive periods, stylistic changes, 
and formal alterations. This date order is doubly beneficial for the reader, 

whose sequential reading will enable him to judge the diversity and 
wealth of the poetic repertoire our literature contains, and to learn to 

recognize its different metamorphoses." 
What emerges clearly from this citation is that Meytus, despite having 

defined his anthology as seeking to fulfill the specific public function of 
recital (a function that deviates from the lyric ideal, which is apparently 
based on anti-functionalist and universalist criteria of poetic quality), 
nevertheless confirms the status of the comprehensive anthology as the 
tool of inclusive national representation, since it becomes the normative 

model that Meytus himself employs in editing his own recital-oriented 

anthology. 
Both Meytus's anthology and that of Barash reiterate the accepted 

view of the development of the new Hebrew poetry, which Hayyim 
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Nahman Bialik had already enshrined. Given his desire to institute a 

common and continuous national history of poetry from the perspective 
of the "National Revival/' Bialik points to Rabbi Moshe Haim Luzzatto as 

the pioneer who made the beginnings of Haskalah literature accord with 

the coming into being of a new national literature. In his mystical and 

Romantic reading of Luzzatto, which was to be highly influential for 
Hebrew literary historiography, especially in Fishel Lahover's writings, 
Bialik proposes Luzzatto as the father of the new national Hebrew 
literature primarily by virtue of his fusion of old and new, Jewish and 

foreign European. After four hundred years of secret existence in the 

world of the kabbalah, Hebrew poetry emerged, says Bialik, at the time of 

Shabbetai Zevi during the seventeenth century, through Luzzatto's "vol 

canic eruption" that restored it to the light of day. "Luzzatto," writes 

Bialik, "was also the first European in Hebrew poetry." It was through 

his poetic spirit's harmonious coupling of the might of the Bible and the 

pleasantness of the German language, that he delivered unto us a fine and 

pleasant fusion. He used a meter poised between ancient and European ones 
and found once again the route to the revival of our poetry, and it is for this 
reason I see Rabbi Moshe Haim Luzzatto as the father of the new Hebrew 

poetry whose existence continues into the present.14 

Elsewhere, Bialik emphasizes Luzzatto's internal contradictions as 

the source of inner wealth. Reliance on this inner wealth lends his 
character universal power, which enables Bialik to present Luzzatto as a 

messianic-national poet. It is through coupling Luzzatto's ideological 
commitments to the form of the lyric that Bialik is able to present him as 
the forerunner of the new national culture. Through attributing to 
Luzzatto's poetry inherent power stemming from the inner depths of his 
soul rather than being imposed on him from some external source, Bialik 
is able to invest Luzzatto with a type of national Zionist authority capable 
of serving as a model for the fashioning of the new Jew who derives his 

strength and life's meaning from universally accepted values of inspira 
tion and spiritual power. For "all of these contraries were united in the 
heart of the 'young of Padua,' the man whose destiny it would be to bring 
the literature of Israel from the lowest point of its degradation?to extract 

from within the very depths of [this literature's] being?the great message 
of awakening and renewal, the message of the Revival."15 

These historiographie assumptions achieved wide currency in Hebrew 

literature between the two world wars. Taviov's anthology16?encom 
passing texts from the time of Menakhem ben Sarug's early contributions 
to medieval Spanish poetry up to the work of Immanuel Francish in 

Italy?represents yet another prime example of the sheer ease with which 

they were naturalized. Taviov's introduction sketches the development of 
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Hebrew poetry, positing Luzzatto as the chief initiator of the national turn 
in the history of Hebrew poetry. 

4 

The need to construct national historical continuity in the Hebrew 

poetry anthologies of the twenties and thirties is not uniformly central. 
Earlier stages of the development of the poetry anthology in Erets Israel 
show no such pretensions to the authoritative historical narrative of the 
national development of the new Hebrew poetry. In 1904, at the tail end of 
the First Aliyah and in the early days of the Second Aliyah, a small 
volume of poetry entitled Kinor tsiyon (Harp of Zion) appeared. Its 1914 
edition contained "fifty national and folk songs currently sung in the 
cities and settlements of the Holy Land," and its editor was Abraham 

Moses Luntz, a researcher of the Land of Israel and a publisher.17 The 

territory to which Luntz's work lays claim was defined by him in 

quintessentially national terms. The collection was "one of the basic and 
most important devices in the cultural inventory of the elders of the 

Yishuv, and it accompanied them to every public forum."18 The title of the 

collection, which was reprinted in seven editions, was drawn from the 
Zionist songbook Kinor tsiyon, which the Tushiya publishing house pub 
lished in Warsaw in 1900, just before the Fourth World Zionist Congress in 

London.19 

In contrast to the universal facade of the lyric in Barash's anthology, 
Luntz's work uses more disparate elements, which will ultimately create 
a very different collective image from the national-universalist one fos 
tered toward the late thirties. Luntz's anthology had an explicit function: 
it was a songbook of national poems. Its authority derived from its use as 
a collection of songs "currently sung in the cities and settlements of the 

Holy Land." But instead of a general national authority presaged on a 

historical narrative?an authority that makes claims for the continuity 
and homogeneity of the national narrative whose individual poems are 

welded together to tell of the development of a national poetry having a 

fixed national and historical common denominator?Luntz's anthology 
displays a rather more modest collective image, whose transient authority 
is born of actual circumstance. Luntz himself emphasizes this facet of his 
collection through entitling his introduction "Zemanim aherim: Shirim 
aherim'' (Other times: Other songs):20 

If you want to know the status of a given nation, its programs and goals at a 

given period, pay attention to the songs of that generation, for every 
generation has its own songs. And the visions of the long life of our nation 
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can be viewed as if in a polished mirror in its poetry from "Then sang Moses 
and the Children of Israel" to the songs of our contemporary songwriters. 
Our generation is the generation of revival. Our people has arisen from its 

long dreams and slumber: seeing that time has misinterpreted them, it has 

begun to strive with all its might for a new life. New poets have arisen to 

pluck the strings of their harps, and new songs have been aired, songs of 

awakening. Many are these songs at present that would imbue our people 
with energetic desire and fierce enthusiasm, and it is common nowadays for 
those present at social gatherings to request, "Sing us one of the songs of 
Zion." But not everyone knows these songs by heart; thus, we have 

attempted to gather the best and most appreciated of these songs into a single 
collection printed on good-quality paper, in the hope that the honorable 

public will be well disposed to this collection, which will be our reward.21 

The fact that the organizing principle behind Kinor tsiyon is not 
historical, but is rooted in actual circumstances of performance in a given 
place and time by given participants, is reflected in the heterogeneity of 
this anthology, which does not require any uniformity from its constitu 
ents. Unlike other songbooks, which gradually became a "natural" com 

ponent of popular Hebrew culture in Erets Israel (and which fall beyond 
the scope of this discussion), Luntz's anthology still makes no clear 

distinction between the songbook, per se, and the poetry anthology. So 

folksongs that exist only in oral performance, like "Hushu ahim hushu" 

(Hasten brothers, hasten) by N. Pines are found side by side with poems 
like "Mas'at nafshi" (My soul's desire) by M. Z. Mane, or "Hatiqvah" 
(The hope) by 

. H. Imber, which?in addition to being sung?are 
assured of a place in the canon of high Hebrew lyric poetry. But this 

dependence on actual conditions also deprives Luntz's anthology of its 

authority as a persistent and stable national representation with long 
term validity extending from the present into the future. The national 

image created by Luntz's anthology is a particularistic one of a commu 

nity or grouping whose claims and expectations are far more circum 
scribed than those that characterize the modernist national consciousness. 

This type of modest national orientation persisted into later 

years. The hallmark of this non-universalist and limited national self 

representation lies in its regionalism, its rootedness in the locale of Erets 
Israel. The national territory was still not perceived in abstract terms as 

possessing universal meaning for the nation as a whole?in accordance 
with the universal norm of freedom and rootedness in the nation's own 

land. Rather, the space of Erets Israel was seen in terms of belonging 
concretely to concrete locations: a belonging brought about through the 

pioneer's, or haluts's, manual labor. Thus, for example, the pioneers' 
poetry from the time of the Third Aliyah onward is seen as the local 
expression of native inhabitants anchored in their soil and their land. 
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Such poems appeared in the anthology Hahaiutsim, which M. Narkis 
edited in 1925, and which was illustrated by the artist Meir Gur-Aryeh, an 

associate of the Bezalel Art Academy. The anthology's chief goal is 
evident in its albumlike coupling of the poetic texts with Gur-Aryeh's 
silhouettes so as to construct this cultural product as a popular national 

one, depicting the poetry of the halutsim as representative of a popular 
stratum of the people. With the exception of three texts, all the poems 
(which include musical notes) are anonymous. The cutout silhouette 

illustrations, says Narkis in his preface, are also intended as a link in the 

long chain of popular Jewish art. The poems were not selected on the 
basis of their universal aesthetic worth, or for their individual folk 

characteristics, but according to the criterion of their appropriateness in 
terms of the popular whole that the anthology sought to create. "I am 
aware of the difficulty of collecting these poems," writes Narkis, "espe 

cially when their poetic worth is so limited and even when their popular 
status is in doubt."22 

While emphasizing the populist goal of the anthology, its editor 
nevertheless does not downplay the artificiality inherent in creating this 
effect. For this reason, he juxtaposes both the popular and the eth 

nographic principles, and even fashions a historiographie hypothesis 
regarding Hebrew poetry's neglect of the topic of the haluts: 

As we have noted, this movement [of the halutsim] is held not to have 
influenced Hebrew poetry at all (except for a few individual and isolated 
cases: in poems and idylls). But if we are honest with ourselves, we will not 

reject the matter out of hand. We are dealing with the question of an 
elemental force, and only by virtue of the confusion of our tongues [Yiddish 
and Hebrew] have we lost haluts poetry. 

This poetry has, however, a popular and ethnographic basis, and anyone 
tracing the development of these poems will sooner or later witness and 
discover gradual refinement.23 

Populist characteristics are identified here with Yiddish, whose 
decline in prestige vis-?-vis Hebrew is held to have had an adverse affect 
on popular texts, whether those written by the halutsim or those that they 
sang: texts valued more for their times than for their verbal patterning. 
The latter poems, writes Narkis, were included "only in a small number 
of cases, where they displayed the special originality of life on the 
roads."24 

Canonical haluts "Labor poetry" (presumably that of Uri Zvi Green 

berg, Avraham Shlonsky, Yitshak Lamdan, and others) is presented as 

"really" bearing little connection with the popular halutsic tradition. The 
valorization of the local, and the specific group expression of the haluts as 
a national archetype, found their expression in the creation of a poetry 
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anthology that fashioned a non-universal national image, in opposition to 
the canonical stance of Hebrew poetry in Erets Israel of the period. Unlike 
one of the founding assumptions of the canon, which saw in the pioneer 
(someone in advance of the camp) the incisive embodiment of national 
universal values, Narkis's anthology (which included texts of recognized 
poets alongside anonymous folk- or "road-paving" work songs) promul 
gates the alternative image of a local collective?an image sharply at odds 
with the tradition of modern national Hebrew poetry. 

5 

There would be no successors to this type of specific anthology, 
whose representativeness does not obey the demands of universal or pan 
national representation. The highly crystallized nature of the field of 
Hebrew culture in Erets Israel in effect invested the anthological act with 
considerable power: the very act of collating poems into a single volume 
itself became the immediate symbol of a general national representation. 
Such a stance was still problematic, however, during the 1920s. The 
second half of the decade would witness the politicization of Hebrew 

poetry in Erets Israel. The basic principles of an all-embracing nationalism 

(in terms of which the shared image of the haluts as depicted in "Shirat 
hacavodah" [Labor poetry] had been central) began to be criticized. The 

poetry of the extreme leftist Lyova Almi, and later, even more powerfully, 
that of Uri Zvi Greenberg, rewrote the central representations of Erets 
Israeli poetry, and the haluts began to be perceived as the site of contest 
rather than consensus. In a series of poetic interventions, these avant 

garde poets attacked the foundations of "Shirat hacavodah," its agri 
cultural metaphors, its compositions?which were well on the way to 

becoming a national teleology?and especially, the taken-for-granted 
continuity that "Shirat hacavodah" constructed between the individual 

haluts, whose body bears the suffering of the Zionist revolution in Erets 

Israel, and the political leaders of this revolution?leaders that the avant 

garde sees as having abandoned or cynically exploited this suffering to 
their own political ends.25 

One direct result of such exacerbated politicization was the conflict 
between the two rival factions of Erets-Israeli poetry, which reached its 

peak in the mid-thirties. One camp centered on the dominant presence of 
Uri Zvi Greenberg, turned to the Expressionist poetry of national mes 

sianic aspirations. It generated a blunt form of poetic discourse that stood 
in almost total opposition to any of the forms of Erets-Israeli Hebrew 
culture. The second camp, led by Avraham Shlonsky, had begun from 
the early thirties to crystallize around an abstract symbolism, having 
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universal-existential claims that reached their epitome in Shlonsky's 
Avnei bohu (Stones of chaos), published in 1934.26 

When, in 1932, Avraham Shlonsky published Lo tirtsah: Yalqut qatan 
shel shirim neged hamilhamah on the eighteenth anniversary of World War I, 
all its texts?with the exception of those by Avigdor Hame'iri, who was 

prominently identified with antiwar literature?were translations of 

European poetry. The poems of Vladimir Mayakovsky, Ernst Toller, Noel 

Martine, Karl Otto, and others are collected here in an act that displaces 
the discussion from the polarized field of Zionist national culture in Erets 
Israel to the world of Europe. It is only in his introduction to the 

anthology that Shlonsky refers to the political situation of Erets Israel. He 
links the pacifist spirit of the anthology to Erets-Israeli politics, and 

compares the rift dividing the Zionist right and left to the political 
polarization of Europe in the wake of World War I. The European right 
and its Erets-Israeli counterpart, claims Shlonsky, share an admiration for 

political messianism, while both support Fascist-style militarism and 
violence: 

For even in our circles, even before we have achieved sovereignty or its 

symbols, the "lead soldiers" of extreme nationalism have been clamoring 
continuously for years. We have youth, leaders, and a party in our midst, who 
have made brute force into the symbol of revival, who sanctify the symbols of 

bravery and extol the outer trappings of hollow militarism.27 

Here, Shlonsky takes aim at all those who "have taken upon them 
selves to set this mental intoxication to poetry in the best rhythms and 

rhymes, and to infiltrate the Israeli poetic brew with such notions as 

'sovereignty' and 'vision' 
" 

(p. 31). But there can be no doubt that his main 

target is Uri Zvi Greenberg, whom he openly attacked for his political and 

literary views, singling him out as someone who had wrought militaristic 

changes in the halutsic ethos, during the course of which: "'barracks' 

terminology has been infused into the poetry of the Messiah and the 

Kingdom of the House of David" (p. 31). 
Shlonsky chose to stage his opposition to Uri Zvi Greenberg and to 

the acute political polarization characteristic of the Erets-Israeli Hebrew 
culture of the time through the medium of his essays rather than in 

poetry. Shlonsky left poetry outside the theater of direct conflict, thus 

enacting?and testifying to?the distance his school sought to establish 
between poetry, on the one hand, and overt public or political engage 
ment, on the other. While war and military conflict could legitimately 
serve as the subject of an anthology of poetry, for Shlonsky and his 

increasingly powerful school, such issues could only be addressed 

through the indirect channels of universalist pacifism, which distances its 

testimony from the military dimensions of the local arena, through the 
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inclusion of translated poetry rather than Hebrew poetry, which is 

represented discursively only in an analytical manner and only in his 

opening essay. 

6 

In 1936, at the start of the great Arab rebellion known to the Yishuv 
as the "1936 riots," another anthology appeared, Shirat hadamim: Qovets 
shirim mitovei meshorereinu cal me'ora'ot tartsav. The members of Shlonsky's 
school were not represented here (with the exception of the marginally 
affiliated Yaakov Orland). Instead, one finds the marked presence of 

people like Saul Tchernichowsky, David Shimonowitz, or Yehudah Kami, 
who belonged to previous generations of Hebrew poets; some of 

Shlonsky's contemporaries, like S. Shalom and Avraham Broydes; and 
even younger poets, like Moshe [Tabenkin], who were unaffiliated with 

Shlonsky's school or coterie. 
In the introduction, entitled "Bli haruzim" (Without rhymes), Avig 

dor Hame'iri (who was associated with right-wing factions of Erets 
Israeli politics) formulated a national apologetics for the involvement of 

poetry in current affairs. His starting point was the moral or universalistic 

inquiry whether the Zionist refusal to recognize the Arab rebellion as a 

national one stemmed merely from the particularism of the Zionist 

perspective. Hame'iri's emphatic answer was that the contrary, in fact, 
held, and that "we are faced with the loathsome nature of the rebellions: 
the overlords of property and pleasures are employing the miserable 

oppressed stratum to increase its own oppression, and to eliminate both 

soap and the candle from the dark and musty tent of the Bedouin or fellah 
[peasant]."28 Only after this categorical refusal and after reiterating the 

morality of the Jewish position in the Jewish conflict with the Arabs does 
Hame'iri discuss war poetry, justifying it as a form of national expression 
that gives primacy to universal or moral issues that stand beyond all 
aesthetic considerations. The fact that "included in this collection you will 
find poems whose artistic value does not enhance it" testifies to an 

alternative viewpoint. It reflects the opinion of those who hold that: "I am 

forbidden to keep silent on this good occasion. That is to say, let me join 
the chorus, let me raise my voice in the national performance [literally, 
hazzanut, or ceremonial chanting] that is eagerly attended by many ears. 

Such individuals also find their place here. And they are also worthy of it. 
If not their artistic worth, surely their moral worth justifies their being 
and their inclusion" (pp. 4-5). 

The dominant strategy in Shirat hadamim represente the national 

position as a universalist and a moral one. This strategy eventually 
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culminates in the fusion of nationalist morality with the national needs of 
the local Erets-Israeli collective. It is only after he has established the 

larger nationalism that Hame'iri, in the conclusion to his introduction, 
reveals its local or Erets-Israeli functionality: "As for the Israeli moral or 
human function of these poems: more than a generations-old lament, they 
unite into a rousing victory chorus. This is not the Book of Lamentations 
... not the complaint of death but a ground plan for the eternity of Israel" 

(p. 6). 
But what, in 1936, is for Hame'iri still the subject of polemical contest 

and proof appears slightly later as the self-evident subject of consensus. 

Asher Barash's anthology, published only two years later, already 
assumes the Erets-Israeli nationalist ideology to be self-evident. Here, the 
Erets-Israeli national center is held to be of primary importance. The 
entire development of Hebrew poetry over the preceding two hundred 

years is represented as progressing toward its Zionist fulfillment in Erets 
Israel. Further proof of this is found in the year of publication of Barash's 

anthology when the Antologya shel shirah Hvrit ba'ameriqa (Anthology of 
Hebrew Poetry in America) appears under Menahem Ribolov's editor 

ship. In order to decide whether to include a given poet in the anthology, 
the editor found it sufficient for America to have served as a stage in his 

development (in a trajectory that often leads to Erets Israel), thus reaffirm 

ing the peripheral nature of the Hebrew center in the United States vis 
?-vis its Erets-Israeli counterpart.29 

7 

Immediately hereafter, during the Second World War and later, 

during the struggle for independence and the 1948 war, the anthology of 
Hebrew poetry became established as a quintessentially Erets-Israeli 
institution. The pan-national and regionalist representations fuse so that 
the moral-universalistic stance and the localist one unite into a single 
central nationalist affirmation. Thus, even though anthologies dealing 
with the war and the military struggle against the Arab nations do appear 
at this time, the national framework goes unchallenged, and the Erets 
Israeli arena becomes the most natural stage for the national representa 
tion of Hebrew poetry. The substitution of more specific anthologies 
for the comprehensive and lyric-oriented one augments?rather than 
diminishes?the anthology's universalist dimensions: the shift rendered 
the elevated and harmonious representation supposedly inhering in the 

lyric an overt source of collective resources and a tool of the struggle. 
Shlonsky's poetic school, which valorized this universalist conception 

of the lyric, was then at the height of its powers. In 1941, Shlonsky edited a 

representative collection ?f the school's contribution, entitled Shishah 
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pirqei shirah (Six chapters of poetry),30 which included the work of Refael 
Eliaz, Natan Alterman, Yocheved Bat-Miriam, Leah Goldberg, Alexander 

Perm, and Shlonsky himself. But the school's most dominant imprint lay 
in the translations contained in one of the most well known anthologies of 
the period, Shirat rusyah (Russian poetry), which appeared in 1942, at the 

height of the war years, and which was jointly edited by Shlonsky and 
Leah Goldberg. Published by Haqibbuts Ha'artsi Hashomer Hatsacir, this 

anthology expressed a universal humanism, in the light of the editors' 
and publishers' identification with the Soviet Union's struggle against 
Nazism. As was the case with the aesthetic and ideological assumptions 
of Barash's anthology, here, too, a refined universalism (in whose name 
the anthology claims to speak) serves to ground all historical occurrences. 

The events of the day and its political trends did not move Shlonsky from 
his commitment to a position that derived its hegemonic authority from 
the universal. Whereas in Barash's anthology, aesthetic ideals fostered the 
Zionist spirit of the nation, Shirat rusyah renders central the lyric as the 
source of those moral qualities that unite all humanity?including the 

Jewish people?in its struggle against the common enemy during this 
dark historical hour: 

Yalqut shirat hacamim [Compendium of poetry of the peoples]?this is an 
inclusive name for six poetic sequences conceived as one unit of the new 

world poetry across its various nations and tongues?especially in lyric 
form?texts that begin with Russia, not necessarily for formal reasons. The 
intention is not to such-and-such selected poetry or to so-and-so unique poets 
of genius. The intention is to sketch the portrait of a generation, [to write] its 
moral biography, which achieves its highest expression in each language and 
each nation through the medium of poetry. Poetry?which is apparently the 

expression of a particular period?speaks to all periods precisely by virtue of 
this fact. [Poetry is] apparently the introspective dialogue of a generation 
addressing its own heart, and of each individual nation addressing its own 
soul. But ultimately, [it is] a single chorus of the nations of the world. For each 
and every generation fashions through its poetry (in its general ensemble 
rather than through the individual play of poets of genius) its own character; 
and in the essence of its being, all true poetry is rooted in the here and now: 

springs from its own place, suckles [the milk] of its own times. Because it 
aims to express the essence of what is human, the boundaries of time and 

place are necessarily violated and poetry ascends the intergenerational and 
international bridge of the human spirit. And it is appropriate for the poetry 
collected here to open this series of collective confessions?regarding the 
emotions of a generation, its high and low tides, its hates and loves. It will 

certainly be said in the annals of this generation: this was a hard-hearted 

generation of sinners that nevertheless sought redemption and atonement.31 

In 1943, when the Holocaust was at its peak, a literary critic identified 
with Hashomer Hatsacir and the left, Azriel Schwartz (who later called 
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himself Uchmani), edited a small anthology called cAlei teref: Mishirei 
ruf amim bamilhamah. Its poems, which had appeared in contemporary 

periodicals, were to be judged "not according to the merit of each poem, 
but in its ability to join the poetic chronicle of our times, a tragic chronicle 
whose beginnings lie twenty-nine years ago, in that fateful junction 
between two 'histories'?that of Islood and selfishness' and that which 
'creates the lives and souls of nations.' Today it lies in the scaffold of 

public execution and horror, in heroism and the sanctification of the name 

of humankind, and its end lies in that distant day, whose warm breath is 

only apprehended from time to time by a heart's guessing."32 
Hebrew poetry is the last of the sections of this book, which contains 

mostly representative translations of poetry from Belgium, France, 
Czechoslovakia, Poland, England, Greece, Serbia, the U.S.S.R., as well as 

Yiddish poetry. But the universal gaze is soon revealed to have a specific 
political commitment that sees the U.S.S.R.'s war against Nazi Germany 
as part of the large struggle of the socialist camp. The universalist 
humanism that it sees in the poetry of the Jewish Holocaust is given a 

strictly political reading: 

It is no coincidence that it is the Jewish poet who is currently voicing the plea 
"from the vanities of the monster's mouth, we beseech, protect the tribe." [It 
is no coincidence] that it is he who waits so eagerly for a day when "all our 

words will be told to return from the den of distortion and the grinding of 
teeth." Destiny? Surely. Tragic destiny, but splendor inhabits its margins. In 
our day, this bears no name other than socialism, (p. 6) 

Accordingly, the historical narrative in whose framework the poems are 
ordered presents the socialist interpretation of the Second World War. It is 
held to derive from the events of the First World War, which the socialists 
saw as a conflict between nationalism/capitalism versus humanism/ 
socialism. 

In the anthology that Shlonsky edited two years later, Shirei hayamim: 
Yalqut mishirat hacolam cal milhemet ha'olam, the universalist stance is even 
more blatant. Here, the editor in fact declares his intention to use the 

poems he has anthologized in order to write a universal history: 

Songs of the Days: modeled on the Book of Chronicles. A kind of autobiogra 
phy of a generation, written collectively in rhyme. Poetic testimony on the 
forecasts and events that opened World War II, on that which preceded it, on 
the war, the war itself when it reached fruition, ripe in its sins and its 
retributions. . . . And thus, from people to people, from matter to matter. A 
kind of montage of poems, which aim to give expression to the major and 
minor dates of the period. If not to all of them, at least to most, insofar as they 
fuse into a general picture, a fabula of the time, insofar as they are to be read 
in a manner that differs from the way anthologies are usually read. That is to 
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say, [they are not to be read] randomly, but in sequence, one after another, the 

way one reads a book whose plot unifies it.... The main aim of the book: to 
focus mental identification on the rage of men and nations, the lamentations 
of cities and countries, all plunged alike into the abyss of blood?and not 
taken by surprise or overcome by the way of the world, but intentionally 
destined to it, for the sins they committed, everyone, everyone, down to the 

very last individual.33 

The conflict between commitment to hegemonic universalism, on the 
one hand, versus the horror of the actual forces ranged against the 

Jewish people, on the other, brought Shlonsky, ever loyal to his universal 
ist conceptions, to portray the Jewish national Holocaust as part? 

admittedly, the most appalling part?of the larger world tragedy. "Min 

hatevah" (From the slaughter), he would write, is "the name of the Israeli 
section of this inclusive book. . . . For despite the uniqueness of our 

destruction, which is a result of our actual/historical singular destiny, is it 
not also 'inverted/ the result of the general destiny of the world? These 
chronicles prove this in cutting (in both senses of the word!) terms" (p. 6). 

Shlonsky fused national and universal destiny through combining his 
own poetry with translated poems, as well as by means of a key poem 
entitled "Otot" (Signs), which he wrote specially for the collection. Each 

of its stanzas serves to introduce the different sections of the anthology; 
thus, for example, the section "Otot," which deals with the historical 

buildup to the war in Europe, including the Spanish Civil War and the 
Nazi rise to power in Germany, and which contains poems by H. Leyvik, 
Fritz Brigel, Pablo Neruda, and others, as well as poems by Shlonsky 
himself. 

Taken as a whole, the poem's symbolist framework and its plot of 

lights culminate in the optimistic gesture of "You, and You again, com 
mand there will be light" (p. 6), which interprets actual events in a lyric 
and universalist fashion. But in the note concerning the rights of public 
reading of the collected poems, which Shlonsky appends in the margins 
of the anthology?a note that is indicative of the direct enlistment of the 

anthology in the national cause?we might discern a certain confusion of 
the traditional generic boundaries between written lyric poetry and 

poetry for recital. The implicit recommendation that the poems be recited 
in public may be linked to the fact that the anthology has as its object 
indisputably collective themes?"war," "bravery," "illegal immigration to 

Palestine," "settlement"?each entailing previously institutionalized and 
fixed public meanings outside of the orbit of poetry. Unlike the collective 
anthology, which produces and represents the imagined national commu 

nity only indirectly in a lyric transcendence of oppositions, now?at the 

height of the struggle for Independence, we find the anthology being 
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used more and more frequently as a direct tool of propaganda bearing 
instructions to its readers on its public use. 

Ma'pilim: Miqra'ah lano'ar vela'am?a work edited by Zvi Zohar and 

published in 1940?is a characteristic example of the anthology that 

engages in specific and immediate issues in public life. Beri Katzenelson's 
address to the Twenty-First World Zionist Congress opens the volume: an 

address that links the contemporary illegal immigration to the ongoing 
sequence of Jewish immigration to Erets Israel as clear expression of "the 
common Jewish destiny."34 The anthology contains a diversity of texts? 

articles, stories, prose essays, and extracts from plays and poetry?which 
are ordered chronologically to reflect the history of immigration to Israel 
from Yehudah Halevi to the refugees fleeing Nazism who had begun to 

make their way to Israel from Europe. In the preface to a similar 

anthology, Pirqei gevurah, the editor Zerubavel (Glas, and later, Gilad) 
writes: 

This collection is the product of the needs of the hour: tens of thousands of 
our friends have joined their units, and are serving in the distant comers of 
the world?they require this anthology to assist them on festivals and other 
occasions suitable for public reading that are integrated in our lives. [It is also 

needed] for reading around the campfire, when out camping, or when 

marching on the road.35 

One consequence of the dominance of the propaganda function lies in 
the blurring of the genres of texts selected now for their direct and overt 
contribution to the propaganda effort. In Pirqei gevurah, as well as in its 
second edition, which bore the title Moreshet gevurah: Peraqim misifrut 
yisra'el, popular songs stand alongside canonic poetry, stories, articles, 
and memoirs. But all are arranged according to the chronology of the 

Jewish national struggle from biblical times through the period of the 
Holocaust to the struggle against the British Mandate. The stated inten 
tion is to construct a continuous saga of Jewish heroism, which unites the 

Diaspora tradition of martyrdom, or "Qiddush Hashem" with the need 
for self-defense, in such a way that "Jewish self-defense will resound 

through the generations as the vision of the heroism of the few who 

opposed the tsars; those who extended their necks in powerful exultation 
of the martyrs and as the mighty and passionate defenders bearing 
arms?a source of pride and a fortified wall against the evildoers. Until 
this very day."36 

The anthology Lamagen: Pirqei shirah (To the defender: Selected 
poetry), edited by Yehudit Hendel and published in 1948 by the Informa 
tion [Hasbarah] Department of the Executive Committee [Havacad 

hapocel] of the General Labor Union [Histadrut haklalit shel hacovdim], is 
devoted entirely to poetry. But its didactic intent is underscored by its 
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glossaries as well as by its blurring of the boundaries between "high" and 
"low" texts; between translated and original texts; and between the lyric 
and poetic prose. It includes biblical extracts, Yiddish poems, popular 
songs (Natan Alterman's "Zemer haplugot" [Song of the brigades], for 

instance), and canonic poetry by Alterman, Saul Tchernichowsky, and 
others. 

A similar heterogeneity marks other literary and documentary works 

published during the war, collections devoted to contemporary literary 
products that sought transparently to reflect the events of the time. Thus, 
for example, we have BeHqvot lohamim: Mivhar reportaz'im me"et tseva 

haganah urshimot midivrei yishuvim banutarakhah (In the footsteps of sol 
diers: Selected reports from defense-force writers and notes from front 
line settlements), which appeared in 1949, or the collection Qeshet sofrim: 
Yalqut ledivrei sifrut shel sofrim hayalim (The writer's bow: A collection of 
the literary output of soldier writers), published under Moshe Shamir's 
editorial direction in 1949 by the cultural wing of the IDF press (Hotza'at 
Sherut Hatarbut Shel Tseva Haganah Leyisra'el). The latter anthology 
contained poetry, stories, and articles. Despite the fact that it is sup 

posedly a collection produced by "soldier writers," the presence of 
writers of the generation of the Palmah, and of Shlonsky's successors 

among the poets of the forties?Ayin Hillel, Binyamin Galay, or Haim 
Guri?is marked. 

8 

For the anthologies of war literature published during the war, 
national engagement seemed to be a dictate of reality. But in 1948, when 
Haim Toren published his Shirei ahavah beyisra'el, we find the same overt 
nationalist criteria still in force. The guiding principle is encoded in the 
full title of the work: Shirei ahavah beyisra'el: Mimei qedem cad yameinu. The 
editor took pains to imbue the anthology with the appearance of continu 

ity through the inclusion of biblical texts (from Genesis, the Song of 

Songs, and Proverbs), the literature of the aggadah, medieval Spanish 
poetry, Hebrew poetry composed in Italy, Haskalah poetry, Hibbat Tsiyon 
poetry, revival poetry, all alongside the early modernists, as well as the 
modernists of the thirties and forties. These texts are included in 
the anthology under the rubric of common national sources. The chrono 

logical organization of the work is constantly interrupted through 
deviations?such as the placing of extracts from the Song of Songs at the 
end of the sequence, thus ensuring a cyclicity that unifies the sequence 
into a kind of synchronous existence through returning to the biblical 

period with which it begins. 
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The editor chose to open the anthology with Yaakov Fichman's 

preface, "CA1 shirat ha'ahavah besifrut yisra'el," where he narrates the 

history of Hebrew love poetry as a form of national teleology. In the same 

way that morality provided the universalist underpinrdngs for the repre 
sentation of national culture in the anthologies of war poetry, so do Eros 
and love perform a similar function here: 

Love, which is the yeast of experience, is also the yeast of poetry. From time 

immemorial, poetry has seen love as the root of all growth, of every great 
awakening in the human heart or in nature. All folk poetry begins with it, 
blossoms with it. . . . Love poetry teaches one of the uniqueness of the 
individual soul, and of the nation as a whole. Just as each individual loves 

differently, so each nation loves differently.37 

Fichman proceeds to recount the development of Hebrew love poetry as a 

national saga, where, for example: 

The Song of Songs is the most complete and full expression of Israel's affinity 
for love and nature, which fuse together in all true lyric poetry. . . . But the 
erotic song, which flows forth from the heart of the shepherd in the Song of 

Songs under a burning sun, is completely cut off. There is not a single love 

poem in Hebrew literature until the Spanish period. This was one of the most 
harsh signs of Diaspora. It reveals a kind of fear of life and love of life. The 
national genius was forced into a dim corner: the light of religion and the 
Torah absorbed all other sources of light. And while there can be no doubt 
that the masses of the people expressed the delight of their spring in oral 

poetry, no written traces have survived, (pp. 5-6) 

The metaphor of poetry as life and vice versa becomes the central 

figure for the fusion of the metamorphoses of poetry and the metamor 

phoses of the nation into one homogeneous tale. Thus, the story reaches 
its climax with the poetry of Bialik and his generation in the Zionist 
narrative in Erets Israel: 

Particular mention must be made of the young Hebrew poetry that Erets 
Israel has generated?this cult of dawn that has derived sustenance from our 
new life. This is a special case?the first pages of a new story in poetry as well 
as in life. It has one color, one rhythm. Certainly, all great love is blessed with 

joy and with pain?this has its character since the Song of Songs until the 

present: anxiety and security are always bound up in it together. Neverthe 

less, the love poetry that accompanies the new flowering is more the poetry of 

day, of the sun-filled with the light of renewed experience, (p. 19) 

The editor, Toren, in his afterword, similarly reiterates the storytelling 
mold that identifies love poetry with Jewish existence in its homeland, 
and the absence of love poetry with the experience of the Diaspora. The 

exception that proves the rule is Hebrew poetry in Spain and Italy. Like 

Fidiman, Toren progresses inexorably to Erets Israel, where, in the 
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boundaries of the motherland, hammer meets anvil?and the ears are 

open and ready to absorb the abundance of sounds and voices. Here, 
nature and love poetry are heard in their full power and momentum, as is 

appropriate to a people undergoing an awakening of body and soul.38 
But the process of fashioning a national image by means of love 

poetry also involves confronting questions of gender identity in the 

individual/national love story. When the editor comments on the inclu 
sion of women poets in the anthology, his intervention comes to be a 

complex form of exclusion. To justify their inclusion, he relies on the 

notion of national fulfillment in Erets Israel: "The very appearance of a 

group39 of Hebrew women poets is a great innovation (Elisheva, Rahel, 
Y. Bat-Miriam, Anda Pinkerfeld, Leah Goldberg, and others). Their com 

ing reveals to us the inner world of the woman, and elucidates something 
of the secret of her being, in all its delicate and complex experiences" 

(p. 342). 
When the discussion turns to the inclusion of women, the norm of the 

individual lyric is suspended. Instead, Toren uses the metaphor lahakat 
meshorerot ("flock of women poets"), translating the traditional metaphor 
of the lyric as a form of birdsong (Goethe) into the collective formulation 
of a flock of birds. Women writers' contribution to the institution of 

imagined nationalism is made possible here through their enclosure 
within a stereotype, whereby they are the collective representatives of the 
female in national culture, and are supposed to embody this femininity 
through such "female" qualities as gentleness, irrationalism, and secret 

mystery. Since they fulfill the legitimate norms of nationalism, the 
national hegemony grants them a space of inclusion, but it does so within 

rigidly defined and circumscribed limits. 
The contemporary equivalent to Toren's Shirei ahavah beyisra'el is the 

anthology Shirat M'amai, edited by Pesah Ginzburg. Ginzburg chose a 

topic like Labor, whose national implications are unmatched. "Labor 

poetry" reached its zenith in the days of the Third and Fourth Aliyah. The 
historical specificity of the phenomenon is made by the anthology into a 

pan-national one, which is invested with a continuity stretching from the 

days of the Bible until present times. The continuity of Jewish culture is 
absorbed into the continuity of the Zionist culture of the day. This 
inclusive representation also assumes Erets-Israeli affiliation to be the 

turning point in the development of the poetic corpus. As we have 

already noted regarding Toren, here, too, there is total overlap between 
the development of the poetry and the Zionist teleology: 

The song of the land?how fundamentally it differs from Hebrew poetry in 
the Diaspora. Diaspora poetry is no more, and while most of the Diaspora 
poets have settled in Israel, their immigration has produced a new melody in 
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their poetry. This is the melody of a special type of rejoicing, the rejoicing of 
workers, the reward of productive labor, which was almost unmentioned in 
Hebrew Diaspora poetry despite the fact that it treated other human issues. 
And wonder of wonders: this "new" song contains the echoes of a very 
ancient one indeed: the song of "they that sow in tears shall reap in joy." This 

melody, thousands of years old, was preserved for a wandering people in the 
sacred parchments and whispered prayers, where the people throughout its 

wandering sought union with its God and with its devastated, far-off land. It 
seems that these echoes grew more and more faint until the people returned 
to beautify the dust of its land.40 

In Shirat Warned, however, as in the other anthologies, the organizing 
agency may be seen to produce the inclusive and seemingly natural 

representation through the deferral of conflicts and the exclusion of 
dissident elements for the construction of the shared imagined nation 

ality. Once again, the anthology seeks out the alibi of "writing in Hebrew" 
in order to disguise a much larger system of constraints affecting par 

ticipation in a representative anthology of Hebrew poetry. It is not the 
criterion of the Hebrew language, but norms concerning ethnicity, class 

perspectives, religious and gender identity that establish which texts may 

legitimately be included in the pages of the anthology. Thus, despite his 
stated commitment to the tradition of the theme of work in Hebrew 

poetry, Ginzburg consistently refuses to include in his anthology all 

political or class-bound representations of work produced in Erets Israel, 
such as the proletarian poetry of Lyova Almi or Alexander Perm. 

Instead, his evidence is distanced in both time and space to alight on the 
work of the Hebrew socialists Morris Winchevsky (Ben-Netz) and Yitshak 

Kaminer, written in the Diaspora in the period of Hibbat Tsiyon. The 
exclusion of unworthy candidates is, once again, the gesture that fixes the 

legitimate boundaries of the national anthology, rather than the use of 
Hebrew in and of itself. 

9 

In the afterword to Shirei ahavah beyisra'el, Haim Toren testifies to 

having spent about four years editing the volume?that is to say, from the 

period of the world war and the Holocaust to the appearance of the book 
in 1948. But alongside this admission, Toren stresses his didactic motives 

(p. 342). In this sense, his anthologizing gesture serves to transplant the 

literary act far from the arena of suffering and death, which was so 

directly and strongly felt at the time. So once again, under the guise of its 

universalism, nationalist discourse evades direct confrontation with the 
events and polarizations of its period, just as the anthology ?nce again 
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achieves its status as representation through the displacement of deferral 
of oppositions and incommensurate fragments. 

In this sense, even the historically comprehensive anthology such as 

Shirah 
c 
ivrit: Antologyah shel hashirah ha'ivrit hahadashah meramhal ve'ad 

yameinu, which Yitshak Ogen edited, still constitutes a form of displace 
ment. Retrospectively, viewed in the wake of the Holocaust, it seems to 

attempt a nostalgic preservation of the world of Jewish culture that had 
been destroyed. And it is not alone in this respect. H. B. Ayalon-Bernik's 
1946 anthology Hayo haya ma'aseh: Folqlor shel yehudei mizrah europah (Once 
upon a time: Folklore of the Jews of Eastern Europe) explicitly inscribes 
itself as seeking to save the spiritual possession of European Jewry. Ogen, 
one of the central authors in the group affiliated to the periodical Gilyonot, 
edited by Yitshak Lamdan, seems to have sought to use his anthology 
to invest the poetic voice with public and national authority and 

legitimacy?a poetic voice, however, which spoke in accordance with a 

Bialikan poetics that was already beginning to be seen as outmoded 

during the early forties. Although intended as part of a series stretching 
into the present, the anthology had no successor?and ended, in fact, with 
the poetry of the Hibbat Tsiyon movement. But the presence of Bialik and 
his generation is inescapable, especially in Ogen's treatment of Luzzatto 
as someone who sought "to redeem the people so that its redemption is a 

redemption of experience itself in the mystical apprehension of the 
Hebrews. [Luzzatto] opened new horizons for Hebrew poetry, using it in 

the quest for the people's redemption."41 Similarly, Ogen proposes a 

nostalgic and anachronistic reading of Haskalah and Hibbat Tsiyon 
poetry in the shadow of the Holocaust: 

While its primary orientation concerns social questions, throughout its course 

it shows a strong and emphatic individualistic principle_Poetry deals with 
the public and its needs, serving as a mouthpiece for its preoccupations, but it 
nevertheless does not neglect the general human problems of the individual, 
or purely artistic problems. These are refined, exposed, and commemorated 
in expression, in imagery, in vision and character, (p. 2) 

Unlike the almost compulsory attitude of disparagement toward the 

poetry of the Haskalah, brought about largely because of the interven 
tions of Shlonsky and his associates42 in the wake of the devastation of the 

European Diaspora, the emphasis shifts to a late rehabilitation of the 

poetry of the Haskalah. The overall organizing principle of the anthology 
still manifests the same fixed tension between the romantic nationalist 
stance and the recognition of the rationalism and rhetoric of Haskalah 

poetry. But Ogen seeks to overcome this tension, to espouse two incom 
mensurate positions simultaneously in the cause of the construction of a 

consensual, continuous framework for the national literature. Thus, on 
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the one hand, he states his editorial policy to have privileged "the 
individual lyric principle in the work of each poet," over "the social 

publicist" elements, which are in turn privileged over "epic principles" 
(p. 4). But on the other hand, he declared his intention to familiarize the 

reader and the student with the poetry of Haskalah and Hibbat Tsiyon 
(p. 2). 

In the wake of the Holocaust, the fixed model of the universalist 

representation of the national experience through the individualist lyric 
emerges as the most effective and most widespread means of instituting a 

shared national image by means of the Hebrew anthology. 

Department of Poetics and Comparative Literature 

Tel Aviv University 
Translated from the Hebrew by louise shabat beit-lehem 
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