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Chapter Nine

rafillalt’s “Soulmate” and the Israeli
Piyyut Revival

Carmel Raz

The current surge of interest in piyyut! (lit. “poem”; pl. piyyutim), sacred
Hebrew poetry set to popular tunes, has rejuvenated and transformed Israel’s
musical landscape. Long familiar to observant Jews, piyyutim have only
recently become part of the Israeli musical mainstream.? In the past decade,
piyyut singing has emerged as a new Source of education and as a cultural

alternative for secular Jews in quest of their own ethnic heritage.

Piyyut is an intertextual form of cultural expression through whiclf poets
have consistently incorporated local aesthetic, stylistic, and linguistic fea-
tures. Such borrowing is particularly evident in those piyyut.im created by tl}e
Jewish poets of al-Andalus, who integrated neo-Platonic 1dea's and Arabic
meters and aesthetics into their Hebrew Vverses. Popular piyyutim Were often
included in prayer collections called machzorim, which were disseminated

. ; <
o ' i Iberia to India. The texts were typiC
I e obelL it 157 e vernacular, which varied

ly sung to the tunes of well-known songs in th ' :
i i i ~yut may have multiple musical set-
o Ao 4 2t e J rculation histories. While

tin : 3 ltural origins and ci .
R T oh ed into the liturgy. most are sung freely, In the

some piyyutim were incorporat L : et e
Synagggyl}l)e and at home, on the Sabbath and religious holidays, and at imp
tant life-cycle celebrations. in Orthodox
_ . ioad @ CO ous presence 1n (
Althou, jyyutim have maintain® . . o0 within main-
Judaism 1%11&1{) ?Z)cently they appeared to be .facmg extll‘f:)tl:lloniplex inter-
Stream f :sh culture (Ish-Ran 2009) YL respor;;e w identity move
ewish cu - . from the ne .
g 5
1 . al heno . : : 4 to post-
fnay i soc1a.11 st c.utlltu;‘cog . and third-generation Mizrahi Ifragi_lz ud(; i]:m ;
Zieor;c.s as:ocu(llted wge\:ed interest in yarious splrltual aspects ;
ism® and a 1€

ntinu
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piyyutim have recently emerged as a living trad_mon In new contexts Oltside
of the syﬂagogc')u:'grassroots organizations drive the contemporary Piyyut ey,
A numb‘;_'est group to coalesce was Kehillot Sharot (lit. “singing okt
val 'I:l,'le ear ;twork of amateur choirs that meet weekly to sing anq Study
nities”), & 1 tim. Kehillot Sharot was founded in 2002 by Yogs; Ohang, 5,
various PZ{: g].a‘ssroots activist who encountered piyyut while in search of
f,f:ﬁﬁz ccan heritage. Ohana thought that the traditic?nal sopgs Would ine.
est other Mizrahi Jews seeking to recor.ll}ect to their ethnic T00ts (Amoff
2006). Today, a dozen singing communities across IS'I'?.CI are Sup.poned by
the private Avi Chai Foundation, W'hlch provides facilitators, training, anq
guest musicians, as well as community workshops and events at schools anq
universities. In a development parallel to. Ohana’s community initiative, 5
program entitled Yedidi, Hashachachta? (lit. “‘My Friend, Have You Forgot-
ten?”), dedicated to the study of piyyut, was piloted at the Hebrew University
of Jerusalem in 2002 through the Hillel House organization and was later
expanded to four other university campuses across Israel.
The growing demand for information about piyyutim led one of the first

Kehillot Sharot facilitators, Yair Harel, to initiate the Invitation to Piyut

(Hazmana Le’ Piyut) website in 2005. A massive database of texts, record-
ings, and scholarship,

Invitation to Piyut also offers scores, biographical
1nf9rmation about authors, scholarly commentary on the texts, an Internet

; iasporic traditions. In addition to serving as focal events
for the Piyyut community,

Present repertory that has ntohtept;:s\fiigilss] encourage performe'rs to explc_)re and
in Israe]. Yy been given a prominent public stage
fo xli‘trttlillzirnilzi;tlh}g presence on the public scene, piyyutim have proven
Tock, jazz, ethnic, andozv(::,nzmpora{'y musiCians in the (_iomains of POP:
traditiong] Pivyut tunes ectronic music. The resulting works bring

A : . h
other; wi out of the Synagogue and into dialogue with eac
culture ;stha‘i:Eti‘imporary sounds, instruments, and genres; and with popular
spectrum rangi(r)xg .fig s p;s t few years, musicians from across the stylisgc

: D M rock stars Ber : . i 0z
0 ja22 musiciane including Beri Sakharoff, Meier Banai, and Kob

CTOSSOVer star avid D, Omer Avita] and Daniel Zamir and classicql
Vetsions of Piyyuti haor, have added Piyyutim to their concert rosters. Their
Stream radio ™ have algg rec

: . : ain-
stati eived considerable airplay on the m
Conterngy, 1005 (Ish-Rap 2009).

rary mugjej : ct
an<} Tenew thej; Persona] ?‘;sw‘i";ho choose to work with piyyut publicly en?

Xplores ggry identities through musical experim_entanu_o:_'
Cmporary artistic engagement with the piyy¥!
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ition through the case study of the Jewish music band Tafi
dmir version of the well-known piyyut “Yedid Nefesh”
Enhzulmate”)' Featuring lead singer Yair Harel, Tafillalt claims to “navigate
tlie multicultural soundscape of 21§tjcentury Israel, Presenting a deeply per-
sonal interpretation of various tradlt_lonal and modern Jewish materials (sa-
cred Hebrew poetry from North Africa and the Middle East, Hassidic niggu-
nim, modern secular Hebrew poetry and more), as well as their own original
musical and literary compositions.” In this study, I show how Tafillalt’s
arrangement of “Yedid Nefesh”—a piece that synthesizes five widely differ-
ent traditions from across the geographical and ethnic spectrum of Jewish
communities—comprehensively embodies the band’s artistic aspirations,

serving as a conscious and explicit metaphor for the socjal ideals and artistic
possibilities associated with the current revival of piyyut.

llalt, focusing on
(lit. “spirit friend” or

CASE STUDY: TAFILLALT'S “YEDID NEFESH”

On March 31, 2011, I heard Tafillalt perform at the Stanmore Synagogue in
North London before an audience of about one hundred people. The atmos-

phere in the synagogue’s large hall was unusually intimate as the trio had

decided to perform on the floor in front of the stage, inviting listeners to sit

close to them in an outward-radiating semicircle. In the following weeks, I
interviewed the band members in person and via e-mail about their personal
connections to the piyyut revival.
Tafillalt takes its name from the city of the same name in Morocco, the
home of the rabbi Yisrael Abuhatzeira (1890-1984), an important Sephardic
kabbalist and spiritual leader. The word Tafillalt, furthermore, evokes the
Hebrew word for prayer, tefilah. The band’s lineup consists of Yair Harel
(vocals and percussion), Yoni Niv (cello and vocals), and Nori Jacoby (viola,
melodica, and vocals). Nori and Yoni are both of Ashkenazi descent, while
Yair has a mixed background; his American-born mother is Ashkenazi, while
his father is Mizrahi, of Iragi descent. While their core repertoire comes from
the Piyyut tradition, all of the band members have also contributed original
Music and arran ts.
Tafillalt wasg;;nuflrcll:d in 2000 as a subset of the Ha’Oma.n.Hai (lit. “the
iving artist”) collective, a group of young improvising musicians w_ho ha.d
8athereq around Professor Andre Hajdu in Jerusalem. Hajdu, a f:harlsmatlc
Ungarian-born educator and composer, was interested m'applymg the eth-
nomusicologically informed compositional approach of his teacher, Zoltén
°daly, to traditional Jewish music. Under Hajdu’s guidance, Jacoby, Niv,
and Hape| participated in numerous projects centered around .HaSSld.lC tunes
33 we]] ag Talmudic texts and religious themes. Thesg experiences mspnred
them ¢q further explore the world of Jewish music and in particular of piyyut,
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died with Hajdu at the Jerusalem High Schoo] for 4.,

by and Niv stu : S =
md]zz‘;ezces and continued their stud1e§, in composition and ce]lo, respec.
tively, at the Jerusalem Academy of Music and Dance. Harel, who met Hajdy

at an improvisation seminar, ha'd studigd Pgrsian percussion with Jamshiq
Chemirani in Paris and Andalusmn. music with the renowned cantorg Rabb;
Meir Attyah and Rabbi Haim Louk in Israel. Currently, Jacoby teaches Music
and technology at Bar-Ilan University., Niv is the music director of Bejt Tfila
Congregation in Tel Aviv, and Harel is the director of the Invitation to Piyut
website and the Piyut Festival.

In 2009, Tafillalt released its eponymously titled debut CD on John
Zorn’s Tzadik label. More than half of the album’s tracks are Diyyutim, the
remaining tracks relating to prayer in various ways. Notable among these, isa
theatrical group composition inspired by an abandoned letter from a drug
addict to God, found in the streets of Jerusalem. Other works include 3
contrapuntal seventeen-piece brass ensemble composition inspired by a six-
teenth-century piyyur by Rabbi Israel Najara and a cover version of [sraeli
avant-gardist Ronen Shapira’s setting of “Prayer,” a poem by nineteenth-
century Greek poet Constantine Cavafy.

i Ofxe of the most remarkable tracks on the record is a version of the piyyut
Yedid Nefesﬁ,” incorporating settings from five different diasporas: Moroc-
::han, Babyl.olman, Indian, Brezhlev Hassidic, and Ashkenazi. The synthesis of
wg:islt::d;“"f‘t; was Harel’s idea, flowing out of his experiences leading
e r(‘:ck:f E}Ifzhlllot S_!mrot. An important predecessor in this regard is
i geiie u bBanan ) sor_lg “Rechov Agas Achad” (lit. “One Pear
b ,by Banaim:i ined meloiiles from }he Persian and Brezhlev traditions
Bansd, Bl s in?egr:}s%egf;nhlt; memories as a child i.n Jerusalem.” Like
bining diverse piypu sot e a.esthen.c and symbolic potential of com-
and moving b s and, in particular, the challenge of exploring
& Detween very different musical traditions i i i
arrangement itself was worked out durj o e, T
and members T out during the. rehearsal process by the three
between the songs. They cons; g)’ tl‘le‘d out different orders and transitions
tion and emphag;e that it isnsa er their version of the pieces a joint composi-
© Piyyut “Yediq Ne fess}tll“l open to further development and variation.
teenth-centyry Sephardic phj] can be traced to Rabbi Elazar Ezkari, a six-
g:PUIar Pivyu, expressingp 110 S:OIther and mystic from Safed, Israel. This
mi%ar'emly mystical moments or God, is traditionally sung at liminal,
night, or during pyy such as the entrance and exit of Shabbat, at
SEES “Yeiq Noge.g P T2YTS & Sunrise. Tafillalps g Amira Ehrlich,
noting that . 8 “the epitome of bt 2
o EVen within the same cyl of the .JCW1sh spiritual experience,
and exy *Ung to mark the diffy cultural tradition, different settings of the
1t of Shabbat (Ehrlich zgrem Spiritual phases, such as at the entrance
11). The Invitation to Piyut website doct
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ents no fewer than twepty-f0m different settings from throughout the Mid-
g;e East, Europe, and A,51a,8 : g ] .
For Harel, Taﬁllalt.s version of _Y.edld Nefesh” exemplifies a central
oal of the piyyut re?vwal: that of giving equal space to different ethnic
rraditions while 1eav_1ng room for a personal artistic mterpretat.ion._ Harel
emphasizes that true 1dent1.t)./ can only. be created when people maintain con-
tinuity with their own tr_adltlons. In his own words, “This continuity is com-
plicated, as the ethnicities have already become very mixed in Israel, and
people don’t see themselves as exclusively Iraqi-Israeli, Moroccan-Israeli,
etc. Because of this, the continuity has to be inclusive, not just ethnic-specif-
ic. In returning to piyyut as a living tradition, inclusivity is part of the impor-
tant role that contemporary artists can play in the meeting of various ethnic
traditions.”

Jacoby sees himself as part of a larger return to cultural Judaism, a move-
ment in which cultural expression serves as an alternative to secular Israeli
identity or to orthodox religious Judaism. For him, “Yedid Nefesh” expresses
“an essential aspect of the experience of living in an extremely multicultural
environment, in which different types of music jostle with each other in rapid
succession.” He feels that working with piyyut allows him to mediate be-
tween the values and principles of Western art music and his contemporary
experience as a Jew living in the Middle East, particularly in Jerusalem.

Reviewers have singled out the success of “Yedid Nefesh” in synthesiz-
ing diverse Jewish musical traditions. Eyal Hareuveni, writing in All About
Jazz, notes that the piece “skips organically between Middle-Eastern musical
traditions—Moroccan and Iragi—and Ashkenazi traditions with gentle In-
dian overtones” (Hareuveni 2009). And, indeed, while Tafillalt respects the
stylistic markers of different cultures by deploying various scales, maqams,
vocal ornaments, and instruments, these considerations are mediated by the
band’s own sound and aesthetic. Harel considers “Yedid Nefesh” to be a new
composition and not an arrangement, an opinion echoed by Niv, who dg—
scribes it as “a new piece built from the untraditional arrangement of t{adl‘
tional materials.” Jacoby notes that the character of the different versions

ended up dictating the form and dynamic arc of the whole. -

The following discussion is based on the version of “Yedid Nefesh th?t
appears on the band’s record rather than from their live .pe.rfon.nance in
London, although according to the musicians, the two are similar in almost
every respect. I begin by describing the musical arrangement of the five
different piyyut settings amalgamated by Tafillalt. Followu'lg this, I explore
how Tafillalt’s discourse of musical inclusivity is mirrored in a perfonnancfe
that produces specific cultural and political statements through the strategic
S¥nthesis of five heterogeneous piyyut settings into a single new work.

Tafillalt’s version begins with the Moroccan piyyur Sung quietly by Harel
OVver a drone held by Niv on the cello. Harel decorates the structural notes of
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the melody through filling in intervals with repetitions, scq]
vocal ornaments, as shown i{l'ﬁgure 9.1. .

After an additional repetition of the melody, an instrum ent, ol i e
duces the second piyyut, a melody from the Baby}oman tradition, 9 The B
changes their accompanying texture from heavily Qrone
percussive sound with short, dry bowstrokes and active pe

A figures, g

based to a mol.e

Fii ICussion, empha.
sizing the words “nafshi cholat ahavatcha” (lit. “my soul is

lovesick for
you”) in the repeat of the melody. .(Sc_ee ﬁgur_e 9.2) :

The rising energy is reflected in increasing percussion and faster accom-
paniment, leading to a new melodic figure that soon reveals itself g5 the thirq
version of “Yedid Nefesh™ a piyyut from the Bene Israe] community o
Bombay. In Tafillalt’s arrangement, the melody is repeated Over and over
the voice and the strings to the ever more active accompaniment of the
drums. Both the strings and the vocalist shift registers with every repeat,
increasing the dramatic tension. An illusion of Indian instrumenta] music ig
created through foregrounding the melodica and the sound of percussive
handclaps. The strings further contribute by increasing their volume towarq
the end of each phrase in imitation of the Indian harmoni

um’s bellow actiop,

(See figure 9.3.)
After eight increasingly ecstatic iterations of the verse, Niv, singing a
'fragment of the fourth stanza of the Bresloy (Hassidic) version of the Diyyut

Figure g1, v
900 ocal line of Tafillalpg “Yedid Nefesh”: Moroccan melody. Taflllalt

Tafillalt’s “Soulmate” and the [srgej; Piyyut Reviva 171

ent swiftly flows into the last pj i
¢ Breslov fragm Piyut, which reveals it
L an origins through regular four-bar phrases, emphasized by pizzicato
Sing: Niv and Jacoby deliver

concert fashion overlajq by

zrahi ornamentation, (See

Eumiepanime“t in the cello. All three musiciang
acco

pasic melody in a straightforward European
g[l:rel’s vocal style featuring recognizably M;
ure 9.5')

fig-

ve chol ve chol—____ am ha

2 oo fo Po-py to o fe &0 ., ,

1 X I

e e
Siin i eh ziv ha 0 lam

Figure 8.2. Vocal line of Tafillalt's “Yedid Nefesh”: Babylonian melody. Tafillalt
2009.

me
Ye  did o & B TR e
|
s s T T i 1
T { S i M ; Il nlch
war L8
shoch___  ay___ dach el S

" lody. Tafillalt
Figure 9.3. Vocal line of Taflllalt's “Yedid Nefesh”: Bombay melody
2009.



Carmel Raz

u fros cha viv 8— lai et su kat shlo me

cha____

Figure 9.4. Vocal line of Tafillalt's “Yedid Nefesh”: Breslo
2009. v melody. Tafillajt

Av__ ha ra ch__ man me

shoch

¥

1o 3
h___ Mi no__. fet tzuf —. ve chol ta_—— am

Figure 9.5. Vocalline 's “
dy. Tafillalt 2009. of Tafillalt's “Yedid Nefesh”: mainstream Ashkenazi melo-

Beyond the i i :
theypiec:]?rﬁ-;?;%%wal ) ﬁiiSplayed by the medley-like nature of
the settings thmughsaa;fanfemem brings out unexpected parallels between
(magam), and motive "l;r}? :._r of parameters, including ordering, modal scalé
rene character of the {- e five-part rhetorical arc emphasizes the quiet, 5¢°
which encompass th irst (Moroccan) and fifth (Ashkenazi) settings, both 0
the other hand hav: range of an octave. The second and fourth melodies, on
tending to circl,e aro adrange of a sixth and a more declamatory charactels
The third melody i :n tonal centers in the manner of liturgical cantillatio™
effect that increisi rlﬁ_!fer, w1tl} :che narrow range of a fourth, and an ecstatl®
overall palindromi R fWIth repetition. Together these relationships create the
ic form as shown in figure 9.6, revealing that geogfa?h‘? ¥

ly distinct traditi
e aditions /
ity in affect. have developed settings with a certain degree © simile
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the carefully planned harmonic journe :
allels the _fonnal palindrome oJf Taﬁl{az?;w;f:n;;iffeg‘t
origil Moroccan piyyut 18 based on a melody from a nitba (lit. “suité”) i,el
nagam raml al-maya, but Tafillalt performs the melody in D-Dorian. The

aqam of the Babylon}an piyyut is also altered: Harel replaces the half—ﬁat B
of the original nawd with a B-natural, adding a half-sharp C. These harmonic
changes prepare the ear for the Indian version, which features both a C-sharp
(in the actual piyyuf) and an implied B-flat in the instrumental accompani-
ment. This mode contains two intervals of an augmented second, or three
palf steps (E-flat to F-sharp and [B-flat] to C-sharp), thus anticipating the
minor modality of the Breslov melody immediately following it. Finally,
jowering the fourth degree (a sharp) of the Breslov scale leads us to the E

minor of the Ashkenazi version.

By geographic coincidence, the harmonic distance between the modal
scales reflects the ordering of the piyyutim in a clear geographic arc, stretch-
ing from Morocco through Iraq to India, back through the Ukraine, and
returning to Poland. This is shown in figure 9.7: if we just look at the
intervals in increments of whole steps, we can se€ 2 movement from Dorian
(1,‘/2,1,1,1,‘/2,1) to the magam (’/4,%,1,1,1,’/4,’/4), then to the raga
(V2,142,251 JV,15,%2), 10 the Breslov (1,1,1‘/2,‘/:,1/2,1,1), and to the minor scale
(1, ¥21,1,%,1,1). Dashed arrows indicate quarter-tone changes between the
scales, solid arrows indicate half-tone changes, the curved thick arrow indi-

cates the new tonal center, while intervals of three half-tones (augmented

seconds) are enclosed by boxes.

Thus, the E minor scale at the end of the Ashkenazi melody is a permuta-
tion and transposition of D-Dorian, the scale of the Moroccan melody that
opened the piece. The Babylonian magam differs from the Moroccan by two
quarter tones, which together make up @ half step, the $
between the Breslov and the Ashkenazi scalé.

different from both the Babyloni Z altered notes with 2 total
alternation of one-and-a-half tones) and al
notes, a total of two whole-step differences):

Babylonian }5 dian

Moroccan vt
e Mol Dcclamato urth Sixth Qctave
Range Octave ixth Fo

1g “Yedid Nefesh’ affect

Figure 9.6. Overall struct!
and range. Tafillalt 2009.
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of modal language throughout
ecific arrangements of Diaspora
the dissemination of Andalusian

i 0 Ve Can specylate ¢y

” . at the s

pﬁ:n:;n:s;ht; leece metaphorically reﬂectp
i € Jewis|

b h worlg, O

Ashkenag; scal 0 the other hand, moving from a Moroccan
genre, fr, its roots in 1? € Seems to paralle] the Jjourney of the piyyut as ?_
Cultura] th Wit a IVing Sephardjc tradition to a more recent Israell

S horey 1 is assumrm?lC elements Were subsumed into the Ashkenazi
Sized thyy ¢ decision tl;tlon Was pa.nly confirmed by Harel, who emphe-
PUrely pragmagie. « end the

i ' e want Piece with the Ashkenazi version Wast

& famljgy lace whi . vanted to taye our listeners on a journey, ending up @
“H 0 h ast i]y c(?UId then VieW frorn anew perspective. Bes]des,
earll'lg the five - e"Slon, and P€ople often Sing along.” Jacoby adds,
in Successiop With modern orchestration is not 0

S
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easy, and we have to make sure that we carry the audience with ys, Ending
with a recognizable tune helps convey the feelj

The accompanying canon Jegd-
ing into the Babylonian melody relates direct
can melody, as shown in figure 9.8, The fi

melody also appear in the melodica’s count
sion, shown in figure 9.9,

1t four notes of the Moroccan
erpoint over the Ashkenazi ver-

Moroccan
melody

Babylonian
accompaniment figure

Figure 9.8. Motivic relationships between the Moroccan melody and the Baby-
lonian accompaniment. Tafillalt 2009,

Moroccan

PP,
-
Vocals %H s e | v =3

A tach____ Mi
ki ye erav lo ye di do

lait 2009.
Figureg g Moroccan quotation in the Ashkenazi accompaniment. Tafil

sle ion of new

While Tafillalt’s adaptation of traditional materials in 1;;, ?;a;zrslical cul-

OTks reflects its interest in refashioning cqntemgf)razs in the movement to

Ure, the band also seeks to actively involve its aq;egid Nefesh,’ we usually

Preserve Piyyut. Niv relates, “After we perfom e,re familiar with. Most

3k the audiences how many of the VCI‘SIOIlSdthey le who can identify the
People know the last version, but it’s rare to find peop
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i ore synagogue that evening, I witp,
» g 3]

other settings. I“de;g";;;f:; 5?:3% Ne¥es?1g,” Harel asked people to i:::
this myself: at:::rgspon ding to the different settings in the piece. While gy,
the tradltlfmzrsion was quite familiar, no one in the audience could name the
L iy \Ilraqi or Breslov versions, although one man correctly identifjeq
th[f: r:;;l:,of thé Indian piyyut. This is perhap.s not unexpected, as culturg]
familiarity is contextualized by the geographic location and ethnic back-
ground of the congregation itself. However, Harel notes that it !s'hlgh]y
unusual for any given audience member to know more than two versions of
the piyyut; even when the band performs in centfal Jerusalen§ where, within 5
radius of a kilometer, some twenty to t.hlrty QIft?erent VErsions are sung in
various synagogues with different ethnic afﬁhatl_ons (Harel ?006). This is
because in Israel, people tend to be overwhelmingly acquainted with the
Ashkenazi version, as well as possibly the version sung by their local ethnic
community.

The band members see preservation and dissemination as part of Tafil-
lalt’s cultural mission. The band often conducts piyyur seminars throughout
Israel and has led workshops at Jewish congregations in Boston and New
York City and at Connecticut’s Wesleyan University. It is also committed to
bringing piyyut to new venues and audiences, such as its recent performance
at the third annual Lviv Klezmer Fest in Lviv, Ukraine, where it stood out in
the context of a strongly Eastern European lineup. In a review of the group’s
CD release concert in Jerusalem, Jonah Mandel notes, “Projects such as
Tafillalt do justice to what used to be almost popular forms of music and
expression by returning them to the public with a smile and an openness to
contemporary musical forms and personal expression” (Mandel 2010). In
Jacoby’s words, “So much of the Israeli experience draws upon diasporic
sources. Perhaps we can even give something back by introducing our own

mterpretation or blend of musical sources and taking them to new audiences,
both in [srae] and elsewhere,”

PIYYUT AS SOCIAL MOVEMENT
gé}r?;l:;lls :Sart l(l)lf [z_i lacrlger social movement in Israel and in the Jewish WOT_ld in
Opposit;ons Suchlc 1scourse demystifies the social construction of !)mar.y
Many third. anq ff,s sﬁclllar Versus religious and Ashkenazi versus Mizrahi
that do not depeng :rtl Igenerau?n Israelis are looking for sources of identlty
ical context of theiro =, nationalistic ideals or the geographic and histor-
porting piyy,y B tagl'andparen‘cs’ Immigration. Singing, hearing, and SUP%
being Israeli; Jacol, tes the expression of a more heterogeneous mo‘_je . I
Meeting with ghegy . o c Mt Community Plyyut singers enact “a Virtud
Imaginary forefathers, in the sense that the musical heri
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tage they practice is_ not negesgrily linked to their actual ethnic descent.”
The musical expression of this ideal can take the form of synthesis renewa']
or reinterpretation of traditional material, as we]| as combinations c;f these o;
other strategies. For example, a somewhat different yet equally personal
approach to piyyut can be found in Israelj rockers Beri Sakharof and Rea
Mochiach’s “Adumei HaSfatot” (lit. “Red Lips”), released in 2009, which
combines the sounds of Middle Eastern music, Klezmer, electronica, ,Spoken
word, and rock in order to create perhaps the most unexpected concept album
of the past decade: new settings of poems by the eleventh-century Spanish
poet and philosopher Rabbi Solomon Ibn Gvirol.

Harel sees the revival of piyyut as directly addressing the historic imbal-
ance in cultural representation between Ashkenazi and Mizrahj music. In the
decades around the founding of the State of Israel, immigrants, especially
those coming from Arabic-speaking lands, were encouraged to suppress their
ethnic identity in favor of mainstream Zionist ideals and aesthetics (Regev
and Serrousi 2004: 20). The social and cultural encounter of Kehillot Sharot
in effect offers an alternative to the shira betzibur (lit. “public singing”) of
canonical Zionist folk song repertoire, or Shirei Eretz Israel (lit. “Songs of
the Land of Israel”), a tradition that is still practiced today. Even in present-
day Israel, consumers of popular music in an Arabic style (Musika Mizrahit)
still tend to be identified with people of a non-European ethnic background
(Nocke 2009: 63), while in comparison, the more Western-influenced Israeli
rock style is considered somehow to be more authentically “Israeli.”!! There-
fore, the public secular singing of piyyut has important political resonances.

In addition, piyyut rectifies the underrepresentation of Judaic culture, both
Ashkenazi and Mizrahi, which is barely on the periphery of Israel s Western-
influenced popular music scene. Thus piyyu singing through Kehillot Sharot
constitutes a site of resistance to the secular Zionist ideology that shaped
Israeli cultural discourse during the first few decades of statehood. 12 Howev-
er, unlike other earlier musical resistance movements in Israel_, the conten-}po-
Tary piyyut revival has been embraced with enthusiasn? by malnst@am am.sts,
scholars, and Jews of all ethnicities. ?* Rather than actively s@gglmg against

i) Fos itk ; redress the previous erasure of
2 dominant political ideology, piyyut seeks tf’ d/North Afiica:but also the
lmmigrant cultures, particularly those i As;fkaﬁazi lguropean Jewry. At the
traditional cultures of both Sephardi and Ashke i
Same time, piyyur singing offers secular Jews a way tcoti:;:mMoreover the
wadition without participating in overtly religious PRerse. M vEbuer the
Secular environment of Kehillot Sharot sidesteps the religious p
: consist of both men and women.
Public female singing as the study groups

. . be seen as paving the way toward
us the rary piyyut revival Ay oeEe ) o
a new ertclog;e;na;;c_) JeWifh”;ultUFe’ one in which different ethnic traditions

C0exist and cross-fertilize each other.
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The surge of interest in piyyut can be both seen ang he
predominantly nonobservant people are increasingly findin ard a Young
form their Jewish identity in public, whether by listening to SPace to pe,
folk-style versions of traditional piyyutim on the radio of irock, jazz, o
through joining community singing groups. Niv sees this ag Py ;onans
spirit of the times, uniting modern and ethnic languages.” For Hre Ecting the
related to the search for a multicultural and inclusive version a;el, Piyyutis
rary Judaism, both in Israel and in the world at large, based onothCOnt_empo.
create living connections to the knowledge and scholarship of € ability ,
His current initiative, in partnership with the Bnei Jeshurup ??st ci?nturies.
Jeshurun™) congregation in New York City, Invitation to Piyut Nlt. Sons of
ca, ir{volves bringing these traditions to the awareness of t?ll'lh Ameri-
American Jewish community. In November 2010, Invitation to P'e broader
Ameqca and Bnei Jeshurun launched a four-day retreat for over e 1yut North
A.mc?ncan rabbis, cantors, educators, and musicians to stud i ;lg.hty Nptth
tim in Baltimore. According to Rabbi Marcelo Bronstein Y and sing piyyu.

. £ X “The -
ﬁrzt .step in a long .term vision to introduce communities across t}::ﬁ;eat Isa
and in other countries as well, to the wealth of the piyyutim® (Matalonog(;l;wo),

E:I\ﬁt;{[?[ﬁ?ljosxr:t%}%% Wh(} iz codirecting Invitation to Piyut North Ameri
» Says, “The melodies happen t i :
happen to be very deep and very beal?c)iful (.).be e

relati (e . . but it’s about a new w
“blo$sg :)(}))eprfat);z dglbld.). For Rabbi Sharon Brous, the musical experiaeyng:
Exporting Invitation (t)ésp?f 6  knew very little about” (ibid).
the world allows conte Iyut’s pan-diasporic model to congregations around
mixing and synthess m}:;)falfy. Israel to serve as a nexus of creation, cultural
This o sl s g, - and splrltl%al renewal in the domain of piyyut singing.
musical dialogue bom%va{ills contlr}uatlon of the traditional role of piyyut as
The piyyut revival ‘ff‘n JUdz‘usm and with different local cultures.
framework for sharin O_ders artists, music lovers, and religious leaders a
e organizations %a:l cas about the renewal of Jewish musical culture.
North America provide ging from Kehillot Sharot to Invitation to Piyut
artists from across the ¢ al(.:ce.ss to a more diverse sacred musical culturé,
JeV‘Vlsh, ethnic, ang crea:'y Istic Spectrum use piyyutim to explore their wider
of “Yedid Nefesp, » styli 1ve identities. In a piece like Tafillalt’s arrangement
Cross-fertil : Stic juxtaposition clearly emphasizes the rich culturf11

Zation betywy
. een J : ‘
Communities aerogg the ews and non-Jews throughout various diaspori‘

tics, increasing SecularipaSt millennia. In an age of polarizing national poli

3 zati hae i : : :
asa.nessemlal oloun on, and decline in Jewish consciousness, P’Ww

T Fhni i Play in creating a multiethnic model of Jewish cult™®
Sacred and secy)gr aspirations
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1. My transliteration of the term piyyut follows that used elsewhere in this volume
when referencing the organization Invitation to Piyut.

2. This has historical reasons, as religious Jewish and Arabic musical traditions were
rceived @s incompatible w1th Israe'l’s largely secular Western orientation during ul::
1930s—1950s. Galit Saada-Oph}r describes the encounter of the Jews of European origin (Ash-
Kenazim) with Jews from Arabic and Islamic countries (Mizrahim) as essentially Orientalistic
noting that the Ashkenazim treated the Mizrahim as “a pre-modem group lacking in education
and qualification for life in modemn society [justifying] the geographical, economical, social
and cultural subordination processes Mizrahim underwent upon their arrival in Israel” (Saada:
Ophir 2007: 718).

3. Historically, the reforms brought about by the emergence of the eighteenth-century
Haskalah (lit. “Enlightenment”) movement in Germany saw a substantial reduction in the
number of piyyutim used in religious services (Kalib 2002: 67). Moreover, within the Zionist
culture of the early nineteenth century, religious traditions were further limited and often
replaced by newly invented secular and nationalistic customs. One such example is the creation
of the body of secular Zionist folksongs called Shirei Eretz Israel (lit. “Songs of the Land of
Israel”), which was encouraged to replace preexisting musical diaspora traditions during the
decades around the founding of the State of Israel (Saada-Ophir 2007: 718). Almost all of these
new contributions were created by composers trained in the Westen classical tradition (Hirsh-
berg 1995: 147-49). .

4. The emergence of the Mizrahi Democratic Rainbow Coalition, a social justice move-
ment consisting mostly of second-generation Mizrahi Jews, originally founded to protest the
unequal distribution of public lands in Israel, has presented an important mecting ground for
various activists and intellectuals interested in expanding the multicultural component of Israeli
identity. Prominent Mizrahi intellectual Sami Shalom Chetit locates the emergence of the
movement within the wider context of what he terms the “New Mizrahim.” According to
Chetrit, they “do not view Israeli society through the Zionist dichotomy of Arabs s.r_ld Jews, nor

in terms of Right and Left. . . . [They] want none of the Ashkenazi Zionist collective mcm;rg
and seek to form a Mizrahi collective memory from w!uch a Mizrahi consciousness
alternative vision for the State of Israel will emerge” (Chetrit 2000: 59-60).
ROECE : 1y 1990s in response to the work of the

5. The post-Zionism movement arose in the early " o pumber of deeply
;?ww historians™ who relied on newly c:ie,classiﬁeddeOClmlle(gtls to question &

eld assumptions about the history of the State of 'srac; _Zionist argu-

political scientist Ephraim Nimni, “the controversial claim at the ﬁﬂ?ﬁﬁﬁlgmﬁk
ments is that Tsrael should develop a type of civie ldentlt)’th:r'l city must be ontologically or
oriented to the universal values of liberal ‘Slem.ocrac){-zNo ety
institutionally privileged over any other” (Nimni 200,3 'of) he “kabbalistic and hasidic traditions
6. Boaz Huss compares the contemporary reviv Jture in Israel” to the New Age move-
that were marginalised by [the] hegemonc Zionls: (:ll'zed cultures, such as Native American,
T(I)lent’s valorization of practices tl’rfg; various marginall R
riental, and pagan (Huss 2007: Yo ed the band Habrera Hatvee
% Anothep; gred(ecessor and influence 1S Shlom;’9ggls-' zrt‘:x:ins ndian violinist and sitarist
(lit. “the Natural Gathering™) throughout the 19805“51 Jsrael Borochov, and Bar on percussion
Samson Kehimar, guitarist Miguel Herste ™ bus.;t] different Jewish and non-Jewish cultures
and vocals. Bar’s music synthesized elements si 2012). o
s : i litical themes (Serous < i Vegi-bin/
and dealt explicitly with social and poli < 2015, httpy//www.piyut.org.1l/cg
8. Invitation to Piyut website, accessed 25 Jun
Search.pl?Expressi0n=yedid+N’efeSh&lan§:;i':i'ons from the region known today as Iraq; h?»:l-l
9. The name “Babylonian’ '_'efm t? their settlement t0 the Babylonian Exile in the sixf
ever, as Iraqi Jews trace the“(;nr%lff_‘;:d 10 as the Babylonian Diaspora.
cen they are genera e in this direction. :
ltslryh'%'ciz‘rﬂéﬁo Sa%ah wele fl‘;:r gl‘znltgls%sr??sl;g,ilsmck had replaced Shirei Eretz Israeli as
11. Motti Regev suggests that b Regev 2004: 192)-
a hegemonic expression of Isracliness (Reg

except
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Bouzaglo describes the pOplu lgr(i)tlg)()f Al e Constituting ,

Meir bBou e ouzaglo . >

12, Indeed jon within Israeli So(t;tlletym(:iginalization of musikat kassetot (lit, “cassette g,
U~

; exaréllilgeé ovfﬁlsrzel (see Waterman 2006; Regev 1996)
an
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