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er, the carefully planned harmonic journ ;
allels the formal palindrome oJf Taﬁel)llaz?;wai::n::niffeglt
origih Moroccan piyyut is based on a melody from a nitba (lit. “suite"’) i;
~ 0 qﬁm raml al-maya,.but Tafillalt performs the melody in D-Dorian. The

: aqdm of the Babylonian piyyut is also altered: Harel replaces the half.ﬁat B
of the original nawda 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

L—-j—)
na u fros cha viv a—— lai et su kat shlo me
e h ) s -3 4 Jis . .
Figure 0.4. Vocal line of Taﬂllalt’s wyedid Nefesh”: Eveaiaiuicg cha____ (1[1 the ac:tual Plyyut) ar%d an lmPhed B ﬂat n the mstrumental accompani-
2009. y. Tafillalt ment. This mode contains two intervals of an augmented second, or three
half 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,
lowering the fourth degree (a sharp) of the Breslov scale leads us to the E
minor of the Ashkenazi version.

hic coincidence, the harmonic distance between the modal

By geograp
he ordering of the piyyutim in a clear geographic arc, stretch-

scales reflects t
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¢ a movement from Dorian
(1,‘/2,1,1,1,‘/2,1) to the magam (’/4,3/4,1,1,1,’/4,%), then to the raga

(Va,1%2,%251 a,1V4,%), to the Breslov (1,1,1‘/2,‘/:,1/2,1,1), and to the minor scale
er-tone changes between the

Ye did_ ne_— fesh Av__ ha ra ch._ man__.. me

shoch

€

ot ——F e o o

Tt = *“;_Lﬁ“'*H———{——ﬂ: (1, ¥5,1,1,%,1,1). Dashed arrows indicate quart 1 the

Yi sh ta cha veh o T ooy k. ot scales, solid arrows indicate half-tone changes, the curved thick arrow indi-
L i SRR 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 @ {)e:m&‘ta;
y tha

e R %
s=_ — tion and transposition of D-Dorian, the scale of the Moroccan melo

differs from the Moroccan by two

o ur
y o)
=2

o
{
T
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L
T

ki

P
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By

di du e M S A (—_1' . >
s oof . ve  chol ta_—— am opened the piece. The Babylonian magqam !

Fi
dyg"jl'r:ﬂgll.:l-t e e of Tafilalt's “Yedid Nefesh”: mainstream Ashkenazi melo- quarter tones, which together make up & half step» € E e dlgerencet
B : G between the Breslov and the Ashkenazi scale. Thea{ndle:in m:)de ‘:t;l th’;‘t’:l
eyond the ideological coexi : diff Babylonian magam (four tered notes

3 existe : erent from both the Babylo! tered
the piece, Tafillalt’s aITangeme:tci, rciillisplayed by the medley-like nature of alternation of one-and-a-half tones) and also from the BresloV (three altere

gs out unexpected parallels between notes, a total of two whole-step differences).

the settings t
gs through a number of parameters, including ordering, modal scale

(maqam), an .
rene cha)ract; glfo ttltvef.' The five-part rhetorical arc emphasizes the quiet, s¢
e first (Moroccan) and fifth (Ashkenazi) settings, both of /
r.————’//””]\!v A

which enco
the other h:;]%as}sl ;5: r:mge of an octave. The second and fourth melodies, 01
tending to circl,e aroundrange of a sixth and a more declamatory character: : : 18
The third melody is bri gonal Lentens i the manner of liturgical cantillatio™ i gt 3 i reis]:;amry e
effect that increases we_: ;:r, wlﬂ_1 :che narrow range of a fourth, and an ecstat® o Mglodic Bubylots Ecitigc o elod
overall palindromic f ith repetition. Together these relationshiPs oreate the Range e s Fo
!y distinct traditions }?:n ":15 shown in figure 9.6, revealing that geo! rar;hl_c g i o
ity in affect. ve developed settings with a certain degree of simil G Ay o, LN

and range. Tafillalt 2009.
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easy, and we have to make sure that we carry the audience with g, Ending
with a recognizable tune helps convey the

3

aw
[
[
—
“w
w

1 1
!

Pt
Babylonian %:cﬁq;i:

“Yedid Nefeg, ”?;gradual fransformation of moda| language throughout
elements i e . - o0 SPeculate thag

the specific arrangements of Diaspf)rﬂ
eflect the dissemination of Andalusian

shkenaz sg) € other hand, moving from a Moroccan

genre, from, its roots Ma € seems to paralle] the journey of the piyyut asd
Cultural pagt 1, ic ® Ving Sephardic tradition to a more recent Israeli
G is assumril'“c elements were subsumed into the Ashkenazi
€ decisiq P oliiag Partly confirmeq by Harel, who empha-
PUrely pr atic; « ! 10 end the Piece with the Ashkenazi version was
2 famljgy lace wh € Wanted tq ¢ € our listeners on a journey, ending up &
zveque knows the ey could then vieyy from a new perspective. Besides,
Hearing five aS: Version, anq PeODle often sing along.” Jacoby adds
M Succession With modern orchestration is ot 50

_ € piece Metaphorica]]
Plyyut acrosg th i v
o € Jewish World. On th,

LA

feeling of community,”
The piece is further strengthened by the tran
one piyyut into the texture of other Diyyutim. Th
ing into the Babylonian melody relates directly to a phrase from the Moroc-
can melody, as shown in figure 9.8, The first

melody also appear in the melodica’s

sion, shown in figure 9.9,

Moroccan
melody

Babylonian
accompaniment figure

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

Moroccan

¥ RO
R o - —
Vocals %H e =

tach___  Mi

ki ye erav lo ye di du

9.
Figure g g, Moroccan quotation in the Ashkenazi accompaniment. Tafillalt 200

While Tafillalt’s adaptation of traditional materials in tjhiv 'i:srlia;zts]i;):l :3‘;-'
kS reflects its interest in refashioning contemporary i?n the movement to

'S the bang also seeks to actively involve its aL:dleg;:;sNefeSh,’ i iy
st STVe Piyyut, Niv relates, “Afer we i Aot wits, D1
3k the audiences how many of the versions they ::who o0 i the
People know the Jast version, but it’s rare to find peop
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ed, at the Stanmore S}'nz;gogiie ttllat ekv;mng, Il Witnesseq
ing “Yedid Nefesh,” Harel asked people 1o

this mY_s"flf: e perziz?;:ggto the different settings in the piecg Whil?ea:}::
the traditions C?gle\s;as quite familiar, no one in the audience could name the
< s \IrerSIi or Breslov versions, although one man correctly identifieq
Xom-c?:’o;atge, Indian piyyut. This is perhaps not unexpected, as cultyry]
fafnﬁ?ai'lty is contextualized .by the geographic location and e?hqic l?ack-
ground of the congregation itself. However, Harel notes that it IS'hlghly
unusual for any given audience member to know more than two Vel‘SI?ns of
the piyyut; even when the band performs in centFal Jerusalen? where, within g
radius of a kilometer, some twenty to t.hlrty QIfferent Versions are sung in
various synagogues with different ethnic afﬂllatl_ons (Harel .2006). 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
contem’porary 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 musica] sources and taking them to new audiences,
both in Israe] and elsewhere,”

other settings.” Inde

PIYYUT AS SOCIAL MOVEMENT

Piyyut s part of a [ar, i i
€T SO i . : n
general, as public dg cial movement in Israe] and in the Jewish world i

OPpositions such g ;scmlxrse demystif.ie.s the social construction of binary
Many thirg. gng fourtfncu ar versus religious and Ashkenazi versus 1\./I|zra.hl-
that do nor g -generatlfm Israelis are looking for sources of ldt?ntlt)’
OI;etnd solely on nationalistic ideals or the geographic and histor-

porting Pivyut fa:'llf grandparents® immigration. Singing, hearing, and sup-
3 lb’tates the expression of a more heterogeneous mode of

hei(r)iy otes that community piyyur singers enact “a vinui_i'
Maginary forefathers, in the sense that the musical her®

>
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tage they practice is. not necessarily 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 well as combinatjons 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, ’smken
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 Mizrahi 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 Mizrahif)
still tend to be identified with people of a non-European ethnic background
(Nocke 2009: 63), while in comparison, the more Western-influenced Israeli
Tock 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 piyyut 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. 1> Howev-
¢, unlike other earlier musical resistance movements in Israel_, the contempo-
Tary piyyut revival has been embraced with enthusiasn} by mainstream am.sts,
scholars, and Jews of all ethnicities.* Rather than actively strqgglmg against
a dominant political ideology, piyyut seeks to redress the e et
immigrant cultures, particularly those of Asia and North Africa but also the

e L i and Ashkenazi European Jewry. At the
- itional cultures of both i a way to connect to Jewish
sam.e ‘time, Pplyyut singing S)ffe{s o Je?_rs. us practice. Moreover, the
radition without participating in overtly religious p ligious prohibition on
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 iyyut revival may 0e Seenl ) ok
a new erzogi'e:’nai?.rfzzifhy}clulture, one in which different ethnic traditions

Coexist and cross-fertilize each other.
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The surge of interest in piyyut can be both seen and hearg
predominantly nonobservant people are increasingly finding Spazz Young
form their Jewish identity in public, whether by listenin

t() per
. I} a 4 g to Io . -
folk-style versions of traditional piyyutim on the radio of i ck, Jazz, op

through joining community singing groups. Niv sees this g s:e:{;ncgrts or
spirit of the times, uniting modern and ethnic languages.” For il Cting the
related to the search for a multicultural and inclusive version of cgpwyut is
rary Judaism, both in Israel and in the world at large, based op the rtl,t_e‘mpo.
create living connections to the knowledge and scholarship of bast :e 111t3( to
His current initiative, in partnership with the Bnei Jeshurun (it “Smunes.
Jeshurun”) congregation in New York City, Invitation to Piyut No.rt i :ns of
ca, involves bringing these traditions to the awareness of the 1 meri-
American Jewish community. In November 2010, Invitation to Pi utr:lader
America and Bnei Jeshurun launched a four-day retreat for over eig}}lx N°rth
American rabbis, cantors, educators, and musicians to study and sinty _orth
tim in Baltimore. According to Rabbi Marcelo Bronstei Sk

ﬁrst‘step in a long term vision to introduce cornmunitiesr:a’cr<r>r51;et}§:nz)at o
and in other countries as well, to the wealth of the Piyyutim” (Matalon ;(I)lﬁ)y,
Rabl31 Rolando Matalon, who is codirecting Invitation to Piyut North Amer').
ca with Harel, says, “The melodies happen to be beautiful, and the ho} text].
happen to be very deep and very beautiful . . , i

) e - but it’s about a new way of
f‘e;lac;cwsg ::I)) é)rat);ler d(lbld.).fFOI‘ Rabbi Sharon Brous, the musical experieynce

n the doors of a world t i > (ibi
e e hat 1 knew very little about (ibid.).

on to Piyut’s pan-diasporic mod i
the world allows contempor: ’ s e

o ary Israel to serve as a nexus of creation, cultural
mix : - s
This:nii ?Silsfygﬂ:;s'; ga::icsplrltl%al renewal in the d(?rpain of piyyut singing.
musical dialogue both ot contm.uatlon of .the traditional role of piyyuf as

The iy ant o 1ffm Judajusm and with different local cultures.
framework for b qders artists, music lovers, and religious leaders

e organizatios % 1deas about the renewal of Jewish musical culture.
North America providangmg from Kehillot Sharot to Invitation to Piyut
artists from acrogs the . afce_SS to a more diverse sacred musical culture,
Jewish, ethnic, ang cr gy Spectrum use piyyutim to explore their wider
of “Yedid Nefegh, » st;{aitlt‘-’e Identities. In a piece like Tafillalt’s arrangemer
cross-fertilization 1, SUC Juxtaposition clearly emphasizes the rich culturé

; etwe : ‘ c
Communities aopag en Jews and non-Jews throughout various diasport

tics, . S the past millennia, I . i o national poli-
Increasing secularization, anq declinan age of polarizing n

. 1 . '

3 an essentig : e in Jewish consciousness, P

P fuml]s o ll:ole to p]ay in creating a multiethnic model of JeWiSh culture
th sacred anq secular aspirations
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1. My transliteration of the term piyyut follqws that used elsewhere in this vol
when referencing the organization Invitation to Piyut. - ‘

2. This has hlstorl_cal reasons, as rtzhglous Jewish and Arabic musical traditions were pe
rceived as incompatible w1tl_1 Israe_l s largely secular Westem orientation during the
1930s—1950s. Galit SaMa-Opmr describes Ehe encm}nter o_f 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 modern soc_;lety 'Dusufymg] 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, wnhm the Zionist
culture of the early nineteenth century, religious traditions were further linugcd and ot?.cn
replaced by newly invented secular and nationalistic customs. One sut':h example is the creation
of the body of secular Zionist folksongs called Shirei Eretz_[srae_l (lit. “Song_s _of the L:and 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)'. Almos_t !111 of these
new contributions were created by composers trained in the Western classical tradition (Hirsh-
berg 1995: 147-49). x i

g4. The emerge)nce of the Mizrahi Democratic Rainbow anl_ltlon, a social justice "51:";;;
ment consisting mostly of second-generation Mizrahi Jews, originally foundeg to Pmliid o
unequal distribution of public lands in Israel, has prqsemed an important mee ngen gt::flsmcli
various activists and intellectuals interested in expanding the m'ultu:ulturatil compgn e o
identity. Prominent Mizrahi intellectual Sami Shalom Chen:n lmﬁiz;ﬁ::' rgcoording 5
movement within the wider context of what he terms the "b:]ew o ofAraias o Jevs, ot
Chetrit, they “do not view Israeli society through the Z1on11‘st h(li(wn :;?Zi);nﬂst el

in terms of Right and Left. . . . [They] want none of the Ashke o sanscicismess ot

and seek to form a Mizrahi collective memory from W!U;I(;O;'I;"ﬂg_:mo).

alternative vision for the State of Israel will emerge (Ch‘:g‘gtOs n i sponse to the work of the

5. The post-Zionism movement arose in the ce:jrly ents to question 8 number of deeply

“new historians” who relied on newly declassified docu 1 (Silberstein 2008: 2). According to
held assumptions about the history of the State of Israle.m at the heart of post-Zionist argu-
political scientist Ephraim Nimni, “the controversial %;t.ity and an institutional framework
ments is that Israel should develop a type of civic 1 No ethnicity must be ontologically or
oriented to the universal values of hbe:al QlemP;a%‘;)f-z) e
institutionally privileged over any other” (NI 25" 0 ppalistic and hasidic traditions

6- Bos Huss sespparce 8 comempo{a%'revilst culture in Israel” to the New Age move-
that were marginalised by [the] hegemonic "’:r inalized cultures, such as Native American,
ment’s valorization of practices from various marg!

Oriental, and pagan (Huss 2007: 118).

ume except

Hativeet
: ho led the band Habrera Hative
o fluence is Shlomo Bar, Who © ian violinist and sitarist
li 7 Sl pmdece?sofvﬁiofgxfom the 1980519905, fcgun;%‘l)x:’dlzgd Bar on percussion
(S it. “the Natural Game-r::fist Miguel Herstein, bassist Israel t(_]):wish 4 non-Jewish cultures
P i e ssic synthesized elements m(]s‘:]rfof:;es?zolz) pin/
ocals. o - g ey o
4 . i tical themes 5 piyut.org.il/cgi
ety i P S L v
. Invitation t : s o . e g
search pl7Expression=yedidNefesh& WW8CL o grom the region knowt OR, 2% Tl G
%, The de “Babylonta:norli:ins of their settleme;ﬂ t?m ml;ias;o ¥a
? i 3
?’Zf‘;{“'a}'s thagl é;v;sar:agc:“em“.y e t:i)nas:: igﬁ%'s%ri‘recﬁon- hirei Eretz Israeli as
10. My thanks to Sarah Weis® f;’y’ poirt 0s,Israli rock had replaced Shire
5 i Regev suggests that 004: 192).
a ht-,lgemtit:: e:gmssion of Israeliness (Regev 2
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lo déscribes the popularity oif Kehllot Shardh as o
ir B l-lzagraeli society (Bouzaglo ?OIS)f" ikat ka i
. the marginalization of musikat kassetot (lit, «
srael (see Waterman 2006; Regev 1996).
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