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Abstract

In this thesis, I will study the new Israeli Reform siddur, Tefilat Ha-Adam and contextualize it
within the cultural movement known as “Hitchadshut Yehudit” (Modern Jewish Renaissance in
Israel). I will translate, analyze, and give current interpretation to Israeli songs offered in Tefilat
Ha-Adam. 1 will suggest ways to offer these songs, which are unfamiliar to the American
audience but very well-known in Israeli culture by juxtaposing them with traditional liturgy that
is used in American liberal congregations. I will explore new meanings born from juxtaposing
these newer texts with the traditional matbe 'a (order of service) and I will delve into the
liturgical and musical meaning of this traditional and contemporary Israeli nusach.

As part of the project, I will offer musical arrangements demonstrating the juxtaposition of
the Israeli songs with musical settings of traditional liturgy familiar in American synagogues. |
will explore how the changing landscape of Judaism in Israel — as reflected in the siddur — has
the potential to improve the relationship between Israel and Diaspora Jewry. I will show how
music and prayer can help bridge the gap between these two communities.

There are six chapters in this thesis and an introduction. Every chapter is dedicated to one
Israeli song and its accompanying traditional liturgy. Every chapter contains research about the
social and historical context in which the song was written, its translation, deep textual analysis
and interpretation, and the new meanings that are born from this new juxtaposition.

This project aims to support North American cantors who wish to include Israeli repertoire
from the new Israeli Reform siddur, Tefilat Ha-Adam in their services or as an adult education

program.
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Introduction

The North American Hazzan’s Manual for Tefilat Ha-Adam
On November 4, 1995, Israeli Prime Minister Yitzhak Rabin was assassinated by Yigal
Amir, a young, right-wing Israeli who opposed the Oslo Accords, a peace initiative that
would have created a Palestinian state in the West Bank, Gaza Strip, and East Jerusalem.
Rabin was one of the architects of the Oslo Accords along with United States President
William Jefferson Clinton and Palestinian leader Yasser Arafat. Yigal Amir murdered
Rabin in the name of Amir’s own so-called Jewish values. Amir’s supporters were
largely right-wing, Orthodox communities in settlements in the West Bank and Gaza. His
vision was to not allow one centimeter of land to be given up to the Palestinians for any
reason whatsoever. Rabin’s assassination caused a deep trauma to the State of Israel and
a deep divide between the right-wing, religious Israelis and left-wing, secular Israelis,
with many of those secular Israelis either feeling disconnected from Judaism or believing

that Judaism had been co-opted by the right-wing.

In reaction to Rabin’s assassination, some liberal Jews in Israel were eager to recapture
Judaism in the public sphere in a non-Orthodox, non-extreme, egalitarian, inclusive,
progressive context. One of the outcomes twenty-five years later is the new Israeli
Reform Movement prayer book Tefilat Ha-Adam, which was inspired by the
“Hitchadshut Yehudit” Jewish renewal movement (or Modern Jewish Renaissance in

Israel — more on this later).



This thesis aims to be a guide for North American audiences to the Tefilat Ha-Adam
prayer book. (Note: The proper spelling of the prayer book’s transliterated title is Tefilat
Ha-Adam, but in other quoted sources, some authors used a different spelling for the
transliteration. In this thesis, alternative transliterations will be quoted as spelled in those

sources.)

In the 21 Century, liberal Israeli Jews and American Jews are living vastly different
lives. Language barriers, cultural barriers, military requirements or non-requirements,
political differences — all of these have strengthened the divide between Israeli and
Diaspora Jews. My goal in my cantorate is to bridge the gap within Am Yisrael (the
Jewish People) through music and prayer. As an Israeli, I want to bring my love of Israeli
music to the North American synagogue and create connection to Israeli culture and

people.

This thesis is designed for North American cantors, synagogue musical directors, and
other musical prayer leaders who are seeking to include Israeli music and Israeli texts
from the new Israeli Reform prayer book Tefilat Ha-Adam in their services. Tefilat Ha-
Adam is a creative representation of the Israeli Reform community with its diverse
identities, values, and culture. This thesis aims to take that creative product and make it

accessible and usable in a North American context.

Using the principle of juxtaposition that is common in liberal siddurim (prayer books), I

made musical selections for the purpose of engaging the North American liberal



community with Israeli music, texts, and culture. This thesis provides musical
arrangements, deep textual analysis, the historical background and social context of the
songs and their creators (often non-religious artists creating music with religious motifs),
as well as suggestions for community engagement strategies using these prayerful songs

in ways that should resonate in North American synagogues.

So, what is Tefilat Ha-Adam and from where does it originate?

Tefilat Ha-Adam is the new, Hebrew-language, Israeli Reform Movement siddur (prayer
book) edited by Rabbi Dalia Marx and Rabbi Alona Lisitsa, and published in 2020. A
Hebrew-English edition, edited and translated by Rabbi Levi Weiman-Kelman and Rabbi
Efrat Rotem, was published in 2022. Both editions were published by Maram — the
Council of Reform Rabbis in Israel, and the Israel Movement for Reform and Progressive

Judaism.

The phrase, “Tefilat Ha-Adam” is a quote from the famous poem “Halichah L Keisariah”
(“Walk to Caesarea” — also known as “Eili, Eili”) by the Hungarian-Israeli poet Hannah
Szenes. The poem evokes the memory of the Jewish People’s struggle in the Shoah
(Holocaust). “Tefilat Ha-Adam” literally means the “prayer of mankind (...or the “prayer
of humanity”),” representing a universalistic view. The prayer book Tefilat Ha-Adam’s
subtitle, “Siddur Reformi Yisraeli” identifies it specifically as a product of the Israeli

Reform Movement.



Rabbi Alona Lisitsa observes that the term “Reform” in Tefilat Ha-Adam, An Israeli
Reform Siddur for Shabbat means the siddur is committed to both tradition and
innovation and that it has the courage to proclaim this to the Israeli public and “not bow

to external definitions.”!

This siddur is a collaboration of the entire Isracli Reform Movement and its multiple
voices (rabbis, activists, prayer leaders, rabbinical students, youth groups, etc.), and was
supported by the Central Conference of American Rabbis (CCAR). It is designed for
Israeli Reform communities and contemporary Israeli chiloni (secular) audiences, as well.
It was a six-year process to compile, edit, and survey Reform Israeli leaders. The goal of
the process was to create a prayer book that would reflect the diversity and the needs of

most, if not all, Reform communities in Israel.

Rabbi Dalia Marx, a tenth-generation Israeli, was ordained at Hebrew Union College —
Jewish Institute of Religion (HUC-JIR) in Jerusalem and Cincinnati in 2002, and then
completed her doctorate in Midrash at Hebrew University in Israel. Rabbi Marx is a
Professor of Midrash and Liturgy at HUC-JIR in Jerusalem and is a well-known author

and lecturer.

! Alona Lisitsa (Email to Rabbi David Ellenson on August 25, 2021). Michael Rosen and
David Ellenson,"T'filat HaAdam and the Maturation of Isracli Reform" CCAR Journal:
The Reform Jewish Quarterly (Winter 2022): 74



Rabbi Alona Lisitsa was born in Kiev and was ordained at HUC-JIR in Jerusalem in
2004. Lisitsa teaches at HUC-JIR Jerusalem serving as Coordinator of Student Placement
for the Israeli Rabbinic Program. Lisitsa has a Ph.D. in Talmud from Tel Aviv University
and is a full-time adjunct professor of Halachah (Jewish Law) and Liturgy at the
Jerusalem campus of HUC-JIR. Notably, she is the editor of Dabri Torah, the recently
published Israeli Women’s Pluralistic Torah Commentary. Together, Lisitsa and Marx
embody and guide a proud new generation of Israeli Reform and liberal Jews and serve

as catalysts for a new contemporary Israeli sense of Jewish religion and culture.

So, what is new about Tefilat Ha-Adam in comparison with older Israeli siddurim?
Michael Rosen and David Ellenson’s article “T’filat HaAdam and the Maturation of
Israeli Reform” describes the space this siddur has carved out in the Reform Movement

in general, and in Israel, in particular.

According to Rosen and Ellenson, Tefilat Ha-Adam represents a maturation of the Israeli
Reform Movement and compare this new siddur to its antecedent HaAvodah SheBaLev

(Work of the Heart), the prior siddur of the Isracli Movement for Progressive Judaism.

We certainly acknowledge the importance of HaAvodah SheBaLev as a precedent
for T filat HaAdam. The editors themselves indicate that the text they employed
as the basis for their siddur was the earlier 1982 Israeli siddur. At the same time,
we maintain that the current iteration of Reform prayer in Israel unquestionably
testifies to a giant leap forward in the growth of Israeli Reform over the past four
decades. T filat HaAdam bespeaks a self-confidence and maturity that marks



contemporary Reform Judaism in Israel as it enters the third decade of the twenty-
first century. 2

However, HaAvodah SheBaLev avoided using the word “Reform” to describe itself.
Nowhere on the cover or the spine of HaAvodah SheBaLev does the term “Reform” or
even “Liberal” or “Progressive” ever appear— only on its third page where the title
appears does the book identity itself as affiliated with the Movement for Progressive
Judaism in Israel. The name 292w 7712y (HaAdvodah SheBaLev) can resonate with both
traditional and liberal Jewish traditions. Clearly the editors of that siddur, Yehoram
Mazor and the siddur committee, were aiming for that kind of crossover appeal, in part

by downplaying a denominational affiliation which was not seen as a particular strength.

Both then and now, many Israelis find the term “Reform” alienating, to say the least.
According to the President Emeritus of the Union for Reform Judaism (URJ), Rabbi Eric
Yoffie, in Israel the Reform Movement has been perceived as an “assimilatory movement

designed to cast away Jewish identity for upper-class elites in galut.”

The late Israeli Rabbi Theodore Friedman stated in 1982, the term “Reform™ was “an
albatross around our necks.” Indeed, it was Friedman who remarked, “It is revealing that

in Israel the movement uses the appellation Progressive Judaism and not Reform.”

2 Michael Rosen and David Ellenson “T’filat HaAdam and the Maturation of Israeli
Reform,” CCAR Journal: The Reform Jewish Quarterly, (Winter 2022): 72
3 Rosen and Ellenson, “T'filat HaAdam and the Maturation of the Israeli Reform,” 74



However, on Tefilat Ha-Adam'’s hardcover, the word “Reform” is prominently displayed.

This reflects progress in the Israeli Reform Movement’s sense of self.

I would argue that while the Reform Movement originated in Europe and maintained a
separate identity in Israel since the 1950s, existing in Israel in the environment of
“Hitchadshut Yehudit” has helped the Reform Movement develop and refine its identity
and values. The new Israeli Reform siddur - Tefilat Ha-Adam is a product of this

development and refinement.

So, what is “Hitchadshut Yehudit,” and how does it relate to the creation of the Tefilat

Ha-Adam prayer book?

The term “Hitchadshut Yehudit” n>7i° mw7nni — Jewish renewal (or Modern Jewish
Renaissance in Israel) refers to a cultural and religious phenomenon that aims to connect
liberal Jews with Jewish heritage, tradition, Jewish customs, culture, through a re-
examination of primary Jewish texts (Torah, Talmud, etc.). Unlike ,721wn2 77111 -
“Chazara B’tshuvah” (a process or program of return to Orthodox observance and
adherence to Orthodox Jewish law), “Hitchadshut Yehudit’s” events or projects are
created for the purpose of encouraging the public to embrace spiritual experiences while
preserving one’s personal autonomy in a pluralistic way. This process is meant to appeal

to a pluralistic or secular Jewish public and does not challenge their modern identity.



Both “Hitchadshut Yehudit” and “Chazara B’tshuvah” are phenomena encouraging the
embrace of traditional Jewish ideas, but “Chazara B’tshuvah” occurs in a halachic
(Jewish law) framework and “Hitchadshut Yehudit” generally does not. An important
part of “Hitchadshut Yehudit” is to show that these trends are not opposites and can
coexist, which is a radical idea, especially now in the current political environment is
Israel. While the leaders of “Hitchadshut Yehudit” and “Chazarah B’tshuvah” might
disagree regarding the binding nature of halacha (Jewish law), both are encouraging

meaningful experiences based on the symbols, texts, and rubrics of Judaism.

The seeds of “Hitchadshut Yehudit” were planted in the late 1980s, with the
establishment of the first pluralistic batei midrash (houses of study) and became more
present in the public sphere in the mid-1990s with the murder of Israeli Prime Minister
Yitzhak Rabin. The idea that Judaism should not be given over only to Orthodoxy and
there should be a renewed stake on the part of Israeli secular Jews in Judaism allowed

“Hitchadshut Yehudit” to gain resonance among wider audiences.

This idea was similar to the Cultural Zionism project of Hayim Nahman Bialik, Asher
Zvi Hirsch Ginsberg (also known as Ahad Ha’am) and Shaul Tchernichovsky in the
Palestine of the late 1920°s and 1930’s. In 1926, Bialik founded Ohel Shem, a Jewish,
Hebrew-language, non-Orthodox, public, cultural center in Tel Aviv, which held “Oneg
Shabbat” events that celebrated Shabbat through a series of lectures, Torah study, poetry,
music, and modern texts. The anthologies that were created for these events are still

known and used today — among them is naw:n 790 (Sefer HaShabbat - The Book of the



Sabbath.) Ohel Shem became the home of these scholarly and cultural Shabbat
experiences and became an avenue for Israelis to experience Shabbat in a non-halachic

way.

Cultural Zionism paved the way for — and inspired — the current Israeli movement of
“Hitchadshut Yehudit.” According to Ahad Ha’am, Tchernichowsky, and Bialik, it was
not just the political structure that mattered for the success of the Zionist project, but
culture, too. These cultural structures were crucial for the creation the Jewish State and a

flourishing Israeli society.

“Hitchadshut Yehudit” is a return to the same ideas but at a time when secular Jews have
become alienated from Jewishness in ways that never would have happened with Bialik,
Ahad Ha-Am, and Tchernichovsky, since they grew up in a world of Orthodox
observance. There has been a need to go back to primary Jewish texts — Gemara, Tanakh,
Talmud, and the whole body of Jewish tradition-- and to marry this with investment in
secular culture. I will elaborate further on Hayim Nahman Bialik as an early thinker of
“Hitchadshut Yehudit” in the chapter about his poem “7p?no1 NI2°RT WX "nnn”
(“Hachamah Merosh Hallanot Nistalkah” - “The Sun From the Treetops is Now Gone.”)
Indeed, their ongoing influence is exemplified through the incorporation of one of
Bialik’s famous songs in Tefilat Ha-Adam and its continued popularity in various musical

settings.
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This contemporary phenomenon of Jewish renewal has been abetted, among other things,
by the emergence of several pluralistic, egalitarian, inclusive batei midrash, and houses
of worship like Hamidrashah B’Oranim (1989), Elul” (1989), and “Alma” (1996), as
well as by musical circles and groups dedicated to the communal reclamation and

recitation of piyyutim (liturgical poems).

But how can secular, critical, modern, liberal, Israeli learners relate to and identify with

the corpus of Jewish texts and still maintain their chiloni (secular) identity?

French philosopher Paul Ricoeur’s (1913 —2005) notion of “Second Naiveté” can be seen
in this context as a helpful philosophical paradigm. The idea of a “Second Naiveté” is the
innocence that some people recover after learning to be critical and then to reinterpret. It
is a more complex, richer kind of empathy, to which they return after critique. “Second
Naivete” appears when a person discovers the limits of critique and seeks a way back to
the pre-critical experience — not in a way that erases the critique, but that respects it,
reinterprets, and reconciles with it. Rabbi Neil Gillman describes this as “...the step
whereby we recapture an original, primordial awareness through and beyond criticism.”
One could argue that “Hitchadshut Yehudit” (Israeli Jewish Renewal) is an extension of

the same idea.

# Neil Gillman,“Epistemological Tensions in Heschel’s Thought” Conservative Judaism,
Volume 50, no. 2-3 (1998): 82
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Tefilat Ha-Adam — An Israeli Reform Siddur reflects many of the ideas that drive
“Hitchadshut Yehudit” -- its batei midrash (study houses) and houses of worship. Tefilat
Ha-Adam combines the traditions of Jewish worship together with innovation. In a sense,
it marks an evolution from Bialik’s Sefer Hashabbat. Sefer Hashabbat and all of the
subsequent Moed books also include a whole array of biblical, rabbinic and traditional
liturgical sources in addition to modern fiction, essay and poetry. Tefilat Ha-Adam seems
like a direct descendant of this. The only difference is the editorial juxtaposition, with the
modern text right next to the traditional source, rather than later on this book in a modern

section.

Tefilat Ha-Adam contains the traditional “matbe’a” (the coin of the traditional service) as
well as the needs of the contemporary community — “These are woven here together with
the issues, insights, and foundational questions that animate our own generation of pray-
ers for whom this siddur was created, as they shape today’s prayers through their
consciousness.” according to Rabbis Marx and Lisitsa.> Alongside its innovation, Tefilat
Ha-Adam also added traditional prayers that were omitted from previous Reform

siddurim (i.e. Tachanun, Kiddush L’vanah, and others).

> Alona Lisitsa and Dalia Marx, Tefilat Ha-Adam (Israel: Maram — the Council of
Reform Rabbis in Israel, Israel Movement for Reform and Progressive Judaism, 2022),
10
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Tefilat Ha-Adam is inclusive of material from different Jewish ethnicities (Ashkenazi,
Sefardi, Mizrachi, Ethiopian, etc.). It reflects the diversity of the Israeli community
through piyyutim (liturgical poems), poetry, prose, adding “Song of Songs” for Kabbalat
Shabbat (according to the Sefardi custom), and blessings for the Mimouna (a traditional

Maghrebi Jewish celebration dinner that is held the day after Passover).

Tefilat Ha-Adam is gender aware when it comes to references to God (God is sometimes
represented as female, sometimes male, sometimes a combination) and there is a

significant representation of contributions written by non-male writers.

It includes various reinvigorated or updated texts like “Tigdal Shchinat Olam” by Rabbi
Oded Mazor based on the traditional text “Yigdal Elohim Chai,” and “Birkot Hashachar”
co-written by Rabbi Ma’ayan Turner and Rabbi Levi Weiman-Kelman. There is a
selection of “Mi Sheberach” prayers written in the context of current Israeli life for
people who are drafted into the Israeli Defense Forces, people who are in the process of
adoption, conversion, new olim (immigrants), for ending a chapter in life like divorce,

getting fired, or other crises.

As mentioned earlier, the title Tefilat Ha-Adam literally means “The Prayer of

Humanity.” This siddur offers prayers inspired by ideas of universalism, as well as the
inclusion of non-theist prayers like Hayim Nahman Bialik’s famous poem WX fnn3
7PPno1 MR- “Hachama Merosh Ha’Tlanot Nistalka” (“The Sun from the Treetops is

Now Gone”).



13

Since this siddur only offers texts and not music (unlike Sefer Hashabbat, for example,
which offers sheet music), in my musical guide thereto I include specific musical settings
that are sung in communities in Israel. My musical arrangements based on these settings
are aimed to engage North American congregations. I employ a principal of
juxtaposition, bringing together modern Israeli texts and songs that are unfamiliar to
American Jewry with traditional liturgy and music more typically seen in American
synagogues. The goal is to encourage the involvement and inclusion of American Jewry
with Israeli music, texts, and culture and by that, help to bridge the gap between

American Jewry and Israeli Jewry through music and prayer.

The songs that are offered in this thesis are as follows:

Israeli Prayer Creators Juxtaposition
With
P2N01 NIRRT WX A | Text: 02"y 1w
Hachamah Merosh Hallanot Hayim Nahman Bialik Shalom Aleichem
Nistalka Music: Efraim Shamir’s
The Sun on the Treetops is Gone “Hayadata et Haderech”

107 9Kk 9y 79y | Text: Israel Najara
Yaalah Yaalah, Bo’i L’gani Music: Moroccan Folk L’chah Dodi

Beloved, Come to My Garden

o1 | Text: Fania Bergstein Yedid Nefesh
Nigunim Music: David Zehavi

Melodies
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221 797 °van | Music and text: Nisim B’chol Yom
Minee Kolech Mibechi Idan Raichel

Restrain Your Voice from Weeping

DOV MR Haskivenu/
Or Virushalayim Text and music: Yosef Sarig HaPoreis Sukat
Light and Jerusalem Shalom
Tmwn 7w | Text: Natan Alterman V’Shamru Bnei
Shir Mishmar - Guarding Song Music: Alexander (Sasha) Argov | Yisrael

In selecting these songs, I employed a few core principles. I picked examples of
exceptionally beautiful Israeli music. I also sought Israeli music that is very familiar in
Israel both in synagogues but also in the general, public sphere, but that is not as well
known in North America. The questions I asked were: “If we put an American
congregation in a room together with an Israeli congregation, what songs would Israelis
be moved to hear Americans sing? What songs would Americans relate to musically,
textually, and spiritually? What can both communities sing together? What songs and

music can transmit shared ideas and values and facilitate mutual learning?

In addition to principles like beauty, familiarity, and the idea of song as a vehicle for
learning and empathy, I was also asking what Israeli music can work in an American
prayer setting. Given the language barrier, with most American Jews not speaking
Hebrew, my arrangements offer minimal Hebrew language in the choir parts (the
arrangements are written for children or adult volunteer choirs). Some songs are

translated into English (like Idan Raichel’s “Minee Kolech Mibechi” and “Or
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Virushalayim’). Many arrangements use tunes that are familiar to American Jewry (like
Ehud Zweig’s “Yedid Nefesh”) or familiar texts to catchy Israeli tunes (like “L’chah
Dodi” to the tune of “Yaalah,Yaalah”) making it possible for American congregants to

join in song.

The third principle of selection acknowledges the Israeli tension points between dati
(Orthodox religious) and chiloni (secular). I am so moved by the editors’ choices to
include songs that were not written for the synagogue setting. In fact, many of the
creators of these songs identify as secular. In the spirit of “Hitchadshut Yehudit,” Tefilat
Ha-Adam connects liberal, modern texts with traditional liturgy that ultimately invites a
whole non-religious generation to experience Judaism in an inclusive way while
preserving their modern, liberal, perhaps even secular identity. In a highly politically and
religiously polarized society, Tefilat Ha-Adam is bringing diverse voices together in

meaningful way.

Fourth, my selection of the Israeli songs exhibits an array of Israeli identities from
different points of time and social background. For example, Israel Najara of the 16th
Century Ottoman Empire versus Fania Bergstein of the pre-Israel chalutzim 0191
(pioneers) in the kibbutz, or Idan Raichel — a current popular Israeli singer-songwriter

who is famous for his music around the world.

I also brought different styles of Israeli music — from Moroccan-folk (“‘Yaalah Yaalah”),

to David Zehavi (“Niggunim’) with his classically trained background, to Idan Raichel. I
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used nusach (musical style) by Israel Alter together with misinai tunes (melodies
engrained in our Jewish culture and memory) and current American-Jewish popular

prayers — music that speaks to different generations.

Every chapter contains the song’s background, translation, the song’s analysis, my
interpretation and my suggestion for a juxtaposition with traditional liturgy. All
translations are mine unless otherwise noted and include input from my advisor Rabbi Dr.

Wendy Zierler.

My hope is this material will be used in congregations in North America — as well as
Israel — to start forming a common, familiar repertoire for the pluralistic Israeli-Jewish
community and Jewish communities in the diaspora. A musical exchange between these
communities will provide continuity for visitors from one community to the other and

will be a bridge-builder to help strengthen and renew the relationships between them.
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Chapter 1: Hayim Nahman Bialak
“Hachamah Merosh Hallanot Nistalkah”
and the Juxtaposition with “Shalom Aleichem”
The work of Hayim Nahman Bialik and his innovations that created the “Oneg Shabbat”

movement in the 1920s, inspired the creation of “Hitchadshut Yehudit” and the creation

of Tefilat Ha-Adam, An Israeli Reform Siddur for Shabbat.

My musical arrangement combines Bialik’s poem “Hachamah Merosh Hallanot
Nistalkah " in the melody of Efraim Shamir’s music for “Hayadata et Haderech” with the
familiar settings of “Shalom Aleichem” by Israel Goldfarb and Shmuel Brazil.
“Hachamah Merosh Hallanot Nistalkah™ is already included in Mishkan T filah, but only
with the first verse. My suggestion is to add the second verse of the poem and sing
“Shabbat Hamalkah with the music sung in Beit Daniel in Tel Aviv, and the music that
is used by Beit Tefilah Israeli. Efraim Shamir, one of the founders of the famous Israeli
band Kaveret, is a known left-wing, atheist, Tel Avivian. The fact that his music is
included in prayer settings in Israel is another example for what Tefilat Ha-Adam is

trying to accomplish.

Tefilat Ha-Adam, An Israeli Reform Siddur for Shabbat was created in Israel in 2020 by
the Israeli Reform movement and was inspired by principles of the “Hitchadshut
Yehudit” movement. But how did this movement originate? Who were the early thinkers

who inspired this Israeli Jewish renewal or renaissance?
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Hayim Nahman Bialik (1837-1934) was known as Israel’s National Poet. Dr. Micah
Goodman refers to Bialik as “one of the founders of the Israeli secularism.”® Bialik was
one of the greatest modern Hebrew-language poets, an essayist, fiction writer, translator,
and editor, who greatly influenced the revival of the Hebrew language and modern
Hebrew culture. Bialik and the revival of the modern Hebrew language ultimately had a

vast religious significance, as well.

Rabbi Esteban Gottfried, founder of Beit Tefilah Israeli, a pluralistic, egalitarian
community in Israel, exemplifies the contemporary movement of “Hitchadshut Yehudit.”
In a 2012 Hebrew Union College Rabbinic thesis entitled, “Heschel, Corner of Bialik,”
Rabbi Gottfried drew a connection between the writings and views of Hayim Nahman
Bialik and those of Polish-born, American-Jewish theologian Rabbi Abraham Joshua

Heschel.

As Heschel writes in Israel: An Echo of Eternity,

A central concern in Jewish thinking is to overcome the tendency to see the world
in one dimension, from one perspective, to reduce history exclusively to God’s
actions or man’s actions, either to grace or to man’s initiative. The marvelous and
the mundane, the sacred and the secular, are not mutually exclusive, nor are the
natural and the supernatural, the temporal and the eternal, kept apart. The heart of
the relationship of God and man is reciprocity, interdependence. The task is to
humanize the sacred and to sanctify the secular.’

® Micah Goodman, Chazara Bli Tshuvah (Hevel Modi’in, Israel: Kinneret, Zmora, Dvir —
Publishing House Ltd., 2019), 72

7 Abraham Joshua Heschel, An Echo of Eternity (New York: Farrar, Straus and Giroux,
1969), 159
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Heschel opposed the dichotomy of the secular and religious Jewish experience. He called
for ways to bring together the holy and the mundane. Bialik’s secularism
notwithstanding, he and Heschel shared a sense of the centrality and the genius of
Shabbat. Bialik found ways to make these ideas a reality in the pre-Israel Palestine of the
1920s and 1930s. Indeed, it was perhaps in reaction to Bialik’s own upbringing that he

pushed to create the new culture of the Israeli “Oneg Shabbat.”

Bialik grew up orphaned by his father and was raised by his grandfather in Zhitomir,
Russia, in a very religious household. He studied in Volozhin and became very involved
in the “Haskalah” (Jewish Enlightenment) movement. He then joined the cause of
cultural Zionism in Odessa and moved to Palestine in 1924. Bialik was very committed to
the ideas of Zionism but regretted the lack of halacha (Jewish law) in his life. He was
known to smoke on Shabbat, but only in private and not in public. On the other hand,
when he saw kids playing soccer on Shabbat, he felt pained by the lack of Jewish

tradition in their lives.

Bialik’s attempt to balance a life of the secular and the sacred came to fruition with the
founding of Ohel Shem. Ohel Shem was a cultural center built on Balfour Street in Tel
Aviv in 1926. Ohel Shem held events called “Oneg Shabbat,” which celebrated Judaism
and the Hebrew language through a series of lectures about history, literature, Judaism,
Jewish thought, Torah study, and musical events. Among the lecturers were Israel’s finest
scholars like: Jurist Moshe Zilberg, Rabbi Professor Benjamin Ze’ev Benedict, author
Shmuel Navon, poet Y.L. Baruch, musician Menashe Rabina, cantors Yosef Rosenblatt,

Shlomo Ravitz, and others.
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“Oneg Shabbat” was a movement that provided Israelis an avenue to experience Shabbat
in a non-halachic manner, which in turn, inspired the contemporary movement of
“Hitchadshut Yehudit.” Bialik’s “Oneg Shabbat” was an early effort to challenge the
dichotomy between the sacred and secular. It used modern Hebrew literature and culture

as another layer of sacred interpretation.

In May, 1928, during the ceremony laying the cornerstone of Ohel Shem, Bialik gave a
speech in which he argued that celebrating Shabbat through music, Hebrew poetry, and
texts is essential to the preservation of the Jewish people. He wrote that Israeli Jews need
to create an original Jewish identity that will rely on the holy ancient sources, and at the

same time reflect modern Israeli life, culture, and language.

“We come to Israel to renew our lives; We want QX1 IR 11 DR WY K7 O°R2 1IN
to create our own independent lives here, which O WO ,0%n%Y 021 IRD 17 %00
have their own face and special character, and the | >70°m1,771°1 "9 2%Wwn 0°10 NO7P

"Oneg Shabbat" founders thought that in order to MM DR aw® 93 ,awn "naw v

create original and genuine forms of life with a 01¥I5 MHYA NPNARY NPIPR 001
national characteristics, it was necessary for them DR PR 0% 0137 ,071RIRY 00197
to take the material for their creations from the 2w 707 °12RD DN M
foundation stones of the ancient forms of life, and D°2°¥ ORY ,N1PNNTPA 0100 MY
if it is necessary to carve "from the sources" ( 1 DR NNPR w0 o0 Pnwn 1 213>
”1nwn) one must take from the "foundation X?1,P117 2017 7I0°7 DR ,7ONws AR

stone," the stronger foundation, and they did not TPYAY N 731°HY NP 77N IR
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find a higher and deeper form to start weaving 0°°17 MY DR 3% INY? 2 nna?
from it the original forms of life than the creation ...D2WA DX NYIPRn
of Shabbat...

D°°MIRD NPT And 0°99Pn Nawa
In the Shabbat are folded numerous social and
7. 0HROXI0)
national ideas....”®

Bialik used Midrash Mekhilta to support the idea that Jews can choose to express and
celebrate Shabbat in ways that correlate with their lives, through freedom and creativity.
Shabbat is created when people control their own use of time. The choice of how to

spend the time on Shabbat is controlled by the people.

“The Jewish people has control of time. The QYT AT 2V Aow W RS avo
Jews determine the time of their holidays and DY 0°1°207 1231 DAAN TAT DR VAP
they have the Agreement from above — 20N aNX PRI 027°2 770n NS —
‘Shabbat is given into your hands, and you are ”.naws
not given to it to die on account of Shabbat.”””°

Similarly, in his book — The Sabbath, Rabbi Abraham Joshua Heschel wrote:

The meaning of the Sabbath is to celebrate time rather than space. Six days a
week we live under the tyranny of things of space; on the Sabbath we try to
become attuned to holiness in time. It is a day on which we are called upon to
share in what is eternal in time, to turn from the results of creation to the mystery
of creation; from the world of creation to the creation of the world. '°

8 Hayim Nahman Bialik, Sefer HaShabbat (Tel Aviv: Dvir, 1952), 519-520.

? Bialik, Sefer HaShabbat, 519-520.
19 Abraham Joshua Heschel, The Sabbath (Canada: HarperCollinsCanadaLtd., 1951), 10
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Bialik had the utmost respect for the Jewish Sabbath and recognized its importance in

creating a new Israeli Jewish identity. The Sabbath according to Bialik is an opportunity

to celebrate the unity of the Jewish people. Shabbat should be the essence of the Jewish

People’s new lifestyle in Zion.

If we complain about the lack of our own
lifestyle, we can start creating our own a style
from Shabbat. This day should be a day for the
people to gather and meet — in the Sabbath that
was given before the Torah and is a symbol of
peace and unity. There are many parties with their
own ‘Torahs’ and their own ‘Shulkhan Aruchs’
(Code of Jewish Law)— Shabbat should be a
symbol of unity. That is the meaning of ‘Oneg

Shabbat...”"!

D°°17 30 70T Y 2°9237 1R X
naw: 1 2 nnak 009120 1R ,1OUn
WD 12W IR T 21T .NIA0 N2
%199 7INPAW NAW32 (AT 4V T Qv il
vy .MITNRY 219w Hno RO ,ana
"IMNNT QY MAYDA 71277 11012

50 DAY 7N -1hwn Y T
ITIRD

AY” HW M2°0m7 TI0°2 AN

"...naw

Bialik’s praise for the Sabbath did not come merely to help create a new Israeli lifestyle

and Jewish identity in Israel. Its meaning was essential not just for the survival of the

Jewish people in the Land of Israel, but it had a universalistic meaning, as well. For

Bialik, Shabbat reflected the essence of human existence, insofar as it represented the

image of God (who rested on the Seventh Day). Without Shabbat, Bialik argued,

"1 Bialik, Sefer HaShabbat, 520
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humankind was no different than the animals. In one of his letters to Mr. M. Kushnir,

Bialik writes:

The Land of Israel will not be rebuilt, rather it will X7X ,712°0 XD 2w 92 PR PR
be destroyed, and all your toil will be for naught. oy .amnY 7700 0onY 91,20
The people of Israel will never give up the Sabbath, 02w 5y 02w5 N RY DR
which is not only the foundation of their Israeli JORWOT MR TI00 P RY RN
existence, but also their human existence. Without TR NAW 572 OWIIRT AP O3 ROR
Shabbat there is no image of God and no human TR .02 WK 07X 29K 09%
image in the world. If work were an end to itself, TR 577,730 090N 77 anvn
there would be no difference between humans and N2 1 QTRY M
animals.'?

No wonder then that many of Bialik’s poems and other writings talked about Shabbat.
One of his most famous pieces is the poem "7p2n01 MR WX Tann” (“Hachamah
Merosh Hallanot Nistalka” (““The Sun from the Treetops is Now Gone”)), also known as
"19%1n7 naw”, “Shabbat Hamalka” (The Sabbath Queen). Bialik wrote it between 1901-
1903 (different sources state different dates) in Odessa, when he was teaching at a cheder
(Kindergarten class) in the Brodsky Synagogue. This poem was part of Bialik’s creative

curriculum for Hebrew language education.

The poem talks about welcoming the Sabbath with excitement and awe, and paints the

unique atmosphere that she (the Sabbath) brings. Many composers wrote musical settings

12 Hayim Nahman Bialik quoted in Hanan Zusman, “Bialik and His Relationship to
Halacha,” Zemereshet, 1933, accessed March, 2024,
https://www.zemereshet.co.il/m/biography.asp?artists id=5&id=67
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for “Hachamah Merosh Hallanot Nistalkah.” Among them are: Pinchas Minkovsky, Max

Janovski, Nurit Hirsh, Yehezkel Braun, Rachamim Amar, Jackie Micha, Atalia Lavi,

Joset Tzvi Pinkhoff, and Natalie Young.

The poem is loaded with allusions to the Shabbat liturgy of “Shalom Aleichem” and

“L’chah Dodi.” Below is my translation, with a blue highlight for references from

“Shalom Aleichem” and a grey highlight for references from “L’chah Dodi.”

The Sabbath Queen/ Hayim Nahman Bialik

The sun from the treetops is now gone

Come out and greet the Sabbath queen

For she is coming down, the holy, the blessed

And with her the angels, an army of peace and rest
Come, come, the queen!
Come, come, the queen!

May peace be upon you, angels of peace!

We received the Sabbath’s face with gladness and prayer,
With a heart full of joy we will return home
Where the table is set, the candles will glow

All the corners will shine, and gleam

May this be a blessed and peaceful Shabbat!
May this be a blessed and peaceful Shabbat!

Come in peace, angels of peace!

POR Tam 00 / mebeT naw

RPNRI NP RF WX mann
2917 NRW DRIPY X¥I) W
227, WP NP X7
IO RIX DR TEY)
hicliah Bl
! 2517 .23 K3

oW *ax7n ,02°%y 07w |

75M13372 NAW 339 172p

72°3 X917 292 72w AT

TR NI AR Y OW |

A3 87 1A nio-73

Tam-oy haw
am-ow haw

fahiplizn il ralRabiplizipR ol sul
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Dwell with us, oh pure one, and light upon us with your radiance
Night and day, you shall pass

And we will honor you with festive cloths,

With song and prayer, and three (Sabbath) meals

And complete rest

And in a pleasant rest

Bless us with peace, angels of peace!

The sun from the treetops is now gone
Come out and escort the Sabbath queen
Go out in peace, oh holy one, oh pure one

Know that we will await your return for six days...

Yes to the next Sabbath, yes to the next Sabbath!

Go out in peace, angels of peace!

PYIR R TTRY 7,2 |
Mayn R ,ov) 770
NITBG 7322 77203 1R
miTye wWHw31-nom-nin
TRV AMIN-IRRY AmIn-
17w ar7n oy W72

TPoN0I NIPORA W RN
1297 N2W HY mMPNIRa

7T, AW ,R1PWT TNRY

LT T2 DR OO0 YW VT

[7R27 NWY 12,7837 NWH 12
lavown "aK7n ,017w5 DInRY
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In many respects, this poem reads like a traditional prayer. However, God appears
nowhere in the poem. Unlike “Shalom Aleichem,” there is no mention here of 7172 W17pPA
X177 (Blessed be He) or 0571171 %391 79 (King of all kings). Unlike “L’chah Dodi,” there is
no "7 or X, or mention of the one-ness of God TnXR w1 71X 71 (God is one and His name

is one) or 17731 7Y 171 M35 (the glory of God will be revealed to you).

There is a subtle, perhaps secular, acknowledgement in the first verse, perhaps a doubting
mode, in the word npno1 (nistalka). The word literally means moving aside to give space
to something new, perhaps even rushing to move aside for the sake of renewal.

The word: 7p%n01 points, perhaps, to Pirkei Avot 1:1

Rabban Gamliel would say: Assume for yourself a master; stay away from doubt.

Doubt according to this verse is something unwanted that one should rush to move away
from - ponon® (I histalek). The verse calls a person who has a doubt to turn to a higher
person in the hierarchy of knowledge to take the doubt away. In Bialik’s poem however,
the sun np%no1 (moved away) but instead of moving away from doubt, the sun’s rushing
away makes room for the Shabbat queen. The rushing away in the poem brings
something sweet, something holy and new. Doubt is perhaps not something to shy away

from, but something that can make space for renewal, for holiness and purity.
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Nonetheless, this poem is a remarkable testament to the love and commitment in secular
circles to celebrate Shabbat in a non-theist way. There is mention of nature (sun, trees,
light), which reminds us of the custom of celebrating Shabbat in the fields, as the
Chassidim did in Tzfat, after the manner of The Ari (Rabbi Isaac Ben Shlomo Luria, 16™
Century) and his students. The Ari and his disciples used to go out on Shabbat wearing
white clothes (M7 *732 perhaps (bigdey chamudot)), rejoicing in singing and dancing.
mMTn >732 can also be a reference to the liturgical poem (piyyut) “Inman M7 a1,

(“Mah Yedidut Menuchatekh”) “How Sweet Thy Precious Gift of Rest.” 1

72917 N2W DR NEED M7 O
112193 7772 "R12 TNRWP? 1173 1932
...712722 73 222770 MITImR 073 WAk

How sweet thy precious gift of rest

Queen Sabbath, cherished far and wide!

Let us speed in thy quest,

Haste, we'll greet our pure bride

Decked in splendid robes to meet her.

To our homes the candle shall be her sure guide.

This piyyut (liturgical poem) by the Spanish-Jewish philologist Menahem Ibn Saruq of
the tenth century, is about the corporal customs of Shabbat — the foods, the festive
clothing, and the sleep. This piyyut describes Shabbat as a taste of HaOlam Haba (the
world to come) and states that the reward for keeping Shabbat will come in the shape of
the Mashiach (Messiah). Bialik is neither interested in Mashiach nor the world to come,

but rather in the social, communal celebrations — the song, prayer and, well, cloths.

13 Herbert Loewe, Mediaeval Hebrew Minstrelsy, Songs for the Bride Queen’s Feast
(London: James Clarke & Co., Ltd., 1926), 41
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Again, these references show that Bialik was well-versed in the body of Jewish texts. He
based his ideas on deep knowledge and called for renewal of these texts in the form of

new and creative interpretations.

Another reference is the phrase “2917 D2w hXPY R8I W12 (Bo 'u v’netze likrat Shabbat
hamalkah (“Come out and greet the Sabbath queen”)) together with the phrase “72 *X12”
(bo’i chalah (come bride)). This is an allusion from Tal/mud Bavli, Shabbat Tractate

119a, which is one of the main sources for the custom of Kabbalat Shabbat.

IR W27 ORI 027 TI70T DAY NRIPD REI) IR MR KDY 2YNT RO KR Q0P RPN
L7122 9812 ,792 ORI R L PR )naw(on

Rabbi Hanina would wrap himself in his garment and stand at nightfall on Shabbat
eve, and say: Come and we will go out to greet Shabbat the queen. Rabbi Yannai put on
his garment on Shabbat eve and said: Enter, O bride. Enter, O bride.

It is clear then that Hayim Nahman Bialik was aware of all of these Talmudic and
liturgical sources. He was aware of the medieval kabbalistic origins of the Kabbalat
Shabbat liturgy, but at the same time, Bialik tried to create a new way to experience

Shabbat, one that welcomed doubt as well as renewal.

The poem brings the excitement and awe that Shabbat inspires with the repetition of the
word *X12 and the repetition of the sentence: ““ 712717 ,°82 ,°8a!”. In the end of the poem, in
the end of Shabbat, the speaker can hardly maintain the excitement for next Shabbat “ 13

'7X27 nawy” (ken [’Shabbat haba’'ah (“Yes to the next Sabbath!”)).
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Just like the previous stanzas, Bialik’s poem ends with a direct quote from the liturgical
poem “Shalom Aleichem.” It was an easy and clear choice for me to juxtapose these two
texts together. For the American communities who are not familiar with Bialik’s poem,
but are familiar with Rabbi Shmuel Brazil’s setting of “Shalom Aleichem,” my setting
would be familiar enough, but at the same time, would offer a new teaching about Bialik,

“Hitchadshut Yehudit,” or even a deeper dive to the text of “Shalom Aleichem.”

“Shalom Aleichem” is a 17" century Shabbat table-song (zmirah — 77°n7), probably
written under the influence of Lurianic Kabbalah. It is traditionally sung at home after
coming back from the Shabbat service. However, in modern times, one can hear the
melody in most synagogues both in America and in Israel. The most famous melody, that
is considered misinai (people believe it is the oldest and “most traditional”) was written

by Israel Goldfarb in 1918 at Columbia University in New York City.

The poem is dedicated to the angels of Shabbat that accompany the people who are
returning from the synagogue back to their home, as they are mentioned in the Gemara

(Shabbat 119b)

Rabbi Yosei bar Yehudah says: Two TIPR NIWIT OIRYN I IR T 02091 27
servant angels escort a person on Shabbat
eve from the synagogue to their home, one | 21 AKX ,¥N°2% NPIDT N°2N NAW 22 OTRY
is a good (angel) and the other is an evil

one. T AT 1PN RS2 XAV TR
When the good angel finds a lit candle, a

set table and a made bed, the good angel RIDW 19X 77 IR 20 XA L,NYXIR N
says: May it be Your will that another

Shabbat will be like this. And the evil DY AR A3 YT RN, NIOR N
angel says: “Amen” against his will. And

if not (the candle is not lit, and the bed is RIDW X7 77 MR Y7 IRPA L ING OR) N2

not made), the evil angel says: May it be
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Your will that another Shabbat will be like 2y2 "R Y 21 IROMY-,” T2 NIOR N
this. And the good angel says: “Amen”
against his will. 172,

However, Rabbi Lawrence Kushner teaches that the “angels” can also be ordinary people,
and we can all be the messengers of the Most High.
They (ordinary people) go about their tasks in holy anonymity, often, even
unknown to themselves. Yet, if they had not been there, if they had not said what
they said or did what they did, it would not be the way it is now. We would not be
the way we are now. Never forget that you, too, yourself may be a messenger,
Perhaps even one whose errand extends over several lifetimes. '
The poem includes four repeating stanzas with a difference between them in the first
word that addresses the angels. Another difference in the first stanza, the angels are called

“ministering angels” ( DW *RM) while in the other three stanzas the angels are called

“messengers of peace” (DY2w "IN ).

Peace be to you, O ministering angels, messengers of

the Most High, TPY X7 MW N7 Oy BYoy
R TN WITRA 20270 "7 Tonn
Majesty of Majesties, Holy One of Blessing.

g\ wiaRal iz e g ialahiplizili -1 3 Y
™9y

Enter in peace , O messengers of peace, messengers of
the Most High,

R TN WITRA 20270 "7 ToRn
Majesty of Majesties, Holy One of Blessing.

RPN DTPW RPN DVWH 12
2y

Bless me with peace , O messengers of peace,
messengers of the Most High,

R T2 WITRA 02270 20N Tonn
Majesty of Majesties, Holy One of Blessing.
,, N7 DPWR "KM D197 DRNNE
Depart in peace , O ministering angels, messengers of ™oy
the Most High, o
R T2 WITRA 02270 200 Tonn

Majesty of Majesties, Holy One of Blessing.

4 Lawrence Kushner in Mishkan T filah (New York: CCAR Press, 2007), 143
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Opponents to this liturgical poem rose, saying that one should always address God
directly, and not through angels or any messengers. In the Jerusalem Talmud (Brakhot

9:1:18) we read:

If a person is in crisis, he (or she) should cry 2RDMY R? MIX° K7 778 07X 7Y X2 OX
neither to Michael nor to Gabriel, but he (or she) 17 72 0IR) ANRY 0D KOR PROI2ID KN
should cry to Me and I will answer that person 0
immediately.

Moreover, on Shabbat, the custom is to shorten the Tefillah (prayer) to seven blessings
only instead of eighteen. What is the point then to pray and plead to angles then?

In a way, Bialik’s poem “Hachamah Merosh Hallanot” sheds a different light and brings a
renewed interpretation to “Shalom Aleichem.” His answer to the opponents of “Shalom
Aleichem” is that the angels of Shabbat are no longer the focus of this piyyut. Instead,

Shabbat is about renewal, choice, creativity, and celebration in community.

I suspect that Hayim Nahman Bialik would be very proud of the accomplishments of
“Hitchadshut Yehudit” and the creation of Tefilat Ha-Adam, An Israeli Reform Siddur,

for they are the manifestations of the new Israeli values that Bialik aimed to create.
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Chapter 2: “Niggunim” by Fania Bergstein

and the Juxtaposition with “Yedid Nefesh”
Can you ever leave your home behind — truly? Can you ever completely reject your
traditions without carrying them with you in some way to wherever you go next? Many
Ashkenzai Jews who went to Palestine to create the new State of Israel and the “New
Jew” attempted to put Europe and its old-world ways in the past. Many who settled on
left-wing kibbutzim (collective communities) tried to distance themselves from anything
that resembled religiosity. But sometimes the music lingered in the memories of those
who were building the new nation. Fania Bergstein was one of those Ashkenzai Jews on
the kibbutz. Her poem “Niggunim” was a tribute to her old world, her departed family,
and to the concept of Shabbat. Like Hayim Nahman Bialik’s creation of the “Oneg
Shabbat,” Bergstein’s poem is an example of memories of religion in the new Israeli,
secular, Zionist setting, and is another precursor to the “Hitchadsut Yehudit” (Jewish
renaissance) of modern day. The inclusion of “Niggunim” in the new Israeli Siddur

Tefilat Ha-Adam illuminates the tension between dati (Orthodox) and chiloni (secular).

“Niggunim” is offered on page 204 in Tefilat Ha-Adam as part of the Tosefta (additional
modern liturgy) for Kabbalat Shabbat and Arvit L’Shabbat ( n°273) naw nHap? Xnson
nawY). It is not specifically attached to a traditional piece of liturgy. My suggestion for
the North American hazzan (cantor) is to offer this song side-by-side with the liturgical
poem “Yedid Nefesh.” I chose to arrange “Niggunim” with its famous melody by David
Zehavi along with the liturgy of the “Yedid Nefesh” melody by Ehud and Sara Zweig. In

the third stanza of “Niggunim,” the speaker talks about naw 2w mn1 melodies, or songs
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of Shabbat. As a future cantor, I read it as an invitation to insert a zmira (song), and |

chose “Yedid Nefesh” because of its connection to parental love, as is Bergstein’s poem.

Fania Bergstein (7°0wan2 7°19) was born in 1908 in the city of Szczuczyn of the

Russian Empire (now Belarus). She died in Israel in 1950 and was a proud member of
Kibbutz Gvat in the Jezreel Valley in northern Israel. She was an Israeli author and poet,
children’s writer and educator, a social activist in the Histadrut ( 5w n°2957 M7N0An
DX ¥R 0272w - the predecessor of the World Zionist Organization), and a kibbutz

worker.

From a young age, her father, a Hebrew language teacher, instilled in Fania a love for the
Hebrew language. During the 1917 Great October Socialist Revolution in Russia, when
teaching Hebrew was outlawed, her family moved to Poland. Fania then became a
member of the HeChalutz movement, which called young socialists to make Aliyah to
Israel and live a communal life on the kibbutz. Even though Fania suffered from a heart
condition since the age of eighteen, she moved to Israel in 1930, when she was only

twenty-two-years-old.

On the kibbutz, Fania packaged grapes during the harvest, educated young children, acted
as a councilor for the Working and Studying Youth (HaNoar HaOved V’Halomed —
T2 72w 1), and brought Israeli culture to the kibbutz by organizing and presenting

lectures about Israeli literature. She was the kibbutz’s representative in the United
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Kibbutz Council (7m&»i v12°p7 m7°v1) and worked for the Histadrut (the National Trade

Union.)

Because of her heart condition, Fania was forced to work as a seamstress in the kibbutz’s
sewing workshop. During the last five years of her life, she was confined to bed and spent

half of that time in the HaEmek Hospital. She died at the young age of forty-two.

Despite her early passing, she managed to produce a lasting literary legacy, beginning at
age eighteen to publish poems and stories in the HeChalutz movement newspaper in
Poland and later, published many poems and books in Israel. Her most famous work is
her children’s poem "7 9579 *58 X12" (Come to Me, Lovely Butterfly) that later became
the title of her first Israeli classic book, as well as a beloved children’s television show.
Many of her writings were written from children’s points-of-view about nature, animals,
and life on the kibbutz. She also wrote three anthologies of poems and stories for adults
7°¥2 (Batzir, Grape Harvest, 1939) 9°0x (4sif, Harvest, Compilation, 1954 posthumously)

Mmoo 0°an (Avim Cholfot — Wandering Clouds, 1950).

In 1944, Bergstein wrote the poem “Niggunim” following a conference of the United
Kibbutz Council. The poem was first published in July of that year in Devar HaPoelet
(The Women’s Worker magazine). In 1945, at the end of World War II, David Zehavi set

it to music.
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At the United Kibbutz Council conference, Fania represented Kibbutz Gvat. There she
learned from Holocaust survivors’ testimonies about the devastating war in Europe. She
decided to write letters to the city hall in the town where her parents were last seen in

Poland asking about their whereabouts. Fania soon learned she had lost her entire family

in the Shoah.

Bergstein’s poem was a personal protest against the members of Kibbutz Gvat for not
approving of the Kabbalat Shabbat ceremony she led in the kibbutz’s Kindergarten class.
The pioneers (chalutzim) of that era were interested in creating a new life on the kibbutz
apart from their Eastern European roots, their families’ traditions, and religious
observances. They wanted to promote the Zionistic vision of building Israel through
labor, living a communal life, and reviving the modern Hebrew language. The members

of the kibbutz firmly opposed Fania’s adoption of Shabbat rituals.

In the poem, Bergstein describes her deep yearning for the melodies of her lost family
and pre-war Jewish tradition left behind when she made Aliyah to Israel. The poem
represents the tension between past and present (looking to the future), the choice to
leave Jewish traditions behind to build a new home in Israel, all the while missing one’s
childhood home and the ways of the past. It echoes the issues of the current religious-

secular cleavage in Israel.
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You planted melodies in me, my father and mother,
Melodies, forgotten songs.
Seeds, my heart carried seeds —

Now they are rising and growing

Rnigrati iR aihi bt Ralcllalizd
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Now they are sending branches in my blood
Their roots are intertwined in my veins,
Your melodies, my father, and your songs, my mother,

In my pulse they are waking up and coming back.

T2 NS ooy o any
OO R DWW
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D3P DI poTa

Behold, I will listen to my distant lullaby
From the mother’s mouth to a daughter.
Here, with a tear and a laugh,

The book of Eicha and melodies of Shabbat will glow for me.
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Every syllable will end, and every sound will be hushed
Your distant voices will call within me.
I will close my eyes, and there I am with you

Above the darkness of the abyss.
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Interpretation of Nigounim
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The poem has four verses and it is written in an alternate rhyme form. The first and third

lines rhyme, and the second line rhymes with the fourth, etc. (ABAB, CDCD). In her

poetry, Bergstein uses words, similes, and images from three different spheres. The world

of agriculture (highlighted in green), the human body (highlighted in red), and the world

of music (highlighted in pink).

You in me, my father and mother,

ISIOGIES, forgotten SOHES.
Seeds, my HEH carried Seeds -
Now they are - and _
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Now they are sending - in my -
Their - are intertwined in my -,

Your [IGIOGIES, my father, and your SONES, my mother,

In my - they are waking up and coming back.
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Behold, I will listen to my distant -
From the - of a mother’s to a daughter.

Here, with a tear and a laugh,

the book of Eicha and - of Shabbat will glow for me.
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Tery- will end, and every - will be hushed

Your distant - will rage/roil.
I will close my -, and there [ am with you

Above the darkness of the abyss.
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The area of agriculture is naturally inspired by the life and labor of the pioneers on the
kibbutz. Working the land was not just a way to survive, but it was a Zionistic ideal that

came with the devotion and love for the land and the life of work it required.

It is important to note, however, that Bergstein uses these nature images to describe the
deep connection she feels not to kibbutz life but to her family of origin. Perhaps, this is
her attempt to bridge the gap between the kibbutz members and their Eastern European
roots. Perhaps this was her way to show how the members of the kibbutz should find a
way to intertwine these two worlds and strike a balance between the past and the present,
between the image of the new Israeli Jew and traditional European Jewish culture. By
using agricultural images to describe the connection to her past, Bergstein tries to bring
the members of the kibbutz closer to their heritage and to show how the connection to

culture or rituals is as important as the connection to the land.

In the same way that working the land requires labor, close attention to details of seeding
(2> 1y, 1Y) (gar’inim gar’inim - seeds) and planting, as well as a great deal of
patience and love until it bears fruit, so too does the work of Jewish education. In the
same way that her parents planted those Hebrew seeds in her, Bergstein attempts
throughout this poem to urge her fellow kibbutz members to keep “planting the seeds” of

Jewish education so as to preserve their Jewish identity from generation to generation.

“Seeds, my heart carried seeds — Now they are rising and growing.” In this metaphor, the

heart can be the soil in which the seeds grow. The verb olim (rising) brings to mind the
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importance of Zionist Aliyah, while “carried” )aXwi( can be interpreted as a woman
carrying a child in her womb, that is, the embodied nature of this cultural project.
Indeed, the human body is central here, given that the poet since suffered from a heart
condition that impeded her ability to realize the ideal of physical labor on the land, and
ultimately caused her early death. In the world where physical labor is especially prized,

being physically impaired or weak can be devastating.

The personal nature of this insight is underscored by the choice to end all the words that

L) (13

relate to the human body with the personal possessive suffix * “yud,” meaning “my.”
(My heart, my blood, my veins, etc.) For the speaker, the melodies of her childhood home
are part of her body in the deepest ways. Perhaps, davka because that world was now
gone, destroyed forever by the Nazis, its memories and rituals are even more important to
Bergstein, and she wants to hold on to them now more than ever before. Music and sound
come to represent the past and the speaker’s lost family. The melodies and songs that
came from her parents marked the most joyous of occasions (such as Shabbat) as well as
times of mourning (the book of Eicha on Tisha B’Av). This music brought both tears and
laughter. The speaker remembers the lullabies of her youth, songs passed down from
mother to daughter. But now every sound and syllable seems to disappear, as all these
people are gone. As a result, their memory wells up and rages within her. In the last two
lines of the poem, the speaker expresses her yearning to be with her parents again. The

abyss represents the horrors of the Holocaust, or the abyss that separates the generations

apart from each other.
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Juxtaposition of New and Traditional Liturgy

“Yedid Nefesh” is attributed to Rabbi Elazar ben Moshe Azikri (1533-1600) - the
sixteenth-century Sephardic kabbalist. The poem was first published in Sefer Charedim in
Venice, 1601, but Azikri never claimed authorship of it. Other suggested authors of this

poem are Judah Halevi or Israel Najara (more about Najara in Chapter 5.)

The first letters of each of the four verses make up the four letter name of God, known in

English as the tetragrammaton.

Beloved soul mate, a compassionate father JR7 AR W T
Draw Your subject to Your will LR OR Ay Twn’
Your subject will hurry like a ram PR 1M T T

To bow before Your splendor ,
- T3 2w % mnny?

To him, Your love will be more pleasant than a honey . .
1 QYY 921 MIX NI TMTT YD 2

nectar or any other taste.

My musical arrangement includes the first verse of “Yedid Nefesh.” I chose to pair these

two texts together because of their thematical resemblance.

In the piyyut, God is called a compassionate father. Bergstein’s poem is all about the
relationship between parents and their children. The father is also a soulmate or a friend
of the soul. In the poem, the parents’ legacy becomes part of the speaker’s heart. In both

texts, the relationship is very deep.


https://en.wikipedia.org/wiki/Elazar_ben_Moshe_Azikri
https://en.wikipedia.org/wiki/Judah_Halevi
https://en.wikipedia.org/wiki/Tetragrammaton
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The root 2.w.n in the second line in the piyyut is translated as “draw,” but it can also be
translated as “pull.” The word pull seems to suggest some form of struggle. Why does the
subject ask to be pulled? Is it the struggle of the subject who wants to be close to his
Father, but something — God’s invisibility, or theological doubt, perhaps — is getting in
the way of that desire? Why does the subject need to be pulled by his divine soulmate? In
contrast, in Bergstein’s song, the speaker finds herself far away from her parents, and yet
her parents still live within her. She is “drawn” to her roots because long ago they

became part of her, and now the roots are growing.

In the piyyut, the subject runs like a ram — quickly and willingly — to bow. In Bergstein’s
case, she tried to run away from her past. She then realizes there is no point in running

because her past is literally inside her.

In “Yedid Nefesh,” bowing signifies deep respect or awe. It suggests submissiveness or
surrender. How is all of this reflected in Bergstein’s poem/song? Does the speaker
surrender to her past, showing it deep respect? Juxtaposing the piyyut with Bergstein’s

poem provokes these questions and this further consideration.

The love of the soulmate, or the father, is the ultimate goal of the subject. The subject is
interested in the love and relationship of his father. Just like the piyyut, Bergstein’s text is
about the love for her parents, and how she is drawn to her past and childhood home. Just

like the piyyut, Bergstein wishes to reunite with her parents. Her writing this poem is a



way of stubbornly reaching beyond the abyss of tragedy and death to shore up the

connection.

42
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Chapter 3: “Shir Mishmar” by Natan Alterman and the
Juxtaposition with “V’shamru Bnai Yisrael”

Years after Hayim Nahman Bialik, Natan Alterman was also referred to as the national
poet of Israel. Like Bialik, Alterman was of Eastern European descent and dedicated his
life to developing and reviving Israeli culture through Hebrew literature. Both men were
highly influential in the political sphere of their time — Bialik was the poet of the revival
generation, influenced by the Haskalah movement and the first Zionist Congresses,
writing poems such as: "El HaAggada" )77a877 2X%( or "On the Threshold of the Beit
Midrash" )wa7nm 022 7o %¥(, as well as the poems - "The Diligent One / The Diligent
Student" )7nnnn( , or "In the City of Slaughter" )77 7°v2a(. Later, Natan Alterman was
the poet of the generation struggling for Israel's independence and shaping the face of the
country that was just born. Though never holding any elected office, Alterman was
highly influential in Socialist Zionist politics, both before and after the establishment of
the State of Israel in 1948. He wrote, "The Joy of the Poor" (21¥ nnnw), and the cycle of
poems "City of the Dove" (71171 7°Y) as well as the poems of "The Seventh Column" ( v
"y 2wn), which were published on a weekly basis on Fridays in the socialist newspaper,

Davar.

Both poets, Bialik and Alterman, carried the so-called national burden on their shoulders,
but they did not spare their criticism of the Jewish people and the Hebrew Yishuv (people
who settled the land), who were establishing its new state/political presence in its old

homeland. The Israeli public did listen to their works because that public understood "the
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wounds of love are faithful” (Proverbs 27:6). In other words, Alterman’s criticism was

accepted since his love for the Yishuv was recognized and well-known.

"15 and embodied irreconcilable

In Alterman’s own life, he was a “man of oxymorons,
paradoxes: he was a national — as well as an anti-establishment — poet in the style of the
Avraham Shlonsky school of modernist iconoclastic poetics (see below). Alterman
believed strongly in individualism but was part of the literary circle Yachdav (Together) —
a group of young Israeli writers who met frequently at a Tel Aviv coffee shop between
1926 and 1939. The group members actually rebelled against the literary establishment
identified at that time with Hayim Nahman Bialik and his followers. Later on, its
members became the leading Israeli poets and authors. Among them were Avraham

Shlonsky, Leah Goldberg, Avraham Halfi, Alexander Penn, Eliezer Steinman, Yaakov

Horowitz, Yokheved Bat Miriam, and others.

Alterman was a man of spirit and a man of exact sciences. When he was nineteen-years-
old, he traveled to Paris to study at La Sorbonne (the University of Paris), but a year later
decided to go to Nancy to study agronomy. After three years in France, Alterman came
back to Tel Aviv and joined the agricultural school Mikveh Yisrael, but soon after left it
in favor of working as a journalist and a poet. Alterman was both a man of the land and a

cosmopolitan — perceived by some as a new Israeli and by some as man of the Diaspora.

15 Ziva Shamir, “Natan Alterman V’Yetzirato” Atar Natan Alterman. Accessed January
14, 2024. http://www.alterman.org.il/Portals/0/Ziva_ Home page.pdf


https://en.wikipedia.org/wiki/Hayim_Nahman_Bialik
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Alterman stood for brotherhood and he adored the concept of camaraderie )nv(, but was
an outsider in the Yachdav group. As opposed to the other modernist poets who occupied
the extreme ends of the political map, Alterman was a political centrist, and the only one
who made a living solely from his writing. He was the only poet of his time who
commented on current events week after week for many years by way of journalistic
poems published in "The Seventh Column" — ,*¥°2wi w7 .When he wrote articles that
were crystal clear, it was hard to believe they were composed by the same person who

wrote such obscure and enigmatic poems.

Alterman’s use of journalistic poetry to comment on current events was likely a shield to
protect himself from criticism from the public and/or authorities who may have had
differing opinions. Poetry (or poetic writings, not necessarily in the form of poetry) can
be a tool to soften political messages and messages of social justice. Like Bob Dylan
writing “Blowing in the Wind” instead of just yelling at bigots to stop calling adult,
African-American men “Boy”; like George Orwell who wrote “Animal Farm” using
animal characters to subversively point the finger at authoritarians; like modern science-
fiction writers who set their morality-plays with alien characters in outer space; and
perhaps like the writers of Deuteronomy who likely used the literary character of Moses
to express their own frustrations in Babylonian exile as a commentary on their own
inability to enter the Promised Land, poetry helps soften the blow of criticism from

people in power.
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Alterman cared about the future of the people and the world, and gave expression to this
in his extensive work, which continues to live in the heart of Hebrew poetry lovers. His
books continue to be published in new editions, poems such as "The Silver Platter" win(
)no377 and "Of All Nations" )a°nvi 91( continue to be recited on Yom haZikaron (the
Memorial Day for the fallen soldiers of Israel’s various wars); Alterman’s works for
children are published in new editions; new shows dedicated to his work continue to
appear on stage. Musical renditions of his poems continue to be heard over the airwaves,

even receiving new performances and new tunes.

Alterman was a devoted family man, but at the same time a bohemian who did not
abstain from wine and women. In August 1934, he married Rachel Marcus, an actress in
"The Cameri Theatre" (> nXpn N1vkna). Their only daughter, Tirtza Atar, was born in
January, 1941. Tirtza grew up to become a poetess herself, while suffering from mental

illness.

“Shir Mishmar” )"nwn 7°w(, other known as “Shimri Nafshech” (7ws1 *1w) is a poem
Natan Alterman wrote for his daughter in response to her struggles with mental illness.
This poem is one of the pillars of Israeli culture, a powerful, touching song that was
written from a father to his mentally ill daughter, who threatened to put an end to her own
life. On one hand, it was written in the most intimate way by a father who was afraid of
losing his daughter, but later it became a hymn promoting awareness of mental health
issues. It is the song for family members of people who are struggling with mental health

challenges, and for women’s mental health, in particular.
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Natan Alterman’s friend and author, Yoram Kaniuk, spoke in 1996 about the

circumstances under which the poem was written:

Tirzah was fragile, like a driven leaf. We were called
to her house that night. Miranda (my wife) and I ran
there with Natan. Tirtza locked the door from the
inside. The smell of gas reached us from inside the
house. It was a suicide attempt. An ambulance was
called. She refused to open (the door) to her father. It
is hard to imagine the situation that was going on
there. And even harder to describe what he (Natan)
did or said, in front of the locked door. In the end,
Miranda was answered and (Tirtza) opened the door.

Tirtza was taken to a hospital and treated there.
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This part of the description was verified by people who were present. Later in that

interview, Kaniuk recalled going with Natan Alterman to Alterman’s house and sitting

with him while Natan wrote the poem. According to Kaniuk, Alterman was furious about

the fact that his own daughter did not open the door for him, but instead opened it to a

family friend. In his rage, Alterman cursed Kaniuk and then apologized. Kaniuk stated

that after Alterman finished writing the poem (in one sitting), they drank together, and

16 Yoram Kaniuk quoted in Hadar Ben Yehuda’s article, “’Shimri Nafshech’: HaSipur
M'achorai Shir Mishmar." HaSafranim Blog HaSifria HaLeumit. Accessed January 3,

2024, https://blog.nil.org.il/shir mishmar/.
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while drunk, Alterman read the poem to Kaniuk as if he was reading it to his daughter,

Tirtza.

After Alterman’s death, as a response to Kaniuk’s description of that night, Aki Lahav,

Tirtza Atar’s cousin, publicly doubted Kaniuk’s story:

Alterman never let anyone set foot inside him. This
included the people closest to him, both from the
scene, family, or others. I can't imagine a picture
where Natan sits and writes one of his most
"bloody" works in the presence of Kaniuk, of all
people.

It's simply inconceivable.

Kaniuk's description, as if he pulled this super-
polished song “out of his sleeve” in “one stroke,”
sounds completely absurd. It is clear to me that he
worked on it a lot. The man may have been a
“genius,” but not God. In addition, we also have his
own lyrical testimony to his way of writing lyrics:
“Love the beautiful words like a vein

Which gurgle in the entanglement of a poetic phrase
and a thornbush.

It is chased untouched till the ends of the Hebrew
language

Dragged by its braids (back) home.”
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(The Cabin, Song of Ten Brothers, The Pigeon City) )R Y LR WY W ,anRan(
This is how Alterman writes lyrics: drags every PR 777 93 77 :R°°Y aMD 1IN9K 0
word home by its braids. Not "out of his sleeve."!’ " SMwn" RY .mna n0an

In 1965, the poem “Shir Mishmar” (Guarding Song), was published as part of the book
“Summer Celebrations” )y*p nan( and was arranged and produced as a play for the
Cameri Theater in 1972, two years after Natan Alterman passed away. It was composed
by Alexander (Sasha) Argov, who chose to include only a part of the song. Four verses
were included — the first, the second, the third and the sixth. In Tefilat Ha-Adam, the

poem appears in its shorter version.

In 1972, the song was first performed in the Cameri Theatre by Aviva Schwartz. A year
later, it was recorded by Chava Alberstein in her album “Lu Yehi” (7> 12 — “Let it Be”).
The song was also sung by Achinoam Nini with the Israeli Philharmonic Orchestra,

Margalit Tzan’ani, Matti Caspi, Yehudit Ravitz, and other leading Israeli musicians.

According to Atar, this was the way she and her father communicated — through poetry.

This is what she said in an interview with Talila Ben Zakai:

And one day, so he said, he wrote a poem for X7 21 .°9°2w2 W 2N ,nK 70 ,7IR O
me. [ no longer had to guess what was written By AN31 TR MW 172 WRID 9970 N

about me and for me between the lines, this ANIND ™A NS 93 T AT Ve S awa)

17 Aki Lahav quoted in Hadar Ben Yehuda’s article,’Shimri Nafshech’: HaSipur
M'achorai Shir Mishmar." HaSafranim Blog HaSifria HaLeumit. Accessed January 3,
2024, https://blog.nil.org.il/shir mishmar/.
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time it was clear, open. | was in a crisis at the AR AR .2PYE XX TP T ,72Wn1a 190N

time, it happens to young people. Another I 7IDP 01 Y R AW, AMWD 102 DR P9

father would take his daughter for a talk, sit . WA 15w 19772 937 BN K LAWY 0000

with her over a cup of coffee or a drink, and

[...]

talk. He said everything in his own way, in a

poem. [...]"

Atar responded to her father’s poem with a poem of her own, entitled “Shir Hanishmeret”
)N w1 “The Song of the Guarded™). In 1977, seven years after her father’s death in
1970, Tirtza Atar tragically fell to her death from the sixth floor of her apartment. The
cause of death was never determined. She was thirty-six-years-old and left behind two

children.

18 Tirtza Atar quoted in Hadar Ben Yehuda’s article,”’Shimri Nafshech’: HaSipur
M'achorai Shir Mishmar." HaSafranim Blog HaSifria HaLeumit. Accessed January 3,
2024, https://blog.nil.org.il/shir mishmar/.
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Shir Mishmar — 9%w» 992 — Guarding Song/Natan Alterman

Guard your soul, guard your strength, guard your soul,
Guard your life, your wisdom, guard your life,

From a falling wall, a burning roof, a dark shadow,

From a sling stone, from a knife, from claws.

Guard your soul from that which burns, from that which cuts,
From the nearby like dust and like the sky,

From the stillness, from what awaits and pulls you in,

And from what kills like well-water and stovetop-fire.

Guard your soul and your mind, the hair upon your head,

Guard your skin, guard your soul, guard your life.

It is seemingly a summer evening, it is allegedly

Just a good-old, ordinary summer evening,

That comes for loving-kindness and mercy, not to cause fear
Not for whispering murmurs, suspicions or guilt,

That come with smell of cooking and with a lamp

That will stay lit until our rest and sleep.

Until we rest and sleep

It is allegedly just a good-warm summer evening

Just a hot summer evening that does not come to cause fear.

For the wind sends a hand and with no sound
Suddenly a window opens slowly in the darkness.

Say why are you laughing like fear,
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Say why do you freeze like joy?

Say why the world is still so estranged

And fire and water stare at it from all sides?
Say why your life flutters

Like a frightened bird in the palm of a hand?

Tell me why you are the flight and the deep tremble

Like a bird in a room looking for a small window?

It is a summer evening, supposedly...

Guard you tired soul, guard your soul,
Guard your life, your mind, guard your life,
The hair upon your head, guard your skin, guard your beauty,

Guard your kind heart, embrace it with your hand.
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Interpretation

At the center of Natan Alterman’s “Guarding Song” stands a monologue where the

speaker expresses his anxiety and fear for the wellbeing of a female figure. We know that

the poem was written for Alterman’s daughter, and yet it reads like a speech by any

caring speaker to a female figure — a parent to a daughter, a lover to a female beloved or a

close friend, etc. Whatever the relationship is between the two people conversing in the

song, the speaker feels deep love and concern toward this woman. The poem brings to
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mind the form of an operatic aria where the main character offers a monologue addressed

to a known, but non-present figure.

In the first verse, the word W (guard, or keep) repeats ten times. The word Jws1 (your
soul) repeats five times. The word 711 (your life) repeats three times. These repetitions
suggest the speaker’s passionate call and desperate pleading for the woman to guard
herself, her soul, and her life. The reader/listener gets the sense that the woman is

surrounded by great dangers — physical as well as mental.

In the first stanza, the speaker addresses the female character in the first-person-singular
and describes the complex circumstances in which she finds herself and the various
dangers that surround her. The dangers in the first stanza are described by way of
specific nouns (“From a falling wall, from a burning roof,” “a knife,” etc.), general and
abstract warnings (““...from that which burns, from that which cuts,” etc.) and similes
(“From the nearby, like dust and like the sky,” “From what kills like well-water and
stovetop-fire.”) The image of a dark shadow may suggest depression. The word 271719°%
(tzipornaim) can mean claws of an animal, but also the woman’s own fingernails — the
danger can also come from within herself. All of the references to sharp objects suggest

both the danger of a predator or aggressor as well as the specter of self-harm.

These sources of harm can be found at the home as well as in nature, suggesting

ubiquitous danger. The speaker knows that the woman is drawn to these dangers. At



54

some level, these dangers seem “inviting” to this woman, and he pleads to her to resist

them — “from what awaits and pulls you in.”

At the end of the stanza, the speaker emphasizes his wish, or prayer, for the woman to
guard herself: Guard her soul, her strength - the powers of mind and body — her hair and
skin (the hair can be a symbol of physical strength like Samson). He pleads for her to
guard her life - her quality of life, and its very existence. And guard her mind - the sanity,
resourcefulness, life skills, adaptation to circumstances and the transformations life

invites.

In the next stanza that serves as a chorus in Argov’s setting, the speaker offers comfort
and sanity, a warm and homey memory in the summer evening, which has something
familiar and soothing: “good-old, ordinary summer evening," the smell of cooking, a
shining lamp, summer warmth, kindness and mercy. It seems he is trying to hold on to
the everyday simplicity of a normal and pleasant evening at home to calm and encourage
the woman in her turmoil, but once again the anxiety is lurking behind the peaceful
appearance of the summer evening and is revealed. It seems the speaker himself is not
convinced of the existence of this positive reality, and therefore he repeats the word
“supposedly” or "allegedly" )R37( (lich ‘orah) three times - a repetition that casts doubt
on the possibility of the pleasantness of that "good summer evening," behind which lurks

“whispering murmurs, suspicions or guilt."
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In the last stanza — the shortest in the poem — the speaker returns and turns to the woman
with the same words of warning he used earlier (in the first stanza), but this time he adds
concern to her tired soul and good heart. His fatherly appreciation and love are evident in
these words of concern. In the expression "Keep your good heart, embrace it in your
hands," the speaker asks the recipient to take care of herself and do it on her own, in her
own hands. He is trying to believe that she is capable of this (maybe convince himself?
Maybe convince her?). The root of the word ¥7°¥nX (amtzihu — embrace it) is .X.2.X which
also suggests the word y2X- courage. Guarding one’s life takes courage, and that is the
speaker’s wish and prayer for his daughter. ynR? (/’ametz) or ynX¥ni? (I’hit’ametz) can
also suggest ynXn— (ma’amatz) making an effort. This can be a loving embrace, or a firm

hold.
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The Juxtaposition of "nwn 2w (Shir Mishmar)
with YR %32 e (V’shamru B’nai Yisrael)

“Shir Mishmar” appears in Tefilat Ha-Adam on page 145, as part of the tosefta
(supplement) for the daily minchah (afternoon prayer). It comes after an alternative
Amidah by Rabbi Dan Prat that finishes the prayer for Jerusalem (2°21 1°12) with the
following chatima (the seal of the prayer): .0y 31 YR 92w "7 7R 7172 — Blessed

are You God, the guardian of Israel and all nations.

The word W (shomer - guard) serves as a transition and a common idea for both texts

)" wa1 s ( (shimri nafshech).

In the interest of accessibility for the American congregation, I chose to juxtapose “Shir
Mishmar” with the liturgy of “V’shamru B’nai Yisrael” which is more commonly used
here in the United States, and which contains the same root in its first word — 2.2.w — as
Alterman’s poem. Alterman’s poem continues with the word Jws1 (nafshech - your soul)
and repeats it five times in the first verse. Similarly, in “V’shamru,” the last word of the
prayer is Wo1 (vayinafash - and rested), which contains the same root as Twd1 — .0.1.
Perhaps, the closeness of the words in Hebrew suggests that when you keep (or guard)
your soul, or care for your mental health, you are blessed with rest, and Shabbat is an

opportunity for rejuvenation and restoration of body, mind, and soul.

According to Rabbi Shimon Ben Lakish, the words wa1 naw (Shavat vayinafash —

ceased from work and was refreshed) suggest that on Shabbat a person receives an



57

additional soul that stays until the end of Shabbat. This idea is known as the “neshama

yeterah” -7 TRw:

3270 AR POV DAY ORYMA,NIW 29 OTRI KT TN WITRD 10N AP0 MY WP 12 TWRY 021 MNT
093 T7AN M MWW 12, WO N2Y” I
('R 7y 1" 77 ,7%°2 noon ,°222 Tbn)

As Rabbi Shimon ben Lakish said: The Holy One, Blessed be He, gives a person an additional
soul on Shabbat eve, and at the conclusion of Shabbat removes it from him, as it is stated: “He
ceased from work and was refreshed [vayinafash]” (Exodus 31:17). Rabbi Shimon ben Lakish
expounds the verse as follows: Since he ceased from work, and now Shabbat has concluded and
his additional soul is removed from him, woe [vai] for the additional soul [refesh]that is lost.
(Talmud Bavil, Beitzah 16a)

Singing “Shimri Nafshech” next to the liturgy of “V’shamru” gives a whole new meaning
to the idea of keeping Shabbat. In this context, Alterman’s song might be read as
speaking to the need to guard the additional soul of Shabbat for as long as possible after
the end of the Shabbat and into the week. In other words, bring the holy, or the sacred
energy of Shabbat to your mundane existence. Or perhaps it is about the need to guard
the additional soul of Shabbat for generations to come. Shabbat represents the life of the
Jewish people, and one of the reasons for their survival through turmoil in their history
(7n »nw- guard your life). It was Ahad Ha’am who said, “More than the Jewish People
have kept Shabbat, Shabbat has kept the Jews.”!® Shabbat represents our ability to keep
our Jewish identity, gather as community and celebrate our ancient wisdom (7n1°2..."7W)

(shimri...binatech — guard your wisdom).

19 Asher Zvi Hirsch Ginsberg (a.k.a. Ahad Ha’am), “Yalkut Katan” Hashiloach Chapter
30 (June 1, 1898): 560
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Another big idea common to both texts is the passing of knowledge, wisdom, and Torah
from generation to generation. Alterman wrote this poem for his daughter, who was also
a poet. This was his way of communicating with her and passing down to her the family

tradition of the written word, of poetry.

In “V’shamru” the hope or the prayer, is that the people of Israel will keep, or guard
Shabbat 02 n>12 ana7? (I 'dorotam b rit olam) — for generations to come, forever.
Shabbat represents part of the covenant between God and the People of Israel. Later in
the text, we read:

Q%55 R MR ORI °32 1°21°1°2. (beini uvein bnai Yisrael ot hi [’olam — between Me and
the children of Israel it is a symbol forever). The word niX (of) can be translated as “a
symbol” or a mark (like, 1P NIX) (of Kain), but it can also be translated as “a letter.”
Letters build words, words build verses, and verses build the entire Torah. The word nX
(ot) might be a mention of the written word of the Torah, which is another symbol of the
relationship between God and Israel. Just like the relationship between God and Israel is
depicted by the written word of the Torah, the relationship between Natan Alterman and

his daughter Tirtza Atar is depicted by the written word — poetry.

Alterman and Atar, together with many other “people of the written word” bring
individual voices, and by compiling them in Tefilat Ha-Adam, they become the voice of a
nation. The idea of generations and generations of poets, liturgists who then became “the
soul of the Hebrew nation” by writing in the context of keeping and celebrating Shabbat

brings us back to Bialik’s Sefer HaShabbat.
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In the introduction to this unique compilation of poetry, stories, visual art pieces, sheet
music and even jokes, the editor Y. L. Baruch writes:

VW DWW "NAWT NO0RT NTY MNT 91,708 T °1°0 771 11010 DY 12w M7 Sw nhwhw
.. PRY 01IR NOWHW - 3MNY NYOWIA 1XYW NN NIIART MY 771207

MY DR P2 010 0 PW L1920 MNTA 297 °I9P00R WHwh RIDR KT “NaW 1907 YW TN
IV 19 WOw MR 907 119000 L1102 AT TR 09 W01 NLUW 097 MT N7 Naws v
SNV T NI YA IMY252 NYNaPT ARING NRwl TIw ,Naw’

A chain of generations passes before us from Mount Sinai until now, and each
generation and its "Sabbath Tract"... the songs sung in her (Shabbat) honor, the
works of art and literature created under its influence and power - an
immeasurably long chain. The power of the Book of Shabbat is therefore to serve
as a mirror for all these generations, who absorbed from Mount Sinai and
expressed the spirit of Shabbat from generation to generation according to their
method and style and according to the form used in its day, a mirror to all the
works that have something to do with Shabbat, that the soul of the Hebrew
nation created as a whole from the day of its existence until now...?°

By compiling the individual voices of Natan Alterman together with many others, Tefilat
Ha-Adam is a natural successor to Bialik’s Sefer HaShabbat (The Book of Sabbath) — a

mirror to the soul of the Hebrew nation.

20y L. Baruch, Sefer HaShabbat,(Tel Aviv: Dvir, 1952), xix
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Chapter 4: “Min’ee Kolech Mibechi” by Idan Raichel
and the Juxtaposition with “The Daily Miracles” — “Nisim B’chol Yom”
Certain texts are written for certain purposes. Some texts become timeless because of
their ability to mean different things to different people in different times. The text from
Jeremiah 31:15-16 is a great example for a timeless text that allows different people to

read it in different times and give it their own interpretation.

IR IR 13T ORI T07Y97 W WD TYRTR TY) 2230 1210 Y T N | )
Thus said GOD:
Restrain your voice from weeping,
Your eyes from shedding tears;
For there is a reward for your labor
—declares GOD:
They shall return from the enemy’s land.

1021237 0°13 12y "ATOR] TNMIRY M)

And there is hope for your future
—declares GOD:
Your children shall return to their country.

The prophet Jeremiah turns to Rachel (who is called Rachel Imenu — she is considered to
be the mother of the nation) and asks her not to weep for her sons because they will

return again.

Idan Raichel, one of Israel’s most popular, modern, singer-songwriters, embedded the
ancient words of Jeremiah in a modern song “Min’ee Kolech Mibechi” with topical
meanings that speak of pain and longing. He wrote it as a commissioned work for Israel’s
60th Independence Day celebration in May, 2008, but it was released a month later when
the remains of four Israeli Defense Forces soldiers who were captured two years earlier

were returned from Lebanon. In Israel’s public consciousness, the song became tied to
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that event. Building on that association, the editors of Tefilat Ha-Adam included the
song’s lyrics in that prayer book, but now with a different meaning. The lyrics are offered
on page 395, on the same page as the holidays Yom Yerushalayim (Jerusalem Day), Yud-

Zayin B Tamuz (The fast of Tamuz 17™) and Tish’a B’Av (The 9" of Av).

In my correspondence with Rabbi Dalia Marx, she explained:
DART 1AW ,ARA TYWND POV, WIPHT 1202 DMWY NIIKD 11 OPRNT 977 1Y Dw 1w
7 (Wi 1 2w A2IRND INPNY Wpn
“In our opinion, Idan Raichel's song was appropriate for the fasts associated with the
destruction of the Temple, and especially for Tisha B'Av, where the mourning is linked to

the hope for redemption (which emerges from the song).”?! (Translation SR)

And later, the song took on new significance and associations again.

On October 7, 2023, Israel suffered an unimaginable attack by the terrorist organization
Hamas from the Gaza Strip. Approximately 1400 Israelis were murdered and numerous
others were injured and sexually assaulted. Hundreds of people were captured and held in

Gaza. It was the most deadly attack on Jews since the end of the Holocaust.

The ancient words of Jeremiah brought by Idan Raichel, now became the words of a

lamenting nation suffering from a — not post, but — “Present Traumatic Stress Disorder.”??

21 Dalia Marx, E-mail message to author, November 30, 2023.
22 Wendy Zierler, “Shir Hadash,” E-mail message to author January 23, 2024.
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In order to include this song in the North American Reform synagogue, I want to expand
its use and offer it with the juxtaposition to Birkot Hashachar which we say every day,

and not to Yud Zayin B’Tamuz, Tish’a B’Av or Yom Yerushalayim.

As of this writing, the 2023-2024 Israel vs. Hamas war continues. Jews outside of Israel
have sought to support the war effort. To connect with each other’s communities,
Diaspora Jewry needs entry points into Israeli culture, and non-Orthodox Israeli Jews
need entry points into the concepts of liturgy and prayer. Raichel’s song — and its

inclusion in Tefilat Ha-Adam — helps to bridge that gap.

Background

When we talk about current popular Israeli music, one of the first artists who deserves
mention is Idan Raichel, a producer, keyboardist, lyricist, composer, and performer. “The
Idan Raichel Project” has included approximately 95 musicians from around the world
(Israel, Ethiopia, Germany, Yemen, North and South America, and more) where the
youngest member was sixteen-years-old and the oldest was ninety-one-years-old.
Raichel’s musical style is as Israeli as it is multi-cultural and can be perceived as world
music. When Raichel was asked about the musical style of his first album in an interview
with Yair Lapid (then a journalist and TV host, later centrist party Yesh Atid politician

and the leader of the opposition party in the Knesset), Raichel said:
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.LORPI0I T YORa W ...5ﬂ|?3 RXAN KD 217 °1910 9N ...2°WIW 07 19°RI RITW 2 17w W
230 yRRAwe( ...nvaR A 103 MRk anow manna by e
“There is something in me that is root-less. [On one hand] you cannot find somebody
who is more Polish than me in the audience. [On the other hand] there are so many
musicians in Israel who kept their culture despite the attempt to become Israeli.”
He mentioned Moroccan Israeli musician Kobi Oz, Yemenite cantors, Ethiopian

musicians, etc.

Many believe that Raichel’s diversity of musicians, languages, and musical richness

depicts the very essence of Israeli society.

In Israel, his total album sales are approaching 700,000 units; there have been more than
two-million digital downloads, and numerous streaming events. The number of “hits” on

YouTube was around the 345 million mark as of May 2022.%

After the Hamas attacks on Israel on October 7, 2023, Idan Raichel did not spare his pain
in the Israeli media, as well as media worldwide. In an interview for the Isracli TV
network, Channel 12, as reported in the Jerusalem Post, Raichel shared his personal loss

of close friend, Colonel Roi Levy. In the live broadcast, Raichel was overcome with

23 «]dan Raichel — Im Telech R’ayon Yair Lapid — Israeli Archive — Otzrot Archion
Yisraeli — Ron Bachar,” posted August 25, 2023,
https://www.youtube.com/watch?v=pKm3GdrfOoE

24 Idan Raichel Official Website, accessed January 2024,
https://idanraichelproject.com/en/about/#:~:text=0n%2030th%20May%2C%202021%2C
%20Idan,o0f%?20Israeli%20and%?20international %20music.
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emotion. As he was recalling memories from Roi and his tragic death by infiltrators from
the Gaza Strip, Raichel also passionately expressed how if Levy could witness the
extraordinary civilian response to helping those who were harmed in southern Israel, it
would undoubtedly touch his heart. "You see, this is why we fought for civilian
leadership," Raichel imagined his late friend saying. Overwhelmed by grief, Raichel
broke down during the interview and tearfully requested to leave the studio. "We're live

(on TV). I need to step away," he sorrowfully explained.?

On October 31, 2023, Raichel released the song “nn” (Tachzor — Return) featuring the
singer Roni Dalumi, and dedicated the song to the Israeli hostages in Gaza and their
families. Raichel wrote:

ARIT TIND W, WY FNPNT NN LDRYAT MARIY 7NN ,TN0M 2PN ,T0W 80T IR

,ON 202 P IWT AR IR DWW DT O3 WAl L7007 11292 10,1 RD 120w 198D 7120

"N 2R, ORI

“We are a country in mourning, that will rise and blossom from the strength of our
longing, from the hope for their return, from the pain and honor for those who will not
return and who will live in our hearts forever. We will continue to be a tower of light

(lighthouse) for one another. We will be better, stronger, and more worthy....”?

25 Walla, “Idan Raichel Breaks Down During Interview About Friend Murdered By
Hamas,” Jerusalem Post, October 16, 2023, https://www.jpost.com/j-spot/article-768428
26 “Tachzor Hayom: Idan Raichel B'Shir Hadash Hamoukdash Lachatufim,” Maariv
Online, October 31, 2023, accessed January 2024,
https://www.maariv.co.il/culture/music/Article-1048818



https://www.maariv.co.il/culture/music/Article-1048818
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Three weeks after its release, the song “ ™ (Tachzor - Return) had almost two-
hundred-sixty-thousand views on YouTube. It was sung in pro-Israel demonstrations in

the United States and during religious services in North American synagogues.

Fifteen years earlier, in June 2008, Raichel wrote the song "22an 7277 *vin” “Min‘ee
Kolech Mibechi” (Restrain Your Voice From Weeping) which is the focus of this thesis
chapter. “Min’ee Kolech Mibechi,” like the song “Tachzor” was released shortly after an
act of terrorism. “Min’ee Kolech Mibechi” was released as a separate single from the
album °n>2 M7°p 12 “Bein Kirot Beiti” (Between the Walls of My Home). Like the rest of

the album, the song was written and produced by Idan Raichel and Gilad Shmueli.

The song was written for 2323 (Galgalatz), one of two Israeli radio stations that are
operated by Israel Defense Forces Radio. It was commissioned for Israel’s 60th
Independence Day celebration (May, 2008), but was released a month later when the
terror organization Hezbollah returned to Israel the remains of four Israeli soldiers who
were captured two years before. Maj. Nisan Shalev (36, Kibbutz Evron), captain Daniel
Gomez (25, Nechalim), Warrant officer Ron Mashiach (33, Gedera), Maj. Sami Ben
Naim (39, Rechovot). The country was still waiting to receive two more bodies — Ehud

Goldwasser and Eldad Regev, who were returned a month later in July 2008.

Raichel’s song shed a new light on the familiar verses from Jeremiah Chapter 31. It
connected Rachel’s lament to the pain of the entire State of Israel. Instead of singing

about the people of Israel, who are scattered in the galut (diaspora), Raichel connected
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the ancient text to the entire country’s prayer to bring back Israel’s sons from Lebanon.
Literally, this is the biblical Rachel’s lament, but it could easily be the voice of any

mother, wife or daughter who is waiting for her loved one to come back.

“Min‘ee Kolech Mibechi” became part of the modern Israeli repertoire on Yom
Hazikaron (Israel’s Memorial Day) as well as Yom Ha-Atzmaut (Israel’s Independence
Day), and is heard on national radio, at official ceremonies, and now in religious services.
The song was included on the weekly ¥23%3 (Galgalatz) best-selling charts for thirteen
consecutive weeks since its release and became the number one song for four weeks

starting December 6, 2008.
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For in the nights your sleep wanders
And every terror is alive

Tilt your ear to the silence

The voice of kind compassion will yet rise,

He will arrive

Since it’s for him that your soul is guarded

Indeed the hour’s drawing near
When they’ll return to their border
He’ll fall broken in your arms

But at last he will be here

Just restrain your voice from weeping
And your eyes from shedding tears
For the gate will open

He will come through the storm

When they’ll be marching back to here

Through what’s left of your resilience
Till the waters of the stream

If brought back, we will return
Restrain your voice from weeping

The hope is not a dream

Just restrain your voice from weeping
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The Song’s Analysis
As mentioned in the beginning of the chapter, the song is based on verses from the Book

of Jeremiah 31:15-16.

TN YR 139 T 02897 W WD TR TR 1Y) 930 TP yan Al e | 13

Thus said GOD:
Restrain your voice from weeping,
Your eyes from shedding tears;
For there is a reward for your labor
—declares GOD:
They shall return from the enemy’s land.
01237 D°1312PY TA-0) TION? MR-
And there is hope for your future
—declares GOD:
Your children shall return to their country.

The verses describe God’s reaction to Rachel’s lament over her sons (the People of
Judah) when they were sent into exile. God offers comfort and reassurance to Rachel and
promises hope for her future, and her sons will come back to their land. Rachel represents
the mother figure who prays and asks for the redemption of her own sons, or the entire

nation’s.

Below are two examples of uses of Jeremiah 31:15-16: “Midrash Eikhah” and Rashi’s

comments on Genesis 48:7.

In the “Petichta” (proem) to Midrash Eikhah Rabbah, the biblical forefathers—Abraham,
Isaac, Jacob, Moses, and Jeremiah — ask for God’s redemption of Israel and plead for
Israel’s return from the galut. Only when Rachel comes and makes her own plea, does

God hear her prayer and brings back her lost sons. Rachel convinces God to bring the
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sons of Israel back from the galut by reminding God about the way she gave up Jacob to
her sister Leah on her own wedding day. Rachel gave Leah certain signs that she had
resolved with Jacob to help Leah pretend that she was Rachel so that Jacob would marry
Leah. Rachel did so despite her love for Jacob. Her intention was to spare Leah’s feelings

and prevent Leah the public embarrassment on the wedding day.

In the midrash, God ignores the pleas of the forefathers; only after Rachel’s makes her

case, does God listen and agree to return Israel from its exile:

RIT RTT,1IPR7 280 DR 11T CIR 207 1202w ,00R) KA N2 wITRa Dw P nn0 1939a01 10
LLWITRT2 2P T MR 1 (20 ,R7 0T°) 20007

“Immediately, the mercy of the Holy One blessed be He was aroused and He said: ‘For
you, Rachel, I will restore Israel to its place.” That is what is written (Jeremiah 31:15) “So
said the Lord: A voice is heard in Rama...”

In Genesis 48:7, Jacob buries Rachel on the way to Ephrath, on the side of the road.

RYT MI9K 7773 DY TIIPN) TNIHR K37 PIRTNID TP T IR YN 207 70 Tnd 1o 823 10
:on? N3

I [do this because], when I was returning from Paddan, Rachel died, to my sorrow, while I
was journeying in the land of Canaan, when still some distance short of Ephrath; and I
buried her there on the road to Ephrath”—mnow Bethlehem.

Rashi comments on Genesis 48:7 quoting the same verses from Jeremiah 31:15-16:

27709 SYW 99 ¥7 028 0¥ 7272 Wik Sny T ,yORY 179012777 on% N2 190K 30091 R, 2w apN
72121772 9V 90 DRIV, QY N7 0072 1) L IRINA 20N T93wI 50129 77vh Ranw ;0w 3°nap
"X VRWI 02 DI MeRIw, 2nnn onhy nwpan-

AND I BURIED HER THERE and did not carry her even the short distance to Bethlehem
to bring her into a city. I know that in your heart [Joseph] you feel some resentment against
me. Know, however, that I buried her [Rachel] there by the command of God.” And the
future proved that God had commanded him [Jacob] to do this in order that she [Rachel]
might help her children when Nebuzaradan would take them into captivity. For when they
were passing along that road Rachel came forth from her grave and stood by her tomb
weeping and beseeching mercy for them, as it is said, (Jeremiah 31:15) “A voice is heard in
Rama...”
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Rashi explains that the reason Jacob chose to bury Rachel outside Bethlehem is because
God commanded Jacob to do so. God knew that in the future when the sons of Israel will
become captives, Rachel will be able to rise from her tomb by the side of the road, see
her sons and pray for their sake. Her prayer would bring them back, as it is said in

Jeremiah 31:15.

Both examples, the proem to Eikhah Rabbah and Rashi’s comments on Genesis 48:7,
show how Rachel is a symbol of the power of prayer. Rachel’s prayer is so pure and
powerful that it is irresistible even to God. Until this day, Rachel’s graveside in
Bethlehem is a main place of worship for women who are barren, who pray for bearing
children or finding a life partner.

First Stanza:

For in the nights your sleep wanders NI IPIY N°H3a %D
And every terror is alive RM? X7 219 99)
Tilt your ear to the silence VPWY TN DX TR V3
The voice of kind compassion will yet rise, TRV TW D0 TR0 P
He will arrive X2 X7 730

®ip - The word kol can mean many things. Below is an example from Exodus 19:1

This verse describes the Sinaitic revelation as accompanied by “0°p721-n%9” (kolot
uvrakim — sounds and lightning) and by & pin "9 %9 (Kol shofar hazak me’od — a very
loud shofar blow). There the word kol connotes thunder and a blast. In Rachel’s song

however, the word suggests a softer, more comforting voice.

WX DYT2 IO TR PRI 0V 9 2TV 722 W) 27090 S p3n nina wgown ora s
Sahigfa}

On the third day, as morning dawned, there was thunder, and lightning, and a dense
cloud upon the mountain, and a very loud blast of the horn; and all the people who
were in the camp trembled.
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2211 7971 - (chesed rachamim — kindness and compassion) May be an allusion to

Zechariah 7:9.

IPTINTIR W WY BB TOm 105 Dy uwr TR MRS T N 3

Thus said GOD of Hosts: Execute true justice; deal loyally and compassionately with
one another.

God is calling Israel to treat one another (literally, a man and his brother) with loyalty
and compassion. The kol chesed rachamim in Idan Raichel’s song can be the voice of
divine intervention, directing the return of the soldier. It can be the hope for a
compassionate voice from the other side of the war. But if we apply the verse from
Zechariah 7:9, it might be Raichel’s way to call for the people of Israel to be kind to one
another. Our unity as a people and our loyalty and compassion will make us stronger.

In the context of October 7, 2023, this makes me think of the long period of massive
demonstrations against the judicial reform. There was so much division among Israelis
leading up to October 7, 2023. Some would say this made Israel more susceptible to

Hamas’s attack.

Second Stanza:

Since it’s for him that your soul is guarded NI Two1 172w 0D
Indeed the hour’s drawing near YW R 0207 00
When they’ll return to their border TR NTYY 7Y
He’ll fall broken in your arms T35 702 o
But at last he will be here 091237 1MWWI

— nanw el (nafshech nishmeret — your soul is guarded) The words n»w1 w91 seem to

allude to Natan Alterman’s - "awn 2w Shir Mishmar” — see last chapter.
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Guard your soul, guard your strength, guard your soul, T2 MW W T ,TWRI Y

Guard your life, your wisdom, guard your 1ife, B i 72000 o o B i i P17

In the poem, Alterman pleads to his daughter to guard her soul and warns her of life’s
dangers. The first words of the poem “Jwd1 "W (shimri nafshech — guard your soul)
and other coins of text became common in Israel, especially in the context of mental
illness and women’s mental health, in particular. In Idan Raichel’s song, this allusion to
the Alterman song sheds light not only on the soldiers’ condition but also the mental

health and emotional state of the people the soldiers left behind.

PRI N7 727p - (kreva hi ha’sha’ah — the hour is drawing near) This line may refer to
Yoni Ro’eh’s song “Pri Ganech,” (The Fruit of Your Garden) which describes a woman
who is waiting for her beloved who promised to come back, but never did. The quote
from this 1989 song: 27’7712 2w M°V27 AW APWR AN 739 MW (Shehineh kreva otah
hasha'ah sh’bah hivtiach lashuv bachazarah - that hour when he promised to return is
drawing near) recognizes our past as a people who suffered greatly from
soldiers/warriors/citizens who were lost in war, and the families who await their return.

This is not one story. This is part of our collective memory.

7777 7°2 — (B sof Haderech — the end of the road) This, too, may be a reference to Natan

Yonatan’s (1923-2004) poem titled the same, “B’sof Haderech.” Natan Yonatan’s poem

27 Yoni Ro’eh, “Pri Ganech,” Shironet, accessed January 2024,
https://shironet.mako.co.il/artist?type=lyrics&lang=1&prfid=4576 &wrkid=2659
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is often read on Yom Hazikaron (Israel Memorial Day) and describes the different stages
of life. It starts with “In every place,” then it goes to “In every shacharit (morning
prayer)” and ends with “In every arvit (evening prayer).” “In every arvit (evening
prayer)” ends with “there is a rock for those who lie in the end of the road (the dead).”?®

In Raichel’s song, the “end of the road” is not yet known but is hopeful for the return of

the missing person.

291239 12w — (ksh yashuvu ligvulam — When they will return to their border) The line

comes from Jeremiah 31:16

BI2F? B3 2P DN TN PN

And there is hope for your future — declares GOD: Your children shall return to their

country.

Chorus:
Just restrain your voice from weeping 227 TP VIR P
And your eyes from shedding tears avRTR TPV
For the gate will open 2 A9 YW °)
He will come through the storm 071237 123 7Y92 12 K1
When they’ll be marching back to here

nnpy ayws — (hasha’ar yipatach - the gate will open) Can be the gate to the city, or the
border. It reminds us of the gates of the old city of Jerusalem. Perhaps Sha’ar

Harachamim (the Gate of Compassion, since we had the word rachamim before. The

28 Natan Yonatan, “B’sof Haderech,” Shironet, accessed January 2024,
https://shironet.mako.co.il/artist?type=lyrics&lang=1&prfid=713&wrkid=16611
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gate can also be sha ’arey shamayim the gates of heavens that open in the time of Ne’ilah
at the end of Yom Kippur — where everything is finally resolved and there is a feeling of
elation (hit 'alut hanefesh).

Last Stanza:

Through what’s left of your resilience oA 703 IR 7Y
Till the waters of the stream 0D DY 777
If brought back, we will return 721 TR W OX
Restrain your voice from weeping 22 TP YN
The hope is not a dream T0RY Mpn W

2 Yom — (nachaley hamayim — the waters of the stream) The stream represents
sustenance and safety, and a place reached with the guidance of God. Raichel is aware of
the hope to reach that safety, but he is also aware of the price — the pain, anxiety, and
unbearable patience that the woman left behind has to suffer, using up all of the remnants
of her strength )Im> nvRw( (she 'erit kochech — what’s left of your resilience) as she

awaits her beloved’s hope-for return home.

o3 "9 (nachaley hamayim — the waters of the stream) is another allusion to the Book

of Jeremiah chapter 31, this time — verse 8.

D9N) 387 DX 07T 1 2w NP R T 22 YN DN DN DR R 233
"R 02

“They shall come with weeping, and with compassion will I guide them. I will lead them

to streams of water, by a level road where they will not stumble. For I am ever a Father

to Israel, Ephraim is My first-born.”
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M MR (She ‘erit Kochech) reminds us of the expression “oXw° N Rw” (She 'erit
Yisrael), the remnant of the people of Israel. It is a clue, perhaps, that the woman is not
just one woman who awaits her beloved, but a whole survivor nation that awaits its

soldiers or missing people.

T2 IR 12w (yashiveinu az nashuva — if brought back, we will return) alludes to the
plea to be returned to God and to Jerusalem that caps the Book of Lamentations, which
has also been incorporated into the Torah service liturgy, to mark the moment when the

Torah is returned to the ark.

1D7R WP WIR AN 2w TIN |0 u3wy
Take us back, O LORD, to Yourself,
And let us come back;
Renew our days as of old!

The same exilic plea to return and be returned appears in Jeremiah 31, from which we

have been quoting throughout this chapter:

T2 K? 73 QI) 3007 T RN CDYAY YWY || o ToyoR 22y Y8w nng vy

PP T NN 0 IR R
Return, Maiden Israel!

I can hear Ephraim lamenting: Return to these towns of yours!
“You have chastised me, and I am chastised
Like a calf that has not been broken. Jeremiah 31:20

Receive me back, let me return,
For You, O ETERNAL One, are my God.

Jeremiah 31:17

In the case of Raichel’s song, the soldiers/missing people are asking either God or the

political forces who have the power to negotiate their return to bring them back, and they
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will return. The last stanza ends with the repeated quote from Jeremiah 31:15, but this
time adds verse 16 as well: TR Mpn wo %23% T2 *¥in (restrain your voice from

weeping, the hope is not a dream).

The Juxtaposition of the song with “Birkot HaShachar” — “The Daily Miracles”

In order to help American Jewry access the song 221 7277 *van” (“Min’ee Kolech
Mibechi” - Restrain Your Voice From Weeping), to talk about the current situation with
the Israel vs. Hamas war through Israeli repertoire, and to promote the use of the new
Israeli siddur, Tefilat Ha-Adam, my suggestion would be to connect the song to the Daily
Miracles — “Birkot Hashachar.” The recurring prayer would be:

DR N 22w 79 WIPR 1 Ak 702 (Praise to You, Adonai our God, Sovereign of the
universe, who frees the captive.) The language of matir asurim also appears at the
beginning of the Amidah... 20X 7°nM1 2°71 ’DI77 22991 TM10. I connected the new
liturgy by Idan Raichel to the traditional liturgy, and by that I tried to infuse new and

current meanings to the ancient text.



For in the nights your sleep’s elusive
72°% P2 oY Pa pnand

(Who has given the mind to distinguish day from night)

And every terror is alive
M2 v 107
(Who gives strength to the weary)
Lend your ear to the silence
The voices of compassion will rise,
He will arrive

Q970N N
(Freer of the captives)

For him your soul is being guarded
ORI WYY
Who made me a Jew
And the hour’s drawing near
7Y P15
(Who opens the eyes of the blind)
When they’ll march back to their border
He’1l fall broken in your arms
But at last he will be here

t=kinhi=}  SnkFa}e]
(Freer of the captives)

Just restrain your voice from weeping
And your eyes from shedding tears
For the gate will open

He will come through the storm

When they’ll be marching back to here

t=kinhi=}  SnkFa}e]
(Freer of the captives)

Through what’s left of your resilience

771232 DRI MR

(Who girds Israel with strength)

Till the waters of the stream

Do DY PRI VPN

(Who stretches the earth over the waters)

If brought back, we will return
Restrain your voice from weeping
The hope is not a dream

29910K N
(Freer of the captives)

77
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Just restrain your voice from weeping
And your eyes from shedding tears
For the gate will open

He will come through the storm

When they’ll be marching back to here

QOIBR 0K AP ToR WATRR M IR T1N2
PRAISE TO YOU, Adonai our God, Sovereign of the universe,
Freer of the captives?”

Every brachah (blessing) is connected to a phrase from the song. When the song talks
about how the woman’s sleep is elusive, I attached the brachah “to distinguish between
day and night.” When the song reads “And every terror is alive,” it is as if the prayer is
born from the challenge — may God give us strength when we are weary. The recurring
phrase in this setting is the “freer of the captives,” since this arrangement is dedicated to

the captives and their families in the current situation in Israel.

I connected Nnw1 W1 12°2w1 *3 (ki bishvilo nafshech nishmeret) “For him your soul is
being guarded,” in the song and the brachah SR> 3wyw (she ehsani Yisrael) “Who
made me a Jew.” The word soul — w91 (nefesh) reminded me of the phrase 7> wo1
(nefesh Yehudi — Jewish soul) from the Israeli national anthem — “Hatikvah.” The
brachah expresses gratitude for being a Jew. In the context of the song, the blessing
reminds us to guard our Jewish soul even in trying times. The phrase in the song and the
brachah are connected through the word guarded (with the root 7.72.w). This reminded me
of the liturgy of "8 W “mw” (shomer Yisrael - the guardian of Israel) which again led

me to the brachah X 1WwYW (she ehsani Yisrael — who made me a Jew).

2 Elyse D. Frishman, Mishkan T’filah (New York: CCAR Press, 2007), 36-38
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YW X7 729 00 (harei kreva hi hasha’ah) “And the hour’s drawing near” in the song is
now connected with the brachah 0>y nPw (poke 'ach ivrim - who opens the eyes of the
blind) because as the woman is waiting for the hour, she is blind to when that time will
come. As that woman, so are we as the Jewish people — we are all feeling blind in this

time of confusion and loss.

"M NRY 07 - (derech sheerit kochech) “Through what’s left of your resilience” in
the song is connected with the brachah 771232 SR W R (ozer Yisrael bigvurah - who
girds Israel with strength), because in order to cultivate resilience, we need strength as a
people. The resilience of the individual can grow with the strength and support of Am

Yisrael (the Jewish People).

"0 YoM 1 (derech nachalei hamayim) - “Till the waters of the stream” in the song to
D' 9Y YIRA Y1 (roka ha’aretz al hamayim - who stretches the earth over the waters),
because of the connection to water, and the understanding that God is the one who
provides water on earth, or in the song’s context, God can provide safety and hope even

in the most challenging times.

As we connect our daily brachot to a new text that speaks about a current situation, we
give those brachot new meanings that help our kavanah (intention). Especially in this
difficult time of war in Israel, American Jewry is looking for ways to support Israel and
feel connected. This is a way to bridge the gap between American and Israeli Jewry

through music, prayer, and new and traditional liturgy.
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Chapter 5: “Yaalah, Yaalah” by Israel Ben Moses Najara
and the Juxtaposition with “L’chah Dodi”

Gaza of the 16th Century C.E. was not the Gaza of today. It was one of the hubs of the
Jewish community that remained in the Holy Land after the expulsion of Jews by the
Roman Empire in the year 70 C.E. Israel Ben Moses Najara was born around 1555 C.E.
in Damascus and lived for about 70 years. In his later years, he was the Chief Rabbi of
Gaza. His numerous liturgical poems were created in Jobar, near Damascus, and in other
places he lived — all under control of the Ottoman Empire at that time. Najara, who was
influenced by Lurianic Kabbalah was considered one of the most influential liturgical
poets of his time, in addition to being a biblical commentator, a posek (judge), a sofer

(scribe).

Descended from a family that originated in Spain, but fled due to the Spanish Inquisition
in 1492 to what is now Israel, Najara was a native to the Holy Land and its culture of
poetry, which included influences from his Spanish family and the surrounding Ottoman

culture. His poems were born of that place. They are native to the land.

Najara’s suggestive poem “Yaalah Yaalah” metaphorically sexualizes the relationship
between God and Israel. For this, Najara was severely criticized by Jewish scholars and
rabbis of his time. Najara’s poems, which were written in a kabbalistic imagery, were
considered profane and disrespectful. He was the subject of harsh critique on account of
his unconventional practices, indicative of the ongoing differences between Jews of

different theological and behavioral stripes. Similarly, many of the poets and writers in
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the Israeli Reform siddur, Tefilat Ha-Adam, have no business placing their creations in a
religious context, and yet they did. Perhaps the proverbial line between the sacred and the

secular is not so clear. Najara danced on that line.

Rabbi Menahem Lonzano wrote in his book Shetei Yadot (2"np 77 ,m7 "nw),

"T17 AT WA DOORIIW 71 73 7720 D M7 wxy vna”. — “(Rabbi Israel Najara) let himself

say to God blessed-be-He all that the adulterers say to each other.”°

Rabbi Hayyim Vital (1542-1620), one of the leading Rabbis of Tzfat, and like Najara, a
disciple of Isaac Ben Shlomo Luria (1534-1572) accused Najara of using foul language in
his liturgical poems, as well as being a drunkard, a homosexual, and having sexual
relations with non-Jewish women. Vital did not make these accusations based on
observation, but rather based on mystical revelations which he claimed to have received
from a spirit. However, Vital wrote that Najara did admit that on a Sabbath evening he
sang sacred poems while being drunk, with his head uncovered. He was singing shirei
kodesh (sacred songs), not shirei hol (mundane songs), albeit in a manner seen as

unbefitting:

39 Menahem Lonzano, Shetei Yadot (Venice: Self Published, 1618), 142
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Tw2 HRY 07 7P MW T YRR 12D I WRTIM 2pYe 1°22 D190 YW1 NTIW0 vap”

"o aDn

“He was having his meal in a certain hour in the house of Jacob Monidash, and he laid
his hat on the ground and sang sacred songs and ate meat and drank his wine,” (which

means he sang sacred songs without a head covering.)’!

Najara was also criticized for using Arabic style and Arabic meters in his poetry. As a
young poet, Najara composed many hymns to Arabic and Turkish tunes. However, Isaac
Luria, Najara’s mentor, had other thoughts. Luria praised him. Najara was also praised by
other prominent rabbis and scholars, like Rabbi Yosef David Azulai (a.k.a. the Hida)

(1724-1806), Mordechai Margulies (1909-1968), and Moses Sofer (1762-1839).

31 Hayyim ben Joseph Vital, Hemdat Yamim (Izmir Ottoman Empire: Algazi, 1731), Vol.
3, Chapter 3, 6-7


https://en.wikipedia.org/wiki/Arabic_language
https://en.wikipedia.org/wiki/Turkish_language
https://en.wikipedia.org/wiki/Isaac_Luria
https://en.wikipedia.org/wiki/Isaac_Luria

“Yaalah Yaalah” — Translation
(literally, a female ibex. Also, a name for the People of Israel)
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Chorus:(Dod)
Beloved, beloved, come to my garden
A pomegranate has budded, my vine has blossomed

)77)

2137 X117 17y
°193 07D 03 1N YID

Verse One: (Yaalah)

My beloved will come, (he) will hasten his steps
And will eat his sweet fruit

If my beloved’s wanderings would be elongated
How would I sit solitary upon my dwelling

)row(

VIV W OTIT R
P73 29 N 22X
PTITIDAR 7T OR
°12 9Y 2pX A7 TR

Verse Two: (Dod)

Return to me, beloved daughter

Come back, and I will then return (to you)
Behold there is a written sign within me

For within you I Shall make my dwelling place

)77)
TR N2DR 9K W
TN IR ,IR W
72102 MR NXT ny M0
1Y DR TAIN23

Verse Three: (Yaalah)

My friend, my beloved, my whole being you have
redeemed

And since then, you acquired me as a daughter (wife)
But now you have scattered me among the nations,
How could you say that you loved me

)

79 °WI1 71T,
3R DX 1% N27Y-
0°I7 OOy 1200 Ny
10208 2 RN XY

Verse Four: (Dod)

My awesome (beloved), I have scattered you for the good
For praise and good have I struggled with you

For I had loved you an eternal love

Therefore, I will seat you on my platform

)77)

T 207 R
T°N20X 0P NN 72
1175V TV 12 DY

Verse Five: (Yaalah)

May your words come true, my love

Now hastily gather my wanderings (wanderers)
And guide my battalion to Zion

There, I will offer you a sacrifice

)ao(

TTLIIT MOR
173 AORN 0 Y
TIT M TE TN
127R DX T2 2PN Y

Verse Six: (Dod)

Be strong, my wife, your palate like choicest wine.
The bud of my salvation is fresh and moist

I will carve up and decimate your enemies

And will soon send my disciple (Messiah)

)77)

270 122 A0 MY ORI
207 Y VYT YOX 02
2bIR] MR T
2130 DX T2 mawy W)
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This piyyut (liturgical poem) is written as a conversation between the Dod (beloved), and
the Yaalah (literally, a female ibex, but in this context, a female lover). It has six verses,
and in practice the first two lines are recurring, which makes them a chorus. Each verse
contains four lines. The first three lines rhyme, but the last line of each verse ends with
the suffix “ni” (°130 ,°127p ,*1017 ,°IN2AK ,°10Wn ,°10). The first letter of the first five verses

spells the name of the author YR (Yisrael - the first words are ( Y2_°np2R, *¥2 22 R12))).

The piyyut has many allusions and is inspired by the content and language of the Song of
Songs. It can be read as a suggestive, sensual text between a man and a woman, or as the
love story or relationship between God and the assembly of Israel (P8 2> noid). God is
represented by the Dod while Israel is the Yaalah. Israel is scattered among the nations in
the diaspora (galut), and God’s response is, “I will carve up and decimate your enemies,”

and will soon send my disciple (Messiah).

23399 RYa57 by Yy
SIB3 IR 2 PN 7IT

In the chorus, the male lover calls the female to his garden. The garden (33) can be a
reference to the Garden of Eden — a place of serenity and peace, or the garden in the Song

of Songs — a place of mystery and unfulfilled (or unreachable) desire.

DN PYN I 22 722 NAR w12
A garden locked
Is my own, my bride,
A fountain locked,
A sealed-up spring.
(Song of Songs 4:12)
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In this context, the garden can represent the land of Israel. Perhaps God is asking Israel to

return from the diaspora back to its homeland.

AN 72 XY AW MPY TN A0 7TV 57370 0w H270720 ROl 1 Aj o)

)O( T 2R

Truly the LORD has comforted Zion,

Comforted all her ruins;

He has made her wilderness like Eden,

Her desert like the Garden of the LORD.

Gladness and joy shall abide there,

Thanksgiving and the sound of music.
(Isaiah 51:3)

The language of invitation is (sexually) suggestive (a pomegranate has bloomed, my vine

has blossomed) and alludes to Song of Songs:

T2 ITTIN DR DY 2% Y237 11000 MDD 1937 pToN A8 00192 Fhws

Let us go early to the vineyards;
Let us see if the vine has flowered,
If its blossoms have opened,
If the pomegranates are in bloom.
There I will give my love to you.
(Song of Songs 7:10)

Verse one:
VTR BN K7 SN STYIWS I TITRI

"2 7Y WK ATM TR PTIT 2 V7T B

In verse one, the Yaalah — or Israel — is asking her beloved to hurry up and redeem her
from her misery and loneliness. There is a reference to God’s promise to Israel in the

Book of Isaiah. God will come to the aid of Israel in due time:
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FO{ [mawemR TRvR 'O DY N7 YEm 2787 i TopD
The smallest shall become a clan;
The least, a mighty nation.
I the LORD will speed it in due time.
(Isaiah 60:22)

The Yaalah is inviting her beloved to eat his sweet fruit (171 *79), with a reference to the

Song of Songs:

IR IR 22N WD AT XY YRYR Y % TR TN NI DY Y
Awake, O north wind,
Come, O south wind!
Blow upon my garden,
That its perfume may spread.
Let my beloved come to his garden
And enjoy its luscious fruits!

In this verse, the wife (’ayah — 1v7) is asking the winds to blow the scents of the garden
to attract her beloved and bring him back to her. The wife is in the garden, while the male
lover is wandering. Like the verse, in the piyyut, the Yaalah is in the garden while the

Dod is wandering.

Verse two:

NYR NN, DN ONY NN N NN YN OV

)9V 1NN T2IN2 22 NN NN NN S9Y NN

In the third verse “720w¥ IX) .28 2w the Dod (God) is pleading his beloved Yaalah
(the People of Israel) to come back and presents an image of mutual return: If you come

back, I will come back, too. This image of mutual return originates in the book of

Malachi:
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NIRIE T PR 20N TR SN 12 oY K71 P DRN0 0NAY RRY

From the very days of your ancestors you have turned away from My laws and have not
observed them. Turn back to Me, and I will turn back to you—said GOD of Hosts.

Malachi 3:7

As from this verse from the consoling end of the biblical Book of Lamentations:

07R WP wIn Jrenkiy )Wwn( IR M udvwn
Take us back, O LORD, to Yourself,
And let us come back;
Renew our days as of old!
Lamentations 5:21

In these verses, God calls the Israclites to come back to God’s laws. Israel has “wandered
away” from God’s ways by practicing sorcery, committing adultery, swearing falsely,
cheating laborers of their hire, and subverting the cause of the widow, orphan, and
stranger. If the people turn away from these ways, God promises to reciprocally return to

the people.

However, in the context of Rabbi Israel Najara’s life this text can bear another meaning.
Najara was born in 1555 C.E. in Damascus, but his familial origins were in the Spanish
city of Najara. Najara, the poet, was born sixty-three years after the Jews were expelled
from Spain, and the Jews were still suffering the consequences of this exile. Perhaps, for
Israel Najara, the idea of “returning to God” meant a return to a feeling of safety, and to

the sense of home that the Jews of Spain once had.
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In the third verse the words *12w% 10X 72I1N2-°2 712102 NIR NXT 1Y 737 suggests that there is a
covenant between God and Israel. 712102 NX can be translated as “a written letter,” or a
written sign. Perhaps it is the Torah that is the written word between God and Israel. The

word 712302 with an accented “bet” also means a marriage contract (ketubah).

The theme of a marriage between God and Israel appears also in the liturgical poem

“L’cha Dodi” which I chose to juxtapose to this piyyut and will focus on later.

I translated the words *10w7 0% 72102-°2 as “for within you I will dwell.” If we read it as
words that are said between a man and a woman, the subtext is very sensual and
suggestive. However, if we focus on the word pwn — literally the tabernacle, or the place

where God dwells, the text reminds us of the verse from Parashat Terumah:

101N *PIAY) WIpn %2 W
And let them make Me a sanctuary that [ may dwell among them.
Exodus 25:8

In the second verse, God calls Israel to return to God, so that God can return to the people

of Israel and dwell among them.

Verse three:

I3P) MIST 8RN 30078 WL 1T 9

N3TR 27 BNNT R AONRY Y] 022 77 1Y
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In the third verse, the Yaalah reminds the Dod how he redeemed her and acquired her as
a beloved (literally here, a daughter). This language of redemption recalls God’s

redeeming of the Children of Israel from Egypt:

DT YN WBIT 27NN 0P DY RN
My lips shall be jubilant, as I sing a hymn to You,
my whole being, which You have redeemed.
Jeremiah 31:11

We can also find the root .71/°.7.5 In our daily prayers, which refers to God’s ransom of

Jacob, or also to Israel’s redemption from Egypt, by the hand of God:

“poIp SMIR” (ofi kanita) - The “acquisition of Israel” by God “since then” (me’az - 18%)
was done by 770 1nn (matan Torah) - giving Israel the Torah, on Har Sinai (Mount

Sinai).

IR PIT TR TORN-2RYTIN YT 787D

For GOD will ransom Jacob,
Redeem him from one too strong for him.

In the third and fourth lines in the third verse, Israel briefly departs from the prior tone of
adoration to protest God and asks how God could claim to love Israel if God has scattered
Israel among the nations. The allusion here is taken from the book of Psalms. In these

verses, Israel is pleading for God’s love and support after giving numerous

amear a%vaey-aRn NYD wInn
You let them devour us like sheep;
You disperse us among the nations.
Psalm 44:12
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examples of the troubles Israel is experiencing. Israel, the Yaalah, claims that despite the
challenges with which God has struck Israel, Israel did not forget God and was faithful to

the covenant.

Verse four:

ToRRRY U7 SN ¥h,Y NN
2I217% ¥ 20WIR] 5F YT ON3TRE YN 2780 2

The word sn»3R (ayumati) has multiple meanings, both negative and positive. The word
21X (ayom) can be translated as horrible, terrible, or even a threat. We can see an

example of the negative translation in Exodus 15:16.

There is a mention of the acquisition of Israel in this verse. “n°p 7 2¥” (am zu kanita) —

which appeared earlier on verse three of the piyyut.

WRYIATTY ATV 1aRWT IR T09) FORR oF°7y 28N
Rihrirs
Terror and dread descend upon them;
Through the might of Your arm they are still as stone—
Till Your people cross over, ‘7,
Till Your people cross whom You have ransomed.
Exodus 15:16

However, in Song of Songs we see this word in a different context of a loving

relationship.

INTP3TID RN DY NG TEIN3 NNy DK 719
You are beautiful, my darling, as Tirzah,
Comely as Jerusalem,
Awesome as bannered hosts.
Song of Songs 6:4
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How can the scattering of Israel among the nations be for the good?

On Pesachim 87b:18 Rashi comments ““7r1> an172% 172127 17 XoW - 10w 7wy ap7x”: The
scattering of Israel among the nations was for the good since their enemies could not

decimate them all at once.

PRy v Pan9 — “I will release thee for fame and for good.”

According to Ibn Ezra on Genesis 25:24:1, the word 2°mn (tumim) which appears in
relation to the birth of Jacob and Esau, is similar to the word 7°n"W (saritich) since they
are both missing an X (aleph). Ibn Ezra suggests that he word o°»\n (fumim) should
actually be read as 2mIXn (¢ 'omim), and "N W (saritich) as TN*IRW (sh 'eritech), each
with an extra aleph. 0 RW (sh ‘eritech) calls to mind 2107 IN*RW °nN1 (natati sheritech
[’tov) (Genesis 24:25) - I will deal well with thy last years (she ‘erit). Or in other words,
fear not (Israel) for I will grant you fame and goodness for the remaining time, or, the rest

of your days.

Another allusion to which this line may refer is from the prophecy of Zephaniah:

0p°Maw-NR W3 YIRT *py 253 7307 2W2 0NN 1ARTD 0NN "¥AR NY-DINR XX K77 Ny
27 RN D1V
At that time I will gather you,
And at [that] time I will bring you [home];
For I will make you renowned and famous
Among all the peoples on earth,
When I restore your fortunes
Before their very eyes
—said GOD.
Zephaniah 3:20
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Israel Najara brings God’s words as they appear in Zephaniah’s prophecy to reassure

Israel regarding their future.

place you on my platform. The platform is the place on which the Levites were stationed
for the service of song in the Temple. In this context, the Dod (or God) expresses his love

toward the Yaalah (Israel) and promises to cherish her.

Verse five:

TITIN ONDD MR DY T, 1RTRY T
127PD 87,73 P8R WY TN VRN A

Yaalah’s reaction to the Dod’s reassurance is trust and hope that his words will become

true. The reference here is the words Laban spoke to Jacob:

170272 73007 17 137 RN
And Laban said, “Very well, let it be as you say.”
Genesis 30:34

The Yaalah (Israel) is asking the Dod to gather her wanderers (the People of Israel) and
guide them into Zion. The People of Israel’s image is an army battalion — a hope for
strength and unity. When the People of Israel will get to return to their home, they will

show their gratitude to God by making an offering.

277 297 YWY 9X? 227 1Y 7 OMT Y P
21300 §7.57 DWW Sm2 NI 18T e
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The Dod reassures the Yaalah and wishes her strength - 71999 sp (hizki r’ayah). The
word 9217 (hikech) comes from 711 (hech) — a palate. In this context, the Dod says to the
Yaalah that her words are as pleasant and tasteful as a good wine. The allusion is taken

from “Song of Songs™:

O3 PPRW 2217 DOy TITY TN 2195 105 T2
And your mouth like choicest wine.
“Let it flow to my beloved as new wine
Gliding over the lips of sleepers.”
Song of Songs 7:10

289) W1 YWY vIX.93- (ki tzitz yish’i ra’anan v 'ratov) literally, the bud of my salvation is
fresh and wet. The salvation is described by an image of a bud waiting to grow. In other
words, salvation will be coming to fruition soon — salvation is near. At the same time, the

language here again is suggestive and sensual.

2BIRY NIRT 99 (ul 'siraich echrot v'echtov) — 1 will carve up and decimate your
enemies. The roots n.7.2 and 2.v.11 also come from the world of nature — chopping wood
)YM2%( lichrot, and cutting trees )2wn>( lahtov. This continues the theme of the garden
)13( gan, the bud (%) tzitz, sweet yield (1731 *9) pri m’gadav, etc. This time, it is about
the protection that God will provide to the People of Israel by defending them against
their enemies. The word 2739 (siraich) is interchangeable with the word 9% (tzoraich)

from the root .79.7.¥ — enemies.
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SINR.NN T2 oW wom (v 'chish eshlah lah et sgani) - And I will soon send my disciple
(Messiah). God’s promise of reassurance to the people of Israel in their time of need is

sending the Messiah.

The Juxtaposition of Yaalah Yaalah and L’chah Dodi

The piyyut “Yaalah Yaalah” appears in Tefilat HaAdam — An Israeli Reform Siddur for
Shabbat on page 205 as part of naw? nN°27w21 naw n?ap% ’noon (Tosefta L ’Kabbalat
Shabbat v’L’Arvit [’'Shabbat — Supplement to Welcoming the Sabbath and Sabbath
Evening Prayer). My suggestion would be to juxtapose this piyyut to another piyyut —

“L’cha Dodi.”

Both piyyutim (liturgical poems) were written by men who lived in the same era. “Yaalah
Yaalah” by Rabbi Israel Najara (1555-1625), and “L’chah Dodi” by Rabbi Shlomo

Alkabetz (1505-1584). It is likely that Najara was familiar with “L’chah Dodi.”
Both piyyutim also have these themes in common:

1. God-Israel relationship as a male-female courtship.

2. The wandering in the ga/ut and the hope to go back home.

3. God’s promise to protect Israel from its surrounding enemies.

4. The understanding that consummating the relationship between God and Israel

will bring Israel prosperity and fame among the nations.
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1) God-Israel relationship as a male-female courtship

In “Yaalah Yaalah,” Israel is described as 173° (yaalah - female ibex), 728 n2-(bat
ahuvah - beloved daughter), and at the end is called 72y (ra ’yah - wife) which suggests
that the relationship was consummated by a wedding. The dod is described as >7°7° "¥7
(re’i y’didi - my friend, my beloved). There is also a mention of 0?W n2aR (ahavat olam —

eternal love).

In “L’chah Dodi,” the dod (uncle, beloved) can also be God, while the kallah (bride) is

the People of Israel. The wedding is stated in verse seven:

92 9 100 WD IR TV W (vasis alaich elohaich kimsos hatan al kallah) - God will
rejoice upon you as the joy of a groom over (his) bride. In another interpretation, the dod

can be Israel, while the kallah is the Sabbath.

2) The wandering in the galut and the hope to go back home.

In “Yaalah Yaalah,” Israel begs God to show her His love and redeem her from her galut.

God’s response is reassuring.

Si . "INIT 2 RN TRY DT 2RY 7307 ANy
ince you scattered me among nations, T P .

How can you say you have loved me?
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You are scattered for the good

I will grant you fame and goodness for the

rest of your days

TR 2M0T2AN7) TR 207

Now hastily gather my wanders (wanderers)

And guide my troupe into Zion

There, I will offer you a sacrifice

7Y FOXD T DY

2127R DR TP PR DY O A0 TX TN

In “L’chah Dodi,” there are numerous calls for Israel to rise from a state of mourning, or

from a condition of suffering and galut to a redeemed state:

Arise, escape from the midst of the chaos

Long have you sat in the valley of tears

72933 i XY WP

K933 PRY2-NIY T2 27

Shake it off, from the ashes get up!

Put on the clothes of your glory, my people!

WP "9YR WA

MY TNIRHN "TIWI?

Nearer to my soul is its redemption!

7R WHI VK R

Why be depressed? Why be upset?

WD AN

In you my poor people will be sheltered

And she shall be rebuilt - the city on her hill!

Y 3y W TR

770 By Y An1an
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3. God’s promise to protect Israel from its surrounding enemies.

In “Yaalah Yaalah,” God promises to protect Israel from its enemies:

I will carve up and decimate your enemies M%) MR TN

In “L’chah Dodi,” God states the same:

And attacked shall be those who attack you TOXY T0WwnY 10
And far distant will be those who devoured TY9an 92 0
you.

4. The understanding that realizing the relationship between God and Israel will

bring Israel prosperity and fame among the nations.

In “Yaalah Yaalah,” God promises Israel a better future:

My awesome (beloved), you are scattered for the good TR Y L NRR

I will grant you fame and goodness for the rest of your days TR N AN

In “L’chah Dodi,” it states that if Israel will keep and remember the one-ness of God,

God will grant Israel glory and fame among the nations.

"Keep" and "remember" in one saying TOR M272-7127) NN |
We were caused to listen by the Unified God 03 OR uynYid

Adonai is One, and His Name is One TON MWTTOR '
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(Israel will become) known, glorified, and praised

2071 NRONP1-OYT

The power of this juxtaposition between “Yaalah Yaalah” and “L’chah Dodi” is

connecting the familiar with the unfamiliar. “Yaalah Yaalah” alone would not necessarily

work for the typical North American congregation and is unfamiliar. But “L’chah Dodi”

shines a light on the two pieces’ common themes. Many regular shul-goers in North

America will be familiar with the words of “L’chah Dodi” and its many popular

melodies. Those familiar words will be an entry point into “Yaalah Yaalah” and will

create an opportunity for diaspora Jews to feel at home in a Shabbat service in Israel that

uses “Yaalah Yaalah” and would also bring “Yaalah Yaalah” to the diaspora.
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Chapter 6: “Or Virushalayim” by Yosef Sarig and the
Juxtaposition with “Hashkivenu”

Historically, Reform Movement theology often downplayed and/or outright rejected the
idea of the centrality of Jerusalem in Judaism. While Orthodox and Conservative
siddurim (prayer books) are littered with prayers, poems, and readings lamenting the
destruction of Jerusalem and calling for the city’s redemption and resurrection, and the
Jewish people’s return to Jerusalem, the Reform Movement generally took the approach
that each Jewish community is central to itself, and each Jew is autonomous. Leading a
full Jewish life neither required a Jewish state, nor Jerusalem as its capital. A Reform
Jew, in theory, could be at home in any community in which there was a community.
References in old Reform prayer books regarding returning to Jerusalem were few and
far between. But since the rise of Nazism and the founding of the State of Israel, there has
been a shift in the Reform Movement’s attitude toward Zionism. According to Rabbi
Dalia Marx in her article “Zion and Zionism in Reform Prayer Books™:

The early and classical Reform prayer books were characterized not only by the

omission or obscuring of the petitions for a return to Zion and an ingathering of

the exiles, but also sometimes by a reduction in the number of references to Zion

as the cradle and spiritual center of the Jewish people. In the case of the American

Union Prayer Book, these petitions were completely omitted. From the 1930s

onward, however, a gradual change can be seen in the attitude of Reform Judaism

toward Zionism. The horrors of the Holocaust, on the one hand, and conversely

the establishment of the State of Israel, followed by the existential anxieties of the

young state during the period before the Six-Day War and the ensuing sense of

relief, all led to significant developments in prayer. Many liturgical sections that
had previously been omitted were reinstated in the prayer book.” 32

32 Dalia Marx, “Zion and Zionism in Reform Prayer Books,” in The Fragile Dialogue, ed.
Stanley M. Davids and Lawrence A. Englander (New York: CCAR Press, 2018), 168
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The Reform Movement now is largely pro-Israel and in favor of diaspora communities
supporting a strong Jewish State. However, the news of that diasporic pro-Israel shift has
not always been successfully disseminated to Israeli Jews in Israel. There is still a
lingering feeling amongst many in the Israeli Jewish population that the Reform

Movement is anti-Zionist and “not Israeli.”

So, what does the new Tefilat Ha-Adam prayer book do to counter this narrative? How
does it speak to the average chiloni (secular) Israeli who may be checking out the Reform
Movement for the first time? How does this prayer book speak to the disaffected dati
(Orthodox) Israeli who may be looking for a more pluralistic approach to Judaism? How
does Tefilat Ha-Adam deal with the very “reality” of Jerusalem for Jews who actually

live in Israel, yet still promote universal values?

In this chapter, I will examine Tefilat Ha-Adam'’s inclusion of Yosef Sarig’s prayer/song,
“Or Virushalayim,” a beautiful love song and tribute to Jerusalem. What is this song
doing in a Reform Movement prayer book? And what does that say about the modern
Reform Movement in Israel, and the Reform Movement in general? What new meanings
are born from my idea of the juxtaposition of “Or Virushalayim” with the “Hashkivenu”
prayer? What is Tefilat Ha-Adam’s chidush (innovative idea) in “Hashkivenu,” and what

does it say about the current values of the Israeli Reform Movement?

First, some information about the composer: Yosef Sarig was an Israeli poet, musician,

and composer. He was born in Kibbutz Beit Hashitah in the Beit She’an Valley and was



101

killed during the Yom Kippur War when he was only twenty-nine-years-old. He was born
to Nahum Sarig, commander of the legendary Palmach unit in the Negev Desert during
the 1948 War of Independence, and to Tikva Sarig, a published children’s author and

educator.

After graduating high school, Yosef enlisted in the Israel Defense Forces and completed
an armored officers' course. Upon his release from the army in 1966, he worked in
agriculture while studying music at the Oranim Seminary and served as a music teacher
in the Beit She’an Valley area. He was a singer in the United Kibbutz Choir

)TN YI2°P Nonpn - mak 'helat hakibbutz ham 'uchad) for many years. In the years

since his death, the choir has included some of his songs in its regular repertoire.

In the Yom Kippur War, Sarig fought as a tank company commander in the battles of the
Golan Heights. It was there he lost his life. Sarig was one of the eleven kibbutz members
from Beit Hashitah who were killed during the Yom Kippur War; indeed, that kibbutz
was the community in Israel with the highest per capita casualties in the war. The heavy
grief led to the creation of two songs that were identified with the terrible disaster of the
families and the kibbutz, and are treasures of Isracli music ever since: “The Wheat Grows
Again” (21 DX 70 nn — hachitah tzomachat shuv) with text written by kibbutz member
Dorit Tzameret (music composed by Haim Barkani from Kibbutz Sha’ar Golan), and
“Unetaneh Tokef,” with music composed by Yair Rosenblum, who also lived in Kibbutz

Beit Hashitah, and was made famous by the performance of HaGevatron ensemble. After
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Sarig’s death, he was decorated with the badge of honor and was promoted to the rank of

major.

Yosef Sarig was married to Nurit Moran-Sarig and left behind two sons. His son Assaf
Sarig was five-years-old at the time of his father's death. Assaf is a member of Eifo
HaYeled, (79°17 n9°R) the Israeli rock band, and he composed the music for his father’s
poem, "Wings, You Don't Hear" (Knafayim, Eincha Shome’a ¥y 7R ,0912). Assaf
also performed the song "My Death Comes to Me Suddenly" (vno? 2 X2 °min — Moti Ba

Li L feta), which Yosef wrote about six months before his death.

Yosef Sarig wrote and composed many songs, which were collected and published under
the title 7wenty Poems. His best known song is “Or Virushalayim” (“Light and

Jerusalem”) which he wrote in 1972, a year-and-a-half before his death.

The story of how “Or Virushalayim” came about is as moving as the song itself. In the
television program To A/l Your Songs, )17°w 23% - L chol Shirayich) which was broadcast
in May 1992, the poet and composer Naomi Shemer told the story of this song's birth, as
told to her by the poet's mother, Tikva. On a winter day in 1965 (different sources state it
was 1963), the Sarig family traveled from the Jezreel Valley to Jerusalem to lay to rest
their grandmother who had passed away. It was a rainy winter's day and all of a sudden,
as they approached the beginning of the steep ascent to Jerusalem (at Sha’ar Hagai), the

sun came out and a rainbow appeared. The rays of the sun piercing through the clouds
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which accompanied them all the way to the cemetery particularly made an impression on

Yosef.

In 2003, Yosef’s brother Tzchaki wrote:

When we escorted our grandmother with Nachum
our father from her last home in Beit Hashitah in
the Valley to her first and last place in Jerusalem, a
heavy rain accompanied us. It was a day in the
month of Shvat, January 1963, and the five of us,
Nachum and Tikva’s sons, Yosef the middle son,
were sitting all around Grandma's coffin in the
"box" of the truck looking all the way for an
escape from the bewilderment of this strange place
that we found ourselves all the way to Jerusalem
together with our grandmother's coffin.

Our mother also sat with us in the back, because
there was room only for Father in the front. Later,
Mother told us that suddenly, close to the ascent to
Sha’ar HaGai, a soft sun came out, as if smiling,
and made the rainy and gloomy road into
something that could perhaps be overcome.
Mother also said, many years later, that halls of

turquoise were revealed in the sky, and rays shone

DI oy NPW XNAD DR OIIHWI
WA 22 NIRRT AR AR
IR NWRIT PR DR pavaw
T .MBYRT Wi MR MY 000w
12 ,nwenm L1963 R vaw av
12W° ,112W OVRART A0 ,INPN 21
"IIXR"2 RNAD PW 7N? 2020
7 Uvon 1T DD Dowenn L,NRWAT

D2 YRV T AW DIPRA 191207

JIN20 W A1IR QY DY 11T

790 ,70RN UNOKR 72W° 15w RAK O3
%% AT T°7 71°2p2 0Ipn 0T RARD
TMO ,DINND YNORW  NAR 7190
IRYY ROAT WWaA 7000 Bw annng
M DY LN M L,a00 waw av
N0V WA DITMPM IWwAT 70T

L,RNR 777970 T NN M9PXY 99K IWOR

W M%7 1931w, R 7207 DOIw
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with a wonderful light all the way to Jerusalem, TR W DCIPWY L2 TP
landing among masses of pine trees, like ten- mnma ,o°%wIh 7777 MR 90 R991
thousand diamonds. Later, Mother told me that she | X127 %> ,17IR7 XY 107 P2 377
met there, in the unforgettable moment of the ,O0 TWIDW RAR 719°0 207 .21
comforting sun above Jerusalem, the eyes of her DOAIPIT WY W mowl R9T Y2
son Yosef, my brother. His eyes were filled with ,712 90 YW PV DX DU T9vna
infinite pleasure, she told us years later, when she | X7 ,yp TR AWw2 w1 Py O0R
no longer had this son. 7°77 XD 920w L0 IR 221w 12 7790

hinkshiy,

Yosef Sarig wrote and composed “Or Virushalayim” in January 1972. The song was
commissioned by Dov Carmel, a well-known composer. HaGevatron ensemble sang the
song for the first time in celebration of the fifth anniversary of the reunification of
Jerusalem (Yom Yerushalayim). HaGevatron recorded the song as part of the album My
Valley (5w pny - Emek Sheli). According to different Sarig family members, the song was

translated into ten different languages, among them is Japanese and Arabic (Lebanon).

In 2016, a basalt stone memorial was placed at the site of Yosef Sarig's death in the
Golan Heights. The monument, which was nicknamed “Or Virushalayim,” is the work of

the sculptor Yuval (Yuvi) Lufen of Kibbutz Ginosar.

“Or Virushalayim” became an instant “hit” and ever since has become an integral part of

Israel’s musical legacy. A folk dance to the song was choreographed by Shoshana
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Koplewitz. Ironically, the lyrics do not mention the name of the city, except in its title.
Perhaps, there is no need, since the song describes Jerusalem in a most unique and
beautiful way. In 1975, Yosef was posthumously awarded the Medal of Distinguished
Service (Itur Hamofet), but his songs — especially “Or Virushalayim” — were his awards

to the nation.

The song was recorded by the famous duo - HaParvarim (2°727577). It was also recorded
by Ruhama Raz, Yehoram Gaon, and more recently by Yuval Dayan, as well as Maya

Belzitsman with Yagel Harush.

Translations

Below are two translations for “Light and Jerusalem.” Nadavi Noked translated the poem
for the movie The Museum by director Ran Tal. The movie was screened in The
Jerusalem Film Festival in July 2017. Noked’s version is poetic and it captures the spirit
of the poem. In addition to Noked’s translation, I added another version based on
Noked’s translation and Rabbi Wendy Zierler’s suggestions for a more literal translation

of the poem. While this translation is more accurate, it is not meant to be sung.
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Words and Music: Yosef Sarig Translation adapted from Nadavi Noked

The silence falls again when evening skies are dusking
Like birds of prey that glide above the deep,
A red ray like a flaming sword kissing

the heights, the towers and walls.

2797 "R IR 01X W bPYD
NG Hyn M7 MR
275 v NPYN TR TIPY

NMINEY 29 73HE ,NRHE NY

I saw a city wrapped in light
More bountiful than the colors of the rainbow
And she plays upon me like a harp

I saw a city wrapped in light

TR NIYIY Y DR
NYFT oyak Howa A Ry
WY 2333702 NI XY

IR N Y NINRY

And now the shadow crawls its way from distant pine
hills nearing the neighborhoods secretly like a lover
It faces twinkling eyes, so many and so light-filled

In sudden awe they open wide, so clear, so bright

TIRE NI Pan D83 Lo
DY 9N 7RI 002 2P
L7 IRT OPY RN 10 Dn-

DRI 1IN WD Y0DY

I saw a city wrapped in light...

LR DEHY Y DR

Amidst the silence of the final watch — it's breathing
The last pieces of the velvet heaven fade to white
Yet the dawn is already reddening its golden dome

It's caressed by warmness of the newborn light

RN AR NYRYY NTY
Ik TGN 0°07 D°PRY hoY0pN-
MyTIR A7 33} ND3 73710V N

VY R PW 03,000 Wan?




Words and Music: Yosef Sarig Translation Nadavi Noked
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Words that describe light and colors are highlighted in yellow. Words from the world of

aviation are highlighted in light blue. Words that describe sound are highlighted in grey.

The silence falls again when evening skies are dusking
like birds of prey that glide above the deep, the soil

The setting sun (literally, red ray) now meets the flaming
sword, it's basking

caressing mountain tops, the towers and the walls

2793 "y X B8 2w LY
nT?JTn.U;j ]7}_]?; n:j nZNTD
27 032 NPYM ARIR T

NNy 091X ,NAEST Ny

I saw a city embracing light
Transcending all the colors of the rainbow
A harp within my soul resounding in delight

[ saw a city embracing light

IR DB 1Y R
NWFT oyak Yowd AR Xomy
WYF 223302 Dl oy

IR AW Y NIRY

And now the shadow crawls its way from distant pine hills
The masqueraded lover nears the streets till night
It faces twinkling eyes, so many and so light-filled

In sudden awe they open wide, so clear, so bright

TIRE N3 1R 283 S0 M
.m‘mqfa L)h_{ 231'&9'1!3'@3 2P
11}(3 1Y K127 ,m’xﬁ,g i 5
an

NYS33 PR WpDl s

I saw a city embracing light...

LR NBETY Y SNRY

Amidst the silence of the final watch — it's breathing
Last pieces of the velvet heaven fade to white

Its golden dome is dawning (literally, becoming red) and

MY OR NRWN NI
TIOR 0°0 DPREY ND°VPIY:

pRlxfa)
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the darkness — leaving NRTIR A7Y 277 NDD 123770 IR
when it's caressed by warmness of the newborn light YN R W 917,000 Wany
Song’s Analysis

This song is a love song for the city of Jerusalem. Even though the name of the city is not
mentioned in the text itself but only in the song’s title, it was written about none other
than Jerusalem. The song describes the city’s unique views: the Dome of the Rock, the
pine trees, the Old City’s towers, the walls (perhaps the Western Wall) and the Old City’s

neighborhoods.

The poem starts with the evening twilight (27¥7 W@ — shmei ha’erev — evening sky), the
sunset (717X 1P — keren adumah) literally, red ray of light, moves to the crawling
shadow with the flickering artificial lights of the city (X7 °1°¥ X121 ,mxp — kritzot, ribo
ha’or) and then to the morning light (7°¥X 7R — or za’’ir - literally, young light). The text
brings to life the famous views of the city in lively, romantic colors. (See the highlighted

words in yellow).

Jerusalem is described as a “city embracing light” and “transcending all the colors of the
rainbow.” This matches the description that Naomi Shemer recalled from Yosef Sarig’s
mother — about the view of the city from Sha’ar HaGai, and the rainbow that Yosef saw
there. It can also be the description of the city in general, the golden dome in the red ray
of sunset, the pine trees in the evening shadows, the “velvet heaven fade to white” and

the newborn light.
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The song also contains images and verbs from the world of aviation. Yosef Sarig was one
of five siblings. He had three brothers and one sister. One of his brothers was a pilot and
was a great influence on Yosef. The words nX (zzone 'ach - literally, to parachute or
descend), m°R7 (d iyah - glide), 717 (dayah - bird of prey - a kite), 2°pnw (sh 'chakim -
heavens or sky), mmana 9vn (m’al hat’homot - above the abyss, or great depth) are all

inspired by that area of interest.

The poet describes the moment of sunset as a unique sensory experience of sight and
hearing, of external and internal experiences - a whole world of contrasts that create
wholeness. This perfection is expressed in the metaphors n¥Fn *vak Yow3 (bishlal tziv'ei
hakeshet) “all the colors of the rainbow" (an external visual experience) - which
expresses the perfection of the world of colors, and W¥F 9233 (k ‘nevel he’asor) "the harp
of the decade" (an internal auditory experience) - in which the experience of seeing the
light becomes the internal playing of that ten-stringed violin (Psalms 92:4) which

symbolizes perfection and the circularity of the world (more on that later).

The moment of sunset is described in the first stanza as a moment of silence, which
descends quietly and taking over the city. A silence accompanied by a special light of "a
red sun kissing the heat of a sword" (2711 v% NpWY — nosheket lahat cherev), a phrase that
expresses the tension and contrast that exists between "a kiss and a sword," as a metaphor

for the soft, warm, but hard, painful, and fighting city.
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2917 vaY is also a quote from Genesis 3:24:

oI v YN AT n3gonha 300 vl DRY D030 119 0TER 12w oy vl

It (the man, or the human race) was driven out, and the cherubim were stationed east of
the garden of Eden and the fiery ever-turning sword, to guard the way to the tree of
life.

Did the red ray of sunset remind Sarig of an ever-turning sword? Perhaps, in the context
of Jerusalem’s unification in 1967, five years before the song was written, Jerusalem
seemed like the Garden of Eden, and the life before the city’s unification when the Jewish
People were not permitted to visit the holy sites in the old city, felt like God’s banishment

of Adam and Eve from that former paradise.

But precisely at the time of sunset, which brings the coming of night, the "darkness" that
approaches and descends on the city, precisely at this moment of twilight, in contrast to
the sense of descent and unease existing in space, the poet experiences elevation and
ascension, as expressed by the line, "and it rises in the multitude of colors of the rainbow"
(nwpn oyax Sowa a9 XM - v hi olah bishlal tziv’ey hakeshet). Jerusalem is a city of
"twilights," a city where the hidden is greater than the visible, and precisely when it rises,
and not at all silently, it "plays the harp of the decade in me," or, plays the ten-stringed
harp in me, (WMWY 9215 %2 NI — nogenet bi k’nevel he’asor). The poet expresses here the
struggle between the inner strength of Jerusalem and the "darkness" and "silence" that

descend upon it.
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As mentioned earlier, the chorus contains the words: Ww¥F 2213, which is a quote from

Psalm 92:3-4.

IM22 IDPRRT TN PR THIY
To proclaim Your steadfast love at daybreak,
Your faithfulness each night
TR TN 2y 03n Moy
With a ten-stringed harp,
with voice and lyre together.

The songwriter thus conducts a dialogue with Psalms 92:3, and the author of the Psalms,
King David, who expresses the need to thank God for moments of light in the morning,
and for moments of darkness, "...to praise in the morning your kindness and your

faithfulness at night" (Wp32 7337 n¥2°22 IndhwRi1700).

In the morning when everything is bright and clear and God's presence is easily felt, it is
easy for a person to believe and express gratitude. But in dark times, at night, one needs
faith to believe that God's presence and protection still exist in the world, even if danger
and darkness are all around. The author of the Psalms suggests showing gratitude by

playing "a ten-stringed harp, with voice and lyre together."

11 (higayon) comes from the root 71.3.7 — MY, to pronounce or to think. In other words,
one’s voice, words or thoughts of gratitude must be accompanied by the harp of the

decade, namely, a ten-stringed violin, or harp.

While I am not sure if Sarig had this idea in mind, I do believe he knew Naomi Shemer’s

song “Yerushalayim Shel Zahav.” “Jerusalem of Gold” was written five years before “Or
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Virushalayim.” Sarig’s line MWy 9212 °2 naa XM (v 'hi nogenet bi k’nevel he’asor - and
she plays upon me like a harp), reminds me the final line in Shemer’s chorus: 729 X273
172 IR W (halo I'chol shirayich ani kinor - behold, I am a violin to all your songs).
Psalm 92:3 connects all these concepts together — the violin, the harp of the decade (or,
the ten-stringed violin), and the concept using music for praise even in dark times, when

the night falls.

And indeed, Sarig’s second stanza describes the night falls. Here, the night, or the
shadow is a mysterious lover approaching the city. There is a hint of danger, perhaps
tension in this scene, but the city of Jerusalem responds with ten thousand (X121 - 7ibo)
winks (MX™p - kritzot) of the city’s nightlights (787 °1°Y - eynei ha’or). From a possible
experience of danger that the night brings, we discover a potential love scene, perhaps a
forbidden love between the night (perhaps a male lover) and the city (perhaps a female

lover). The city’s nightlights are open wide with excitement for this affair.

Another interpretation is that at night, when the people and the city are in their darkest
moments and are looking for a source of hope, when there is no external light and the
world is forced to search for its inner light, Jerusalem surprises and shines with an inner
light — a light the people illuminate. These people are the people of Jerusalem we know

from the present and throughout history. One of these people is King David.

Indeed, following this comes the repetition of the chorus where we hear the words of

King David resonating through Psalms 92:3-4.
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The third stanza can be understood as depicting the birth of the new day, which begins in
the last third of the night (721X YWY - ashmoret aharonah). We might hear in the night
“breath” (NuWM AR NYY - ashmoret aharonah noshemet) an evocation of the panting
of labor, or merely the sound of the last breaths of night-time sleep. The end of this night
watch, however, and this sleep, brings a new young light (7°¥¥ 7R or tza 'ir), a new day
rising over Jerusalem, the one that will "drive out" the darkness. This light is also born in
a multi-sensory experience of hearing (777 — dumiyah - silence), sight ("3 — mahavir
- fade to white, ( N"R7R — odemet - becomes red) and touch (2037 Wi — maga ‘o hacham

warm touch), like that of a newborn baby.

But it can also be seen as a meeting of a couple in love who meet and blush every day.
Now, the night becomes day, the crawling, dark shadow from the second stanza becomes
white, velvet heaven (perhaps, a wedding gown?) and the city blushes with its dome ( n92

MATIR NP 23F — kipat zahav shelah odemet).

The Juxtaposition with Hashkivenu

The song “Or Virushalayim” appears in Tefilat Ha-Adam on page 201 as part of the
“Tosefta for Kabbalat Shabbat and Arvit for Shabbat.” The immediate reason I wanted to

juxtapose the song with the “Hashkivenu” prayer is the common theme of “Jerusalem.”

In an Israeli context, this song is sung during Yom Yerushalayim (Jerusalem Day), as
well as Yom Hazikaron (Israeli Memorial Day). As a child, I sang this song as part of the
Jerusalem children’s choir — the Ankor Choir. We sang it in official events in Jerusalem

for dignitaries who came from abroad, or when we represented the city in choir
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conventions in Israel and in Europe. This song was part of the choir’s regular concert

repertoire.

The song starts in the twilight of evening. If sung on Friday, that would be just the time
that Shabbat begins. Darkness brings unease and fear. The “Hashkivenu” prayer seeks
comfort and safety in the face of danger. If the song talked about shadows creeping to the
city, the prayer states many other potential dangers: 2" (oyev - enemy), 127 (dever -
sickness or disease), 27 (v 'cherev - war, literally: sword), 2¥y™ (v 'ra ‘av - hunger), 13"

(v’yagon - grief), yw91 1Y (avon vafesha - transgression and crime).

The song includes imagery from the world of aviation. The prayer contains the phrase
T2W N0 DY WD (ufios aleinu sukkat shlomecha — spread upon us a shelter of
peace). The root w.7.5 can also refer to spreading wings, which makes for a nice
connection to the song and to the theme of winged flight. Later in the prayer, there is a
wish for taking shelter under the wings of Shechina 117°non 912 2321 (uv 'tzel k’'nafecha

tastirenu) — and hiding, or protecting us under the shadow of Your wing.

The word shadow (2% — #zel) appears in both the song and prayer. In the song, the shadow
appears as a potential danger at first, crawling from the distant pine hills, but then we
realize the same shadow is hiding like a lover (m112w:1 HX 27X 02 27 - karev baseter
k’ohev el hashchunot). In the prayer, the shadow is a source of comfort and divine
protection (117°noN 7913 Y¥ — uv 'tzel k 'nafecha tastirenu). In fact, God is described as

19°%n (matzilenu) — our savior — and the word is built from the same root.

If we import from the prayer to the song the idea of God as %X (#zel - a shadow), we bring

a whole new meaning to the scene depicted in the song. On Shabbat evening, God is seen
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“crawling” into the city like a lover from the pine trees. The ten thousand lights winking

from the city can refer to the Shabbat candles, lit by people bringing in Shabbat.

In both the song and prayer there are descriptions of downward and upward movement:
In the song it says, 18 21 vpwn (hasheket shuv tzone’ach - the silence falls again when
evening skies are dusking) and the shadow crawls (down) from the pine hills; in the
prayer — 122w (hashkivenu - lie us down) and 212w N30 wNo:i (hapores sukat shalom
alenu - spread over us a shelter of peace). Examples of upward movement in the song are
NWRR YR HHwa A RO R DWW VY NRN (ra it ir otefet or v'hi olah bishlal tziv'ey
hakeshet - 1 saw a city embracing light transcending all the colors of the rainbow). And

in the prayer, there is the plea of 1171¥7 (ha ‘amidenu - raise us up).

2

In both the song and prayer, there is a feeling of a divine embrace. In “Or Virushalayim,’
the city is embracing light (7& novW — otefet or) and is transcending in all colors of the
rainbow. Light can represent the presence of God. In “Hashkivenu,” the divine embrace
occurs through the spreading of the shelter of peace 212w N0 w17 — (hapores sukat
shalom) and through the hope to be hidden by God’s sheltering wings 117°non 7915 %21 —

(uv’tzel k’nafecha tastirenu).

In the prayer, we have three words with the same root — 1.2.w. God is called 1w —
(shomrenu) - our guard, our protector (FNR 11771 1M DX 3 ,0%17 1R NNV
v’ha’amidenu shomrenu I’chayim, ki el shomrenu umatzilenu atah — and raise us up our
protector to life because You are our guard God and our savior) and in the form of

imperative (M°X - fzivui) 1IX121 ANRE NP (ushmor tzetenu uvo enu - and guard our



116

coming and going). In the song, the same root builds the word nwR (ashmoret — watch)

in the third stanza.

The word nnwR (ashmoret) appears in Exodus 14:24

DY TATR NN DF WYUK TRY DY MATOR I ARY 230 nRwsa )

L) 4

At the morning watch, ‘77 looked down upon the Egyptian army from a pillar of fire and
cloud, and threw the Egyptian army into panic.

a2 NWRA (b ashmoret haboker) - In the morning watch — the three divisions of the
night are each called an 7MWK (ashmura - a watch) (Berakhot 3b), and that which

immediately precedes the morning is called “the morning watch.”

The word nwn (mishmar) describes a group that is responsible for a certain role in its
turn. For example: 0175 mnwn (mishmarot kohanim — the priests’ watches) ~nnawn
0177 IR YW 7w (mismarot shirah shel mal’achey marom — the heaven’s angels’
singing watches). The word N7 WK (ashmoret — a watch) is a third of the night.
According to Rashi, it is called so because every period of time in the night represents the

standing time of each of the sects of the ministering angels in reciting a song.

Rashi’s commentary about Exodus 14:24:

“I am of opinion that because the night is divided for the watches (m7nwn) of the song of the
ministering angels — company after company — into three divisions, therefore each division
of the night is termed, for all purposes, an N (another form of 7nwn the angel’s watch).”

While the word N7 nwR (ashmoret — a watch) according to Rashi is associated with

singing, music, and angels, the context in “Or Virushalayim” is the silence of the night,
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and the moments before the first light is born. If we apply Rashi’s interpretation of the
word nWR (ashmoret) to the occasion this song is used in Tefilat Ha-Adam, we might
think about the angels that bring us the Sabbath day — the angels we are asking for

protection, divine shelter, and to be covered by their holy wings.

In the last stanza, as mentioned before, we learn about the birth of a new day. anm wan?
YR MK 2w 17 (I’'maga’o hacham shel or tza'ir — to its warm touch). The theme of “life”
can also be found in the “Hashkivenu” prayer - 2312 1°9mw Wnym (v ha 'amidenu
shomreinu ’chayim - and raise us up, our Guardian, to life renewed), and 11NRX MY
DPW @917 R (ushmor tzetenu uvo 'enu I’chayim ul’shalom - guard our going and
coming, to life and to peace, evermore). The song “Or Virushalayim” is somehow the

prayer of “Hashkivenu” coming true.
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Conclusion

I was a fifteen-year-old high school student in Israel when the September 11, 2001, Al
Qaeda terrorist attacks destroyed the World Trade Center in New York. To me — and
most people around the world — “9/11” was an “international” event of “international”
significance. But when I moved to New York in 2011, I learned that for New Yorkers
“9/11” was seen more as a “local” story. It was New Yorkers who died in the attacks, it
was New Yorkers who had to flee the city, it was New Yorkers whose daily lives were
disrupted, and it was New Yorkers who had to deal with the lingering health effects from

the “9/11” dust for decades following the attacks.

Similarly, Jerusalem — for Jews living in the diaspora — may have been historically more
of a concept and/or aspiration rather than a reality. But for Jews living in Israel, it is
impossible to ignore the centrality of Jerusalem in their lives. The city and its daily
frustrations and joys are part of everyday life. Jerusalem is where Israelis catch a
connecting bus to other Israeli cities. It is where Israelis sit in rush hour traffic, go
shopping in the shuk, get parking tickets, go to school, stand in line for passport renewals
in government offices, and report for duty when joining the Israeli Defense Forces.
Jerusalem is not a “concept” for Israelis. It is an actual city. Jerusalem is a “local” story

for people who live there. Tefilat Ha-Adam reflects that reality.

For Israelis who may be encountering the Reform Movement for the first time, the
inclusion of poems and songs about Jerusalem will be natural. There is no theological

problem regarding Jerusalem and Israel for people who live the reality of Jerusalem and
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Israel — especially for people who were born and raised there. Jerusalem and Israel are the

“normal” for anyone who has never known anything else.

For those local people, however, what is notable about Tefilat Ha-Adam are the
theological differences in some of the prayers. Whereas, in the traditional “Hashkiveinu,”
for example, the prayer includes language for spreading a shelter of peace “over us, over
all Your people, and over Jerusalem,” (229017 991 DRI %Ay 22 2371 199 017w N0 w95)
Tefilat Ha-Adam changes the language to spreading the shelter of peace “over us, over
the whole community of Yisrael, over all the people of the world, and over Jerusalem.”
(@201 H¥1 29I 9R3 75 D1 DR NTY 95 531 1%y 019w N30 wei). This is a more
universal message, rather than tribal or local one, and it may be more appealing to liberal
Israelis who associate the original traditional language with the Orthodox Judaism they

may have rejected or had no contact with whatsoever.

Another interesting difference in Tefilat Ha-Adam’s version of “Hashkivenu” is the use
of the word 117V (adah) instead of the word oy (am). Adah is a group unified by a common
goal or common action. Am, however, is a whole “people” connected by ethnicity,
language, historical connections, common roots, etc. A person does not need to do
anything to belong to an am. It is automatic upon birth, or a choice to convert to that
group. An adah, on the other hand, affiliation is by mindset and values. “Hashkivenu,” as
it appears in Tefilat Ha-Adam, takes a more universal approach and connects the pray-er

to people with the same mindset.

The word 717v (adah) was used by Moses when he said to Korach:

IR0 92 T0a( T BYTYIT INTYOIY NN

It is against 7 that you and all your company have banded together.
(Numbers 16:11).
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77Y (adah) is a gathering for a specific purpose. According to this, it seems to say that the
name “Adat Yisrael” speaks of a situation where there is a goal or action that unites
Israel, as opposed to the name “Am Yisrael” which indicates the unity of Israel by the
very fact they belong to one nation. According to Tefilat Ha-Adam, we pray for shelter
for the people of Israel who are united with the same goals or values, and also for the
people of the world who share those values. We do not only belong to a particular nation,

but to a universal group of people, as well.
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