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which follows the Italian decasyllable meter in its Hebrew section as well, is
an apologia for Judaism as well as a pledge for the cause of the Italian
Risorgimento. The melody adheres to the style of Risorgimento hymns. Of
the original eight stanzas, Levi recorded only the first Hebrew one, whose
melodramatic Italian correspondent is printed below.

‘Al ‘av qal ba-shamayim habitu Quasi lampo, su fulgida nube
malakh hesed ya‘uf ligratenu Vola I’Angiol di pace messaggio,
ka-baraq yarutz orah hinenu Sotto I'Alpi s'arresta quel raggio,
‘omed sham el ragle he-harim. E n’imporpora il limpido ciel.
‘Anve eretz ba-shefel yeshevu Egli e sceso; lo annunzian le tube
el golo me-afar yit‘oreru Del redento Piemonte ai confini;
mi-yado va-hayyim yikatevu Gia dal fango i reietti, i tapini
ezrahim ‘al luhot ha-horim. Sorgon liberi al patto novel.
Tzidgot el ha-moshia“ saperu Al portenti divini crescendi
ha-yom pesah lakhem ha-‘ivrim. Nuova Pasqua, festeggia, o Israél.

As lightning against a bright cloud / An angel flies, a messenger of
peace. / Below the Alps a ray halts /| Reddening the clear sky. / He
descended announced by trumpets /| Down by the borders of a redeemed
Piedmont; / The miserable and the poor are already rising / From the mud,
freed by the new covenant. / To the growing divine miracles / Celebrate a
new Passover, oh Israel.
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used to include instrumental music, folk songs and dances, before it was
transformed by Rabbi Tranquillo Vita Corcos (18th century) into a
paraliturgical celebration, performed by a confraternity of male singers.
The melody is reminiscent of traditional litanies popular in the folklore of
Central Italy.

39. Arze levanon yifrahu [XVII:13/D6 — Y 142; Vitaliano Colombo, Venice,
Feb. 15, 1954]

Piyyut by the Italian rabbi, poet and grammarian Shmuel Archivolti
(1515-1611), sung at circumcisions in the Italian community of Padua.

40. Qehi kinnor [LVII:1/D24 — Y1311; Angelo Hirsch, Turin, Aug. 26,
1956]

Wedding piyyut by Shmuel Archivolti in the tradition of the Ashkenazi
community of Casale Monferrato. Variants of this aria-like piece have been
recorded in various Piedmont communities as part of the regional music
repertoire.

41. Halleluyah [XXXVII:6/D14 — Y1502; same as tr. 5]
Psalm 150, set to an unidentified march tune, sung at weddings in the
Italian community of Ferrara.

42. L’emancipazione israelitica [II1:13/D2 — Y 131; Alessandro Segre, Turin,
Feb. 28, 1954]

Bilingual poem by Rabbi Giuseppe Levi Gattinara, published in 1852
to celebrate the Emancipation Edict (March 28, 1848) and sung during a
yearly ritual known as Hag haherut, “Holiday of Freedom.” The text,
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ma lui bagato el su’ benzier. but he paid for his thought.
Ber Mordekhay un forca fatto  He raised gallows for Mordekhay

il re mandato ber lui picar. But the King hanged him

E morto el pero e tutta sua gente He died with his descentants,

quel mala rasa de ‘Amalek the wicked progeny of Amalek

Allora el breo isato el testa Then the Jew raised his head

e fatto el festa del Carnoval. and established the holiday of the Carnoval.
Ancora noi, per el memoria Still to this day, for the sake of memory
Oggi el istoria voler cantar. we want to sing this story.

E tutti insieme famo allegria So let us be merry all together
malinconia lassamo andar let sadness depart!

Hayah habibi, alla kiribi Haya habibi, alla kiribi

Viva Burino tutti gridar Long lives our Purim, let us scream
Bevemo vino, bel Malvasia Let us drink wine, good Malvasia

Ber fede mia voler gridar! In good faith, I want to scream!

37-41. Births, Circumcisions and Weddings

37. Yehi shalom beheilenu [XXII:9/D9 — Y149; Salvatore Osmo, Trieste,
Feb. 22, 1954]

Piyyut sung after Lekhah dodi in the Sephardi community of Trieste on
the occasion of the birth of a male child.

38. Bar Yohai [VIII:28/D3 — Y 136; same as tr. 4]

Hymn by Shim‘on ben Lavi (15th cent.) for the Roman Sephardi
Mishmarah, prayers sung on the night or nights preceding circumcisions,
Bar-mitzvas and weddings. Known since the Middle Ages, the Mishmarah
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Burino, known as Cantiga de Purim a la moresca (mid-17th century),
follows the liturgical blessing Barekhu.

Fate onore al bel Purim Honor the beautiful Purim

che lo merita in effetto that truly deserves 1t

dico a voi altri bahurim I say unto you, youthful ones

che cercate ogni diletto seeking pleasures

non abbiate alcun sospetto Do not fear at all

d’esser tenuti shikorim of being considered drunkards
Fate onore al bel Purim Honor the beautiful Purim

su, su belle bahurot come on you charming young women
fate torte e sinaini bake pies and sinaini

voi zittelle e zegenot and you unmarried and older ones
cuboletti e moscardini other sweet delicacies

questi son bei bocconcini These are great treats

per noialtri ne‘arim for us, the young ones

Fate onore al bel Purim Honor the beautiful Purim

Wal viva, viva, nostro Burino Long lives our Purim

Bevemo vino quanto poter Let us drink as much wine as possible
Ogi el ‘breo no benzar niente Today the Jew has no worries
Allegramente, que star Burim Happily, 1t 1s Purim!

Ogi el ‘breo far fantasia Today the Jew is inventive
far allegria, que star Burim and happy, because it 1s Purim!
Tuti grida’ andam andamo We all cry: let’s go

Aman massamo, quel traditor  Let us kill Haman, the traitor
Massare el ‘breo el Can benzato The coward had planned to kill the Jew
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33-36. Hanukkah and Purim

33. Berakhah — Ma‘oz tzur [XXXIX:4/D15 — Y156; Mario Volterra,
Bologna, March 13, 1956]

The track opens with the blessing recited upon lighting the Hanukkah
candles, followed by the hymn commemorating the reestablishment of
Jewish worship in the Jerusalem Temple by the Maccabeans. The Ma‘oz
tzur melody, from the Verona Ashkenazi ritual, is a variant of the tune
transcribed by Benedetto Marcello. Other variants collected by Levi in
Ferrara, Gorizia, Casale Monferrato and Turin attest to its longevity
among the Italian Ashkenazi communities, and its popularity among
Italian communities in Piedmont.

34. Megillat Ester [I:2/D1 — Y128; same as tr. 1]
Cantillation of the Book of Esther (I, 1-5) for the holiday of Purim in
the Ashkenazi tradition of Casale Monferrato.

35. Akh zeh hayom qiviti — Fate onore al bel Purim,
36. Barekhu — Wal viva, viva, nostro Burino [VI:51;53/D3 — Y134: Elio
Toatt, Rome, Feb. 24, 1954]

Purim, referred to by the local Jews as Carnovale, could last in Livorno
up to eight days, and was celebrated with music and dance. Fate onore al
bel Purim i1s a contemporary adaptation (1928) by writer and folklorist
Guido Bedarida of a Judeo-Venetian Purim song, different versions of
which spread throughout Northern Italy since the mid-17th century.
Bedarida added the names of Livornese recipes (such as the sweet Mount
Sinai-shaped sinaini) and adapted the transformed text to the melody of the
piyyut for Purim Akh zeh hayom qiviti. The song Wal viva, viva, nostro
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29. Yigdal [Y239; Leo Levi, place and date uncertain, possibly Jerusalem,
1961]

Leo Levi was deeply familiar with the Gorizia (Ashkenazi) tradition,
and recorded himself singing many of its tunes, including this ““melodic
marker” for the holiday of Shavu‘ot (Pentecost): a melody applied to a
wide array of texts, including Yigdal, Qaddish and Lekhah dodi.

30-32. Simhat Torah

30. Mashiah vegam eliyah [LVIII:5/D24 — Y174; Geremia Mario
Castelnuovo, Turin, Sept. 9, 1956]

Piyyut of Sephardi origin, sung in the Italian rite in Siena on the Eve of
Simhat Torah. The structure of this festive melody shows similarities with
the Central Italian folk repertoire. This poem appears in the collection
Divre shirah hanomarim beleil simhat torah (Livorno, 1780) along with the
texts of tracks 31 and 32.

31. Amen, amen, amen, shem nora [XXVI1:6/D10 — Y148; Raul Elha, Milan,
Feb. 2, 1954]

Piyyut for the Eve of Simhat Torah, already documented as a wedding
song in the collection Shirim zemirot vetushbahot (Constantinople, 1545),
edited by the poet Shelomo Mazal Tov. It was adopted by the Oriental
Sephardi rite in Ancona from the Livornese tradition.

32. Shalom lekha dodi [XIII:83e/D5 — Y 140; Fernando Belgrado, Florence,
Feb. 18, 1954]

Piyyut by Shelomo Ibn Gabirol (11th cent.) for Simhat Torah in the
Spagnolo rite of Florence, sung in the style of early Italian opera.
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veYa‘aqov, due Tavole del Patto, Uno solo e il Creator, barukh hu
barukh shemo. Amen!

What would you like, what would you understand, what would please
you? / What does One mean? One 1s the Creator, Blessed 1s He and
Blessed 1s His Name. Amen! /| What does Two mean? Two are the
Tablets of the Law, One [ . . . ] What would you like, what would you
understand, what would please you? / What does Thirteen mean?
Thirteen Articles of Faith, Twelve Tribes of Israel, Eleven are the major
stars, Ten are the Commandments, Nine months of child-bearing,
Eight days for the Circumcision, Seven days with the Sabbath, Six
Books of the Mishnah, Five Books of the Torah, Four Mothers of
Israel: Sarah, Rebecca, Leah, and Rachel, Three are our Fathers:
Abraham, Isaac, and Jacob, Two are the Tablets of the Law, One is the
Creator, Blessed i1s He and Blessed 1s His Name. Amen!

28. Hallel [XLVI:6/D17 — Y163; Stmone Sacerdoti, Florence March 19,
1956]

A “medley”’ of melodies for Psalms 117-118, from the Hallel Service for
the Festivals according to the Livorno tradition. It includes a well-known
Livornese tune, usually applied to Lekhah dodi (Halelu et adonay kol goyim,
Ps. 117 v. 1-2; Ps. 118 v. 1-4), an unidentified Italian folk tune (Min
hametzar, v. 5-16), two arias, one 1n a solemn tone (Lo amut ki ehyeh, v. 17-
20) and the second more cantabile (Odekhah ki ‘anitani, v. 21-24), and a
chromatic Finale (Ana adonay hoshia‘ na, v. 25).
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The wolf came, and devoured the pasturing goat that broke the bottle.
Oh, how good was the wine in my bottle! It was the goat that broke it,
and that drove me crazy! [...] The Holy One, Blessed be He, came and
slew the Angel of Death, who killed the Slaughterer, who slaughtered
the ox, that drank the water, that quenched the fire, that burnt the
stick, that beat the dog, that bit the wolf, that devoured the pasturing
goat that broke the bottle. Oh, how good was the wine in my bottle! It
was the goat that broke it, and that drove me crazy!

27. Che volera, che intendera [LVIII:14/D24 — Y174; Geremia Mario
Castelnuovo, Turin, Sept. 9, 1956]

Judeo-Italian version, from Siena, of the popular Hebrew Passover
enumerative song Ehad mi yode‘a, attributing a theological value to the
numbers from one to thirteen. The opening question (““Che volera...?”)
does not match the original Hebrew text but has parallels in Judeo-Spanish.

Che volera, che intendera, quale cosa la contentera?

Quale cosa vol di’ Uno? Uno solo e il Creator, barukh hu barukh shemo.
Amen!

Che volera, che intendera, quale cosa la contentera?
Quale cosa vol dir Due? Due Tavole del Patto, Uno | . . . ]

Che volera, che intendera quala cosa la contentera?

Quala cosa vol di’ Tredici? Tredici Articoli di Fede, dodici Tribu d’Israel,
undici son le principali stelle, dieci sono i Comandamenti, nove mesi la
partoriente, otto giorni della milah, sette giorni col Shabbat, sei i Libri
della Mishnah, cinque Libri della Torah, quattro Madri d’Israel: Sarah,
Rivgah, Leah, Rahel, fre sono i nostri Padri: Avraham, Yitzhaq
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burnt the stick, that beat the dog, that bit the cat, that devoured the kid,
that the father had bought for two scudi.

26. Ie riva ‘1 liu [LVII:11/D24 — Y1311; Moise Foa, Turin, Aug. 26, 1956]
The Judeo-Piedmontese Had gadya is a unique case of a song translated
from the paraliturgical repertoire into a Jewish language. It is not a litera
translation from the normative Aramaic text, but an original one, based
upon a popular non-Jewish folksong known in Piedmont as La storia d’la
crava (“"The Story of the Goat™). This folksong presents a story similar to
that of Had gadya, but without the “‘theological” ending. The Jewish
version adopts the text in the original dialect as well as the melody, but
modifies the end of the narrative by adding three strophes with Hebrew
key-words in order to conform with the Aramaic original. The song,
recorded by Levi in versions from Moncalvo (as in this track) and Casale
Montferrato, remains popular today among the Jews of Piedmont.

le riva ‘I liu, ca I'a mangia la crava,  ca I’a beivii l'acqua

ca la pastirava, ca l'a rut al but. ca l'a dastisa ‘I fo

Oh, che bun vin ca iera ‘nt’al me but! c¢q I'g brusa ‘I bastun

A l'e la crava ca m’l’ha rut ca l'a bastuna ‘I can

e l'a fame saute ‘I fut! ca l'a mordii ‘I liiu

— ca l'a mangia la crava,

a ie riva il gadosh barukh hu ca la pastiirava, ca l'a rut al but.

ca I'a masa ‘I malakh hamavet Oh, che bun vin ca iera ‘nt’al me but!
ca lI'a fait mor [or: masa] ‘I shohet A I'¢ la crava ca m’'’ha rut

ca l'a shahta ‘7 bo e l'a fame sautu ‘I fut!
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25. Had gadya — E venne il signor padre [XVIII:10/D7 — Y132; Fernando
Procaccia, Genoa, March 2, 1954]

Most Judeo-Italian songs show a strong regional component through the
use of dialectal expressions and phrasing, as well as the pronunciation of
[talian and Hebrew words, reflecting local Italian accents [tr. 26-27, 35-36].
In this Florentine version of the well-known cumulative Passover song Had
gadya (“A Kid”) each verse of the original Aramaic narrative is followed
by a Judeo-Italian translation. The original currency, zuzim, is converted
into local Tuscan scudi, Hebrew key words (for God, the Angel of Death,
and the Ritual slaughterer) are inserted, and the Hebrew for “ritual
slaughtering™ (lishhot) is adapted to the Italian verbal form shahtare.

E venne il signor padre che compro un capretto per due scudi,

per due scudi un capretto, un capretto.

E venne il gatto che mangio il capretto che compro il signor padre per due
scudl.

E venne il cane che morsico il gatto che mangio il capretto che compro il
signor padre per due scudi.

E venne qadosh barukh hu che scanno il malakh ha-mavet che scanno il
shohet che shahto il bove che bevve I'acqua che spense il fuoco che brucio il
bastone che bastono il cane che morsico il gatto che mangio il capretto che
compro il signor padre per due scudi.

There came the father, who had bought a kid for two scudi. There came
the cat, that devoured the kid that the father had bought for two scudi.
There came the dog, that bit the cat, that ate the kid, that the father had
bought for two scudi. [...] There came the Holy One, Blessed be He, who
killed [sic!] the Angel of Death, who killed the Ritual Slaughterer, who
slaughtered the ox that drank the water, that quenched the fire, that
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23. Qiddush [XL:8/D15 — Y157; Salvatore Osmo, Trieste, March 14, 1956]

Blessing preceding the reading of the Passover Haggadah in the Trieste
Ashkenazi ritual. The informant, a Sephardi, was a hazzan familiar with the
local Sephardi and Ashkenazi repertoires alike — as was often the case in
small communities throughout Italy.

24. *‘Avadim hayinu — Schiavi fummo [XIX:14¢/D7 — Y147; Raul Elia,
Milan, Feb. 9, 1954]

A portion of the Passover Haggadah chanted in Hebrew and Italian, in
the recitation mode for the reading of the Mishnah in the Italian Ancona
tradition.

Schiavi fummo a Faraone in Egitto, e di la ci trasse il Signore Dio nostro
con mano forte e con braccio disteso. E se non avesse tratto il Santo
Benedetto i nostri padri dall’Egitto, ancora noi, i nostri figli e i figli dei
nostri figli schiavi saremmo a Faraone in Egitto. E se anche tutti noi
fossimo saggi, intelligenti e istruiti nella Legge, avremmo ['obbligo di
ragionare sull’Uscita dall’Egitto, perche chi piu ragiona sull’Uscita
dall'Egitto merita lode.

We were the slaves of Pharaoh in Egypt, and the Lord our God brought
us forth from there with a mighty hand and an outstretched arm. And if
the Holy One, blessed be He, had not brought our fathers forth from
Egypt, then we, and our children, and our children’s children, would still
be enslaved to Pharaoh in Egypt. And so, even if all of us were full of
wisdom, understanding and deeply versed in the Torah, we would still
be bidden to dwell upon the Exodus, for he who most dwells upon the
Exodus deserves praise.
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communities (including Florence, as this track demonstrates) and others 1n
Italy.

20. ‘Et sha‘are ratzon [XXIX:25/D11 — Y1306; Aldo Perez, Milan, Feb. 14,
1954]

Piyyut by Yehudah Shemuel Abbas (12th century) based on a
midrashic rendition of the Sacrifice of Isaac. The Sephardic ritual includes
it for Rosh Hashanah. In the Italian ritual, it also appears in the fifth
selihah of the Ne'ilah Service at the end of Yom Kippur. This Torinese
version is still sung today on Yom Kippur, with the congregation repeating
the refrain at the end of each stanza.

21-28. Passover and Shavu ‘ot

21. Betzet Yisrael [LIX:1/D25 — Y175; Angelo Conegliano, Bologna, Sept.
23, 1956]

This melody for Psalm 114, celebrating the Exodus, 1s a revealing
example of the “Pan-Italian repertoire.” Sung during the Passover services
in the Italian rites of Ferrara (as documented here) and Rome, it also
appears in the Sephardi repertoires of Livorno and Venice as a “melodic
marker” of this holiday.

22. Yigdal [XXXV:7/D13 — Y153; Guido Heller, Rome, March 11, 1956]
A Venetian Ashkenazi melody for Yigdal in the Passover festive mood,
showing the influence of coterritorial repertoires on the Tedesco tradition.
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16. Hon tahon [LXV:2/D28 — Y1313; Bruno Polacco, Bologna, July 7.
1959]

A piyyut tor the second day of Rosh Hashanah in the Eastern Sephardi
ritual of Venice, adapted to a Livornese melody traditionally associated
with ‘Et sha‘are ratzon. The Venetian Sephardi synagogue adopted the
Livornese repertoire in the 19th century, replacing its original Eastern
tradition.

17. Kol nedarim [XXXII:23/D12 — Y 145; Aldo Perez, Milan, Feb. 12, 1954]

The Italian Yom Kippur Evening Service opens with a Hebrew version
of the well known Aramaic text Kol nidre, a solemn proclamation releasing
the worshipers from all vows contracted throughout the previous year. The
Hebrew redaction, considered more ancient than the Aramaic, as it appears
in Siddur Rav Amram (9th century CE), is often cited as proof of the
antiquity of the Italian rite. This Torinese version presents archaic musical
traits in its modal structure.

18. Birkat kohanim [LVII:12/D24 — Y1311; Eliezer Cohen, Turin, Aug. 26
1956]

Priestly Blessing for the Yom Kippur Morning Service in the Italian
tradition of Alessandria, set to a military march-like melody. The same
melody was also used for Ra’u vanim et gevurato, a text from the Sabbath
Eve Prayer celebrating the defeat of Pharaoh’s army in the Red Sea.

19. El nora ‘alilah [LII:29/D21:18 — Y169; Umberto Genazzani/Hizqiyahu
Nitzany, Florence, July 3, 1956]

Poem by Moshe ibn “Ezra (ca. 1055-after 1135) for the Ne‘ilah (Closing
Service) of Yom Kippur. This melody from Livorno spread to Sephardi
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13. Ahot getanah [XL:3/D15 — Y157; Dario Israel, Trieste, March. 14,
1956]

Poem by Avraham ben Yitzhaq Hazan Gerondi (13th century) for the
Rosh Hashanah Evening Service according to the Sephardi tradition of
Trieste. The text, using a poetic symbol from the Song of Songs, refers to
Israel as a “little sister,” and asks to release the Jewish People from their
suffering in the previous year.

14. Shofet kol haaretz [XXXV:2/D13 — Y153; Guido Heller, Rome, March
11, 1956]

A selihah (supplication) with the acrostic Shelomo, referring to God as
the “Judge over the entire Earth.” Originally part of the Sephardi rite, it
was adopted by the Tedesco ritual for Yom Kippur (Day of Atonement)
and by the Italian ritual for Rosh Hashanah. This Venetian Ashkenaz
version shows contacts with the Shofet melody transcribed by Benedetto
Marcello. The modal structure of the Ashkenazi tradition i1s abandoned
here in favor of a more tonal (or “Western’”) rendition.

15. ‘Alenu [XXI:6/D8 — Y127; Guido Heller, Turin, Feb. 28, 1954]

The Apam High Holidays Prayer Book, preserved only in manuscript,
differs from the normative Ashkenazi rite in several piyyutim, as well as in
the Selihot Service for Yom Kippur. This version of the ‘Alenu prayer, a
proclamation of God’s kingdom over Israel, for the Musaf (Additional
Service) of the second day of Rosh Hashanah in Asti bears the traces of an
old layer of the nusah (modal recitation) for this holiday.
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Three variants of the Torah cantillation (Sephardi tradition of Rome;
[talian traditions of Turin and Pitigliano) for the festival of Simhat Torah
(the Rejoicing of the Law), when the cycle of Biblical readings is resumed.

10. Qaddish — Hamavdil [XIV:16/D5 — Y141; Leone Leoni, Venice, Feb.
18, 1954]

The Qaddish, a doxology in Aramaic; a melody used for the end of the
Sabbath Afternoon Service and the ceremony of Havdalah (Separation). In
the Ashkenazi tradition of Ferrara it is followed by Hamavdil (‘“‘He Who
divides), a short piyyut by Yitzhaq Haqatan, which already appears
among the tunes transcribed by Benedetto Marcello in his Estro poetico-
armonico (Venice 1724).

11. Havdalah [VIII:19/D3 — Y136; same as tr. 4]

Verses of Messianic hope and blessings, recited to mark the end of the
Sabbath and the beginning of the new week, in the Italian tradition of
Rome.

12-20. High Holy Days

12. Kol beru’e [XL:12/D15 — Y157; Paolo Nissim, Trieste, March 14, 1956]

Poem with the acrostic Shelomo, depicting “all creatures’ singing and
praising the unity of God. Recited in the Italian rite during the daily
Morning Prayer. This melody was sung only on Rosh Hashanah (New
Year) in the Italian tradition of Padua. The present rendition is
characterized by operatic shifts between pianissimo and forte, transitioning
at the end of the piece to the prayer recitation mode.
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the Sabbath Evening service in the Italian rite of Pitigliano, 1s derived from
a setting by the Livornese composer Michele Bolafti.

4. Qiddush [VIII:18/D3 — Y136; Cesare Tagliacozzo with Elio Polacco,
Giovanni Moscati, Alberto Fatucci, Rome, Feb. 28, 1954]

Consecration of the Sabbath, sung by the cantor and the congregation
in the Friday Evening Service according to the Bene Romi tradition.

5. Tzur mishelo akhalnu [XXXVII:2/D14 — Y1502; Angelina Rocca
Meghnagi, Rome, March 3, 1956]

Mrs. Angelina Rocca is the only woman informant in Leo Levi’s
recordings. Her singing, while it does not portray a distinct ““‘women’s
repertoire,”” attests to women’s participation in selected events, such as the
Sabbath zemirot (‘“‘table songs”, as in this track) and weddings [tr. 41]. This
melody is probably drawn from the Italian popular song style of the late
18th century.

6. Ein kamokha [XXX:4/D12 — Y1308; Giacomo Farber, Milan, April 12,
1954]

A recitative for the Sabbath Morning Service in the Italian Ashkenazi
tradition, from Gorizia. The text includes verses from the Bible, a blessing
for the Torah and the first verses of Shema“ Yisrael (““Hear, oh Israel™)
declaring God’s unity. The melody characteristically shifts between diverse
modal spheres, recalling the Western Ashkenazi style of prayer recitation.

7-9. Bereshit (Genesis 1) [7. V:2/D2 — Y133; Cesare Eliseo, Rome, Feb. 22,
1954; 8. XXV:4/D9 — Y143; Aldo Perez, Milan, Feb. 9, 1954; 9. XLIV:13/
D17 — Y161; Azeglio Servi, Florence March 18, 1956]
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Notes on the items included in the CD

All items are described according to the numbers of the original recordings
(I to LXX) and of their digitalized copies (D1 to D31) at the Archivi di
Etnomusicologia in Rome (were they are archived as Collection no. 52);
call numbers (Y) at the National Sound Archives in Jerusalem:;
performer(s); place and date of recording.

1-11. Sabbath and Torah Readings

I. Mizmor ledavid (Psalm 29) [II:7a/D1 — Y129: Alessandro Segre, Turin,
Feb. 14, 1954]

This melody, sung in the Friday Evening Service on special Sabbaths, in
the Ashkenazi tradition of Casale Monferrato is a variant of an early 19th
century composition by Michele Bolaffi (1768-1842) from the Sephardi
synagogue of Livorno, preserved in a manuscript. Some of Bolaffi’s
liturgical works were also found in manuscripts at the Casale community.
This melody, still sung in many Italian synagogues, has spread throughout
Jewish congregations around the world.

2. Lekhah dodi [XXXI:1/D12 — Y144; Aldo Perez, Milan, Feb. 12, 1954]

Hymn by Shelomo Alkabetz (¢ 1505-1584) for the “Welcoming the
Sabbath™ before the Friday Evening Service. This Torinese version is still
sung today, with the congregation repeating the second part of each stanza
as a refrain.

3. Yigdal [IX:11b/D4 - Y137; Azeglio Servi, F lorence, Feb. 17, 1954]
A piyyut enumerating Maimonides’ Thirteen Articles of the Jewish
faith, written in Rome in the 14th century. This melody, sung at the end of
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1) Core repertoire: the body of music that identifies each tradition
according to its specific ritual and geographical location; e.g., the
widespread ‘““nasal’ vocal style or the corpus of melodies sung exclusively
in certain locations; e.g. Torinese Kol nedarim and ‘Et sha‘are ratzon [tr. 17,
20], Gorizia’s melody for Yigdal [tr. 29], the oral variants of melodies
transcribed by Benedetto Marcello in the 18th century [tr. 14, 33], Apam
tunes [tr. 15], and most of the Roman repertoire.

2) Shared and “‘Pan-Italian’’ repertoires: melodies shared by the Jews of
a certain region or town (such as Piedmont or Ancona), or by Jews
throughout Italy, overcoming differences of ritual spheres and locations;
examples are the wedding hymn shared by Ashkenazi and Italian
communities in Piedmont [tr. 40], or the Livornese tunes that spread to
Sephardi, Italian, and Ashkenazi communities throughout the peninsula
[tr. 1].

3) Coterritorial repertoire: borrowed from or shaped after music of
clearly non-Jewish origins, such as Italian folk tunes [tr. 5, 26, 38], operatic
arias, recitatives and vocal styles [tr. 12, 28, 31], and military marches or
patriotic hymns [tr. 18, 41, 42].

The frequent coexistence of two or more of these traits suggests
continuous exchanges in the daily life of the Italian Jews. It also points to
the variety of aesthetic views involved in the music of the synagogue, as
well as the variety of identity issues underlying such views, that 1s, the poly-
identity of Jewish Italy in modern times. Thus, orally transmitted
repertoires mirror the contrast and interplay among different community
issues, such as the desire to preserve individual heritages, the blending or
overlapping of identity in areas where Jews of different origins inhabit the
same space, and a generalized striving to “‘be Italian.”
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Aside from its liturgical function, every tune can be characterized by
two major factors: its ritual sphere (minhag) and its geographical location.
Leo Levi identified six main Italian-Jewish rituals, which can be grouped
into four categories:

1) Two indigenous rituals: a) the ancient Italian (or Italiyani) ritual, of
Medieval origin, as observed in the communities of the North-Central Italy
(Turin, Alessandria, Padua, Mantua, Ferrara, Ancona, Siena, Pitigliano,
Florence); and b) the Roman (or Bene Romi) ritual, a fusion of old Italian
tunes with a variety of Sephardic influences [tr. 2-5, 8, 9, 11, 12, 17, 18, 20,
21, 24-27, 30, 39, 41].

2) Two Sephardi variants: a) one originating from the Spanish/
Portuguese migrations (Livorno [Leghorn], Pisa, Florence, Genoa, Rome),
referred to as Spagnolo; and b) another, originating from the Middle East
and the Balkans (Trieste, Venice and Ancona), referred to as Levantino [tr.
7, 13, 16, 19, 28, 31, 32, 35-38].

3) The Ashkenazi (or Tedesco) ritual from Germany, which in the 16th-
17th centuries spread around Northern Italy, from the Venetian region
(Venice, Trieste, Gorizia, Verona, Padua and Ferrara) to Piedmont (Casale
Monferrato, Vercelli) [tr. 1, 6, 10, 14, 22, 23, 29, 33, 34, 40, 42].

4) The Apam rite, Apam being a Hebrew acronym combining the initials
of three Piedmont cities — Asti, Fossano, and Moncalvo — where Jews
settled after the 1394 expulsion from France and kept their ancient Western
Ashkenazi ritual for the High Holidays [tr. 15].

Although the criteria suggested by Levi are followed here, the selections
were also considered in light of their musical content. From this perspective,
each item in the Jewish Italian repertoire can be assessed according to its
melodic (and, at times, polyphonic/harmonic) features, as follows:
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National Sound Archives in Jerusalem. In order to assess each item, Levi’s
handwritten notes have been matched with the inventories and catalogues
made in Italy and in Israel since the 1950s. All retrieved data have been
rechecked through examination of printed and manuscript prayer books of
individual communities and of musical and literary sources, investigation
of local historical background information, and interviews with surviving
informants and/or their relatives. Levi’s fieldwork was aimed at
documenting a very large and diverse repertoire, with restricted means
and in an extremely limited time. Thus, most items in his collection are only
a few minutes or seconds long. It has thus been possible to present a
selection of forty-two pieces (less than five percent of the whole!), varying
in ritual, location, and musical content, and sung by twenty-eight different
performers.

The content follows a liturgical order, beginning with Shabbat
(Sabbath) and the High Holy Days and continuing with the various
festivals and holidays of the Jewish calendar. The last sections include
liturgical songs and piyyutim celebrating Life Cycle events (birth,
circumcision and marriage). All songs in this recording are performed
unaccompanied, by solo vocalists or by small groups in the traditional style
(in some Italian synagogues, from the 19th century and up to the early
1950s, pieces were sung in a polyphonic setting, accompanied by the
organ). All the performers (except tr. 5 and 41) are men, identified by Levi
as carriers of their respective community traditions. All texts are iIn
Hebrew, except for some Passover and Purim songs [tr. 24-27, 35-36],
which are sung in the local Jewish dialects, and a hymn for the Jewish
Emancipation [tr. 42].



of the RAI-Italian National Radio as a partner in the documention of
Italy’s folklore. Between 1954 and 1959 he contacted almost fifty
informants, professional hazzanim (synagogue cantors) and other culture-
bearers. In over eighty recording sessions, he collected seventy-two audio
reels, for a total of some 1000 recorded items. These recordings constitute
testimony — in most cases, the on/y account — to twenty-seven liturgical
traditions preserved 1n the Jewish communities of over twenty Italian cities.
RAI personnel inventoried each session following Levi’s notes, and the
recordings were subsequently kept at the CNSMP. As soon as the National
Sound Archives were founded in Jerusalem (1964), Levi obtained a copy of
the Rome reels and worked as Research Fellow at the Jewish Music
Research Center.

Throughout the 1960s, Levi also conducted an impressive amount of
independent fieldwork, at times in collaboration with Italy’s leading
ethnomusicologist Roberto Leydi, documenting a variety of Christian
(chiefly non-Catholic) liturgical repertoires, as well as Jewish liturgical and
folk songs acrossthe Mediterranean and in Central and Eastern Asia. While
most of his fieldwork still needs to be assessed, the ““Italian collection’ has
undergone recent study, as its value for the documentation of Italy’s Jewish
liturgical song 1s unparalleled. Leo Levi’s recordings enable us to draw a
picture of the country’s Jewish musical traditions prior to their loss: a
musical memory derived from its bearers.

This CD

The present selection is an anthology of Leo Levi’s previously unreleased
recordings, from the original reels kept at the Archivi di Etnomusicologia
of the Accademia Nazionale di Santa Cecilia in Rome and the copies of the
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Leo Levi

Leo Levi (Casale Monferrato, 1912 — Jerusalem 1982) was the first
scholar to devote research to the Italian Jewish oral musical traditions.
However, his role in the field of Jewish ethnomusicology, and in particular
in the development of ethnomusicology in Italy, remains to be fully
recognized. The grandson of a rabbi, he was an uomo di lettere of wide-
ranging interests. His plan to devote a dissertation to the Italian synagogue
song was frustrated by the rise of Fascism and anti-Semitism n Italy.
During his student years in Turin, he was arrested twice and charged with
engaging in subversive activities. A fervent Zionist, he promptly changed
his specialization to botany and settled in Palestine in 1936.

Since the Emancipation Edict of 1848, Italian Jewry had — perhaps
unconsciously — overlooked its own heritage, striving to integrate with
Italy’s mainstream culture. Levi’s interest must then be seen as
groundbreaking, as it proved to be at the end of World War II, when
traditional Jewish culture seemed forever lost. He immediately returned to
Italy, where he established firm relations with the main figures in
ethnomusicology, such as Giorgio Nataletti, director of the newly founded
(1948) Centro Nazionale Studi di Musica Popolare (CNSMP, now Archivi
di Etnomusicologia) of the Accademia Nazionale di Santa Cecilia in Rome.
A socialist, Levi identified with the interest for the ““music of the people™
that permeated the new wave of Marxist-oriented Italian culture of the
time. Deeply attached to tradition and to the practice of Judaism, he
became the first Italian scholar to research a broad spectrum of liturgical
musical traditions, Jewish and Christian. Levi became part of the
ethnographic team of the CNSMP and was granted access to the facilities
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been abandoned as spoken languages. Thus, Jewish Italy is both a time
capsule, where ancient Jewish cultural traits were preserved, and a
“laboratory of Modernity,” where such traits were adapted to constantly
changing conditions. Italian Jews successfully navigated their way amongst
tradition, diversity, religious conflicts, emancipation, cosmopolitanism and
multiculturalism, all at the very heart of Christianity.

[taly’s own peculiar history is indeed reflected in its Jewish melodies.
Each community developed a style of synagogue song according to its
origins. Some groups retained the ancient Italian minhag (ritual), which
differs from the Sephardi and the Ashkenazi ones especially in the
cantillation of the Torah (Hebrew Pentateuch) and in the pronunciation of
Hebrew. The Italian Prayer Book presents a number of textual variants —
many of which predate other minhagim — along with locally composed
piyyutim. At the same time, Jews who immigrated to Italy over time kept
their original (Sephardi, Ashkenazi) rituals, but adapted them to the Jewish
and non-Jewish Italian musical environments, often adopting the local
pronunciation of Hebrew. In all communities, the impact of Italian art and
popular music was tremendous: folk tunes, as well as Italy’s most
celebrated music, Opera and bel canto vocal style, were incorporated into
the liturgy. Some Jewish melodies created in Italy were disseminated
throughout the Diaspora, where they may still be found. Due to
migrations, persecutions and assimilation, many musical traditions extant
until before World War II are now lost. Nevertheless, the contemporary
[talian Jewish community of less than thirty thousand people, with its local
differences and currents, still retains its multicultural world in its music.



Italian Jewish Musical Traditions

The recordings collected by Italian-Israeli ethnomusicologist Leo Levi
throughout the 1950s constitute a unique testimony to the wealth of Jewish
[talian musical traditions. The first and only extensive aural documentation
of a fascinating cross-cultural world, these melodies take the listener on a
musical journey across Jewish Italy, painting the portrait of a lost world. In
synagogues and in private homes, in liturgy and in life-cycle celebrations,
tunes for the cantillation of the Bible and the Passover Haggadah, melodies
for prayers, psalms and piyyutim (liturgical poems) were, and sometimes
still are, sung by the Jews throughout Italy in Hebrew and Judeo-Italian
languages. Most of this orally transmitted heritage was lost over the first
half of the 20th century, and can now only be heard 1n recordings.

Never before the creation of the State of Israel did Jews of so many
varied origins live together, and in such a stimulating (if at times
threatening) environment as in the land they called in Hebrew I-Tal-Yah,
“Island of Divine Dew.” A crossroad in world culture, Italy has been for
over two thousand years a haven for several layers of immigration from the
four corners of the Diaspora. This has made it possible for the peculiar
[talian, Sephardi (or Spagnoli) and Ashkenazi (or Tedeschi) identities,
rituals, and traditions to coexist. It all began at the dawn of the Modern
Era, in the Renaissance ghettos, and continued during the Emancipation
(19th century) and up to the present. Distinct Judeo-Italian dialects, foods,
customs, and melodies were created over time, showing the influence of the
communities where they originated, even after Yiddish and Ladino had
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