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Ashkenazi literary tradition is connected by its navel to the beginnings of the
Hebrew culture of medieval Europe in southern Italy. This unique area of
encounter between Byzantine, Romano-Germanic and, later on, even Arabic
culture, was not only the cradle of Middle-Latin as officialese but also saw
the emergence of Hebrew as the language of Jewish literacy in the western
hemisphere of the Mediterranean.1 The Latin part of this southern Italian ren-
aissance was based on the collection and reproduction of manuscripts from
Antiquity and Late Antiquity while its Hebrew part depended on the acquisi-
tion and copying of written material from the two creative literary centres in
the Orient, the Land of Israel and Babylonia. This nexus between the older
and newer Hebrew worlds was revealed for the first time in one of the earliest
historico-critical studies by the nestor of the Wissenschaft des Judentums, She-
lomo Yehuda Leib Rapoport (1790–1867). It was Rapoport who traced back
Ashkenazi knowledge about Ele‘azar Bi-Rebbi Qillir, the major contributor to

1 For the cultural importance of the transition from the use of Hebrew as icon in Antiquity
and Late Antiquity into Hebrew literacy, see Shlomo Simonsohn, ‘The Hebrew revival among
early medieval European Jews’ in Salo Wittmayer Baron Jubilee volume ed. by Saul Lieberman
(Jerusalem: American Academy for Jewish Research, 1974), II, pp. 831–858 and for much of
the new epigraphic evidence attesting this process in Southern Italy see the bibliography (up
to the year 2000) of Cesare Colafemmina: http://www.humnet.unipi.it/medievistica/aisg/
AISG_Colafemmina/Colafemmina.html (01. 08. 10) and up to the year 2005: ‘Bibliografia di
Cesare Colafemmina’, in Hebraica Hereditas: studi in onore di Cesare Colafemmina, ed. by
Giancarlo Lacerenza, Series Minor, 70, (Napoli: Istituto universitario orientale, Dipartimento
di studi asiatici, 2005), pp. [xi]–xxv.
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the earliest stratum of the liturgical poetry in the Ashkenazi rite, to its earliest
European origins.2

Even after more than 150 years of research, this general picture of the
transmission and tradition of synagogue literature having taken place in the
east and travelled via southern Italy to central Europe requires only little
refinement.

This article has two purposes. Firstly, it deals with the flow of Jewish litur-
gical traditions into Italy, and deeper into Christian Europe, and traces how
the ṣidduq ha-din ceremony in the early Italian rite may have influenced later
Ashkenazi developments. Secondly, it presents a critical edition of the complex
textual element of the burial ceremony in the rite of Rome, thereby offering
an analysis not only of textual, but also of ceremonial, evolution. This will draw
attention to the scientific need to examine the ongoing relationship between
words and rituals and their mutual impact. It will also set an example that
can then followed in the close study of texts and ceremonies in other rites.

As already indicated, the early stratum of Ashkenazi liturgical poetry came
from its classic predecessor in the Land of Israel during the late Byzantine
period, and was augmented with an important layer of creative response in
ninth- and tenth-century Italy. Thus, Ashkenazi Judaism learned from the Ital-
ian tradition not only how to embellish public prayers with the liturgical
poetry of old but also how piyyuṭ could provide an arena in which to perform
a living tradition of replacement and local creativity. Although the main route
of tradition was from Apulia through Lucca – traditionally associated with the
famous Qalonymos family – to Ashkenaz, we should also consider, especially
for the second half of the tenth century, the existence of an additional path
by which Babylonian poetical traditions made their way from the East not via
Italy but via Byzantium, or most probably via France. This may be exemplified
by the prooemia for the groom, a genre that evolved in Babylonia3 and was
embraced by the early Ashkenazi poets but is completely absent from the Ital-
ian tradition.4

2 S. Y. L. Rapoport, ‘Zeman u-Meqom R. Ele‘azar Ha-Kallir we-‘Inyyanei Piyyuṭaw u-Fiyyutei
Zulato, u-Qeṣat ‘Inyyanei Ha-Tefillot’, Bikkure Ha-Ittim, 10 (1830), pp. 95–123, 11 (1831), pp. 92–
102 [repr. as, ‘Toldot R. Ele‘azar Ha-Kallir’, in Rapoport, Toldot Gedolei Yisrael, Warsaw 1913,
pp. 125–95].
3 See Tova Beeri, ‘Reshit Ha-Yeṣira Ha-Payṭanit Be-Bavel: Piyyuṭei R. Ḥayyim Al-Baradani’,
HUCA, 68 (1997), [1]–[33] (Hebrew part), esp. p. [30].
4 Menahem Schmelzer, ‘Wedding Piyyuṭim by the Early Sages of Ashkenaz’, in Studies in
Hebrew Poetry and Jewish Heritage In Memory of Aharon Mirsky, ed. by Ephraim Hazan and
Joseph Yahalom (Hebrew; Ramat Gan: Bar-Ilan University, 2006), 173–85 [reprinted in Schmel-
zer, Studies in Jewish Bibliography and Medieval Hebrew Poetry: Collected Essays (New York,
Jerusalem: The Jewish Theological Seminary of America, 2006), 190–208 (Hebrew part).
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Even bearing in mind his French origin, the poetical œuvre of the head of
the yeshiva of Magenza, Rabbenu Gershom Meor Ha-Gola (c. 960–c. 1028/1040),
may nevertheless be wholly explained against the background of the Italian
tradition, especially that of Shelomo Ha-Bavli, the transmitter of Apulian tradi-
tion to the northern parts of Italy.5 For its part, however, the corpus of piyyuṭim
written at least a generation earlier by Shim‘on Bar Yiṣḥaq (Magenza, late
tenth century) already attests to a perfect and creative blend of the sources
mentioned above, namely, the Land of Israel, Italy and Babylonia.6 This
occurred two or three generations before Ashkenazi culture began its creative
phase of writing in other genres, and developed its literary identity, at the
beginning of the eleventh century.7 Liturgical poetry was in Ashkenaz, like in
Italy, one of the earliest components of Hebrew literary response. Such a
response involved the absorption of corpora of texts from the Mishna, Talmu-
dim and midrashim, as well as from liturgical poetry and constituted an aston-
ishing approach, given liturgical poetry’s complexity of expression and its
intertextuality with these books. It went far beyond the first steps of acquiring
a library of canonical texts through copying, commenting or rearranging them.

The process of outlining the genres of liturgical poetry in each rite has two
different aspects to it. The first concerns which genres are existent in a rite
and for which specific liturgical locus, for example, the questions as to
whether there is a proem for the reading of a hafṭara on the Passover festival,
and whether there are zemirot for the Sabbath? The other aspect concerns
which genres are ‘imported’ from other rites, which are not, and which are
reflected in local creative response and which are local developments, eg the
bikkurim supplements for the ma‘ariv compositions.

Another important criterion concerns the hierarchies of the different litur-
gical loci. One such hierarchy may be detected in the cycle of the year, eg Yom
Kippur vs. an ordinary weekday; another in the different services of a day, eg
shaḥarit vs. minḥa; and a third in the place during the service eg the congrega-

5 See Ezra Fleischer (ed.), The Poems of Shelomo Ha-Bavli: Critical Edition with Introduction
and Commentary (Hebrew; Jerusalem: The Israel Academy of Sciences and Humanities, 1973),
and The Yozer: Its Emergence and Development (Hebrew; Jerusalem: Magnes Press, 1984),
esp. pp. 615–23, 647–53, 686–701; Preces Poenitentiales quae Selichoth vocantur, ed. Avraham
Fraenkel (Hebrew; Jerusalem: Mekize Nirdamim, 1993), pp. 598–608, 814–24.
6 See Elisabeth Hollender, Synagogale Hymnen: Qedushta’ot des Simon b. Isaak im Amsterdam
Mahsor, Judentum und Umwelt, 55 (Frankfurt a. M.: Lang, 1994), pp. 19–24.
7 Cf. Israel Moses Ta-Shma, Ritual, Custom and Reality in Franco-Germany, 1000–1350
(Hebrew; Jerusalem: Magnes Press, 1996), pp. 13–16, and ‘Rabbinic literature in the Middle
Ages, 1000–1492’, in The Oxford Handbook of Jewish Studies, ed. Martin Goodman (Oxford:
Oxford University Press, 2002), pp. 221–24.
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tional qedusha vs. private preparations leading up to the service. But there is
one more distinction that challenges Ezra Fleischer’s clear-cut definition of
piyyuṭ as the poetry used for the embellishment of public prayer in the synago-
gue as distinct from the secular poetry with religious themes that was never
intended to be included in the agenda of such synagogal rites.8 There are in
fact other sequences of texts in liturgical settings that are not connected to
the statutory synagogal prayers promoted by Rabbinic Judaism. They include
the Grace after Meals, and other ceremonies such as those of a circumcision
and a wedding, that are nevertheless public and may be performed by the
same persons as those who lead the the synagogal liturgy. The Jewish commu-
nities of the Middle Ages also applied the idea of a clear hierarchy to such
services and ceremonies, as is reflected again and again in the poetic embel-
lishments. It is not only the sheer length that clearly distinguishes between a
qedushta for the morning service of the Day of Atonement and a zemer for a
meal after a wedding; it is also the composition’s complexity of structure, the
number and complexity of the literary events in terms of prosody, figurae and
tropoi per line, and the levels of density, sophistication and horizon concern-
ing the intertextuality employed that confirmed for those whose literacy
extended to medieval Hebrew poetry where to locate the centre and the mar-
gins of the synagogal literature.9 Moreover this synchronic hierarchy was made
even more manifest in the diachronic tradition and creative response repre-
sented in the acts of choice made for maintaining established custom or creat-
ing new poems.

Against the background of such considerations, we have to evaluate the
fact that the Ashkenazi rite demonstrates no creativity in liturgical poetry used
for the rubric of the burial ceremony but restricted its tradition to one famous
poem ‘Ha-Ṣur Tamim Be-Khol Po‘al’ which it inherited, apparently in earliest
times, from outside. The following discussion is intended to explore the histor-
ical, literary and cultural background of this piyyuṭ in the early Apulian tradi-
tion and to promote a better understanding of the possible functions of the
ṣidduq ha-din as public ceremony, such as is reflected in the texts that occur

8 Ezra Fleischer, Hebrew Liturgical Poetry in the Middle Ages (Hebrew; Jerusalem: Magnes
Press, 20072), pp. 7–8.
9 This awareness, as manifest in thousands of text throughout generations of tradition and
creation, is the reason why a distinction between liturgical poetry used for the embellishment
of the public prayer texts in the synagogue service, and the para-liturgical poetry employed for
the embellishment of religious ceremonies beyond the institutional frame of the synagogue,
is valid for Hebrew liturgical poetry. The problem of the enforcement of centralistic authority
in world liturgy is not an intrinsic problem of Jewish liturgy but arises under the ecclesiastical
influences of Catholicism and Orthodoxy.
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as standard elements in the literary sources of the Italian rite. Beginning with
a review of the literary sources available to us for our reconstruction, the arti-
cle will then include a critical edition of the textual elements of the burial
ceremony based on liturgical manuscripts from Italy from the thirteenth to the
sixteenth centuries CE. The edition will serve as the basis for a literary analysis
of the poetical texts, against the background of the historical development of
Hebrew liturgical poetry, and especially as a test case for a new way of reading
Hebrew liturgical poetry in the context of ceremony.10

2
The burial ceremony may be seen as an act of religion, using the word ‘reli-
gion’ in its basic etymological sense, as developed from the Latin religio mean-
ing ‘obligation’, ‘reverence’, ‘bond’: describing something that has to be done,
according to what has traditionally been done, and thereby meeting one’s
obligation to the deceased. The pious need to act according to the will of
the deceased, within the basic concept of gemilut ḥasadim,11 imposes on this
ceremony the kind of fundamentally conservative attitude that might explain
the slow and limited developments at this liturgical locus within all the liturgi-
cal rites. Consideration should also, however, be given to another tendency
that might encourage literary creativity within the traditional framework of the
ceremony in order to stress the unique personality of the deceased, or the
special circumstances of their death.12

10 For the methodological considerations see Peter Sh. Lehnardt, ‘Studies in the Emergence
of the Tradition of Hebrew Liturgical Poetry in Italy’ (Hebrew; doctoral dissertation, Ben-
Gurion University of the Negev, Beer-Sheva, 2006), pp. 19–30.
11 For an overview of concepts associated with gemilut ḥasadim, see Jack D. Spiro, ‘An Explo-
ration of Gemilut Ḥasadim’, Judaism, 33 (1984), pp. 448–57, esp. p. 450. For the beginnings of
the ṣidduq ha-din as attested in rabbinical literature, see Ruth Langer’s contribution to this
volume.
12 In the matter of the dialectics of unique dirges ad personam and generic laments for
different kinds of people, compare the classical study of Emanuel Feldman, ‘The Rabbinic
Lament’, JQR, 63 (1972–73), pp. 51–75 with the Aramaic corpus of texts published by Michael
Sokoloff and Joseph Yahalom (eds.), Jewish Palestinian Aramaic Poetry from Late Antiquity:
Critical Edition with Introduction and Commentary (Jerusalem: The Israel Academy of Sciences
and Humanities, 1999), pp. 282–329. (For an introduction see Joseph Yahalom, ‘“Syriac for
Dirges, Hebrew for Speech”: Ancient Jewish Poetry in Aramaic and Hebrew’, in The Literature
of the Sages: Second Part: Midrash and Targum, Liturgy, Poetry, Mysticism, Contracts, Inscrip-
tions, Ancient Science and the Languages of Rabbinic Literature, ed. Shmuel Safrai, Assen;
Philadelphia: Van Gorcum, 2006, pp. 375–91, esp. pp. 375–80.) See also Harry Sysling,
‘Laments at the Departure of a Sage: funeral songs for great scholars as recorded in rabbinic



104 Peter Sh. Lehnardt

What may serve as a starting point for our ‘literary excavation’ of the
antiquities of the Italian rite is the rubric of the ṣidduq ha-din in the editio
princeps of the Maḥzor Roma, Soncino–Casal-Maggiore, 1486.13 Most of the
later editions seem to be reprints, in full or in part, or adaptations of this form
to match the multi-rite reality of the Italian Ghetto with its mutual influences.14

What is interesting, however, is that a review of some 600 manuscripts has
clarified that this edition represents, by way of this rubric, the final stage of
canonization of the rite of Rome as known in the second half of the thirteenth
century and as attested in the earliest existing manuscripts.15 To date I know
of no form of text to be habitually recited after a death, and during the burial
ceremony, other than the one attested in one of the earliest dated liturgical
manuscript of the Jews in Italy, Ms Paris, Bibliothèque Nationale héb. 599,
from the year 1265.16 This includes what appear to be the latest prints from
the end of the seventeenth century.17 This redaction was obviously based on

literature’, in Studies in Hebrew Literature and Jewish Culture: Presented to Albert van der Heide
on the Occasion of His Sixty-Fifth Birthday, ed. by Martin F. J. Baasten and Reinier Munk
(Dordrecht: Springer, 2007), pp. 81–102.
13 See the description of J. Joseph Cohen, ‘Bibliyografya shel Maḥzorim we-Siddure Tefilla le-fi
Minhag Benei Roma’, in Samuel David Luzatto, Introduzione al Formulario delle Orazioni di rito
italiano pubblicata in ebraico, a Livorno nel 1856, ed. by Daniel Goldschmidt (Tel Aviv: Dvir,
1966), p. 111 (# 1) and, for bibliography and reference of copies, see Gesamtkatalog der Wiegen-
drucke M19921 (http://gesamtkatalogderwiegendrucke.de/docs/M19921.htm, last change 2010-
08-10). See the facsimile: Mahzor Ke-Minhag Roma Soncino – Casalmaggione, 1485–1486, Jeru-
salem: Magnes, 2012.
14 This is at least the first and foremost impression although the general prevalence of a
uniform rite of Rome through northern Italy in the age of printing might be misleading. See,
however, the print from Bologna 1540–1541 with the commentary Qimḥa De-Avishuna attri-
buted to Yoḥanan b. Yosef Trèves (see: J. Joseph Cohen, Bibliyografiya, pp. 113–114 [#7]) which
seems to reflect an independent manuscript source.
15 See Peter Sh. Lehnardt, ‘Redactions of the Prayer Book according to the Italian Rite: First
Reconsiderations on the Basis of the Different Outlines of the Liturgical Poetry’, Italia, 20 (2010),
pp. 31–66.
16 For a palaeographic description, see Malachi Beit-Arié and Colette Sirat, Manuscrits
Médiévaux en Caractères Hébraïques portant des indications de date jusqu'à 1540, II. Biblio-
thèques de France et d'Israël, Manuscrits de petit format jusqu'à 1470 (Jerusalem; Paris: Centre
National de la Recherche Scientifique; Académie Nationale des Sciences et des Lettres
d’Israel, 1979), # II, 10.
17 The Siddur Mi-Berakha Ke-Minhag Italiyani (Ferrara: [Girolamo] Filoni, 1693), deserves a
brief mention. Another octavo print without page numbering is partly preserved in a copy in
the Library of the Jewish Theological Seminary in New York (SHF 1907:26 / RB 5802) and
bound with another siddorello with a colophon mentioning Mantova ינא'ם'כ'ת'איכתנש =

א"סת (with an apparently more complete copy to be found in the Valmadonna Trust Library,
London). I have found no bibliographic reference to this print, but the minor prints of prayer-
books in Italy are still worthy of study, even after the bibliographic work of Jacob J. Cohen.
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earlier material emanating from the circles of the Min Ha-‘Anawim/Piattelli
family at the yeshiva in Rome which arranged prayer forms and halakhic tra-
ditions for the book now known as Maḥzor Benei Roma, the maḥzor of the
rite of Rome. The revision of prayer texts and liturgical poetry in mid-thir-
teenth-century Rome and the arrangement of the halakhic traditions are both
to be seen as a reaction to halakhic material, or even a form of siddur/maḥzor,
from the school of Rashi (eg Siddur Rashi18 or Maḥzor Vitry19) introduced into
Italy through the authority of Yesh‘aya di Trani ben Mali (the Elder) (c. 1180–
c. 1250)20 that evolved an intensive literary activity out of formulating the
regulations for the ceremony of the ṣidduq ha-din:
– Seder Ḥibbur Berakhot (Rome, late 12th/early 13th cent.), MS Torino, Biblio-

teca Nazionale Universitaria A. III. 2, [first part of a] maḥzor, Italian rite
(thirteenth century – lost, partly copied by and for Solomon Schechter in
MS New York – JTS Library Ms. 8401) – [presumably in the missing second
part];

– Yeḥiel b. Yequtiel (Rome, mid thirteenth century), Halakhot (written soon
after 1240 and no later than 1260), [not part of the subjects in the unique,
remnant source MS Munich, Bayrische Staatsbibliothek hebr. 232, Collecta-
nea (Italy, thirteenth-fourteenth centuries), ff. 97a–142b];21

All that may confidently be stated about the copy is that it seems to be one of the local reprints
of the Siddur Mi-Berakha of (Venice: Pietro e Lorenzo Bragadin, 1618). The latest partial reprint
of this form should also be considered in the context of its research; see Leser M. Landshuth,
Vollständiges Gebet- und Andachtsbuch zum Gebrauche bei Kranken, Sterbenden und Leichen-
bestattungen, sowie beim Besuchen der Gräber von Verwandten und Lieben (Berlin: Adolf Cohn,
1867), pp. LVIII–LIX.
18 See Siddur Raschi: Ritualwerk Salomo ben Isaak zugeschrieben, ed. by Salomon Buber,
Schriften des Vereins Mekize Nirdamim, 3,11 (Berlin: Mekize Nirdamim, 1911) and Andreas
Lehnardt, ‘“Siddur Rashi” und die Halacha-Kompendien aus der Schule Raschis’, in Raschi
und sein Erbe; internationale Tagung der Hochschule für Jüdische Studien mit der Stadt Worms,
ed. by Daniel Krochmalnik, Hanna Liss, Ronen Reichman (Heidelberg: Universitäts-Verlag
Winter, 2007), pp. 65–99.
19 See, for a late augmented version of this work, Machsor Vitry: nach der Handschrift im
British Museum (Cod. Add. No. 27200 u. 27201) zum ersten Male hrsg. und mit Anm. vers., ed.
Simon H. Hurwitz (Hebrew; Berlin: Mekize Nirdamim, 1888–1897; repr. Nürnberg: Bulka, 1923).
20 For the major shift in talmudic scholarship after the establishment of the yeshiva in Rome
in the eleventh century promoted by Yesh‘aya di Trani, see Israel Moses Ta-Shma, ‘Rabbinic
literature in the Middle Ages, 1000–1492’, in Martin Goodman (ed.), The Oxford Handbook of
Jewish Studies (Oxford: Oxford University Press, 2002), p. 229.
21 Edited by Israel M. Ta-Shma, ‘Sefer Halakhot Iṭalqi Qadmon le-Rav Yeḥiel b"r Yequtiel’,
Kobez al Yad, n.s. 15 (25) (2000), pp. 143–206 [repr. in Ta-Shma, Studies in Medieval Rabbinic
Literature, 3. Italy & Byzantium (Hebrew; Jerusalem: Bialik Institute, 2005), pp. 76–148].
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– Ṣedaqia b. Avraham Anaw (Rome, c. 1210–1275), Shibbolei Ha-Leqeṭ Ha-
Qaṣar (c. 1250) [not part of the printed edition of this version of the book,
Venice 1546];

– Yeḥiel b. Yequtiel, Tanya Rabbati, [a redaction of the former to be copied
on the margins of forms of prayer]: ‘Inyan Ṣidduq Ha-Din;22

– Ṣedaqia b. Avraham Anaw, Shibbolei Ha-Leqeṭ Ha-Shalem, [the final edi-
tion of this work by its author from c. 1260]: Din Ṣidduq Ha-Din She-Omrim
‘Al Ha-Met We-Yamim Ha-Reuyim Le-Omro;23

– Anonymus, Hilkhot Avel (before 1265) in the maḥzor MSS;24

– Moshe b. Yequtiel (Rome, fourteenth century), Sefer Ha-Tadir, chap. 34,
Dinei Ha-Avelut.25

The most important characteristic of all these texts is that they are written to
report traditional halakhic rulings and to facilitate future ones concerning the
ṣidduq ha-din and do not reproduce the actual texts to be recited. Despite the
impression that the text of the ṣidduq ha-din is to be found in the maḥzor
manuscripts and prints of the Roman rite in a section of rulings for rites de
passage, it has to be stressed that even here the Italian literary tradition is
clearly manifest. The basis for the halakhic decision and the format of the
textual element of the ceremony are to be found in two distinct literary genres.
Additionally, the texts are in different genres but are not intended for different
readers, since we find on the one hand no historical evidence of any profes-
sional distinction in the world of prayer in medieval Italy between a rabbi and
a precentor and, on the other hand, we see an effort to arrange both kinds of
texts side by side in maḥzor manuscripts with the Tanya Rabbati.26 But even

22 See Tanya Rabbati, ed. Shim‘on Horovitz (Warsaw: I. Goldmann, 1879), ff. 70c–71a. And see
now Tanya Rabbati, le-Rabbi Yeḥiel B"R Yequtiel Ha-Rofe mi-Mishpaḥat Ha-‘Anawim, ed. Yis-
rael Braun, (Jerusalem: Mossad Harav Kook, 2011), pp. 267–69.
23 Shibbolei Ha-Leqeṭ Ha-Shalem, ed. S. Buber (Vilna: Witwe und Brüder Romm 1887), ff.
172b–173a.
24 Among the more comprehensive manuscripts and prints, see editio princeps Soncino –
Casal-Maggiore: Benei Soncino, 1486, II, f. 149a–150b or ed. Bologna: Menahem ben Avraham
Mi-Modena; Yeḥiel Ben Shelomo; Dan Ariye Ben Shelomo Ḥayyim MiMonticelli, 1541, f. 387a.
25 Moshe J. Blau, Shiṭat Ha-Qadmonim (New York: author’s edition, 1992), pp. 237–38. The
chronological arrangement and the attribution to the authors of the sources listed here is
based on Israel M. Ta-Shma, ‘Sefer Shibbolei Ha-Leqeṭ u-Khfilaw’, Italia, 11 (1994), pp. 39–51
[reprinted in Ta-Shma, Studies in Medieval Rabbinic Literature, 3. Italy & Byzantium, (Hebrew;
Jerusalem: Bialik Institute, 2005), 63–75].
26 For a basic survey of the sources of the Tanya see Israel Z. Feintuch, ‘Tanya Rabbati’,
Sinai, 90 (1977), pp. 14–25 [reprinted in his Mesorot we-Nusḥaot Ba-Talmud: Meḥqarim, ed. by
Daniel Sperber (Hebrew; Ramat-Gan: Bar-Ilan University, 1985), pp. 65–76, 77–88].
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if both categories of information are to be found on the same page, a clear
and graphical distinction is maintained between the layout of the text to be
performed in the ceremony, with its minimal interspersed instructions, and
the comments being offered with regard to the halakhic aspects; and, even if
the halakhic texts are transmitted in a separate bibliographic unit, they do not
reproduce the liturgical text to which they refer. Therefore, we too have to pay
particular attention, if we want to learn something about the textual part of
the ṣidduq ha-din in the rite of Rome, to the copies of the maḥzor.

For the purposes of our investigation of the different (and habitual) textual
elements of the ṣidduq ha-din and their interrelations, the texts are given here
in a critical edition according to the earliest, and almost complete, manuscript
of the Roman rite that is available to us and that has already been mentioned
above.27

27 This is an appropriate place for a caveat for the reader: the version of MS Paris is, on the
one hand, the earliest that is available but, on the other hand, it does not represent the
popular version that should serve as the basis of any critical edition of the Roman rite. The
purpose of using this version here is not because it is the ‘original’ text; its importance lies
rather in the fact that it may represent an early (thirteenth century!) redaction that shows
by its almost unique interconnection (Verschränkung) of the various elements their relative
independence, as well as the intention of arranging them in such a way as to blur the borders,
especially between the first two textual elements. The text has been transcribed from the
manuscripts but obviously with the addition of modern, critical apparatus and method of
presentation. For an edition of the first text ‘Ha-Ṣur Tamim be-khol Po‘al’, not only according
to sources from the Italian rite but from all medieval European rites, see the contribution of
Ruth Langer to this volume.
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Even at first glimpse it becomes clear that we have before us even with
these habitual texts – not to mention occasional dirges or funeral orations
which are not mentioned in the form at all – a composite agenda mortuorum:
[A] Ha-Ṣur Tamim Be-Khol Po ‘al – a Bible verse opens a long row of quatrains,

sometimes in rhyme, and with many variations of a few basic sayings;
[B] Amittai, Adam Im Yiḥye Elef Shanim – a poem with a clear-cut opening,

signed on every second line with the letters of the name of his author AMi-
TaY’. What seems to be the plain continuation, with the strophic acrostic
blessing ḤaZaQ (‘be strong’), shows already indicates a digression in con-
tent and form in the direction of the persecutions by the Crusaders in the
Rhine valley in the summer of 1096 and towards a quatrain with an acrostic
using the last four letters of the Hebrew alphabet at the head of each line;

[C] Avot Olam Yeshenei Ḥevron – another poem with a complex structure but
united in its elaboration of one situation by way of a dialogic lyric;

[D] Qaddish Le-Itḥaddeta – a variation of the most important Aramaic prose
prayer in the synagogal liturgy.28

And so the question arises whether this is a mere accumulation of texts or
whether we assume a kind of composition, but, in the case of the latter, we
must also ask how the assumption of a composition can tolerate such a blatant
doublet as:

[A] [B]Man whether one year (old) (A) Man, if you could live a thousand years
Or living a thousand years exercising your reign forward and back,
What real value has he, when he (Mi) bereft of your fortune you will go down

ceases to exit? to darkness
30 and stand in trial before God who shows noBlessed be the true judge!

kindness.

Duplicate passages are not uncommon in Hebrew liturgy. The high esteem
accorded to tradition even in the case of parallel, or ‘rival’, formulations is
demonstrated by the tendency to coalesce such variations, or as Rav Papa, the
mid-fourth-century Babylonian Amora put it: hilekakh nimrenhu le-trawehu.
But there was also a system of constantly replacing such passages by reformu-
lating them either in artificial prose or in poetic form and the doubling was
the result of retaining the former text together with its later substitute. This
amounted to a rejection of the basic concept of Hebrew liturgical poetry, which

28 For versions, sources and development of this form of the qaddish, see Andreas Lehnardt,
Qaddish: Untersuchungen zur Entstehung und Rezeption eines rabbinischen Gebetes, Texts and
Studies in Ancient Judaism, 87 (Tübingen: Mohr Siebeck, 2002), pp. 39–42, 235–43.
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came into being, and continued to be a creative force in synagogal literature,
for the following four basic reasons:
a. replacing prose sentences in benediction(s) of the long form within a com-

position of benedictions like the qeriyat shema‘ and its surrounding bless-
ings, the ‘amida etc;29

b. replacing prose ‘bridges’ to fixed biblical verses in statutory prayers;
c. adding proems before statutory text units;
d. replacing piyyuṭ.

Bearing in mind that these four considerations define the framework for the
creation of some ten thousand pieces of liturgical poetry in medieval Hebrew
literature, we may assume that there was also a text at the end of the ninth
century in southern Italy that was routinely used in the burial ceremony and
that could be replaced with a poetical alternative.

3

Adam Im Yiḥye Elef Shanim – the piyyuṭ of Amittai as attesting
to Ha-Ṣur Tamim Be-Khol Po ‘al
A poem for the burial ceremony was apparently composed by a poet named
Amittai who is seems to be known to us from other poems but mainly through
the Chronicle of Aḥima‘aṣ, even if it remains uncertain whether he was Amittai
the Elder (Oria, mid ninth century) or his grandson, Amittai birebbi Shefaṭya
(Oria around 900 CE) mentioned there.30 As already shown, this poem resembles
parts of Ha-Ṣur Tamim Be-Khol Po‘al, especially the central part, lines 27–42:
– a rebuke (tokheḥa) that leads to the acknowledgment that God is the eter-

nal judge ([A] lines 27–30 / [B] lines 1–8);

29 For the criteria used in the analysis of the different forms of benedictions in order to
distinguish between the statutory and the private in rabbinic prayer, see Joseph Heinemann,
Prayer in the Talmud: Forms and Patterns, Studia Judaica, 9, (Berlin, New York, DeGruyter,
1977), pp. 158–92.
30 The source of the discussion concerning this identification is in Robert Bonfil, History and
Folklore in a Medieval Jewish Chronicle: The Family Chronicle of Aḥima‘az ben Paltiel, Studies
in Jewish History and Culture, 22 (Leiden, Boston, Brill, 2009), p. 384. I prefer to regard the
grandson as the author, mainly because of the author’s prosodic sophistication in signing his
name at the head and in the middle of the strophes and thus dividing the quatrains into
hemistichs. For the patterns of strophic acrostics by the ninth-century Apulian payyeṭanim
Silano or Shefaṭya BiRebbi Amittai, see Peter Sh. Lehnardt, ‘Studies’ (n. 10 above), pp. 36–38
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– a section with the rhetoric of a penitential poem (seliḥa) that articulates a plea
for forgiveness in the forthcoming trial of the deceased, while recalling the
merits of the fathers ([A] lines 31–38 / [B] lines 9–12 and the part marked by**;

– an invitation to earn merit by taking part in the burial and by escorting
the dead body to its resting place ([A] lines 39–42 / [B] lines 13–16).

In spite of these common topoi, the two compositions later develop in different
directions. While Ha-Ṣur Tamim turns into a reprise designed to bring the escort-
ing congregation and the mourning relatives to an acceptance of the death as
a deed of divine righteousness ([A] lines 43–74), the continuation of Amittai’s
poem focuses on the place of the deceased in his grave but not without broaden-
ing the horizon into a quest for redemption and peace for the whole congrega-
tion.

Such a variation of focus might reflect the different settings of the two
compositions, one a confrontation with death while escorting the dead to the
cemetery, the other an attendance at the interment and a recital of the first
words of consolation. If the two texts had even slightly different settings within
the ceremony the recurrence of topics in the cumulative line-up would be less
disturbing. A similar argument might be used in connection with the iterative
character of Ha-Ṣur Tamim, especially if the congregation was not standing
listening but, rather, making progress toward the cemetery, at a more expedi-
tious rate than the rhetoric of the poem.

Turning once more to the rhetoric of the poem written by Amittai, we can
(as already noted) discern between, on the one hand, the two quatrains
divided into two hemistichs by the four-letter acrostic yielding the name of its
author, and, on the other, the three quatrains yielding in their opening letters
the word ḥazaq. The copyist-redactor of MS Paris inserted at the point of transi-
tion a quatrain that serves in the popular tradition as a final concord of Ha-Ṣur
Tamim and thus becomes at this point a response constituting a congregational
consent to the rebuke about the condition humain issued by Amittai.

After the first subsequent quatrain (to the letter ḥ, lines 9–12) – a plea
formulated in the first person plural for the forgiveness of sins as befitting the
final section of any penitential poem – we find in all Italian testimonies the
relic of a half quatrain and then a complete quatrain of a seliḥa-like poem that
recalls, among the ‘merits of the fathers’, not only the binding of Isaac but
also the martyrdom of the congregations in Ashkenaz in the summer of 1096:

[B**] For the sake of the blood shed in the year 856 (= 1096 CE)
Who gave their life and their goods to make Your Holy Name one.
The merit of the only son, bound at the age of thirty seven
And according Your command handed over for slaughter

and in the end a ram was singled out instead of him
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5 You promised (that he would be) kept (in mind) for generations to come
for the sake of those who worship You with love and fear

Just like our teachers who were in the year KaLU (= [48]56 = 1096 CE)
extinguished all together

These lines are characteristic of the penitential poems written in and around
the Rhine valley after the persecutions of 1096 during the twelfth century, even
if the precise poem has not yet been identified in any of the Ashkenazi sour-
ces.31 What we may assume is that these lines, together with a number of
liturgical compositions, either originated in the first centre of Ashkenazi Juda-
ism that was established in Italy as early as the eleventh and twelfth centu-
ries32 or were brought by one of the Italian scholars studying in thirteenth-
century Ashkenaz, such as Yesh‘aya di Trani or, more likely by members of
the Anaw family of Rome, given the crucial influence they had on the final
redaction of the Roman rite.

The copyist-redactor of MS Paris transcribed, after this martyrological pas-
sage, one of the last ‘quatrains’33 of Ha-Ṣur Tamim. He seems to have been
guided by an association of ideas. After mentioning allufenu (‘our teachers’,
‘our masters’), he turns in direct speech to the ḥakhamim (‘the skilled’, ‘the
learned’) of the (broader) congregation:

*** See, wise man, and prepare in the heart34

Because there is no test at the day of death
Like the blood35 of a honest and righteous man:
'The Lord has given, and the Lord has taken away,

blessed be the name of the Lord' (Job 1:21).

31 Cf. Leopold Zunz, Literaturgeschichte der synagogalen Poesie (Berlin: Louis Gerschel Ver-
lagsbuchhandlung, 1865), p. 167–68, Abraham David, ‘Historical Records of the Persecutions
during the First Crusade in Hebrew Printed Works and Hebrew Manuscripts’, in Yom Tov Assis
[et. al.] (eds.), Facing the Cross: The Persecutions of 1096 in History and Historiography
(Hebrew; Jerusalem: Magnes, 2000), pp. 199–200.
32 See the fragment of an Italian maḥzor with Ashkenazi elements in the eleventh-century
MS Cambridge, CUL T-S H12.23, but the most important document for this phenomenon of
Ashkenazi ‘feedback’ to Italy is the Seder Ḥibbur Berakhot, mentioned above on p. 7.
33 This four-liner is structured not with a rhyme but according to a four-unit rhythm (Ha-
Miqṣav Ha-Merubba‘), a basic feature in the Hebrew poetry of Late Antiquity, in which the
biblical clausula is here stressed by adding, as in many silluq endings, an extra third unit.
34 The strange expression we-hakhinu ‘al lev seems to derive from a combination of the more
idiomatic phrase בללעומיש (‘take to heart’) with the wording of a verse like: הערהעומשמ

'הבחטבובלןוכנארייאל (Ps 112:7) according to an interpretation influenced by the use of
the phrase הערהעומש in mBer. 9. 2.
35 Taking into account that all other manuscripts read dibber (‘he said’), the phrasing dam
is an interesting interweaving of ideas by the redactor, or a slip of the pen caused by dragging
the subject of the former strophe into this line.
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The original continuation of the ḥ strophe (lines 9–12) with its penitential rhet-
oric was far more focused on the situation of the burial ceremony. The z stro-
phe (lines 13–16) parallels the two courses, that of man towards death and
that of the congregation escorting the dead to their final rest. It appeals to the
public to earn merits in a last act of solidarity since such an act, like the fate
of the one to be buried and to be hidden from the eyes of the living, is known
before God.

This combination of the concrete and the universal is continued in the
final q strophe (lines 17–22) taking the Vorlage in Ha-Ṣur Tamim into new direc-
tions. The word ‘peace’ serves as a bridge between the wish expressed over the
last resting-place of the dead in the grave and the hoped-for announcement
of the redemption. And all this would fit well with the image of Amittai of Oria
as a skilled author of liturgical poetry if we had not before us a ninth-century
epitaph for Rabbi Barukh from nearby Brindisi:

Epitaph of Rebbi Barukh ben Rebbi Yona Final section of the poem of Amittai

]ה[נוייברןבךורביברבכש]מ[ ]ב[
]יב[רשפנעוגרמבעיגרההפ
שפנחונהנוייברןבךורב ]…[
םינשהנומשוםישישןבמ םוֹלרעלוֹק
ותחונמלעםולשיהי ןוֹציוֹעויה5םוֹל
ןוצרםולשרשבמעמשנלוק וּערםוֹל
ועמשםולשהשועויארי וּנׁוֹשוֹבםוֹל. 20
ובכשמושפנחוניםולשרבד בםוֹל/יןםוֹל
םולשב דאוֹבםיםוֹל.

It seems to me that Amittai took the well-known ending, as attested by the
epitaph, of an older and anonymous alphabetical poem – which had a differ-
ent prosodic allocation of the acrostic, in the form of one letter per line36 but
basically the same four unit rhythm scheme – and used it, in a typically medie-
val process of thought and craftsmanship, as a literary spolia for the rhetori-
cally elaborated cap-stone of his poem. If this, or any subsequent, precentor
was the sole speaker who was addressing his rebuke to the public (lines 1–8),
his use of a familiar element of tradition by way of conclusion turned his voice

36 Compare the archaic styled dirges in Aramaic as in Jewish Palestinian Aramaic Poetry from
Late Antiquity ed. by Michael Sokoloff and Joseph Yahalom (Aramaic and Hebrew; Jerusalem:
The Israel Academy of Sciences and Humanities, 1999), pp. 282–323, and see, for an example
in Hebrew based on this pattern, Iggeret Ḥatuma Ha-Yom Niftaḥat, as in Israel Davidson,
Genizah Studies in Memory of Doctor Solomon Schechter, III: Liturgical and Secular Poetry, Texts
and Studies of the Jewish Theological Seminary of America, 9 (New York: The Jewish Theologi-
cal Seminary of America, 1928), pp. 263–64.
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into one of public consent, similar to the use of the first person plural at the
end of the Ha-Ṣur Tamim (lines 71–74) in the popular version of the Roman
rite.37

Of central significance for our understanding of the literary aspect of the
burial ceremony in southern Italy is the fact that in the days of Amittai there
was a living tradition of poetic embellishment within a given frame and there
is even an eleventh-century source concerning this period that appears to sup-
port such a suggestion:

Once, he (= Amittai b. Shefaṭya) went out to his vineyard and to his estate (= outside
Oria), and on that day a stranger (akhsenai) died, a wise and God-fearing man, and the
elders of the community sent word to him, to join them in attending the dead who had
nobody else to attend him, to proceed to bury him, to mourn, eulogize and honour him,
as is commanded by the Law. He sent word to them: ‘You go out of the city and I will
await your arrival and will come with you to the cemetery and recite well-ordered lamen-
tations.’

All the community came out to bury him, R. Amittai prepared a eulogy to mourn
him, and all the community cried and mourned for him. R. Amittai eulogized him with a
dirge that he composed for him, and this is the beginning of the dirge that he began to
recite:

יא,יתוּל
יאיהֵּמתוּללֵוֹה
תוֹליןוֹקייוּ

O (temporary) lodging, O exile
He who does not know you may speak superficially of you,
But he who knows you will mourn with moaning.38

The discrepancy between the religious duty to escort the bier of a Torah
scholar (ḥakham) and the fact that the man is nameless and defined only as
stranger is a challenge for the Jewish community of Oria and for Amittai. How
could the latter bring the congregation from a mere act of human solidarity to
an honest mourning of the fate of a stranger. Amittai accepted the challenge,
as he had promised, and makes a connection by means of the word akhsan-
iya – a lodging facility for the wayfarer – the situation of the stranger, the
akhsenai – both words based on the Greek word ξένος – with the existential
situation of the Jews in Italy. They for their part were living as strangers in
exile from Ereṣ Israel under Byzantine rule and Amittai is therefore able, in
the absence of family ties, to encourage the congregation to weep by appealing

37 Compare the far less skilled use of the Italian tradition in a Genizah fragment of the Seder
Rav Amram, MS Oxford, Bodleian Library Heb. c. 20, f. 16; see Seder Rav Amram Gaon, ed. by
Daniel Goldschmidt (Hebrew; Jerusalem: Mossad Harav Kook, 1972), p. 187.
38 Robert Bonfil, History and Folklore (see n. 30 above), pp. 308–11 (§ 41).
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to an existential common denominator. While we may assume in the case of
the poem Adam Im Yiḥye Elef Shanim that the private and public ties to the
deceased are a given fact and that Amittai therefore opens with a universal
tokheḥa based on the condition humain, such a universal appeal could not work
in this case where the stranger has no family or other social ties. The use of a
foreign word, even if well established in Hebrew and Aramaic from talmudic
times onwards, in a Hebrew ceremony that demonstrates by the use of Hebrew
poetry the new Jewish cultural group identity as a Hebrew literate people among
a Greek speaking majority, may serve as a trigger for the release of feelings of
estrangement39 and may arouse a longing for the peace referred to in the final
stanza (lines 17–22) as well as an agreement to ‘mourn with moaning’.

This scene might also shed some light on the agenda of the ceremony and
permit a possible reconstruction: (a) the community (‘eda) brought the deceased
to the cemetery outside the town; (b) here Amittai joins the funeral and takes
the lead with a new composed dirge; and (c) from here on the ceremony con-
tinues with the interment. If we parallel this agenda with the order in the
Roman rite, we may be justified in seeing in the long formula of [A] Ha-Ṣur
Tamim a kind of litany that routinely accompanied the escorting of the bier to
the cemetery. There, as the subject changed from a justification of the deeds
of God towards the fate of man, a precentor like Amittai could insert [B] a
dirge that was specific to the deceased, from a stock of dirges for a man,
woman, child, kohen or levi etc40 or was written ad hoc,41 and then the cere-
mony would continue with texts like [C] Avot ‘Olam and [D] a final qaddish.

The analysis of Adam Im Yiḥye Elef Shanim by Amittai leads to our first
important conclusions for the understanding of the history of Ha-Ṣur Tamim
Be-Khol Po‘al. There was a version used as a matter of routine at burial ceremo-
nies in Southern Italy in the ninth century. This version was obviously under-
stood as having two parts, with an opening focusing on God as performing

39 The background to this is recorded in the Chronicle of Aḥima‘aṣ which reports that the
Jews have lived for generations in Oria and have, as reported about Amittai, houses in the
town and land or agricultural estates in the countryside.
40 Compare the collection of dirges mentioned above in n. 36, and see also, for rich collec-
tions of Hebrew misped poems, examples in the Yemenite rite: Sefer Ha-Tikhlal: Siddur Tefilla
Qadmon ke-Minhag Yehudei Teyman (Tikhlal Qadmonim) (Jerusalem: Joosef S. Habareh, 1964),
ff. 81a–84b.
41 This may mean that on the one hand only the strophes signed AMiTaY ([B] lines 1–8) are
undoubtedly his, the ḤaZaQ strophes ([B] lines 9–22) constituting an already traditional poetic
bridge to the following texts, as seems in any case very likely for the final stanza. On the
other hand, Amittai is the first known payyeṭan in Italy to use the letters of the term ḥazaq,
which is already known from acrostics of the classical period in Byzantine Ereṣ Yisrael, as the
opening letters of three subsequent strophes.
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just deeds in creation and judgement and a second section reflecting the condi-
tion humain and leading into the ceremonial frame and the texts that accompa-
nied the act of committing the deceased to his final rest. Thus, we may take
the year 900 as a terminus ante quem for the institutionalized use – and exis-
tence – of a version of Ha-Ṣur Tamim Be-Khol Po‘al. The tempting question that
therefore arises is whether there are any hints that might help to determine
the original date of a first version of this poem.

4
For most, if not all, Hebrew poetry we have virtually no autographs before
the eleventh century and this latter date is possible mainly because of the
extraordinary existence of the fragments from the Cairo Genizah.42 If we
acknowledge that Amittai wrote his Adam Im Yiḥye Elef Shanim in creative
response to some of the strophes of the anonymous Ha-Ṣur Tamim, we may
hardly expect to find an ‘original’ copy by the author himself, or from soon
after its date of creation, that could give us a clue as to its place and date of
origin. But there are features of prosody and style that might enable us to
determine its approximate place on the line of development of liturgical poetry
up to the ninth century.43

The obvious fact that the poem is written in quatrains defines the earliest
possible date as in the second half, if not the end of, the sixth century, when
the arrangement in strophic forms, especially in quatrains, became predomi-
nant and subsequently the most popular form in the history of Hebrew poetry.
But even a dating at this early period of the so-called classical (= strophic)
piyyuṭ in Ereṣ Yisrael is hard to accept, given the fact that the strophic poems
are mostly arranged in an alphaetic acrostic or signed with the name of the
author, and that only very distinct parts of compositions (such as Piyyuṭ IV or
a silluq) could be denied this literary device.

Another criterion in the prosodic development of Hebrew liturgical poetry
is the matter of the rhyme. While this norm dates from the sixth century and

42 See, for example, Shulamit Elizur, Poet at a Turning Point: Rabbi Yehoshua Bar Khalfa and
His Poetry (Hebrew; Jerusalem: Yad Ben-Zvi, 1994), pp. 19–25, 82–89, pl. 7, 8, 9–11 (drafts in
cursive), 1–2, 3–6, 13–14, 15–16 (clean copies in a square script).
43 Any attempt of this kind with regard to a later period would be more difficult due to the
fact that the ninth century saw the beginning of the regional diversity of creative centres of
Hebrew liturgical poetry, and the recognition that a piyyuṭ found only in southern Italy gives
no hint about its place of origin.
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is based on the identity of sound made by the consonant before the last vowel
at the end of each prosodic unit, the poets of the classical period in Ereṣ
Yisrael, and later in the classicistic renewal of their norms in Italy and Ashenaz
in the tenth to the twelfth centuries, knew how to adjoin to this combination
of sounds in the rhymed syllable one or more sounds based on an additional
root consonant, even where this sequence was interrupted by another vowel,
or even consonant, and thus to create rich assonances that augmented the
basic rhyme.44 For a moment it seems that we also find in Ha-Ṣur Tamim
augmented rhymes, but almost immediately it becomes clear that any stanzas
do not comply even with the minimal principle of rhyme. Rhyming primarily
means an act of abstraction under one formal aspect of words, namely, their
sequence of sounds. This abstraction enables the poet to create – and the
listener to experience – new combinations of words having in common the final
sound(s). Here we find iterations if not of the same root then of exactly the
same word. Together with the numerous repetitions of the same opening words,
this prosodic device calls to mind the lining up of sounds in the so-called pre-
classical (= non strophic) Hebrew liturgical poetry. A payeṭan like Yose ben Yose
could choose a relevant Leitwort to end all the lines of a non-strophic composi-
tion with an alphabetic acrostic,45 but a closer look reveals that the rhymes of
Ha-Ṣur Tamim are not reminiscent of the early strata of Hebrew liturgical
poetry but of the post-classical strata from the ninth century onwards. Besides
two plain ‘quatrains’ (lines 55–58, 67–71), which resemble in their rhythmic
division both the surrounding quatrains and the opening biblical verse, the
basic rhyme norm is consonant-vowel (cf. lines 43–46) or consonant-vowel-
consonant (cf. lines 3–6).46 Any shift of stress is irrelevant to the rhyme (cf.

44 A description of the historical development of Hebrew prosody and much of its terminol-
ogy was first suggested by Benjamin Hrushovski, ‘Prosody, Hebrew’, Encyclopaedia Judaica
(1970), 13, cols. 1195–1240. See now Encyclopaedia Judaica 2nd ed. (2007), 16, cols. 595–623,
abridged in T. Carmi (ed.), The Penguin Book of Hebrew Verse (London, New York: Penguin,
1981), pp. 57–72. For a new enlarged edition of this analytic survey, see Benjamin Harshav,
The History of Hebrew Versification: From Bible to Modernism (Hebrew; Ramat-Gan: Bar-Ilan
University, 2008).
45 For his Teqi‘atot for Rosh Ha-Shana (New Year), see Maḥzor La-Yamim Ha-Noraim, Le-
Fi Minhagei Benei Ashkenaz Le-Khol Anfehem, I. Rosh Ha-Shana, ed. by Daniel Goldschmidt
(Jerusalem, New York: Koren, Leo Baeck Institute, 1970), pp. 238–42, 251–56, 265–70; Yosse
Ben Yosse: Poems, ed. Aharon Mirsky, (Hebrew; Jerusalem: Mossad Bialik, 1991), pp. 93–117.
46 All Hebrew poets, especially but not exclusively in the area of liturgical poetry, adhered
to this norm of Hebrew rhyme until even the twentieth century when the rhyme norm of the
majority culture was from the last vowel onward as in Arabic poetry, or in the poetry of
Romance or Germanic languages. This may be one of the seemingly marginal testimonies to
the centrality of liturgical poetry for training the ears of Hebrew poets, whatever the differen-
ces in their emerging pronunciations, over a period of some 1400 years.
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3–6).47 But the rhyme may also be based solely on suffixes;48 only on the
common sound of a grammatical ending;49 or on similar vowels like o/u/.50

Another technique of ‘rhyming’ in Ha-Ṣur Tamim involves using variations of
the same root, which may be found fairly often as a local solution according
the morphology of Semitic languages, but seldom occurs in classical poetry as
a solution for complete strophes (cf. lines 9–12), or simply the same word. All
these are found in the corpora of liturgical poetry from the end of the ninth
to the eleventh century, the period of the so-called post-classical late oriental
piyyuṭ.51 From this era we also have the first Hebrew poems that were written
not for the embellishment of the statutory prayers but as songs to be sung
during gatherings to perform a miṣwa especially within the life cycle, such as
circumcision,52 marriage, and the final escort towards burial, as well as for the
Sabbath and festival meals.53

In a world of intensive creativity on the part of Hebrew liturgical poetry
mainly up to the twelfth-thirteenth century), we find consistent incursions by
liturgical poetry and, even when poetic versions of most of the services became
more and more canonized in the different rites, the genres of occasional poetry
for the life cycle and for paraliturgical gatherings was still left in the hand of
the precentors. This general and well-attested picture of a transition of the
focus of creativity from the liturgical ceremonies to their margins and to parali-
turgical contexts, seems to require at least a minor correction with regard to
the burial ceremony and the Jewish culture of Christian Europe, especially in
Ashkenaz. Although we have texts and testimonies for the composition of per-

47 This is the norm for all Hebrew rhyme until the encounter with distinctly tonic poetry in
Romance languages, as in Christian Spain or Italy.
48 The syllable of the rhyme may be based on four different consonants -KhAW, -TAW, -NAW
and -DAW in one quatrain (cf. lines 59–62)!
49 Again, the syllable of the rhyme may be based on different consonants: -RIM, -DIM (lines
39–40) or -NIM, -MIM (lines 49–50).
50 See lines 23–24: -NO (3×) -NU.
51 Cf. for an examination of a cycle of yoṣerot compositions from about the year 900 in Ereṣ
Yisrael or Syria, see Shulamit Elizur, The Piyyutim of Rabbi El`azar Birabbi Ḳillar (Hebrew;
Jerusalem: Magnes, 1988), pp. 64–66 and for a thorough description of the use of rhyme
toward the end of the classical period, see Elizur, The Liturgical Poems of Rabbi Pinḥas Ha-
Kohen: Critical edition, Introduction and Commentaries (Hebrew; Jerusalem: Word Union of
Jewish Studies; The David Moses and Amalia Rosen Foundation, 2004), pp. 166–76.
52 See, for example, one of the earliest datable Shirei Zemer for this occasion: Panaw Yaer
Ṣur Le-ḥonnehu, in Elizur, The Liturgical Poems of Rabbi Pinḥas Ha-Kohen (above n. 51), p. 740
and compare pp. 20–21.
53 See, example, for Italy of the ninth and tenth centuries. Zvi Malachi, ‘Qoveṣ Shirei-Zemer
shel Payṭanei Italya Ha-Qadmonim’, in Yad Le-Heman: The A. M. Habermann Memorial Volume,
ed. Zvi Malachi (Lod: Habermann Institute, 1984), pp. 73–102.
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sonal creations or the rewriting of traditional ones for the mourning ceremo-
nies of the Jews in the Arabic-speaking Mediterranean culture,54 and, as we
have seen above, a specifically documented case in Apulia around the year
900, Ashkenazi Judaism finally opted for an approach that did not tally with
these others. It saw Ha-Ṣur Tamim not as liturgical poetry that could be
replaced at least in part but as a statutory text to be recited (by the individual)
in the hour of death and at the funeral.55 This might go back to a process
attested in a halakhic responsum attributed to Rashi:

I found in the name of Rabbenu Shelomo z"l: It is customary to say the ṣidduq ha-din at
the moment the soul departs but one should wait for the sake of [according] honour and
say it in the courtyard of the cemetery or at the opening of the burial cave, may you rest
in peace [sic]. Once they conducted a burial on the intermediate days of a festival and
they did not want to say either a ṣidduq ha-din or a qaddish, because the qaddish is
recited because of the (biblical) verses of the ṣidduq ha-din. And a Rabbi stood up and
said over him the ṣidduq ha-din and a qaddish, because they are neither eulogy nor dirge
and this is not a case of a desecration of the festival but a confession and an acceptance
of the judgement from heaven […] And I do not know a reason for this severity (of imple-
menting the religious rules), but the people of Israel are sages, and are the children of
sages, and if they are not prophets, they are the children of prophets, and a custom that
hey learned from their fathers is religious law that may not expanded or contracted. […]
so far the words of Rabbenu Shelomo z"l.56

The ṣidduq ha-din mentioned here is certainly to be identified as Ha-Ṣur Tamim
Be-Khol Po ‘al, the only such known text in the Ashkenazi tradition, and it
reveals another aspect of its nature that goes beyond the dialectics of personal
performance versus more general, public participation. It is not only the ha-
lakhic concept that you have to recite something that might be referred to as
study of Torah in order to fulfil the conditions for reciting a qaddish that makes
Ha-Ṣur Tamim part of a dialogue. A closer look makes it clear that this dialogue
is not only against the background of halakha or piyyuṭ, or like Amittai’s dia-
logue with the congregation’s particular agenda; it has, as a matter of fact, a

54 See, for example, Menaḥem Ben Saruq, Afqid Ḥamasi Be-Yad El, his letter for help from
Ḥasdai Ibn Shaprut (ed. Schirmann, p. 23, lines 281–88).
55 Cf. for example: ‘Tzidduk Hadin. A declaration of submission to the justice of the Divine
judgement, by which the Burial Service is called. This faith is derived from such verses embod-
ied in the text, Hatzur tamim po'alo (Deut. 32:4) […] Following this prayer […]’, Macy Nulman,
The Encyclopedia of Jewish Prayer: Ashkenazic and Sephardic Rites, (Northvale, NJ; London:
Jason Aronson, 1993), pp. 326–27 (citation, p. 326) – nothing remains of the original setting
within liturgical poetry.
56 Shibbolei Ha-Leqeṭ Ha-Shalem, ed. S. Buber (Vilna: Witwe und Brüder Romm, 1887), fol.
172b; cf. the annotated reprint in Responsa, Rashi, Solomon ben Isaac ed. by Israel Elfenbein
(New York: Schlesinger, 1943), p. 301.
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very literary character. Precisely what we described as predictable rhymesat a
very low level of innovation are paralleled by the frequent use of biblical idi-
oms and expressions. Both these styles, together with the possible use of a
biblical verse as a refrain, create an intensive dialogue between the text as it
plays out and the anticipation felt by the community members according to
their literary knowledge and even if they have only a basic Hebrew. Maybe all
this disqualifies Ha-Ṣur Tamim as a specimen of classical Hebrew liturgical
poetry but it might explain its success as congregational poetry and as a
canonical text-form only a few generations after its first formulation.57 Even if
Ha-Ṣur Tamim may hardly serve as an example of the sublime in Hebrew
poetry, it certainly functions successfully as the correct text for a situation that
is based on the participation not only of the intellectual elite but of all kinds
of members in a local congregation.

5
The period under discussion constituted a new era in which Jewish communi-
ties not only followed the classical option of renewal according to older tradi-
tions but also developed new patterns of presentation – especially with musial
aspects – involving various forms of participation on the part of the congrega-
tion. We shall now attempt to demonstrate how we can, on the threshold of
such a period, read ṣidduq ha-din in the Italian rite as the reception of an
obviously non classical text which amounted to a ceremony with the proposed
purpose of public participation.

For this task we have to introduce into our research a basic shift of per-
spective on the burial ceremony. It has now to be viewed not only as the
framework for the inhumation of the dead in Jewish tradition but also as a
‘rite de passage’ of the mourners according the model of the ethnographer and
folklorist Arnold van Gennep.58

He basically identifies three phases of the ceremony: (a) the préliminaire
separation from a statically perceived ‘world of old’; (b) a central liminaire
phase of transition; and (c) the postliminaire re-incorporation in a new status
quo. In the course of the past hundred years, his identification has proved to

57 See, in this volume, Ruth Langer’s study of the different textual traditions in the European
rites.
58 Arnold van Gennep, Les rites de passage: étude systématique des rites de la porte et du
seuil (1909) (Paris: Gallimard, 1981) and see, for an application of this approach: Margaret
Alexiou, The Ritual Lament in Greek Tradition (London: Cambridge University Press, 1974).
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be a helpful tool for understanding ceremonies as a routine framework em-
ployed by the congregation in order to cope with the uncertainties of the
liminal stage.

And implemented at a funeral:

death → burial ceremony → grave

or:
confrontation with the death → burial ceremony →

living without
the deceased

The liturgical texts within the ceremony function, in a manner of speaking, as
a bridge over the troubled waters of the liminal stage of the mourning59 not
only by their form (‘because something has to be said’) but also by their con-
tent and – as reflected in the basic choice of language in the Hebrew renai-
sance in southern Italy – by the religio of the national and ancient literary
tradition.

Looking again at the ṣidduq ha-din in the Roman rite of Rome as a compos-
ite agenda mortuorum, we can discern that the different parts are focused on,
or append different subjects:
[A] Ha-Ṣur Tamim Be-Khol Po ‘al is focused on the righteousness of the power-

ful deeds of God, the creator and judge, as foundations of the world order;
[B] Amittai, Adam Im Yiḥye Elef Shanim adds the perspective of the vacuity of

mankind in the world order and the need for a plea for mercy and for a
reference to the merits of former generations;

59 Some of the texts in the ceremony also refer also to the deceased’s change of status, as if
he is to be seen as the subject of a transition, but we here follow the basic approach of van
Gennep to a society of human beings. Thus, the report of what happens to the deceased, his
body or his soul, is primarily considered as a process in the world of the mourners. The
puzzling Janus-faced rites de passage at a funeral and the related literary reflections within
the community concerning the fate of the dead and the living in the liminal phase after a
death should be mentioned here only as a broader theme to be dealt with elsewhere; but see,
for an example of literary and imaginary communication between these mirrored worlds:
Varda Padva, ‘The Voice of the Dead in the Elegy’, Jerusalem Studies in Hebrew Literature,
10–11 (Hebrew; 1987–1988), pp. 629–59.
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[D] Qaddish Le-Itḥaddeta strikes a more positive note, beyond the limits of the
specific burial, and speaks about the timeless holiness of God and the
hope for holiness within the time and space of Israel, and for peace.

So what might be the special contribution of Avot ‘Olam Yeshenei Ḥevron as
the third section, between the last lines of the poem opened by Amittai and
closing with the phrase ‘may he rest in peace on his bier’, and the final univer-
sal sounds of the qaddish?

We have already encountered epitaph evidence from Southern Italy as an
early testimony to texts otherwise attested, at the earliest, only in late thir-
teenth-century manuscripts:

Epitaph of Lea, daughter of Yefe Mazal Part of the ṣidduq ha-din ceremony

לזמהפיתבהאלת]ב[כשהפ וֹעתוֹבם,ייןוֹר, [C]
םייחהרורצבאשפנאהתש ןגַיןוֹלוּחוֹלוּר:'וֹאוֹבּםוֹל'.
תיבברחשמתרטפנאיהש וֹעתוֹעםַּמה
תואמעבשהתומדעשדקמה ןגַיןוֹלוּחוֹלוּר:'וֹאוֹבּםוֹל'.
הייחימיוהנשהעבראוםיששו יםוֹלוּא5וֹתא 5
הכזי'ה'ב'קהוהנשרשעעבשויה ןגַיןוֹלוּחוֹלוּר:'וֹאוֹבּםוֹל'.
]ה[תקדצהםיעהשפנםיקהלהתוא ,ןןגַייגִיוֹשׁ
.התחונמלעחונתוםולשאובתו ,ןןגַייגִיוֹשׁ
]י[רעשהלוחתיפןדעןגיזניגירמוש וֹלוּחןגַין.
וחתיפןדעןגלהאלאובתוןדעןג ינו'לפ'ראוֹב'ַןג10ן 10
הנימיבםידמחמןדעןגירעשהל ייןגַין
הנעתתאזהלאומשיבםיקתממו ִּםידיוּוֹניםיוֹלאוֹמ–
06יעירהזוידודהזהלרמאתו תאהאוֹלר:'וֹאוֹבּםוֹל'.

This epitaph from Brindisi, as that of Rabbi Barukh of Oria, mentioned
above, is bipartite: a first part with the personal data and a second one with
a literary text. We learn from the first part (lines 1–8) that the epitaph is dedi-
cated to the memory of Leah, the daughter of Eutychos – here in the hebraized
form Yefe Mazal, who died at the age of 17 in the year 764 after the destruction

60 First published by Graziadio Isaia Ascoli, ‘Iscrizioni inedite o malnote, greche, latine,
ebraiche, di antichi sepolcri giudaici del Napolitano’, in: Atti del IV Congresso Internazionale
degli Orientalisti, tenuto in Firenze nel settembre 1878, I, (Firenze: Arnaldo Forni, 1880), pp.
298−299 (# 24), pl. VIII, cf. Shlomo Simonsohn, ‘The Hebrew revival among early medieval
European Jews’, in: Saul Lieberman (ed.), Salo Wittmayer Baron Jubilee Volume, (Jerusalem:
American Academy for Jewish Research, 1974), II, pp. 853, n. 60; Cesare Colafemmina, ‘Hebrew
Inscriptions of the Early Medieval Period in Southern Italy’, in: Bernard D. Cooperman −
Barbara Garvin (eds.), The Jews of Italy: Memory and Identity (Studies and Texts in Jewish
History and Culture, 7), (Bethesda: University Press of Maryland, 2000), pp. 78, 81.
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of the temple (= 832 CE) – while in the second part we see again a partial
adaptation of a text from the ṣidduq ha-din ceremony.

[C] Fathers of the world,61 sleepers in Hebron,
open the gates of paradise for him and say to him: ‘He shall come in peace!’

Eternal hills,62 from Makhpela,
open the gates of paradise for him and say to him: ‘He shall come in peace!’

5 Angels of peace, go to meet him,
open the gates of paradise for him and say to him: ‘He shall come in peace!’

Guardians of the hoards of paradise,
Guardians of the hoards of paradise,
open the gates of paradise for him

10 and Rabbi n. n. shall enter paradise
and take enjoyment in the fruit of paradise
with delights on his right and sweetmeats on his left –
‘He shall come in peace’ is the reply that you will offer him.

This audio drama of appeals to different characters, to humans, to angels and
to cosmic principles such as the Torah, for them all to issue a direct invitation
to the deceased to leave limbo and to enter paradise, is based on a situation
that must have been known to the congregation in ninth-century southern
Italy, even if the full narrative is known to us only from much later sources.63

While the body of the deceased is put to rest in the grave, his soul seeks to
reach the paradise. The entrance to paradise is in the Makhpela cave in Hebron
near the graves of (Adam and Eve, in some traditions,) Abraham and Sarah,
Isaac and Rebecca and Jacob and Leah, the forefathers and mothers of (man-
kind and of) Israel. The entrance to paradise is like the entrance to the palace
of a king and the guards have to summon the one who wants to enter, if he
is worthy in their eyes. At first the poem refers to the human relatives of the
deceased, still at the threshold between the known world and paradise. A
second plea, made as in a hallway, is addressed to the angels of peace, those
opposed to the angels of wrath,64 and the third is already to the guardians at
the entrance to paradise. What is more, paradise is not an empty place but
has treasures and fruit to offer to anyone worthy of entering it. The metaphor
is not spelt out but the epithet maḥmadim may provide a hint that the study

61 This may also yield the sense ‘principles of the world’, but is here defined by the context
as Abraham, Isaac and Jacob, who are buried in Hebron.
62 Payyetanic, metonymic antonomasy based on Gen 49: 26 and referring to the forefathers
or the four mothers of the tribes of Israel. Cf. bRoš. Haš. 11a.
63 For the sources, see the Hebrew commentary to the edition.
64 For similar traditions, see Aharon Berekhia of Modena, Ma‘avar Yabboq (Modena: Yehuda
Shemuel Mi-Perugia, 1626), fols. 38a, 42a.
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of the words of the Torah, the ultimate fruit of the tree of knowledge, are
meant. This lofty, lyrical style with its hints at an allegedly identifiable situa-
tion leaves us puzzled with regard to the last character addressed: is he, who
has to issue the final invitation to the soul of the deceased, the messiah, or
perhaps God Himself? It becomes quite clear that, as with every lyrical text,
the meaning changes with our knowledge of the situation. Therefore, every
additional testimony that clarifies the situation in the early Middle Ages is
important. The epitaph for Leah, for instance, reveals not only the fact that
the text was part of the burial ceremony in southern Italy at the beginning of
the ninth century, but also that it also no mere citation but an adaptation
made to fit the special situation of a father burying his young daughter.

Guardians of the hoards of paradise,
open the gates of paradise for her
and Leah shall enter paradise
open the gates of paradise for her
and sweetsmeats in her left and delights in her right –
this is the reply that you will offer her: ‘Such is my beloved, and such is my darling’.

First, we can see how the draft format was completed, with ‘Rabbi n.n.’ being
replaced by the name of the young woman. Secondly, the metaphorical fruit,
that we interpreted as fruit of the tree of knowledge, is not mentioned here
and thus the ‘sweetmeats’ and the ‘delights’ in her hands may be not so much
the words of the Torah referred to as ‘the judgements of the Lord are true,
righteous altogether, more delightful (neḥmadim) than gold, than much fine
gold; sweeter (metuqim) than honey, than drippings of the comb’ (Ps 19:10–11)
but, rather, the intercessional deeds of righteousness that she had performed.
But the combination of the words mamtaqim/maḥmadim in the poem was for
the one who formulated the epitaph an allusion to the climactical description
of the groom in one of the songs of the bride in the Song of Songs: “His mouth
is sweetmeats (mamtaqim), and all of him is delights (maḥmadim). Such is my
beloved, and such is my darling, O maidens of Jerusalem!” (Song 6:3). The
entrance to paradise becomes the realization of the prolonged marriage meta-
phor that lies at the basis of an allegorical reading of Song of Songs. Here, the
father, who was denied the opportunity of escorting his daughter to the bride’s
canopy (le-hakhnis la-ḥuppa) because she died at the age of seventeen,
rephrases the text of the burial ceremony, the very text said that is recited
after interment to accompany her journey that is hidden from human eyes.
Thus the ceremony of passing each of the different kinds of intercessors and
guardians on the way to paradise ends differently with an intertextual allusion
that replaces Torah study before God with a hieros gamos. The act of passing
through the world of death into the world near the tree of life, in paradise,
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has become a transition from a father’s house to a groom’s house. Paradise
makes good what is deficient in life; Eros takes over from Thanatos.

The fact that the formula could be adapted in such a way demonstrates
that the Jews in southern Italy did not use such texts as quasi-magical spells
but paid heed to them according to their literary style. This kind of attention
to the text is also reflected in the variae lectiones of the manuscripts more
than 400 years later. One aspect is the censoring out of the guardian angels,
which might be explained as a polemic against angelic intercession.65 Another
aspect is the adaptation of the form according the gender of the deceased.
Thus we find on the margins of the text in some manuscripts a predominance
of notes concerning the changes of the suffixes and verbal forms that are
necessary in order to use the text for a woman. This is summarized in a brief
note of instruction at the end of the text in one of the manuscripts:

.ותואןירמואודובכלויבאהצורםאו.ןיטקהלעןדעןגיזניגירמוש>ר<מולגהנמןיאו
םולשבבכשת','הבכשמ'ו'השפנחונת','םלועייחלהתמשנו':>ןיר<מואהביקנאיהםאו
ןגבתינלפתרמאובתו','ךאובםולשהלורמאו','הלוחתפ','התארקלואצ';'םולשבןשיתו
םולשהלירמאתוהנעתתאו','הלאמשמםיקתממוהנימימםידמחמ','עשעתשתו','ןדע
66.'ךאוב

And it is not an accepted custom to recite ‘Guardians of the hoards of paradise’ over a
minor.67 But if his father wants it in his honour, you say it.68

And if she is female, you say: ‘And her soul for eternal life’ ([B], line 16), ‘May her
soul’ and ‘her rest’ ([B], line 20), ‘May she rest in peace and sleep in peace’ [B], line 22),
‘go to meet her’ ([C], line 5), ‘open for her’, ‘and you say to her: Come in peace’ ([C], lines
2, 4), ‘And may Mrs. n.n. come into paradise’ ([C], line 10), ‘and she shall take enjoyment
in’ ([C], line 11), ‘And delights on her right, and sweetmeats on her left’ ([C], line 12), ‘And
You(!) shall reply to her: Come in peace’ ([C], line 13).

Another way of adapting the text to the gender of the deceased is found only
in late sources like the influential Siddur Mi-Berakha Ke-Minhag Q"Q Italiyani,
Venice 1618 (and its reprints). There Avot ‘Olam is assigned ‘le-zakhar’ (‘for a

65 The idea that such ‘intercessors’ were censored out of the liturgy needs special attention,
particularly when it occurred against the background of the Italian tradition, and this will
have to be done in another context. Meanwhile, compare similar poems for this occasion like
Raḥem Na Alaw El Elohim Ḥayyim or Ṣur Mi-Me‘ono Ṣaddiq Hu We-Ṣaddiq Dino; see eg Joseph
Shalom Galliano, Imrei No‘am (Amsterdam: Menashe Ben Yosef Ben Yisrael, 1628–1630), fols.
131b–33b.
66 MS Paris, Bibliothèque nationale héb. 598, Maḥzor, Italian rite (14th cent.), fol. 314a.
67 This may relate to its different status in the context of religious duties and study of the
Torah.
68 It is noteworthy that this is exactly the position adopted by Eutychos with regard to his
daughter in Brindisi, and it may be that the detail of custom recorded in this passage was
brought to his special attention.
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male’) and Giv‘ot ‘Olam ‘Le-Neqeva’ (‘for a female’).69 This is an interesting
gender-biased interpretation of the term Giv‘ot ‘Olam against the background
of the tradition concerning the graves in the Makhpela cave. If the fathers,
Abraham, Isaac and Jacob are mentioned in the term Avot ‘Olam, then the
phrase Giv‘ot ‘Olam must refer to the mothers, Sarah, Rebecca and Leah who
are also buried there. And the next step is to see the fathers as intercessors
for the male deceased and the mothers for the females so that they can all
find their final resting place in paradise.

Thus we may now summarize our interpretation of the texts of the ṣidduq
ha-din ceremony at a funeral according the Italian rite as a balanced rite de
passage, in which
[A] Ha-Ṣur Tamim Be-Khol Po ‘al creates a community with a common back-

ground and world view;
[B] Amitay, Adam Im Yiḥye Elef Shanim evokes the attitudes and deeds of

solidarity, and accompanies the inhumation of the dead;
[C] Avot ‘Olam Yeshenei Ḥevron dramatizes a narrative dealing with the rein-

corporation of the dead,70

[E] Qaddish Le-Itḥaddeta turns the focus from the graveyard to future hopes
and to the vision of ‘shalom’ in both contexts.

Even if we use the modern concept of rite de passage to explain how the
ceremony stayed the course, it seems plausible that it was not only a conserva-
tively pious attitude to the matter of burial that kept this agenda mortuorum,
with only minor changes, as part of the Italian Jewish tradition for some 800
years. Even when literary style changed and became more refined over the
ages, the texts of the ceremony were not replaced until the age of baroque
with its kabbalistic elements and a new focus on personal ceremonies leading
to new forms of staging ‘proper’ deaths and burials.71

6
So what has this ceremony according the Italian rite, with its roots in ninth
century Byzantine Apulia and its canonization in thirteenth century Rome, to

69 Cf. also the fragment of the print at the Jewish Theological Seminary Library in New York,
already mentioned in n. 17 above.
70 A narrative, because other notions were also apparently attached to the term Ṣeror Ha-
Ḥayyim, which is already found on some of the earliest epitaphs in southern Italy and develops
later into the famous ה"בצנת formula.
71 See Avriel Bar-Levav, ‘The Concept of Death in Sefer Ha-Hayyim (The Book of Life) by
Rabbi Shimon Frankfurt’ (Hebrew; doctoral dissertation, Hebrew University of Jerusalem, Jeru-
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do with the Ashkenazi rite, where mutatis mutandis only the first element Ha-
Ṣur Tamim Be-Khol Po ‘al and the final Qaddish Le-Itḥaddeta gained a foot-
hold? If replacements of text in the funeral ceremony by piyyuṭ compositions
were unacceptable, or not customary, in Ashkenaz, and appealing to interces-
sors was perhaps problematic according some theological concepts of Jewish
prayer, we need testimonies from elsewhere that might show a link between
both traditions.

Such a testimony has survived in the margins of an illuminated Haggada
manuscript from thirteenth-century southern Germany, Ms Jerusalem, Israel
Museum 180/57, the so-called ‘Birdhead Haggadah’. On fol. 33a we find as an
illustration to the verses ‘Open the gates of justice for me that I may enter and
praise the Lord. This is the gateway to the Lord – the righteous shall enter
through it’ (Ps 118:19–20), the depiction of three bird-headed persons turning
into the gate of a two-storey building. At the gate stands the figure of an angel
and in each of the two inner spaces of the roofed and castellated structure
stands another angel. Above them, we see depictions of the sun and the moon
and the inscription ןידעןגההז (‘This is the paradise’). It is quite clear that
anyone who attempting to explain the situation dramatized in the lyrical poem
from southern Italy or the illustration in the Ashkenazi manuscript was faced
with a basically similar story of passing by gates, angels, spaces and voices
on the way to paradise.72

Thus a study of the Italian roots of Ha-Ṣur Tamim Be-Khol Po‘al may on
the one hand promote our understanding of the text as part of a composite
agenda mortuorum and of its function as part of a public ceremony while
on the other hand emphasizing the choices made in the Ashkenazi tradition
according to halakhic concepts and depending on how it was followed by
individuals.

salem, 1997) and Bar-Levav, ‘Ritualisation of Jewish Life and Death in the Early Modern
Period’, Yearbook of the Leo Baeck Institute, 47 (2002), pp. 69–82.
72 This narrative stands within an interesting dialogue between motifs connected to the
ascent before the chariot in the Hekhalot literature and Byzantine monumental art; see eg the
depiction in a ninth-century Byzantine mosaic of the archangel Gabriel, St. Peter and St. Paul
at the Gates of Paradise on the triumphal arch in Santa Prassede, Rome. This may demon-
strates just how much we need, for our understanding of the Jewish Middle Ages, studies
like that of Peter Dronke, Fabula: Explorations into the Uses of Myth in Medieval Platonism,
Mittellateinische Studien und Texte, 9 (Leiden: Brill, 1974) that combine analyses of thought,
art and literature.


