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CHAPTER I

INTRODUCTION

During the past four decades nationalistic composers in
Israel have been producing a new and unique body of choral music.
What distinguishes this particular style is the assimilation of
certain Near-Easternl folk elements into the framework of Western
polyphony. The noted Israeli composer Paul Ben—-Haim explained the
phenomenon in these words:

I am of the West by birth and education, but 1
stem from the East and live in the East. I
regard this as a great blessing indeed and it
makes m2 feel grateful. The problem of syn—
thesis of East and West occupies musicians all
over the world. If we——thanks to our living
in a country that forms a bridge between East
and West-—can provide a modest contribution to
such a,synthesis in music, we shall be very

happy.

This paper will address the characteristics common to these
choral works and the conditions that led to the emergence of that

particular style. Elements which are unique to this style will be

lIn this study, the terms Near-Eastern, Middle-Eastern,
Eastern Mediterranean and Semitic—Oriental ars used inter—
changeably.

2Peter Gradenwitz, Paul Ben-Haim (Tel Aviv: Israeli Music
Publications, 1967), p. 4.
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isolated and identified, reducing what is often described as a
general "atmosphere” to specifics of musical construction.

For the purpose of this study, I have examined a large body
of choral music, accumulated from libraries in both the United
States and Israel. The several dozen works that were finazlly
selected for careful analysis were chosen for the following
criteria: they manifested some “"non-Western” characteristics,
they were composed in Israel, they were original compositions
(not merely arrangements of popular songs), they had Hebrew texts,
and they were scored for a chorus of mixed voices (with or without
instruments).

I then initiated a modest investigation into the nature of
Near Eastern and Semitic folk music. When I was able to discemn
what traits distinguished this body of music from its European
counterpart, I began to look for those same distinguishing features
in the choral works that I had selected. Some features gave the
music in question a generalized "primitive” feeling, others gave
it an ambiguous "folkloristic™ flavor, while still others whose
roots were uniquely Near-Eastern gave the music a more specific
ethnic identification. Each of these characteristics taken by
itself might be insufficient to give the music its unique "Eastern
Mediterranean” flavoring. But the successful integration of all
these elements creates an atmosphere evoking the land of the Bible,

ancient and modern.
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CHAPTER II
JEWISH NATIONALISM

The roots of modern Jewish nationalism lie in Russia at the
close of the nineteenth century. Many Jews, having recently left
the sheltered confines of the ghetto for the broader world of the
university and the conservatory, were seeking contemporary ways
in which to express their ethnic identification. Centered around
Moscow and St. Petersburg, a group known as the Maskilim (Hebrew
for "enlightened ones") developed into a brilliant intelligentsia.
Their formula for a modern Jewish nationalism called for a secu-
lar approach to education, participation in the arts and sciences,
and a fresh and scientific investigation of Jewish culture and
history.l

While this Jewish nationalism began as a subcultural ex-~
pression within Russia, it soon evolved into a movement for
national independence and turned its focus towards more ancient
roots, towards the reestablishment of a Jewish settlement in the
Biblical land of Israel. Inspired by the ideals of Zionistic

nationalism, thousands of Russian Jews emigrated to Palestine

lAlbert Weisser, The Modern Renaissance of Jewish Music:
Events and Figures——Eastern Europe and America (New York: Bloch
Publishing Co.), p. 20.
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with the goal of rebuilding the ancient Jewish homeland. These
pioneer settlers, in their determination to leave behind forever
the oppressive ways of diaspora life, sought to create an entirely
new existence for themselves. They traded their given European
names for those of the Hebrew Bible. They ceased speaking German,
Russian, and Yiddish and created a new language out of the ancient
Hebrew tongue. They left behind their former occupations to work
the land as farmers. They shed their European garb and adopted
the native Arab mode of dress. They replaced monarchies and
capitalistic systems with idealistic communal societies. All in
an effort to reestablish the Jewish people as a distinct and
self-sufficient nation.

In the 1930s the political upheavals in Europe effected a
change in the pattern of immigration. Many Jewish refugees saw
in Palestine not merely an experiment in nationalism but virtually
their only chance for survival. These new immigrants were not
interested in an idealistic return to the land, they merely
wanted to be able to carry on with their lives as they had before
the Nazis came to power. To that end, these men and women from
Central Europe settled in the cities of Tel Aviv and Haifa, build-
ing them into thriving metropolitan zreas, éctive both commercially
and culturally.

Political nationalism stimulated a cultural awareness as well.
Each stage of this modern Jewish revival evoked a pzrticular

musical expression. As in the political arena, the first musical
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efforts were centered around Russo-Jewish roots. At the turn of
the century the first secular Jewish choruses were founded in
communities throughout Eastern Europe. In 1899 Joseph Rumshinsky
organized a community group called the "Hazomir Choral Society” in
Lodz, Poland, and in 1903 another branch of Hazomir was founded in
Warsaw by Leo Low. The repertoire of these choruses consisted of
arrangements of Yiddish folksongs, cantorial melodies, and newly
composed works in the prevailing Russo-Jewish idiom. Choral singing
became entrenched as an important social-cultural activity of the
Maskilim.

During this initial period, Jewish nationalistic musiciars,
like meny others in Eastern Europe, were involved in the collection
of traditionmal folk music, the compilation of anthologies, and the
composition of a new art music based on the folk melos. In 1901
Saul Ginsburg and Pesach Marek, after some limited field research,
published the first collection of Jewish folksongs, entitled Jewish
Folksongs in Russia. One year later a band of Jewish students at
the St. Petersburg Conservatory led by Ephraim Skliar, formed a
club, "Kinor Tsiyon" (Hebrew for "Harp of Ziom") to encourage the
composition and performance of original Jewish music.

In 1902 Skliar submitted a Yiddish art song, "Farn Obshayd”,
to his composition teacher, Rimsky-Korszkov. The Russian master
was so enthusiastic about the work he devoted an entire session to
its analysis. Then turning to the Jewish students in the class, he

commented,
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Write another thirty such things and you will
found a new school. . . . Why do vou imitate
European and Russian composers? The Jews
possess tremendous folk treasures. I myself
have heard your religious songs and they have
made a deep impression on me. Think about it.
Yes, Jewish music awaits her Jewish Glinka.

In 1908 the Society for Jewish Folk Music was founded. The aim
of this society was to "work in the field of research and development
of Jewish folk music, sacred and secular, by collecting folksongs,
harmonizizz them, and by promoting and suppcwtivgz Jewish composers
and workers in the field of Jewish rnusic."3 These two organizations
represented the first coming together in modern times of a group of
Jewish composers with the expressed idea of founding a Jewish tomal
art.

When the political focus of Jewish nationalism shifted to Pale-
stine, its music also began to assume a new character. Composers
in the new land by and large rejected the folksongs of the diaspora
that had been the inspiration of the Russian-Jewish nationalists.

A strange urge was born to toss overboard the
tradition of the ghetto forefathers, to be rid
of their heritage of the long exile. All the
ancient cultural values, like the Yiddish lan~-

guage, literature and especially its melodies,
were forcefully abandoned as being of no account.

ZIbido, ppo 43-440

31bid., p. 45.

aMichal Smoira—-Roll, Folk Song in Israel: An Analysis

Attempted (Tel Aviv: Israel Music Imnstitute, 1963), p. 15.
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Inspiration was sought in the indigenous music of the new
homeland. Eager to learn about the authentic music of Israel,
musicians began to collect songs of the Arabs and of those Jews
who had been living for centuries in the Middle East.

At the same time that Ba;tok and Kodaly were engaged in their
pioneering collection of folksongs from Southeast Europe, Abraham
Zvi Idelsohn (1882-1938), a young music student from Germany, was
engaged in a parallel study. Between 1906 and 1933 he travelled
throughout the Middie East and Europe collecting folksongs, both
sacred and secular, of the various Jewish communities. The result

of his labors was the ten—volume Thesaurus of Hebrew—Oriental

Melodies.

In this monumental work Idelsohn created the first scientific

collection of Jewish music. The author described his methodology

thus:

The entire collection is compiled by the method
of recording traditional tunes phonographically,
transcribing the misic from the plates, comparing
the phonological records with the performance by
various people of one and the same ture, in order
to ascertain those characteristics of each tune
common to all traditioms.

Among the most interesting of Idelsohn's discoveries was a
Jewish community that had been living in Yemen for over 2000 years
in virtual isolation. Having had little contact with either the

surrounding Arab peoples or with their own coreligionists in other

Abraham Z. ILdelsohn, Jewish Music in Its Historical

Development (New York: Holt Rinehart and Winstom, 1929; reprint
ed., New York: Schocken Books, 1967), p. 344.
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parts of the globe, these Yemenite Jews had probably preserved
their culture intact from ancient times. By comparing the litur—
gical melodies of these Yemenites with those of various other
Jewish traditions as well as with various ancient Christian chants,
Idelsohn was able to speculate in an informed manner on the nature
of music in ancient Israzel.

Inspired by the tunes in Idelsohn's collection as well as by
the melodies of the indigenous Arabic populatiomn, amateur composers
in Israel turned their backs on the patterns of German and Russian
music and created a new kind of folksong. Spun from the rhythms
and modes of the Near East and the unique cadences of the modern
Hebrew language, these tunes were the perfect vehicle for the new
Zionistic nationalism. Communal singing in the various agricultural
settlements served as a powerful boost to the pioneer morale.

During the first decades of the Zionist settlement very little
art wusic was created. In a society totally cccupied with the task
of building a country there was no place for serious composers and
no leisure time for formal concerts. Furthermore the pioneer ideals
demanded folk music for communal singing; sophisticated concert—-going
in the European sense was considered a step backwards. Although
sporadic attempts at serious music making appeared in the growing
towns of Tel Aviv, Haifa and Jerusalem during the second and third
decades of this century, it was not until the arrival of the sophis-—
ticated urban immigrants from Central Europe in the 1930s that a

solid base for musical culture was established in the Middle East.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Among the many professional music instituticms that began to appear

in the larger metropolitan centers were the Palestine Conservatory

Hh

of Music (1933), the Palestine Philharmonic Orchestra (1936), the
Tel Aviv Philharmonic Choir‘(l941), and the Israel National Choir,
Rinat (1955).

In addition to this professiomal activity, under the aegis of
the Labor Federation amateur choirs were organized throughout the
country. In 1952 the Israeli government sponsored its first inter—
national choral festival, called the Zimriyah. Since then every
three yeafs (and after 1973 every two years) the Zimriyah has
attracted choirs from all over Israel as well as from every con—
tinent on the globe.

With the establishment of competent performing ensembles, there
was now an opportunity for serious comgosition in the Jewish settle-
ment. Like the creators of the communal songs, many of the serious
composers tried to turn their backs (at least in part) on the musical
developments in Europe and on the European Jewish melos. Instead
they sought their inspiration in the melodies of the Middle East,
ancient and modern. Furthermore, so as not to depart too radically
from the pioneer ideals, they eschewed the avant garde and endeavored
to make their compositions readily accessible to singers and audience
alike. By the early 1940s a new self-conscious nationalistic style

had emerged, which was soon dubbed the "Eastern Mediterranean” school.6

6"Eascern Mediterranean” is a literal translation of the Hebrew
"Mizrach Hatichon"”, which is the term Israelis use for "Middle East.”
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The term. "Mediterranean” music was coined in the 1940s by
Israeli music critics who were alluding to an essay written by
Friederich Nietzche in 1888. The subject of the essay, "The Case
of Wagner”, was a comparison of the music of Bizet's Carmen with
the operas of Wagner, on whom Nietzche was now turning his back.
Musicians in Israel eagerly adopted this description as their own
musical credo.

. « » what it has above all else is that which
belongs to sub-tropical zones——that dryness of
atmosphere, that limpidezza of the air. Here
in every respect the climate is altered. Here
another kind of sensuality, another kind of
sensitiveness, and another kind of cheerfulness
make their appeal. This music lCarmen] is gay,
but not in a French or German way. Its gaiety
is African. « . . I envy Bizet for having had
the courage of this semsitiveness, which
hitherto in the cultured music of Europe has
found no means of expression——of this southern,
tawny, sunburnt sensitivemess. . . . What a
joy the golden afterncon of its happiness is
to us! . . . I1 faut mediterraniser la musique:
and I have reasons for this principle. The
return %o nature, health, good spirits, youth,
virtue. .

7Oscar Levy, ed., The Complete Works of Friederich Nietzsche,
trans. A.M. Ludovici (New York: MacMillan, 1924), quoted in
Ulrich Weisstein, The Essence of Opera (New York: W. W. Norton
and Co., 1969), pp. 233-234,
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CHAPTER III

CHORAL MUSIC OF THE MEDITERRANEAN SCHOOL

Understandably, composers in Israél were attracted to the
choral medium. There was a plethora of choruses throughout the
country, ranging in competence from the rank amateur to the fully
professional. Singers and composers alike were eager to express
through music the nationalistic sentiments of the Zionist ideology.

Most popular among these choral societies were (and still
are) arrangements of the communal songs. But composers were also
writing original choral works! many of which were conceived in
the new "Mediterranean” style. Anchoring these works in the
stream of Israeli nationalism was the specific nature of their

texts, scales, melodies, rhythm, harmonization, form and timbre.

l. Texts

For textual inspiration, these composers turned most often to
the Bible. Certain Biblical verses represented for the modern
‘Jewish settlers a historical link with the ancient Hebrew kingdom:
songs of praise from the Psalms, songs of love from Solomon's
Canticle, songs from the Pentateuch describing Israel's earliest

connection with the land and from the Prophets predicting their

11
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eventual restoration to that land. There were hardly any songs
dealing with life in the diaspora or in the language of the
diaspora. Hebrew was used exclusively.l A look at the choral
output (excluding arrangements) of two prominent Israeli composers

will bear out this point.

1Despite the prevalence of Biblical texts, these choral works
are in no sense liturgical. Their music transcends the synagogue;
rather it deals with concepts of national redemption that were a
daily obsession with the secularized Zionist settlers. Exceptions
are found only in the few liturgical works which were commissioned
from Israeli composers by American synagogues.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



costouerq ueg

] ‘ ] ]
] ] 1] i
] 1] L] Wo HO:%—.—E ]
LYT ‘€2 ‘v sumesd |, me@aEl 2961 v uorjebatbuop swesd a9,
1 I} 1 1,
1oeIsI JO Teataax ayj xoj Joydejeuw e se “ n “ _
sauog A1 Jo A8TTeA 2yl LE ToT@2d | MAIqEH 6561 ' +  39uloxd e 3O UOTSTA 3yl
1 (] [} 1
] ) ) 1
:.Hon ) ) L] ]
=] uRTesSNIASL JO UOTSTA YV ¢9 yetesy , #aAxCPH ' 8561 ' o UeAnzy po yoeg Iawesg o]
A [3 3 1
L [} ] ]
' ' ' 3IOR #MON JO
ABm3ry ey woay saofexd ' , Kato0g TRIOYD
om} pue ‘gpT ‘€IT ‘€6 ‘26 sutesd , Mmaagen 8G6T , unanysef Teusyg mejue) TeoThIn3TI
'} i 1 I}
(] )
waTesnap jo Ajneaq syy burqraossp . ” “
tgp wiesq uo peseq AnoTed epnysX , MARH LS6T O ' ) JON Uo3ox
[} (] ] A
) L . 1)
SOTTXH 9P JO Wi B4, GE yeresy , MRIQSH LS6T O ' y  Wmanysex Teuopy TaApoin
] (] ] ]
) 1) L] )
uorydwepsy  ABaTr |, MAXQEH  ,  LG6T ‘O, ' THPTSL Teyota
1 1 L i
] . L} ' —_—
ToRAST JO UOTIAEPS By, bG yeresy |,  MOIQRH LS6T ' IO Jeunl |, eredy Tucy
i [} 1 L,
[ [} ] L] ————————————
wefhetyy xewp |, mexgEH €561 ' ! S8SIBA JO Mood ¥
A 1 ] L]
] ] 1] ]
WL, pue &IOS IX9L , obenbuey |, uomrtsoduo) |, UOTSSTUMIOD STATL
y ' Jo xedx , a0 uotrieoipad
1 1 ([} i

WIVH--NAd "TYd J0 SMUOM TWRIOHD [HL

HEQ/N—-

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



1] 1] 1] ]
L} 1 [} A<Bv L}
) . «  lpnox erdwey,

. . . Jo uorjexspal , e

Aoy butueng Aeptag ,  meageH L961 ' TeuoTIeN Jeqaeys JeTeqaey
1 (1 ] 1
] ] ) 1]
' ) v ITOW JsquEel)

Butathbsyueyy, — sT[OIOg BSOS pead |,  MAUCEH €96T ) ATAY TAL 3x9s8( SYF WOIF UWAH
1 1] 1 1
[] ] 1 ]

alsyl, pue 20Inos 3Xal, . obenbuer |, uorytsoduo) UoTSSTUIDD 3131y,

' ) JOo xesax N JO :Owumo._.@mﬁ_ N
1 1 i 'l

ponuUTUOD--T FIAVL

14

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



woTesIaL 3O YIITq

L L] 1 L
[} ) [ ’ —
-9 o) JO UOTSTA V2§ ‘TS ‘Ob yeresr , MoxqeH L961 ' ' upyesnIaL
(] [] ] ]
Ll ’ 1 )
poD jJo osterd  GUI-t1T swiesd , M2IqeH 4961 ' ' quexiyytd
i '} 1 '}
*uotTyduepex a3 Iano burotol .. ” “ ”
-a1 pue oTdIRY, B} JO UOTIONTISIP oy, : ) '
Ian0 uoTjejuamey sY 3o8lans sy *Axjeocd . . .
USTMS[ TRADTPaW pue ‘swpesd syl ‘stssusd . . '
uo paseq qraey Teospiow Aq ojjaaqil ,  MAAEH 2961 ' ' TI6TA IUBTUPTIY
] 1 ] 1
L} ] ) L]
uorAqeq ut selTXd N ' [ —
UTIMOpL O JO ysInhuy oyL  LET wfesd ,  MPIGRH Tset ! ' S3o30N 991y,
1 1 1 1
‘
eqages syl pue ‘asaossed ‘jooong jo o “ ” “
soTBIN3TT S} WoIy uoTdUEpaX JO sweod |, MAAGRH 961 1 ATOP asqueyy
' ' 1 AT\ TaL , wtrpecy]
[} ) [] 1
] ) ] ] R
sufesd pue sueod ypeqqes |, MRAgqeH ovet ' ' ejejued yeqqes
(1 A 1 'l
) ) 1 1
R, pue 30IN0S XA, , obembuey | uorjtsodwo) UoTSSTUIDD) oTaT L,
. ' Jo xeax , IO uoOTIDIPAA ,
1 1 (] 1

YAIIS TVOAMION JO0 SXMIOM TWIOHD HIHL

¢ TIguL

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



16

Certain musical implications are inherent in the structure of
Hebrew Biblical poetry. First of all, in Biblical poetry.lines
are normally linked in pairs not by the rhyming of terminal vowels
and consonants but by a "rhyming” of ideas known as "parallelismus
membrorum”. In this form of parallelism, the second line of each
pair acts as either an intemsification or an antimony of the first.
Ex. 1. Psalm 1:5-6.

Therefore the wicked shall not stand in the judgment,
Nor sinmers in the congregation of the righteous.

For the Lord regardeth the way of the righteous;
But the way of the wicked shall perish.

In the service of the Temple in ancient Jerusalem these poems were
performed responsorially by antiphonal choirs. This practice has
persisted in both church and synagogue through the years. Most
notably one thinks of the Venetian composers of the early Baroque
who cited this ancient practice as a model for their own polychoral
settings of the Psalms.

Such antiphonal effects are also found in the settings of
Psalms by contemporary Israeli composers. The two examples given
below illustrate antiphonal processes in Yehezkel Braun's Shlosha

Pirkei Hallel. In the first example male and female choirs each

sing alternating half-verses, while in the second example the

female singers echo each half-verse as it was sung by the men.
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TABIS 3

ANTTPHONAL PROCESSES Il Y. BRAIN'S SHLOSHA PIRKET HALLEL

First Movement

Measure ' Verse ' Text ' Voicing
25 ! 2 ' The wozks of God are sublime; ' sa
1 1 ]
26 ! 2 ' dear to all who seek them. " i)
t ]

27 ' 3 ' His works are full of glory and : SA
1 ] najesty; '
[ { |}

28 ! 3 ' and His righteousness endureth ' B
' ' forever. '
] 1 ]

29 ! 4 ' He allows us to commemorate His : SA
' ' marvels; ‘
: I :

30 ! 4 ' God is merciful and tender- : ™
! ' hearted. '
1 ]

'mird Movement

20 4 Highoverallnationsisoerod;: g}
] ]

21 ! 4 ' HighoverallnationsisourGod;'. SA
] ]
1 1 - T

22 ! 4 ' His glory transcends the Heavens. : 8
1 ]

23 ! 4 ' His glory transcends the Heavens. : SA
1 1 .
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£x. 2. Braun, Shlcsha Pirkei Hallel.
. /
a. First movement, mm. 24-31.
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Third movement, mm. 20-23,

4 ;r 21- > 13 \.3 - =
:TE;“' —r—— — z
-3 Yy :53 a2 - o7 X+
—aay £~ L ram el kol g0 ~fim &= do
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- 2 . . ia -0y x-1T -

3+ > 3 .3 .2 |mozlx @t L
ws?i:. ——— LX. =
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Tal Ll go<iim & Mo - | oay
i . .
e

Mmoo, o.n e oxiv - o
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-nij( P\’(\ l.+ ) B fia v sfia-" i --3in k=‘ve -
- fy
Z e
== T
- A-9¢ - -Qr -3 -
_.233 L _!‘3 2 3 ha Cefia - me - itn L—w -
vll l“l 'é : X ; —

- 1 I

ke 2 a4 e-'g -le 320 - | i

i al ha-, sha- :u-;jh ke=, vo - do
. . M
T X

o

by .'_l-.g' -ip - 3-13 - 1]

al ha -sha = ma - jim ke= vo - do

The rhythm of Hebrew speech is "rising”; i.e., nearly all

polysyllabic words begin with an unaccented syllable (e.g.,

va-ye-va~KA a-TSEY o-LAH).

this end—-accented stress pattern is different from that of

The overall sound that results from

languages such as English, Latin, and German which are generally

front-accented (e.g., PLE-ni sunt COE-1i et TER~-ra; FREU-de

SCHOE-ne GOET-ter—fun-ken; NO-bo—dy KNOWS the TROUB-les I've
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SEEN). Accordingly, most Hebrew vocal music will phrase from weak
2
to strong.  Example 3 shows the rhythmic phrasing in a sample

page from Aharon Charlap's Akedat Yitzhak. Here is the text from

Genesis that is found cn that page:

va—~yash-KEM av—-ra—-HAM ba—-BO-ker
va=ya=-cha-VOSH et cha=-mo=-RO
va-yi~-KACH et shnei ne—a—-RAV i-TO
ve=ET yitz—CHAK be=-NO

va—~ye-va~KA a-TSEI o-LAH

Ex. 3. Aharon charlap, Akedat Yitzhak, p. 27.

TIMFO 10 td =
7 } 60)

S. —
. B ':__ ———

!-r - aa .,. - " -m. ; - :-? 1 - : - L‘- -

v : m-XER VA=YA,-CHA -

i.ﬂ £ -
Ao ~ Ty
i%tt’-‘w - 3° R=_1-"1-°1 "

. 2 1o} 2 1211
B4 VA-YASE ~={KIM AV = RA-HAM BA - B -XKER—__ VA-YA-CHA -
. N PR TN F — e ———
r_g o g, : — f_—rﬂ——)“x___‘_c

o b= —T >
1" -jo3 N - 1-m 2 < 2 -
!, fn-u’se -lKBM AV " RA-HAM BA B —XER —
B';; o — A—Po—g‘ % ’—;‘A__L
\ 19 -0 X - 21-03 - R~

2 2
VA-YASH - KM AV - RA-HAM BA - B -KER

2Although modern "Sephardi” Hebrew is pronounced (probably)
with the same accentuation as it was in Biblical times, for
hundreds of years the Ashkenazim (Jews of northern Europe), under
the sway of the German language, used a front—-accented Hebrew
pronunciation. The return to a rising meter is thus another
tangible manifestation of the change from Eastern European to
Israeli Jewish nationalism.
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A number of different scale forms are encountered in the folk
music of the Middle East. These include primitive-di-, tri-, and
pentatonic scales; modes which correspond to the ecclesiastical

dorian, aeolian, mixolydian, phrygian, and lydian; and chromatic

scales of various configurations. These modes were embraced by

the composers of Israel not merely as occasional color or super—
ficial decoration; they were used as the very building blocks of a
new nationalistic mode of expression, fully integrated within their

musical language. In the words of Israeli composer Ben-Ziom Orgad:
Western nations display in our era a kind of

exhaustion. The artist turns to the exotic to

rouse his artistic blood, but actually this

exoticism hasn't brought about a substantive

change. . . . There is a difference between
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our exoticism and that of the West. Ours
arises out of a desire to be absorbed into
an old-new ethnic region. We have a strong
desire to bridge our contemporary culture
with our ancient culture.

The most primitive of the Near—Eastern scales is the two- or
three- step scale, basically a monotone, occasionally decorated
with a step above and/or below.

4
Ex. 4. Babylonian Jewish Chant.
. N — ! ™ =t ! '\" |

v 2 Lt . g

. S " - > ”
£ LA AR A y S ) 7 A S A 4

“?Sl—.g.ma Yrs-ra-el H-do-;l E-l;-hen& A-do-n;I e-chad. .

L1444

L4 G 1 —d

YD

scale:

1
.t
v

2

» [« vy

-
=

Ex. 5. Yemenite Jewish Chant for Yom Kippur.5

Y &m.G no rib.bo.tij kol ni.dar 6 is.sor u.3E.bu.ch & go.

4
b
b
-

A I

At . ;- e A - I
By - T e e a——" e w—g—

D] ) : " <
nom 6 hé.rim Sanno.dar . tij & nis.ba. tij ba.ho.gis 6 bi.ha.

A 3 ) - )8 - . e — A . - A 2 . .
W - g — |
U \ 4

lom & nid.ba . tij bis.3€.mot ha.gi.do6.5im #a. ¢ . nomnim.ho. gim. el

=2
scale: | w—
==

%

3Michal Zemora, Yesodot Mizrachiyim Umaaraviyim Bemusika

Bevisrael [Eastern and Western Foundations of Music in Israel]
(Tel Aviv: Israel Music Institute, 1968), p. 46.

ACurt Sachs, Rhythm and Tempo: A Study in Music History
(New York: W. W. Nortom, 1953), p. 75.

SAbraham Z. Idelsohn, Thesaurus of Oriental Hebrew Melodies
(Berlin: Benjamin Harz, 1925), Vol. 1, No. 92.
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The third movement of Paul Ben-Haim's Roni Akara begins with

just such a melody. The reiterated tonic is decorated by tones a

step above and below: :@

Ex. 6. Paul Ben-Haim, Roni Akara, p. 9.

7
Rather fost (4= 132)
A > >
——
317D 1 - | N pol I Rhe  BETRE D K-+ Rl B
KI YA-Mi¥ U - | SMOL Kl YA-MIN U~ SMOL Kf YA-MIN U- | sMOL TIF - RO-TS!
- —_ ;ﬂ > -
8 1 —
T T = = —
DTN T CNOP MITTD 1 ONDW ILTRD 3 CONDD 3A- TR
KI YA-MWY U - SMoOL KIYA-MIN U ~SMOL Kt YA-MIN (- SMOL  TIF - RO-TSI

Primitivism is a strong element in the choral music of
Mordecai Seter. The third movement of his Moadim begins with a
forty-bar passage in which each voice part sings a monotomnic
melody. Each voice part enters in turn until a G-minor chord
(with added fourth and seventh) has been created.

Ex. 7. Mordecai seter, Moadim, pp. 33-38.
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In his oratorio Tikun Chatsot, Seter has composed a number

of primitive melodies for unison chorus modeled after Semitic-

Oriental chants. The choral recitative at letter A does not
0

s

exceed the range of a diminished fourth: W

But the tomic is so predominant that the other pitches assume

more of a decorative than a melodic function.

Ex. 8. Mordecai Seter, Tikun Chatsot, pe 6.
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PListesso tempo senza misura ()
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A simil~r hypnotic effect %5 created in the Hashkivenu from
Ben—Haim's Kabbalat Shabbat. The melody in mm. 18-24 is basically

a monotone on D decorated with upper and lower chromatic neighbors:

=

Ex. 9. Ben-Haim, Kabbalat Shabbat, pp. 72-74.
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Compare the two examples quoted above with the following kina

(lament) of the Babylonian Jews. Note the repeated tonic decorated
AL .

with upper and lower chromatic neighbors: Z—gre=e-t—
6 va
Ex. 10. Al Naharot.
_phazan —
o g > = =]
e ——— = |
Al niihardt babil ho. i€.hoh “jil.at mé.6. r6. te . nu
wa hamjat ji. le.lo.té.nu do.a . hoh &t gol ha.so.sa. r5. té . nu
A PPN 3 ~
E===———==— = ===
biit bo.biil sé.ma.hdt o. ra. hoh ni.Zzid md.ro. ro. 18 . nu
 ———————— _ ——- ——, T
—t ey — ———e l:l:":!?:E
T - - == = —— ————
wa.a.nah.nu ‘al s.rabimbé.t5.hoh to.li. nukinnd.ro.te . . nu.

The anhemitonic pentatonic scale is characteristic of much
Semitic-Oriental folk music (as it is of nearly all primitive

folk music). It is seen here in an Ashkenazic cantillation mode

and its related blessings.

Ex. 11. The Cantillation (Lithuanian Mode) of Numbers 13:23-2-45.7

e
=== ——
-’

"
r 4 —

scale:

6Ib:'Ld. , no. 58.

7Yehezkel Braun, ed., Seventy Seven Traditional Jewish
Melodies (Tel Aviv: Mifalei Tarbut Vechinuch, 1981), no. 70.
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Ex. 12. Benedictions chanted after the Reading of cheSProphetic
Lesson on the Sabbath (Ashkenazic Tradition).
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In the choral literature under investigation there are a

number of passages using this scale form, but they are generally

8Abraham W. Binder, Biblical Chant (New York: The Sacred
Music Press, 1959), p. 79.
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shorter fragments which eventually develop into a more complete

mode. The passacaglia bass from the second movement of Ben-Haim's

P

- ——
=

D N o~ y 2
o/
4

Roni Akara is purely pentatonic, using the scale:

However the next two voices in turn introduce the pitches G-natural

and C-sharp into the tonal fabric, thus completing a D-major scale.

Ex. 13. Ben-Haim, Roni Akara, p. 6.
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Similarly, the first six measures of Yehezkel Braun's Shir

Hashirim are in a pentatonic scale on G: ﬁ

The second statement of the tune, beginning at the end of m. 6,

however, is more fully developed, introducing the pitches F# and C#.

Ex. l4.

S.

Braun, Shir Hashirim, p. 7.

Adagio @ : 34
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Israeli composers have also cast many of their compositions

in the five heptatonic scales that correspond to the dorian,

aeolian, mixolydian, phrygian and (less often) lydian church

modes.
folk music.

Ex. 15.

Folksongs in the Dorian Mode.

e

-~
scale: Hﬁ:
Naug?

J

9Idelsohn, Thesaurus, no. 165-b.

9
Deror Yikra, as sung by the Yemenite Jews.

Each of these modes is also found in Middle Eastern
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b. Anonymous Greek Folksong.
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"Hanaava Babanot,” Israeli "folksong"” by Amitai Neeman.
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Grove's Dictionary of Music and Musicians, 5th ed., s.v.
"Folk Music, Greek,” by Solon Michaelides.
11

Smoira-Roll, Folk Song, p. 31.
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Ex. 16. Choral Passages in the Dorian Mode.
a. Seter, Moadim, p. 7.

scale:
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be Avni, Mizmorei Tehilim, p. 7.
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Ex. 17. Folksongs in the Aeolian mode.

. . . - 12
a. Ashkenazic Cantillation of Joshua 1l:1.
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b. Yamin Usmol, Israeli "folksong"” by David Zehavi.
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12'Idelsohn, Jewish Music, p. 53.

13Smoira—Roll, Folk Song, p. 22.
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c. Anonymous Greek Folksong.la
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d. Zeybeck from Turkey.ls
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lAGroves, sev. "Folk Music, Greek.”

lSK. G. Fellerer, gen. ed., Anthology of Music (Cologne:
Arno Folk Verlag, 1972), vol. 44: Non-European Folklore and Art
Music by Marius Schneider, no. 127.
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Ex. 18. Choral Passages in the Aeolian Mode.

a. Braun, Shir Hashirim, p. 26.
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b. Braun, Shlosha Pirkei Hallel, p. 7.
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Ex. 19. Folksongs in the Mixolydian Mode.

. 16
a. The Priestly Blessing according to the Yemenite Jews.
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Idelsohn, Thesaurus, no. 1l1l2.
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b.

7
Shirat Havam (Exodus 15:1) as sung by the Jews of Casablanca.1

-

scale:

e 1 i B § | 8
- s SNy l ] ]
i 2 2 - fR— 2 - m 00— 1"9°-3 -
T v T : 4
- nai ki ga - oh ga - gh, sus ve~-ro-che -
—t -
— — A |
. L - 1Y "y
" — ——
) T DYees —
-0 — ra - mm va - YoMeeo e

8
c. Chanting phrases in the Ashkenazic Adornai Malach Mode.l

scale: v L =
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l7Braun, Jewish Melodies, no. 46.

lsIsadore Freed, Harmonizing The Jewish Modes (New York: The
Sacred Music Press, 1958, pp. 37-38.
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Ex. 20, Choral Passages in the Mixolydian Mode.-

s

A. Braun, Shir Hashirim, pp. 12-14 (mm. 15-39).
o]
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b. Braun, Shlosha Pirkei Hallel, p. 18 (mm. 1-5).
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Ex. 21. Folksongs in the Phrygian Mode.

. 9
a. Popular melody for Lamentations 1l:1, Jews of Izmr.l
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5
b. Deror Yikra as sung by the Jews of Aden."o
scale: == & ———
rJ
4 e ee——— | e )
%Jﬁu - mm— - em—— “ " + T ? T L ) T #
t.‘. A -y e d : - 2 A1 ‘ Ii : !:: ! IAY I s :
:=' . B b 4 o2 > — ~——— g o ———
1o o i/ 7 T 12 oy -NRIILER
De~-ror yike - ra le - ven 'im bat, ve-yin-tsor
; = ,ﬁ\
o

Ne -

'3 TRWIT T 0 1
'im shime-chem ve

 ———— T
s =

K2 7 d T-3233 - am—— 2
-Io yosh ~ bat, sheevumu - Mm be -
A 1 e . ? .
+ ) S - x ; . %T =’ 1 5 !
. TS e e e S
v - v - m -1 T - oW/ 21 - oiv g - na
-yom sha -  bat, sheevumu = Ml e—-—be — yom sha - bat

c. Anonymous Greek Folksong.21

}l
scale: #:._l—‘i_
v

_p (Refraim)

_;ﬂm{;}::j: fﬁ;{;@

20

Ibid., no. 33

21Groves, s.v. "Folk Music, Greek."

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission




56
EX. 21. Choral Passages in the Phrvgian Mode.

a. Ben-#Haim, Three Psalms, pp. 35-36, mm. 67-79.
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b. Braun, Sharkivah, mm. A9-end.
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2
Ex. 22. Anonymous Greek Folksong in the Lydian Mode.™
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Ex. 23. Choral Passages in the Lydian Mode.

a. Braun, Shlosha Pirkei Hallel, pp. 19-20 (mm. 12-19).
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b. Seter, Moadim, p. 27.
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Perhaps the most characteristic scales of Semitic-Oriental

music are the various chromatic forms. Two hallmarks of these scales
are the interval of the augmented second and melodic motion of two
consecutive halfsteps. Furthermore, it is not uncommon for certain
degrees in these scales to vacillate up or down by a quarter- or
half-step.
Ex. 24. Folksongs in Chromatic Scales.

a. Anonymous Greek Folksong.2
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2
b. Allahu Akhbar, Mohammedan Call to Prayer."z‘
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2L']'.delsohn, Jewish Music, p. 30.
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25
¢. Rahamana, Sephardic Folksong from Jerusalem.
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d. Rahamana, Sephardic Folksong from Saloniki.
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Braun, Jewish Melodies, no. 60.
26

Ibid., no. 61l.
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5
e. Wi Gan—-nin-teeni, Egyptian folksong.
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Ex. 25. Choral Passages in chromatic modes.

a. Ben-Haim, Rabbalat Shabat, pp. 89-90.
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27Baheega Sidky Rasheed, ed., Egyptian Folk Songs (New York:
Oak Publications, 1958), p. 62.
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b. Ben-Haim, Yefeh Nof, mm. 17-21
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c. Avni, Mizmorei Tenilim, p. l.
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d. Ben-Haizm, Ro0ni Akara, p. l6.
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In the folk songs quoted above all pitches have been "rounded
off" to the nearest tempered scale degree. In actual performance
certain pitches may be "bent” by as much as a quarter tone above
or below. In the repertoire of compositions that was available to
me, not one composer calls for choral singing in quarter tones.
The only example which approximates microtonal singing is in Oeden

Partos' Rabat Tsraruni where the composer calls for glissandi

between pitches a halfstep apart.

Ex. 26. Partos, Rabat Tsraruni, p. 1l6.
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3. Motives

It is not uncommon to find fragments of extant folksongs
incorporated into compositions by the nationalist composers. While
some composers will consciously quote folk sources, in most cases
the quotation seems to be the result of the ethnic material having
been integrated into the composer's inner melos.

There are several levels in which the folk motives manifest
themselves in the body of choral music under discussion. First
there is the quotation of motives directly traceable to the folk
sources. Second, the use of certain ornaments that are frequently
encountered in the folk performance practice., Third are certain
melodic cadence formulas, and fourth a generalized form of melodic
progression.

In settings of Biblical texts it is not surprising to find
motifs derived from the traditionmal cantillation of the Bible.
These melodies normally appear as identifiable fragments within
a larger melodic span. They are not used comnsistently for more
than a few measures, and they do not necessarily correlate with
the proper tropal form for the text set. In the examples given
below a motive from the cantillation of the Prophets is applied to
a text from Genesis, and a motive from the cantillation.of the
Song of Solomon to a Psalm text. In another example, Song of
Songs motives are applied to Song of Songs.texts, but not according

to the traditional formulation for those particular words.
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Ex. 27. A. Charlap, Akedat Yitzhak, mm. 4-7 (Text from Genesis
22:1).
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fo— : e : — 4
V) v g ]
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B. Two motives from the Ashkenazic Cantillation of the
Prophetic Lessomn.
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C. Ashkenazic Cantillation of the Pentateuch Lesson,
Genesis 22:1.
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Ex. 28. A. Avni, Mizmorei Tehillim ii, mm. 1-2 (Text from Psalm 48).
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B. Motives from the Ashkenazic Cantillation of the Song
of Solomon.
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Ex. 29. A. Braun, Shir Hashirim i: mm. 7-9 (Song of Solomon 3:1).
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C. Ashkenazic Cantillation of the Song of Solomon 3:1.
!

o em—

. -l
- ¥

" "
PR—_4 14

v >l s

o
1.4

-E

P AY
L 14 4 b4 = < »

l ~7 Ll >
b

s 4
o r a8
1

L Py
Lo 7 " Y
I . T

<3
k) 12 ¥ kw2
& <
- f

{14

3

7
s
v

Ex. 30.
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A. Ben Haim, Three Psalms, i, m.3

—

11 (Psalm 4:1).
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Braun, Shir Hashirim, v, mm. 25-27 (Song of Songs

B.
3:10, last two words).
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C. Motive from Ashkenazic Cantillation of'Song of Songs.
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D.
of the Pentateuch Lesson, Ashkenazic tradition.

¥ N
) 1 N
A : 4 L ?
" L L X & — L2
| } T T

[

NO —Séﬁy Ha - To- RoH

E. Ashkenazic Cantillation of Song of Songs, 3:10, last
two words.
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The impulse to improvise decorations on a melodic line is a
. - 28 . . - . - C e
universal phenomenon. In the performance practice of Semitic-
Oriental folk music, two of the most common ornmaments are the turn
. 29 . . -
and the quick grace note. The turn is an embellishment which
surrounds a structurally important melodic note with both its upper
and lower neighbors.

Ex. 31. KRedushah as sung by the Yemenite Jews.30
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28Bl':uno Nettl, Music in Primitive Culture (Cambridge: Harvard
University Press, 1956), p. 57.

29Zemcu'a, Yesodot, pp. 67-70,.

30Idelsol’m, Thesaurus, no. 1l3.
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- - . . . 31
Ex. 32. Cantillation of the Song of Songs, Lithuanian Jews.
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311delsohn, Jewish Music, p. 41.
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Paul Ben-Haim, who was strongly influenced by the performance
practice of Yemenite singers, has made extensive use of these
embellishments in his scores.

Ex. 33. Ben-HEaim, Kabbalat Shabat, p. 68.

&
b . cresc. s @ P -
I A S S S S s ey Sl Sttt e— = —> — - —
S. y y e e o
7] ",' A ————k — :
BATHewee—caaal A= A= SOTweem=efT HA=SHA=- BATHeemeemeaeaealf« DO-RO- TAM BRITH O-
cresc. N _ —
A = - —— —— — rl' ﬁ ;:i + ——  E——
uu ) i H*L i i [ \ T * -* T : > :
ET HA-SHA%m—-;gm-SHAMT” LEeen=DO=-RO- TAMa=w==BRITH===-0O-
DN . e, —— —
10 8> 5 5 I x Y ‘ 1 - ‘: s } e F L
T. W:: v - o —— :
N T P4 = T ——
—————cea—] A A= SOTee—weeeesf] HA- SHA- BATHeeeceeeea{f- DO~ RO~ TAM BRITH O-
Az‘\ 6 - ————
8. q > o i SO 2 o0 e Al S S S ' 1 7 T ' 2 T .
1 )1 = ) Sa— h i i > g b
1 1 7 m——
/ ———— A A~ SOT=eeeceeeef] HA- SHA- BATH LE-DO- RO~ TAM BRITH O-
wf - ~— Rit. 1O\ w4 P drire
| o= l{_1- Zls # F l_l
s. [t = : ! " :
< 3
LAM BRITH O- LAMeecccaaaaBE |«
# /’\ ,al — P dol‘.e
3 3 : i L4 ) ] i
A = s e - > - e - :
o1 = 1 t -
1 AM BRITH Qeencnel AMecccaccncneaiE'] -
= Bo—— . 2 p dolce
T. 2 - e S e —
| —— 1 7 T ;e ) e gy 1 4 L 1 "4 L {
T L4 == | 4
LAM, ARITH Qe LAMeseeaa=-3RITH O- LAM ~8E'l~
#‘;} - ——~— ~ '\’ . o 9 . -:¢ p dolce
B. 1 x £ i Eu' t t t T
e 1 1 4 piSa——
LAM BRITH —Oe LAMpomeccevasnes Quowmee LAMeeecee= BE'|-

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.




79

Ex. 34. Ben-Haim, Liturgical Cantata, pp. 28-29.
Allargando 4 tempo
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The rapidly executed grace note is an embellishment common

to many primitive styvles.

Ex. 36. Beyom Shabbat as sung by the Yemenite Jews.32
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Idelsohn, Thesaurus, no. 133.
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Ex. 37. Mi Vami as sung by the Yemenite Jews.33
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Ex. 38. Kapilir (Turkish Song).
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Fellerer, Anthology, no. 126.
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It is found in the choral scores of primitivistic composers

such as Stravinsky, as well as several of the Israeli nationalists.

Ex. 39. Stravinsky, Les Noces, p. 1.35
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35Strav:'u:lsky restricts his use of this ornament to
the solo voices.
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Ex. 40, Ben-Haim, Xabbalat Shabbat, p. 56.
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£x. 41. Ben-Haim, Yefeh Noi, p. l.
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ZX. 42, Marc Lavri, Song of Songs, p. 65.
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Seter, Moadim, p. 4l.

43.
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One melodic formula which is typical of cadences in a number

of Middle Eastern modes is the luwered leading-tone rising to the

tonic.

EX. 44. Neeman, "Hanaava Babanot".36

A, 44
et e
e 1 b Ko 2 e e 0 » e
1 J w4 l A l . . A J be b4
v

: ¢ Hcona vo 5@30-«0“ R-na}h-s-h?o m-ségeoah\o
e et

36Smoira-Roll, Folk Song, p. 3l.
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7
Ex. 45. Cantillation of the Prophets, Lithuanian Jews.3
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Braun, Jewish Melodies, no. 71.
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Ex. 46. Esmechah, as sung by the Yemenite Jews.38

.!E’E: 3 #; s — 3 — !" ?'3&"5:%
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n S.3a4 Tutti ===
-3 e e T T . — ——
o e
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39

Ex. 47. Az Yashir, as sung by the Yemenite Jews.

(Yemenite)
A Exod.18.1 .
0 L ﬁ g
Oz yo-shir mo-she uv-ne yis-ro-el es
A J P o~
T ———— e
= —
hash-shi-roh haz-zoth li-de - noy,
.
e == —= —
. O] ¥ :
W3y e yOo-me-ru e - mor.

381’c‘1e].sol‘m, Thesaurus, No. 174-c.

39Idelsol'm, Jewish Music, p. 49.
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This cadential formula has been incorporated into a number of
compositions by Paul Ben-Haim.

Ex. 48. Ben-Haim, Kabbalat Shabbat, p. 125.
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Ex. 49. Ben-Haim, Three Psalms, p. 1l3.

moito rit. =ﬁ:—
/ T
Soer. [y e ———
Alto 1‘:‘, T e e s
ta-u im - tu vil-vavchemvedo-mu  sivchu sivchej tse-dek uwit-chu e! A-do-na'i.
sin com-mane with yoor heart and be seill  and of - fer sa-cri-fi-ces, putyoartrast in-to the Lord
———
7\
Tenor 3 ey T
Bass  I=—F7F—F"F T A S A A A B A € R AR SR
— ‘ 4 molto rit.
! - ) (i \2 \ (—-) -
= = —— e
‘q g ] < ‘T
- ?-
Organ | PPP
é -
L | 1 | | !-
. ' ot L

s = % b’r * b% ‘L?

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Ex. 530. Ben-Haim, Roni akara, p. l5.
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In some cases the progressién is implied through the partici-
pation of a second voice part. In the two examples given next
the lowered leading tone is supplied by the alto voice while the
soprano reiterates the tonic.

Ex. 51. Ben-Haim, Yefeh Nof, final cadence.
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- zﬂ
+~— X o : j
' me— -
g g A
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€x. 52. Ben-Haim Liturgical Cantata, p. 36, final cadence.

. . . m
g === Largo (=t ————f 3
= e T :
o e 2
v ! T[]

o - - - cech, le 4 o - rech ya \ é -{ mim!
::j;-—ﬂ' tf E =
i : . A —— = F

o - - rech ya -{ mim e | b-rech ya -| mim!
o A —ie—=f =

,}_ 1 )

e
|
>

. Bipr _rr7d

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



98
Several authors have pointed to the tetrachordal nature of
s . 40 . o . .
Hebrew melodies. In both the ancient traditions of cantillation
and the modern Israeli folksong one finds a large number of motives
that outline a tetrachord or prominently feature the leap of a

fourth away from the tonic.

Ex. 53. Hafle Vafele, Israeli "folksong” by Yedidya Admon.41

) S ) : -
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T
y 4 ~ G
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3 d 3
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Pt 2 g ) - A - 1 D ou— - - - 1
v y 413 2 1 h,— y 4 & » A ) =
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o pe - & - &, va—'pe-& pc.& I\s}- “’g
A L N -
s y—) st o e e -
re— ?
e e ettt et s o s i $ e — — e s g
y A p 4 >~ 3 1 1 v 4 - 1 T L T L hIH'I pi o
4 LA™ [ 4 [ 4
o - Pe - (7 a - men se-2a e Oa

4OZemora, Yesodoﬁ, p. 41; Idelsohn, Thesaurus, vol. 2; Alfred
Sendrey, Music in Ancient Israel (New York: Philosophical Library,

1969), p. 232.

41Smoira-Roll, Folk Song, p. 26.
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. . 52
Lithuanian Jews.

Ex. 54. Cantillation of the Prophets,
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Similar melodic tendencies are to be found in the choral music
under investigation.

Ex. 55. Braun, Shir Hashirim, p. ll.
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£X. 56. Braun, Shir Hashirim, p. 24.

Pariando molto moderato e doice @ xca. 96-112
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Ex. 57. Braun, Shlosha Pirkei Hallel, p. l.
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Ex. 58. Ben-Haim, Three Psalms, p. 6.
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‘The Israeli composer Yehezkel Braun argues that in most cases
the tetrachord can actually be broken down into a configuration of

the ur-interval of a minor third with the addition of a major

~

. 192 e 43
second above or below: %9_.__01'_6___9_ .
: oo —

This hypothesis is certainly supported by the speculation that the

minor (or "neutral”) third is the core interval of all primitive

melody./‘a
A reexamination of the two folksongs quoted in examples 53 and

54 above will reveal this inner structure. In both examples the

A
<

configuration is —p———— . This same analysis can also be
v &

applied to the melodic structure of a large number of choral works

of the Israeli nationalist school.

Ex. 59. Braun, Shir Hashirim, p. 11 (mm. 48-50).

structure: —2——o¥—

1S A4

T

431nt:erview with Yehezkel Braun, Boston, Mass., 18 January 1982.

MLeonard Bernstein, The Unanswered Question: Six Talks at
Harvard (Cambridge: Harvard University Press, 1976), pp. 15-17;
Curt Sachs, The Wellsprings of Music (The Hague: Martinus Nijhoff,
1962; reprint ed., New York: Da Capo Press, n. d.), p. 49; Nettl,
Music in Primitive Culture, p. 47.
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Ex. 60. Ibid., p. 16, mm. 1-2.
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Ex. 610 Ibidn, _D~o 23, qome 71-76.
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Ex. 62. Braun, Shlosha Pirkei Hallel, p. 21 (bass, mm. 26-29).
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ExX. 63. Ben-Haim, Liturgical Cantata, p. 25.
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4, Texture

The composer who attempts to integrate Eastern folk melodies
with Western compositional forms is faced with the problem of the
imposition of polyphony upon a body of monophonic music whose nature
may be incongruous with Western harmony. One solution to this
dilemma is to avoid polyphony altogether and have the choir sing
in unison (or in octaves). While this texture is found occasionally
within the context of larger works its use is probably not any more
frequent in Istaeli choral music than in the international reper-
toire. Two examples are given below; both represent a brief change
from a predominantly polyphonic texture.

Ex. 64. Braun, Shlosha Pirkei Hallel, pp. 11-13.
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Ex. 65. Seter, Tikun Chatrsot, pp. 6-8.

Listesso tempo senza misura () S
A sotto voce
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* Other solutions involve the utilization of some of the
simple polyphonic devices used by folk musicians in the Middle
East. Middle Eastern singers, like their counterparts throughout
the world, will instinctively improvise some sort of polyphony
as a form of “"vertical decoration” on a monophonic tune. The
techniques most commonly used are heterophony, parallel part-
singing, drones and canons.45

Heterophony is the simultaneous appearance of a theme in
two or more voice parts, where one will deliver the melody in
a simple form and the other(s) in a variant form. Heterophony
can be the result of a conscious artistic embroidery or an
unconscious variation in pitch on the part of one or more
singers. Frequent clashes of a major or minor second are not
uncommon in such a texture.

Ex. 66. Tunisian folksong.l‘6

, Scale Intved wmodsl.  Fres tompo
3 3 -
=i === e
clwirds jinhaled -
r‘l'l ) PN BN I B R SRy .

e
TV e g & T vV AL I
‘bbedek s oda i sdjjadl  ilmatih 13 qiblkwa I3 s

Nettl, Primitive Culture, p. 80; Sachs, Wellsprings, p. 77.

46A:chibald T. Davidson and Willi Apel, Historical Anthology
of Music (Cambridge: Harvard University Press, 1964), p. 7.
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Paul Ben-Haim has made use of heterophonic texture in a
number of his choral works. Generally, a melody 1s traced in
parallel octaves with the addition of ornamental turms.

Ex. 67. Ben-Haim, Roni Akara, p. 16.

% (accel. ..yt - - }
e e e
hy:ﬂq\_’;‘" i e
(IR T DAy
- EL Ly E-LO-HEI CHAL HAFA-RETS YIHARE
1}
e~ N - ——
b 'th’_‘__..’:
= e
St 2 = P
RET. T ._.ﬁ I?‘WIT vt N
VEGO-A-LEICH  KE-DOSH yS-RA-| EL
T R
(3.\ _“.ﬁ: ﬁ_."é” Jlér = 0x o
1TTARP PWT /i B
VE-GO-A-LEICH KEPOSH VS-RA - EL

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



116

Ex. 68. Ben-Haim, Liturgical Cantata, p. 28.

Allargando ﬂ' 4 tempo
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Ex. 9. Ben-Haim, Kabbalat Shabbat, p. 67.

Very quiet(s =6-50)

/

' 7 ]

. = — —— p—

1544 a1 3
) J
! bd P - v
‘A QE;.'{ lr — — ? LZ: 3 Ll\‘ ] ?}J}
l 0] o - 9 ¥ g
: VE—- s -RU——=3E~

2 B 3 —~ - e N = 1

l‘v . L 4. E\i i h ’:r'r Tk) ; ;\' lL 1 } S D lr 1 yi $ $'-ﬂ_'_1r :

. ——— ;. j iy I —

VES SHOM=RU  BE-NE'l YISS-RA~ EL-—===-T HA- SHA- BATH SHOM= RU=emmmmmemee
2 3 —_ ~ e
ﬁE9ﬂ*—f—Fﬁ%—ﬂ'———ﬁ————'—ﬂl——jg:E::?—f’ 4= —F— ft —

T e e e + : —

= —
VE SHOM-RU  BE=NE'l YISS=RA= El-eee—m-f] HA=SHA= BATH=meem=e=  SHOM= RUeeme=m—-

Another form of primitive polyphony is parallel part-singing.
Parallel octaves, fifths, fourths, thirds, and even secounds are
quite widespread. Composers wishing to evoke this primitive
texture often score voices in parallel open fourths or fifths.

Ex. 70. Lavri, Song of Songs, p. 57.
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Ex. 71. Ben-Haim, Three Psalms, p. 8.
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Ex. 72. Ben-Haim, Liturgical Cantata, p. 8.
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Drones of various types are common to primitive folk styles,
including those of the Middle East. 1In its simplest form the
drone is an accompaniment consisting of a single pitch, either
sustained indefinitely or broken up into reiterations. Drones
aré used in the following examples to evoke this hypnotic folk
style.

Ex. 73. Braun, Shir Hashirim, pp. 20-21.
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Ex. 74. Ben-Haim, Roni Akara, pp. 10-11.
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In the following example note how the drone D is passed

back and forth between the tenors and the altos.

Ex. 75.

Avni, Mizmorei Tehilim, p. 3.
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The ostinato is a more complex form nf drone, in which an
accompaniment is created out of a repeated cycle of several
tones. Various types‘of ostinato patterns can be found in the
choral literature under discussion, from the primitive hypnotic
repetitions in Seter's Moadim to the more sophisticated
passacaglia in Ben-Haim's Roni Akara.

Ex. 76. Seter, Moadim, pp. 25-27.
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Ex. 77. Ben-Haim, Roni Akara, pp. 6-8.
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Canons and other simple imitative devices may have originated
from one singer lagging behind and overlapping with another, but
eventually became integrated into the repertoire of primitive
polyphonic techniques. Simple canons are occasionally used by

the nationalistic composers to evoke such a folk-like character.

Ex. 78. Seter, Moadim, p. 19.
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Ex. 79. Braun, Shir Hashirim, p. 1l6.
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5. Harmonic Structure

One of the mosi conspicuous features of nearly all the Middle
Eastern modes is the lack of a scale degree one half-step below the
tonic. The leading tone is often either replaced by a “sub-tonic”
note a whole step below the tonic or omittéd altogether. Musicians
trained in the traditions of classical Western harmony were generally
uncomfortable with this feature of modal music. The first Jewish
composers to harmonize the modal melodies of the symagogue liturgy
in the 19th century were loath to give up the leading tone and its
strong harmonic implicatioms. To that end they retained the raised
seventh degree in the harmonization of melodies in which that tonmal
degree was missing, thus preserving the dominant-tonic cadence
pattern. Where the lowered leading tone was encountered melodically
it was harmonized as the seventh degree of a V of IV chord. The
examplé given below is a setting by the German-Jewish composer
Louis Lewandowsky (1821-1894) of a traditiomal Jewish chant in the

mixolydian mode.
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Ex. 80. Lewandowsky, Veshomru.
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In the twentieth century many composers were able to take a
fresh look at these old melodies. As Bela Bartok wrote in his

Autobiography (1921):

The study of all this peasant music had the decisive
significance for me that it led me to the possibility
of a complete emancipation from the exclusive rule of
the traditional major-minor system. For the overwhelming
proportion of the repertory of melodies, and the most
valuable of them, adhere to the old church modes or
the ancient Greek modes and contain still older modes
(especially pentatonic). . . . Thus it was clear that
the old scales, disused in our art music, had by no
means lost their vitality. Returning to their use,
moreover, made possible novel harmonic combinations.

The American-Jewish composer Isadore Freed created a system of
"modal harmony” by building chords out of only those notes contained
within the chant being harmonized. He explained the system in this

way:

Jewish modal harmony is based more on the restriction
of the harmonic resources than on their expansion.
But the resulting process, when artistically used,
creates an aesthetic freshness nevertheless: for the
practice of deliberately avoiding the most constantly
used progressions of traditional harmony results in

a new arrangement of harmonic forces. This in itself
represents an extremely desirable end. 8

47William W. Austin, Music in the Twentieth Century (New York:
W. W. Norton, 1966) p. 226.

48Isadore Freed, Harmonizing the Jewish Modes (New York: The
Sacred Music Press, 1958), p. 9.
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Each of the traditional synagogue modes has its own charac-—

teristic motivic patterms.

One of the most common cadential

formulas in both the aeolian and mixolydian modes is flat-seven

to eight.

When harmonizing modal melodies, composers frequently

employ either the minor dominant or the major sub-tonic triad

resolving to the tonic.

Ex. 81. Harmonized cadences in the aeolian mode.
a. Avni, Mizmorei Tehilim, p. 10.
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. Ie) -~ .
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d. Seter, Moadim, p. 31.
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e. Charlap, Akedat Yitzhak, p. 14.
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Ex. 82. Harmonized cadences in the mixolvdian mode.

a. Ben-Haim, Roni Akara, p. 19.

essential voice leading: {5—X2 tom
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c. Ben-Haim, Liturgical Cantata, p. 7%-75.
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Cadences in the dorian mode are often plagal, highlighting
both the tetrachordal nature of the melody, and the characteristic

major sub—dominant triad.
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Ex. 83. Harmonized cadences in the dorian mode.

a. Ben-Haim, Elohai Tsidki, p. 48.
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essential voice leading: %
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b. Ben-Haim, Kabbalat Shabbat, p. 69.
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¢. Ibid., p. 125.

essential voice leading:
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Cadences in the phrygian mode normally take the form of

major supertonic to minor tonic.
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Ex. 84. Braun, Shlosha Pirkei Hallel, p. 8.

essential voice leading: E
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In the lydian mode a minor triad onm the subtonic leads to
the tonic in a medieval sounding cadence.

Ex. 85. Braun, Shlosha Pirkei EBallel, p. 10.

essential voice leading: [
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In the following example, both phrygian and lydian inflections

are present.

Ex. 86. Braun, Festive Horns, p. 9 (mm. 41-42).

essential voice leading: #
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In the chromatic modes a final cadence is often approached by

semitonal voice leading in at least two of the voice parts.
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x. 87. Harmonized cadences in chromatic modes.

a. Ben-Haim, Yefeh Nof, p. 1, mm. 13-14.

essential voice leading: P
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b. Ben-Haim, Kabbalat Shabbat, p. 85.

essential voice leading:
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Final chords are often altered or decorated in some fashion.
In the examples given above the third is oftemn omitted to create-
a more “primitive” open-fifth sonority or raised to create a
major triad. One characteristic of Ben-Haim's cadences (especially
those with a soft dynamic) is the addition of a major sixth to major
triads or a minor seventh to minor triads.
Ex. 88. Paul Ben-Haim, Characteristic cadence patterus.

a. Roni Akara, p. 19.
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b. Three Psalms, p. 23.
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c. KRabbalat Shabbat, p. 125.
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d. Liturgical Cantata, p. 23.
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The composer Yehezkel Braun often ends inner movements

with anhemitonic clusters.
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Ex. 89. Yehezkel Braun, Cadential chords.
a. Shir Hashirim, p. 1l.
2 3 €D
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c. Festive Horms, p. 5.
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e. Ibid. ’ p. ll.
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6. Rhvthm

The rhythms of folksongs from Eastern Mediterranean lands tend
to fall into two categories. Long narrative texts (especially those
of a sacred nature) are delivered in a free recitative style with
no fixed meter. The rhythms flow according to the natural accentual
patterns of the words. Unstressed syllables are generally rendered
by short notes and stressed syllables by longer notes or by melismas.
The three examples given below illustrate this style in the Mohamme-
dan as well as in both the Babylonian and Lithuanian Jewish traditioms.

Ex. 90. Mohammedan Call to Prayer.4

]

Al-la - huakbar.al-ls - - huakbar! Al-la-hu

J

[ .

ish-ha-du

un-mmmm Al-la.

agldelsohn, Jewish Music, p. 30.
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Ex. 91. Babylonian Jewish Cantillation of Exodus 12:21.So
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5()Bx.'aun, Jewish Melodies, no. 69.
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Ex. 92. Lithuanian Jewish cantillation of Lamentations J.:l,Z.Dl
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Ibid., no. 75.
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Traditionally, these recitatives are performed as solos.
Because of their rhythmic freedom, a true unison ensemble per-
fermance would be extremely difficult to achieve. Thus attempts
at choral settings in this style normally sacrifice a measure
of this rhythmic suppleness.

Composers have nonetheless tried to approximate this style
in a number of ways. The most obvious solution is to set an
entire section apart to be sung by a solo voice. Yehezkel Braun's

Shir Hashirim provides a case in point. The next to the last

movement, taking about one minute to perform, is scored for
soprano solo. Although notated in a conventional meter, the music
displays the rhythmic freedom (as well as many of the actual motifs)

of Jewish cantillation.

Ex. 93. Braun, Shir Hashirim, p. 24.
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Another approach is to set the text for choral singing in
unison (or octaves). Here some rhythmic subtlety and spontaneity
will have to be sacrificed in order to achieve a true unison.

Aharcn Charlap has compoged such a section in his Akedat Yitzhak.

He does manage to achieve some flexibility through the variety of

rhythmic values utilized.

Ex. 94. Charlap, Akedat Yitzhak, p. 39.
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Mordecai Seter has also composed recitatives for unison choral
singing. The example below with its reiterated reciting tomne on
F# and limited range evokes a “"primitive” feeling.

Ex. 95. Seter, Tikun Chatsot, p. 6.
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Listesso tempo senza misura (d)

sotto voce !
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Paul Ben-Haim created a unique polyphonic recitative in the
fourth movement of his Roni Akara. Since the voices move for the
most part in parallel fourths or octaves no harmonic accents
interfere with the free flow of this quasi-organum.

Ex. 96. Ben-Haim, Roni Akara, pp. 16-17.
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Seter's “choral symphony"”, Jerusalem, opens with a meter-less
word-less section in the style of an instrumental tagsim. Here
the voices are singing a quasi-improvization on a synthetic mode
constructed by the composer. Attempting to simulate the effect
of a freely improvised line, Seter has had to resort to writing

vocal parts that are extremely complex rhythmically.

Ex. 97. Seter, Jerusalem, pp. 5-9.
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In marked contrast to the rhapsodic freedom of the Biblical
chanting is the highly rhythmic style which is characteristic of
the dance music and songs set to texts with a regular metric flow.
In some cases this is manifested in a simple rhythmic pattern
repeated hypnotically ad infinitum.

Ex. 98. Gam Veyitzhak, as sung by the Yemenite Jews.52

5.182 ™
9= i52 S.3&4 e B
ﬁ:g;niéi = , = : : = :
Gam wé . jis.hog rab pé. ho.dim Ji_bha.rdg & .bE o . du.dim.
,5.182 1 S.384 = Tutt] w3

A T U S ——— TR
S . — ——— — S A O S S WS — S S~ w— - AT 0 S ® | & SR W .7 S« G - CEE ey -
= e ————

5.ba._rog of. bSj Z6.du.dimWa.3.nij il- b bi_so_dim. AR!

The hypnotic repetition of strong dance-like rhythms is a
prominent feature in the music of Mordecai Seter.

Ex. 99. Seter, Moadim, pp. 25-27.

521’de].sohn, Thesaurus, vol. 1, no. 174-d.
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Ex. 100. Seter, Jerusalem, pp. 160-162.
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Israeli composers (especially Tzvi Avni and Yehezkel Braun)
have also been intrigued by the irregular rhythms of Hebrew
biblical poetry and the additive meters of Mideastern folksongs,
and have incorporated these features into their compositions.

Unlike the symmetrical four-square structure that is char-
acteristic of so much music and poatry of the Western European
and American folk traditions, the poetry of the Hebrew Bible has
an irregular rhythm based on the relative positions of the accented
syllables within each verse. Unlike the structure of classical
European poetry, there is no given metrical framework; no regular
pattern of anapests or dactyls is super—imposed. Rather each
poetic line contains a given number (either 2, 3, 4, or 6) of feet
of wvarious sizes.53 As example, here are the first two verses from
the "Farewell Song" of Moses (Deuteronomy 32:1,2). Note how each
half-verse contains three feet varying in size from two to five

syllables, resulting in an asymmetrical rhythmic flow.

53
P. 246.

Sachs, Rhythm and Tempo, pp. 69-70; Sendrey, Ancient Israel,
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Ex. 101. Scansion of the Hebrew text of Deuteronomy 32:1,2.

R P

1. ha-a-ZI-nu ha-sha-MA-yim va-a—-da-BE-ra

7
- [ ‘ v/ L bt [ /

ve-tish-MA ha-A-rets im-rey-FI.

’ ’ /
/
v o [ / (>4

2. ya—a—~ROF ka-ma-TAR 1ik-CHI

’ / 7
- [ v [/ e e [/

ti-ZAL ka-TAL im-ra-TI.

Asymmetry can also be detected in the heterometric dance
music of the Middle East. Most Western music is "multiplicative”
or "divisive" in its nature; phrases are generally constructed of
two groups of two beats balanced by another two groups of two
beats (2x2x2, etc.). The meter of Near-Eastern music, however,
is often "additive™ or "heterometric”, constructed of a chain of
short dissimilar metric units. It is not unusual to encounter
such meters as 3+2, 3+3+2, 3+2+2, and 2+2+2+3. In Greece, the most
common folk dance, the “Kalamatianos”, uses a repeated rhythmic

; B
pattern of either ) ,‘S,) J (3+2+2) or J P )5(24'2'*'3)-
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Ex. 102. Anonymous Greek folksong.sa

Era -focera(> (JEOLIAL)
a) H

Yemenite~Jewish songs are often built on even longer, more

complex heterometric units. The taleas will consist of irregular

additive patterns of threes and twos, as in the following examples.

55

Ex. 103. Ahavat Raayah, as sung by the Yemenite Jews.

The meter is 15/4 (2+2+3+2+3+3)
4202108 e 2o

; - j SRS S .--——
A, . . Ja.j .nj. Ti.ha . mih ri.hij ba. gir_bij.

54Groves, s.v. "Folk Music, Greek".

55Idelsohn, Thesaurus, no. 174,

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



178

Ex. 104. Kaven, as sung by the Yemenite Jews.56

The meter is 17/8 (3+4+3+4+3).

S.1&42 1=

. e20's168 62120 S.-344 7= i
e o t ot < D) —— T ?ﬁ
Tangm‘v e o '::ﬁ' + - — v > e lr. : xl- —
Kiiwwép 8e. ne¢j hii . hin wé.gow. Ba.raj wé.distam mi._l&. gow.
Py S. 182 == S.3&4 ™ S
e — T—rer= y
(7]

.

a.raj wé. dis.tam mi_le.gow. A_lif da. a.had mu we.Zow.

Ex. 105. Barak, as sung by the Yemenite Jews.57

The meter is 20/4 (2+3+3+2+3+2+3+2).

B dei132

v Bi.raig ba.rijg sl.hi . ma min
- axd i 1 S.324 ﬁ
— e - 3 : —
~0 et - A Ay - e
fsu. gé mandar gis . sim jis .gij 26.hu.rdh b . ma
S.3a4m

ﬂ”"_\- —_—

——— x5 i,“?#@

;l.m.éi wan-xai.fi -éim in . sa . be
S.{42t=Ha .lak ti .

PR .
W‘;’;z:m —_——
— - —— :

Y ga.biodE . ma hin &f.t6 .YG ji né. dim.
wil ds.ha . ma, min k& .rim wa.dij ‘& .dim.
56

Ibid., no. 176-b.

57Ibid. , no. 177.
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The spirit of these metric patterns has been captured by a
number of nationalistic composers including Mussorgsky, Bartok,
the early Stravinsky, and the Israeli ccmposers under discussion.

In the first movement of his Mizmorei Tehilim Tzvi Avni used a

rhythmic device akin to the musique mesurée of sixteenth century

French composers. Generally he allots a half note to monosyllabic
words as well as to syllables that receive a primary or secondary
stress, and a quarter note to unstressed syllables. The text of
the first 29 measures is printed below. Stressed syllables are
doubly underlined, syllables which receive secondary stress are
underlined once. The rhythms of Avni's setting are shown above
the words.

Ex. 106. Rhythms and text, Avni, Mizmorei Tehilim, mm. 1-29.

3 did .50

Kol Qg-a-q;g tik-u kaf

Jidid i d

”

Ha-ri-u le-lo-him be-kol ri-nah
R [
dded 4 )4

Ki a-dornai el-yon no-ra

I 1 [ } . !

‘ ' S ~

6 6 4+ 0 + 8 5o éva‘-
Me-lech ga—dol al kol ha- a - rets.
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Ex., 107. Avni, Mizmorei Tehilim, pp. 1-2.

MIZMORE! TEHILIM aryan YN

Lot _:,.I - =T - 1 ’ TZVI AVNI 723K 12¥

0 ,ES.II°°=‘°41 A ®.‘ =, .-
S_ B S~ D— 5 > - e I 44__'!_—r__:1x1 .__:' ‘c41
5y .37 g AR °19 ag § -1 T XU - gz -TW -

-kol Ti=-

.mf'ha -ri-

G——\z‘kolh ha -a-n'um gk-

'J.——’ﬂ = ey Wy -t em3o- TR Nem
na ha - ri- u le - lo-him be - kol ri- na
VL e——— - J— —
{ Y] . ! [ - \
/<E9 ) @ -
» . < : Wy —
B rf v T gt
1 —
i N o 1 . "
Y2 17y T|o%® a'# a3 3~"™ <~ 3y K3 - T oo{gm ozTmw T
kol ha-a - |mim tik - u kaf ha-ri -ju le = lo —him be-kol ri -
0 £ ll
A. 7 7 - — —
'0 - - - - - - - Tyt - "—’ . ’
1 w3 g-g-lem e~y |92 3T W OSL wegia— 2TTW T T
%O kol ha-a - | mim tik =1 kaf ha-ri -{u le - lohim e be~iol ri-
- = T = = 5 —t e
4. E!'pr - - : po—
-rg ] v v l 13 v v - ‘
(8 =3 F-y-fe RRTW W = - |w xy - T oojewm =TT a-
kol ha-a - |mim tik- U kaf ha-1i - |u le - lo ={him pr=kol Ti-}
Fod I
8 oty et =z t_.——;—'——_,.z,-—*_‘—-
v o 1 1 . : i ; 3 3 “ . ‘ ) J i L ] =1
R e TR Ty T Fo0oncT 1P RIT TN e 2TV -
kol ha-a - mim tik =u :xf ha=-xi - u le -lohim ——— be-=iol ri-

lm e ! . ; '#:
— —rr " —r— R TS

—
T 1 e o W 2 ol <5 - - g
1 ] 4 + - - gy T
. m-|m-w ¥ |- trehmo2 o AT e ACH S
—na__ ha=|ri-u le |- lo-him be - kol ri-nd ———— ki a -do-!
; ; g
: —T T — T T — —%
- v ? 4: e e L - & 1 - ) .
o 7 H . .
o < - T o QL [ A -4 :
-my__ = =lom-ay x% |- hTowm 27 1397 TN ———— 2 X" T
v v . o N B Ld . -
pooRe— ha -{ ri=u le — lo-him be =|kol ri-na — ki a =ro=-
= — — — ; 2 '
o= — e —1
¥ : 5 3
O — - T e . '
- Tmi—_ oTiTM Tay N7 - megeno2 =iTIDOS TR i - B S Bl
i M . L [ M [ :
I _no—— hn=-iTi-u le - lo=him be¢ = ihol =" e—— ki - ‘]'"-i
-: i 3 1 I
-~ — — — lff
| ———s — —e—<>—* > —o 5 — — s ]
™~ ¢ ' | i i - ' 1 — 1 1l v v .
-y IR T PR cmmam = =17 = =2 s ox - -
_nn__ ba=Tie U 1o - lo=hi he = Lol rie N e i - -

Reprod i issi i
produced with permission of the copyright owner. Further reproduction prohibited without permission



181

. 3D - -
" . ' { ] -y
— > - —r—— —————a o~ :
: - s H ! « - me R
e s B~ R M -l x7 oz oy m- I S £ A H-Tai IV HE LT
A A l hd s ‘- . e ‘.' - l - "-lPCl‘ « - visl "I kUl
p —nal el=von no - Ia Wi a=clo = jnal ow= von | medech @ sl a
o— : + —_— .
— = —
- ; — — — =?_—‘-_—g-—
) L] .
s & s : . S - = =] ws mae = Saa ! - - . WA me P
| = By-=n~ 3T KON 3 TRU 3 oA e A =
: L : . ; : i . el Gl R
i -nai ol-von no- o™ ai a4 =do =|nal cl=von imo=loch mu=jqdol ui Wil
- 1 B
g — - _
r—= b — = & :
i p : ‘e - A e e ] omy  mua e =ie [, R e
by == 3= % ¥, T oyT " 1 YT et T YT =
Ei -nai el- von no - ta LI oa=do=jni ei-von me-leck gi- ol ol Ko!
H r A p,
i - s -
bt —  — - — :
- ,:v '7;:_:;'. i3 - ::1 2 }.:7 -- - ..:' -.. - %3 ; - .‘- ;' - -.‘? =z ' T%‘_
- nal Wi a =cdo =nai el-ven me-lecn xn -dot al kol

el=-von ne - @

- - GO
) | o Kl
e o — =
R fons T u : v > 2 2 ©
fcéi 3 1t 1 T - ’ 3 T — -
‘ -0y - LT =t
- “ - '
G a Zam-=_ T4

*, - - - &2 —_— -
™~ 7 -
e = = : z oo :f?_',b__;"—'.__
< - e —— \__./ T T T T " — H p 3
| : T - iam T = s - 3=
-ru pir=ine = TQ O 2 - me - bty
a : k. - I R et S —
v 7 p aly. —_— o -
e Y z a o Td L o
b : - A
e T c = = mjmem - o~< - ) a= - . - — -
\ 3 el L . ! - :
i; -1 e - Wy - !,-;m V7, e-itbe - ST > - T - ..
1 H ]
il ' . '.( T e 4 ——— e v v
o= — A e S ~ - :
r= g - ; LTS =" " ~ -
proi—m— et oo e . —— e = - o —— - — o s ez - ————
L4 N T s
3
—,m = w o -~ A= - - . - -— - -
" - - - -
-, - PR - T - o - - -

Reproduced with permission of the copyright owner. Further repr

oduction prohibited without permission.



182

In the third movement of his Shlosha Pirkei Hallel Yehezkel

Braun creates a similar effect. Again the rhythms are additive
but without the strict adherence to the measured rhythms that
marked Avni's music. In addition, Braun creates a playful
approach to the text by varying the accentuvation of the word

“"Halleluyah". (In the third movement of his Symphony of Psalms,

Stravinsky created a similarly playful effect by varying the
accentuation on the phrase "Laudate Dominum” =-- which is the
Latin translation of "Halleluyah".) The resultant free alter-
nation between groups of two and three eighth-notes creates a
delightful rhythmic verve quite similar to that of the Greek
dance Kalamatianos mentioned above.

Ex. 108. Text and rhythms, beginning of third movement of
Braun's Shlosha Pirkei Hallel,

o‘ohllooliorn:rlo“lh;

Ha-le-lu-ya Ha-le-lu-ya

H?!!li
} s o 4 o & O

gg-le-%g av-dei §;do—qg}

TN Y

gé—le-{g et shem E:do-qgff
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Ex. 109. Braun, Shlosha Pirkei Hallel, p. 18.
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7. Form
Can a musical form have structural characteristics that
render it nationalistic? The Israeli composer Oedoen Partos
felt that is is possible.

With regard to musical form . . . it is my sincere
belief that in this field we have to try to find a
framework more suited to the new methods. The prob-
lem is of far greater importance still for those of

us who live in the Orient . . . If we listen carefully
to the improvizations of Oriental performers, we shall,
no doubt, recognize their closeness to the prelude
form, and the prelude form, in my opinion, furnishes
an extra—ordinarily apt framework for the style and
technique of music in contemporary Israel. In any
case, the open form, which develops continuously out
of a single theme, is §reatly to be preferred to any
classical closed form.2®

Yehezkel braun, on the other hand, states that he is not

conscious of using any forms other than those of traditional

»

Western music.59 Indeed, nearly all of the works that I

examined for this study are arranged in some sort of closed

form.60 The analyses of the next chapter will bear out this

point.

58Edna Landau, "The Music of Oedoen Partos” (M.A. Thesis, The
City College of The City University of New York, 1973), p. 34.

591nterview, 18 January 1982.

6OAttempts have been made recently by some composers to
simulate the free flow of the Middle Eastern improvisatory form.
Works such as Lukas Foss' Lamdeni (1973) and Steve Reich's
Tehilim (1981) point in this direction.
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8. Timbre ,
From the pictorial records of ancient Middle Eastern civili-
zations, inferences have been drawn as to what the ideal timbre
was for vocal music in ancient Israel.6l Singers are portrayed
with wrinkles around the nose and pressing their fingers against
the throat. This would indicate the presence of vibrato ululation
techniques produced by laryngial manipulation and a timbre more
nasal than that admired by cultivated audiences in contemporary
Western society. This speculation is in fact confirmed by the
performance practices of contemporary Middle-Eastern singers.
But while Israeli composers have occasionally incorporated the
sounds of Oriental folk instruments into their symphonic wortks,

no such attempts have been made in vocal music. Choral timbre

has been left entirely up to the taste of the conductor.

61Sendrey, Ancient Israel, p. 256.
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CHAPTER IV

FOUR REPRESENTATIVE WORKS

In this chapter, four works selected as representative of
the Israeli natiomal style will be analyzed. All four works
are original compositions incorporating aspects of Semitic-
Oriental folk music. All were composed within the last three
decades by composers who, although born in Europe, have been
living in Israel for the greater portion of their lives. These
works are all a cappella settings for chorus of Biblical or
medieval Hebrew texts. All are relatively short (ranging from
six to seventeen minutes) and divided into either three or four
movements. All were composea for a specific Israeli chorus or

choral festival.

186
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1. Tsvi Avni, Mizmorei Tehilim

Tsvi Avni was born in Germany in 1927 and came to Israel with
his parents in 1935. He studied composition in Israel with Paul
Ben-Haim and Mordecai Seter and in the United States with Aaron
Copland, Lukas Foss and Vladimir Ussachevsky.

His early works betray the influence of Ben-Haim and Seter
in their absorption of Mid-Eastern folk elements. Beginning in
the late 1960s certain new features came to be evident in his work:
serialism, limited aleatoricism; clusters and noise effects. 1In
the early 1970s Avni began to incorporate electronic sounds in a
number of his compositions.

Mizmorei Tehilim (Canticles of Psalms), from Avmni's early

style-period, was commissioned in 1966 for the sixth triemnial
Zimriyah (Internationmal Choral Festival) which took place in
Israel in June of 1967. For his texts Avni chose Psalms 47
(verses 2-3 and 6-7), 48 (verses 3-4), and 150 (complete).
This choice reflects both the international aspect of the
Zimriyah:

0 clap your hands, all ye people . . .

e « « the Lord « . . is a great King over all the earth . . .

Let every thing that hath breath praise the Lord.

as well as the uniqueness of its host nation:

Beautiful for situation, the joy of the whole earth is
Mount Ziomn.
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Ex. 1. Text of Mizmorei Tehilim,

I

0, clap your hands, all ye people;

Shout unto God with the voice of triumph!
For the LORD most high is terrible;

He is a great King over all the earth.
Sing praises to God, sing praises;

Sing praises unto our King sing praises.
For God is the King of all the earth;
Sing ye praises with understanding.

(Psalm 47, 2-3, 6-7)

I1

Beautiful for situation, the joy of the whole earth,
Is mount Zion, on the sides of the north,

The city of the great King.

God is known in her palaces for a refuge.

(Psalm 48, 3-4)
I1I

Praise ye the LORD, Praise God in his sanctuary;
Praise him in the firmament of his power;

Praise him for his mighty acts:

Praise him according to his excellent greatness.
Praise him with the sound of the trumpet:

Praise him with the psaltery and harp.

Praise him with the timbrel and dance:

Praise him with stringed instruments and organs.
Praise him upon the loud cymbals:

Praise him upon the high sounding cymbals.

Let every thing that hath breath praise the LORD.
Praise ye the LORD.

(Psalm 150)
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The work is fairly short, taking only about 6 minutes to
perform. Its three movements, in the classic fasf—s'low-fast
pattern, are marked, respectively, "festivo”, "molto calmo”,
and "allegretto”. Unifying the entire work is the three-note
motif % . As was pointed out earlier in this
paper, the configuration of three tones separated by the
intervals of a minor third and a major second is common to
many primitive musical traditions, including those of the

Middle~East. The following table traces the occurrence of this

motif in Mizmorei Tehilim.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



190

Table 1. The three note ur-motif in Avni's Mizmorei Tehilim.

first movement

measures part pitches
31-32 & 47-48 S bc# e
32-35 & 48-51 T&B ™ c# e f# a

P E————_)
34-35 & 50-51 A "a bEF GF b
37-38 & 53~54 T bc# e

b/

38-39 & 54-55 S&A b.c# e £#

second movement

[y
1 A e f# a f# e
\____——O
2~-3 B abd
4 T abd
4=5 S abd
6=7 A e c# f£#
8 T af# b
8-9 A f# e a
9-10 S "abde,
10 A f# e a f# b a
12 B dab
28 S cag
29 B dca
31 B dega
[ )
34 B ged
37 T e d g e
[
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measures

39
39-40
40
41
41-43

41-42

15

25 & 29
31 & 34
32 & 35
39
42-43
47-50
48
48-49
49

51-52

third movement

(V2]

T&B

T&B

tutti

tutti

191

Eitches

e f# a

edb

,,——-—l\‘————"‘\

P s
degacdcagacd
\_-——& 5

cted

D et ¥

dcacd

e ea——

dcaga

pr———
cagagacd

|

L s
cagage

bd (c# d) e
b a f#
ab f#
a f# e

af# b
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One of the most striking aspects of the opening of this
work is its lively rhythmic impulse. This unique sound results
from the general allocation of a half note for every stressed
syllable and a quarter note for every unstressed syllable.
When applied to the uneven meter of the ancient Hebrew poetry
the result is a delightful rhythmic assymetry.

The opening melody is built around the ur-interval b-d.
But is the tomal center b or is it d? The ambiguity that is
raised here is not fully resolved until the final measures of
the piece. Such tonal duplexity is a characteristic of much
Arabic music, and as such contributes to the Middle-Eastern
flavoring of Avni's work. As the Arab composer Habib Hassan
Touma explained:

It is not unusual for a tonme-level to have
more than one tomal center; for example,

one of the tones of the group can form a
secondary center, which functions as a kind
of satellite to the central tone, which gives
the entire tone~level its characteristic
color through the intervallic relationship

arising between the primary and secondary
centers,

lHabib Hassan Touma, "The Magam Phenomenon: An Improvizaticn
Technique in The Music of the Middle East,” Ethnomusicology
15 (January, 1971), 41.

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



193

This tonal bipolarit'y can be observed in the following
example of Yemenite-Jewish cantillation; here the bipolarity

is between d and f.

Ex. 2. Yemenite-Jewish Cantillation, Genesis 1l: l‘,2.2

f) [deegtv )
y o re - m -y T
——y——fy =1 ' ) T Z re T X T— ]
= ? Y rom — i ra E’ . re - = ,e Y ' Y 1
- g & > —d- = M
2-7 - MY— 2 -x K-V - 3] ™ -9
. : - (& T 4T - A Py - T
Be ~-re - stithem— b0 - ro 2 -1lo - him Zth ha - sho-
4 I p— — .
— T 1T A P—— 1 —— %
[ 1 L ) L { ; g ‘é ) )1 g
-2- 07 1- n-g-n:\" 13 - &- 1
8 v r : - H v k4
-ma ~-7im__ wi-%th ho~-o0 - TEs wa-ho - o0 -28Smm
0 — N
At TT : T 1 _ﬁ i X t T 1 T
=: 2 g g
d “ Lo . \_——/ "I
- °-m m-wWm__ 1 - 3 - m 1-
13 : 7T T :
no - yi-tho tho — hu ——— wa - vo - hu wa -
?A S —— e , = ———
3 1 1 r ) 1  J 1 N ! | 3
7 { I B4 i. ‘j 3. 1 { N :\1 S L
S e e o
-h -y S 1 - 3 T~ 1. R-°"
-7c - chdch 'zl pi-nei te - hom wa =—- r - a &-15-
> e =
r f ? r_—"_r : e—— T T y { t — i ig.
%.__7‘ ; = A e =
: kR 4 S ———— el e
- o "1 -3 - m W3z-o3g -2 - oD
-rim me-r2 - hd - fHth ‘'al pa-nei ha- mo - yim

2B'r:aun, Jewish Melodies, no. 68.
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Another Middle-Eastern element evident from the opening bars
is the chromatic scale of the pentachord on which the opening
melody is built. Compare the Yemenite lamentation below with

Avni's opening melody.

Ex. 3. Al Naharot Bavel, as sung by the Yemenite Jews.

Al ni_harot be.bil ho.3&. hoh. jif-at md.6. r6- te_ nu
wi himjit ji.16.lo.té.nudo.a . hoh it gol ha.so.sd. r5. te. nu

————— -

. -

= —_— = —
" bat bo.bil s5.mahst 0. ri. hok

8. gid mb.ro_ré-té . nu

L~ - ———— A_ .
P e ——— e
QYJ'L e ‘t. ———— 3
wa.a.nahnu al a.robimbé.t5.hoh to.li. nukinnd.ré.te . . nu.

Ex. 4. The opening melody of Avni's Mizmorei Tehilim.

£ FESTwWo 4= (o4

~N L
YA A Y PR LY & i 2 2> =Y 2 10 2y~ A ,l r‘ IISI
L A= - L L & ) 1AL 2L ~ = roZ L4 J :
15 ¥ = Y o L 1 1 ! 1 1 " ] ;
.74 ; 1 ¥ 12 N } — L 1 1 1 k
[} ' i '
P
2 P4 ‘—,
z i 2 = r.u-" — yew ) re 19} I8 > |
e e
n 1 T : 1 1 )| )y 1
qans v 1 i L4
1 1 1 N - ‘[ % . )

3Idelso‘nn, Thesaurus, no. 58.
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A prominent feature in both is the melodic pattern of two
consecutive half-steps; in the chant it is d#-e-f, in Mizmorei
Tehilim it is c#-d-eb. In addition, certain scale degrees in
both ‘are chromatically unstable. In the chant the ¢, e, and £
are constant while the d appears in both natural and sharped
forms. In Avni's music.the b, d, and f# are constant while the
¢ wavers between natural and sharp and the e between flat and
natural positiomns.

When the opening ten-bar phrase is repeated in mm. 11-20,
the tenors join the sopranos in parallel octaves, while the
basses and altos, also in octaves, sing a countermelody in the
same mode. The two melodies are set out in such a way that the
éitch d forms a drone, appearing in at least two voices at all
times. (The one exception is the second half-note in m. 16
where d is replaced by its upper and lower chromatic neighbors,
c# and eb.) The cadence on the diad d/g#, by dividing the
octave in half, serves again to highlight d as a tonal center
and foreshadows the third (g#) of the first complete major triad
(E major) which will occur in the very next measure.

The third phrase (mm. 21-29) contrasts with the first two,
introducing the five pitches (£, g, g#, a, and a#) that were
missing from the opening set (b, c, c#, d, eb, e, £f#). The

homophonic texture with full major triads provides a further
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point of departure from the predominantly one- and two-part
writing of the opening. The mixolydian mode prevails for
most of the phrase, the chromaticism of the opening returning
just before the cadence.

Antiphonal singing between the women's and men's voices
highlights the next section of this nmovement (mm. 30-39).
The range of the soprano melody here, like that of the opening,
is b - f#, but in this instance the mode is generally pentatonic.

In the short interlude which follows (mm. 40-45) the chorus
is singing for the first time piano and in parallel octaves.
Comprising a set of eleven different pitches with only two
repetitions, this is the most tonally unstable section of the
work. Still, a connection with the opening of the movement is
maintained, in that the first three pitches of this set outline
the ur-interval b-d, and the final pitch of the set is ab, the
tritonal complement of the opening pitch, d. After a recapitu-
lation of previous material the movement ends on a two—octave b,
suggesting a temporary resolution of the opening ambiguity.

Overall the movement is in a traditiomal closed form made
up of four contrasting sections arranged as A B C D C A. The
shape is arch-like, the keystone coinciding with the golden mean

of the movement.
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The second movement contrasts with the first in tempo, rhythm,
dynamics, mode, form and text. The strong unison accents of the
opening vield here to a flowing legato polyphony.

The first section (mm. 1-7) comsists of a pentatonic melody
and dorian countermelody developed in the Renaissance "point of
imitation"” style. The main theme is based on the Ashkenazic
cantillation of the Song of Songs.

Ex. S. Theme from the second movement of Mizmorei Tehilim
compared with Ashkenazic cantillation motifs.

acs \
U e b e : i
T A\ : 2 - } - A} 1 3 bt
: # r; - ar e g——tyany- - - 1Y
Avni: ) S 2 ——
Ue- feh - no{  me-sos Kol ha-a- refs
o o '
ya e 1 2 3 1 L Y 1
. . o : — —— '
cantillation: :?——:zj z z 7,2

— "
mer- cha Tp-cha mu-nach ef-nich-£a

After measure 8, each strand begins to rise in pitch and
dynamics. The voices then come together in homophony for the
"risoluto” setting of "kiryat melech rav” ("the city of the Great
RKing"). Here we have the highest pitch of the entire work — g".

The climax of the movement is reached in mm. 20-25. The
text deals with the majesty of God and by extension of His city
Jerusalem: “God is known in her palaces for a refuge.” The music,
still forte, is marked “quasi marciale” and set in a wide open span
of three parallel octaves. The mode reverts to the chromaticism of

the first movement.
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Ex. . Pitch collection of mm. 20-25, second movement.

h! . oy

2 ;

2.
vs 1)

v

After a dramatic pause there is a return in mm. 26-30 to the
text and the calm tempo and dynamics that marked the beginning of
the movement. Here, however, the opening polyphony has been
replaced by a purely chordal tecture in which the major tonic and
minor dominant chords of the mixolydian mode alternate in a gently
rocking rhythm in 6/2 meter.

The next section (mm. 31-38), piano and "molto espressivo”,
is a solo for the bass section. The melody, developed out of the
ur-motif d-e-g, recalls the rhythmic freedom of the opening of the
movement. At m. 39 the polyphony of the opening returns with stretto
entrances. The coda (mm. 45-50) invokes the calm of mm. 26-30 with
the gentle rocking motion between the major tomic and minor dominant
(this time in the E-mixolydian mode). The movement ends peacefully,
the voices fanning out to an open fifth chord in a wide four-octave
span.

This movement, like the first, is clearly sectionalized, with the
opening material returning at the end. Again, the texture of parallel
octaves is used at a key structural point. In this case, however, the

golden proportion is inverted, occurring at .383 rather than .617.
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The third movement recalls the mood of the first. The tempe
is again fast, the dynamic (eventually) loud, the rhythm dance-
like, and the text of universal rejoicing.

The opening melody is derived from a passage in the second
movement: the same pitches in the same scoring and the same
dynamic, only the tempo and mood have been altered.

Ex. 7. Third movement, mm. 1-2.
AWlegretto
s

Ha- le-iu-]
Ha- i€ -iu-iah

o,

Second movement, mm, 31-32,

IR

1]
molto calmo R e N

-Q.n—.-= o ST SR Sk WL~ .

LY N B y —
7, 1 ~ T 1 T

-

1 4-4-1 4
Wilid

me-sos Kol ha-d - rers

The first section comprises three progressive statements: mm.
1-6, 7-12, and 13-21. Each of these units can be further divided
into two antiphonal halves: mm. 1-4 + 5-6, mm. 7-12 + 13-14, and
mm. 15-19 + 20-21. 1In the first half of each statement the basses
sing a melody which rises first from d to a, them from 4 to c¢', and
finaliy from & to d'. The dynamics also display a progression: from
p to mp to mf cresc. In each of the statements the basses are answered
by the upper three voices intoning the single word "halleluyah”. The
mode is a mixture of mixolydian and aeolian elements.

Ex. 8. Scale: Soprano, Alto and Tenor parts, mm. l-21.

—— o —

f_[ir‘NJ

Q
°
A
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While the first movement was marked by additive rhythms and
the second movement by flowing rhythms, the third movement opens
with a string of strong syncopations. The rhythm of the "halleluyah”
response (which is an echo of the bass rhythm in m. 4 and at the
same time a diminution of the first four notes of the bass part)
is notated in such a way as to emphasize the off-beat accents.

Ex. 9. Rhythm: Sopramo, Alto and Tenor parts, mm. l-21.

as written: 32);) ,f! o' )ljy " g o

! . ' i :
ha-le-lv-‘2n na- @-.%- da
J/

et o 2 ) ) Md g dled d

eliminate the 2; i ! ‘.
syncopations: ha -le- [ _ja,ia/ ha - le- (- ja

The second large section (mm. 22-35) is set off from the first
in a number of ways. The tonality shifts up 2 step to E-mixolydian,
the rhythmic structure returns to the additive form, the sopranos
and altos take over the lead in the antiphony, and the voices are
marked "quasi trombe”, a reflection of the text in this section
which lists all the musical instruments used in the worship of God.
The climax of the movement is reached in the second half of this
scction (mm. 30-35). Here the tomality returns to D-mixolydian (with-
out the sixth scale degree) and the basses again take the lead, this

time reinforced by the tenors one octave higher. The text, describing
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the clashing of cymbals both "loud” and "high”, evokes the loudest
dynamic (££f) and the highest pitch (g") of the entire work.

The third section (mm. 36-45) brings back the syncopatioms,
the text and the mixed mode of the opening of the movement. In a
majestic coda (mm. 46=-52) the temﬁo broadens to 60 and the ur-motif
returns in nearly every measure. The tonal ambiguity of the first
movement is resolved with a final cadence on B.

The form of the third movement, like that of the cthers, is
sectionalized and closed. Again the climax of the movement, marked

by a texture of parallel octaves, occurs at the golden mean.
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2. Yehezkel Braun, Shlosha Pirkei Hallel

Yehezkel Braun was born in Germany in 1922 and emigrated to
Israel with his parents in 1924, Braun attributes his particular
preoccupation with melody to two strong musical influences during
his childhood vears: the folksongs he heard in the predominantly
Yemenite neighborhood in which he lived. and the recordings of

Madame Butterfly and La Boheme that his father often played.'/'lL

In 1953 Braun was graduated from the Tel Aviv Academy of Music
where he had studied composition with Alexander Boscovich. Two
decades later he returned to the classroom and in 1972 received a
bachelors degree in classics from Tel Aviv University. Furthermore,
his interest in the traditions of cantillation has taken him several
times to study Gregorian chant at the Solemnes monastery.

A prolific composer, he has written music for voices and
instruments, for the theatre, ballet, concert stage and cinema.

His attraction to the -traditiomal music of Jews and Arabs is evident
in his hundreds of folksong arrangements and in the folkloristic
flavoring of many of his compositious.

Shlosha Pirkei Hallel (Three Psalms of Praise) was commissioned

for the eleventh Zimriyah (World Assembly of Choirs) which took place

in Israel in June of 1979. It received its premiere on July 12, 1579

4Interview, 18 January 1982.
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in Tel Aviv's Mann Auditorium with Stanley Sperber conducting the
combined forces of the Zamir Chorale of Boston (U.S.A.), the Wiener
Minoritenchor (Austria), and the N.R.K. Studio Choir (Norway).

This work has many features in common with Avni's Mizmorei
Tehilim. Both are settings in Hebrew of three Psalms in three
movements (fast, slow, fast) of about the sam2 length. Both have
natioaal characteristics, most notably in modality and rhythm.

Both were composed for the Zimriyah choral festival.

In the Jewish liturgy the term "Hallel” (Praise) refers to
a service consisting of Psalms 113-118, chanted at the conclusion
of the morning services on major and minor festivals. Braun uses
the term "Hallel” in the title of his work in a more generalized
sense. The Psalms he selected for this work, 111-113, are certainly
Psalms of praise, even though they are not those that are canonized
in the liturgy. While the liturgical Hallel describes more specif-
ically God's connection with the nationm of Israel, the Hallel of
Braun's choice describes (for the most part) God's universality.
Therefore, while this work is not strictly proper for liturgical

use in the synagogue, like Mizmorei Tehilim it is a concert work of

a generalized festive-religious nature.

Ex. 10. The Text of Shlosha Pirkei Hallel.

Psalm 111

Hallelujah.

I will give thanks unto t! Lord with my whole heart,
In the council of the upright and in the congregationm.
The works of the Lord are great,
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Sought out by all that have delight in them.

His work is glory and majesty,

And His righteousness endureth forever.

He hath made a memorial for His wonderful works,

The Lord is gracious and full of compassion.

He hath given food unto those that fear Him,

He will ever be mindful of His covenant.

He hath declared to His people the power of His works,
In giving them the heritage of the natioms.

The works of His hands are truth and justice,

All His precepts are sure.

They are established for ever and ever,

They are dome in truth and uprightness.

He hath sent redemption unto His people,

He hath commanded His covenant forever,

Holy and awful is His name.

The fear of the Lord is the beginning of Wisdom,

A good understanding have all they that do thereafter,
His praise endureth forever.

Psalm 112

Hallelujahe.

Happy is the man that feareth the Lord,

That delighteth greatly in His commandments.

His seed shall be mighty upon earth,

The generation of the upright shall be blessed.

Wealth and riches are in his house,

And his merit endureth forever.

Unto the upright He shineth as a light in the darkness,
Gracious, full of compassion, and righteous.

Well is it with the man that dealeth graciously and lendeth,
That ordereth his affairs rightfully.

For he shall never be moved,

The righteous shall be had in everlasting remembrance.
He shall not be afraid of evil tidings,

His heart is steadfast, trusting in the Lord.

His heart is established, he shall not be afraid,
Until he gaze upon his adversaries.

He hath scattered abroad, he hath given to the needy,
His righteousness endureth forever,

His horn shall be exalted in honor.

The wicked shall see and be vexed,

He shall gnash with his teeth and melt away,

The desire of the wicked shall perish.
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Psalm 113

Hallelujzh.

Praise, 0 ve servants of the Lord,

Praise the name of the Lord.

Blessed be the name of the Lord

From this time forth and forever.

From the rising of the sun unto the going down thereof
The Lord's name is to be praised. .

The Lord is high above all natioms,

His glory is above the heavens.

Who is like uanto the Lord our God,

That is enthroned on high,

That looketh down low

Upon heaven and upon the earth?

Who raiseth up the poor out of the dust,

And lifteth up the needy out of the dunghill,
That He may set him with princes,

Even with the princes of His people.

Who maketh the barren woman to dwell in her house
As a joyful mother of children.

Hallelujah.

A governing motif of the entire work is the melodic leap of
a perfect fourth. The first theme of the opening movement contains
three consecutive melodic fourths, and is the model for a number of

subsequent themes in this work.

Ex. 10. Soprano, mm. 1-3.
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Here again we notice how these fourths are constructed of the

familiar configuration of minor third plus major secound:
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Ex. 11l. Analysis of Zxample 10.

The secondary theme of the first movement does not contain any
direct leaps of a fourth but its span is a tetrachord.

Ex. 12. Tenor, mm. 3-5.
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The cadence at the end of the first section features a rising
fourth:

Ex. 13. Soprano, mm. 21-22.

Throughout the middle section the fourths are heard in the lower
voice of each pair.

Ex. 14. Alto, mm. 27-28.
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Note how the tune in the last example is derived from the

opening theme:

Ex. 15. Alto m. 31.
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The melodic fourth is repeated three times at the climax of

the movement.

EX. 16. Soprano, mm., 58-59.
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Note how this figure is derived (by retrograde & octave trans-

position) f~om a previous cadence figure.

Ex. 17. Soprano, mm. 9-1l.
2l i ] y—— !
e
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The next cadence likewise features the rising fourth e-a.

18. Tutti, mm. 66-68.
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In the second movement the melodic fourth is not featured until

measure 9, but there it is heard twice in successiom.
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Ex. 19. Scprano, mm. 9-12.
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This theme is also derived from the opening theme of the work.

Sopranc, mm. 1-3 (first movement).

Ex. 20.
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The movement's second theme begins with a diatonic line

an initial rise of a fourth.

Ex. 21. Soprano, mm., 27-28.

\_vi

R
In a subsequent incarnation if achieves a shape encompassing

two fourths.

Ex. 22. Soprano, m. 30.

The third movement begins with a highly rhythmic version of
1ighlights

the upward fourth. Note how again the total melodic span

two overlapping fourths.
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This structure of overlapping tetrachords is again reminiscent

of the consecutive fcurths that were featured in both the first and

second movements.

Ex. 24. Soprano, mm. 1-3. (first movement).
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Soprano, mm. 9. (second movement).
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The second theme of this movement also features prominent

quartal leaps.

Ex. 25. TenOl', mme. 12-15.
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Note the construction of both voices of the duet in the next
section. Each voice taken by itself outlines a melodic fourth.

Combined they outline two overlapping tetrachords.
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Ex. 26. Tenor and B3ass, mm. 20-21. -
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Braun has said that as he composes he is not conscious of
thinking harmonically, in terms of vertical chord functioms.
. . . 6 ,
Rather he conceives of each voice part melodically. An exami-

nation of the unfolding of the melodies of Shlosha Pirkei Hallel

will confirm this orientatiom.

Within the first four bars of the piece the two contrasting
themes of the movement are introduced. The first is a lyrical
pentatonic melody of perfect fourths and majér seconds, and the
second a phrygian—-sounding melody of narrow compass built around
an axial tone with its upper and lower neighbors.

Ex. 27. Soprano, mm. 1-3, first movement.
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Tenor, mm. 3-5, first movement.
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6Interview, 18 January 1982.
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The opening section, cunsisting of 24 bars, develops the
first theme through an equal-voiced polyphonic unfiolding.

Measure 25 marks the beginning of a new and contrasting
section. The melodic material is derived from the second theme
which was heard in mm. 2-3, but not leveloped until now.

Ex. 28. Soprano, mm. 24-26.
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The alto's countermelody is an almost exact inversion of

the soprano's melody.

Ex. 29. Soprano and Alto, mm. 24-26.
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The calm flowing rhythms of this movement were suggested

perhaps by the unusually consistent dactyllic feet of the Hebrew

text.
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Ex. 30. Selected verses from Psalm 111, with Braun's rhythmic
setting.
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HOD ve-ha-DAR pa-o-LO

S T T
» 4 » P » » o
cha-NUN ve-ra—CHUM a-do-NAI
The flow is abetted by Braun's completely syllabic setting of
the text. The only melismatic writing is to be found on the word
"haleluya”.’

It is hard to pinpoint a tonal center for this movement. As

Avni did in Mizmorei Tehilim, Braun has created here a deliberate

tonal ambiguity or bipolarity. On the one hand A is the central
focus; it is the first pitch after the initial appogiatura, it is
reinforced throughout the movement, it is the climactic pitéh of
the movement (see mm, 58-59), and it is the "bass” note of the
final chord. Yet on the other hand E also assumes an important
function. In m. 2 it is the cadential pitch of the opening theme
reinforced by the quint in the tenor. Indeed it is the most fre-
quent melodic cadence tone of the movement (see mm. 2, 11, 30; 32,

38, 41, 50, 60, 62, 68, and 83).

7 . . . P - .
Was this an instinctual response or is it a refiection
of Braun's familiarity with Gregorian chant?
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In addition to the ambiguity of the tonal center, the modal
configurations are frequently in a state of flux. The opening
nelody sounds pentatonic until the tenor intones the B in m. 2;
thereafter the modality is a mixture of aeolian and phrygian
elements. The lydian inflection of the theme which begins in
m. 24 is altered after jﬁst two measures. Furthermore the tenor
and bass parts of m. 26, as exact inversions of the soprano and
alto parts of the previous measure, establish a new tonal center
(D) and modal configuration (phrygian).

Ex. 31. Soprano and Alto, m. 25.
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The second movement opens with a "haleluva” which is reminis-
cent of the "alleluia” which opens the third movement of Stravin-

sky's Symphony of Psalms. While the implied roots of both are

identical, the lydian modality and its “double leading-tone”
cadence give Braun's score a more archaic flavoring.

Ex. 32. Stravinsky, Symphony of Psalms, third movement, mm. 2-3.
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Braun, Shlosha Pirkei Hallel, second movement, mm. 1-2.
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After the opening motto, the first theme, marked "slow and
tranquil”, is heard in the sopraﬁo and then in the tenor voice.
This theme is generally characterized by stepwise motion with a
gentle rise and fall. The modality again displays the same flex-
ibility we observed in the first movement. While the tonal center
is clearly. G, the mode fluctuates between lydian and aeolian.

At m. 27 a contrasting theme is heard. Note its similarity

to the opening theme of the first movement.
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Ex. 33. Soprano, am. 31, second movement.
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Soprano, mm. 1-2, first movement.
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Throughout this section the tonal centers are constantly shift-
ing and the modality remains ambiguous until measure 48 when the
motto and main theme returm, first in C-lydian and then in A-lydian.

The analveis given in Table 6 reveals that the macro tonal
structure of the movement is identical to the micro-motive comnstru-
tion: minor third plus major second. The recurring tonal ceaters

0
are G, C, A, and D: A

<
A S—
v

-
et

Table 6. Structure of the second movement of Shlosha Pirkei Hallel.

measures length form Psalm 112 text mode

1-13 13 a vv, 1=2 G-lydian to F-phrygian
14-26 13 a' vw. 3=4 G-lydian

27-30 4 b v. 5 C-mixolydian

30-34 5 b' ve 6 G~-aeolian

34-37 4 b'' Ve 5 A-azeolian

37-42 6 b''"" wv. b D-aeolian to A-aeolian
42-47 6 b''""' wv. 6 A-aeolian

48-63 16 a'' v, 7-8 C-lydian

62-80 19 a'''  wv. 9-10 A-lydian

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



220

The third movement, marked "with jov and strength”, is a

jubilant finale. Like the first movement of Mizmorei Tehilim,

the meter here is additive, coustructed of freely alternating
units of two and three beats. The resultant rhythm is similar
to that of the Greek Kalamatianos dance (see pp. 176-177).

The opening theme, with the major-minor ambiguity of the
third scale degree, displays characteristics similar tc the mode
known to the Ashkenazic Jews as the "Adonoi Moloch” prayer mode.

Ex. 34. “Adonoi Moloch” Mode.
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Tenor, mm. 1-2, third movement.
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The second theme, starting at m. 12, is derived from the
first. Note the opening leap of a fourth and the gemeral contour
of the two themes.

Ex. 35. Soprano, mm. 1-3, third movement.
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Still, this second theme contrasts with the first in several
respects. First of all, the rhythmic texture changes from additive
units to syncopations within the context of a straight 4/4 meter.
Secondly there is a modal shift from C-mixolydian to Bb—lydian.
Third, the antiphony which had pitted b;ss against soprano, now
operates between tenor and soprano. Here again the parallel can

be drawn to the third movement of Mizmorei Tehilim in which syn-

copation was contrasted with additive meter, and which featured
varied antiphonal voice-groupings.

The third section of the movement begins at m. 20. Here the
antiphonal structure has tenor and bass echoed by soprano and
alto. The syncopation yields again to additive meter. The mode
changes to major but the tonal center remains on Bb. The remain-
der of the movement consists of recurrences of the first three

sections, as can be seen in the following diagram.
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3. Paul Ben-Haim, Roni Akara

Paul Ben-Haim (né Frankenberger) was born in Munich, Germany
in 1897. He studied piano, conducting and composition at the
Munich Academy of Arts and for several years served as assistant
to such eminent conductors as Bruno Walter and Hans Knappertsbusch.
In 1933, after the Nazi regime forced him to leave Germany, he
settled in Tel Aviv, changing his surname to Ben-Haim.

He was quick to adapt to the new enviromment. Fascinated with
Oriental Jewish folkscng, Ben—-Haim began to work closely with Bracha
Zefira, a folksinger of Yemenite descent. Soon Near-Eastern modes
and rhythms began to color most of Ben-Haim's compositions. When
in the 1940s composers and writers began speaking of an "Eastern
Mediterranean School™ of music, it was obvious that Ben-Haim was
the earliest and most prominent creator of this style. Today, Ben-
Haim is generally regarded as Israel's foremost composer.

Roni Akara (Sing, O Barren) was composed between November of

1956 and January of 1957. It was dedicated to the Rinat Choir, one
of Israel's most accomplished choral ensembles. The four-movement
"motet™, as the composer called it, is scored for four-part mixed
chorus a cappella and takes about 9 1/2 minutes to perform. The
text, taken from the S54th chapter of Isaiah, was chosen for its

prophecy of the rebirth of modern Israel.
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EX. 36. Text of Roni Akara.

I

Sing, O barren, thou that didst not bear,

Break forth into singing and cry aloud, thou that
didst not travail with child,

For more are the children of the desolate than the
children of the married wife, saith the Lord.

II

Enlarge the place of thy tent,
And let them stretch forth the curtzins of thine habitatioms,
Spare not, lengthen thy cords and strengthen thy stakes.

III

For thou shalt break forth on the right hand and on the left,
And thy seed shall inherit the gentiles,

And make the desolate cities to be inhabited.

Fear not, for thou shalt not be ashamed,

Neither be thou confounded, for thou shalt not be put to shame,
For thou shalt forget the shame of thy youth,

And shalt not remember the reproach of thy widowhood any more.

v
For the Maker is thy husbtand,
The Lord of hosts is His name,
And thy Redeemer the Holy One of Israel,
The God of the whole earth shall he be called.

Sing, O barren . . . .
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Like the two works just discussed, Roni Akara is unified by
the ur-motif of a tetrachord spanning a minor third and a major
second. The main themes containing this motif are listed below.

(For brevity, only the primary statements of each theme have

been given.)

Ex. 37. Main themes in Roni Akara derived from the ur-motif.
First Movement

Soprano, m. 1.
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Second Movement

Bass, mm. 1-3,
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Third Movement

AltO ’ m. 6-7 .
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Fourth Movement

Soprano, m. 9.

/ Y
2 y N — T ———
S e -
S S A ;A. — y4
v 7z
Soprano, m. 35.
)
P,—jr—ﬁ_‘ ’ ’ \\
: : =
e ——— - —— ——
o S 7

The first movement opens with a vigorous proclamation by the
soprancs and tenors on the word "roni” meaning ("rejoice”, or
"sing”). The antiphonal answer by the altos and basses reflects
the parallelism of the text:

Ex. 38. Distribution of voices, opening verses.

mm, 1l-2. Soprano & Tenor:
Roni akara lo yalada Rejoice, O barren
that didst not bear;

mm. 3=-5. Alto and Bass:
Pitschi rina vetsahali Break forth into joy
lo chala and raise thy voice,
thou that dids: not
labour with child.
To emphasize the aspect of rejoicing in this proclamation
Ben~-Haim sets the word "roni" not in its proper rhythm “ro-NI"
( .h\ ,‘ ), but in a hora-like syncopation ]P b,
Both the modality and the tonal center are ambiguous at the

start. In the first three bars we hear the following pitch

collection: E . We presume D to be the tonal center
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because of its initial position and greatest frequency. In mm. %

4

L Y yl
and 5 the collection is expanded to Lyea—t———— , leaving

\’:

the listener still uncertain as to whether the mode is dorian or
mixolydian. It is only with the introduction of the F-natural in
m. 7 that the mode is confirmed as dorian.

After moving through areas of various modalities the movement
ends on A. Now if A is the tonal center of the movement a different
approach to the opening measures is suggested.

Ex. 39. Scale in mm. 1-6.

Soprano and Tenor:

The form of the movement is basically ternary, the middle
section being an expansion of the opening idea.
Ex. 40. The two main themes of the first movement.

Soprano, mm. 1-2:

[ 2
- L L -
e ——F o ——T—— 0
LT b1 - r A i B Y l‘ L 1 T !{ I\
pavs ] - L 1 i L
> S S = L
Alto, mm. 11-12:
3
fﬁ T L‘l — )
—for ;{{ * 1 R A Y
- Y L3 2 1 7} —‘L
’ M - -
+ —:- [ 4 _‘-'-T‘. >
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mode

d=-dorian

(or A-aeolian)

E-dorian

Table 8. Structure of the first movement of Roni Akara.
measures length form text, Is:54

1-10 10 a v.l, first half

11-19 9 b v.l, second half

20-33 14 a' v.l, first half

d-dorian to A

The second movement is a passacaglia or a six-measure penta-

tonic bass.

one another.

Generally the wvocal lines are quite independent of

As the tenor, alto, and soprano parts are superim-

posed over the passacaglia bass, each maintains its own separate

modal and metric character.

In the examples below each line has

been rebarred to show its intrinsic meter.

Ex. 41, mm. 18-21, second movement, re-barred.

/A
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As to the modality, the first six bars are clearly set in
D-pentatonic. But over the next six bars, while the bass line
retains its original wmodality, the tenor intones a melody based

on the lower tetrachord of an E-minor (or perhaps aeolian or

N
dorian) scale: Fn —— . In the next six bars, while

g~ 2
tiie bass continues as before, the tenor ( é;E;EEEEEEEEE ) and
> [

alto ( &&= w>o2Z— ) are both in the aeolian mode on B.
i L
For the next statement of the passacaglia the soprano part is

e
encompassed in a trichord presumably centered on B ( % ),

il
the alto in a similar configuration on F# ( 72: — ), the
; T
tenor in a tetrachord on B ( ———=%Z*— ), and the bass still
. -

in a pentatonic mode on D.
For the final statement, the alto continues in its trichord
on F# (with the G# occasionally lowered to G-natural), the temor

in its minor tetrachord on B, while the soprano is now in a major
3 I
scale on D ( ZHmmo——— ).
5
The movement is shaped by a gradual ascent from the first and

lowest pitch A to the highest g", just four bars before the end.
This shape is enhanced by the gradual piling on of voices and a
slow crescendo from m. 19 to the end. The following ocutlime dis-
plays the overall rise and fall of the melodic line.

Ex. 42, Highest focal pitches, second movement.

o _.‘a_e 0 fal #A <L
G*______Z 49 [$) ) Vi 0 [0} b A
. = s p.y ~ =0 A
e G o~ =
Y e
S TS @ s e 1f 23 24 20 27 18 3
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Table 9. Structure of the second movement of Roni Akara.

measures length form text (Is.:54) voicing

1-6 6 a v.2, first half B

7-12 6 a' v.2, first half B, T

13-18 6 a'' v.2, first half B, T, A
19-24 6 a''’ v.2, first haif B, T, A, S
25-31 7 ar'" v.2 (complete) B,Bar,T,A,S,

The third movement begins with a striking three-note figure

in a phrygian inflection: E . It is housed in an
o

=
ostinato rhythm Y, .\ .r_,= }) that is heard in nezzrly every

measure of the movement.

The opening statement is divided into two halves, the first

a phrygian trichord on E:

Ex. 43. Alto, mm. l1-4, third movement.

s N 4 > > >
vt
- b I I 1wy Kﬁ I‘! E I L Y
11 e - R w3l LI - e 13 b4
Naug? 35¥ - » __a 1 - s a a1 1 4 P A o 1 o y 1 - 7 o~ 2l
% s w— il b——s —tt—y—a N

The second half begins with a modulation and then settles in

T

a phrygian tetrachord on A:

Ex. 44. Altc, mm., 5-7, third movement.

.

#:ﬁ:&ha;,_?_g_i~ — - an
1 L 1 ! 3

| w2 : 'é ¥ < < E 3 \\ -'/I

e e sre V10T TSFEF FEI
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The barring of the first phrase is somewhat unusual. Here
is what the passage would look like if the music were re-barred

to have the downbeats coincide with the accents.

Ex. 45. Alto, mm. 1-4, third movement, re-barred.
n
e S S S e M T T e R~
. [¥) y=d . } LS M
Lot A — . L4 A 12 L y.} 1 L) —
et 8 i B 4 s o P 4 r o Al £ 4 Py i
Y-S + 7—* ——y ——

The composer's barring instead deliberately emphasises the
tonic pitch by having it occur on the downbeat of each bar and on
the final syllable of the short textual unit "ki yamin u-smol”.
Aligning each measure in a vertical analysis, one can see the
organic growth and recession of this tiny idea.

Ex.

46. Alto, mm. 1-4, third movement.

] f—y | L
m. 1 . ——— = (4 )
Ki ya- min v~ smol
] - ] A A
N — =R
1 [ A ’ ’
Ki ga-mia V- Ssmol
) o p—— A )
m. 3 = —— - — (‘\ J\.
7 g T *
Ki :dl-w\m U—_{mo(.
A = h)
m. 4 > = (3 .
-7 _ -
-ﬁ§ . ro-ts
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At m. 8 the tenors enter with the same phrase, transposed
to B. As accompaniment, the altos and basses sing drones on B

and A. This tight conflguratlon frequently creates two— or
three-note tone clusters ( E E ).

Gradually the melodic span fans out from the mlnor third
p’ i
at m. 9 (:@_——z—‘_)toaprfect £ifth 2 m, 12 (= )
_=__—5.

N T

to a major seventh at m. 14 ( 52555555555 ) to a minor tenth

at m. 15 (=i ). =’

}

ﬁ\\l

/

At measure 15 the theme is taken up by the altos. Here the
trichord is inverted so that the halfstep is below the tonic and
the wholestep above ( %_ ). As accompaniment, the basses
provide a drome on E, a'i‘the te;ors sing an inexact canon at the
lower third with the alto. With the range expanded, the dissonances
are inverted from seconds to sevenths and ninths.

At m. 21 the_sopranos are given the theme. Their version is
identical to that of the tenors in mm. 8-14 (except that it is one
octave higher). The dissonant clashes continue in the tenor and
bass accompaniment, the basses countinuing their drone on E and the
tenors flirting with pitches just a minor second or minor third
above.,

At m. 27 the second theme of the movement is introduced, sung
by the altos with one baritome tracing it in parallel octaves below.
The accompaniment in both tenor and bass parts is a drone on E.

The contrast between the first and second themes is striking. While

the first is coastructed of tiny phrases in eighth and sixteenth
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notes, the second is in sweeping halves and quarters. Where the
first keeps reiterating the interval of a minor second and is
narrow in range, the second begins with major seconds and major
thirds and soon expands to an even wider.range. Where the text
of the first part spezks of expansion and acquisitions ("For
thou shalt break out on the right and left, and thy children
shall inherit the nations and inhabit the desolate cities.”),
the second is warmly comforting (“"Fear not, for thou shalt not
be put to shame . . .").

The remainder of the movement is constructed of juxta-
positicns and combinations of the two themes.

Table 10. Structure of the third movement of Roni Akara.

measures length form text (Is. 54)
1-7 7 a ve3
9-14 7 a' v.3
15-21 7 a” v.3
21-27 7 a' v.3
27-33 7 b v.3 & v.4, first half
34=-40 7 a' v.3 & v.4, second half
41-48 - a/b vv.3 and 4
49-55 7 a” v.3 & v.4, second half
56-61 6 a' vv.3 and 4
62-69 8 a' v.3
(& coda)
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The fourth movement opens with a recitative for five solo
voices. The uniquely exotic sound of this music is created by
the unusual chromatic scales, the parallel open fourths, the
free meter-less rhythms, the heterophonic texture, the arabesque
ornamentation, and the antiphonal structure.

The opening and closing alto recitatives (mm. 1 and 7) are

constructed in a scale of altermating half and whole steps:

24

[
Ry 4
a

. Melodic emphasis is given to the

Ji\’j ,""';
=
minor thirds which characterize this scale form: —— S Rt s

[
[

ey
o

In the other two alto recitatives (mm. 3 and 3), the chromaticism

is freer. Accidentals are often altered to create consecutive

melodic semitones.
Ex. 47. Sc2le forms in the fourth movement.

3
14

- e 1

m. 3: ;? S

N
D 1
o 3  — 1
m. 5: ——y— 1
& o 1 1 A
al" T

The scale forms found in the men's voices are generally
characterized by a phrygian inflection and chromatic alterations
which usually create a semitonal approximation to the tomic or
dominant pitches.

Ex. 48. Scale forms in the fourth movement.

b;u'fvo:' bsss
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Y
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\oar'i'tone Lass
m. 4 o0 /4 27)
- o b 73 .
= = R
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= — — v
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As we have seen, both the inflection and the chromatic
alteration are characteristic of mény Semitic~Oriental chants.
Compare the examples above with the following Yemenite Jewish
chant.

Ex. 49. Al Naharot Bavel, as sung by the Yemenite Jews.8

- s
o ) — - > anetn et <

Al nii.harot bobal ho.3%. hoh jif-at m6.6. ro. te. nu
wasdmjit ji.18.lo.t3.audo.a . hoh & golha.s0.sa. ro. t¢. nu
.A .
pa=== = 7 =
bit bo.bil sé.mahot o. ra. hok ni.gid md._ro. r6.1¢ . au
é‘ﬂ::l —_— 'M
L > > rd - r-a -4 —r . - - - A A : 1—;
Wu.a.naflnu al a.robimbé.ws. hoh to_li. nukinné.ro. te . . nu.

The rest of the movement is a free recapitulation of the

first theme of the first movement.

8Idelsohn, Thesarus, no. 58.
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" Table 1l. Structure of the fourth movement of Roni Akara.

measures length text (Is. 54)

1-2 2 ve 5, first third
3=4 2 . v. 5, second third
5-6 2 v. 5, third third
7-8 2 ve. 5, first third
9-22 14 ve 1

23=34 12 ve 1

35-41 7 ve 1
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4, Mordecai Seter, Moadim

Mordecai Seter (ne Starominsky) was born in Russia in 1916
and came to Israel at the age of 10. In 1932 he went to Paris
where he studied composition with Paul Dukas, Nadia Boulanger
and Igor Stravinsky. Soon after his return to Israel in 1937
Seter came under the sway of Criental-Jewish folklore, collecting
and transcribing over 150 traditional melodies. Since that period,
most of his compositions have betrayed the influence of this folk-
lore, Seter's works include orchestral, vocal, and chamber music
and a large number of ballets. gurrently he is professor of com=-
position at the Rubin Academy of Tel Aviv University.

The choral "cycle” Moadim (Festivals) was compcsed in 1964

(according to some sources 1946) and dedicated to the Tel Aviv
Chamber Choir. Its three movements are based on hymns for
Succoth (Tabernacles), Passover, and the Sabbath. Common to all
three is the theme of salvation.

Ex. 50. Texts of the Choral Cycle, Moadim.

I

Lord, my rock art thou! O hear my plea, O hear me!
Disperse me no more!

From alien hands O save me

Lord! 1In every land they abused me

And where e'er I strayed they misused me

Hasten my return, restore me now

And come to lead me.
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II

How poor was the bread -

This is the bread

Our fathers ate in the Land of Egypt.

The hungry, enter and eat ye;

The needy, enter and feast ye.

This year we are here,

But a year and we'll be in the land of Israel.
This year we are still enslaved,

But a year and we'll be in the land of Israel -
We shall be free.

I1I
Come let us sing joyfully
Let us praise Him, shouting with gladness.
We pray to the Lord, O save us Thou,
We pray to the Lord, for favour now.
Renew thou my joy, Lord, and unto me
Bring ye Elijah, blessed be ne.
0 strengthen my hands in praise of thee
And prosper my deeds in thy glory.
Rejoicing my heart, speedily bring to me
Bring ye Elijah blessed be he.

Each of the movements is based on a melody traditionmally sung
to that text by the Babylonian Jews. Yet the scope of the compo-
sition is such that it is more than a simple arrangement. As we
will see, Seter has used the ancient Babyloniarc tunes freely,
treating them as raw material for his imaginatiom.

Seter's style as revealed in this work leans Leavily on the

davices of primitivism such as Stravinsky used in his Les Noces

and Orff in his Carmina Burana. This is evident in the ostinato

repetition of short rhythmic units, the frequent use of parallel

harmonizations in thirds, fifths and full streams, the limited
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ranges of the melodies, the use of ancient modes and avoidance
of the major scale, the use of primitive ornamentation, and the
highly sectionalized and repetitious form.

The first movement, marked "andante sostenuto”, is scored
for eight voices arranged as two equgl antiphonal choirs. Was
Seter consciously imitating the antiphony of the ancient Temple
service? The two groups are always heard iﬁ opposition except
at the cadences.

The folksong on which the movement is based is reproduced

below.

Ex. S51. Tsur Yeshuati, as sung by the Babylonian Jews.9

Bt ta . tu. ol Hilqbbds 3.t mig . gan.i womabAld.a

What is the mode of this melody? The cadences of the first
two phrases strongly suggest F major (or perhaps lydian). But
the final phrase beginning on G and ending on D, suggests D as a
more likely tonic owing to its terminal position and the characteristic

falling tetrachord at the cadence. Although the mode now appears to

9Ibid., vol. 2, no. 148.
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be dorian, the sixth degree (B) occurs only once, and then just
as a fleeting decoration of C (m. 2). The modality is thus left
ambiguous. Seter has perpetuated this ambiguity in his harmoni-
zation; in the lower voices the B is sung in both flat and natural
forms.

Other areas, such as the tempo and phrase structure, have
been treated by the composer with even greater freedom. Seter
has transformed the folk melody from a lively tune (as transcribed
by Idelsohn) to a nearly fourfold slower andante sostenuto canta-
bile "chorale”. He has also taken a great deal of freedom in
repeating each measure any number of times as fits bhis compositional
scheme -- tossing the motifs back and forth among the two antiphonal
choirs. Yet no repetition is exact; by changing the rhythm or the
harmonization the melodicle is presented in a new light each time.

Heterophony is the prevailing texture in the opening section.

Simultaneous with the original melody ;g;:z:z:::z:zzz are

0ot . 1 [

xyxl! Ef‘l\ S —— 1

presented several variants: Seggoga——greray—— 5 F 55—

L]

This free "simultaneous variation”™ creates islands of dissonant

clusters.

Ex. 52. mm. 1 and 3.

w
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Setiter's use of canon seems to grow naturally out of the
antiphonmal structure. The second section of the movement begins
with 2 wsubject and its tonal answer.

Ex. 53¢ . Cheir II. Basc, mm. 21-22.

~w— T™
[ N | d
-

N
A\

11
14 T
[T T M
14 ‘.

o
e
v

,
i —

Choir 11, Tenor, mm. 22-23.

—
3 4 L= 1
B é - T ? r— I
L 4 — r .4 et Y b
=2 p Jmamt s— rY ) L M K _——u—~
N> o rom l }

At : the word "Tsur” ("Rock”, or "Lord"™) which begins the
third smsection, the composar has lengthened the rhythmic value of
the firgnt note to heighter the intensity of the cry to the Deity.
Again thihe material is treated in canon, here in strict imitation
at the U lower fifth.

Ex. 54, . Tsur Yeshuati, as sung by the Babylonian Jews, mm. 6-8.

[ — —
A1 ) - s L 3 & —e J
e ———
L. i ll {’\ — L4 r‘l e "I r A
R e
’ dor ki |Emir- mas  £2 - Mw - A

Ex. 55« . Seter's setting of the same passage, (p. 9.).
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Seter then repeats the previous section, transposed up one
whole step to prepare the listener for the striking section that
follocws. Over the next ten measures, one hears nothing but a
G-major chord. Twelve times the choruses answer each other in
phrases which get closer and closer together until they finally
converge. By virtue of this repetition the subdominant (G) is
now established as an important secondary tonal center.

G-major even persists into the final cadence. By harmonizing
the finalis D with a G-major chord instead of the expected D-minor,
Seter has created a tonal transition to the second movement, which
is in E dorian. At the same time he has also managed to save a
definitive cadence on D for the end of the entire cycle.

Table 12. Structure of the first movement of Moadim.

measures length form  text mode

1-3 3 a v.l, first half A-phrygian?

4-8 5 b v.l, second half E-lydian, D=dorian
9-11 3 a v.l, first half A-phrygian?

12-15 4 b v.l, sacond half F-lydian, D—dorian
16-18 3 a v.2, first half A-phrygian? .
19-30 12 c v.2, second half D=dorian, F-iydian
31-42 12 d ve3 F-major?, Bb-major
43=46 4 c v.2, second half D=dorian

47-57 11 4’ "Ve3 G-major, C-major
58-71 14 e Vb G-mixolydian
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The second movement is scored antiphonally for a small choir
of altos and basses, each divisi a 2, and a large choir of SATB
divisi a 8., It is based on a melody sung by the Babylonian Jews
at the Passover "Seder” ritual. This folk tume is characterized
by an alteration of free recitative-=like passages with sections
betraying a stronger rhythmic pulse (beginning at "leshannah
haba=ah"”). Like many others that we have encountered, this melody

.
grows out of the kermel interval of a minor third ﬁ
]

from which extensions of a whole step above or below frequently
b

v

create a tetrachordal structure:

10

Ex. 56. Ha Lachma Anya, as sung by the Babylonian Jews.

e e wi.jif . sah ba.Zata

haha  16.3a.ns habba.a bi.ar.s b3.ar.’s dijisra.él, ha.iata

. a - g
ha.ga alg.do 18.ia.ns habba.a b§.ar.‘a dg.jis.ra . &l bé.ne hd.zin,
10

Ibid., no. 17.
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In his setting, the composer has followed the inherent
structure of the chant, alternating sections of free rhithm
with those organized into a rigid duple meter.

In the first large section, the opening phrase is intomed
by the small choir, then echoed by the large choir with octave
duplications. Primirive polyphony is .evoked by parallel singing
in thirds and by canons at the octave, at the third, and at the
fifth.

Since the bass line is merely a parallel tracing of the
melody and not conceived harmonically, the music is freed from
some of the constraints of functional tonality. This texture
also serves to preserve the free~fh§thmic flow of the chant.
Avoiding a functional harmonic structure which would involve
tonal accents, the polyphony merely creates a "shadow™ of the
chant, in a manner similar to organum.

The contrasting section begins at m. 1l. Setsrc intensifies
the hypotic repetitiosmess of the interval D-D by repeating the
opening motif before reaching the cadence.

Ex. 57. Ha Lachma Anya, as sung by the Babylonian Jews, (excerpt).
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Thereafter a gradual buildup is effected by virtue of the
growing dynamics, the piling omn of voices, and the rise of pitch
from D in the second bass to g' in the soprano. The effect is
enhanced even further by the hypnotic repetition of the ur-morif,

After a two-measure interlude in the recitative style, the
rhythmic section returns. This time the buildup is faster and
more intense. The voices overlap ome another and attain a level
one octave higher than the previous section.

The chant upon which this movement was based falls within

-3

y

a span of only five pitches m , leaving in

doubt the exact identity of the scale. Is it dorian or aeolian?

Since in his setting the composer is consistently using a texture
of parallel thirds, he has had to extend the scale beyond its
original pentachord. In the andante sections Seter uses C-natural
to create an aeolian scale on E. In the allegro sections he uses
C#. However, since the note G is tonicized in the allegro, the
effect is not so much D-dorian as G-lydian.

Table 13. Structure of the second movement of Moadim.

measures length tempo form text mode

1-3 3 andante v.l, first half E-aeolian
4-5 2 * v.l, second half *

6-7 2 " a v.2 "

8 1 " v.3 "

9-10 2 " v.4, first half "
11-55 45 allegro b v.4, seccnd half  G-lydian
56=57 2 andante a v.5, fizst third E-aeolian
58-103 46 allegro b v.5, second third G-lydian
104 1 andante a v.5, third third E-aeolian
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In the finale Seter has again changed the tempo from the
original scurce. While in the first movement he chose a slower
pace, here the tempo has been increased mnre than twofold from
160 to 364 beats per minute. Another significant change from
the original is the shifting of the barline one beat to the left.

Seter's version uses the fsllewing scansion:

/ ~ o L d / v

Kol tsa-ha=-la ve=ri-na

] o o /.

/ /

- L4

se~-fa=te-nu az te-ra—ne-na

where the original is:

/
e« | o < 1.

Kol tsa—~ha—-la ve-ri-na

- / hd / “ / D 4 /

se-fa=-te-nu az te-ra-ne-na

e .

Neither version is “"correct” from a grammatical point of view.

The standard scansioun of that passage would be:

A T

Kol tsa-ho-la ve-ri-na

wr (%4 / [ / [ w / -

se-fa=te=nu az te-ra-ne-na.

The tune on which the movement is based is a traditional Sabbath
song of the Babyloniar Jews. Like the other two tunes its mode

features a minor tetrachord, a lowered seventh and no sixth degree:
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11

Ex. 58. Kol Tsahola, as sung by the Babylonian Jews.
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Sete; begins this movement with seemingly random alternations
of each of the two measures of t;e first phrase:
As in the previous movements, he again intensifies the ostinato
effect of the chant by breaking up the phrases into tiny units,
hypnotically reiterated. The tenofs, who initiate this parz, are
soon joined by others reinforcing the mctifs either in rhythmic
unison or in canon, at first at unison pitch, then gradually ex-

panding to create a reiterated chord.

Ex. 59. Range expension, mm. 1-38, third nmovement.
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The "chorustration” is continuously changing in a kaleidascopic
fashion, creating again the effect of a singer who starts a hypnotic
chant and is gradually joined by others.

Whiie the first phrase of the chant has been expanded by repe-
tition from twc to thirty-nine measures, the second phrase is now
dealt with in just three measures with no repetition. The third
phrase is sung three times.

Throughout this first section, Seter has filled in the orig-
inal ambiguous six-note scale with an Eb to create what would be a
full aeolian scale on D, But due to the reiteratiom of a chorxd
whose functional root is G, it is the latter rather than D that
emerges as tonic, creating the impression of a dorian modality.

In fact, for the second section, beginning at m. 51, he has
transposed the tume down a fifth to G. Maintaining the Bb and
E natural result in the continuation of the G-dorian mode. This
creates an interesting symmetry with an earlier passage in the
cycle. The first movement began in D, but shifte& tonicity to G
at the end by means of a repeated G-m2jor chord. The final move-
ment begins with a repeated G-minor 13tk chord, establishing G as
tonic, but eventually yielding to the true tonic -— D.

Again Seter chooses to repeat one small phrase of the tune
over and over, while expanding the range from second bass alone
to full chorus divisi. From mm. 51 to 117 he has been building

up this single phrase. By contrast, the next phrase is repeated
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only once, occupying only 9 measures of the score. While this
melody has been restored to the original tonal level of D, the
cadence is still om G.

In the final section, beginning at m. 127, two contrasting
phrases are presented, each with ifs cwn voicing. At m. 133 two
pairs of voices are presented; the first and second altos singing
in parallel thirds and the first and second basses in parallel
thirds but in exact coatrary motion to the altos.

In m. 155 there begins another of the faniliar build-ups
from second bass to soprano as a short phrase is repeated over
17 measures. For the remainder qﬁ the movement the process is
inverted. At m. 177 & four-ber phrase is presented in the
soprano and alto voices and repeated over and over as first the
tenors and eventually the basses join in. Although the wmain
tonal center of the work is D, the finmal cadence is the only
complete cadenr> on D in the entire cycle, ultimately fulfilling
the several incomplete resolutions of both the first and third

movements.
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Table 1l4. Structure of the third movement of Moadim.

measures length  text form mode

1-39 39 v.l, first half a G-dorian
40=42 3 v.l, third quarter b "
43-50 8 v.l, fourth quarter c ambiguous
S51-117 67 v.2, first half d G-dorian
118-126 9 v.2, second half e D-aeolian
127-132 6 v.3, first quarter £ "
133-140 8 v.3, second quarter g "
141-145 5 v.3, third quarter £ *
146-154 9 v.3, fourth_quarter g "
155=172 18 v.4, first third h "
173-176 4  v.h4, second third i -
177-216 50 v.4. third third h' b
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CHAPTER V
CONCLUSION

Composers in Israel today represent virtually every band of
the musical spectrum. There are nationalist and internatiomalist,
aleatoric and dodeczphonic, romantic and minim;list, electronic
and concrete composers. Clearly this study is quite limited in
its scope, igncring a great deal of music in order to focus on
one particular medium in one particular style pf composition by
one particular school of composers.

We have attempted to isolate and define ome body of music,
show some of the historical reas;ﬁs for its emergence at a par-
ticular time iz history, search ite roots, dissect its character-
istics, and analyze in some detail several representative works.

In doing so we have discovered 2 number of features that these
works have in common. First ¢f all they are simple. This reflects
2ot only the composer's desire to emulare primitive folk styles but
also the practical consideration of the performing forces at hand.
Secondly, we note that cliese CORPGSSErs ul z the @odes of Semitio-
Orientzl folk music, ignoring the mainstay of Western tonal music,
the major scale. Thirdly, while the music is by no means atonal,

we note a certain bipolarity or ambiguity of tomal centers. Fourth,

in their approach to rhythm these composers frequently attempt to
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imitate either the free flow of recitative or the additive meters

of both Mideastern folkdances and Biblical poetry. Fifth, in an .
attempt to emulate exotic textures, some composers have adopted

the primitive polyphonic devices of folk musicians. And in works
based on Psalm texts, an antiphonal scoring often reflects the
parallel structure of the verses. Finally we note the actual
quotation of folk melodies, from the common ur-motif of minor third
plus major second, to typical embellishments of folk musicians,
motifs from cantillation and prayer modes, and even quotations of
complete melodies.

The styles that we have observed are, in a sense, a musical
metaphor for the modern state of Israel: a people striving to
catch up with the present and move into the future while retaining
and revitalizing the roots of the past; a people enjoying the tech-
nology and culture of the West, but at the same time, trying to
re-enter the world of the East; linguists and artists, politiciaus
and philosophers struggling to bridge East and West, past and present.
It would be fitting to close with the words of Paul Ben-Haim, which
were quoted at the beginning of this paper:

I am of the West by birth and education, but I stem

from the East and live in the East. I regard this

as a great blessing indeed . . . If we=-thanks to our

living in a country that forms a bridge between East

and West--can provide s mwodest contribution to such

a synthesis in music, we shall be very happy.

lGradenwitz, Ben-Haim, p. 4.
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