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Towards the end of the 17th century, a Jewish notable of one of the “Four holy
communities” of Avignon and the Comtat Venaissin in Southern France, in anticipation
of a birth that he clearly hoped would be male, and wished to celebrate with particular
pomp, commissioned a local composer — Louis Saladin — to set to music certain religious
poems, for performance during the rejoicings that traditionally took place in celebration
of such an event.

Saladin produced a composition for soloists choir and orchestra, in the genre of a
divertissement. The work was highly esteemed by the members of the community where
it was performed. Most certainly the first performance was followed by others. In the
course of time its use became generalized, but only the last part, containing the liturgical
text (veled hay-yiilad), was retained. Gradually the work was stripped of its polyphonic and
orchestral parts and turned into a monodic, anonymous traditional chant. In this form
we find it, in the last third of the 18th century, rooted in the tradition of the community
and preserved in the local collection of special prayers, the Seder haq-qiinterés.

Texts

[ shall sing to my God, my strength and my redeemer, with the voice of joy and praise,
of gladness and joy, “in the midst of the congregation and assembly”.

Let us rejoice together: our God 1s One, God living unto eternity. Thou hast given us, as
an eternal law, a covenant in our flesh, on the eighth day.

Send us the Tishbite, make him come quickly, to the people of Israel, let him run like a
gazelle, following the word of the prophet, to save (the flock of) Thy pasturage, from the
lion’s teeth.

That the infant be born under a favourable sign, that he may grow and that he may live
like a “well-watered garden”, that he may rise and prosper, that he may escape from
destruction, Amen, that God may make it so.
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Nord elohim
O God, thou art terrible out of Thy holy places: The God of Israel is He that giveth
strength and power unto His people.

Kol han-neshamah
Let every thing that hath breath praise the Lord.
Praise ye the Lord (...)

Be-fi yesharim

By the mouth of the upright shalt Thou be extolled
Blessed by the lips of the righteous

Sanctified by the tongue of the pious

In the midst of the holy ones shalt Thou be praised.

Southern France

10. “Divertissement” for a Circumcision at the Comtat
Venaissin (Southern France)
Canticum hebraicum by Louis SALADIN

for soloists, 4-part choir and orchestra (text: anonymous and liturgical)

. Prelude: Ashir le-eli “1 shall sing for my God”, duo and ritournelle; nismehah yahad
“We shall sing together”, Air for bass, duo and ritournelle

I1. Shelah tishbi “Send us the Tishbite”, choir, Bourrée and Rigaudon

III. Prelude; Yeled hay-yiilad “‘Let the child be born under good auspices”, Air for tenor:

trio; choir; Gavotte and choir.

The Canticum hebraicum by Louis Saladin is undoubtedly one of the most captivating
compositions of the entire repertory of Hebrew art music in the 17th-18th centuries.
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of this community permit the confirmation and interpretation of the old written sources,
including those of art music practice, by still extant oral traditions.

The foremost musical manifestations of this community took place during the celebrations
of Shabbat nahamii, Simhat térah and Shabbat beréshit. Shabbat nahamii, commemorating
the inauguration of the “great synagogue” in 1675, became the principal local feast
and 1s still commemorated today. This celebration and the Simhat térah festivities in
honour of the “Bridegroom of the Torah” and of the “Bridegroom of Genesis” occasioned
numerous musical compositions. All the works by Caceres and some of the works by
Lidarti presented in the programme (including the beautiful cantata Kol han-neshamah)
were written for these occasions. From the repertory for other occasions we have included
Lidarti’s three-part chorus néara elohim for Shavuot, and his four-part chorus be-fi yesharim
(from the morning service for Sabbaths and Festivals).

Texts

Hishqi hizgi

Strengthen my desire from day to day

Hasten, my King, lighten my darkness

My evening and my morning sun shall not be dimmed
Let shine upon me, my King, the light of your sun

Awake, awake, ye ten-stringed lyre

Sing songs with a chanting voice

The splendour of your moon shall not disappear
For your light has come, stand up and shine

Ham-mesiah tllemim
Thou makest the dumb to speak, and revealest the hidden things;
and therefore unto Thee alone do we give thanks

15



Amsterdam

Cantatas and choral works from the 18th century repertory of
the Portuguese Jewish Community of Amsterdam

5. Hishqi hizqi “Strengthen my desire...”, by Abraham CACERES (text: Isaac Aboab da
Fonseca, for the inauguration of the Synagogue in 1675)
3-part choir with instrumental accompaniment, for the annual commemoration of the
dedication of the Synagogue

6. Ham-mesiah illemim “Thou who maketh speak the dumb”, by Abraham CACERES
(from the morning service for Sabbaths and Festivals)
For 2 voices with instrumental accompaniment, for Shabbat nahami, Simhat torah
and Shabbat beréshit

7. Nora elohim “God, thou art terrible” by Cristiano G. LIDARTI (Ps. 68, 36)
3-part choir with instrumental accompaniment, for Shavuot

8. Kol han-neshamah “'Let every thing that hath breath”, by Cristiano G. LIDARTI
(Ps.150,6, amplified)
Cantata for “'soprano”’ with instrumental accompaniment for Shabbat nahami, Simhat
torah and Shabbat beréshit

9. Be-fi yesharim "By the mouth of virtuous men”, by Cristiano G. LIDARTT (from the
morning service for Sabbaths and Festivals)
4-part choir with instrumental accompaniment

The descendants of Marranos from the Iberian Peninsula who settled in Amsterdam
from the end of the 16th century onwards, created during the 17th and 18th centuries
one of the most flourishing Jewish communities in Europe. Intense musical activity
found a natural place in the social and religious life of the community. Much evidence 1s
found in the descriptive historical sources, in the numerous occasional compositions, both
printed and in manuscripts, of which the literary texts have been preserved, and in the
notated manuscripts. The memories of the surviving guardians of the musical tradition
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Duetto (Clemenza, Rigore): “Portar colpe, et accuse”

(Note in the Italian version of the text: “In the Hebrew text the words are similar, but
their meaning differs”.)

Clemenza: I shall bring forth exculpation and excuse

Rigore: I shall bring forth culpability and accusation

Both together and alternately:

Clemenza: I shall languish and bring forth pardon; I shall cover the hidden sins
Rigore: I shall be wrathful and bring forth expiation; I shall hate and take revenge
Both together and alternately:

Clemenza: I shall strive to procure salvation, tranquillity and resounding songs
Rigore: I shall strive to provoke calamity, upheaval and painful suffering

At this point Dio intervenes, in the form of a recitative and an aria, and sides strongly
with Clemenza. Thus the argument can be brought to a happy conclusion in the following
recitative and final chorus:

Recitative (Clemenza, Rigore): “Ascolta 0 mio Rival”

Clemenza offering a hand to Rigore, the rival, calls upon him to comprehend that the
“gates of mercy have been opened” and that he should abandon his wrathful attitude
and join him with joy and song im bringing the good message to the people of Israel.
Rigore responds “Let us go together and spread your good message”

Chorus: “Orsu a giubilar con brio”

Let us sing and jubilate

We shall laud the rock of our salvation
We shall exalt the name of God

And we shall rejoice in all eternity.
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But I have trusted in thy mercy; my heart shall rejoice in thy salvation. I will sing unto
the Lord, because he hath dealt bountifully with me (Ps. 13:6)

Paraphrase of extracts from the 1733 cantata-quasi-oratorio “Dio Clemenza

e Rigore” (libretto by Sh. H. Jarach)

Recitative (Dio, Clemenza, Rigore): “Clemenz’e Rigor con giusta soffrenza”

Dio (God) imposes silence on both the Defender (Clemenza) and the Accuser (Rigore).
The verdict of culpability should be cancelled. Even the sinners are full of good deeds,
therefore He shall withdraw His wrath from them.

Rigore (Accuser) begs the God of Vengeance to listen once more to his plea: (the sinners)
neglect the poor, they neither study the Torah nor do they accomplish good deeds. They
do not deserve defence; they merit the depths of hell.

Clemenza (Defender) supplicates God “the Healer of all wounds’: even if they are
otherwise unworthy, they deserve (according to the midrash) God’s pardon for having
accomplished (during the festival of Sukkot) the religious prescription of the /#lav (palm)
and 1ts accessories.

Rigore rejects this midrashic argument and maintains that according to the strict law
his standpoint should be adopted.

Clemenza: The verdict should be well balanced

Rigore: It should be applied according to strict law

Clemenza: My opinion is well weighed

Rigore: My opinion 1s well rooted

Both: I shall not desist

12



He desires, He can, everything comes from His hand
Sublime, elevated, unequalled

Master of my destiny, He watches, He keeps guard
He is the Lord, to Him a dwelling is raised up

4. Extracts from musical ceremonies by anonymous
composers for the celebration of Hishana rabbah by
the Zerizim fraternity (“the Nimble”) in Casale
Monferrato 1732-1733

For soloists, choir and orchestra

The manuscript score, preserved in the Lenin Library, Moscow, was discovered in 1964
by M. Gorali. The recording includes extracts from the first part of the 1732 ceremony
and a selection from the end of the cantata constituting the second part of the 1733
ceremony. In this cantata-quasi-oratorio there are three characters: Dio (God), Clemenza
(the defender) and Rigore (the accuser). The plot, in accordance with the topical subject
of the feast of Hoshand rabbah, deals with the Day of Judgement. Rigore prosecutes
[srael, Clemenza defends Israel, and even the Holy One blessed be He, intervenes. All
these arguments are presented in a string of recitatives, arias and a duo. As the final
chorus approaches, Clemenza gains the cause and even Rigore becomes resigned and
accepts the “Opening of the Gates of Mercy” in good spirit.

An Italian version of the libretto (“Dio, Clemenza e Rigore”) was appended to the
manuscript of the ceremony of 1733.

Text of liturgical verses

Lord of the World who reigned, before any being was created...(from the Daily Prayer
Book)
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Poems specially composed for the occasion (authors: Eliezer Forti; Eyyal Mikha'el
Shabbetay Levi)

Recitative: Ashirah bi-semahit

[ shall sing with joy the chants and praises

To God, in chorus, I shall clamour the refrains

And the singers shall follow me with joy

They shall uplift their voices in the finest chants

The moment is come, the day is here, to the glory of His terrible name
Powerfully uplift the voice in diverse chants

To the honour of the living God, He, the King of Glory

Aria: Li-tefillah, li-tehinnah

For prayer, for supplication, a place for song was elevated

To laud God day by day, there is the heart of the entire community.
It has a wall round about, it has splendour and grace

His temple is filled with glory, to the law and to the testimony

And with beautiful ornaments, it is built magnificently

Joy for all hearts, and delight for every man’s eye

With pure candles, bright and shining

We shall rejoice greatly, in abundance and honour

Solo and choir: Qim# sharim

Rise up, singers, intone hymns
Hallelujah, in His sanctuary

His people, honour His name

Tell of His greatness among the nations
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marvels: in the time of rejoicing, (at the moment) of our joy Hésha‘nd rabbah appears: to
the day of righteousness is added an additional merit.

[7. Solo]

Then, in the moment of joy thus “Doubly redoubled” let us not silence our chants,
but let us intone a chorus in honour of the Master of all fates; may he gratify all the
wishes of the confraternity.

[8. Choir]
Author of grand and unfathomable works; Thou whose grace makes the light to shine

for the just, grant Prosperity and abundance of peace as long as the moon endureth, to
the confraternity of the “Watchers of the Dawn”.

3. Extracts from the musical ceremony for the inauguration
of the synagogue of Siena in 1786, by Volunio GALLICHI
and Francesco DREI

For tenor, choir and orchestra

The beautiful little synagogue of Siena, which the visitor can still admire, was dedicated
in 1786 with much pomp and ceremony. Apart from the manuscript of the musical score
there has come down to us a booklet specially printed for the occasion and entitled Seder
zemirdt we-limmid... (“Order of Songs and Study...”). These two sources enable us to
reconstruct the ceremony which stretched over several days.

Texts of liturgical verses

Thou hast made us to know that God is the Lord...
O come, let us sing unto the Lord, let us make a joyful noise to the rock of our salvation...
Open unto me the gates of justice, I will enter therein to render thanks unto the Lord...



Text (anonymous): Ahay we-re‘ay

[1. Solo]
(the passer-by): Brothers and friends, it is well known that this night i1s consecrated to
glorifying God, but you display a particularly fervent joy; tell me the reason for your
praises.

[2. Choir]
(the Shomerim lab-boger). Know, passer-by, that “a fullness of joys” has been conjoined:
with the joyous celebration of the festival (of Hoshand rabbah) are mingled our own

rejoicings; a confraternity of “princes of the people”, our glory, brings offerings to the
Temple of the Lord.

[3. Solo]

Honorable friends whose glory is everlasting, answer again the “questions of my heart”
and tell me the reason for your offerings: is this a voluntary giving or are you fulfilling a
VOW?

[4. Choir]

In memory of the day when, for the first time, they (the founders of the confraternity)
rose with the dawn to lavish their prayers before the face of God, so that the Redemption
and the coming of the Messiah might be hastened, now every year, at the same season,
His glory 1s exalted.

[5. Solo]

How dear are the friends who have come together to address themselves to God, every
day, ardently, and to glorify Him before the dawn; may they be rewarded by the greatest
happiness.

[6. Choir]
Behold how both one and the other (of these festivals) brings with it magnificence and
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Thus shall he greatly inherit the honour of the Torah-wise.
Who would destroy this by covetousness?
This wise woman will share his bread. Protected as his
own ewe lamb, she is silent though shearers come
He will come to honour her more than himself.
Sheltered under his wing, she shall be lifted up high over his house
Nations shall look upon their glory all their days. Their
union shall be perfect, they will avoid malice
The longing of a woman is to her husband who shapes
her as from a void
Yet, though he is her lord, he shows her abounding love.
She builds her house in joy, without strife or contention.
O Thou Almighty God, grant out beloved friends
blessings unbounded forever, yea through eternity!
Tr.: M. Feist (revised)

2. Cantata ebraica in dialogo, by Carlo GROSSI
For the celebration of Hashand rabbah by the “Watchers of the Dawn" fraternity,

probably in Venice, before 1681
For Baritone (“tenore”), 4-part choir and continuo

On the night of a Jewish holy day — the Hdshand rabbah vigil (as revealed in the 6th
stanza) — a passer-by is surprised at the spectacle of a group of people chanting hymns
to the glory of God and “redoubling” in joy and fervour. They belong to the “Watchers
of the Dawn” fraternity, as the final verse clearly shows. He questions them about the
reason for their enthusiasm. The members of the confraternity reply and the dialogue
between the solo voice (the passer-by) and the choir (“Watchers of the Dawn") tells us that
they are celebrating the anniversary of the foundation of their confratermty.



documentation clearly establishes the fact that art music remained a normal part of
cultural life in the ghettoes of the Jews of Italy.

Some of the scores which have come down to us are of particular interest, since they
also permit the tracing of some traditional liturgical chants. Such is the case of the
scores from Siena (no. 3 here) and Casale Monferrato (no. 4 here), where the choral
and instrumental compositions are interspersed with a number of traditional liturgical
intonations which were also sung during the ceremony.

1. Echo-poem for a wedding in the ghetto of Mantua (ca.

1610-1622) by Salamone ROSSI
For 8 voices

This is the last of the eight double-choirs for 8 voices featured in Rossi's Ha-shirim
asher li-shelomoh. The literary species of echo-poems was widespread in Italian Hebrew
literature of this period and we know of several references to musical settings of such
poems. In Rossi's setting the role of the second choir is reduced to assume the “echo”
nearly throughout the whole piece.

Text (anonymous): Le-mi ehpots la‘asot yegar

To whom should I give honour? Surely to these souls
who enter into union in the way of a man with a maid
In the treasure-house where God shapes the soul,
its stronghold is already marked out its future mate
Life be his desire, she will be his helpmate. Let them
never be opposed, never know tumult
Though a man's wealth be great, he should sell all his
possessions to take unto himself a daughter of wisdom



Italy
Art Music in Italian Ghettoes in the 17th and 18th Centuries

[taly has played a major role in the development of Hebrew Art music during the 17th
and 18th centuries. The following remarks will serve as a general historical background
to the works from this domain presented here.

Salamone Rossi (last third of the 16th c¢. — first half of the 17th c.), the most important
Jewish composer prior to the Emancipation, is well known for his outstanding contribution
to synagogal art music and for his relative importance in the general history of Italian
music of his time. His musical activity coincides with a turning point in the history
of Jewish musical practice in Italy: the rise of art music in the Italian ghetto. During
the 15th and 16th centuries we know of professional Jewish musicians who were active
mainly in Gentile society, as court musicians. With the enforcement of segregation, as
a consequence of the Counter-Reformation, that occupation was doomed to disappear.
Rossi’s career at the ducal court of the Gonzagas may be considered as a late example
of this phenomenon. At the same time we witness the first signs of the introduction of
art music into the synagogue — in Padua (ca. 1555-1565), Ferrara (1605), Mantua (ca.
1610-1612) and Venice (ca. 1628). We are tempted to consider segregation as a cause of
the rise of art music in the Italian ghetto. Music, too, seems to illustrate the general
observation, which ascribes the tendency to develop intra-Jewish cultural and social
activities to the effects of outside persecution.

By the middle of the 17th century, manifestations of art music within the synagcg:::
and outside it had become a widespread custom in Italian Jewish communities. This 1s
documented with particular clarity in a statement made in 1645 by the Rabbi of Modena,
Nethaneel Trabotto: “By God! It is not my intention to condemn those who sing according
to the music, for in all the regions through which I have passed, there is the custom of
singing [thus] in honour of God...” From then on, to the end of the 18th century, our
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was assumed that every legitimate social activity in a Jewish context must necessarily
have a religious linkage of some kind. The rabbinical prescription was generic, and not
specific as to the musical content. The situation thus offered the music lovers of the
community the opportunity of a musical practice. The way in which they took advantage

of these possibilities depended, of course, on resources of taste, musical education, and
performance.

For the European area we have a particularly rich and varied musical documentation
mainly from the communities of Sephardi origin, during the 17th and 18th centuries.

Art music performances took place in the synagogue or in other locations on “special
sabbaths” such as Shabbat nahamii, festivals — such as Shavuot, Stmhat térah, Hosha'nd
rabbah, and on occasions such as the annual feast of a confraternity, the dedication of
a synagogue or a Torah scroll, and the celebration of a marriage or a circumcision.
It has to be emphasized that in such performances only male voices were admitted.
The employment of female voices, due to problems of a practical nature in modern
performances, has to be considered as a liberty with historical accuracy. We should
note the phenomenon of transformation of works of art music into anonymous monodic
“traditional” chants. This can be observed in the case of the Cantata for a circumcision
in Southern France, and in the repertory of the Portuguese Jewish community of
Amsterdam. In both cases the original art music settings were the work of Christian
composers. It is interesting to note, in the case of Amsterdam, that the compositions of
the 18th century local Jewish composer par excellence, Abraham Caceres, fell into oblivion
some time after their creation; but those of the 18th century Christian composer C.G.
Lidarti, survived and continue to live in the oral tradition of the Portuguese synagogue
of Amsterdam, in the form of anonymous monodic “traditional” chants.



Synagogal Art Music Prior to the Emancipation

In nearly all strata of synagogal music, both in the Eastern and Western traditions,
characteristics of “Art” music may coexist with characteristics of “Folk” music.
Both elements often represent adoptions from the surrounding musical culture. This
phenomenon seems to be the consequence of the rabbinic attitude to music, which
was formulated during the 10th-12th centuries, and which represents certain concepts
already expressed by the talmudic sages. Without apparently paying any attention to
the musical “language”, the rabbinic doctrine was mainly concerned with the functional
intention of music, according to its profane or religious use. Songs and laudations in
honour of God are admitted and even encouraged, “no man of Israel in the whole world
abstains from them”, but “songs of love of a person for a person to praise human beauty
for its beauty, to laud the hero for its heroism et cetera, such as those of the Arabs
which are called a3%r al-gazl (“songs of love”), are prohibited” (Hayya Ga'on, 939-1038,
later quoted by Isaac Alfasi, 1013-1103 and referred to by Maimonides, 1135-1204). The
extraordinary efflorescence of the cantorial art during this period also included a trend
towards 1nnovations in the hazzanic repertoire. The traditional filiation of the melodies
seems to have been respected mainly as to the fundamental components of the synagogal
liturgy such as the biblical cantillation. This attitude finds its typical expression in
the Ashkenazi Sefer hasidim (13th c.). While the biblical cantillation should be strictly
traditional, as fixed “by Moses on Mount Sinai” (§ 817) melodies of the prayer chants
are left to individual discretion and taste: “seek for melodies and when you pray, employ
a melody which will be beautiful and soft in your eyes” (§ 11).

According to the regions, periods and conditions of life in each Jewish centre, a more or
less generous interpretation was given to the concepts of “religious music” and “profane
music’. Religious musical practice, as accepted by the rabbis, was of course not confined
to the liturgy proper. At banquets and rejoicings, on occasions, such as a circumcision,
a marriage or the feast of Purim, music was not only admitted, but was prescribed. It
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