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NN TON 1ITINN YTIODN-"TIND IRIVIST2 TIRN Y193 ,(202-201 MY ,2007 *DIN
MNN PNION NR N9 APR DY QDTN 0PN N NLYPRN NYSWNa YA - M
/Torno y digo / qué va ser de mi, / en tierras ajenas / yo me vo murir’ DDMONN
1115 "D1N,1972 WROLR IRT) 1979V MITTIND NTNDNA AT PN 7191 122 o1 Mnni
0PN YW NDA PINRN AN DR .IPINDHN MYYPnNn 21721 (87 'Dn,1995°00N ;116
T DYDY PO OY) DIYMY

(IR 11 19’aR) Hablo con coraje + El ardoroso amor .10

NNR 502w, MOIIR MY YIIR M2 PN MNA.6/8 PN M2 27N NNDANANR Y
WIRY2 MNna 55w El ardoroso amor 1WNN PN RN WA N'AN .M1AN 12 30N
191 VIVDNA NR ARTY L (IPTIR T 5P 1N QDY) 'DUIRDTR DID MO 1112 GOV
ORPNA ORDIRDT ¥T 10772 DR PA1pa PR 2931 12 M2 (1978 11m) 191072
no T VYRR MMOR 07N .(dor, dip) PN I2YA DN 7710 VDPLN VDRI
YRR 1) IRT :73 DN ,1959) MY PN HW 7NIMIRA A2WON VN DY N NORp

(38 'On ,1972

(MIN"AR N9 YT ORD ITIRIP/NAMORD 1Y) La paloma/Cuando sali de la Habana .11
PYTPR N7 IRVDIAD STIADN PNONN DV VY M9 T NNDNON (habanera) NIIRARN
NN NNDIONN (Sebastian de Iradier y Salaverri, 1865-1809) »ARDRD R
DY 10D XYY .189971 720 NLHPIN NIWY-YVNN ARNN YW NODNIN MAINN
19°HYAY NMDNA TYIN RY AT Y 1IN 0TIAD DNPRY 01N DY IRIVIOND TINR
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1MPN TN 2W QDA PINRA AN, NRT Y ITI-T719D PRY 2wni RYY 190 Y98
.('bindicién’) PR1WIN N7 (‘hakham’) ‘0on’ 12 010N NP2 YT =>T19D

(NIRMINN MIRMINN) La estrella Diana .12
121 .(78 'ON,1995 *0nn ;CMP A A40) "M 119D IRIVIDTN 10 N0 NPVID
linda’) MR NP2 (‘la estrella Diana’) MRT 20100 100 DVIN PNy nMmpnw
TIRD NYVIPHN 0PN 2V 1ND 0PN "0 DYDY DY TI9D DY D1 (‘dama

(MPVIPRIIINY) La malcasada con un viejo .13
TPYR NWR — AP YA IPTIADN 177122 1910 XY NRIVNA (0ORMD) 1D 1Y pw
DPYR 023 DV NOWIDM NIMIN DNYa 1R INMWHN RN 1°2 932 391 5v25 nrwin
IPT0 02Y2 HY DnrRn PYIavnd

(MVPRID IV YAR) La luz en el balcon .14
(106 DN ,1995 °DNN ;73 'DN ,1972 WRXVR) N19°5YIW MMON2 Y101 71 1Y PR o)
2PWN1 553 7172 MY 1NYN YV MIITINA MRDIBN DNR .TITTINN PoIDDT)
2N 0PN VOPAY TR MTMDAIN QDN 10 MMAN 19K MYTIN P13 HDIN
JOIITINN NDMPDITA TIRN DV NPV W5V W

OVIIR V2 MNIRD) El baron despreciado .15
RIM ,(N9TXR NRTID) MNTPR-1IPN NP2 1IN DNDNONA W IRYD YYD TNR 1T
,1972 WRYLR) NO™HPAY NNDNN 10 1DDRIY MRDIN 2117 2TIOKR 0PN NI D090
TN TTPINA TNN PO NUOPNY M2 MOTNN (102 /DN, 1995 500N ;77 'on
MPRN R %2 (498 ‘DN ,1923) NOYTR YRR NPNVIN T A0 .(D7112)1920 MWD KRIA
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WIIRIN IRIVINT DI RIM 117N OTIOD NPHN DNAIMY 0NN 210NN O DY
El nido de la - DNMoON 0'N2anN 7Y (1995 no11T19) (La serena) 'Mm1on’ nonda
ND2OVINNN M2 .DPTIOD TP YW1 DYNN — La torre en el mar paloma
NDN IPINVH PVPI PDIDTIRD VN (1710 R0 M 19 Yy La serena) 07N YW
YWY .(MYMYop oY 11p7) (folia) N»2100 OMIRIPN OYRA (cancion) "WDIRY'
0N .N977Y2W NNDNA 1INNWN ROW VYN (CWWN 1N [ hwn) 0INRN DNan
'DDPNRADIR R DIPNY DXVIRY T AVPRYY PP NDOTIY DA OpHNa 1HHI
RN TNPN DY IWORY (1910 2191 VIVDNP 102 DN DIIWN IPIRN NYMY2)
D0 V17N DNAN Q87 IR N2710 QPR 01PN DY AN ,RDN RN TN 11D
Y2 T DR RN YO0 990 71T RN Y nnnan N [ (La mar y yo) IR
,1972 WRILR) TWN YW NPITINN MKRDWN 2172 5190 RN (Si 1a mar era de leche’)
MINR ‘hija’, ‘barajas’ 020N SW NIRVOPN NPNN (81 DN ,1995 DNN 4 DN
072N VP PAY TN L1 2P I .ITTINN NYTI900 AYOWnn DR 0N 0PN a2
2V NRIWNY TN 0PN 9N DPNAN DY VRN NN A5 TIY N ohowinnn

APINYS SW MIRaN MMmn

(NANMPRD 1ARN NY 'NRT) La serena + Non me lleves ti al muelle .16

(D NY’91R NN 1Y) La rosa de Mayo + Los bilbilicos .17

WIRIN PPYN TNRD 7ONY IR VDOPLY PW NI NN 19IVRN AT OPIRY PWAa
DTPIN 2OV PN INON (78 ‘DN L1972 WRXLR) DIWYN NRNI NP DIMNN
NWR L, NAYD MR 10 190K Hwn IRD NN 0Y0aY wNIp Y nant o)
(4967 476 'DN ,1923 NN




RXMN N2 Jaskerlik’ 17 TIRD2) IRV MWH RIDIRYIY 177TR90 MWD TNR 1T
T PR 5P MPTIN MRDVD .190872 MIRD'MIVA NMO0RA V10 HY Hvinw (PpMV
0”0 2W NVIPNY IR MNYP N9°HYIY NMDN2 1TVINWY

(DYTIR D2 "YaR) Malandanzas del asker .18

1IN DY 4111”'7'7“

(DY2'DIRN D12 DININN 1°'2) Bien orosos los mancebos .1
A3 WY 12 IRY PR2 OR Y N2 TN (40 'ON ,1972) PRVR

(M2 no'513) Bulisa .
TN ?:'D.U A0 MW 2219 RIN T]"'f“‘%l?:l M0 DY) 1010 1IIRY [, TIRD T Y

NP 1vn . .ma ,-f:* ANR 12NNA , My pw 12 W 1A, NNMxp MMMy 'ZJZ_IN anp
El mancebo enamorado nnoMONNT NOMP/NPVIRPS 722

(TR NP NIRP *D 1°P) Vos labraré un pendon .
M PoN P NoM0N (63 'on L1995 Yonn ;CMP X3) npima YY aywp v T
AV2PNN 2V 101N NO2IND W NR DRNAY 13 NIRRT )NPNN N9DN

(NN N2 7 IR 09) El alma dolorida .
MMY NYRIN T'NAN MY P 1NNY D779 DTW P 1195 TIRD 1N
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DYDY NN 12RP DD YVP .NMAN NNNY HY - 0NINRD DNIWIA MO0 WY N3
;28 DN ,1972 WRYUR D) IR .RDI 012 NN ,R1AND - nvHPAN 1o M
.142 'O1 ,1995 >oNN

(Y219 1R DRMIRVIN) Caballero enamorado .5
NARP NWN 9N 193272 (90 ‘DN ,1995) YDNN TV NY ADVN NIRRT Y T
DPN VOPRY Y MY vYNI ANt NS EN

(°2"297°"2 1Y Y01Y91R 1) La gallarda matadora .6
(46 'ON ,1995 >onn ;CMP N3) 1TR22 1T A0 YW NN wwn Yup

El guitarrista + Tienes unos ojos nifia + El enamorado engarfiado .

(MIRV2 Y APV P DR)

M2 MYIN MROMITA 1N RN TN TPTI9D DY N2 DwHY HW nr oy
NLOPAN .WY-YYNN ARNN NHY S 1pInHon IR *TIOR 0PN HW nownd
nN7N2 ,(M72 1212 DN DVAYHN NPX TN YY) 5N 5 MIna NoRNn
2pWnd TnN SMPon NN ,(‘mujer’, ‘ojos’ DN SWNY) NINVDD MITIOD
2V ORND NI MW ,NPDIYTIRG MDY na 070 ooran P Yv yan
IR T MNDRI N P DN NMON NINRA I NPPIVA NYIPN MNDn
12 ,El enamorado engaiiado wn W nnnad 790 ,('Yo me namuri del aire’)
MIMRDA MRDVN 217 .0MIWPN ORNN DV WA TPRNNA 1TIRYN MPWaY ooTn
YOINN IR MAIDM (35 ,34 ‘DN ,1959) "Y PN Hw 2 nynn YY mivyws ar pw by
‘DN ,1973) N2 PNX’ NRT TY 0PN YW 1MYDaN nvbpna mwiw nbn YW rmoain
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SW AVHPRN NR RN 920 DY VTN 0N PR DY NNR PMDST N0 D) DY (74
(301 ,1972 WRYVR 01 IRT) 0’N

(Yanm *p 11 5R) Landarico .8
1995 >DNN IR :CMP M8) 11 nX191 NDIMI YW nwynn MO0 2W Y110 NRYY D)
W DN .ATHAN DY NN YIT 0N, NYIONN NTMIWN N2 NPNY N - (42 'On
MY VI92,717 2120 TNIPH VDIRD TIYTN 19N WHPINY MRDNY NANP 07N
RXINN NN 0Y PITN WP PR NN N9 NYNRY IINTNRN MMvn
55190 nown HYw omw 1N H92 R M nvHpnn YW 0o .mTR - 0on HY

(W10 1DY0IN D) El robo de Elena .9
ONNHN N MPYR, PN MY SY NnoYvn 90 HY Neman (CMP F5) 1t noan,
VDRI NN NNIDNN DR DRTD NOPYN 0PN DY NIRIPHRN NDWN NN
(16 'OV ,1995 >DNN)

(VPRI N PR A 1D D) La moribunda enamorada .10
SPWRI NN YaNDIRD TIVA N2 DTIODN-DTIN 29p2 1O (APTOR) P
YN YW NPR? ARTID T ANY WO PN "NA YW ANNSa 0N 7Y 10N N0 MM
(141 ’O10 ,1995 >DNAN ;86 'DN ,1972 YRIVR) NWTNN

(NN Ya) Melisenda insomne .11
IR DTIODN-D0TINN 21702 NRIOI ADINT TINN MMNMY 2W MV DRMIRND NN M
(5 'DN ,1995 *vnn ;CMP B17) 112°nn 0 2w "Nrnn
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(V1R D7 ApVIRD) El parto feliz
VYN IRVAW TR N1 DIIVNN DPWN TNR DV N2 NRTRINN nvopnn nm
DVINN 1N TTINR T2U0 70 DY IR PAR :IRGDN-IRGN MPHN RPN 10 DY
NN NN D TY DRINR MPNNNY 10 ;TN PRY OPNY AT Y YW 0PMIavH
D2 YN 1PRY 9D 1NN PN DN NYHY W PTIOR 0PN .T19D2 MIavh 7Y
JP'IR ORPHA 10 /DY /ORDIRDIT YT IV 2°R') PWN DV NP2 NOpPHn NDOTINN

(0w Maynm 68 'On ,1995 DN 02 IR ;Evie

(NT7Y29 nY DR V0 IORN) Maldicha es la mi vida

MTPR T (MINIR) AxPHN MIanD (Bayati) DR RPN MDDV PIRY PW M
OOMR DT P2 TI9NY L NY DIV NN ORMD NN RN IRW (Devri Hindi, 7/4)
07 TIWIND DNWRIN DMNAN DYDY NNt (30 'on ,1972) WRLR OVIY DN
MY M%) NYRIN D20 .0710HY 0Inn 01YDIN D'NA YN NN NV2Pnn.o»N
TIVA ,ORPHN DY TN TNPIVLR DR DXIN (VDPLN DY OWOVM NWRIN AN
NN TNPIVVY 1 (VDPYN YV PN VN NN MMNY) VN HYPDINN Nany
N0 MININRD MWD MY Irm

(121 51 npPVIRY) La novia galana 14

TIRD MM9 AW (DYHYPNN 23 HY 1IN0 1NN Y NIMon ManY) oY Y
NNPHNI 1INNYAY D270 NDNN DTYNY 29D ,1pYan MRIRI N1TI900 MYy npa
R’ PP qDY ‘2 PN ODIOY DD 1N DN AWDY 0PN W IRD 03 1970w
" 5D TTMINY MRDVN 1N NNR MN9Y (2R ORpN ,33 DY) 'DRDIRMT T IV»IA

00N Sw nvHRnn NYown NR Nopwn (131 ‘on) *onn
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~ Glossary

‘Amidah — Set of benedictions comprising the core of the Jewish prayer
Berakhah (pl. berakhot) — Benedictions

Hazzan (pl. hazzanim) — Synagogue cantor

Mahzor — Prayer book for holidays

Musaf — “Additional” late morning service on Sabbaths and Holidays
Piyyut (pl. piyyutim) — Hebrew liturgical poem

Pizmon (pl. pizmonim) — Hebrew poem with refrain

Reshut — Poetical petition by the cantor to lead the congregation in prayer
Selihah (pl. Selihot) — Penitential prayers recited at sunrise during the
month of Elul, preceding the High Holidays




Ke Offissio

9 El robo de Elena Orteon 11402, Matrix: 1617 1913
tenesch
l.a mori 1c i 054 e H |
10 La moribunda Como la rosa en Orfeon 11237, Matrix: 1570 1913
enamorada la guerta
11 | Melisenda insomne Notsche Buoina Orfeon 11403, Matrix: 1582 1913
. ‘antica Del : :
12 | El parto feliz PaRiEa L Orfeon 13127, Matrix: S.3329 1922
: Parido
/ cha es ' \ c 2s5e le _
13 L.i"ufdn: ha es la mi | .f:.:,dcjr’u hta esse la Orfeon 13139, Matrix: S. 3342 1927
vida mi vida
Kantikal del ! .
14 | La novia galana V{jﬂ.mﬂ s Orfeon 13132, Matrix: S. 3334 1922
= INOVIO




CD 4: Songs in Judeo-Spanish

No. | Title O*rlgmal 19 1pm Catalogue and Plate Numbers necomning
Titles Date
| Bien horosos los Bien orosos los Orfeon 10566. Matrix: 850 1912-1913
mancebos mansevos
2 Bulisa Boulissa, Boulissa | Orfeon 10580, Matrix: 847 1912-1913
Vo are n seka: .
g -1f To8 SRt o IEEWSEROET RN~ 4 ot 105G hibiin: B85 1912-1913
pendon amor
. La soledad de | d .
4 | El alma dolorida @ 20/edad de i | Orfeon 10567, Matrix: 844 1912-1913
notschada
i e ﬁv . s Iz z .
gy Capplero FONIGRI 1855 | Orion 10568 Miatrix: 845 1912-1913
enamorado polvo
W s e AL amte to e VT M 1551 1913
matadora vide venir
El guitarrista +
Tienes unos ojos niita | El ke toka la .
7 B o amdex il S Orfeon 11115 1913
engarnado
i El Rei ke Sene Collection Tape 79B
Y kesndaring mountcho Orfeon 11410, Matrix: X1638 131




Hablo con coraje

_ Avlo con coradje | Odeon 54453 1907-1908
+EIl amor corriente |
La palomba/
11 |Lapaloma Cuando sali de la | Odeon 54471 1907-1908
habana
Magnana
12 |Laestrella Diana | "'98"" Odeon 54434, Matrix: CX 1662 | 1907-1908
Romance
Espagnole
4 PEIRBOAI G0 - gt s tengo | Odeon 54472, Matrix: CX 1657 | 1907-1908
un viejo
14 | La luz en el balcon | Avre tu puerta Odeon 54416 1907-1908
|5 | El baron despreciado | Barona vo azerte | Odeon 54468, Matrix: CX1625 1907-1908
16 La .vere::m + Non me | Dame la mano Odeon 54442 1907-1908
lleves ti al muelle palomba
After
7 PO e Yl enfloresse | Odeon 54415, Matrix: CX1627 | November
Los bilbilicos ‘
1907
18 i{iﬁ”dﬂ”‘:’m it oy g 10579, Matrix: 338 1912-1913




CD 3: Songs in Judeo-Spanish

No. | Title (}-l'lglllﬂl Thip Catalogue and Plate Numbers i
Titles Date
1=V as horas deta vidy |2 CWRBNASEII0. | ol lchist Matrie OX 16291 1907-1968
(nasse 1o)
JPor que no cantais | La Reina stava . ” e
2 2 Odeon 54375, Matrix: CX 1647 1907-1908
la bella? lavrando
3 | Muero yo de amor Muero io de amor | Odeon 54393, Matrix: cx 1631 1907-1908
Ventura v desventura | Venturoso : !
4 ' Odeon 54431, Matrix: cx 1634 1907-1908
en el amor Mansevo
= | : Ah ninia jena di _ Sy e
5 Nifia llena de brillos brillos Odeon 54467, Matrix: CX1624 1907-1908
¥ LA
6 | Noche de Alhad Al Dio Alto Orfeon 10247, Matrix: 313 1911-1912
wseler 1 . L = q 8
7 | El infante cautivo Carseiery Odeon 54432, Matrix: CX1638 - |70
: piadoso
8 | El conde Nifio AHVIRBCAYOS Loy 4513, Matrix: €X 1850~ | A0 June
touroundja 1908
9 Los arboles llorosos Aﬂiﬂfﬂ sl S Odeon 54532, Matrix: cx1847 EXREE une
luvia 1908




Yah shema’

evvonekha

ra Chema
Evyoneho

Orfeon 13219, Matrix: S 3423

Yezav ha-El

Jessav a El

Orfeon 11407, Matrix: 1560

Addir ve-na’or

Adir ve nahor

El nora ‘alilah

Orfeon 11149, Matrix: 1621

El Nora Alila

Rahum ‘ad matai

Pizmon Rahoum
Ad Matai

Orfeon 13226, Matrix: S 3430

Orfeon 13142, Matrix: S. 3345
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CD 2: Liturgical music

iginal 78 rpm : Recordi
No. | CD Song Title ,O_ﬂgmﬂ P Catalogue and Plate Numbers iy
litle Date
Adonai sh ‘ti ; .
| f_m?f” b T2 Adonai Schamati | Orfeon 11396, Matrix: 1620 1913
shim ‘akha
. Zochrenou ] , _
2 | Zokhrenu le-hayyim : Orfeon 11395, Matrix: 1619 1913
ik lechaim
Hajom Ar : : |
3 Rayom boral olam T o Arae Orfeon 11391, Matrix: 1580 1913
: Olam
_ et Aft :
4 | ‘Etsha’arei razon | Eth Charé Razon | Odeon 54556, Matrix: CX 1848 |’ {f; A
5 'Et sha ‘arei razon Etchare Razon Orfeon 10248, Matrix: 312 1911-1912
Va-vehe k - _
6 : "L:: — o Vejemou kol Orteon 11150, Matrix: 1618 1913
mal 'akhei merkavah
7 | Lekha eli teshugati | Leha Eli Orfeon 13131, Matrix: S. 3333 1922
8 | Kol nidrei val nidre Orfeon 11392, Matrix: 1577 1913
Anenu elohe Y | i o
9 | Anenu Orfeon 13136, Matrix: S3339 1922
avraham
10 | Veha-kohanim Ve akoanim Orfeon 11394, Matrix: 1578 1913




Qamti be-ashmoret Kamti Orfeon 10569, Matrix: 848 1912-1913
8 | El melekh yoshev El Meleh Orteon 13129, Matrix: S.3331 1922
-zokhri =)
9 Bt_ 2 ﬂ,! a Vezouhri Orfeon 11200, Matrix: 1559 1913
mishkavi
10 | Rahum ve-hanun Rahum vehanun | Orfeon 13137, Matrix: S3340 1922
11 | Avinu malkenu Avino malken Orfeon 10570, Matrix: x849 1912-1913
. _ Imaphes T . :
12 | Im afes rova‘ ha-gen Orfeon 10185, Matrix: X314 1911-1912

Espagnole




~ Discographical Data of the Original Recordings

The following list includes the discogrpahical data about the materials included
in the four CDs. We are indebted to Hugo Strébaum for the recording dates of
the Orteon and Odeon labels’ records and to Christian Zwarg for the recording
dates of the Odeon label records.

CD 1: Liturgical music

No. | CD Song Title O-rlglnal AL o Catalogue and Plate Numbers e
Title Date
1 | Qaddish Kadisch Orfeon 13078, Matrix: S. 3280 1921-1922
. [Ba R yenin el Raou Banim Orfeon 13130, Matrix: S.3332 1922
gevurato
3 | Qiddush Kidousche Orfeon 13077, Matrix: S.3279 1921-1922
Ha-noten teshu ‘ah = ;
4 iy _ET i Anoten Techoua |Orfeon 13126, Matrix; S.3328 1922
la-melakhim
5 Mikhtam le-David Mihtam le David | Orfeon 13134, Matrix: S.3337 1922
6 Hodu | 'Adonai ki tov | Oudou Orfeon 11112, Matrix: x1579 1913




14. La novia galana (Kantika del Novio)
This song for the bride (titled however in the recordings “The groom’s song”)
must have been very popular in the Sephardi communities of the Balkans, as is
evident from its numerous oral variants. Here, too, Haim sings three strophes
of a version published by Binyamin B. Yosef in E/ buquieto de romanzas (p. 33,

makam Evi¢). At least one version documented by Hemsi (no. 131) seems to
reflect the influence of Haim’s recording.

[Vengdis?] en buenhora, sefiora, Aman, aman,

del vuestro camino, ven, mi novia de buena gana,

en la luz y la claredad, hasta ver vuestra cara en paz.
dama, con vos vino. Seriora, vengas en las buenas horas.

Aman, aman,

perio su seso y su tino

hasta ver vuestra cara en paz.
Seriora, vengas en las buenas horas.

De que ‘spusi con vos, mi dama,
mi 0jo no rio,

me atates con cadena,

m echates al rio.

Mira, dama, que vos aspera Aman, aman,
alhad demarviana. una noche con vos ya rio,
Yasakgis meti en la puerta, hasta ver vuestra cara en paz.

gente por la ventana. Senora, vengas en las buenas horas.
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13. Maldicha es la mi vida (Maldichta esse la mi vida)

This 1s a classical sarki (makam Bayati, usul Devri Hindi: 7/4), on the subject
of death, probably at an early age, as the cause of separation between the lovers.
Attias 1972, no. 30 is identical to the first 3 stanzas sung by Haim. The recording
consists of two musical stanzas in alternation, the first (textual stanzas 1 and 3)
1S 1n the lower section of the makam while the second (textual stanzas 2 and 4)
explores the upper tetrachord, returning in their last two lines to the tonic.

Maldicha es la mi vida, En tu blanca fresca tomba
siempre vivo con dolor, mis males quero contar.
de te verte yo sin vida Cada dia en tu fuessa

ah, mi angel, mi amor. una flor te vo plantar.
Desgraciado so en el mundo Con lagrimas de mis ojos
sin ver mas la tu color. tu vergel vo a regar.

Ah, la tierra te cubija, Tus recordos mancillantes
que mancilla y dolor. non me deja reposar.
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Oh, que mueve meses trabates d’estrichura.
Mos nacio un novio de cara de luna.
Siempre de contino al Dio demos dales.

Ya es, ya es buen siman a ver este dia.
Bendicho que mos allego a ver este dia.

Oh, que pino, pino rividrido,
mos viva'l parido que mos traiga vino, |
por meze licurino. |

Cuando la comadre “Baruj haba” e dijo,
salegro 'l parido con la casa ’'ntera.

Vos 'levantes, parida, con vuestras man’ llenas
a criary a gozar minyan en su vida.
Bendlicho que mos allego a ver este dia. |

Ah, que pino, pino rividrido,
mos viva el parido que mos traiga vino.




11. Melisenda insomne (Notsche Buoina)
This 1s a short and truncated selection of verses from a widespread romance

among Sephardi Jews 1n the Eastern Mediterranean (CMP B17; see Hemsi
1995, no. 5).

Noche buena y noche buena y noches son d’enamorar.
Oh, que noche, la mi madre, no la puedo [amenar?].
Dando vuelta pur la cama como'l piscado en la mar.
Tres hermanicas ellas todas tres a un andar.

Salto la mas chica de ellas: — yo lelumbro como’l cristal.
Cuando la doncella durme y el lunar se vancera.

12. El parto feliz (Kantica Del Parido)

This 1s the earliest recording of one of the most interesting Sephardi songs on a
topic which has almost disappeared from the pan-Hispanic lyric poetry: songs
for the father and the mother of the newborn. Some of the literary topics of this
song are extremely old and can be traced back to the Spanish literature of the
Siglo de Oro. Haim sings three strophes and the refrain that appear in the most
comprehensive printed version of the text of this song (E/ buquieto de romanzas,
p. 10 in makam Evig; see also Hemsi 1995, no. 68 and the notes there).




— (Que oficio tenes Parise, que oficio tenes en mano?
— Mercader so, la mi bulisa, mercader y escribano.
Las velas tienen de seda, el dimén di cristal blanco.
En medio de aquella nave hay un manzano de oro.
Echa manzanas d’amores el invierno y en el verano.
Si gustas, la mi bulisa, venime a visitarme.

T p—

10. La moribunda enamorada (Como la rosa en la guerta)
An endecha (dirge) known among the Eastern Sephardi Jews. While the
accompanying ensemble plays with clear meter, Haim’s singing style at the
beginning of the stanzas is more fluid. This is probably a modern composition
(Attias 1972, no. 86; Hemsi 1995, no. 141).

e e e e

e s

Como la rosa en la giierta Abri puertas y ventanas
y las flores sin abrir, que la hija ya volo.

ansi es una doncella Quen la miraba lloraba
que del Dio es suvenir. de ver este angel murir.

Su gracia y su mirada
era mi consolasion.
Como la reina en su lecho

ya cayo y se desmayo.




8. Landarico (El Rey ke mountcho)
A relatively full version of this romance (CMP MS; see Hemsi 1995, no. 42),
even though the punch line, the moment of the discovery of the betrayal, is
missing 1n this recording. The version sung by Haim is close to those recorded
from informants from Istanbul and most especially from Bulgaria (particularly
in the last two verses), whose Sephardi community had close ties with Haim’s
native congregation of Edirne. The end of the recording is aborted, perhaps due
to a miscalculation of the timing.

El rey que muncho madruga ande la reina se iba.

El rey por burlar con ella el lado le apretaba.

— Estate, estate, Angelino, i mi primer namorado.

Dos hijicos tuyos tengo y dos del rey se hacen cuatro.

Los del rey se van a la guerra v los dos tuyos van a Francia.
Los del rey visten de seda y los dos tuyos sirma y perla.
Pardon, pardon, sinior el rey, esfueiio me ha sofiado.

— Anda, llamad consejeros que vo lo solten en bueno.

9. EL robo de Elena (Ke Offissio tenesch)

This romance (CMP F5) 1s based on the story from the Greek mythology about
the abduction of Helen of Troy. Haim’s truncated version seems to reflect the
tradition trom Istanbul. See Hemsi 1995, no. 16.




El que toca la guitarra,

le caiga del cielo un rayo,
y que fuerz una muchacha,
linda di mi corazon,

y que fuerza una muchacha
de 14 a 15 aiios,

el que toca la guitarra,

le caiga del cielo un rayo.

lienes unos ojos, nina,
y una ninia de estos 0jos,
estos ojos d 'esta nina,
nifia di mi corazon,

estos ojos d’esta nifia
son las nifias de mis ojos.
lienes unos ojos, nina,
y una nifia de estos 0jos.

Yo me namuri del aire,
del aire de una mujer,
como la mujer es aire,
nina di mi corazon,

como la mujer es aire,
en el aire mi quidi.

Yo me namuri del aire
del aire de una mujer.




7. El guitarrista + Tienes unos ojos niiia + El enamorado engaiado
(El ke toka la kitara)
This selection of three modern Spanish couplets is one of the most outstanding
examples of the exposure of Haim Effendi to the late-nineteenth century
flamenco repertoire. This recording is characterized by the various repetitions
of words in each couplet (sometimes without clear sense), the normative
Castilian Spanish pronunciation (e.g. “mujer”, “o0jos”), its rhapsodic style
that contrasts with the fixed meter ot the instrumental interludes, and the
Andalusian melismas that clearly differ from the ones 1n Turkish vocal genres.
The last couplet (opening “Yo me namuri del aire”) has become the beginning
of El enamorado engariado, one of the celebrated Ladino songs of the post-
WW II period. These recent versions of El enamorado engariado, most of them
relying on the musical transcriptions by Isaac Levy (19359, nos. 34, 35), have
lost the rhapsodic character of the melody that 1s preserved in Haim’s historical
recording. Yet, Isaac Levy himself (1973, no. 74) included one rhapsodic version

of this song from an informant that probably remembered Haim’s recording (see
also Attias 1972, no. 3).




Caballero a mi me llaman
con muy grande fama.

Yo tengo mi dolor

por la que a mi me ama.

— Hermoso caballero,
gracioso y bravo, :
percura de acercarte
y conta el cabo.

6. La gallarda matadora (De enfrente la vide venir) |
An extremely corrupted fragment of a very rare Judeo-Spanish romance that |
was hardly documented in oral tradition (CMP N3; see Hemsi 1995, no. 46).

De enfrente la [vi]de vinir como’n grano d’ la granada. |
Le prunti y le dije: — ;Casada sos o muchacha?

— Ni casada ni muchacha, casada por di mi desventura,
siete maridos fueron matados que no fueron a mi comando.
— Ya subia por marido y yo haré vuestro comando.

— Si vos subieres mi marido aciende esta candela.

Ya la hizo la cena de alacranes y culebros.




4. El alma dolorida (La soledad de la notschada)
Most probably, this is a case of two different songs pasted together (strophes
1-2, decasyllabic verses and strophes 3-4, octasyllabic verses). The unique
instrumental rhythmic refrain is repeated many times during the piece as
prelude, interlude and postlude. See Attias 1972, no. 28; Hemsi 1995, no. 142.

La soledad de la nochada Una vez que yo pasi
muy desolada, ah, me ondé yo. te vide en el balcon.

Mi alma triste, muy doloriosa, Una mirada mi mirates,
nunca reposa, ah, de mal sufrir. me quemates el corazon.
Pidri oficio y bien y vicio Yo m'asento en el balcon,
por alcanzarte, ah, mi quirida no lo hago por mirar,

El Dio el alto me dio riquesa sino pienso en mi distino
con mi tristeza, ah, me vo a murir. que me meto a llorar.

S. Caballero enamorado (Montagnas ize polvo)
This 1s another rare song in Ladino. Hemsi (1995, no. 90) documented
a version from Moshe Capon (Salonica, 1932) that is almost identical to
Haim’s recording.

— Montarvias hice polvo,
piedras disminoci;
corri por alcanzarte,
YO nunca ripusi,



Of, of, mi cara de flor,

me s aranca 'l corazon.
Dicime vos, chilibi,

i vos tuve gracia.

Yo por vos, hanum Dudun,
me s aranca 'l alma.

Marnana, marnana,
me lavo la cara

con savon d almiskile
y agua rosada.

Of, of, mi cara de flor,

me s aranca 'l corazon.
Dicime vos, chilibi,

si vos tuve gracia.

Ah, vo por vos, hanum Dudun,
me s aranca el alma.

Ah, aman, yarem.

3. Vos labraré un pendon (Ken sekasa kon amor)

Another romance (CMP X3; Hemsi 1995, no. 63), containing only a fraction of the
original narrative, probably to fit the song into the three-minute limit of the recording.

Quen se casa con amores siempre vive con dolor.
Casose y con un conde, hijo de un gran sinior.
Por ser una mujer pomposa y un marido gastador,

gasto la hacienda suya y mia vy la que

el sinor le dio.

Agora por mis pecados vine a ser cadrador.
Ella enfilaba la oquita, yo enfilaba la ajur.

Mis manicas son delgadas, te labrare

el bastidor.

Mas y mas son y las mias ah, de escribir la ley del Dio.

57

= ST ErE—

e -

e e

- - e E——



CD 4: Songs in Judeo-Spanish

1. Bien horosos los mancebos (Bien orosos los mansevos)
Attias (1972, no. 40) includes these stanzas within a sarki of ten strophes.

Bien herosos los mancebos El amor que a mi me quema
que non atan amores, mas fuerte que la lumbre.
que el cav’es muy amargo Porque es de una bella

y lleno de dolores. que vos diré por nombre.

Yo era un mancebico Ella tiene ojos pretos

bueno y vinturoso. y por amor chiquita.

Ma mis malos inimigos A mi me toma reposo

me rendieron maloroso. y mi alma me quemo.

2. Bulisa (Boulissa, Boulissa)
A very rare Ladino song, almost unknown in all Sephardi sources. It consists of two
stanzas of four short verses and a refrain of six verses repeated after each stanzas. It
1s apparently related to the famous Sephardi cantiga/copla EI mancebo enamorado.

Bulisa, bulisa,
de qué estas ansina.
Vos diji muy buena,
vos tupi hazina.




18. Malandanzas del asker (Avre los ogios)
This 1s one of the Ladino songs about the “askerlik” — the military service forced
on the Jews of the Ottoman Empire since 1908. The rare versions of this song
documented in oral tradition are probably related to Haim’s recording.

Abre los ojos y mira Cuando me dieron calzados,

lo que vino al mundo. calzados de ingleses,

El hijo ya se hue al asker, de tanto hacer manovras

yo va salir del mundo. ya me ergtielen los pieses.

Abre la puerta del kovus, Madre mia, mi quirida,

te besaré la cara, ;de qué trabas dolores? |
que se |‘asente al mi papa Que non lo veas al tu hijo

que esto'n la caravana. quemando en las soles.




17. La rosa de Mayo + Los bilbilicos (La rosa enfloresse, La rosa enfloressa)
This sarki connecting two texts into one unit became one of the quintessential
Sephardi songs of the twentieth century (see Attias 1972, no. 78). The melody
was adapted at an early stage to religious Hebrew texts as well (especially to the
Sabbath table song, Zur mi-shelo akhalnu, cf. Idelsohn 1923, nos. 476 and 496).

La rosa enflorece Las noches son turtura,
oh, en el mes de may. los dias sun males.

Mi alma se escurece Amada, y mi vintura
periendo el humor [?]. esta en tu poder.

El bilbilico canta, Mas presto, mi palomba,
el suspira d’'amor, mas presto ven cun mi.
y la pasion lo mata, Mas presto tu, mi alma,

non mira mi dolor. ven tu y salvame.




of words like “hija” and “barajas” discloses the modern Spanish influence.
Furthermore, the contrast between the measured interludes of the ‘ud and the

very rubato singing of the stanzas by Haim suggest an inspiration of flamenco
performance practices.

Dame la mano, palomba Non me lleves tu al molle

para subir al tu nido. a las duce de la noche.

Maldicha que durmes sola, A la luz de las farolas

vengo a durmir contigo. todo el mundo me conocen.

En la mar hay una torre, Esta serena esta loca,

en la torre hay una ventana, quere que la quera yo. |
en la ventana hay una hija Que la quera su marido
que a los marineros ama. que tiene la ubligacion.
Te quiria y non pensi Cuatro y las lleva el molle :
a tu rama a tu sueno. y cuatro la capitala. |
Siempre jugas dos barajas Adios, antariosa nifa,

y a la fin sales periendo. alma di mi corazon.




Echa un ojo 'nfrente
Y mira quen viene.
Es el mi 'scujido
que prometa tiene.

O, vate, vate, vate de aqui...

16. L.a serena + Non me lleves tu al muelle

(Dame la mano palomba, Dame la mano palambo)

This song combines different stanzas of mostly modern Spanish origin
generally known in the Ladino repertoire as La serena (Pedrosa 1995). The
two opening strophes, El nido de la paloma and La torre en el mar, appear in
Spanish rounds and dances. The fifth stanza in Haim’s version (La serena, after
which the whole sequence is identified) has been documented in Andalusia
as a Flamenco cancion and in the Canary Islands as a folia (dance with
castanets). The three other strophes (3, 4, and 6) were almost not perpetuated
in oral tradition, but were partially included in Giierta de cantes (printed
by Meshulam and Bakhar, Istanbul, 1910) and may stem from the modern
Spanish repertoire too. Haim’s version, on the other hand, does not include
the sequence of strophes titled La mar y yo (opening with the verse: “Si la
mar era de leche™), which appears in most modern versions of La serena (see
Attias 1972, no. 4; Hemsi 1995, no. 81). The normative Castilian pronunciation
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la mi sangre pronta por correr . Si es que queres saber la verdad,

La tu sangre a mi no me puede la causa te diré lo que es.
convencer, Es que tu non vas a ser,
ma tu muerte con placer. non vas a ser mds para mi.

15. El barén despreciado (Barona vo azerte)
One of the most famous Ladino songs in Western European style (probably
French) made known by Haim Effendi. Most versions collected from oral
tradition (Attias 1972, no. 77, Hemsi 1995, no. 102), starting in 1920 (see

Bernheim 1920; reproduced, without credit, in Idelsohn 1923. no. 498), are
clearly related to this recording.

Barona vo hacerte O, ven hija hermosa,

y rica como a mi. angel de los cielos.

Mis bienes vo a darte M amurchates como la flor
por un solo beso de ti. de los campos.

O, vate, vate, vate de aqui, O, vate, vate, vate de aqui...

yo pobre que montaria naci.
T no seras para mi,
palabra a otro di.

O, deja las tus penas

y tus estrechuras,

ven echate en mis brasos
y con me salvaras.

O, vate, vate, vate de aqui...




Ah, ney hey, ney hey Los mancebos llevan
zapatos sirmallis,

y el viejo malo
katires nalchalli.

Todo bueno tengo,
marido viejo tengo.
De ver a los mancebos
me namoro yo. Ah, que buena tengo
lustres zalizes [?].
Por el viejo malo
no me la deja meter.

Los mancebos llevan
fezes makinalis,

y el viejo malo

djuba ‘la yagli

14. La luz en el balcon (Avre tu puerta, Avre tou puerta)

1995, no. 106) and in the modern discography. Yet, the modern versions of t
melody are usually metered and differ substantially from the rather rhapsod

Another lyric song widespread in oral traditions (Attias 1972, no. 73; Hemsi
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one recorded by Haim. Strophes 2 and 3 in Haim’s version are very rare in t

commercial discography.

Abre tu puerta cerrada,

en tu balcon ninguna luz non hay.
El amor a ti te vela,

partimos rosa, partimos d‘aqui.

Si es que queres por agradar,

(1€




Si a tu ventana llega una palomba...

La hora que mos casimos [...] el Dio,
la hora que el hajam mos dio la bindicion.

Si a tu ventana llega una palomba...

12. La estrella Diana (Magnana Magnana, Majana & Majana — Romance Espagnole)
A popular cantiga from the Eastern Sephardi repertoire (CMP AA40, Hemsi
1995, no. 78) of probably ancient pedigree (topics such as “la estrella Diana” and
“linda dama” recall medieval Hispanic lyric songs). Haim’s version, however, is
a very truncated one.

Mariana, manana Linda dama, linda dama,
a tan de mahnana, de pretos vistida, |
cuando sale la’strella Diana, quitares los pretos

yo parti para la yana y meteres los blancos.

a ver si la veré a mi linda dama. Yar yar ey aman.

13. La malcasada con un viejo (Todo bueno tengo, Todo Buoina tengo)
A lyrical serial song inspired by an old Hispanic lyric topic, a young woman
with an old husband. In each stanza, she compares the glamorous and attractive
appearance of young men with the dreadful attire of her old husband.




11. La paloma/Cuando sali de la Habana (La palomba-Espagnol, La paloma)

This most famous habanera by the Spanish composer Sebastian de Iradier y
Salaverri (1809-1865) became popular all over the Hispanic world by the end of
the nineteenth century, and was already recorded in 1899. Unlike other songs
of modern Spanish origin in Haim’s repertoire, this one was not documented
in the oral tradition, perhaps because of its obvious non-Sephardi pedigree.
However, the last strophe in Haim’s version is clearly a Judeo-Spanish addition,
mentioning the Rabbi (hajam) and the wedding blessing (bindicion).

Cuando sali de la Habana, valgame Dio,
nadie me ha visto salir sinon fui yo.

Y una linda guanchinanga amo yo,

que si vino atras de mi que si, sefior.

Si a tu ventana llega una palomba,
tratala con carinio porque es mi presona,
contale tus amores bien di mi vida,
coronala de flores que es cosa mia.

Ay, chinita, que si, dame tu amor,
vente cunmigo, chiquita, asi vivo yo.

El dia que yo diji la sierra pur irme a pasear
yo diji: ven mi criatura pur la primera vez.




Hablo con curaje y sin espantar
que con una hija me quije bien amar.
Como ella hermosa yo no vo a topar,

cale ser mi'sposa con mi conortar.

L'amor es muy fuerte, fuego quemador,
como un serpiente arrevatador.

Se mete d ‘enfrente com'un matador.
menaza de muerte mancebos del dor.

Busco de alejarme por no me quemar,
non hay que echarme por dip de la mar.
Rogo de escucharme, no piedras de amar:,
que el amor es aire, mos puede volar.

Non llores, quirida, mira de gozar,
echaremos ancias y nunca pelear.
Ven con mi, quirida, para repusar,
que anoche [vine] par’ti desposar.

[--.] aqui hermanos, non hay que/..],
[...] nunca pelear.

[...] aqui sefior,

Mos [...] afios sin que pelear.




Hemsi 1995, no. 87) and in most commercially recorded versions. The last
stanza of the version by Haim 1s rarely heard today.

Ah, lo, yarim, medet, aman. Enfrente de mi hay un angelo,
con dos ojos me mira.
Hablar quero y non puedo,
mi corazon suspira.

Arboles lloran por lluvias
Y muntanas por aires.
Anst lloran los mis ojos
pur ti, quirida amante. Ah, aman, lo, yarim, medet, yal aman

aman, o.
Ven veras y ven veras, |

Ven veras y veremos.
Amor que tenemos los dos,
ven mos aunaremos.

10. Hablo con coraje + El ardoroso amor (Avlo con coradje, Avlo con coragio)
Love song in a clearly Western style and in 6/8. It consists of quatrains of long
verses of twelve syllables. The second strophe is part of the song E/ ardoroso
amor which was included in the Ladino play Yosef vendido por sus hermanos
(Joseph sold by his brothers) published in Constantinople in 1910 (Romero
1978). It was also published in E/ buguieto de romanzas (1n makam Rast). The
text includes Hebrew and Turkish words (dor, dip). A shorter version of it, also
recorded by Haim, 1s included 1n Isaac Levy’s anthology (1959, no. 73; see also
Attias 1972, no. 38).



8. El conde Niifio (Alevantech vos tourundja, Alevantéseh vos,
Alevantesch vos touroundja)
Another short rendition of a romance (CMP J1). Haim’s recording is reflected
In versions documented in the oral tradition among of the Sephardi Jews in the
Eastern Mediterranean (Hemsi 1995, no. 27) and in the United States.

— Alevante$vos, turunja, del vuestro lindo durmir,
oyeresS cantar hermoso de la serena del mar.
— Serena del mar no canta, ni cantoé ni cantara,

sino que es un mancebico que a mi me quere alcanzar.
Si penara noche y dia a mi no me alcanzara.

Esto que oyo el mancebico a la mar se fue a’char.

Non vos eche$vos, mancebico, que vos huiteis mi mazal.
Y toman mano con mano, ya se van a caminar.

9. Los arboles llorosos (Arvoles yoran por luvia, Arvolez Joran por louvja,
Arvoles yoran pour louvia)
This song, derived in part from the Greek traditional folk poetry (Kiaive ta
oevtpn Y& vepd; cf. Havassy 2007, p. 201-202), became another widespread
item of the modern Sephardi repertoire, mostly under the influence of Haim’s
recording. His version does not include the famous refrain “Torno y digo / qué
va ser de mi, / en tierras ajenas / yo me vo murir”, which forms an inseparable
part of this song in the modern oral tradition (see Attias 1972, nos. 115, 116; E
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text below presented according to the conventions of romance scholarship) is
obliterated by the musical structure, a feature noticeable particularly in the
ending of the melody in the middle of verse 4 and in its new beginning on the
second half of the same verse. The integrity of the text is also altered by the
additional singing of nonsense syllables to complete musical phrases.

— Carcelero y piadoso, ansi el Dio te dé la vida,
que me quites esta cadena, que m'aflojes el puriale.

Ya lo tomo el carcelero, lo subio en ciudades altas.

En la ciudad de Marsillia alli habia tres doncellas.

La una daba para Marsillia, la otra daba para purtugueses,

la mas chica de ellas daba para mares altas.

Ella que s‘aparo a la ventana, la ventana de la mar,

vido vinir naves francas navegando por la mar.

Adientro de la nave hay un mancevo cantando una buena romanza.
Mas vale furtuna en tierra ni una hora por mares.




hasadic. Haim sings four stanzas with the widespread melody characterized by
the melodic progression (seyir) of makam Hiiseyni that was recorded by Algazi
too, although Haim’s version is slightly faster. Sephardi Ottoman Jews use this
melody also for Lekha eli teshuqati by Abraham Ibn Ezra, a piyyuf sung in Yom
Kippur before Kol nidrei.

Al Dio alto con su gracia Rogar al Dio de contino

mos mande muncha ganancia, que siempre es en muestro tino,
non veamos mal ni ancia no mos manque pan y vino

a nos y a todo Israel. a nos y a todo Israel.

Bindicho el abastado Vos que sos padre rahmadn

que mos dio dia honrado, mandamos al pastor ne’'eman,
cada Sabat mijurado que mos sea un buen siman

a nos y a todo Israel. a nos y a todo Israel.

. El infante cautivo (Carselero i piadoso, Karselero al piadoso, Carcelaro
ipiadoso, Karselero ai piadoso, Karselero 1 piadoso)

This romance (CMP H16) was popular among the Eastern Sephard: Jews and
was documented in a manuscript dated 1794. Haim’s version contains the core
of the narrative and is an example of his performance of a romance with highly
embellished melodies without clear beat, that are characteristic of the Eastern
Sephardi style of Greece and Turkey. The literary structure of the text (see the
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Siempre tu penserio Trist’ y desolado

me va prisiguir, [Vic]tima [?] del amor,
loco di dilirio yo desventurado

por ti vo tresalir. que en esto [?] de dolor.
Un punto querida Maldicha tu fue [?]

Non quidi de pensar, SI non me vas amatr.

mi ‘scopo en mi vida Mijor es que ti mueras
puederte alcanzar. y otra no tomar.

Alto Dio que en el cielo,
no me mates forastero,
y rogo que este yelo

se caliente y con mi.

6. Noche de Alhad (Al Dio alto)
A paraphrase of Be-moza'ei yom menuhah and Ha-mavdil, this traditional
Sephardi copla for havdalah (outset of the Sabbath) was very popular throughout
the Ottoman Empire, appearing in song collections from the early twentieth
century, such as Sefer renanot (Jerusalem, 1908, p. 1) and El buquieto de
romanzas (Istanbul, 1926, p. 2) both published by Binyamin B. Yosef. Attias
(1971, pp. 127-128) uncovered the name of its author, Rabbi Abraham Toledo,
who was an important Sephardi Ottoman poet active in the late seventeenth and
early eighteenth centuries and is renowned for his masterpiece, Coplas de Yosef
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Durmo la nochada Va y viene tiempo

en mi doloriosa cama. como naves [?] pasantes.
Saetas de fuego Yo con esperanza

entran en mi alma. ya me vo pasando.

Oh Dio, ten piadad Estirina cuzum,

d’el que te reclama, murire te [?] amando.

y dale la pasencia Por contentarme

al que a ti te ama. noche y dia vo llorando.

5. Nifia llena de brillos (Ah ninia jena di brillos, Ah ninia liina de brilles)
This song is an example of how a Ladino folksong was created in a short period. Based
on a poem by Shlomo Shalem, a Ladino poet from Salonika, the original version was
published in the periodical La Epoca (Salonika), on January 3, 1902. Two refrains
(sung in a faster tempo) were most likely added in the process of oral transmission,
when the melody of an extant, unidentified song was adapted to Shalem’s poem. Attias
(1972, nos. 66, 89) documented two versions of this song in its traditionalized version.
In spite of its clear European style, the song opens with a relatively long melisma
without clear beat on “Ah”, as was customary in many of Haim’s recordings.

Ah, ninia llena de brillo, Tu cuerpo es dilicado,
es martirio esto mio, lo deseo al mi lado.
me siento un frio frio Tu haces grande pecado

en pensando yo en ti. y me haces mal sufrir.

e —————————




al arbol [?] es la tu rosa.
Giiate, quirida, querida, querida,
ya basta quemarme tanto amar.

Busqui a ti con ardor,
pasi montarias con dolor.
Alcanci a la fin abrazarte.

Sabor es todo mi alma, mi alma, mi alma.

A la kef, a mi kef, a la kef, aman.

. Ventura y desventura en el amor

(Venturoso mansevo, Venturozo Mansevo)

Belonging to the modern popular repertoire, the musical setting of this sarki

in makam Hicaz was probably introduced to the Sephardi repertoire by Haim
(Hemsi 1995, no. 96; Levy 1970, no. 58).

Venturoso mancebo
era llamado,

con dinguna mosa
non era declarado.
La manera [?] ainda
non era afamado.

So chico de edad,

ainda no me tupo atado.
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Ya basta, cruela,

d ‘esta negra mancha.
Trujites en mi seno

tu angelica facha.

Sos hermosica

sin dinguna tacha.
S'‘entiende que’l amor
es una mar ancha.



and translation from Turkish: Erol Tunali). More Turkish phrases and words, all
unrelated to the romance, can be heard within the Ladino verses. Haim’s recording
contains only three verses from the opening of the romance, probably because of
the need to meet the time-limit of the 78 rpm record. Some versions documented 1n
oral tradition probably reflect Haim’s recording (e.g. Hemsi 1995, no. 28).

Aksam olur yaktirayim mumlarimi Por alli paso un mancibico,
Oturalim kasavetsiz yar benim giillerimi aman,

Ay efendicigim a sultanim sar beni vinidico de la guerra, yardemi.
Ozledikca kara gozlii yar beni(m). Ozledikc¢a kara gozlii yar beni(m).

La reina estaba asentada, labrando
cabezal de sirma y perla, yar beni.
De la sirma le mancaba, giillerimi,
de mis cabellos la gustaba la rosa.

3. Muero yo de amor (Muero io de amor, Muero lio di amor)

A sarki not documented in any other Sephardi oral or written source known
to us. Its literary style and topic (the ardent, overt love) underscores 1ts rather
modern origins. The usul 1s in 12/4.

Muero, muero d amor,
que siento dolor, dolor.
Ven aqui, tu mi quirida,

et i — — — .




yo te haré deprender, En mi giierta crecen vifias,

y §i no tienes amante en la mar crecen curales,
yo te haré deprender. en mi corazon amores,

A las tres espusi yo, en tu boca falsedad,
alma y vida y corazon. en mi corazon amores,

en tu boca falsedad.

Lo moreno hizo el Dio :
A las tres espusi yo,

v lo blanco hizo el platero.
Viva la gente morena

que por ellos muero yo.
Viva la gente morena

que por ellos muero yo.

A la tres espusi yo,

alma y vida y corazon.

alma y vida y corazon.

2. ;Por qué no cantais la bella?

(La Reina estava lavrando, La reyna estava lavrando)

This truncated version of the romance ;Por qué no cantdis la bella? (CMP J4) is
rare among the Eastern Sephardi Jews and was known mainly in Sarajevo. It can be
assumed that the music was adapted from a Turkish song (not yet identified), together
with sections of its lyrics. The opening strophe is in Turkish: “Night is coming, let
me have my candles lit / Let us sit, without sorrow, my love / Oh my effendi, oh
my sultan, hug me / As you miss (me), my love, with black eyes.” (transcription
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gCD3 Songs in Judeo-Spanish

1. Las horas de la vida (A la una nassé io [nassi io], A la una nassio)
One of the most widespread and frequently recorded Sephardi songs throughout
the twentieth century. The version by Haim is perhaps the oldest one on record |
and one of the most complete in existence. Originating in an Andalusian folksong,
the present version incorporates stanzas from other popular Spanish songs. It
1s plausible that Haim Effendi played a crucial role in the composition and

dissemination of this most famous modern Sephardi song which he may have |
heard from Spanish artists touring the Ottoman Empire (Seroussi, in press 1). |

A la una naci yo,

a las dos me bautizaron,
a las tres espusi yo,
alma y vida y corazon.

A las cuatro me casaron.
Me casi cun un amor,

me casi cun un amor,
que yo amo.

Dimi nifia donde vienes,
que te quero conocer,
y §1 non tienes amante



and the second phrase (hamzi lanu mehilah be-sha‘at ha-ne‘ilah in straight
4/4). This pattern is documented in Western Sephardi traditions by the late
nineteenth century, such as in Italy (Livorno) and particularly in Bucharest
(under Italian influence). As in other liturgical pieces, Haim ends with a long
melismatic improvisation without text.

Maftirim

15. Rahum ‘ad matai (Pizmon Rahoum Ad Matay)
Pizmon composed by Rahamim Yosef Haim, a poet active in Jerusalem in the
second half of the nineteenth century. It was printed for the first time in the
collection Yagel Yaakov (Jerusalem, 1885) and thereafter in several collections
of piyyutim. It also circulated among the Edirne Maftirim and was eventually
printed in the Maftirim’s collection Shirei Israel Be-Erez Ha-Qedem (Istanbul,
1921, p. 79) under makam Muhayyer. Haim recorded only half of the text. The

piece, in usul 16/4, ends with a long vocalization without clear beat.




13.

14.

the makam, returning to the lower register and to the finalis (ending tone)
toward the end of the melody — a melodic progression (seyir) that characterizes
makam Usak.

Addir ve-na’or (Adir ve nahor)

A pizmon based on the prophet Micah’s account of God’s delight in
forgiveness (Micah 7:18-20), recited in all services on Yom Kippur. It forms
an alphabetical acrostic comprising eleven short strophes, each one set forth
two Divine attributes. The response to each strophe 1s Micah’s words: Mi
El kamokha — Who is like you O God! The version by Haim differs from
the one widespread nowadays in most Eastern Sephardi synagogues. The
first part of the melody in 3/4 recalls older melodies for this poem that were
documented in the late nineteenth century among the Sephardi Jews 1n Italy
and 1n Vienna.

El nora ‘alilah (EIl Nora Alila)

Piyyut by Moshe ibn Ezra included in the opening of the Ne‘ilah (closing
service) of Yom Kippur in the Sephardi mahzor. This very traditional melody
as recorded by Haim has a characteristic metric contrast between the first
phrase (El nora ‘alilah, el nora ‘alilah in a sequence of 3-2-2-3 or 3-2-3-2 beats)
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repeated according to the aaba scheme. Phrase b rises to the high register of




Haim repeats twice the section of the text that is performed in the synagogue
by the cantor. This unique, slow, solemn melody combines long melismas with
syllabic, declamative sections.

11. Yah shema* evyonekha (Ya Chema Evyoneho)

This piyyut by Yehudah Halevy (ca.1075-ca.1141) is an introduction to the selikot
in the afternoon service of Yom Kippur. This melody may be one of the most
ancient ones in the extant pan-Sephardi liturgical repertoire. A variant of it was
already documented in a Western Sephardi version in a musical manuscript
dated in Hamburg in 1827. Haim’s recording represents a rather unusual variant
when compared with the more widespread versions documented from Sephardi
hazzanim throughout the twentieth century.

12. Yezav ha-El (Jessav a El)

A selihah by Yehudah Halevy. It is sometimes printed in Sephardi prayer
books as reshut to Qaddish in the Yom Kippur Minhah service or as a pizmon
for singing between Musaf and Minhah of Yom Kippur. The opening unit
consists of four verses and the stanzas of six verses; each verse consists of
three sections of three, three and six syllables respectively. This traditional
melody in makam Usak is widespread among Sephardi cantors who use it
for singing other liturgical texts. The melody consists of two musical phrases
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sings the traditional Eastern Sephardi melody of this piyyut, a variant of which
1s also used for the copla Noche de Alhad (Al Dio alto) (see below, CD 3, no. 6).

8. Kol nidrei (Kal Nidré)
A rare recording of the Eastern Sephardi melody for the opening prayer for the |
Eve of Yom Kippur. Unlike the well-known, elaborate Ashkenazi melody, the |
Sephardi melody is a litany of a narrow range, alternating embellished passages
with strictly syllabic sections, that clearly delineates the literary structure of the text.

9. ‘Anenu (Anenu elohe Avraham)

An ancient litany consisting of verses of diverse length beginning and ending
with the same word: ‘anenu (“Respond to us”). Haim sings the widespread
version found in Eastern Sephardi prayer books that consists of nine verses
and he repeats the whole series twice: the first time he repeats the ninth verse
twice and 1n the second time he omits the last verse (all of these probably out of
necessity, to cover the side of the record). This melody was commonly used in
Saloniki and 1n other Sephardi communities of the Balkans.

10. Veha-kohanim (Ve akoanim)
Seder ‘avodah, the remembrance of the Jerusalem Temple ritual for the Day of |
Atonement (gorbanot), 1s performed during the afternoon service of Yom Kippur. ]
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4.5. °Et sha‘arei razon (El tharé razon, Et charé rasson, Eth charé razon)
The famous ‘agedah by Yehudah ben Shmuel ‘Abbas of Fez, Morocco (d.
1167) who lived in Fez and in Aleppo (Syria) is one of the most remarkable
medieval Hebrew poems based on the binding of Isaac. It is sung in Sephardi
communities during the Musaf service of Rosh Hashanah before the shofar
service or after the opening of the Ark, depending on local custom. While
this poem is usually sung by Eastern Sephardi congregations with the melody
recorded by Haim, some stanzas as Sihu le-imi, Va-yehemu kol (see CD 2, no.
6) or Li-vritekha shokhen zevul are performed by the cantor in an elaborated
manner. Two recordings of the same piece survived and both end with a very
long melismatic passage.

. Va-yehemu kol mal’akhei merkavah (Vejemou Kol)

This 1s the antepenultimate strophe of the previous item, ‘Ef sha‘arei razon. It is
performed with a special, extremely melismatic melody that conveys the drama
of the angels imploring God to intercede and prevent the binding of Isaac.

Yom Kippur (Day of Atonement)

7. Lekha eli teshuqati (Leha Eli)

A piyyut by Abraham Ibn Ezra (ca.1090-ca.1164) that serves in the Sephardi rite as
the opening of the evening service of Yom Kippur, right before Kol nidrei. Haim
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2. Zokhrenu le-hayyim (Zochrenou lechaim)
A special insertion to the first blessing in the cantor’s repetition of the High
Holidays’ ‘amidah, this paragraph (“Remember [judge] us to life, King who
seeks life”) 1s performed by Ottoman hazzanim with one of the most embellished
solemn melodies of the whole Sephardi liturgical repertoire. The melody is

nominally in makam Segéh, the mode of the entire repetition of the ‘amidah.

3. Ha-yom harat ‘olam (Hajom Arad Olam)
Recited during Musaf service of Rosh Hashanah, Ha-vom harat ‘olam follows
the shofar blasts rendered after each of the three special liturgical sections (and

their respective concluding berakhot [benedictions]) added to the ‘amidah on

verses) and shofarot (“shofar blast” verses). This text is thus recited three times,
or a total of six times during the two-day Holy Day. In this recording Haim
sings the text twice (the second time is truncated), probably to complete the
record’s side. The Sephardim employ various melodies for the performance of
each repetition; some are taken from the liturgical repertoire and others from
Ladino songs (Seroussi 1999). Haim’s version recalls the melodic contour of the

Ladino song El pajaro de hermosura.

this occasion: the malkhuyot (“sovereignty” verses), zikhronot (“remembrance”
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- CD2: Liturgical music

Rosh Hashanah (New Year)

1. Adonai shama‘ti shim‘akha (Adonai Schamati)

Piyyut of the type reshut (“permission”) sung by the cantor prior to the repetition
of the ‘amidah (Eighteen benedictions) of the High Holidays Musaf services.
The text is in the mustagab form, a genre similar to the muwashshah developed
by the Hebrew poets of medieval Spain. The song opens Adonai shama'ti
shim'akha yareti Adonai, a biblical verse ( Habaqquq 3:2) that later on becomes
a refrain. The stanzas consist of four verses without a fixed meter. The last
verse of each stanza is also a Biblical verse ending with the word “Adonai” as
the refrain does. Piyyutim with the same Biblical refrain and poetical structure
appear in Sephardi mahzorim. The most familiar piyyut of this type, heard in
Haim’s recording, is attributed to David ben Yaakov (see Mahzor le-yamim
nora’im, Wien, Horashantzki, 1810). The author may be identified as Rabbi
David Samuel ben Yaakov Pardo (1718-1790). Haim Effendi sings twice (with
slight changes) the first strophe of this piyyut. The recording ends with the first
stanza of Im afes rova‘ ha-gen in Judeo-Spanish with which it shares the same
melody (see CD 1, no. 12).




Si atemar se atemo el semen del nido,
tienda que moro Dio Santo sed y vasiado,

non seremos por que |[...| depedridos,

siendo zejut de un padre viejo mos alevantara.

Tu siempre demostrates tu claredad,
y mosotros enmentaremos delantre tu justedad.
Le dijites: toma a tu regalado |[...]

[--]

Corrio ande su hijo por aparejarlo,
aun que mas de su alma lo amulo. |
De lenia y fuego cargulo |
[...] encoronolo.




11. Avinu malkenu (Avino malken)

A litany consisting of a series of one-phrase petitions opening with the fixed
formula Avinu malkenu (“Our Father, our King”), recited during the selihot
service, and after the repetition of the ‘amidah for Rosh Hashanah and Yom
Kippur. The recording includes the three last petitions of the most common
Sephardi version of this text. The basis for the composition is a traditional
melody that is elaborated by the cantor using virtuoso vocal resources such
as long sustained notes and fast melodic passages from register to register.
The style recalls that of the singing of some Greek and Judeo-Spanish ballads.
Haim’s recording is nominally in makam Hiiseyni but ends on Hicaz, a very
unusual modal turn in Turkish classical music.

12. Im afes rova‘ ha-qen (Imaphes Espagnole, Im afes, I Mafess, As apes)

An ‘aqedah by Rabbi Ephraim Bar Isaac of Regensburg (1110-1175), one of
the greatest liturgical poets from Ashkenaz (Germany) that is included in the
Sephardi selihot service. Haim sings a version in Ladino which surprisingly
enough differs from the one that was published under his name in 1895 or
from the versions known in current research. This melody in makam Usak/
Hiiseyni 1s one of the most widespread Eastern Sephardi traditional tunes for

the High Holidays. It is also used for the singing of Adonai shama‘ti shim‘akha
(see CD 2, no. 1).




10.

9. Be-zokhri ‘al mishkavi (Vezouhri)

A selihah by Rabbi Yehudah Ibn Bal’am (Al-Andalus, eleventh century). Haim
sings the first two stanzas of the poem (repeating the first one at the end), from
the slightly corrupted version printed in Sephardi mahzorim (High Holidays
prayer books). This metered melody in makam Usak has an interesting rhythmic
structure of 15/4 (sometimes 16/4) per phrase. The musical structure of the
opening stanza is aabA and of the second one aaabA whereas A is the refrain.

This strophic musical structure is found in other selikot based on similar poetical
forms (e.g. Yezav ha-El, CD 2, no. 12).

Rahum ve-hanun (Rahum vehanun)

One of the oldest selihot in the Sephardi rite, this poem is usually known today
by its first stanza, Adon ha-selihot, and not after its opening refrain, Rahum
ve-hanun. The melody sung by Haim Effendi differs substantially from the
one most usually associated with this text in modern Sephardi synagogues
around the globe. It certainly represents an older Ottoman Sephardi stratum

and shows that the widespread “traditional” melody sung today is apparently
of modern derivation.




same melody to sing the stanza Sihu le-imi from the poem Et sha'arei razon.

Me alevanti en la madrugada,

por buscar sobre mis yerros.

A mi alma enpretenciada,

por muy de muchedumbre de mis sobrebios.

Apiadate sobre tus comparias,
que es oveja de tu pasto,
Bienaventurados los que moran en tu casa,

que siempre te alabaran a tu nombre.

8. El melekh yoshev (El Meleh)
The Thirteen Attributes of God, a passage from the Torah (Exodus) preceded
by addit ional verses, comprise a textual unit that serves as a kind of refrain in
the selihot services according to the Sephardi rite. Haim performs this piece
almost without accompaniment in the very traditional, declamative style that
distinguishes the performance of this text in Eastern Sephardi synagogues. The
piece ends with an extended (almost one minute long), virtuoso melismatic
improvisation without text, inappropriate for the original liturgical context of
this piece, probably because of the necessity to complete the side of the record.
A kanun solo is added; the player (called Haim too) 1s introduced by the singer.
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Sabbath. This very special melody expresses sadness for the approaching end of
the holy day of rest. The partial recording of the Psalm text may derive, besides
the constraints of recording time, from the traditional responsorial or antiphonal

performance of this piece in the synagogue, where a soloist or a group of soloists
alternated with the congregation.

Passover

6. Hodu ’Adonai ki tov (Oudou)
Psalm 107 is recited according to the Sephardi liturgical rite at the opening
of the Passover evening service. The first two verses of this Psalm (and

perhaps the first word of the third verse) are sung by Haim Effendi in a highly |
melismatic style.

Selihot

7. Qamti be-ashmoret (Kamti)
This piyyut by Rabbi Moshe Ibn Ezra (Al-Andalus, ca. 1055-1135) serves as the
opening of the selihot services in all Sephardi communities of the Ottoman Empire,
a tradition probably dating back to the period prior to the expulsion of the Jews from
Spain. It consists of four stanzas of four verses of five grammatical syllables each.
Haim performs the opening stanza of the original Hebrew poem and then a Judeo- |
Spanish translation of the first and second stanzas. Eastern Sephardi cantors use this |
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3.

4.

-l

Vieron los hijos a su baragania,
alabaron a su nombre
y a su reinado lo recibieron con veluntad.

Qiddush (Kidousche)

A classical Eastern Sephardi rendition of the Sabbath Eve Qiddush (the
Sanctification of the Sabbath over a cup of wine) recited by the head of the
family before the festive meal. The text includes introductory verses (Genesis
2:1-3), the blessing over the wine, and the blessing of the Sabbath. The piece
ends with a vocalization and Haim Effendi’s blessing “Shabbat shalom, sifiores™
(“A peaceful Sabbath, my friends”™).

Ha-noten teshu‘ah la-melakhim (Anoten Techoua)

A blessing for the well-being of the local secular authorities recited 1n the
synagogue after the Torah service on Sabbath mornings. Haim Effendi dedicates
this recorded blessing to Sir Herbert Samuel, the first High Commissioner of the
British Mandate over Palestine who was appointed to that post in 1920.

Mikhtam le-David
A rendition of Psalm 16 (vv. 1-2, half of v. 4, vv. 8-10) that is recited in Eastern
Sephardi synagogues late Sabbath afternoon, right before the ending of the
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CD 1: Liturgical music

Sabbath

1. Qaddish (Kadisch)
An example of an original, improvised melody applied by Ottoman hazzanim

(synagogue cantors) to the opening Qaddish of the Sabbath morning service
in order to set the makam of the Sabbath (makam Nikriz in the piece under |

discussion) or perhaps this is the ending Qaddish (Qaddish cantado, “sung |
Qaddish™) that closed the meetings of the Maftirim choir in Edirne. Unlike

any other recording of liturgical music by Haim Effendi, this one includes a |
“congregation” that performs the traditional responses.

2. Ra’u vanim et gevurato (Raou Banim)
A short paragraph from the Birkat ge'ulah (in its Sephardi version) in the Sabbath
Eve service depicting the crossing of The Sea of Reeds by the Israelites. In the
Sephardi tradition, this paragraph is usually sung to special melodies. After singing
the Hebrew version, Haim Effendi sings the text twice in Judeo-Spanish translation.

The melody is without clear beat, highly embellished and slow. In spite of its
improvisational quality, the piece consists of one melody repeated three times
with variants.




| Transcriptions and Song Titles

The titles as they appeared 1n the original 78 rpm’s of Haim Effendi are extremely
inconsistent, reflecting non-standardized systems of Hebrew and Ladino
transliteration. These systems mix French, German, and Turkish elements added
to the haphazard transcriptions of the titles made by the recording engineers who
most probably did not understand the languages of the songs. For this reason, in
this booklet we have formalized the titles of the songs while keeping the original
titles in parentheses. Hebrew titles of liturgical music follow the general system of
the Encyclopedia Judaica (1972) with slight changes. For Ladino songs we have
adopted formalized, scholarly titles from two sources. For lyric songs we employ
mainly the titles of the Proyekto Folklor, a joint venture of the Ladino section of
Kol Israel (Voice of Israel) and the Departamento de Estudios Sefardies at CSIC
in Madrid. In cases where the Proyekto Folklor or other researches do not provide

a title, we have used a modern Spanish version of the first line of the song. For the
romances we have used the standard scholarly titles of Samuel G. Armistead (et
al.), El romancero judeo-espariiol en el Archivo Menéndez Pidal (Catalogo-indice
de romances y canciones), Madrid 1978. For the transcriptions of Ladino texts
we follow the system used in the journal Sefarad (Madrid), with the omission
of diacritic signs. In the transcription we tried to reflect Haim Effendi’s unique
pronunciation of the vowels in Ladino.



liturgical items illustrate an old Ottoman Sephardi style that almost disappeared
after World War II. This style was characterized, on the one hand, by its Turkish
“makamic” intonation, and on the other, by its lack of adherence to classical
Turkish makam conventions of the period. The recordings also show vestiges
of the practice of performing certain liturgical texts in Ladino translations that

were printed in prayer books circulating in the Ottoman Empire in the eighteenth
and nineteenth centuries.

An ending note on the similarities and differences between the recorded repertoires
of Haim Effendi and Isaac Algazi is due. Such a comparison is striking and
deserves future inquiry. Differences derive from diverse geographical origins
of the singers (Thrace as opposed to Anatolia), age (Haim was thirty-five years
older than Algazi) and vocal technique. While the liturgical repertoire recorded by
both singers largely overlaps, Haim adheres to a style that is more restrained than
Algazi’s virtuosic delivery. It 1s thus fascinating to compare their recordings of the
same liturgical text, such as Avinu malkenu, in order to understand the nuances in
the aforementioned peculiar application of the Turkish makam to the Sephardi
Ottoman liturgy. The recorded Ladino repertoire of both singers, on the other hand,
is strikingly dissimilar. Algazi recorded songs from the Ladino repertoire of his
natal Izmir, many of which were until then unknown outside that city. Haim, on the
other hand, recorded his performing repertoire of popular songs that was by most
accounts widespread among the Sephardi masses in Istanbul, Edirne and Saloniki.
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melisma without clear beat and without text or, more rarely, with an instrumental
improvisation. It is plausible that these melismas and improvisations were added
in order to fill the side of the record. In our transcriptions of the texts, we have
usually omitted these vocalizations.

All in all, the importance of Haim Effendi’s recordings is immense. They provide
the listener with a relatively comprehensive overview of the state of the Sephardi
music repertoire performed by men in the second half of the nineteenth century.
In the Ladino recordings one can perceive a musical culture in transition from
older, traditional styles into modern song genres of Turkish, Balkan and Western
European origin (most notably, modern Spanish popular music). Moreover, the
exceptional reception of Haim Effendi’s recordings during the first three or four
decades of the twentieth century is manifested in the impact that his recorded
output had on the collective memory of the Eastern Sephardi singers documented
in the second half of the twentieth century. In our notes to the songs in Ladino,
we have noticed selected correspondences between Haim’s recordings and oral
versions of the same titles collected by Sephardi folklorists such as Alberto Hemsi.,
Moshe Attias, Leon Algazi and Isaac Levy. Many of these items became standard
pieces of the contemporary repertoire in versions that strikingly recall those
released by this early twentieth-century Sephardi troubadour.

The innovative character of his recorded Ladino repertoire is even more
noticeable if compared to his rather conservative liturgical output. Many of his

20




canticas or cantigas. These are lyric songs of mostly romantic content, many of
which are of modern origin (from the mid-nineteenth century onwards). Haim
recorded very few romances, the prestigious genre of Judeo-Spanish song that has
attracted most of the researchers in the field of Sephardi oral literature. Moreover,
he only recorded one copla, the autochthonous genre of Judeo-Spanish poetry of
medieval origin that developed with particular intensity in the Ottoman Empire
from the seventeenth century onwards. This proportion in the representation
of Ladino literary folk genres in his recorded repertoire is not surprising, for it
probably refiects the taste prevalent among his target audience. The public demand
was for new songs or for those items of the traditional repertoire that will later
become standard among stage performers in the twentieth century.

Some general characteristics of Haim’s recordings can be summarized succinctly.
Almost all of them start with an announcement of the name of the recording
company. He 1s accompanied by a solo instrument, most especially in the liturgical
pieces (kanun, ‘ud, or clarinet solo as in Avinu malkenu and Hodu [’Adonai ki
tov), or by a small ensemble consisting of ‘ud, kemance (violin) or clarinet and

kanun. Instrumental preludes and interludes between the stanzas of songs are
very frequent. The vocal part usually opens with a vocalize on an exclamation
syllable (usually “Ah). More rarely the recordings start (and sometimes end)
with a set of words in Turkish, e.g. “Ah, lo, yarim, medet, aman” in the song
Los arboles llorosos. Many pieces, especially the liturgical ones, end with a long
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~ Repertoire and Performance Style

Haim recorded approximately sixty Hebrew and eighty Judeo-Spanish sides,
some of them are songs recorded more than once. We have arranged the CDs
accordingly, including in them all the recordings which were accessible and in
reasonable condition. The first two CDs include liturgical and paraliturgical
materials compiled according to the order of prayers and by holidays. The majority
of the Hebrew recordings are pieces belonging to the liturgy for the High Holidays.
One should also notice Haim’s recordings of Judeo-Spanish translations of some
liturgical texts, a practice that was apparently more widespread in the nineteenth
century than in later periods. The choice of recorded liturgical pieces comprises
the most prestigious and well-known traditional repertoire of Sephardi liturgical
music, selections likely to be the most popular with potential record-buyers.

Haim also recorded at least four pizmonim, paraliturgical Hebrew songs that were
performed at family and community occasions, as well as the gatherings of the
confraternity Maftirim from Edirne (Seroussi, in press 2). The four pieces are:
Yah el haviv, Shavti b Adonai, Rahum ‘ad matai and Emet El shimkha.

Secular songs in Ladino comprise CDs 3 and 4 (with the exception of the copla
Noche de Alhad). They are presented according to the chronological order of
recording. The absolute majority of these songs belong to the genre known as

18




movement that was first expressed in 1913 when he made one of the earliest

recordings of Ha-tigvah, the Hebrew song that became the Zionist anthem and
eventually the hymn of the State of Israel.

The focus of the present re-release of the Hebrew and Ladino recordings of Haim
Effendi should not distract us from his recordings in Turkish. An example of his
artistry in the gazel vocal genre can be heard in his recording of Dil Hanesi Yand
bu Seb in makam Suzinak, that is included in a CD of historic recordings, “Gazeller
3” published by Kalan Music in Turkey. But Haim also performed and recorded
in lighter styles of Ottoman Turkish music, as the “kanto”, a widely popular genre
performed by gypsies and members of other minorities. We presume that the artist
named “Haim” listed among the distinguished Rum (Christian Greek) pertformers
of this genre at the beginning of the twentieth century in the article “Kanto™ by
Cemal Unlii, is none other but Haim Effendi (www.costak.blogspot.com/2006/03/
kanto-article-by-cemal-nl.html, accessed 10/10/2006).

Finally, Haim also recorded Judeo-Spanish comedy routines in the form of
monologues or comic dialogues (e.g. Rinya konyugal, “Family feud” or El dantista
[sic] moderno, “The modern dentist”) that were apparently popular among the
Sephardi masses in the late nineteenth and early twentieth centuries.
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Hermann and Julius Blumenthal and is considered the first Turkish record company
ever. The brothers had previously served as Odeon’s first representatives in Turkey
and were doubtless quite familiar with Haim and his work. World War I obviously
disrupted Haim’s recording activity. His home town of Edirne and its Jewish
community suffered tremendous losses and looting at the hands of the Bulgarians.
Many of the Jews from Edirne immigrated to Istanbul. Thus, between 1913 and
1921 there are few recordings registered in the name of Haim Effendi.

The last major series of recordings by Haim Effendi took place in 1921-1923,
again on the Orfeon label. Close to the age of seventy by that time, Haim still
recorded over forty-five sides. After that, he recorded only a handful of titles

from 1923 to 1927 ending his recording career with The Columbia label. Overall,
the recordings of the 1920s are distinguished by the predominance of liturgical
pieces over songs in Ladino. One can assume that by then, his persona as a stage
entertainer gave way to the more sober figure of a hazzan (cantor) even though,
considering the amount of textual inaccuracies in his liturgical recordings, one
can assume that Haim was not an active cantor. Yet, it 1s also possible that Orfeon
was covering lacunae in their general collection of Sephardi music as well as in
the dossier of Haim. In his earlier recordings, Haim apparently exhausted his
Judeo-Spanish repertory and the company had in its catalogue a considerable
amount of pieces in that genre. Also noticeable in his last recordings are some
songs of Zionist content, an indication of Haim’s affinity with the Jewish national
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Recordings

Haim Effendi launched his recording career at the relatively advanced age of fifty-
four, when he was already a very well established and famous singer for Jews
in the Ottoman Empire. His audience was concentrated especially in his native
Edirne, in Istanbul, Izmir, and we presume in Saloniki. By the date of his last
recording, he was seventy-three years old.

During the first six years of his recording career (1907-1913), he recorded over |
eighty songs, more than he recorded during the rest of his life as an active artist
(1914-1927). The earliest recordings were by Odeon Records, in 1907 and 1908,
and were released in Istanbul, probably close to their mastering dates. Most of
these early titles were later re-released by the American Odeon Corporation |
between 1921 and 1926 but with different publisher’s numbers and labels. It is hard
to determine if the American Odeon records were actually pressed and printed in
turope and then shipped to the American market, or produced in America. These
re-releases speak to Haim’s continuous appeal in the Ottoman Sephardi community
established in the USA in the first two decades of the twentieth century.

Starting in 1911 and continuing until 1926, Haim Effendi recorded for another
company, the Blumenthal Record and Talking Machine Company, and their labels, |
Orfeon and Orfeos. This firm was founded in late 1910 or early 1911 by the brothers
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from the Geron synagogue 1in that city (a copy can be found at the library of the
Ben Zvi Institute in Jerusalem). The title of this publication reads: “Conponido de
Haim Effendi cantador afamado de Edirne” (“composed by Haim Effendi, famous
singer of Edirne”).

To what extent the recordings of Haim Effendi influenced the Sephardi oral lore
throughout the twentieth century i1s a matter for future assessment. It is however
certain that the luggage of the Sephardi Jews who left Turkey and Greece in
the first two decades of the twentieth century included copies of his recordings.
Havassy’s study of the repertoire of singer and ‘ud player Isaac Sene from Turkey,
as documented by his wife Emily Sene (both immigrated to the USA in the mid-
1920s) shows the clear imprint of Haim’s Ladino repertoire (Havassy 2007). Also,
many versions of songs in Ladino included in modern anthologies have a clear
rapport with Haim’s recorded performances. Thus, the disregard (by scholars) of
the impact that modern technology had on the traditional Sephardi music in the
past half century or so can now be amended by listening to Haim’s recordings.
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that he held in his hands and started to play tunes of the Evening Prayer, the
selihot (penitential prayers), etc. The King was deeply moved by the music
and asked what is 1t? Haim Effendi explained to the King what it was and the
King absolved him and gave him a lot of money.

The relation between Haim Effendi and the Sublime Porte, which as we have
seen has factual antecedents, remained vivid in the oral tradition of the Ottoman

Jews. For example, in an interview with Estrella Mayo from Rhodes by Samuel G.

Armistead on February 7, 1958, she says: “Esta bien la placa. Y eya de Estambul
que salia. Esta placa estaba cantada de Jaime Fende. Yo creo que ainda existe
esas placas. Jaime Fende era un cantador muy bueno, cantaba para el sultin de la

Turquia, de Jamid, y cantaba estos como ‘Serena de mar’ (“This record is fine.

It was produced in Istanbul. This record is sung by Haim Effendi. I believe that
these records still exist. Haim Effendi was a great singer, he sang for the Turkish
Sultan, for [Abdul] Hamid, and sang [songs] such as ‘Serena de mar’”) (original
transcription accessed from the website of the Armistead, Silverman and Katz
collection, www.sephardifolklit.org, call number ec073-4).

An additional hint of Haim’s fame as a singer prior to his recording career, as
well as of his activity as translator of liturgical texts into Judeo-Spanish can be
found 1n a publication of ca. 1895. This is his translation of the poem Im afes
rova’ ha-qen (see below CD 1, no. 12) which was printed in Ruschuk (Bulgaria)
at the Alcalay press and was typeset by the teacher and hazzan Nissim Halevy
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Aaron Franco of Turkey by Dov Noy). The story is a variant of a folk narrative
type (AT 922*C I-B [IFA]) in which a Jewish musician is forced to play or sing
before the local ruler (King, Sultan, Prince, etc.), during a solemn Jewish holiday,
against the religious precepts. He refuses and pays the price (death or suicide) or
he agrees but chooses to play a Jewish melody from the holiday repertoire. His
exceptionally moving performance changes the mind of the ruler who absolves
the Jew and even pays him a large sum of money or appoints him as his chief
musician. In most versions of this folk tale, the hero is an unspecified Jewish

musician, but due to the legendary fame of Haim Effendi, he surfaces as the hero
in this specific version. The story is as follows:

A King of Izmir fought against the Slavs. The city of Belgrade fell and he
was sad. The servants wanted to bring someone to lift his spirit. He ordered
them to bring Haim Effendi, the most famous violinist in all of Turkey. They
came to Haim Effendi’s house and found him sitting next to his prepared
table. Ordered to come, he responded that he respects the King, but he cannot
come. The envoys told the King what happened and the King ordered to send
police officers to bring him up. It was the eve of Yom Kippur (the most sacred
Jewish holiday) and the police officers found Haim Effendi covered with a talit
(prayer shawl) and ready for the meal preceding the fast. They brought him by
force and told him: “your verdict is to die, but before that you must entertain
the King.” Haim Effendi did not know what to play; he opened the prayer book
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some of his recordings have in their label the classification of “Espagnol” which
generally simply means “Judeo-Spanish”, but at times also modern Spanish (i.e.
“La palomba Espagnol”™).

Haim Effendi’s ties with Spain have another anchor. Haim is the source for two
Judeo-Spanish texts dated in 1911 that were sent by Manuel Manrique de Lara
to the Menéndez Pidal Archive in Madrid (CMP, Encuesta 113): the romance
Don Bueso y su hermana (CMP H2.23) and the famous love song La llamada
a la morena (“Morena me llaman”; CMP AA45.9). Manrique de Lara was a
distinguished military officer and composer who toured the Sephardi communities
of the Eastern Mediterranean on behalf of Don Ramén Menéndez Pidal, the
dean of Spanish traditional literature research. We do not have any evidence that
Manrique de Lara actually met Haim Effendi in person. Yet, for one of the songs
ascribed by Manrique de Lara to Haim, the romance Don Bueso y su hermana
we have no notice of a commercial recording (which could otherwise have been
the source for the collector) and therefore we must assume some kind of direct or
indirect contact between them.

In spite of the meager information regarding an artist of great merit as Haim
Effendi, the hard core evidence, namely, the uncommonly large number of
commercial recordings for the early twentieth century, speaks of his fame. This
reputation 18 confirmed, for example, by his mention as a hero in a folktale (no.
5324 at the Israel Folktale Archive, University of Haifa, recorded in 1963 from
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(Soireées in which music will be played... under the direction of Haim Effendi
who presents us with a new and varied repertoire of songs in Arabic, Turkish and
Spanish.) A similar note appeared a week before in another Ladino newspaper
from Izmir, El Commercial, on May 28, 1908 (vol. 3, no. 15, p. 9). From this note
we learn that his appearance in the same café in Izmir was not a one-time event
but part of a longer commitment lasting a few weeks.

From the short note in E/ Nuvelista we learn two important issues that are critical
when one examines Haim’s recordings. First, he performed “novelties”, i.e. new
songs, some of which we assume that he himself “composed”. By composition,
we mean the setting of original texts in Judeo-Spanish to extant melodies of
well-known songs in Turkish and perhaps Arabic songs too, a procedure which
was customary among Sephardi singers. Haim also absorbed new songs from
diverse sources and “Sephardized” them, i.e. rendered them in his particular
style. Most interesting in this context is the presence among his recordings of
modern Spanish songs. Thus, the recordings of Haim tell us another chapter in
the rapprochement of the Ottoman Sephardi intellectual elite and modern Spain.
Secondly, he commanded repertoires of secular songs in at least four languages,
Judeo-Spanish, Turkish, Arabic, and modern Hebrew, along with his command
of the religious Hebrew repertoire. Following what we already pointed out, we
can assume that by “espafiol”, the reporter of the aforementioned periodical
meant also “modern Spanish” and not exclusively Judeo-Spanish. Moreover,
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y por preva que esto sano and as a proof that I am healthy
vo la escribo con mi mano. [ write it with my own hand.

Family tradition also tells that his recordings were still heard on Radio Cairo until 1956.

Haim was a quintessential Sephardi singer of his period, a critical era of deep
social and cultural transition in the history of the Judeo-Spanish speaking Jews.
The old traditional Ottoman Jewish community ruled by rabbinical authority was
shattered by modernizing trends characterized by an exposure to Western culture
(most particularly French), to liberal trends in Judaism (especially to Jewish
nationalism or Zionism) and to subversive political ideologies within the Ottoman
Empire. Haim was educated in one of the most important centers of Sephardi
religious music, Edirne, where a local Jewish choir called Maftirim performed its
ancient repertoire of Ottoman Hebrew music on Sabbath mornings and afternoons
at the synagogue called Portugal.

But Haim was not, as Isaac Algazi was, a full-time cantor who recorded some songs
in Ladino. He moved into what we may today call the “entertainment industry”,
appearing in public venues in various cities where large Sephardi communities
existed. The following announcement in the Ladino periodical El Nuvelista dated
June 3, 1908 (vol. 19, no. 36, p. 234), advertises an appearance by Haim Effendi at
Café L'abri in Izmir: “Nochadas que se tafiera. .. bajo la direccion de Haim Effendi |
el cual nos afronta un nuevo repertorio variado en cantes arabo, turco y espafiol.”
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~ Biography

In spite of his unparalleled fame as a singer and musician during his lifetime, very
few details about the life of Haim Effendi have reached us. Born Haim Behar
Menahem, Haim Effendi (a.k.a. Edirneli Haim Effendi and Haim Yapagy, i.e. “Haim
the Woolman or Wool Merchant”, because the family owned some kind of a wool
business) was born in Edirne (formerly Adrianople in Western Thrace, today
Turkey) in 1853. He spent most of his life in his city of birth although he toured
extensively. From 1925 to 1935/6 he lived in Alexandria, Egypt. He passed away in
Cairo 1n 1938. Haim had three daughters, Emilie, Esther and Beatrice, and three sons
— Nissim, Moise and Albert. Their descendants spread to the Americas and Israel.

A story running in the family recounts that Haim was once “summoned” by Sultan
Abdul Hamid to sing at his court and that it was feared he would never return.
Thought to be dead, upon his release and return to public life he composed and
recorded a song stating that he was still alive. No copy of the recording — issued
under the title La mintira de la muerte (“The lie about the death™) — is known to us.
The song is known, though, in various oral versions. Here is the opening stanza,
found in the Sene collection (Havassy 2007, ES 072):

Esta carta vos escribo [ write to you this letter
por decirvos que esto vivo, to tell you that I am alive,




University in Jerusalem. Lately this project has been graciously supported by the
Maurice Amado Foundation as well as the Jack Mayesh family in Los Angeles, and
Len Blavatnik, the Chairman of Access Industries. A senior research collaborator,
Rivka Havassy, has contributed enormously to the cataloguing, classification
and criticism of the songs in Ladino recorded by Haim Effendi. I wholeheartedly

thank Joel and Rivka for all their efforts toward the completion of the CDs and
the liner notes.

Other colleagues collaborated on this project and we are indebted to them for
their kind cooperation. Dov Hacohen, from the Ben Zvi Institute in Jerusalem,
assisted us with the identification of texts in Ladino. Walter Zev Feldman from
Bar-Ilan University and the Jewish Music Research Centre clarified some
relations between the items recorded by Haim Effendi and Ottoman Turkish

musical genres and modes. Ezra Barnea elucidated the musical provenance of
some of the liturgical items.

Finally, I would like to express my thanks to a colleague, Ido Abravaya, a Baroque
music scholar whom I discovered, after many years of acquaintance, was no less
than the great-grandson of Haim Effendi. Ido provided valuable biographical
information as well as the few available photographs of the artist.

Edwin Seroussi




early twentieth century context. We know today that the memory of these
recordings was kept alive by Sephardi Jews who immigrated in increasing
numbers to Israel, France, and the Americas from the early twentieth century
onward. These informants were the basic source for much of the Ladino song
and Sephardi liturgical music documented in the second half of the twentieth
century. Therefore, this reissue 1s significant on historic, ethnographic and
aesthetic accounts, as well as in understanding the anthologized Sephard:
repertoire of later periods.

Tracing these historical recordings around the globe and acquiring fair copies
required a Herculean effort. Joel Bresler, founder of the Sephardic Music Project,
has to be given full credit for accomplishing this mission almost single-handedly
and without any formal institutional support. Besides Joel’s steady accumulation
of original 78 rpm records and digitized copies of other songs sourced from
collectors and institutions, a major addition to the holdings were found at the
New York City Public Library. Eighteen sides from the Orfeon record label were
located in this collection. We thank the Benedict Stambler Memorial Archive of
Recorded Jewish Music and Theatre in the Rodgers & Hammerstein Archives
of Recorded Sound, The New York Public Library for the Performing Arts for
facilitating digital copies of these records.

For the past decade or so, I have been involved with Joel in this effort, which
became one of the projects of the Jewish Music Research Centre at the Hebrew
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Although the name of the very important artist Haim Effendi had been mentioned
sporadically by transmitters, researchers and aficionados of Sephardi music, few
among them actually had access to his recordings (for an exception see: Armistead,
Katz and Silverman). Therefore, the present reissue of selected recordings by
Haim Effendi, an undertaking that took almost twenty years to accomplish,

substantially expands our panorama of the Sephardi musical lore towards the end
of the Ottoman Empire.

Moreover, the present production is timely since it marks the centennial of
commercial recordings of Sephardi music. In 1907, Odeon Records in Turkey
released the first 78 rpm by Haim Effendi, a recording that vies for the honor of
being the first commercial Sephardi recording. This and other very early releases
signaled the beginning of an era in Sephardi music that for all practical purposes
continues to this very day. As Algazi did shortly after him, Haim recorded
liturgical pieces for diverse occasions (especially for the High Holidays) and
songs in Ladino, amid other recordings in Turkish that are not represented in the
present production. His repertoire, a cross-cut of what producers of the recording
companies and the recording artist himself considered “recordable”, provides
a fair picture of the state of Sephardi music in the large urban centers of the
Ottoman Empire ca. 1890-1918.

Access to the recordings of Haim Effendi is vital for anybody wishing to
unravel the variegated Sephardi liturgical and Ladino song repertoire in its
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~ Preface

In recent years, music researchers have paid increasing attention to the role
that commercial recordings had on traditional musical cultures since the early

twentieth century. Most ethnographic recordings of traditional music were made
after WWII, and by then many traditional musicians had been exposed to a
significant number of recordings for almost half a century. It is therefore important
to consider the possible impact of commercial recordings on individuals whose
musical lore is studied as oral tradition.

The song in Ladino (Judeo-Spanish) is a classical locus for a study of this
interplay between oral tradition and the emergent recorded music industry. The
extent of this dynamic relationship is now clearer with recent scholarly access
to early 78 rpm records and selected republication of these recordings. Our 1989
reissue of liturgical music and Ladino songs by cantor Isaac Algazi of Izmir
(1889-1952) stirred a vivid interest among scholars, artists and listeners at-large
who were involved with the music of the Sephardi Jews (see Seroussi 1989).
Through that production, contemporary listeners were exposed, most for the
first time, to the sound of this repertoire as it was commercially reproduced and
heard in Sephardi homes, social clubs and cafés in the first three decades of the
twentieth century.
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