Notes on the Freygish Article

The Freygish Mode article was written in 1993 while | was working at the University of Graz
Austria. The article has had a convoluted history, having been accepted numerous times for
publication only to be thwarted by office fires, changes of editorship and forgetfulness, so | stopped
submitting it and have bean using it in various courses. It has also been quoted and used in
various publications, curriculae and online discussions.

As far as | know it is the largest study of klezmer modes, but it is still a work in progress.
Some of the changes | will make upon reworking will include the following:

1) I would like to dispense with the cantorial terminology and would rather use the Turkish makam
system's terminology. The modulatory gestures are perhaps closer to and matched in their
diversity with the Turkish makam system.

2) | would dispense with the teaching of the modes as scales altogether. Using tetrachords and
trichords not only saves space, but is a more accurate and flexible way to present the modes and
their modulations. It is also time-honored, as the makam system continues to use tetrachords, and
occicental music began with tetrachords as well. | have been using tetrachords for years now, and
have found that even beginning students can grasp these, whereas scales present perception
problems for even advanced students.

3) This work is part of a larger work on modulation in all the modes of klezmer music, and as such
only gives one corner of the system. | chose it because the freygish mode, due to its interval
structure offers perhaps the widest modulatory possibilies.

When asked, | used to send hard copies to people, and since the work is as yet unpublished, it has
often been used by many people without due credit given. | am generous with letting people view it
but would also appreciate being given proper credit if it is used in any way. Credit should read as
follows:

Horowitz, Joshua, The Klezmer Freygish Shteyger: Mode, Sub-mode and Modal
Progression, 1993. Manuscript pending publication.
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- THE KLEZMER AHAVA RABBOH SHTAYGER:
MODE, SUB-MODE AND MODAL PROGRESSION

Joshua Horowitz
33 Wildwood Ave.
Madison, CT 06443 USA

The question of what defines a particular oriental mode is one of the perennial problems of the
music theorist. In setting up the parameters of definition, the aspect of modulation, here called
Modal Progression! is often overlooked. In the instrumental music of the East European Jews
(i.e.Klezmer music ) one finds a wealth of modes closely corresponding to their Jewish liturgical
counterparts, but which implicitly contain mechanisms specific to the dance, listening and
functional aspects of Jewish secular music. How much these mechanisms overlap with liturgical
music, or with the music of other peoples is a subject which is still in need of investi gation.

Modal progression is one of the most readily observable and telltale characteristics of the mode.
Through it, one can observe the inherent gravitational tendencies of the tones and intervals within
the mode, their hierarchy and latent properties of compositional unfolding. The body and types of
progressions presented here are done so with a mind toward establishing modal progression as a
defining parameter of the mode. Of all the modes used in Klezmer music, the Ahava Rabboh mode
exhibits the broadest range of progression possibilities. In spite of the controversy over the
original “Jewishness™” of the mode, it is apparent that, for better or worse, it has become an
irrevocable element of Jewish music, and Klezmer music would be unthinkable without it. '

The modes in question are first defined through pitch groups, motivic and cadential formulae. The
simple and complex modal progressions, modal interchange and sequential progressions are then
given, with complete examples of pieces provided for each type of progression, in order that the
progressions may be seen in their compositional contexts. The bulk of the material has been
extracted from sources dating between 1908-1938, recorded or published in Eastern Europe and
America. A few of the sources are from the post-WW II era. The absolute origins and
whereabouts of the pieces are for the most part, however, unknown. It is hoped that this study can
provide a beginning toward the regional and temporal placement of pieces which, because of the
dearth of information and knowledge about Klezmer music, has hitherto remained unknown.

THE MAIN KLEZMER MODES

Because Klezmer music has not, to date, been fully penetrated by music theorists, the definition
and nomenclature of its modes has remained unclear. Attempts to define the modes (Yidd.
Shtayger, Scarbove or Gusto )2 in terms of their similarities to oriental modes, i.e.

1 Professor Izaly Zemtsovsky ( Russian Institute of the Arts, St. Petersburg) suggests the term .
“mode process.” In Turkish music, the analogous term is “Seyir.” See Signell, Karl L. MAKAM:
Modal Practice in Turkish Art Music. Da Capo Press, New York, 1986. : :

2 Francis L. Cohen attempted to differentiate between 4 different terms relating to liturgical music
“... Cohen endeavors to establish the differences between the musical terminologies Nigun, Steiger
and Scarbove or Gust. The first term is used when melody is primarily in view, the second when
modality and tonality are considered, The terms Scarbove and Gust are applicable where taste or
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Turkish and Arabic Makamat, have been made. Such connections should, perhaps, remain
comparative and not definitive in nature. Other attempts have been made to define the Klezmer
modes on the terms of Western tonality or church modality, thereby disregarding essential
differences in tonal content and behavior between the Klezmer modes and their objects of
comparison. Klezmer modes are comprised of more than 7 notes - a fact which alone makes them
unsuited to Western heptatonic theory. A mode, then, is more than just a scale, implying also the
way the notes making it up are used. Each mode implicitly contains a mood3 and a set of motives
~which are specific to it, though the melodic contour of these motives overlaps extensively from
mode to mode#, whereby the intervals are the varying factor. Cantorial recitative improvisations
(Yidd. Zogachts), as well as Klezmer tunes and improvisations, utilize these motives as their
melodic basis. The basic content of a mode can be represented as a scale, though thié can only
provide a partial understanding of the mode. Therefore, the modes shown below are represented in
two different ways: as a simple scale (Scaler Form ), and as a concentrated compilation of the
typical contour of the notes making it up (Motivic Scherne). In this way, the behavior of the modes
can, at leastin part, be indicated. The Klezmer modes contain tones which are typically relegated to
spec1ﬁc motives within the piece. These “assigned” tones with their accompanying motives are
given in parentheses in the Motivic Scheme . Only the motives using these assigned tones will be
shown in the motivic scheme.They are given in parentheses in their basic forms, though in practice
any deletions and additions to these forms can and do occur. The general tendencies of melodic
movement are given below in the followmg paragraph, and apply basically to all the modes, unless
otherwise specified. The Sub-tonic tone group (called Yeden in Turkish, meaning accompanying
or helping tone) is that tone or tone group which is found below the low nominal tone (or
“fundamental”) in smaller, darkened note heads in the Scalar Form.. The nominal tone is written
as a whole note. ;

Tendencies of Melodic Movement

Klezmer melodies tend to show the following characteristics:

1) Movement is generally stepwise, whether ascending or descending.

2) Skips larger than a 5th are usually followed by stepwise movement in the opposite direction
(note the parallel to the academic rules of Western counterpoint in the strict style. For an exception.
to this tendency, see Example 11 below).

3) Disjunct movement usually outlines either the cadential “triad,” or the triad built on the
nominal note.

4) The lowest sub-tonic note of Ahava Rabboh (here the B) is aiways approached and left by
stepwise motlon

style of rendering is stressed.”
Proceedings of the Seventh Annual Conference—Conventlon of The Cantors assembly of America
and The Department of Music of the United Synagogue of America, New York, 1954.

3 The mood, or ethos of a mode in Jewish liturgical music is perhaps a result of the association
created through its connection to prayers which themselves fulfill certain functions or moods. Thus,
the Ahava Rabboh mode elicits the ethos of supplication; Mogen Ovos, of learning; Adonoy
Moloch, of righteousness; Mi Shebarach, of sanctification; Yishtabach, of Praise; Selichah, of
penitence. These moods, however, are specific to the Jewish religious service.

4 See Avenary, Hanoch” Shtayger ” Encyclopedia Judaica, }erusalem, Keter (1972), Volume 14:
1464.
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Notation and Microtonality

The inadequacies of western notation for Klezmer music become obvious upon hearing the
music. Although Klezmer music is not microtonal in the sense of using a fixed tuning system
with more than 12 notes to the octave, it dpcs in fact use prodigiously omaments which bely a

‘Inthe ﬁotaﬁon of the Scalar Form of the modes, accidentals appear beside, above and below

the notes. Those found beside the notes show the most common form of that note within the
mode. Thus, the F#in C Mi Shebarach (page 9) forms a basic tone of the mode,

When the accidental appears below the note (ie. the F‘}. above), it denotes a change of the
note which is generally, but not necessarily exclusively found i a descending melodic
pattern. ; :

Accidentals above the note (i.e. the Bli, above) show a change of the note in generally
ascending or upward-moving auxilliary melodic patterns.

The typical melodic cadence s also provided, with the common bass and typical harmony note
used in accompaniment parts given above the staff, with variants written in parentheses. The
Selz‘chah:Tecf_rinah (penitence) mode, §imi13r to the Weste:m Hannonig Minor, has not been

AHAVA RABBOH, or FREYGISH (called Ahava Rabbok in Yiddish Cantorial
terminology and Freygish in Yiddisb, from Phrygisch in German church mode terminology.
Beregovsky suggested the term “Altered Phryfan” due to the replacement of the raised 3cd
degree for the lowered third ). The Hebrew form, Ahava Rabbah, means “Abounding Love”
and refers to the text of the prayer from the Shabbat Musaf service:

Ahava rabah ahavtanu...
" With abounding love hast thou loved us._.*

Because of the text, it is referred to as the mode of supplication. Ahava Rabboh is often
compared with the Hijaz makam of Middle Eastern music5. It is frequently, but not
exclusively found in Hassidic Klezmer pieces. Idelsohn6 points out the absence of the
augmented 2nd_in the biblical prayer modes and doubts, therefore, that the Ahava_ Rabboh

S Levine, Joseph A. Synagogue Song in America. White Cliffs Media Company, Indiana,

1989, pp. 96-97. In his study of Jewish liturgical modality, Levine draws parallels between the

call to prayer of the Muslim Muezzin, beginning, Allahu Akbar (Allahis great”) and the

prayer of atonement transcribed by Idelsohn, beginning Adonai, Adonai (Lord, Lord"), using

respectively the Hijaz and Ahava Rabboh modes.

6 Idelsohn, Abraham Zvi. Jewish Music in its Historical Development. Henry Holt and Co.,
Inc. New York, 1920.



Hungary beginning with the 13th Century, the Jews found favor with the mode and
eventually adopted it into the Shabbat momning ritual. He mentions that it was the same mode
with which Olympus incited strong opposition when he introduced it into Greece around 800
B.C.E. on the Aulos, and points out that Ahava Rabboh was not used in the beginning period
of the creation of Piyyutim from 800-1000 C.E. The Jewish composer Lazare Saminsky
(1882-1959)7 harshly criticized the mode:

(Ahava Rabboh, cont.)
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7 Saminsky, Lazare. Music of the Ghetto and the Bible. Bloch Pub. Co., New York, 1934,
pg-33. “The Arabic Hedjaz or Hebrew Aavo Rabo mode, especially contagious to Oriental-
Semitic races has become the popular scale of the Oriental Highway, and it has contributed
greatly to the neutralizing and the degredation of all Oriental music. It has contaminated the
Jewish religious melody and even more so the Jewish folksong, especially that of Eastern
Europe. This mode should be dubbed the wandering scale as one finds its stamp
everywhere.” (Italics original).
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MI SHEBERACH ( He who blessed,” also called the Ukrainian, Altered Ukrainian,
Doina, Altered Dorian or Ov Horachamim [ Father of Mercy] mode. The raised 4th degree
of this mode lends it its characteristic profile. It often forms the basis of the Doina
(Roumanian and Jewish-Roumanian improvised lament), but is commonly found in other
forms of Klezmer music as well. It has earier been misconstrued by certain cantors as being
identical to the Dorian Church mode, and understood as exhibiting the raised 4th degree only
in the descending form in synagogue song. The liturgical mode is comprised of a combination
of two prayers; Mi Shebarach and Av Horachamim-

Mi shebarach avoteinu Avroham Yitzchak Yaakov '
“He who blessed our fathers Abraham, Isaak and Jacob”

Klezmer music tends to make use of the raised 4th degree in both, ascending and descending
forms, thoughin pieces where the nominal mode is Mi Shebarach, the natural and raised 4th
may often be used interchangeably, or in alternating sections. In Roumanian and Ukrainian
music, the raised and natural 4th degree is also interchangeable, as is the minor or major 3rd
degree of the mode. Idelsohn considers these interchangeable tones as being characteristic of
non-Jewish Roumanian and Ukrainian music, though early recordings of Roumanian and
Ukrainian Jewish musicians bely frequent use of it. The Mi Shebarach mode is related to the
Ahava Rabboh mode in basic pitch content, if one begins Mi Shebarach on its 2nd degree. In
the Balkan countries, the oscillation between the tonics onthe Istand 2nd de is common;
in Jewish music it is less common, though it can be found in Jewish Doin ¥
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ADONOY MOLOCH ("The Lord rei gus’) This mode resembles the Western Mixolydian
mode andis a staple of the traditional Synogogue service. Sephardic cantors call it the Tefillah
(prayer’) mode, whereas Ashkenasic cantors simply call it Adonoy Moloch, after the
beginning of the text, which is taken from Psalm 93 and sung originally as the opening
prayer of the Friday night Shabbat service:

Adonay Malach, geut lavesh, lavesh Adonay, oz hit ‘azar, af-tikon tevel bal timot..,
“The Lord reigns; he is robed jn majesty; the Lord is robed: he is girded with power;
Although the world is established, it will never be shaken.”

¥

i

Itoccursoftenin Ahava Rabboh or Yishtabach Klezmer pieces as the first sub-mode, where
it provides a contrasting lighter mood. It is similar to the Arabic Makam, Siga:.
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MOGEN OVOS (Our f orebearsshield) is one of the oldest synagogue modes. [t is similar
to the natural minor scale of Western music, and is found in Klezmer music in pieces of
greeting and farewell, but is also used in dance tunes. In liturgical music, it stems from the
Hafiarah (obligatory chanting of parts of the Prophets after the Torah reading) and begins:

Magein Avot bidvaro, mechayeh meitim bema amaro .

“Our forbears“schield, reviver of the dead, incomparable Lord...”
[t teaches the relevance of Shabbat observance, and is therefore referred to as the Didactic
Meode. Mogen Ovos is related to the combination of two Middle Eastern Makamat, Bayar
(emphasising the 1st degree) and Bayat-Nava (emphasising the 4th degree).
(Mogen Ovos cont.)
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YISHTABACHCIt shall become superb’) named after the prayer beginning:

Yishtabach shimcha la ‘ad malkenu hael hamelech hagadol
“Thine name shall become superb forever, our King, the Lord, the great Ruler”

This mode is related to Mogen Ovos, which in turn often borrows the melodic cadences of
Yishtabach. It is characterized by frequent lowering of the 2nd and 5th degrees. One of the
carliest known mention of Yishtabach as an independent mode is by the cantor, Joseph
Singer (Illinik, Hungary, 1841- Vienna, 1911)8, though according to Singer, the Yishtabach
mode is identical to that which is now accepted as the Ahava Rabboh mode. Pinchos

8 Singer, Joseph. Die Tonarten des traditionellen Synogogengesangs: Steiger ( 1886)

?gszlractcd in Aron Friedmann: Dem Andenken Eduard Bimbaums, C. Boas Nachf., Berlin,
2
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Minkowsky (Biela Tzerkow, 1859-Boston, 1924)9 notates the Yishtabach mode in
ascending (Aeolian) and descending (Phrygian) form with no further discernment, Moshe
Beregovsky10 describes the mode as having lowered 2nd and Sth degrees. Beregovsky“s
definition corresponds to the present author’s, and can be verified as being present in this
form in many Klezmer pieces. When Yishtabach is the nominal mode, it often progresses to
the T Adonoy Moloch, a fact which Beregovsky observes, although he considers this ag
movement to the “relative major.”

(Yishtabach cont.) A
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Convention of the Cantors Assembly of America, 1954).

10Slobin, Mark (ed. and transl.). Old Jewish Folk Musie: The collections and Writings of
Moshe Beregovski. University of Pennsylvania Press, Philadelphia, 1982, pp- 294-295.
Edited and translated from the monograph, Evreiskie narodnye pesni, Moscow: Sovetskii
Kompositor, 1962, edited by S.V. Aksiuk and L. Lebedinskii. Beregovsky died in 1961. The
article in question was perhaps written in the 19307s, during Beregovsky s most intensive
period of research in Jewish folk music.



TENDENCIES OF MELODIC MOVEMENT

Even a cursory observation of Klezmer melodies will reveal a predominantly stepwise
movement of the melodies. Skips larger than an octave are very rare, and melodicintervals of
a 5th or wider are usually followed by movement in the opposite direction (see Example 5,
bars 22-23). Skips are aimost always traceable back to a triadic framework, either in “root
position,” or in inverted form, though this fact should not necessarily be taken as an
interpretation of the derivation of such melodic tendencies from Western harmonically based
music; much oriental music has this same melodic tendency. Incipits usually contain the
nominal tone of the mode, i.e. if the pieceisin D Ahava Rabboh, the tone D usually appears
in the opening bar. i R T T ,
THE SUB-MODE SYSTEM OF THE AHAVA RABBOH MODE .
Kﬁﬁm

de is a mode which is hierarchically secondary-to the nominal mode. The
suggested criteria for determing secondary status of the sub-mode are one or more of the
Aollowing:
) Ll)\ﬂ‘he sub-mode appears in a part of the tune after the nominal mode has been established.
»<Therefore, it usually does not appear at the very beginning of the tune, but may appear in the

first section. :

2) Jt usually creates contrast to the nominal mode, and often-has the character of a short
“.detour. Often, the sub-mode uses motives which may create an opposite pole to the character
| of'the nominal mode, i.e. static-dynamic, or make an emotional contras,

. 3)1tusually occupies considerably less temporal space.in the piece than the nominal mode.

e {
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Réub—modes constitute complete modes in and of themselves. Itis merely their position in the
hiererarchy of the piece which relegates them to the status of sub-modes.

The following shows the nominal mode, Ahava Rabboh, with its family of sub-modes. The
modes are shown in their scaler form to make clearer their relationships. Reference to the
above outlined Motivic Schemes will clarify their melodic usage within a piece:

AHAVA RABBOH (Nominal Mode):
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MODAL PROGRESSIONS

scalar form. The notation on the staves titled “Modal Progression Scheme” following the
description of the modal progressions outlines, in condensed form, the overall modal
movement of the music. Those tones of a tone group which change when a modal progression”
oceurs, i.e. when a new pitch group or sub-mode is achieved, can be termed convertible

I



EXAMPLES
SIMPLE MODAL PROGRESSION

Simple modal progression isa modal progression in which only one new sub-mode is
arrived at before the return to the nominal mode.

TYPE I: I Ahavah Rabboh- VII Adonoy Moloch- I Ahavah Rabboh

Example 1 Joc (source 10, P8-508) in D Ahava Rabboh which cadences in the nominal
mode in the first section. The second section (bar 9) begins in the sub-mode of VII Adonoy
Moloch in C. The movement to the sub-mode and back to the nominal mode (barl1) occurs

b dts
- O T

Example 2, Chusidil (source 11, pg. 88). This piece uses the same modal movement as
Example 1, observable in bars 9- 14, returning to the nominal mode as of bar 15.

TYPE II: I Ahavah Rabboh- VII Mi Shebarach- I Ahavah Rabboh

Example 3, Freylechs Zu der Chupe (source 9, pg.57 no. 15). This type of movement is
perhaps better considered as a temporary cadential detourinto the sub-mode area (bars 9-14

i 2. ]
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Example 4, Fréylechs (source 13, pg. 448 00.98) Here, the modal progression takes place
at the beginning of the 2nd section (bars 9-12), though the gravity back to the nominal mode

is still felt, and eventually realized at the 2nd ending of the section. The progression repeats in
the last section.
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TYPE I: Example l.loc (source 10, pg. 508)
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TYPE II: Example 4, Freylechs (source I3, pg.
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"YPE'III: 1 Ahava Rabboh- VII Mogen Ovos- I Ahava Rabboh
No examples of this type have as yet been fouid: y
G 5, f / i’ % 74 - » % _;"" "" *'
e g R NG S YD iy / ffﬁ s 0. ,?/ ot P f;fo T
Wﬁ({j ,,f$( { ‘/ G"r tl“'[.-r { ; jy{f':_(f ‘: :

Modal Progression Scheme:

7 n

‘ 1
L 2 f
é lV'_' jij' —] ; f#*'“'
%_r‘u % r_b#' j bﬁ'ﬁ
- 0 - O

< b -+
/~ TYPE IV: 1 Ahava Rabboh- 31 Yishtabach- I Ahava Rabboh
No examples of this type have as yet been found: 5 o S
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TYPE V: I Ahava Rabboh- liIII Adonoy Moloch- I Ahava Rabboh

Example 5, Kiever Sher (source 14, pg. 5). The direct movement to the sub-mode (bars
28-32), as it exists in this example, has been found here exclusively. Usually the‘}lll Adonoy
Moloch sub-mode is attained only after the modal progression first to the sub-mode of IVMi
Shebarach is reached (see Example 16, Type XV). The present example is from Dave Tarras,
and is apparently a more recent composition, which would explain its deviation from the
more conventional complex modal progression found in Example 16.

Modal Progression Scheme:
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4
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TYPE VI: I Ahava Rabboh- IV Adonoy Moloch- I Ahava Rabboh

Example 6, Sha! Der Rebe Tantzt (source S, author’s transcription). Although the upper
notes of the sub-mode are not utilized here, it is clear that Adonoy Moloch is the sub-mode in
-» Pplay (bars 33-40, returning to nominal mode in bars 41-48). This is a very common

modulation:
Modal Progression Scheme:
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Example S, Kiever Sher (source 14, pg- 5):
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TYPE VII: I Ahava Rabboh- IV Mogen Ovos- I Ahava Rabboh

Example 7, Freylechs (source 9, pg- 78 no. 34). The transparent movement to the [V
Mogen Ovos sub-mode (bars 17-24, returning to the nominal mode in bars 25-32) is quite
common in Klezmer music . The Ahava Rabboh mode possesses a natural gravitation to the
[V area, which makes movement to it easil y facilitated:

Modal Progression Scheme: l:)
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TYPE VIII: I Ahava Rabboh- IVAhava Rabboh- I Ahava Rabboh

Example 8, Buhusher Chusid-Hebrew Dance (source 7, author’s transcription). The
hyphenated title of this example found on the recording hints to the fact that it is actually a
medley of two pieces, which would explain the use of this type of modal progression, which
is very unusual. The first part (bars 1-32) is in I Ahava Rabboh, whereas the second part
(Hebrew Dance, bars 33-56) begins in the Ahava Rabboh mode transposed up a 4th, lending
the piece increasing energy. This type of movement is rarely found in the middle of a section.
The progression in bars 49-56 has already been dealt with in Type I, Example 1, and therefore
requires no further explanation: .

Modal Progression Scheme:
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TYPE IX: 1 Ahava Rabboh- IV -Mi Shebarach- I Ahava Rabboh +

7t ©

Ahava Rabboh.:Bars 17-23 seem to make use of the [V Mi Shebarach sub-mode, though the
finalis of the section, the tone “D,” seems stable when it is reached. The title is given by the
source as “Gas Nign,” although it is quite rare to find a Gas Nign in duple meter. They are
usually found in 3/8 or 3/4 meter:

]

Modal Progression Scheme: 4#,

; e e e | o

== o —
—— : . 3 2 o i

o [ 4

20




"4

E VII: Example 7, Freylechs (source 9, pg- 78 no. 34):
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TYPE IX: Example 9, Gas Nign (source 9, pp. 106-107 1o, 70): oL
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TYPE X: I Ahava Rabbok- V Ahava Rabboh- I Ahava Rabboh

Example 10, Bulgar “I'm yours” (source 14, pg. 18). Also probably a newer
composition, as the title implies. Al though not unusual, this modal Progression (bars 5-7)
has the effect of being more of a modal borrowing in this rather short deviation. Like the

Modal Progression Scheme:

f 2 =
e s 9% g | S
(/ I ST IR A TR LY - 2;{ P E A
| Y : T 77 2 - e ¥
ﬂ_‘_’.‘_o’ VA SN U T o-vri
TYPE XI: I ."Ahava Rabboh- VI Adonoy Moloch- I Ahava Rabboh £

“atfu
Example 11, ‘Naftule Shpielt Far Dem Rebin (source 4, author s transcription).The second
section of this piece begins on the VI arca. The modal change is clear, though not alf the notes
of the sub-mode are utilized, and the ensemble uses the VI bass note (Bb) in bar 17 in the &
second section, and its dominant (F) in bar 19. To date, this modal progression has not been
found in other pieces, however:

Modal Progression Scheme: QJ” 4-!5"_)
' —

[

ot
%
-
Sy
LY
]
P

24



s

m yours” (source M, pg. 18):
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COMPLEX MODAL PROGRESSION .

Complex modal progression refers to a modal
sub-mode is arrived at before the

TYPE XII:

progression in w
retumn to the nominal mode.

hich more than one new

progression. After the first sub-mode [V Adonoy Moloch is
through a common cadential motive in V Ahava Rabboh

nominal mode in t_)ars_33—44. Th

¢ first sub-mode offers a light c
i Eliahu

reached
(bars 21

I Ahava Rabboh- IV Adono Moloch- V _Ahava Rabboh-
I Ahava Rabboh ] ¥7

Example 12, Kallarash, Part 2 (source 4, author’s transcription). This is a typical

(bars 16-20), it detours
-24) , returning to the

ontrast to the nominal
Schleifer (chrcgv Unipn

1865- Tschenstichov,1922) 1 1.The Birnbaum composition is not set in the Yishtabach mode

asitis defined in the
Purim:

Modal Progression Scheme:
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example of a “borrowed” to
Adonoy Moloch, or even to Major,
V Ahava Rabboh sub-mode (bars

ne.

21-24), as well as its novelty,

make it better suited to an

interpretation as a temporary cadence rather than modal interchange (dealt with'later in this

paper): :
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TYPE XIIk: I Ahava Rabboh- IV Mogen Ovos- V Ahava Rabboh-
I Ahava Rabboh

Example 14, Dobriden (source 9, pg. 47 no. 3). Like the simple progression of Type VII,
Example 7, this example actualizes the strong gravitation which the Ahava Rabboh mode has
to the IV area. The IV Mogen Ovos is found in bars 9-10, but its departure utilizes the V
Ahava Rabboh (bars 11-12) before returning to the nominal mode (bar 13}, much as ip

example 12:

Modal Progression Scheme:

g, ot
C o v‘y T fol g (2
— ———— b7 —— b £ — P : e
((/1 | 2 T &7 : -
S+ O VT t, ¥ , E Teor
TYPE XIV: I Ahava Rabboh- IVAdonoy Moloch- IV Mogen'Ovos-
I Ahava Rabboh
Ik

Example 15, Gas Nign (source 13, pg- 434 no.81). This example exhibits a subtle play
between IV Adonoy Moloch and IV Mogen Ovos through the B and Bb (bars 17 and 21), as
well as through the C# and C ( bars 19 and 23), both indicated by circling. The progression to
the [V area in‘bar 17 was apparently accompanied by a faster tempo by the informant 12 The

movement back to the nominal mode occurs almost unnoticably by bar 24, and is solidified at
bar 25; : o

Modal Progression Scheme:

(‘:’ : FEIRET { Ve —
.h i b“" 4"" A'b:' [ il -fb“’
[ — = A b
Y=ot o y Y

TYPE XV:

I Ahava Rabboh- IV Mi Shebarach- SIII Adonoy Moldch-
I Ahava Rabbolx_

Example 16, Title unknown (source 8, author’s transcription). The shift from the sub-
mode IV Mi Shebarach (bars 13-16) to1IT Adonoy Moloch (bars 17-18) before returning to

the nominal mode (bar 19) represents one of the most widely used of the complex Klezmer
modal progressions:

Modal Progf!éésion Scheme:
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1 2Professor Izaly Zemtsovsky suggests that, because of the implications of the term

“informant,” especially in the former Soviet Union, the term “Cuitephor” (canier of eultuse) be
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TYPE XIII: Example 14, Dobriden (source 9, pg- 47 no. 3):
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TYPE XVI: I Ahava Rabboh- IV Mogen Ovos- VII Adonoy Moloch-
I Ahava Rabboh .

Example 17, Freylechs (source 9. pg- 75, no. 30). This modal progression resembles
Type 1, except that the VII Adonoy Moloch sub-mode (bars 17-22) is preceded by the

16) oscillates
though Mogen Ovos is firmly established by

establishment of IV Mogen Ovos first (bars 9-16). The 2nd section {bars 9-
between the nominal mode and [V Mogen Ovos,
the end of the section. The return to the nominal mode occurs at bar 23:

Modal Progression Scheme: #

- 72,
(“ Ve¥
) | Y : h,e’ AN
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] h He ¥ eV

: Frt ¥
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4 !
TYPE XVII: I Ahava Rabboh- IV Mogen Ovos- VII Mogen Ovos-
I Ahava Rabboh

Example 18, Fihren Die Mechutonim Aheim-Tanz (source 12, pp. 44-45). ‘Although this
modal progression could almost qualify as a sequence (it uses less than 3 tonal or modal
areas, however), itisa simple example of the type of modal progression in which the IV

[4
Y
P T b&t'
7:70"5’# - -

Mogen Ovos isreached (bars 17-20), then the VII Mogen Ovos (bars 21-24), returning then o
to the nominal mode (bar 25). Later in the piece a sequence does occur (bars 41-52), analysed
in Example 30, Type XXIX under the chapter on sequences below:
— )
Modal Progression Scheme: ’7 P2
; o Vr _ﬁ e
E | S T bt
= e ¥ a 077 Je V¥ T - LA
hote © A | R b rte”
+ ’ 1A - e} AR

N
e 1 e o (LT
I Ahava Rabboh- IV Mogsen Ovos- Adonoy Moloch-
IV _Mi Shebarach- VI Adonoy Moloch- IV Mogen Ovos

gression to VI Adonoy Moloch has taken place. If all the notes of the sub-
mode had been used in bars 9-12, they would most likely have come from Mogen Ovos,
otherwise the C# would, perhaps, not have had the same expression and surprise whickh it
gains through its unique appearance in bar 16:
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TYPE XVI: Example 17, Freylechs (source 9, pe- 75, no. 30):
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/TYPE XIX: I }Eaﬁi Rabboh- VI Adonoy Moloch. [V Mi Shebarach.
i\ I Ahava Rabboh

%Ip}e"fﬁ, Freylechs (source 9, pg. 120 no. 89). This example shows a clear
progression using two sub-modes, IV Adonoy Moloch (bars 9-12), followed by IV Mi
Shebarach (bars 13-16):

Modal Progression Scheme:
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f’L byt " hae™ g | 9% Bt o
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| nAe e E e | byfe 7
7+0V' % ] _:__‘_oyr.

MODAL INTERCHANGE

in the same piece, even if separated by other sections. A sub-mode which is used only at the
point of cadence (usually the last 2 bars of a section) is called cadential modal interchange.

Modal Interchange/Progression Scheme:

- Bes S N
@ E 7 = ) P A )
.| | i PR SR 4
ol il R JE A, ¢ ¥ <
— v —— i
-+ Sy 'S

“The following Types, XXI- XXIV show modal interchange used in the same piece in which
other modal progressions are used concurrently. Types XXI-XXIII demonstrate modal
interchange before the movement to other sub-mode areas, whereas Type XXIV utilizes the
modal interchange sub-mode succeeding the movement to other sub-mode areas,

39
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TYPE XX: Example 21, Chusidl (source ™, pg. 87):
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TYPE XXI: I Ahava Rabboh- I Mogen Ovos- BIII Adonoy Moloch-
I Mogen Ovos

Example 22, Chasen Senem (source 7, author’s transcription).This piece was taken from
the repertoire of the Klezmer Cymbalom player, Joseph Moscowitz. Part 1 is also known in a
variant form as the Turkish Sephardic song, “Mi demandas.” Moscowitz was born in Galati,
on the Moldavian border of Bessarabia, but is life i

whole, however, belongs also to the improvisatory and compositional ability of the Klezmer
musician, and its implementation is herewith considered as belonging to the modal technique
of the genre. The cadences of bars 31-34, and 39-42 utilize the lowered 2nd degree, which is
typical to the Yishtabach mode. Because, however, the Yishtabach cadence is so often
employed by Mogen Ovos, itis herewith included jn the motivic scheme of Mogen Ovos (see
above, Motivic Scheme). Otherwise it could simply be considered as a cadential modal
interchange, exchanging Yishtabach for Mogen Ovos ( which itself is a sub-mode in this
piece) at the cadence. Bars 27-33 are repeated in bars 35.42- i

Modad Inte rchange/Progression Scheme:
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TYPE XXII: I Ahava Rabboh- I Mogen Ovos- I Adonoy Moloch-
I Mogen Ovos-HIIl Adonoy Moloch- I Ahava Rabboh

Example 23, Trinkt Briderlach L Chaim (source 2, author’s transcription). As the
progression scheme written above shows, this Hora oscillates between I Mogen Ovos and[TI
Adonoy Moloch in the second section (bars 19-28). The piece begins and clases the first
section in [ Ahava Rabboh, then moves from the 2nd.ending to [ Mogen Ovos'_i(ba:sIG—éS),
then to§III Adonoy Moloch (bars 19-23), back to I Mogen Ovos (bars 24-26), again to§1
Adonoy Moloch (bars 27-28). and finally toI Ahava Rabboh (bars 29-32). The last section
of the piece remains in the nominal mode: i

Modal Interchange/Progression Schemes:
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I Ahava Rabboh- Il Adonoy Moloch-
I Mogen Ovos-SIII Adono Moloch- 1 Selichah
Example 24, Galitzianer T'enzil (source 12, pg. 68: ginally source 1). This example is
very similarin scheme to Example 23, with the exception being that the last section makes use
of a sequence in the Selichah mode (bars 21-24) before the Da Capo repeat. The piece Weaves
almost unnoticably through the sub-modal areas, making an analysis of the precise moments
of progression difficult. A basic breakdown would, however, be as follows: | Abava Rabboh
(bars 1-8); I Mogen Ovos - éuﬂhcr clarified through employment of a I minor chord in the
accompaniment (bars 9-11); 111 Adonoy Moloch (bars 12— 14); I Mogen Ovos (bars 1 5- 16);1
Mogen Ovos (bars 17-18); l'III[ Adonoy Moloch (bars 19-20); I Selichah (bars 21-24). The
chromatic passing tone B natural in bar 19 is mirrored by the F# in bar 24

TYPE XXIII:

Modal Interchange/Progression Scheme:
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TYPE XXIV: I Ahava Rabboh- VII Adono Moloch- I Ahava Rabboh-
I Mogen Ovos- 70T} Idonoy Moloch- T Mogen Ovos

Example 25, Behusher Chusid (source 6, author’s transcription). The breakdown of this
piece is as follows: [ Ahava Rabboh (bars 1-16):5VII donoy Moloch (bars 17-22); I Ahava
Rabboh (bars 23-32); 1 Mogen Ovos (bars 33—34);%{3 Adgnoy Moloch (bars 3436); 1
Mogen Ovos (bars 37-40). The relationship of  Mogen Ovos tof 11 Adonoy Moloch parallels
that of the major to the relative minor scale in Western music. (i}Major and relative E minor

pitch content, as do I Mogen Ovos and 111 Adonoy Méloch. This

definitions. The “Yishtabach” cadence mentioned in example 22 is again present in this
. example,.and is again considered asintegral to the Mogen Ovos mode:

Modal Interchange/Progression Scheme:
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TYPE XXIII: Example 24, Galitzianer Tenzil (source }S\pv

. 68; Originally source 1):
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SEQUENTIAL PROGRESSION

Although sequential progression does not necessarily resultin a change of pitch content, and
therefore cannot always be considered as movement to a sub-mode, it can provide a shiftin
of the orienting, or central note of a mode or sub-mode within the confines of it. Melodic
sequences exist in oriental, as well as in Western music_.The sequence in Klezmer music is
more a melodic phenomenon than a contrasting device, though the emphasis of the changing
central note may be fortified through the underpinning of an accompanying bass part.There
need not necessarily even be a shifting of the central note, but rather merely a sequentially
repeating melodic figure which gives the impression of chan ging emphasis without
establishing any secondary areas (see example 28). Sequences can be found in sections where
progression to a sub-mode or modes occur, and also in sections where modal interchange
occurs ( in short, all of the aspects of modal progression under observation here can be
implemented concurrently). The sequence usually uses 3 or more tonal or modal areas, or at
least 2 repetitions of a melodic unit. Sequences can also occur within a sub-mode; therefore,
the analyses of the following examples display the sequence as it relatks to the mode in which
itis found, and not necessarily to the nominal mode.

Notation of Sequences

The sub-modes will continue to be analysed by large Roman numerals (showing their
relationships to the nominal mode).

The sequences will appear in small Roman numerals within parentheses according to their
relationship to the sub-mode in which theyoccur. - ~ - TR peE

In cases where there is only a melodic sequential progression, but no change of tonal
emphasis (i.¢. example 28) in the course of the sequence, the small Roman numerals refer to
the structurally accented melody notes.

TYPE XXV: I Ahava Rabboh- IV Mogen Ovos ( iv-vii}- I Ahava Rabboh

Example 26, Freylechs (source 9, pp. 128-129 no. 105). At bar 9, the common movement
to the sub-mode [V Mogen Ovos occurs. Bars 9-14 could have been interpreted as being part
of some form of 2 “major” mode of F (Adonoy Moloch?) but the stagnant G°s of bars 9-10
are such a common motivic gesture in Ahava Rabboh when it moves to the [V area, thatitis
categorized as IV Mogen Ovos; in other words, the listener’s expectation at bar 9 would
normally be to hear IV Mogen Ovos. The 3-bar phrases comprising the section (bars 9-20)
add to the charm and surprise of the passage:

Sequential /Modal Interchange/Progression Scheme: ¢

[h

43

&
(‘-} " 2. 4 e A i £
Y Tt Py e I L7
i iR L R i A | W
48 i ' 5 P N SO AR bAie
V.’_'.QV' ;’—T’/ 7*0



15N

105):

TYPE XXV: Example 26, Freylechs (source 9, pp. 128129 no.
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TYPE XXVI: I Ahava Rabboh- IV Mogen Ovos ( iii-iv-iv adonoy moloch)-
I Ahava Rabboh-

Example 27, Nign (source 13, pg. 458 no. 112).The sub-mode [V Mogen Ovos appears
“as expected” at the beginning of the second section (bar 17). The modal interchange of iv
adonoy moloch at the first ending within the [V Mogen Ovos section in bars 27-28 providesa
refreshing surprise. The second ending returns back to the nominal mode:

Sequential /Modal Interchange/Progression Scheme: j & ﬁ+)
A LJ I ) < U= =
W s byaals E—, T :
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TYPE XXVII: 1 _Ahava Rabboh- IV Mogen Ovos (v-iv-iii-ii-i-#vii)-

I _Ahava Rabboh o P v- i veiv- v )

Example 28, Title unknown (source 8, author’s transcription). This piece is considered to
be a Karliner Nign by Chassidic Klezmorim in Bne Brak, Israel. The flowing sequence of
bars 19-24 within the [V Mogen Ovos leads smoothly und imperceptibly back to the nominal
mode (bars 25-26). The small Roman numeral analysis' shows the structurally accented
melody notes (circled in the notated example); they are underpinned by the bass notes, shown
underneath, also in small Roman numerals. The v bass utilizes the major triad in the
accompanying piano part, and minor triads over the i and iv bass notes: The nominal mode is
felt by bar 23, but is actually defined solidly by the typical-cadentialiof bars 25-26. The
sequence repeats from bars 27-end with variant ornamentation:

Sequential /Modal Interchange/Progression Schem;:
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TYPE XXVIII: I Ahava Rabboh- IV Mogen Ovos (iii-ii-i)- I Ahava Rabboh

iii-v-i =
Example 29, Ch’sidishe Nigunim (source 3, author’s transcription F.)"I'hc moviement to the
sub-mode IV Mogen Ovos occurs at the cadence of the second section (bar 17). The melodic
sequence is again portrayed above, with the bass accompaniment given below. The other
accompanying parts form triads over the bass notes, utilizing the major triad on v, and minor
triads on iii and i.The sequence begins in the 3rd section at bar 18. The 1st ending (bars 30-
31) of the 3rd section returns back to the sequence on i, whereby the 2nd ending returns to
the nominal mode. Notice the 5-bar phrase at bars 13-17. The piece in this recorded version
actually ends in the [ Mogen Ovos mode with a Yishtabach cadence (the entire section of
which is not shown here), though this is probably a recapitulation to the piece which precedes
the dance piece under observation, and functions as a kind of “Tag” or Coda:

* Sequential /Modal Interchange/Progression Scheme;
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N Ch'sidishc Nigunim (source 3, aulhdr's transcription):

Example 29

TYPE XXVIII
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I Ahava Rabboh- IV Mogen Ovos V-iii-i-vi-iv)-
I Ahava Rabboh (i-iii-i-vi-iv

TYPE XXIX:

Example 30, Fihren Dic Mechutonim Aheim-Tanz (source 12, pp.44-45). Because this '
example was already dealt with in Eample 18, only the [ast section has been isolated in order
to show the sequential movement. The long sequential strain spans 12 bars (41-52),
beginning with a 4-bar held note. The lengths of the following phrases are 2 bars,
respectively. The structural melody notes are again circled. The Sequence occurs within the [V
Mogen Ovos, retuming to the nominal mode in bar 53 and continuing in what resembles first

a descending sequence (bars 53-56), which then elides into a “bowed sequence” (ascending,
then descending) from bars 57-end, originally having appeared in bars 9-16:

Sequential /Modal Interchange/Progression S e:
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VII Adonoy Moloch-
-IV-Mogen-Ovos- -

vos-.IV Mishebarach-
IIl Adonoy Moloch- I Yishtabach

Example 31, Skocne (source 9, pg. 70 no. 24). One of the defining parameters in the
Makam system of Turkish and Arabic musicis the tendency of the Makam to either ascend or
descend melodically. The present example would show_a,.qlc:ady-'dcscending quality.The
melodic sequences of this example are not restricted within the confines of one mode. Because
they involve a change of mode, the purely melodic movement has been isolated. The
structurally accented melody notes progress consistently, but not regularly, stepwise from the
D (bar 5) down to the D" (bar 24), and outline the I Mogen Ovos scalar form (notes
circled). More time is actually spent in the sub-mode areas than in the nominal mode in this
piece. The modal interchange of the IV area involves three different modes. It has not been
included under the Modal Interchange chapter, only because it does not involve the nominal
mode, but is nonetheless a good example of such, and illustrates modal interchange within a
sub-mode. The modal interchange of I Yishtabach occurs at the end of the last section (bars
23-24). The piece displays a wealth of compositional subtleties and belies an experimental
spirit, which could point to its origins being from a more aristocratic Chassidic court.
Nevertheless, it gives the impression of ‘being a noble march. The beginning ofithe second
section at bar 5 takes its repeating quarter-note motive from the second ending of section 1
(bar 4) which seems to delay the commencement of the second section till bar 6. The 2-bar
phrase structure remains intact, however. Although the progression uses only 1 repeated note
D to effect the progression, the change to IV Mogen Ovos in bar 5 can be felt through the
need for modal contrast at this point. As was pointed out earlier, the movement to IV Mogen
Ovos from I Ahava Rabboh is so common in the 2nd section of 2 piece, that a progression to
it is inferential. In fulfilling the listeners expectation, it lends-the subséquent mode (VII
Adonoy Moloch in this case, bar 6) more profile and highlights its surprise effect. The break-
up of the first sequential melodic strain of bars 5-12 occurs in bar 11 , where the IV
Mishebarach interchange occurs:

Melodic Sequence:
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TYPE XXXI:

I Ahava Rabboh- IV Mogen Ovos Il Adono Moloch-

YII Mogen Ovos- 1V Mogen Ovos- T Ahaya Rabboh
Example 32, Freylechs (source 13, pg. 432 no. 79). Again in this example, as in the
previous one, the melodic sequences do not remain in one mode. The structurally accented
melody notes in section 2 (bars 9-16, circled) are the fundamental notes of the Ty Mogen

Ovos and"{III Adonoy Moloch sub-modes. The melodic sequence forming the entire Jast
section (bars 17-24) descends quite regularly, outlining the nominal mode as follows:
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TYPE XXX:Example 31, Skocne (source 9, pg. 70 no. 24):
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pe- 432 no. 79):
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FYPE XXXI: Example 32, Freylechs (source
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Summary

Itis possible to see from the examples given here that the Ahava Rabboh meode, as a nominal
mode, implicitly containsa variety of sub-modes which form modal progressions inherent to
its structure. The charts given below provide a tabulation of the number of examples which
show the characteristics delineated. They are not intended as a statistic of the overall
percentage of Klezmer tunes containing these characteristics, but rather as a statistic of the

fypes found.

The IV area is the most common first-visited area, regardless of sub-mode type, as shown by
the following two charts, below:

Chart 1:
V
Simple Modal Progression Degrecof | Mban Adonoy | Mie- |Ahava Yishtabach
beginning from: M o d e|Ovos | Moloch| barach Rabboh
armved at :

I Ahava Rabboh v 1 1 1 1 4]
I Ahava Rabboh VI 1 1 1 0 0
[ Ahava Rabboh &I 0 0 0 0 1
I Ahava Rabboh b 0 1 0 0 0
I Ahava Rabboh \ o o 0 1 )
I Ahava Rabboh VI 0 1 0 0 0

The most commonly represented sub-mode involved iq all types of modal progressions

presented here is the Mogen Ovos mode. Although this study does not calculate the

concluded that, of the modal progressions found, the examples which use Mogen Ovos are
more varied as regards the employment of still other sub-modes within the same piece.
Mogen Ovos is also the mode most frequently visited as the first sub-mode in progressions
involving still other sub-modes, as indicated in Chart 2-

Chart 2:
Complex Modal Progression Degrecof | Mbgn | Adonoy {Mide- [Ahava Yishtabach
beginning from: Mode first | Ovos | Moloch| barach| Rabboh
arrived at

I Ahava Rabboh v 4 2 1 1] 0
I Ahava Rabboh VI 0 0 0 0 0

M1 Abava Rabboh 11 0 0 0 0 0
I Ahava Rabboh bin 0 0 0 0 0
I Ahava Rabboh \'% 0 1] 0 0 0
I Ahava Rabboh VI 0 1 0 0 0

5%



Direct Modal Interchange without intermediary sub-modes tends to involve the Mogen Ovos
mode, as indicated by chart3: -

Chart 3:

Modal Interchange| Direct Modal | I I I I I
beginning from: | Interchange (before | Mbgn Adonoy | Msheba- |Ah ava | Yish-
appearance of other | Ovos | Moloch | rach Rabboh | tabach
sub-modes):

[ Ahava Rabboh

Modal Interchange after the appearance of an intermediary sub-mode also tends toinvolve the
Mogen Ovos mode:

Chart4

Modal Interchange| Indirect  Modal | I I I I I
beginningfrom: |Interchan ge|Mgn |Adonoy | Mshena: | Ahava|Yish-
(Interchange which | Ovos | Moloch |rach  |Rabboh | tabach
occurs after =
appearance of another
sub-mode first)

[ Ahava Rabboh

Sequential Progressions show a definite predisposition toward descending stepwise
movement: :

Chart 5:

Sequential Progression Descending Stepwise| Ascending Stepwise | Descending by 3rds
Melodic Movement: 5 1 1

It can be seen from the foregoing analyses in the body of this study that the Ambitus of the
sub-mode usually remains within a 5th, i.e between the Ist and 5th degree of the sub-mode
(see Example 1, bars 9-10), commonly with punctual extensions to the 7th or 5th degree of
the sub-mode below the 1st degree (see Example 5, bars 28-32), or less commonly to the 1st
degree in the upper octave (see Example 17, bars 19-20). This Ambitus [imitation can be
regarded as further indication that the sub-mode is integral to the definition of the nominal
mode and hierarchically subliminal to it, because its ambitus is adapted to the ambitus of the
nominal mode; in short, the breadth of its own mechanisms of unfelding are confined to the
conditions of the nominal mode.

As can be seen in the chapter on Simple Modal Progressions, the simple movement to the VII
Mogen Ovos and to the HII Yishtabach area has not as yet been found; although little
intervallic gravity exists to the 411 area from the [ Ahava Rabboh, the movement to the VII
Mogén Ovos would be easily facilitated. Perhaps progressions of this kind do exist in the
annals of the lost repertoire of the Klezmorim, or in materials not yet investigated.
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The effect of meter on the types and frequency of modal progressions has not as yet been
investigated. Most of the examples in this study are in duple meter. The types of triple-meter
pieces most commonly found in the Klezmer repertoire are Horas, Gas Ni gns (procession-
als); Mazel Tovs, Dobridens (greeting pieces); Dobranoces, Gute Nachts, Fihren di
Mechutonim Aheims and Sey Gezunts (pieces of farewell), and are not generally combined
together or stretched out as pieces in duple meter for dancing often are. Logically, the length
of the piece will have an effect on the complexity and range of its modal progressions.

The role of harmony has purposcly been given only peripheral importance in this study. The

movement from one mode to another generally occurs directly without the devices known to
occidental music, such as secondary dominants, pass_ing and anticipatory tones. [t is the

interaction with harmonically based popular forms of the music of their neighboring peoples
in the last few centuries is also an important subject of interest.13
Among the questions which have arisen as a result of the present analysis are the following:

1) Canthe iciﬁporal and geographic origins of a particular piece be ascertained through'its
modal mechanics? :

2) Are there regional differences between the modes and their mechanisms?

3) What is the relationship of Klezmer modes to Cantorial (Chazzanut) modes? To those of
neighboring or host peoples?

4) What are the similarities and differences to Turkish and Arabic Makamat or Persian
Dastgah?

) What are the limiting parameters of improvisation in modal Klezmer music?

6) Are there differences between the modal mechanics of vocal music (i.e. Niggunim) and
instrumental music?

[t is hoped that this analysis will provide a basis for the further investigation of these subjects.

13 A fascinating satire of Jewish dance music was composed by the court composer of
_,Innsbruck_. Hans Newsidler, entitled “Der Juden Tantz”, from Em new kiinstlich Laure.n@uch,

£10)



SOURCE DISCOGRAPHY

1} Shleimke Beckerman, clarinet (1889-1974) Q—% he foﬁwcﬁz
A Galitzianer Tenzil. Columbia 8036-F = Dance orok

orch d Abe Schwartz NY ca. December 1923

2) it Beckerman, Clarinet, : 504(0(7‘1 ! f R =
Hora,"Trinkt Briderlach L'Chaim” Private transcription by the Author from the repertoire of ..
the informant.

3) Boibriker Kapelle, instrumental

Ch'sidishe Nigunim {Traditional Music} (H. Gross-B. Katz)-Pt, 1
Columbia 8146-F, 8221-F, FL, 9034(33) W 108029-2, NY June 1927

Ch'sidishe Nigunim {Traditional Music} (H. Gross-B. Katz)-Pt..2 #
Columbia 8146-F, 8221-F W 108030-2, NY June 1927

4) Naftule Brandwein, clarinet (1889-1963)

Fihren Die Mechutonim Aheim-Tanz '
Columbia E9012. FW FSS 34021(33), GV 104(C) Matrix no.89008-
Sam Spielman-tb, unk p, dm, NY February 1923

Columbia E7931 as RUSSKYJ NARODNY J ORCHESTER
Naftule Shpielt Far Dem Rebin (Naftule Brandwine) Emerson 13237 Matrix n0.42441-1-2
Sam Spielman-tb, unk p, NY ca April 1923

88764-1 Kallarash Columbia E7780, FL. 9034(33)
Sam Spielman-tb, unk vln, p, NY September 1922

5) Harry Kandel, clarinet (1885-1943)
Kandel's Orchestra

Sha! Der Rebe Tantzt é‘lSh! The Rabbi Is Dancin Wr KandelP
Brunswick 40079, 67 7, 13234 orch (12 men% June 6, 1924

6) Max Leibowitz NfViolin)
Behusher Chusid (J. oskowit%) Emerson 1342X, 4471-2
Silver-cym NY ca. September 1919

7) Joseph Moskowitz, cymbalom fb. 1879)
B 182042 Chasen Senem {Turkish Med ey No. 2} Victor 67988
NY July 19,1916

Buhusher Chusid-Hebrew Dance (Moskowitz)Victor 67827 B 17389-1
Max Yussim-p NY March 27,1916

8) Ruminskii Orkestra Bel fa. Sirena Grand Record, Bucharest ca.1908-1910.
#» 2 violins, piano, Clarinet. Unknown discographic data.
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