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A MESSAGE FROM THE MILKEN ARCHIVE FOUNDER

Dispersed over the centuries to all corners of the earth, the Jewish people absorbed elements of its host
cultures while, miraculously, maintaining its own. As many Jews reconnected in America, escaping persecution
and seeking to take part in a visionary democratic society, their experiences found voice in their music. The
sacred and secular body of work that has developed over the three centuries since Jews first arrived on these
shores provides a powerful means of expressing the multilayered saga of American Jewry.

While much of this music had become a vital force in American and world culture, even more music
of specifically Jewish content had been created, perhaps performed, and then lost to current and future
generations. Believing that there was a unique opportunity to rediscover, preserve and transmit the collective
memory contained within this music, | founded the Milken Archive of American Jewish Music in 1990.

The passionate collaboration of many distinguished artists, ensembles and recording producers over the past fourteen years
has created a vast repository of musical resources to educate, entertain and inspire people of all faiths and cultures. The Milken
Archive of American Jewish Music is a living project; one that we hope will cultivate and nourish musicians and enthusiasts of

this richly varied musical repertoire. 7/

Lowell Milken
A MESSAGE FROM THE ARTISTIC DIRECTOR

The quality, quantity, and amazing diversity of sacred as well as secular music written for or inspired by Jewish
life in America is one of the least acknowledged achievements of modern Western culture. The time is ripe
for a wider awareness and appreciation of these various repertoires—which may be designated appropriately
as an aggregate “American Jewish music.” The Milken Archive is a musical voyage of discovery encompassing
more than 600 original pieces by some 200 composers—symphonies, operas, cantorial masterpieces, complete
synagogue services, concertos, Yiddish theater, and folk and popular music. The music in the Archive—all born
of the American Jewish experience or fashioned for uniquely American institutions—has been created by
native American or immigrant composers. The repertoire is chosen by a panel of leading musical and Judaic
authorities who have selected works based on or inspired by traditional Jewish melodies or modes, liturgical
and life-cycle functions and celebrations, sacred texts, and Jewish history and secular literature—with
intrinsic artistic value always of paramount consideration for each genre. These CDs will be supplemented later by rare historic
reference recordings.

The Milken Archive is music of AMERICA—a part of American culture in all its diversity; it is JEWISH, as an expression of Jewish
tradition and culture enhanced and enriched by the American environment; and perhaps above all, it is MUSIC—music that
transcends its boundaries of origin and invites sharing, music that has the power to speak to all of us.

Neil W. Levin

Neil W. Levin is an internationally recognized scholar and authority on Jewish music history, a professor
of Jewish music at the Jewish Theological Seminary of America, music director of Schola Hebraeica, and
author of various articles, books, and monographs on Jewish music.



/é The Composers and Their Milieu

Exemplars of a New Israeli Style

PAUL BEN-HAIM [Frankenburger; 1897-1984] and
MARC LAVRY [Marcus Levin; 1903-1967] were two of
the most successful and most prominent composers in
Israel, dating from their involvement in the musical life
of the y’shuv (the Jewish settlement in Palestine during
the British Mandate). On the international music scene,
they were the composers most often associated with
the embrace of indigenous eastern Mediterranean
and Near Eastern musical elements and influences
within the context of Western forms—a synthesis that
became emblematic of the new cultivated art music of
modern Israel.

The Mediterranean Style

Of all their contemporaries in the music establishment
of the y’shuv, and then in Israel, Ben-Haim and Lavry
were the two whose music—through at least the
1960s—was the most frequently performed in America.
Their popularity derived in large measure from the
novelty of exotic sounds, idioms, and reflections of
the land of Israel and of the wider Jewish orient, all
clothed in more familiar and relatively conservative
Western formal garb. That brew was fermented
within the context of a quest for a musical aesthetic
that would characterize the spirit of Jewish national
regeneration in an environment foreign to the
cultural sensibilities of the European settlers in Israel.
This came to be known as the Mediterranean style,
or “Mediterraneanism.” Perceived as the road to a
distinctive collective ethos that could in turn form an
appropriate signature music of modern Israel, it was a
much-heralded development, of which Ben-Haim and
Lavry were leading exemplars.

Credit for the concept behind this new national style, as
well as its Mediterranean label, was assigned in 1951 by
critic and writer Max Brod to Alexander Uria Boskovich
(1907-64), also one of Israel’s leading immigrant
composers of that era. Boskovich, who immigrated to
the y’shuv from Romania (Transylvania) after studies in
Vienna and Paris, achieved recognition as one of the
first composers formally and ideologically to address
the issue of a collective Jewish national style. He is
believed to have dubbed the effort “Mediterranean,”
but he appears not to have used that label in any of
his writings.

For its melodic sources, rhythmic impulses, and modal
flavorings, the Mediterranean style drew upon Arabic,
Druse, Circassian, Turkish, and Bedouin wellsprings,
in addition to the many diverse traditions of North
African, eastern Mediterranean, central Asian, and
Near Eastern Jews living in Palestine. Perhaps less
directly, it was also nourished by the sounds of nature
with which the region pulsated. Thus did European
émigré composers often respond to surrounding
pressure as well as to internal impetus as they related
musically to the unique character of the Jewish
ancestral land and its richly variegated folk melos.

On the other hand, many composers came to Palestine
solidly grounded in the canon of European art music;
they had not anticipated, during their student days
or afterward, becoming geographically or culturally
uprooted. With few exceptions, whatever their
individual backgrounds, orientations, or sympathies,
they would not have thought of themselves as
“Zionists” (Ben-Haim and Lavry included) prior to
immigration—especially in the nonvicarious sense
of the label that appertained then. Thus, despite
their welcome in the y’shuv as refugees from the
persecutions in or related to the Third Reich, many
of them felt a sense of cultural displacement for
some time.
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Maintaining a clutch on links to their common
European musical heritage—in the guise of formal
structures, techniques, compositional devices, and
performance forces—could provide an effective balm
for the trauma of cultural disorientation. From external
perspectives, even as the newly “Mediterranean-
oriented” composers willingly relinquished Europe
as their exclusive source for musical substance, their
music could still resonate with classical music audiences
in the y’shuv—which were essentially European in
makeup or cultural origin, dating to one immigration
wave (aliya) or another.

This Mediterranean style, then, for all its melodic,
modal, and rhythmic reliance upon the East, was
never severed from its European anchor nor isolated
from the Western classical continuum. Instrumen-
tation remained confined to European standards—
without forays into ethnomusicological-organological
experiments. Basic tonal skeletal traits, even within
opposing modalities, were generally upheld on
balance; and the standard ensemble types and
performance norms were preserved. Perhaps most
significant in the long run was the retention of the
basic counterpart forms that were enshrined in
the Western canon: the string quartet (and similar
chamber music structures); the symphony, along
with related but less structurally rigorous symphonic
suites, sonatas, concertos, songs and song cycles, and
cantatas; and, as in the case of Lavry and others, even
opera. And when Arabic and other Eastern open-
ended, continuously flowing, and improvisational
models were confronted, they were refracted through
the lenses of established European forms rather
than engendering new structures uninhibited by
Western practice.

This was not the first time Jewish composers had
wrestled with the establishment of a Jewish national
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art music. Earlier, in the first decade of the 20th
century, composers affiliated with the Gesellschaft fur
Judische Volksmusik (Society for Jewish Folk Music)
in St. Petersburg (with branches in other cities in the
Czarist Empire) had turned to Jewish folklore and folk
music as a source for a new Jewish national approach
to composition. The paths, goals, motivating forces,
and artistic substance, however, diverged sharply and
fundamentally between the two episodes.

In the Russian case, Zionist sensibilities had
influenced the awakening to Jewish national-cultural
consciousness and identity in certain urban-intellectual
circles, where an interest arose in identifying,
preserving, and ultimately assimilating Jewish folklore
and folkloristic properties into art music. And, as
in Palestine, the lure of the exotic—although a very
different type of exotica—played a major role. But the
aesthetics were primarily eastern European, heavily
tilted in the secular realm toward Yiddish and Hassidic
folksong—the very musical materials that dedicated
young Zionists, once they had arrived in Palestine
to settle the land, wished urgently (though perhaps
rashly) to leave behind as unwanted reminders of, in
their minds, a subservient Diaspora Jewry.

The Russian-Jewish national music movement
represented a type of ethnic-cultural nationalism even
though it never precluded individual political Zionist
leanings or activities. Unlike the new national style
toward which the proponents of Mediterraneanism
would aim in the y’shuy, the Russian experience was
not bound up inseparably with the land of Israel
and its environs. Individual Gesellschaft composers
(for example, Joel Engel, 1868-1927, appropriately
considered by some the first serious modern Israeli
composer) could and did give occasional, subtly treated
nods to perceived Near Eastern clichés or “orientalism,”
but those moments in a few songs are more a matter



of device than style, and other Gesellschaft composers
did not necessarily think in similar terms. The Russian
episode revolved not so much around a specific
preordained set of semiotic materials, nor around
stylistic considerations, but around a principle. In
accord with that principle, just as Czech, Bohemian,
Moravian, Finnish, Russian, and other ethnically distinct
19th-century composers had chosen to do with respect
to their individual folk music traditions, Russian-Jewish
composers believed that a similar Jewish national art
music could be built by drawing on Jewish folklore
(although the Society affiliates concerned themselves
only with some, albeit major, aspects of world
Jewish folklore).

The movement in Russia did not seek to formulate
or advance any particular style. Indeed, it would be
impossible to construct, as did Brod with regard to
the Mediterranean style, any compact defining list of
stylistic traits or characteristics common to the music
of even its most exemplary composers: for example,
Joel Engel, Joseph Achron, Lazare Saminsky, Mikhail
Gniessen, Solomon Rosowsky, Jacob Weinberg,
Alexander Krein, or Moses Milner. The only common
factor was their incorporation—in a variety of
individual ways—of historically Jewish (or perceived
s0) source derivations, sacred or secular.

What emanated from the Gesellschaft was, in reality, a
school, not a style. The same has been alleged by some
critics with respect to the concept of Mediterraneanism
in the land of Israel. To some detractors it appears
more a practice than a style, although distinctive
features are audible even to the layman throughout
much of its repertoire. But if this is a matter on which
reasonable people can disagree, no similar debate is
likely to be generated by any reconsideration of the
Gesellschaft episode; no one ever claimed that school
to have created a pervasive style per se.

The notion of musical irrelevance in the context of
physical relocation—viz., with respect to previous
styles—was not at issue in St. Petersburg. In the y’shuv,
however, the ideological question concerning new
music seemed to be one of musical appropriateness
to an entirely new geographic and cultural
environment. And that concern bespoke a typically
modern Zionist perspective (though now pretty much
passé) concerning cultural relevance vis-a-vis Jewish
modernity—a perspective framed by dialectics of old
versus young, religiously backward versus progressively
secular, outmoded and unmodern versus dynamic and
new aesthetic sensibilities appropriate to the new
Jewish worldview embraced by the Zionist ideal.

These two very different approaches to, and
conceptions of, a Jewish national art music diverged
on yet another, more elusive yet significant plane
of geography. In their quest, the Russian Jewish
composers of the Gesellschaft milieu were concerned
with Jewish melos, language, and other folkloric
properties that had flourished for many generations
in large outlying regions of the Czarist Empire (and, by
extension, in Yiddish-speaking areas of the Hapsburg
Empire). But their creative reflections in their music
did not extend beyond cultural considerations to
include geographical, climatic, or topical parameters
of those regions; nor were those composers interested
equally—as composers—in the musics of the
neighboring or host peoples in those regions.

To the contrary, the Mediterranean style—to the extent
that we can accept its collective attributes as a style—
might be understood as a Jewish musical nationalism
inherently grounded in a particular geography: the
landscape of the land of Israel and its surrounding
Near Eastern geographical as well as cultural contexts.
The effect of landscape upon composers in the y’shuv
was acknowledged there by the early 1930s, especially
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in the broadest sense of that landscape—not only its
physical and topographical, but its aural, atmospheric,
archaeological, and myriad other intangible features
in “the length and breadth of the land” as well. “What
are the features that are common to works written in
this [Mediterranean] style?” asked Brod rhetorically as
a prelude to his reply, in part necessarily subjective, in
part as amorphous as any attempt to describe musical
style, and in part factual:

Their music is southern, suffused within brilliant
light, like the air of the Mediterranean lands,
translucent, striving for clarity—its rhythms
love harshness, an irregular pulse, and ostinato
repetition, but also that variation technique that
never stands still, sweeping all before it with its
seeming irregularity and impulsive freedom.

Movements are often linear in structure, certain
passages are written in unison, with no polyphonic
pretensions. There is no mistaking the influence
exercised by the melos of the Yemenite Jews,
the abandonment of major-minor tonalities,
the recourse to older modes, the neglect of
the augmented second so characteristic of the
Diaspora.... Climate and landscape, the shepherd'’s
song, oboe and clarinet all play a part. The
accompaniment of timpano and tambourine,
whether real or merely suggested, merely
imaginative, gives many of these structures ... a
monotonous, not to say strangely narcotic stamp.

In his retrospective account of music among the
Jews in Palestine prior to the War of Independence,
Israeli musicologist Jehoash Hirshberg becomes one
of those critics who challenges Mediterraneanism
as a coherent style. For him it was—is—"nothing
more than an aggregate of rhythmic, melodic, and
harmonic patterns and types which were semiotically
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loaded through their recurrent use in some of
the compositions of the 1930s and 1940s.” Yet he
acknowledged that such works were, by virtue of
those evocative components, highly communicative—
gradually acquiring the Mediterranean stylistic label
and, eventually, the descriptive umbrella of “Israeli
music.” All of that may be true to one degree or
another, and of course, the description applies
at best—even as used by its adherents—only to
some composers of the era. Others, such as Joseph
Tal [Gruenthal; b. 1910], avoided the transparent
ethnicity of that path in pursuit of international
20th-century styles and idioms. Nonetheless, for the
music and the composers generally identified within
the Mediterranean rubric, those semiotic arsenals of
musically derivative materials—when assimilated into
Western forms with techniques that appear to have
been adapted expressly for that purpose—can provide
a recognizable character. Whether that amounts to a
“style,” as opposed to a practice, might be semantic
disputation. That there is much variety and individuality
among the works of composers commonly viewed
under the Mediterranean glass only speaks to their
talents as original artists—not necessarily to a fiction
of taxonomy.

Certainly it can be conceded that the Mediterranean
rubric has been abused; yet no more appropriate
toponymy has emerged to take its place. It is difficult
enough to reduce to words any clarification of so
abstract a thing as musical style or type, especially
without accompanying aural illustrations at every
juncture. And indeed there are theorists and critics
who decry all descriptive categorization of music as
artificial in principle. Still, there are times when a
simple, minimally worded but imperfect embracive
tag is needed to transmit an understanding or
appreciation—even if it risks oversimplification.
Here, the Mediterranean designation can be useful



in signifying a Near Eastern musical inclusiveness
within an intended twin context of Western structural
comfort and general audience appeal.

4

PAUL BEN-HAIM was born in Munich, where he began
his musical studies at the age of nine, studying violin
and, later, piano, harmony, and counterpoint. His
family—the Frankenburgers—though not committed
to religious or ritual observances, identified with the
Liberal Jewish community there. His mother came
from a completely assimilated family, many of whom
were converts to Christianity. But his father (whose
own father had been an occasional lay cantor in the
local synagogue in Uhlfeld, in Franconia) was active
in local Jewish affairs from time to time. According
to Ben-Haim’s recollections, his father attended
the major Liberal synagogue in Munich with some
regularity, often bringing the young Paul; and prior
to the First World War he held an honorary office as
deputy president of the Munich Jewish Community
(Israelitische Kultusgemeinde Mdnchen). Shortly after
beginning his piano and composition studies at the
Akademie der Tonkunst in Munich, Ben-Haim was
called up for army
service and fought at
the French and Belgian
fronts. By that time he
had been composing

intensely and, for
his age, prolifically,
with a particular

focus on lieder.
When he resumed his
conservatory  studies
after the armistice, he

‘ ,\_. became a composition

student of Friedrich Klose, who had been a pupil of
Bruckner, and he pursued conducting as well.

Between 1920 and 1924 Ben-Haim was an assistant
conductor at the Bavarian State Opera, where he
worked under Bruno Walter and Hans Knappertsbusch.
After that he conducted the Augsburg Opera until
1931. Between 1926 and his immigration to Palestine,
in 1933, he wrote a number of choral as well as solo
Psalm settings and motets on biblical texts (Isaiah,
Ecclesiastes, Job)—all in German. Although his
biographer has alluded to some of these pieces as
“works of Jewish character and content,” no evidence
is provided to the effect that they were so intended;
it is difficult to see them as anything other than
biblical expressions well within the western European
art music tradition, notwithstanding the composer’s
obvious interaction with the spiritual significance
of their texts. Many truly Judaic and Judaically
inspired works were to come, but only after his aliya.
Indeed, Ben-Haim described his biblical motets as
“religious music in the widest sense, without a specific
liturgical purpose.”

Ben-Haim was befriended in Germany by the Jewish
composer Heinrich Schalit (1886-1976), who was born
in Vienna but lived and worked in Munich beginning
in 1907. Schalit, unlike Ben-Haim at that stage,
developed solid and overt Zionist sympathies—which
he expressed artistically through his settings of poetry
by Yehuda Halevi extolling the primacy of “the East”
(read Jerusalem and the Holy Land) for Jews. Schalit,
who turned his attention increasingly to Judaically
related as well as specifically functional liturgical
music, became the organist and choral director in
1927 at Munich’s prestigious Liberal synagogue (the
Great Synagogue), where he worked with the brilliant
cantor and cantorial composer Emmanuel Kirschner.
Following Schalit’s immigration to the United
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States, he became one of America’s most important
synagogue composers—especially in the Reform
arena. Despite their mutual respect and admiration,
he was unsuccessful in his several attempts to persuade
Ben-Haim to contribute his gifts to synagogue music,
or at least to Jewish expression. “I felt it my duty,”
Schalit reflected, “to try to convince him of the need
to channel his talent into the music of the Jewish
culture.” Ben-Haim did conduct a concert of Schalit’s
Halevi songs, and in 1928 Schalit’s songs and a trio by
Ben-Haim were programmed together. Even though
Ben-Haim did not surrender to Schalit’s pressure,
preferring to perceive himself artistically as historically
and culturally German, Schalit always felt that he had
at least “kindled the Jewish flame” in him—a flame
that would blaze and radiate his art for more than
four decades.

Following his abrupt termination from the Augsburg
Opera in 1931, Ben-Haim was unable to find a similar
full-time post elsewhere in Europe, and he could
concertize or present his own works only on a one-off
basis. He attempted to ignore or overlook the growing
anti-Semitism during that period, but after the virtual
handover of power to the National Socialists in 1933
through their invitation into the government—his
sense of alienation further fueled by the launching
of anti-Jewish restrictions and other persecutions—he
determined to emigrate. The party’s perverse racial
views vis-a-vis music and musicians—especially with
respect to Jews—had been made known in print
even before the 1932 elections that led to Hitler's
appointment as chancellor and the National Socialists’
assumption of complete power. Now the musicians’
union ordered its branches to oppose “racially foreign
phenomena, Communist elements, and people known
to be associated with Marxism”—i.e., largely “Jews,”
as Ben-Haim was no doubt astute enough to read
it. Moreover, his partially “neo-Baroque” Concerto
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Grosso was premiered in Chemnitz in March 1933,
only to elicit a comment in the local press condemning
the management of the orchestra for permitting it to
perform a work by a Jew. In a 1971 autobiographical
sketch published in Israel, Ben-Haim defined that
incident as the decisive moment in his decision to
emigrate. Possibly influenced by Schalit, he gave first
consideration to Palestine and made an exploratory
trip there two months later.

On that preliminary trip Paul Frankenburger
changed his name to Paul Ben-Haim—not out of a
Zionist cultural incentive to Hebraicize it, but simply
to avoid detection by the British authorities for
performing concerts, which was a violation of the “no-
employment” provision of his temporary visa. Having
determined that he could probably make a living and
at least survive artistically in the y’shuv, he returned to
Germany to organize his actual immigration—which
occurred in late autumn 1933.

Of the composers who eventually made up the hard
core of the “establishment” in the y’shuv or in the early
decades of the state, and who contributed mightily to
the rich musical life there, several were, like Ben-Haim,
German Jews who emigrated directly from Germany.
Erich Walter Sternberg (1891-1974) preceded Ben-
Haim by two years, but Ben-Haim was the first
German-Jewish composer of any significance to arrive
in Palestine following the installation of the National
Socialist regime. There followed Karel Shalmon [Karl
Salomon; 1899-1974], Hanoch [Heinrich] Jacoby (1909-
90), Joseph Tal, and Haim [Heinz] Alexander (b. 1915).
Others who were not German born and hailed from
various countries in Central or eastern Europe can—by
virtue of study as well as professional life in Germany
for some formative period—be considered products
of the German cultural orbit and musical sphere. To
that category may belong Odeon Partos (1907-77),



originally from Budapest but from Berlin since 1929,
and Marc Lavry (see page 10).

Ben-Haim'’s association with Bracha Zefira (1910-90),
the famous Yemenite Jewish folksinger who had a
seminal impact on Israel’s cultural life, had a fortuitous
influence on the development of his own musical
language. Between 1939 and 1949 he was Zafira’s
accompanist for concerts. He also arranged many of
the songs she introduced to him, and he quoted from
them in some of his orchestral works. Apart from
specific songs, the stylistic imprint of her Yemenite,
Bokharian, Persian, Arabic, Ladino, and other eastern
Mediterranean, North African, and Near Eastern
Jewish repertoires is apparent in much of his oeuvre—
especially insofar as it reflects characteristic modalities,
ornamentation, evocative embellishments, and other
semiotic patterns and motifs.

Though he arrived in Palestine with no illusions of
instant success—in fact with serious concerns about
competing for remunerative work—let alone of
artistic acknowledgment in a world to which he was
an unknown newcomer, Ben-Haim eventually achieved
recognition beyond anything he would have imagined.
He served as president of the Israel Composers League
in 1948, and he taught at the Jerusalem Academy of
Music (1949-54), though he declined an invitation to
become its director. He also taught at the Shulamith
Conservatory in Tel Aviv. But his role in influencing
future serious composers involved private tutorials
in his home. One of his first composition students to
attain a position of prominence among the second
generation of Israeli composers was Ben-Zion Orgad
[BUschel; b. 1926]. In 1945, for his first symphony
(1940), Ben-Haim shared the Tel Aviv municipality’s
annual prize in memory of the composer Joel Engel
with Mordecai Seter [Starominsky; 1916-94]. (Seter's
winning work was his Sabbath Cantata. An honorary

prize was also awarded to Solomon Rosowsky [1878-
1962], Engel’s colleague in Russia in the activities of
the Gesellschaft fur Judische Volksmusik.)

In 1953 Ben-Haim was again awarded the Engel
prize—for his second symphony, about which Brod
wrote, it “satisfies to a high degree our longing for
an explicitly Jewish music.” And in 1957 Ben-Haim
received the coveted Israel Prize—the nation’s most
prestigious award for achievement in the arts, science,
scholarship, and public service—for his orchestral suite
with soloists, The Sweet Psalmist of Israel, which had
been commissioned by the Koussevitzky Foundation.
By that time he had become one of the few lIsraeli
composers to enjoy a truly international reputation.
His catalogue as Ben-Haim—viz., following his aliya
in 1933—includes nearly 150 works (in addition to
the more than 100 pieces he composed while still in
Germany). These encompass numerous other orchestral
pieces; solo sonatas, suites, and concertos; chamber
music for a variety of combinations; many original
songs as well as arrangements; individual choral
settings; and larger-scale choral cantatas. Notable in
the last category are The Vision of a Prophet (Ezekiel
37), which includes a male speaking choir in addition
to other choral, solo, and orchestral forces; Liturgical
Cantata, which comprises concert settings of liturgical
texts; and Hymn from the Desert—on texts from the
Dead Sea Scrolls—commissioned by the America-Israel
Cultural Foundation. His oratorio Joram, completed in
Germany shortly before his decision to leave, received
its premiere in Jerusalem in 1979 in a Hebrew version
by David Frischmann. It is an intensely spiritual,
even religious, but in no way Judaic work based on
Rudolf Borchardt's Das Buch Joram, and Ben-Haim
is said throughout his life to have considered it his
magnum opus.

To acknowledge his role in kneading the dough and
molding the material for one prong of a Mediterranean
8.559452



Bracha Zefira
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From left, composers Mordecai Seter and Menahem Avidom, Yemenite dancer Margalit Oved, conductor Gari Bertini,
and Paul Ben-Haim on tour in the United States, 1957.
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approach—one with his distinctive stamp and that of
his time and environment—is not, as some would fear,
to reduce the aggregate product of Israeli composers
of that era to a dogmatic, artificially academic, or
chauvinistic monolithic style. Ben-Haim was neither
an ethnomusicologist nor a folklore collector, and he
never claimed that personal systematic field research
among ethnically distinct communities constituted
the source of his compositional ingredients. He relied
instead, as did most of the Israeli composers associated
with the Mediterranean sobriquet, on secondary—i.e.,
concert—performances, which in his case involved
principally his close work with Bracha Zefira, and to
some extent on notated collections. Some revisionists
have suggested that because he relied only on such
secondary transmission of indigenous properties—and
therefore they could not have gestated within him—
he did not actually contribute to modeling a style. This
may be an exercise in summoning a purely academic
adversarial argument out of the aurally obvious. One
cannot dismiss the transparency of assimilated eastern
Mediterranean and Near Eastern elements in Ben-
Haim'’s music or that of some of his contemporaries.
That is not to say he necessarily operated as an
ethnological theorist. As a composer of his time
and place, he naturally reflected his atmosphere,
absorbing its ubiquitous sounds in his own music.
Of the intersecting albeit individual stylistic planes
of Israel’s musical creativity during that period, Ben-
Haim'’s was certainly one. That it represents a natural
rather than a contrived process need not preclude its
perception as one Israeli style.

MARC LAVRY was born in Riga, Latvia, but he
received his major musical education in Germany.
He studied composition at the Leipzig Conservatory
with Paul Graener, and conducting privately with
Hermann Scherchen and Bruno Walter. He also studied
architecture at the Technical College in Oldenburg.
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After two years as conductor at the opera house in
Saarbriicken, he went to Berlin, where he became
music director and conductor for Rudolf von Laban’s
dance theater. He wrote music for Max Reinhardt’s
theatrical productions and for films, and in 1929
he assumed the post of conductor of the Berliner
Sinfonieorchester (Berlin City Symphony Orchestra).

During his years in
Germany, Lavry began
to address Jewish
subjects in some of his
music. His orchestral
piece, Hassidic Dance
(op. 22) and his Jewish
Suite for string quartet
(or string orchestra)
were both premiered
in Berlin in 1930 and
1931 respectively. He
also evinced an interest
at that stage in artistic conceptions of other folksong
traditions, as demonstrated by his Variations on a
Latvian Folksong (op. 11), which received its premiere
by the Berliner Sinfonieorchester.

Lavry returned to Riga in 1933, two months after the
National Socialists assumed power in Germany. The
following year, the Riga Radio Broadcasting Symphony
Orchestra gave the performance of his symphonic poem
Ahasverus, the Eternal Jew, written the same year. But
in the wake of the Fascist coup there, he determined
to emigrate permanently. He had not become involved
with Zionism, so that Palestine represented only one
out of several options for him; he briefly considered
both the United States and Russia as well. Like Ben-
Haim, he made an exploratory trip to Palestine, after
which he decided on aliya. He and his wife arrived there
to settle in 1935. He was able to extend his otherwise



temporary visa through the political department of
the Jewish Agency for Palestine on the grounds that
he was composing incidental music for the Ha'Ohel
Theatre in Tel Aviv.

Within his first year in the y’shuv, Lavry wrote a
symphonic poem for string orchestra, Al naharot bavel
(By the Rivers of Babylon), programmatically related
to Psalm 137 and the Babylonian Captivity. However,
he came to straddle the line between art music and
popular folk-oriented song. He not only incorporated
indigenous folk material and echoes in his concert
pieces—on the “Mediterranean” model—but he also
composed original folk-type songs, the first of which
was his Shir ha’emek (Song of the Valley [emek]),
which referred to the Jezreel Valley in the north and
evoked and celebrated the pioneering spirit of land
reclamation and agricultural settlement there. He
then developed it into a symphonic poem, titled simply
Emek, which became one of his best-known pieces. It
was premiered by the Palestine Symphony Orchestra—
the first time it programmed a work by any y’shuv
composer—and was later included in its first world
tour as the Israel Philharmonic Orchestra. A preview
of the premiere in the Israeli newspaper Ha‘aretz
dubbed it the “first symphonic hora”—referring to the
quintessential emblematic modern Israeli folk dance
pattern that pervades the piece.

There followed Lavry's oratorio Shir hashirim (Song
of Songs, 1940), and his opera Dan hashomer (Dan
the Watchman, 1945), premiered by the Palestine
Folk Opera and generally considered the first Hebrew
opera composed in the y’shuv to be produced in Israel
(Palestine). Written to a libretto by Max Brod and
based on Shin Shalom’s play Shots on the Kibbutz, the
opera was produced thirty-three times in eight cities
and towns in Palestine. Throughout the music Lavry
juxtaposes eastern European musical clichés and motifs

against Near Eastern ones as a way of representing
distinctions, almost as typological leitmotifs, between
the older generation of immigrants from eastern
Europe and the young generation of pioneers and
kibbutz workers.

Lavry conducted the Palestine Folk Opera from
1941 until 1947. From 1950 until 1958 he was music
director of Kol Tziyon Lagola (The Voice of Zion to the
Diaspora), a short-wave radio network that broadcast
to Jewish communities outside Israel.

Also among Lavry’s important works are four
symphonies; four additional oratorios; two piano
concertos; violin and viola concertos; chamber music for
various small combinations; Songs of Israel, a children’s
cantata; From Dan to Beersheba, a concert overture
for orchestra; theater, ballet, and other dance music;
Carmel, a symphonic poem; many songs; numerous
orchestral arrangements of popular melodies and
songs; and another opera, Tamar.

YEHEZKEL BRAUN (b. 1922), who can be considered a
representative of the generation of Israeli composers
immediately following that of Ben-Haim and Lavry,
was born in Breslau—historically and culturally, as well
as politically at that time, part of Germany, but now
Wroctaw, Poland. Two years later his parents emigrated
to Palestine, where he
began his musical studies at
an early age. At the Israel
Academy of Music (formerly
the Rubin Academy and
now the Buchman-Mehta
School of Music) he studied
with Alexander Boskovich.
Braun also earned a master’s
degree in classics (Greek
and Latin philology) at Tel
Aviv University.
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Braun has harbored a lifelong interest in both Hebrew
and Gregorian chant. In 1975 he spent a year at the
Benedictine Monastery at Solesmes, France, studying
Gregorian chant there with Dom Jean Claire, one of
its leading authorities. In 1966 he became a professor
of music at Tel Aviv University, a post he held until
his retirement.

Braun’s twin interest in liturgical chant and Jewish folk
music is reflected in many of his compositions. Among
his important works inspired by Jewish subjects
or Judaic themes are Psalm for Strings (1960) and
Illuminations to the Book of Ruth (1966), an orchestral
piece. His catalogue includes many other choral and
orchestral works, chamber music, lieder, and music
for theater, film, and dance. In addition to the Hallel
Service recorded here, he has composed a number of
other liturgical works on commission from American
synagogues. These include a Sabbath evening service;
V’haya ... (And It Shall Come to Pass), on verses from
Isaiah; Shir Hama“alot, a setting of ten Psalms for vocal
quartet and string quintet; and other Psalm settings.
Braun has written analytical studies of melody and
modality, and he has published Hebrew translations of
classical Greek poetry. He also compiled and edited an
anthology of traditional Jewish melodies. In 2001 he
was awarded the Israel Prize for music.

—Neil W. Levin

@ Program Notes

KABBALAT SHABBAT—Friday Evening Service
(excerpts)
Paul Ben-Haim

In the summer of 1966 the Jerusalem Joint Center
for Action in the Diaspora sent Ben-Haim to America
to participate as a kind of “artist-in-residence” in
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a special project within a summer camp program of
the National Federation of Temple Youth (NFTY)—the
youth wing of the American Reform movement. That
project, called Arts in Judaism, was initiated by Cantor
Raymond Smolover, who was then the executive vice
president of the American Conference of Cantors—the
national association of cantors serving Reform pulpits.
Many prominent artists and writers had been similarly
involved with the project, whose purpose Smolover
described as “not only to develop the talents of
gifted young people whose contributions will enrich
synagogue life in the coming years, but also to make
a lively community where creative artists and men
of religion discover how each group can reinforce
the other.”

As part of his interaction with the program, NFTY
commissioned Ben-Haim to compose a formal, full-
length Sabbath eve service—one that could find use
in Reform synagogues for actual worship. Thus was
born his Kabbalat Shabbat, written according to the
liturgical format of the Union Prayerbook, which at
that time was still the official and nearly exclusive
prayerbook of American Reform.

The title is misleading. This is primarily not a kabbalat
shabbat service, even though it incorporates two
abbreviated texts from that liturgy. In origin as well
as current traditional practice, kabbalat shabbat
(welcoming the Sabbath) is a distinct service that
not only precedes arvit I'shabbat—the Sabbath eve,
or Friday evening service—but actually commences
just before sundown at the end of the day on Friday.
Although the conclusion of kabbalat shabbat is usually
followed directly by arvit I'shabbat, the two liturgies
are independent, with no element of one appearing
in the other. However, the Union Prayerbook did
not distinguish between the two services; nor has
American Reform been concerned historically (unlike



its counterparts in other countries, e.g., Great Britain)
with the actual time of sundown on the eve of Sabbaths
or holy days. Thus the format Ben-Haim addressed was
one that incorporated and intermingled elements of
both liturgies into a single Sabbath eve service.

Psalm 98 and I’kha dodi are two of the texts in the
Union Prayerbook that are drawn from the traditional
kabbalat shabbat service; the other prayer texts of Ben-
Haim'’s service, with the exception of Lighting of the
Sabbath Candles, have their origins in the Sabbath eve
service proper. Curiously, /’kha dodi is called Sabbath
Hymn in his score, an appellation that applies as a
literary term to the poem, but not—in its usage in the
realm of sacred music—to the same sung text within
the order of the liturgy. The tune to which its refrain
is set was adapted from an old melody the composer
understood to have been sung by Sephardi Jews in
Israel to the unrelated poem Y’did nefesh (Beloved of
My Soul [God]). This poem, with its origins in kabbalistic
mysticism, was not generally familiar to American
Jewry (Reform or traditional)—outside Hassidic circles,
where it has long been recited—until the 1960s, when
it was encountered in Israel by the increasing numbers
of American Jewish visitors. The melody is published
in an important Sephardi collection edited by Léon
Algazi (Chants Séphardis; 1958).

The full text of /’kha dodi as it appears in traditional
prayerbooks contains nine stanzas. The truncated
version in the Union Prayerbook, however, as set here,
retains only the second, fifth, and final stanzas.

The second movement, Lighting of the Sabbath
Candles, is a setting of the b’rakha for the traditional
home ritual, which American Reform practice
incorporated into the synagogue service. A b’rakha
(plural, b’rakhot) is a generic term for an anaphoric
prayer formula commencing with the phrase

barukh ata adonai (You are worshipped, Lord) and
proclaiming to God that He is to be worshipped for a
particular attribute or for having provided a particular
commandment—in this case the rabbinic command-
ment to light Sabbath candles. Notwithstanding its
common but misleading translation as “blessing,” or,
only a bit less accurate as “benediction,” the term
b’rakha has no acceptable English equivalent.

Kindling a flame is prohibited on the Sabbath by
halakha (Jewish law) as followed by traditionally
observant Jews; the candles are lighted, usually at
home, just prior to sunset on the eve of the Sabbath.
But since the prohibition as a matter of law does not
apply in Reform practice, it was possible beginning
in the 19th century to include the ritual in Friday
evening services, even well after sunset. One of
the rationales behind this innovation—apart from
aesthetic considerations—was to ensure the retention
of this important ceremony, or at least its reflection,
at a time when, in the early stages of Reform
development, some congregants did not do so at
home or were insufficiently able to recite the Hebrew.
This is not the only case of home ceremonies or rituals
being transferred to the synagogue in America, as
a way of preserving them. Even though the home
candle-lighting ritual has always been encouraged
in Reform practice—even if it is duplicated by public
synagogal performance—and even though, by the
second half of the 20th century, Sabbath candles were
routinely lighted at home by a much larger number
of Reform-affiliated households than previously, the
ceremony still prevails in the formal worship of many
Reform synagogues.

Since the lighting of the Sabbath candles is most
commonly associated with the obligation for Jewish
women, this setting—like most formal compositions
for this b’rakha—specifically calls for a female soloist.

8.559452



In Ben-Haim's setting of the b’rakha at the end of the
prayer mi khamokha, the choir is inexplicably called
upon to repeat the cantor’s initial three words (barukh
ata adonai) as a response. This has no basis from any
liturgical standpoint. Nor does such repetition ever
constitute a correct response.

Although a formulaic congregational response of
different wording (barukh hu uvarukh sh’mo—
Worshipped is He and praised be His Name) is properly
articulated after that three-word incipit of a b’rakha
when uttered by the prayer leader in certain other
contexts or services—in sections of morning and
afternoon services, for example—there should be no
such response in any arvit (evening) service. There (as
at other places in the liturgy), congregational or choral
responses within b’rakhot are deemed to disrupt the
flow of prayer. For reasons that have never been
adequately explored from an historical perspective,
the misguided application of this response to b’rakhot
in the evening service has become an entrenched
habit, even in many synagogues where the leadership
is aware of its incorrectness. (In classic Reform practice
as reflected by the Union Prayerbook, this response at
one time was eliminated for al/ services, although out of
other considerations.) The error has been perpetuated
in most musical compositions for applicable prayers
of evening services, including settings composed in
19th-century Europe by otherwise knowledgeable
cantor-composers. That Ben-Haim avoided using that
response in this work is admirable. But why he chose
to replace it with a choral echo of the three-word
incipit of the b’rakha itself—and, more to the point,
why he was not advised to remove that repetition—
defies explanation.

Equally strange is the license taken by the composer
in establishing a reversal of roles between cantor
and choir-congregation in the concluding b’rakha
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of his setting of hashkivenu. The choir intones
the b’rakha in its entirety, to which the cantor
merely responds “amen”—admittedly original, but
without justification.

For the concluding hymn, adon olam, Ben-Haim
also turned to folkloric melodic material. He based
his setting on motives of a Ladino (Judeo-Espagnol)
folksong, Los Gayos (The Cocks), which also appears in
the Léon Algazi collection.

Although it is reflected in the Union Prayerbook only
by the instruction “Benediction” following the text of
adon olam, it has been common practice in American
Reform throughout much of the 20th century to
conclude Sabbath evening as well as other services
with the threefold “priestly blessing,” pronounced by
the rabbi and/or sung by the choir. This is a formula
(y’'varekh’kha adonai v’yishm’rekha . . .; May the Lord
bless and keep you . . .) that derives from the Torah
(Numbers 6:24-26). It was also part of the ancient
Temple ritual and is part of the statutory morning
prayers as well as the ceremony of blessing by the
kohanim (priestly descendants), but it is not part of
any evening services in traditional rites. These words
have also become ubiquitous as an adopted generic
benediction in American society—not only in church
services (especially Protestant formats) but for secular
ceremonial occasions that include nonsectarian clerical
benedictions, such as commencement exercises.
Although the Reform Sabbath eve quotation of the
“priestly benediction” may have faded in recent
years, Reform repertoire contains many individual,
self-contained choral settings. Ben-Haim, however,
creatively joined his setting to adon olam.

He explained in a preface to the published work that he
had tried to “set the prayers to music in as simple and
modest a style as possible to express the spirit of the



Jewish liturgy.” Any more complex musical language,
he added, was reserved for the organ or instrumental
introduction and interludes. Indeed, the choral
writing is straightforward throughout and essentially
homophonic much of the time. In some sections the
four-part chorus in effect sings in two parts, with
tenors doubling sopranos and altos doubling the bass
lines. Counterpoint is minimal, but cleverly deployed.
Particularly effective are the opening passages of
hashkivenu, in which the treble voices are in unison
doubled by the basses, against which the tenors sing
in parallel fourths.

The use of open perfect intervals in combinations—
fifths and fourths, sometimes enriched by seconds—is
emblematic of the work as a whole. Although these
sonorities echo to some extent the perceived aural
ambience of the Mediterranean approach, they also
echo an overall sound type used frequently by the
major composers for the Reform liturgy in the 1940s
and 1950s and even early 1960s—composers known
to Ben-Haim in Germany, such as Schalit and Herbert
Fromm, who had also studied and spent time in
Munich, as well as others such as Hugo Chaim Adler,
Isidore Freed, and Frederick Piket.

Other imprints of Mediterraneanism in Ben-Haim’s
service are found in bits of ornamentation—subtly and
conservatively employed—and in a diatonic character
flavored with simple modalities.

The fifteen-movement service (of which six are
excerpted on this recording) is scored for cantor solo
(tenor or high baritone), soprano solo, mixed chorus,
and an ensemble of flute, English horn (alternating
with oboe), trumpet in C, harp, and strings. It was also
published in a version for organ accompaniment. It
received its premiere in New York in 1968 at a Lincoln
Center celebration of Israel’s twentieth anniversary,

sung by Cantor Raymond Smolover and the Camerata
Singers, conducted by Abraham Kaplan. Shortly
afterward it was performed as an actual Sabbath
worship service at Temple Israel in Boston, conducted
by Herbert Fromm.

Following the success of Kabbalat Shabbat, Ben-Haim
wrote two additional liturgical pieces: a setting of
ma tovu (1970) for baritone and piano (subsequently
orchestrated), which was commissioned by the Israel
Broadcasting Service; and a 1971 setting of the k’dusha
(sanctification), commissioned by Congregation
Emanu-El in San Francisco for baritone, mixed
choir, and organ. This was not his first encounter
with that major Reform synagogue, but it was his
first composition for its worship services. In 1962
Emanu-El had commissioned three Psalm settings
(Sh’losha mizmorei t’hillim) in honor of its cantor,
Reuben Rinder.

Ben-Haim’s Sabbath eve service could not have been
introduced to the contemporary American Synagogue
at a more culturally receptive time. In 1968 American
Jewry was still pulsating from the euphoria and pride—
newly found in some sectors—afforded by Israel’s swift
victory in the 1967 Six Day War. Suddenly, even among
some circles that had previously shown little interest in
the modern State of Israel or its culture, a new level of
identification emerged.

The American Reform movement had, throughout
the 20th century, encompassed and accepted widely
divergent and even fiercely opposing views and
sympathies with respect to Zionism and, after 1948,
to the State of Israel. And that spectrum naturally
included varying shades of orientation between the
two poles on either end, as well as neutral positions.
Despite the existence of those Reform synagogues
that enjoined even the mention of Zionism in sermons
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or reference to Israeli culture in their music as late as
the 1960s (the most extreme of which were the small
number that, through membership in the American
Council for Judaism, vigorously opposed Israel’s
existence), some of the most important leaders of
American Zionism were prominent Reform rabbis—
such as Steven S. Wise, Abba Hillel Silver, Arthur J.
Lelyveld, and Gustav Gottheil. The showdown in 1967,
the realization of the extent to which Israel’s survival
had been threatened (notwithstanding, of course,
the later round of ex post facto, politically motivated
revisionist accounts that eventually attend virtually
all historical events), as well as the reunification of
Jerusalem under Jewish sovereignty, engendered an
almost instantly broadened sense of solidarity. Within
a short time Israeli flags were displayed alongside
American ones in many synagogues where, until then,
they would not have been found. Equally significant
was the intensified cultural curiosity about all things
Israeli, which was largely blind to sectarian divisions
among American Jewry. Part of that openness grew out
of the emerging younger generations, as exemplified
by the enthusiasm in groups such as NFTY. Music by
Israeli composers and performances by Israeli artists
under the auspices of individual Reform congregations
had certainly occurred earlier, and Emanu-El in San
Francisco had even commissioned a Sabbath service
by Israeli composer Marc Lavry as early as 1958. But
none of those incidents attracted national attention to
the degree of the Ben-Haim service. That his Kabbalat
Shabbat was commissioned not merely by an individual
congregation, but by a wing of the Reform movement
specifically as an Israeli expression—and that it was
premiered at a celebration of Israel’s anniversary
largely under its sponsorship—was a telling indicator
of the extent to which mainstream Reform Zionist
sensibilities and affinities with Israel had advanced.

—Neil W. Levin
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SABBATH EVE SACRED SERVICE
(excerpts)
Marc Lavry

Guest essay by Boaz Tarsi

Marc Lavry's Sabbath Eve Sacred Service was
commissioned in 1958 by Congregation Emanu-El
in San Francisco, that city’s most prestigious Reform
synagogue, which had already established its
credentials in new liturgical music with its commissions
for full-length Sabbath services by Ernest Bloch and
Darius Milhaud.

The work as a whole reflects the composer’s
understanding of both the “new Mediterranean style”
and its points of departure from the eastern European
traditions—a distinction Lavry uses as a compositional
device. His approach throughout the service uses
the Israeli-Mediterranean melos most perceptibly,
but it is clearly cast into the musical idioms, form,
and performance norms of the traditional Askenazi
synagogue—of which he was obviously aware.
Moreover, some of the compositional techniques
of that style are more often used in order to give a
musical feeling or reminder of the late Romantic era
as well.

The orchestral prelude reflects a purely late-Romantic
character, with a few subtle references to biblical
cantillation (Ashkenazi motifs for intoning the
prophetic readings, or haftara). In the lyrical setting
of mizmor shir (tov I’hodot; Psalm 92) one finds the
expression of the Mediterranean style in the modal
treatment of the harmonic material—the parallel
triads and the open fifths both in the chorus and in
the accompaniment. These chords and open fifths
are combined to create a late-Romantic texture. In
the opening words sung by the sopranos (tov I’hodot
ladonai) one can detect a trace of a traditional



Ashkenazi motif for this section of the kabbalat
shabbat (welcoming the Sabbath) service.

In the animated setting of /’kha dodi, the melodic
material, presented as a dialogue between a two-part
women'’s chorus and the men in unison, is a modal line
reminiscent of many Israeli tunes composed in a “folk
style” during the Second and Third Aliya periods, the
y’shuv era, and even into the 1950s. Parallel triads are
also evident in the setting of bar’khu, the beginning
of the core of the evening liturgy (avrit), where a clear
announcement-type statement—the prayer leader
or cantor’s invitation to commence the prayers—is
standard. Here, too, the parallel triads combine to
create a harmonic texture that is at once late Romantic
and modal. Appropriately, they form a fanfare. In this
passage and in the succeeding declaration of God's
unity in the pronouncement sh’ma yisra‘el, Lavry
maintains the traditional format of cantor and choral-
congregational response, including its declamatory
nature—albeit subdued in this interpretation.

Similar references to Ashkenazi liturgical tradition
are evident in the setting of v‘ahavta. As a biblical
quotation, this passage is frequently sung in American
synagogues to the chant of the biblical cantillation
for the Torah—although this is not a biblical reading
per se, but part of k’ri‘at sh'ma (a declaration of
God'’s unity), which is part of all morning and evening
prayers. This is a fairly recent musical practice.
Although the orchestral opening approximates
actual cantillations, Lavry does not quote literally.
Nonetheless, the musical gestures throughout the
section, structured as an interesting duet between
cantor and bass, symbolically emulate the style if not
the precise content of biblical cantillation.

Modal harmony, parallel chordal motion, and folklike
elements are all present in the festive yet lyric

mi khamokha and in the contemplative v’sham’ru
settings. Just as references are made to biblical
cantillation motives in the orchestral opening of
v’ahavta, in the opening measures of mi khamokha the
orchestra recalls the reference to a traditional motif
in the soprano line of mizmor shir—which functions
as a unifying device. The boisterous choral setting of
yism’hu, evoking the spirit of Sabbath joy contained in
the text, is yet another synthesis of late-Romantic style
with the rhythmic character and general mood that
call to mind the Israeli folk dances of that era.

The works of Israeli-American composer and
theorist Boaz Tarsi have been performed and
broadcast widely. He has contributed to such
publications as Modern Judaism, Asian Music,
Musica Judaica, Conservative Judaism, and the
Journal of Synagogue Music. He is a professor at
the Jewish Theological Seminary of America.

HALLEL SERVICE (excerpts)

Yehezkel Braun

Braun’s Hallel Service was commissioned in 1984
by Congregation B’nai Jeshurun in Minneapolis to
celebrate its one hundredth anniversary. Apart from
the title (and content) of this particular work, the
designation hallel (praise) refers to a section of the
liturgy that comprises Psalms 113-118, or verses from
these Psalms. These selected Psalms and verses pertain
to the theme of collective praise for God and for
His attributes of mercy, dependability, and ultimate
wisdom, and have therefore been assigned to the
liturgy for festive, jubilant occasions. Hallel is recited
or sung in the synagogue on the Three Festivals (as
well as at the Pesah seder at home), Hanukka, and
Rosh Hodesh—the beginning of every Hebrew month,
or the “new moon.” Hallel can also be recited—in part
or in full—as part of a synagogue service to celebrate
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or mark a special nonreligious or extra-liturgical
event—the birthday of a monarch, for example.

Although this work was commissioned for its concert
performance to celebrate the synagogue’s anniversary,
it was also envisioned at the time that it could
subsequently be performed for actual hallel services
in synagogues that use musical instruments on holy
days and have both the requisite resources and the
artistic foresight.

Apart from Psalm 114, which is not included among
these excerpts but which was based on a traditional
North African Hebrew tune, the Psalm settings in this
work are entirely original. The two b‘rakhot—one
preceding and introducing the reciting of hallel,
and the other concluding it—however, are based on
what Braun refers to as “an old eastern European
cantorial mode.” Both b’rakhot are introduced by
a slowly pulsating passage in the orchestra, over
which the cantor intones the words. The eastern
European cantorial flavor derives in both cases from
the ornamentation.

Psalm 113 presents a vivid contrast to the plaintive
cantorial introduction in the immediately preceding
b’rakha. Its syncopated rhythms and almost dancelike
spirit mirror the human experience of praising God
as expressed in the text. The bulk of the Psalm is
set according to its strophic, parallel structure. An
orchestral repetition of the introduction serves as a
coda, in which brass play a decisive role in lending
overall brightness.

Psalm 116 features the cantorial soloist in an expression
of praise filled with heartfelt emotion, followed by a
responsorial interplay between chorus and soloist—a
format that dates to ancient psalmody. Solo cello and
double bass obbligatos lend an imaginative touch.
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Psalm 117 is another jubilant articulation, leading into
an extensive interpretation of Psalm 118. The melodic
material of the opening section is used as a refrain,
structurally reflective of the recurrent way these
words, ki I'olam hasdo (for His kindness endures
eternally), are sung congregationally in typical
synagogue contexts.

This work was premiered in 1984 by Cantor Morton
Kula (who had been instrumental in its commission),
the choir of B’nai Jeshurun, and the Minnesota
Orchestra conducted by Marlys Fiterman. In 1993 it
was performed in Israel and broadcast live by Cantor
Alberto Mizrahi with the Kibbutz Choir and the Haifa
Symphony Orchestra conducted by Stanley Sperber.

—Neil W. Levin

% Texts and Translations

KABBALAT SHABBAT (excerpts)

(A Sabbath Eve Service)

Paul Ben-Haim

Sung in Hebrew

Translation from the Hebrew by Rabbi Morton M. Leifman

I. INTRODUCTION AND CHORUS
(PSALM 98)

A Psalm.

Sing to the Lord a new song,
for He has worked wonders;
His right hand, His holy arm,
has won Him victory. . . .

Raise a shout to the Lord, all the earth,
break into joyous songs of praise!



Sing praise to the Lord with the kinor;’
with the kinor and melodious song.
With hatzotzrot? and the blast of the shofar
raise a shout before the Lord, the King.
Let the sea and all within it thunder,
the world and its inhabitants;
let the rivers clap their hands,
the mountains sing joyously together
at the presence of the Lord,
for He is coming to rule the earth;
He will rule the world justly,
and its peoples with equity.

Translation: JPS Tanakh 1999

LIGHTING OF THE SABBATH CANDLES

You are worshipped, Lord Our God, Sovereign of
the universe—for through the observance of Your
commandments we have acquired a sense for
holiness; and You have ordained for us the kindling
of lights for our Sabbath.

SABBATH HYMN (L'KHA DODI)

Refrain:

Come, beloved, and with me turn and face the
approaching bride.

Welcome O bride, welcome O Sabbath.

Strophe [2]
Quickly then, come out to greet her,
for is the Sabbath not the source of all blessings?

1 Atype of stringed instrument in the biblical era, most likely
plucked and analogous to a harp in postbiblical periods.

2 A metallic wind instrument in the biblical era, most likely
analogous to a trumpet in postbiblical periods.

21

For already at creation’s primeval beginning,

God had established the Sabbath.

Scripture teaches that on the seventh day of
earth’s existence—

at the end of the beginning of creation—

God molded the Sabbath into being and blessed
her.

But it was on the very first day of God's work—

at the beginning of the beginning of creation,

that God’s plans for the Sabbath were already
set and sealed.

[REFRAIN]

Strophe [5]

Awaken, awaken!

Your light has come.

Arise and shine,

Awake, awake—

Speak a song! Sing a poem!

The glory of the Lord is revealed to you.

[REFRAIN]

Strophe [9]

Sabbath, you who are your Master’s crown,
come in peace, in joy, in gladness

Into the midst of the faithful

of a remarkably special people.

Come, Sabbath,

O bride come!

[REFRAIN]
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VIl. Ml KHAMOKHA

IX.

Who is comparable among the mighty to You,
O Lord? Who can equal the magnificence of
Your holiness? Even to praise You inspires awe,
You who perform wondrous deeds. Your children
witnessed Your majesty. “This is my God,” they
sang, and repeated, “The Lord shall reign for all
eternity.” And it has been said in Scripture: “For
the Lord has rescued Jacob and liberated him
from a most powerful foe.” You are worshipped,
O Lord, You who redeemed Israel. Amen.

HASHKIVENU

Cause us, O Lord, our God, to retire for the
evening in peace

and then again to arise unto life, O our King,

and spread Your canopy of peace over us.

Direct us with Your counsel and save us

for the sake of Your Name. Be a shield around us.

Remove from our midst all enemies, plague,
sword, violence, famine, hunger, and sorrow.

And also remove evil temptation from all around
us,

sheltering us in the shadow of your protecting
wings.

For You are our guardian and deliverer;

You are indeed a gracious and compassionate
King.

Guard our going and coming, for life and in
peace,

from now on and always.

Spread over us the sheltering canopy of Your
peace.

You are worshipped, O Lord, Guardian of Your
people Israel for all time. Amen.
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XV. ADON OLAM (CONCLUDING HYMN AND

BENEDICTION)

Lord of the world, who reigned even before form
was created,

At the time when His will brought everything
into existence,

Then His Name was proclaimed King.

And even should existence itself come to an end,

He, the Awesome One, would still reign alone.

He was, He is, He shall always remain in splendor
throughout eternity.

He is “One”—there is no second or other to be
compared with Him.

He is without beginning and without end,

All power and dominion are His.

He is my God and my ever living Redeemer,

And the Rock upon whom I rely in time of distress
and sorrow.

He is my banner and my refuge,

The “portion in my cup”—my cup of life

Whenever | call to Him.

| entrust my spirit unto His hand,

As | go to sleep and as | awake,

And my body will remain with my spirit.

The Lord is with me: | fear not.

Priestly Blessing

May the Lord bless you and guard you. Amen.

May the Lord make His face shine on you, and be
gracious to you. Amen.

May the Lord turn His face toward you and give

you peace. Amen.
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SABBATH EVE SACRED SERVICE (excerpts)
Marc Lavry

Sung in Hebrew

Translation from the Hebrew by Rabbi Morton M. Leifman

MIZMOR SHIR (TOV L'HODOT) Psalm 92

A psalm, a song for the Sabbath day.

How good to give thanks to the Lord,

to sing praises to Your Name, Most High.

To tell of Your kindness in the morning,

to tell of Your faithfulness each night.

With a ten-stringed instrument and a nevel,'

sacred thoughts sounded on a kinor.

For You, Lord, have brought me great gladness with
Your creations.

I revel in Your handiwork.

How great are Your works, Lord!

How very profound Your thoughts.

TA type of stringed instrument in the biblical era.

L'’KHA DODI
(See text on page 19)

BAR’KHU
Greet the Lord, to whom all praise is due.
Be greeted, O Lord, be worshipped for all eternity.

SH’MA YISRA’EL
Listen, Israel! The Lord is our God.
The Lord is the only God—His unity is His essence.

Praised and honored be the name of His Kingdom
forever and ever.

V'AHAVTA

You shall love the Lord, your God, with all your heart,
and with all your soul and with all your might. Take to
heart these words with which | command and charge

you this day. Teach them to your children. Recite them
at home and when away, when you lie down [to sleep
at night] and when you arise. Bind them as a sign on
your hand and to serve as a symbol between your eyes
[on your forehead]; inscribe them on the doorposts of
your house and on your gates.

Do all My commandments that you may remember
and be holy unto your God.

| am the Lord your God.

MI KHAMOKHA
(See text on page 20)

V'SHAM'RU

The children of Israel shall keep and guard the
Sabbath and observe it throughout their generations
as an eternal covenant. It is a sign between Me and the
children of Israel forever.

YISM'HU

May they who observe the Sabbath and experience its
delight rejoice in Your sovereignty. The people that
hallows the seventh day will benefit from Your bounty
and abundance. For You took pleasure in the seventh
day and made it a holy day, calling it the most desirable
day—a remembrance of creation.

* ok Kk K

HALLEL SERVICE (excerpts)
Yehezkel Braun
Sung in Hebrew

PRELIMINARY B'RAKHA

You are worshipped, Lord (praised be He and praised
be His Name), our God, Sovereign of the universe—
for through the observance of Your commandments
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we have acquired a sense for holiness; and You have
ordained that we recite the Hallel—the verses of
praise. Amen.

PSALM 113

Hallelujah.

O Servants of the Lord, give praise;
praise the Name of the Lord.

Let the Name of the Lord be blessed
now and forever.

From east to west
the Name of the Lord is praised.

The Lord is exalted above all nations;
His glory is above the heavens.

Who is like the Lord our God,
who, enthroned on high,
sees what is below,
in heaven and on earth?

He raises the poor from the dust,
lifts up the needy from the refuse heap
to set them with the great,
with the great men of His people.

He sets the childless women among her house-

hold
as a happy mother of children.
Hallelujah.

PSALM 116:1-11

I love the Lord
for He hears my voice, my pleas,
for He turns His ear to me
whenever | call.

The bonds of death encompassed me;
the torments of sh’ol [the netherworld] overtook
me.

| came upon trouble and sorrow,
and | invoked the Name of the Lord,
“0 Lord, save my life!”
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The Lord is gracious and beneficent;
our God is compassionate.
The Lord protects the simple;
| was brought low, and He saved me.
Be at rest once again, O my soul,
for the Lord has been good to you.
You have delivered me from death,
my eyes from tears,
my feet from stumbling.
I shall walk before the Lord
in the lands of the living.
I trust in the Lord,
out of great suffering | spoke
and said rashly,
“All men are false.”

PSALM 117

Praise the Lord, all you nations;
extol Him, all you peoples,
for great is His steadfast love toward us;
the faithfulness of the Lord endures forever.
Hallelujah.

PSALM 118
Praise the Lord, for He is good,
His steadfast love is eternal.
Let Israel declare,
“His steadfast love is eternal.”
Let the house of Aaron declare,
“His steadfast love is eternal.”
Let those who fear the Lord declare,
“His steadfast love is eternal.”

In distress | called on the Lord;

the Lord answered me and brought me relief.
The Lord is on my side,

| have no fear;

what can man do to me?



With the Lord on my side as my helper, | praise You, for You have answered me

| will see the downfall of my foes. and have become my deliverance.
The stone that the builders rejected
It is better to take refuge in the Lord has become the chief cornerstone.
than to trust in mortals; This is the Lord’s doing;
it is better to take refuge in the Lord it is marvelous in our sight.
than to trust in the great. This is the day that the Lord has made—
let us exult and rejoice on it.
All nations have beset me; O Lord, deliver us!
by the Name of the Lord | will surely cut them O Lord, let us prosper!
down.
They beset me, they surround me; May he who enters be blessed in the Name of
by the Name of the Lord | will surely cut them the Lord;
down. we bless you from the house of the Lord.
They have beset me like bees; The Lord is God;
they shall be extinguished like burning thorns; He has given us light;
by the Name of the Lord | will surely cut them bind the festal offering to the horns of the altar
down. with cords.
You are my God and | will praise You;
You pressed me hard, You are my God and | will extol You.
I nearly fell; Praise the Lord for He is good,
but the Lord helped me. His steadfast love is eternal.
The Lord is my strength and might;
He has become my deliverance. Translation: JPS Tanakh 1999

The tents of the victorious resound with joyous
shouts of deliverance.

“The right hand of the Lord is triumphant! CONCLUDING B’RAKHA
The right hand of the Lord is exalted!
The right hand of the Lord is triumphant!” Let all You have brought into existence praise You,
Lord our God; and Your pious followers, the righteous
I shall not die, but live ones who obey Your will, and all Your people, the
and proclaim the works of the Lord. house of Israel, will join in joyously giving thanks and
The Lord punished me severely, worship to You. May they praise and glorify, extol and
but did not hand me over to death. revere, sanctify and affirm the supreme sovereignty of
Your Name, our King. For it is good to give thanks to
Open the gates of victory for me You, and it is fitting to sing praises to Your Name; for
that | may enter them and praise the Lord. You are the God of all ages. You are worshipped, Lord,
This is the gateway to the Lord— King extolled with praises.

the victorious shall enter through it.
25 8.559452



/9 About the Performers

CANTOR MEIR FINKELSTEIN
was born in Israel in 1951. His
family emigrated to England
when he was four years
old, after his father, Cantor
Zvi Finkelstein, accepted a
position at one of London’s
premier congregations. Meir
soon joined his older brother
Aryeh in accompanying their
father at services, and the
three went on to release
a number of liturgical
recordings. At fourteen, he
became the youngest cantor in Europe when he took
his first professional post at a synagogue in Glasgow.
Five years later he assumed the cantorial post of the
Golders Green Synagogue in London. While there, he
studied at the Royal College of Music and graduated
with honors, receiving his ARCM diploma in singing,
piano, and composition. In 1974 he emigrated to
the United States to assume the pulpit at Beth Hillel
Congregation in Wilmette, lllinois, but in 1978 he
moved to Los Angeles, where he served as cantor at
Sinai Temple in Westwood for eighteen years. During
this time he composed more than 100 works for the
synagogue, many of which have been performed
in congregations around the world. He also became
active in Hollywood, composing music for television
shows including Dallas and Falcon Crest. In 1995 he
premiered his symphonic/choral work Liberation at the
Dorothy Chandler Pavilion in Los Angeles. The work
was composed to commemorate the liberation of
the concentration camps after the Holocaust. Cantor
Finkelstein is also known for his musical score to Steven
Spielberg’s television documentary Survivors of the
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Shoah. Currently he serves as cantor of Congregation
Shaarey Zedek, in Southfield, Michigan.

For more than seventy-five years the BBC SINGERS,
Great Britain’s only full-time professional chamber
choir, has commissioned, premiered, and recorded new
works by many of the 20th century’s leading composers
and worked with some of its most distinguished
conductors. Soon after the company’s organization, in
1924, the BBC recognized the need for a permanent
choir. The ensemble’s pioneering daily live broadcasts
of religious services, with much of the music delivered
only minutes before broadcast time, helped develop
its acclaimed musicianship and sight-reading skill.
World renowned for technical virtuosity, versatility,
and tonal beauty, the BBC Singers broadcasts regularly
on BBC Radio 3 and BBC Television and has a busy
schedule of concert performances in the British Isles
and abroad. Though the chorus’s repertoire includes
many liturgical and religiously inspired masterpieces
and it has participated in a festival of Jewish music in
London, the Milken Archive/World of American Jewish
Music project has introduced the BBC Singers to an
entirely new repertoire of Judaic works, both liturgical
and secular.

The London-based instrumental ensemble SPECTRUM
was founded in 1971 by Guy Protheroe and Ann Manly,
and counts among its members some of Britain’s most
distinguished interpreters of contemporary music.
Spectrum has toured extensively in Great Britain and
abroad and has commissioned and presented works
by major composers from the British Isles, Europe, and
North America. Its recording of four chamber works
by Xenakis was awarded the German Record Critics’
Prize, and its recording of Jonathan Harvey's Bhakti
was named a Pick of the Year by the Sunday Times
(London). The ensemble’s broadcasts regularly include
music by American composers.



AVNER ITAI has been Israel’s foremost choral conductor
for more than four decades, a status paralleled in his
long tenure at the Rubin Academy of Music at Tel
Aviv University, where he heads the department of
choral activities. Born on the kibbutz Kfar Giladi in
Upper Galilee, he was deeply influenced as a child by
its rich musical activity, which retained a continuity
with the choral traditions brought by earlier settlers
from Europe and further developed on the ideological
and cultural soil of Jewish Palestine and lIsrael. Itai
began his professional life playing the oboe, but the
American conductor Robert Shaw inspired him to
focus his activities on choral music and conducting.
Returning to his kibbutz at twenty-five, Itai became
conductor of the United Kibbutz Choir (Kibbutz
Ham'yuchad). He founded the Camaran Singers (the
first semiprofessional Israeli choir) and was conductor
of the Ihud Choir for more than thirty years, touring
to great acclaim throughout the world. His Collegium
Tel-Aviy, established more recently, made its debut at
the Musica Sacra festival in Nazareth. He is particularly
dedicated to his Songs for Peace concerts, which tour
Europe and feature sacred works of three religions as
well as an Arabic choir from Israel.

Israeli-born  CANTOR
RAPHAEL FRIEDER
studied voice and choral
conducting at the Rubin
Academy of Music in Tel
Aviv. He has performed
with the New Israeli
Opera as well as with
all of lIsrael’'s major
orchestras, under such
prominent conductors
as Zubin Mehta, Gary
Bertini, and Roger
Norrington. Leonard
Bernstein invited him to
sing in the world premiere of his Arias and Barcarolles
(version for two voices and piano) in 1989 in Tel Aviv,
and Cantor Frieder has made numerous recordings for
Israel National Radio. He serves on the voice faculty
of the H. L. Miller Cantorial School of the Jewish
Theological Seminary, in New York. In 1992 he became
cantor of Temple Israel of Great Neck, New York,
prior to which he served the pulpit of the Norrice Lea
Synagogue in Hampstead Garden Suburb, London.

The ERNST SENFF CHOIR is an institution in
Berlin’s cultural life. At the beginning of the 1960s
Professor Ernst Senff directed a choir at Berlin’s
music conservatory (Hochschule) in addition to his
duties as chorusmaster of the Municipal Opera. The
choir, which specialized in unaccompanied works,
made a number of radio recordings at SFB (Sender
Freies Berlin), and this soon led to concerts with the
Berlin Philharmonic, the Berlin Radio Symphony
(now Deutsches Symphonie-Orchester), and other
orchestras. The ensemble’s repertoire ranges
across the entire choral-symphonic literature of
the 18th to 20th centuries, with a special emphasis
on contemporary works. On Senff’s retirement, in
1990, Sigurd Brauns was appointed his successor.
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The RUNDFUNK-SINFONIEORCHESTER BERLIN (Berlin
Radio Symphony Orchestra) was founded in 1923 as
the first radio orchestra in Germany. Its repertoire
spans more than three centuries, but since its
founding, the ensemble has been especially dedicated
to contemporary works. Many of the greatest
composers of the 20th century have performed their
own music with this orchestra, either as conductors or
soloists, among them Hindemith, Honegger, Milhaud,
Prokofiev, Strauss, Schoenberg, Stravinsky, Weill, and
Zemlinsky—and more recently Krzysztof Penderecki,
Sir Peter Maxwell Davies, Berthold Goldschmidt,

and Udo Zimmermann. Since 1956 the orchestra has
performed in twenty countries, including China and
Japan. It also records extensively for DeutschlandRadio,
founded in 1994, and many of its recordings have been
awarded the German Record Critics’ Prize. In 2002
Marek Janowski succeeded Rafael Friihbeck de Burgos
as principal music director.

YOEL LEVI was born in
Romania in 1950 but
grew up in Israel. He
studied at the Tel Aviv
Academy of  Music,
where he received a
master of arts degree,
and at the Jerusalem
Academy of  Music
under Mendi Rodan.
He also studied with
Franco Ferrara in Siena
and Rome, with Kirill
Kondrashin in Holland, and at the Guildhall School
of Music in London. After winning first prize at
the 1978 Conductors’ International Competition in
Besancon, Levi became assistant to Lorin Maazel
at the Cleveland Orchestra for six years, serving as
resident conductor from 1980 to 1984. From 1988 to
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2000 he succeeded Robert Shaw as music director of
the Atlanta Symphony Orchestra. Milestones from this
period include an extensive European tour in 1991;
the nomination of the Atlanta Symphony as Best
Orchestra of the Year for 1991-92 by the committee of
the first annual International Classical Music Awards; a
highly successful performance of Mahler’s Resurrection
Symphony in New York’s Avery Fisher Hall; a featured
role at the opening ceremony of the Atlanta Olympics
in July 1996; and a large number of acclaimed
recordings. In 2001, Levi, now the Atlanta Orchestra’s
music director emeritus, became artistic advisor for
the Flemish Radio Orchestra (Vlaams Radio Orkest) in
Belgium and principal guest conductor of the Israel
Philharmonic. His other conducting engagements have
included appearances with orchestras in London, Paris,
Berlin, Prague, Budapest, Rome, Frankfurt, Munich,
Copenhagen, Stockholm, and Japan. In North America
he has also conducted the orchestras of New York,
Boston, Philadelphia, Cleveland, Chicago, Pittsburgh,
San Francisco, Washington, Minnesota, Toronto, and
Montreal. In 1991 he was invited to conduct the
Stockholm Philharmonic at the Nobel Prize ceremony.
Levi made his opera conducting debut in 1997 at the
Teatro Comunale in Florence with Puccini’s La Fanciulla
del west and his North American opera debut with the
Lyric Opera of Chicago in 2000 with Bizet's Carmen.
In June 2001 he was named Chevalier de I'Ordre des
Arts et des Lettres by the French government. As of
the 2002-2003 season, he has been principal guest
conductor of the Israel Philharmonic Orchestra.



Tenor MATTHEW KIRCHNER
grew up in the San Francisco
Bay Area. Among his
teachers was Renata Scotto.
In three seasons with Opera
San Jose (1995-97) he sang
Don José in Carmen, Alfredo
in La Traviata, Lensky in
Evgeny Onegin, Eisenstein
in Die Fledermaus, Rodolfo
in La Bohéme, Canio in
Pagliacci, and the title
roles in Xerxes and Faust.
A winner in the 1997 Opera Index Competition, he
appeared as Calaf in Turandot with the Minnesota
Opera in 2000 and as Don José with the Hawaii Opera
Theater in 2002. Kirchner made his European debut
with the Royal Danish Opera as Pinkerton in Madama
Butterfly, a role he repeated with the Connecticut
Grand Opera.

GERARD SCHWARZ was born
in Weehawken, New Jersey,
in 1947. He began piano
lessons at the age of five
and trumpet at eight, and
he attended the National
Music Camp in Interlochen,
Michigan, and New York’s
High School of Peforming
Arts  (now La Guardia
High School of Music and
Art and Performing Arts).
He first heard Leonard
Bernstein conduct the New
York Philharmonic at Carnegie Hall in 1959, and the
experience had a profound effect on him. From 1962
to 1968 he continued his trumpet studies with William
Vacchiano, longtime principal trumpet of the New York

Philharmonic, and he played in the American Brass
Quintet(1965-73), withwhich hetouredinternationally.
Completing his training as virtuoso trumpeter at The
Juilliard School, he received his bachelor’s degree in
1972 (and later his master’s degree), and at the age
of twenty-five he joined the New York Philharmonic,
succeeding Vacchiano as co-principal trumpet and
frequently playing under Bernstein’s baton in the early
1970s. Within a few years, Schwarz found himself
increasingly attracted to conducting, and in 1977 he
resigned from the Philharmonic to pursue a full-time
podium career. In 1977 he cofounded the New York
Chamber Symphony (originally the “Y” Chamber
Symphony), serving as its music director for twenty-
five seasons. From 1978 to 1985 he was music director
of the Los Angeles Chamber Orchestra; in 1981 he
established the “Music Today” Contemporary Music
series in New York; and in 1982 he became director of
Lincoln Center’s Mostly Mozart Festival. In 1985 he was
appointed music director of the Seattle Symphony, and
from 2001 to 2006 he was music director of the Royal
Liverpool Philharmonic Orchestra. Schwarz’s many
honors include the Ditson Conductors Award from
Columbia University and honorary doctorates from
numerous colleges and universities. In 2000 he was
made an honorary fellow of John Moores University
in Liverpool, and in 2002 he received the ASCAP
award for his outstanding contribution to American
contemporary music. Schwarz is a founding member
of Music of Remembrance, an organization dedicated
to remembering Holocaust victim musicians. In 2004
he was nominated by President George Bush to serve
on the National Council on the Arts, the advisory body
of the National Endowment for the Arts.
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Sacred Services from Israel

Paul Ben-Haim: Kabbalat Shabbat (excerpts)

Publisher: IMP Editions (ACUM); Theodore Presser,
agent; IMI (Israel Music Institute)

Recording: St. Paul’s Church, Knightsbridge, London,
February 2000

Recording Producer: Michael Emery

Recording Coproducer: Simon Weir

Recording Engineers: Campbell Hughes, Morgan
Roberts, Bertram Kornacher

Recording Project Manager: Paul Schwendener

Marc Lavry: Sabbath Eve Sacred Service

(excerpts)

Publisher: Sacred Music Press

Recording: Jesus Christus Kirche, Berlin, November
2000

Recording Producer: Wolfram Nehls

Recording Engineer: Henri Thaon

Assistant Recording Engineer: Annerose Unger

Recording Project Manager: Paul Schwendener

Yehezkel Braun: Hallel Service (excerpts)

Publisher: Israel Music Institute

Recording: Jesus Christus Kirche, Berlin,
December 2000

Recording Producer: Wolfram Nehls

Recording Engineer: Martin Eichberg

Assistant Recording Engineer: Susanne Beyer

Recording Project Manager: Paul Schwendener
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The Milken Family Foundation was established by brothers Lowell and Michael Milken in 1982 with the mission to discover
and advance inventive, effective ways of helping people help themselves and those around them lead productive and
satisfying lives. The Foundation advances this mission primarily through its work in education and medical research.
For more information, visit www.milkenarchive.org.
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The Milken Archive of American Jewish Music would not be possible without the contributions of hundreds of
gifted and talented individuals. With a project of this scope and size it is diffcult to adequately recognize the valued
contribution of each individual and organization. Omissions in the following list are inadvertent. Particular gratitude
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