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Dances at the ceremony in the courtyard of the tomb of Rabbi SImeon bar at Meron 

The Anthology of Musical Traditions in Israel 

The appearance of this first record in the "Anthology 
of Musical Traditions in Israel" marks a natural stage 
in the development of the Jewish Music Research 
Centre. According to its basie aims, the Centre, in 
cooperation with the Music Department and National 
Sound Archives of the Jewish National and University 
Library, fosters the collection, cataloguing, study and 
publication of sources in manuscripts and printed 
books, archi¥al material and sound recordings relevant 
to Jewish musicological research. Thus the Library 
now houses, apart from a considerable amount of 
manuscripts and printed sources and a significant col­
lection of research literature, over forty thousand items 
of sound recordings. The collection relates chiefly to 
the oral traditions of the various Jewish communities, 
but due attention has also been given to the traditions 
of the various Christian and Muslim communities 
living in the country. The Centre has initiated two 
series of publications: "Yuval - Studies of the Jewish 
Music Resenrch Centre" and "Yuval - Monograph 
Series", which enable the scholars associated with the 
Centre to present the results of their work both in the 
field of historical research and in the field of ethno­
musicology. 
A third project has now been added to these two series: 
an "Anthology of Musical Traditions in Israel", on 
records. The aim of this anthology is to offer those 
engaged in the study of Jewish musical tradition an 
easier access to a selection of the sources preserved 
in our Library'S sound archives. The anthology is also 
designed to allow a wider pUblic, non-specialized but 
interested in the Jewish musical heritage as preserved 
in its various cultural traditions, to make some ac­
quaintance with the rich material in our collections. 

Primarily intended to present the musical traditions of 
the Jewish people, the anthology will also include, fol­
lowing the collecting policy of the National Sound 
Archives, records related to the mus:cal cultures of 
the Christian and Muslim population of Israel, such 
as the record of Russian- Orthodox prayer chants 
("The nuns of Gethsemane") published by the Centre 
prior to the initiation of the Anthology. (RCA ISZ 1023) 

This record is devoted to one aspect of Hassidic music, 
which has been intensively studied during the last years 
by the editors; Andre Hajdu and Yaacov Mazor (see 
their articles in Yural - Sludies, vol. II [1971] and 
vol. III (1974)]. Conjointly with the collection. trans­
cription and study of Hassidic melodies, Mr Mazor 
has also undertaken - in the framework of the 
Centres "Inventory of Jewish Music Sources" - the 
collection and study of music subjects and incidental 
references to music dispersed in the literature of the 
Hassidic movement during its early stages. The field 
of Hassidic music has of course inspired many publi­
cations. The work of A. Hajdu and Y. Mazor differs 
from the publications of most of their predecessors in 
offering us a serious attempt to carry out the study 
of Hassidic music by strict methodological criteria, and 
to confront what is still its cardinal problem - the 
identification of its components, their sources and their 
metamorphoses, and the definition of its stylistic in­
dividuality. The record which they have produced also 
differs from the records of Hassidic music found on 
the market. Here melody and performance appear 
as they are rendered in their living context, during 
ceremonies and festive gatherings, and any element of 
"arranging" and " staging" has been eliminated. 

ISRAEL ADLER 

Dance and Rejoicing in the Hassidic Tradition 

Rejoicing and its important overt expressions - music 
and dance - have formed part of the basic values of 
Hassidism since the beginning of the movement in the 
second half of the 18th century. This was rather an 
innovation in Jewish culture, going counter to the 
reservations of the rabbinic attitude regarding music. 
These were based on various considerations which in­
cluded the perpetual state of mourning for the destruc­
tion of the Temple, the sensual aspects of music which 
conflict with Israel's mission as a "kingdom of priests 
and a holy nation" (Ex. 19:6), and an ingrained op­
position to foreign cultural influences ("Rejoice not, 
o Israel , for joy, as other people", Hosea 9:1). 
Foundations for a change in attitude were laid in the 
16th and 17th centuries by the kabbalists of Isaac 
Luria's school in Safed. They rejected sorrow, regard­
ing it as the tool of the Evil One in his attempts to 
lead man astray and distract his mind from the wor­
ship of God. They maintained that rejoicing had the 
power to induce the "destruction of the qelippol" (the 
"husks" , symbolizing the power of evil) and promote 
the process of "yilllid" (integration with the upper 
worlds), and accepted it as the third virtue of the 
pious, after faith and belief. However, while the Kab­
balists considered the physical expression of rejoicing, 
linked as it was with the pleasures of this world, as 
an objectionable obstacle to man's rejoicing in his 
maker - the supreme spiritual joy - Hassidism re­
cognized such rejoicing's right to exist and even stressed 
its importance in the liberation of man's spiritual 
element from his innate corporeal element. This libera­
tion leads to the attainment of pure spiritual rejoicing 
which in turn leads to derrqlit - communion with the 
Creator. 
This concept, although chiefly applicable to the in­
dividual , is also relevant to society: the "men of 
Matter", who are the "body" of the Hassidic com­
munity, "should rejoice with food and drink and all 
kinds of song" in order that absence of " the rejoicing 
of the body" shall not create sorrow, for sorrow 
prevents the "men of Form" - the ;addikilll (the 
"righteous" , the Hassidic leaders) who are the soul 
of the nation - from "rejoicing in the communion 
with God" (Jacob Joseph of Polonnoye, d. appr. 1782, 
TOledo I Ya'aqol' Yose/. Koretz, 1780, fol. 54b). This 
concept is complemented by a passage which praises 
" the most excellent rejoicing", that in which the body 
and the soul participate. It seems that from these two 
concepts emerged the basis of the positive attitude 
to human rejoicing in all its forms, individual and 
collective. 
Even in the earliest phases of the Hassidic movement 
its ideologists turned their attention increasingly to 
music and dance. The Hassidic tune - the l1igglil1 -
was considered the expression of those innermost feel-
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ings which cannot be put into words, not even the 
sacred words of prayer. The niggun also helps the 
;addiq to discover the secrets of man's soul - the evil 
as well as the righteous - and to attain the longed-for 
state of communion. 
Ordinary people, though far from attaining the virtue 
of the ;addiq, can also profit from the niggun, whether 
actively, by singing, as a means of spiritual elevation, 
or passively, by listening, Listening to a ;addiq singing 
niggunim, like listening to Hassidic tales , brings the 
ordinary man into contact at least with the periphery 
of the realm of the Sacred, a contact which enables 
the ;addiq to purify that man's soul and raise it to a 
higher level of existence. 
Dance, too , was accorded a place of importance in 
Hassidic doctrine. Apart from its power to evoke, like 
music, the rejoicing and enthusiasm necessary in the 
service of God, it can influence the "processes" of the 
upper world, and can also raise again the "sacred 
sparks" (ni;o;ol) which have been imprisoned and 
drawn downwards by the Principle of Evil. Some Has­
sidic tales also refer to dancing as a religious duty 
(mi;wah) and regard it as possessing medical and magi­
cal power. The story is told , for instance, of how the 
daughter of Rabbi Israel Ba'al Shem Tov, the founder 
of Hassidism (1698- 1760), was rewarded with a son 
who became one of the famous Hassidic leaders of 
his generation, Rabbi Barukh of Miedzyborz (1757-
1811). She received the blessing of one of the Ba 'al 
Shem Tov's disciples when , his shoes having become 
worn out while he was dancing on Sim/.lal Torah (the 
holiday of the Rejoicing of the Law), she brought him 
a new pair so that he might complete the observance 
of the mi;wah of rejoicing. I n another story the lame 
foot of a Hassid is healed when he begins to dance 
while telling a taie of the dancing of his master, the 
Sa'al Shem Tov. Many other tales relate how the 
great ;addiqim of the early generations endeavoured 
with all their might to perform the mi;\\'ah of dancing 
on Simhal Torah, at weddings and other joyous oc­
casions: and even while ill or mourning the death of 
one close to them. These examples, whether true or 
legendary, indicate the significance accorded to dance 
in Hassidic thinking as one of the important ways of 
serving God. It may even require returning from rhe 
other world , as happened with Rabbi Moshe Leib, 
the ;addiq of Sasov (1745- 1807), who did not live to 
dance at his granddaughter's wedding but appeared 
there nevertheless in the guise of a dancing bear. 
The creators of Hassidic doctrine also attempted to 
explain the phenomenon of musical acculturation and 
gave it the status of a religious duty. Rabbi Nahman 
of Bratslav (1771 - 1810) advocated the singing of 
Gentile songs in times of trouble, because this would 
mo(e surely attract the attention of the Holy One to 
his children's suffering at the hands of these Gentiles 
and He would succour them. More typical is the view 
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maintaining that the presence of sacred melodies in 
Gentile secular music is one of the results of the con­
stant struggle between the divine powers and the forces 
of evil. These melodies had been "captured" and 
"exiled" by the "forces of impurity" and were awaiting 
redemption. [n another interpretation, it is not the 
melodies which await redemption but the "sparks" 
hidden within them. Since one of the chief duties of 
the ,addiq is the redemption of the holy sparks and 
their restitution to their heavenly source, one may 
understand why ,addiqim and their delegates in every 
generation and in every country hastened to save any 
melody which had a holy "flavour". 
The multitude of Gentile influences discernible in 
Hassidic music and its variety of styles and forms are 
the result of this doctrine. Whatever the environment 
offered might be taken over: Polish and pseudo-French 
marches, Austro-Hungarian waltzes, Rumanian doina 
melodies, Russian and Ukrainian folk songs, instru­
mental music of a mixed Rumanian-Balkan style with 
Turkish and Near Eastern elements, oriental dance 
songs and also compositions in a distinct cantorial 
style. 
The musical style of each Hassidic community did not 
simply crystallize under the influence of the surround­
ing area. Jewish migrations resulting from progroms 
and wars in Europe, and the consolidation process 
of the Hassidic community itself, affected its demo­
graphic makeup and as a result also its musical style. 
From a small group of believers Hassidism developed 
into a mass movement; from a sect of uniform ideology 
it split into groups possessing different and sometimes 
contradictory ideological patterns . The process of ex­
pansion began in the days of Rabbi Dov Baer, the 
Maggid (preacher) of Miedzyrezh (d. 1772), who 
headed the Hassidic movement after the death of its 
founder, the Ba'al Shem Tov, in 1760. The Maggid 's 
leading disciples became, in turn, leaders of thousands 
of Hassidim in their respective regions . After their 
death the leadership passed to their disciples or descen­
dants . Thus dynasties of ;addiqim were founded and 
their number increased with time. 
The Jewish and mediaeval European custom of naming 
a man after his town was applied to the ;addiqim 
and their succedding dynasties. Zaddiqim and their 
followers were known thenceforth by the name of the 
founder's town of origin, even when they were forced 
to move to another place. A new name might appear 
when a house was split or when a new one was created 
by a leader with no particular parentage. Thus, for 
instance, the Admor (title of ;addiq) of the Habbad 
Hassidim, who now lives in the United States, and his 
followers are still identified with Lubavich. while the 
Hassidic community of Boston is presided over by its 
founder , the Boston AdmOr. Communities which were 
not forced to move might also undergo demographic 
modifications: as the fame of a certain .addiq spread, 

Hassidim from remote places would gather around 
him, and branches of the "house" would be set up 
in various areas. The musical results of these shifts 
became more noticeable when cantors, musicians and 
composers from distant places joined a Hassidic com­
munity . Sometimes the stylistic resemblance of the 
melodies of two " houses" is the result of a single 
musician's influence on both of them. However, these 
demographic permutations had no effect when the 
Admorim themselves composed the tunes of the 
dynasty, as happened in Modzhitz. 
Another factor likely to influence the musical character 
of a Hassidic community was the "way" or "method" 
of the ,addiq. A ,addiq known for his closeness to 
the people would sometimes encourage the adoption 
of farmers ' and shepherds' songs, while a neighbour­
ing ,addiq, who introduced royal mannerisms into 
his "court", in imitation of his aristocratic Gentile 
neighbours, would tend to be influenced by the court 
music of the nobility and by the music of the caserne. 

One of the questions confronting Hassidic music 
research is that of styles specific to a dynasty and 
styles belonging to more than one dynasty. The Has­
sidim themselves claim that every community has its 
own musical character. According to them, the Has­
sidim of Karlin, Bratslav, Slonim, Gur, Modzhitz and 
Vizhnits have individual styles, and Hassidim with a 
musical ear claim even to be able to identify the 
dynastic affiliation of a melody on first hearing. 
At present it is possible to enumerate only some 
characteristics of certain communities: in the singing 
of the length y lis" (Rabbi's table) melodies of the 
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Vizhnits Hassidim one finds various types of poly­
phony - parallel thirds, canon and imitation, and 
contrapuntal introduction of motifs by means of osti­
nato . The short dance tunes of Bratslav and Karlin 
Hassid im have a simple structure and narrow tone­
range . Marches are most often found among the Has­
sidim of Modzhits and Vizhnits . They and the Has­
sidim of Gur and Bobov also have long pieces con­
sisting of sections of differing character and metre. 
The Hassidim of Slonim have a unique style of singing 
distinguished by a continuous but irregular rise in 
intonation accompanied by chromaticism, glissandi 
and undefined intervals. 

The melodies (niggunim) presented on this record 
are of two types - tunes of rejoicing and dance 
tunes. These occupy an important place, both quanti­
tatively and qualitatively, in all Hassidic communities. 
Although a wide variety of styles exists in both types, 
certain basic differences between them are apparent. 
The term "tune of rejoicing", in its wide sense, is 
used here to cover a variety of melodies. Some are 
called "marches" and "waltzes" by the Hassidim 
themselves. Others resemble the mazurka, the slow 
Rumanian hora, or Balkan dance tunes. The term also 
embraces joyful tunes similar in structure to dance 
tunes. Some Hassidim refer to these latter as "tunes 
of rejoicing". Some of these tunes are associated with 
one text only, others "migrate" from one text to 
another, but most of them are sung without words. 

The function of the tunes of rejoicing (niggune simbah) 
is mostly undefined . They may be sung on Shabbat 
and holidays in the home and in the synagogue, at 
various joyful occasions, at gatherings of Hassidim 
and at the Rabbi 's festive lis". A number of tunes 
have entered the repertoire of the klezmerim, the 
Jewish entertainment instrumentalists, who also serve 
the Hassidic community. Only a few, because of their 
similarity to dance tunes, are performed - at an 
accelerated tempo - as dance music. 

Dance tunes, on the other hand, are only used to 
accompany dancing, which plays a central role on 
various occasions, especially Sim/.lal Tara" , the Feast 
of Water Drawing, the 7th of Adar (the anniversary 
of Moses' death), Lag Ba-'omer, at weddings and the 
ceremony of dedicating a new Torah scroll or syna­
gogue - and in certain communities also after the 
formal prayers on Shabbat and feast days . 

The COmmon circle dance, which is the most usual 
form . is normally accompanied by tunes of a vocal 
character. When kle:merim accompany the dance. they 
play their own instrumental dance tunes in addition 
to playing their versions of the vocal niggunim which 
are sung by the dancers and bystanders. The instru­
mental tunes mainly serve to accompany the more 
special or complex dances: the [sraeli hora, and various 
group or solo performance·dances. Some of the tunes 
arc named after the dance itself. such as "Hora". 

.. Debka", "Semonah se-ra~im" (eight who run). The 
instrumental tunes proper are not associated with any 
texts, and the same is true of many of the vocal dance 
tunes which are sung to filler-syllables . As for the 
others, in most cases each niggun is attached to a 
specific text. Sometimes, although not frequently, one 
niggun is sung to several texts. 
A characteristic feature of the Hassidic dance and re­
joicing tunes is the subordinate role of the text. Very 
many niggunim have no text at all, and are sung to 
filler-syllables, although considered as vocal nigglinim 
in every respect. The fillers may be ay, 0)" ya·ba-bam, 
bom and the like ; it seems that certain syllables and 
combinations are traditional for certain dynasties, but 
this phenomenon has not yet been analyzed. When 
there is a text it is mostly a single verse from the Bible 
or a sentence from the Talmud or the prayers. Some 
tunes have titles indicating their relation to a Bible 
verse or a prayer. It may happen - especially with 
the Slonim Hassidim - that a text less nigglin is con­
sidered as "applying" to a certain text, or to an entire 
prayer, as a kind of musical meditation on its content. 
Sometimes the opening words only are sung, followed 
by the singing of filler-syllables. 

The collection presented here was selected from re­
cordings made from 1967 onwards as a project of the 
Jewish Music Research Centre. A selection limited to 
a si ngle record obviously cannot represent all the types, 
styles and dynastic varieties of dance and rejoicing 
tunes. Style and performance was therefore chosen as 
the main criterion. the second being variety of type, 
function and dynasty. Since it was impossible to re­
present the Hassidic communities systematically, an 
attempt has been made to furnish at least a survey of 
the musical, dynastic and regi onal categories. More 
than half the items were recorded in the field, during 
their functional rendition . The rest were recorded in 
studio sessions with Hassidic performers. All the 
recordings are preserved at the Music Department 
and National Sound Archives (NSA) of the Jewish 
National and University Library in Jerusalem. Two 
items are copies of recordings from Y. Mazor's col­
lection at the Israel Institute for Sacred Music. 

Transcriptions of some of the tunes have appeared in 
the following publications: 
A. Hajdu ... Le Niggun Meron ; description d'un patri­
moine instrumental juif·', in Yural (Studies of the 
Jewish Music Resea rch Centre), 2 (1971): 73- 113. 
Y. Mazor and A. Hajdu , in collaboration with B. 
Bayer, "The Hassidic dance-niggun: a study collection 
and its classificatory analysis", in Yural, 3 (1974): 
136-266. 
A. Hajdu and Y. Mazor, 6;ar "a-(JQsidul - 101 nig­
gunt' riqqud. Jerusalem, [srael Institute for Sacred 
Music, 1974. 
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Halaqah ceremony: Hair cutting in the courtyard of the tomb of Rabbi Simeon bar Yohay at Meron 

SIDE 1 

I. A. "Walenstein's Niggiin" - Meron tune 
B. "Hora" - dance tunc 

The Hassidic niggunim of the Lag Ba-'omer festivities 
at Meron can be divided into two main groups: in­
strumental tunes, chiefly for dancing, but also in­
cluding processional tunes; and songs that accompany 
dancing and are also sung at table during those Has­
sidic common meals which take place only at Meron. 
"Walenstein's niggun" is an instrumental tune, similar 
in character to the processional niggunim. It is played 
at Meron on Lag Ba-'omer, and nowadays is chiefly 
used to accompany solo dances, which at Meron are 
usually perform'ed in a moderate tempo. It is named 
after Avraham Elstein, corrupted by the Hassidim to 
"Walenslein", an Ashkenazi Jew of Beirut who was 
one of the regular pilgrims to the Meron festival at 
the beginning of this century. He used to ask the 
klezmerim to play this tune and would often dance 
to it. The version recorded here is in binary metre; 
on recordings made in the United States in the early 
1920's there is an earlier version in ternary metre, 
characteristic of the slow Rumanian hora (cf. Side 2, 
no. I). 
The tune that the klezmerim now call " hora" used to 
be common in eastern Europe. It is heard nowadays 
on various occasions both in Israel and abroad , and 
yesh. a students are accustomed to dance the Israeli 
hora to its accompaniment. 

These two tunes apparently originated in 19th century 
Rumanian instrumental folk music. The ensemble of 
three clarinets - or two, as on this recording - play­
ing heterophonically with ornamentation and a rhyth­
mic accompaniment pattern (Ex. I) of drum and 
cymbals, as in the first. piece, is characteristic of the 
"old" style of the klezmerim, which is heard only at 
Meron. (N. B.: For music ex. see Hebrew text.) 
In this recording, made at the I;alaqah ceremony, which 
is held at Meron every year on Lag Ba-'omer, the two 
niggunim were played without a break because the 
audience demanded a "hora" after the first niggUn. 
However, they are not necessarily connected. The 
I;alaqah rite is the ceremonial first cutting of a boy's 
hair in his third year, on the morning of Lag Ba-'omer. 

Recorded at a balaqah ceremony. in the courtyard or the tomb 
of Rabbi Simeon Bar Y6bay. Meron, Log Ba-'omer. 16 May 
1968. 
Moshe ("Musa") Berlin, Binyamin Barzevsky - clarinets; 
Avraham Segal ("Avreymele Spieler") - drum; anonymous 
Hassid - cymbals. NSA no. Yc 91 /5. 

2. String of Meron tunes - vocal imitation of in­
strumental music. 
The first tune in the string is "Abu's I:/otser" (Abu 's 
courtyard, in Yiddish). The klezmerim begin the 
ceremony preceding the Lag Ba-' omer eve festivities 
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with the instrumental version of this niggun, played 
in the courtyard of the Moroccan rabbinical Abu 
family in Safed. From this courtyard a mingled pro­
cession of Ashkenazi and Sephardi Jews, led by the 
klezmerim, sets out, bearing a Torah scroll , to the 
tomb of Rabbi Simeon bar Yo~ay in Meron. 
The niggunim in this set are instrumental Meron tunes. 
This sequence is a chance combination - only the 
first two tunes always appear together. 
The tunes of this recording are sung by Jerusalem­
born students of the Bratslav Yeshiva in Bene Berak 
as " mouth-music" , imitating instrumental playing and 
accompanied by drumming on the lid of the recording 
machine. A ban on the use of all musical instruments 
other than percussion at weddings is observed to this 
day in Jerusalem by the orthodox groups in com­
memoration of Ihe destruction of the Temple. As a 
substitute they have developed a vocal style, accom­
panied by drumming, in imitation of clarinet and 
trumpet. 

Recorded at the Bratslav YeshIva, Bene Serak, 8 January 1967 
Daniel Bergstein, Yeh6~u 'a Dov Rubinstein - singing; Avraham 
Eckstein - singing and drumming. NSA no. Va 110/7- 10. 

3. A. "Amar Rabbi Akiva" ("Rabbi Akiva said: 
Blessed be you, 0 (srael") (Misnah Yoma 
8 :9) - dance tune for Lag Ba-'omer 

B. "Wa-amartem koh Ie-bay" ("And you shall 
say, long live Rabbi Simeon bar Yo~ay") 
(hymn) - dance tune for Lag Ba-'omer 

Sung at the hadlaqah (lighting of the bonfire), at the 
I;alaqah, and at the festive meal at Meron. 

"Amar Rabbi Akiva": In this tune East European 
and Sephardic elements are merged. The influence of 
the latter is felt less in its musical content than in 
its formal aspect: adaptation of a prose text and 
its shaping into a responsorial form typical of the 
sephardic tunes for Lag Ba-'omer. The melody con­
tains proto-pentatonic motifs of a type that exists in 
the music of Near Eastern and East European com­
munities, and also European modal influences. 

Soloist: Rabbi Akil'a said, Rabbi Akil'a said, 'Happy 
are you, 0 Israel' . Group: (same) (2 times) 
Soloist : Happy are you, happy are you, happy are 
you, 0 Israel. Group: (same) (2 times) 
Soloist: Before whom do you purify yourseh'es and 
who purifies you? Group: (same) (4 times) 
Soloist: Your Father that is in heal'en, your Father 
that is in heal'en. Group: (same) (2 times) 
Soloist: And says and repeats, God is the hope of 
Israel. Group: (same) (2 times) 
Soloist: As the ritual bath purifies the impure, so 

does the Holy One Blessed be He purify 
Israel. 

Group: As the ritual bath purifies the impure, so 
does the Holy One Blessed Be He purify 
Israel. 

"Wa-amertem koh Ie-bay" is one of the most famous 
Near Eastern Lag Ba-'omer hymns, in honour of 
Rabbi Simeon bar Yo~ay. (n the Near Eastern com­
munities the tune is, however, slightly different from its 
Hassidic version. The Hassidic version of the melody 
retains some of the Oriental motifs, as well as the 
original responsorial structure. (n the original Oriental 
version the solo melody hardly differs from the group 
refrain. (n the Hassidic version the soloist is freer to 
improvise and the melody sometimes becomes un­
recognizable. The Hassidic version is also much faster 
than the original. 

Soloist: Say you all - long may he live, / Our 
master bar YO/laY. / Say you all - long 
may he live, / Rabbi Simeon the righteous 
one. 

Group: Say you all .. 
Soloist: Holy Man of God he is, / Blessed is the eye 

that sees {Jim. / The sage's heart instructs 
his mouth, / Our master bar Y6l;ay. 

Group: Say you all . . . 
Group: Say you all .. . 
Group: Say you all .. 
Soloist: He was blessed by God's own mouth, / He 

was holy from the womb, / The light of Up­
per Galilee - / Our maSter bar Yol;ay. 

Group: Say you all .. 
Soloist: Hero and Man of War, / In the command­

ment of the pure Torah, / Full of knowledge 
and of wisdom, / Our master bar YOl;ay. 

Group: Say you all .. 
Soloist: Say you all .. . 
Group: Say you all .. . 
Soloist: He expounded all the hidden things, / With 

power and with might, / Many grades he 
did ascend - / Our master bar yol;ay. 

Group: Say you all ... 
Soloist: He was hidden in a cave / Because of the 

edict, / There he studied the secrets of the 
Torah - / Our master bar yo~ay. 

Group: Say you all ... 

In this rendition of both songs a kind of polyphony, 
called "primitive", is discernible. In the first it is 
created by the lengthening of notes at the end of a 
verse by part of the group ; in the second song un­
intentional two-part singing results from the simul­
taneous singing of two melody versions. 

Recorded at the balaqalr ceremony of the Karlin Hassidim, 
Meron, Lag &-'omer, 18 May 1968. 
One of the Brizel brothers, a Jerusalem resident , and others -
singing. NSA no. Y c 91 /22- 23. 
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