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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. In another interpretation, it is not the
melodies which await redemption but the ‘‘sparks"”
hidden within them. Since one of the chief duties of
the zaddig is the redemption of the holy sparks and
their restitution to their heavenly source, one may
understand why zaddigim 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 ;addigim 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 :addigim
and their succedding dynasties. Zaddigim 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 Admér (title of ;addig) 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 Admér. Communities which were
not forced to move might also undergo demographic
modifications: as the fame of a certain zaddig 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
Admoérim 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 zaddig. A zaddig known for his closeness to
the people would sometimes encourage the adoption
of farmers" and shepherds’ songs, while a neighbour-
ing zaddig, 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 lengthy rish (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
Hassidim 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 (nigginim) 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 (nigginé simhah)
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 tish. 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 Simhat Térah, the Feast
of Water Drawing, the 7th of Adar (the anniversary
of Moses' death), Lag Ba-‘6mer, 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 k/ezmerim accompany the dance, they
play their own instrumental dance tunes in addition
to playing their versions of the vocal nigginim which
are sung by the dancers and bystanders. The instru-
mental tunes mainly serve to accompany the more
special or complex dances: the Israeli hora, and various
group or solo performance-dances. Some of the tunes
are named after the dance itself, such as “Hora™,

“Debka”, “Semonah Se-razim" (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 niggin is attached to a
specific text. Sometimes, although not frequently, one
niggiin 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 nigginim
in every respect. The fillers may be ay, oy, 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 textless niggiin 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 single 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 regional 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 Niggin Meron: description d'un patri-
moine instrumental juif™, in Ywval (Studies of the
Jewish Music Research Centre), 2 (1971): 73-113.

Y. Mazor and A. Hajdu, in collaboration with B.
Bayer, “The Hassidic dance-niggin: a study collection
and its classificatory analysis™, in Yuval, 3 (1974):
136-266.

A. Hajdu and Y. Mazor, Ozar ha-hasidit — 101 nig-
guné riggud. Jerusalem, Israel Institute for Sacred
Music, 1974.
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Halagah ceremony: Hair cutting in the courtyard of the tomb of Rabbi Simeon bar Yohay at Meron

SIDE 1

1. A. ‘“‘Walenstein’s Niggiin’’ — Meron tune
B. ‘‘Hora” — dance tune

The Hassidic niggiinim of the Lag Ba-‘6mer 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 niggin™ is an instrumental tune, similar
in character to the processional nigginim. It is played
at Meron on Lag Ba-‘6mer, and nowadays is chiefly
used to accompany solo dances, which at Meron are
usually performed in a moderate tempo. It is named
after Avraham Elstein, corrupted by the Hassidim to
“Walenstein’’, 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. 1).

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. 1) 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 halagah ceremony, which
is held at Meron every year on Lag Ba-‘6mer, the two
niggiinim were played without a break because the
audience demanded a *‘hora” after the first niggun.
However, they are not necessarily connected. The
halagah rite is the ceremonial first cutting of a boy's
hair in his third year, on the morning of Lag Ba-‘émer.

Recorded at a halagah ceremony, in the courtyard of the tomb
of Rabbi Simeon Bar Yohay, Meron, Lag Ba-‘émer, 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 Hotser” (Abu’s
courtyard, in Yiddish). The klezmerim begin the
ceremony preceding the Lag Ba-‘émer eve festivities

with the instrumental version of this niggin, 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 Yéhay in Meron.

The niggiinim 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 the 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 Berak, 8 January 1967
Daniel Bergstein, Yehdsa‘a Dov Rubinstein — singing; Avraham
Eckstein — singing and drumming. NSA no. Ya 110/7-10.

3. A. ‘““Amar Rabbi Akiva” (“Rabbi Akiva said:
Blessed be you, o Israel”) (Misnah Yoéma
8:9) — dance tune for Lag Ba-‘6mer
B. “Wa-amartem koh le-hay’’ (““And you shall
say, long live Rabbi Simeon bar Yohay”)
(hymn) — dance tune for Lag Ba-‘6mer

Sung at the hadlagah (lighting of the bonfire), at the
halagah, 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-‘6mer. 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 Akiva said, Rabbi Akiva said, ‘Happy

are you, o Israel’. Group: (same) (2 times)

Soloist: Happy are you, happy are you, happy are

you, o Israel. Group: (same) (2 times)

Soloist: Before whom do you purify yourselves and

who purifies you? Group: (same) (4 times)

Soloist: Your Father that is in heaven, your Father

that is in heaven. 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 le-hay”’ is one of the most famous
Near Eastern Lag Ba-‘6mer hymns, in honour of
Rabbi Simeon bar Yéhay. In 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. In the original Oriental
version the solo melody hardly differs from the group
refrain. In 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 Yéhay. | 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 him. | The sage’s heart instructs
his mouth, | Our master bar Yéhay.

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 Yéhay.

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 Yohay.

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 Yéhay.

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 Yoéhay.

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 halagah ceremony of the Karlin Hassidim,
Meron, Lag Ba-‘6mer, 18 May 1968.

One of the Brizel brothers, a Jerusalem resident, and others —
singing. NSA no. Yc 91/22-23.
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