























Comparative Chart (cont'd) In the three instances where the comparative chart indi-

cates a similarity of scales, an application of "scale formu-

Nona Type
6 tints 8 tints lae" provides additional information concerning possible dis-
Complex: P-GDAE--C# Complex: FCGDAEB-C#
P Hpass 3 # tinctive features. The scale formulae are given in staff no-
ilode: D Hode: D
c#Defga Yiddish #4 abcc#Defga German #3 tation and deal with three structural aspects: the relative
ac#Defga German #1 importance of tones, the placement of the initial and final
Deca Type S tinta tone, and the kind and direction of the steps employed. The
7 tints Complex: FCUDAEB--G# tonal centre is marked by a rectangle (ea), other tones of
Complex: FC-DA<B--G# ¥ :
P = dode: A major importance are indicated by a white note head (o),
Mode: A (= harmonic minor) Abcdefggia Sephardic #4
efgiAbede Yiddish #3 9 tints tones of lesser importance by a black note nead (® ), the
e-g#Abcdef French #3 Complex: FCGDAEBF#-G# final tone by a fermata (/), the initial tone by a reversed
-gi#Abcdef-a German #5 : E
: e-g# Mode: E : fermata (\Y). Due to their relative frequency, steps employed
Mode: E dEff#gg#abed Sephardic #3
Efg#abede Sephardic #7 |Tendeca Type between tones adjacent in the scale are marked differently
Bfg#abedef Sephardic #5 10 tints from otner steps: the absence of a sign between to adjacent
dEfg#abcde Yiddish #6 YDA S e 3
&t Complex: FCuDASBF#C#-D# tones indicates tnat they are connected by both ascending and
Mode: A
e---Abcc#ddfeff#za Yiddish #2 descending steps, straight arrows mark steps employed in one
direction only, and a dash between two tones indicates that
Tue cnart reveals a remarkable diversity of tonal struc- trney are not connected by steps. Steps between two tones not

tures. The twenty-nine songs comprised in the record employ ad jacent in the scale are marked by curved arrows when employed

no less tnan twenty-six different scales distributed among in one direction only, and by slurs when employed in botn direc-

one half of the twelve conceivable tonal types, that is, the tions.
Let us first compare the scale iormulae for the hexa-type

hexa, hepta, octa, nona, deca, and hendeca type. Noteworthy is

6-tint scale d-Gabcde of the French song "Voici le mois de
the contrast in the tonal structure of the Yiddish songs

mai (A-2) and of the German song "Das Lieben bringt gross
“Hulyet, hulyet, beize vintn" (E-4) and

Freud" (B-6):
"A gneive" (B~2), the former employing 6 tints within the

range of 3 semitones, the latter 10 tints within the range of
17 semitones. It snould be pointed out that although the hen-

deca~type scale of "Hulyet, hulyet, beize vintn" comprises the

extended chromatic area B C C# D D# E F F# G, the structure of a. "Voici le mois de mai" (A-2)

the song is strictly non-chromatic because no consecutive semi- b. "Das Lieben bringt gross Freud" (B-6)

tones moving in one direction occur. The same is the case with Tne scale formulae reveal the following distinctive

the chromatic area B C C# D contained in the nona-type scale features:
A 1. The French song (referred to as Pr) starts a 5th above
of the German song "Ich armes Maidlein" (B-3) and the chromat-

the tonic G and ends on the tonic. In marked opposition to
ic areas E F F# G G# A and G G# A contained in the deca-type

this descendins trend, the German song (referred to as Gr)
scales of the Sephardic songs "Los bilbilicos" (D-3) and "Una
starts on the lowest tone D and ends on B, a mjor 6th higher.

iné " (B- tively.
R e e (EE D Dakpes Ly 2. While in Fr all tones other than the tonic G are of



approximately equal structural importance, the main
area of Gr is limited to the hexachord G A B C D &, with low
D appearing merely as an upbeat.

5 There is a considerably greater diversity of steps em-
ployed in Fr; particularly noteworthy is the fact that nigh D
is connected through steps with all tne other tones employed
in the song: bidirectional are the 3rd B-D and the 5th G-D,
ascending the 4th A-D and the octave D-D, descending the 2nds
E-D and D- (, Moreover, the descending 5th A=D ocecnrs only in

Fr, while the bidirectional 3rd G-B is employed only in Gr.

The natural minor scale Abcdefga is shared by

N

the French song "Je m'en vais a Livaro" (A-1l) and the
Sephardic song "Durme, hermosa Donzeya" (D-1)., This
time a comparison of their scale formulas shows both sig=-

nificant common and distinctive features:

A -
& s ;;;;é;

&

a. "Je m'en vais & Livaro" (A=1)
b. "Durme, hermosa Donzeya" (D-1)

1. Both songs start and end on the lowest tone, the tonic

2, In both songs all tones other then the tonic are of

approximately equal structural importance,

3. All 2nds are either bidirectional or descending; however,
in Fr the two lower 2nds, C-B and B-A, in Seph the three upper 2nds,

A-G, G-F, and P-K, are descending. None of the six 3rds con-

tained in the Fr scale are employed as steps, while Seph uses
the ascending 3rds B-D and D-F. Both songs use only the upper
ascending 4th E-A among the five 4ths contained in the scale.

The 5th A-E occurs in both songs; it is bidirectional in Pr
and ascending in Seph. Distinctive is the ascending octave

A-A in Pr.
Finally, the major scale Cdefzabed is shared by the Se-

phardic song "Si savias, gio ya mfa" (D-6) and the Yiddish song
"Purt a Chussedl" (E-5). A comparison of their scale formulae

snows again significant common and distinctive features:

a. "si savias, gio ya mla" (D-6)
b. "Furt a Chussedl" (&-5)

1. Both songs start on G, a Stih above the lowest tone,
the tonic C, and a 5th below the nighest tone D, and both
songs end on tne tonic.

¢. Contrary to Yidd, the B is in Seph of relatively mi-
nor structural importance, yielding a basically nexa-type
structure.

3. In both songs all 2nds occur as steps: low C-D, D-k&,
&-F, and high C-D bidirectionally, P-4, G-A, and A-B bidi-
rectionally in gepn and descending in Yidd, B-C ascending
in Sepn and descending in Yidd. The 3rds C-£ and E-@ and the
4tn G-C (suggesting the tonic triad) are shared by both songs,
while the 3rd D-F, the 4th g-A, and the 5tn C-G occur only
in Seph, and the 4th D-G and the 6th E-C only in Yidd. It is
notewortrny tnat all these distinctive steps are employed only

descending.

It seems tempting to use the preceding comparative evalua=-
tion of the tonal structure of the oriainal tunes as a point
of departure for an analytical exploration of other struc-
tural aspects of the tunes; but such a study would exceed by

far the scope of these notes.
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