














E-6. SHA, SHTILL! (Chassidic). The Rabbi's Dance. Hush, 
silence! The rabbi is going to dance again. And when the rabbi 
dances, the walls tremble. Let's all clap hands. 

Der rebe mit di Chssidem 
Tantsen, plesken, zingen, 
Zei shraen aIle: rebenu, 
Oi rebenu! (twice) 

Sha, shtill! macht nit kain gerieder; 
Der rebe geit shoin tantsen vieder. 
Sha, shtilll macht nit kain gewald; 

Der rebe geit shain tantsen ha1d. J 
Un as der rebe tantst, tsittern di vend; 
Lomir a1le plesken mit di hend. 

Sha, shtill! macht nit kain gerieder; 
Der rebe zugt shoin toire vieder. 
Sha, shtill! macht nit kain gewald; 
Der rebe zugt shoin toire bald. 

The Tonal Structure of the Original Tunes 

The analytically minded listener may be interested in the 

following comparative chart of tne tonal structures of the orig­

inal tunes. Tne classification is based on the cycle of fifths 

and encompasses all scalar combinations conceivable within the 

twelve-tone system (see M. Kolinski, "Classification of Tonal 

Structures illustrated by a comparative chart of American In­, 
dian, African Ne5 ro, Afro-American and 3nglish-American struc-

tures," Studies in Ethnomusicology, vol.l, Oak Publications, 

New York, 1961). The twelve components of the cycle of fifths 

represent tints rather than pitches. The term tint is defined 

as tne property of sound wtlich is identical in octaves and dif­

ferent in other tone relations. The hierarchy of the classifi­

cation is as follows: 

1. Twelve tonal types, ranging from the Mono to the Dodeca 

Type and corresponding to the size of the section of the cycle 

of fifths needed to place tne tints employed/for example, the 

scale of tne Yiddish song "Zog mir du shein meidele" (#E-l), 

eAbcde, is hexa-typic because the section needed is CGDAEB. 

2. The number of tints employed; it varies, for example, 

in the Hexa Type between two (CB) and six (CGDAEB). The widely 

used classification into pentatoniC (five tint), hexatonic 

(six tint), and heptatonic (seven tint) structures is meaning­

ful only wi tl1in the previously mentioneli tonal t ypes, because 

otnerViise completely heter05eneous structures, sucn as CDEGA 

and would fall witnin one and the same, that is, the 

pentatonic category. 

3. The kind of tint complex employed; there are, for ex­

ample, four hexa-Type 5-tint complexes; 

CGDA-B CGD-EB CG-AEB C-DAEB 

The complex CGDA-B is represented in the French song "Les char­

pentiers du roi" (itA-J.) , tile complex C-DAEB in the Yiddish song 

"Zog mir du shein meidele" (d.l!!-l). 

J.. Placement of the tonal centre, involving a modal dis-

tinction. The term mode is used in tlle broadest possible sense. 

A consistent modal identification is achieved by the choice of 

one particular section of the cycle of fifths for each tonal 

type. Regardill,5 the tonal types represented in the record, the 

cnosen sections arel 

Hexa: 
Hepta: 

CGDAEB 
FCGDAEB 

Octa: 
Nona: 

FCGDAEBF# 
FCGDAiillUC it 

Comparative Chart 

Hexa Type 
5 tints 6 tints 

Deca: FCGDAEBF#C#G# 
Hendeca: FCGDAiillFiCiG#D# 

Complex: CGDA-B 
Model G 

dGabcd 
Complex: C-DAEB 

Model A 
eAbcde 

French #J. 

Complex: CGDAEB 
Mode: G 

d-Gabcde 
Mode: A 

egAbcde 

Mode: .t: 
dEgabcde 

French #2, German #6 

Hepta Type 
7 tints 

Complex: FCGDAEB 
Mode: C (= major) 

Cdefgabc 
Cdefgabcd 
cdefgabCde 

gabCdefg 
g--Cdefgab 
g--Cdefgabc 

Mode: A (= natural 
Abcdefga 

e-gAbcdef 
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Yiddish #1 

American 113 
Sephardic #6, Yiddish #5 

German #J. 
French #6 
German 1/2 
American #1 
minor) 
French #1, Sephardlc #1 
French 115 

Octa Type 
8 tints 

American #J. 

American 1/2 

Complex: FCGDAEBFII 
Mode: G 

de-fl/Gabcdef Sephardic #2 



Comparative Chart (cont'd) 

Nona Type 
6 tints 

Complex: F-GDAE--C# 
Mode: D 

Deca Type 
7 tints 

c#Defga 
ac#Defga 

Complex: FC-DA~--G# 

Yiddish #~ 
German #1 

8 tints 
Complex: FCGDAlffi-C# 

,Mode: D 
abcc#Defga 

8 tints 

German #3 

Complex: FCGDABB--G# 
:.ode: A 

Mode: A (= harmonic minor) Abcdefgg#a Sephardic #~ 
efg#Abcde Yiddish #3 
e-g#Abcdef French #3 
e-g#Abcdef-a German #5 

--9 tints--

Complex: FCGDABBF#-G# 
Mode: E 

Mode: E dEff#gg#abcd Sephardic #3 
Efg#abcde Sephardic #7 
l:fg#abcdef Sephardic #5 

dEfg#abcde Yiddish #6 

Hendeca Type 
10 tints 

Complex: FC J DAlffiF#C#-D# 
Mode: A 

e---Abcc#dd#eff#ga Yiddish #2 

Tne cnart reveals a remarkable diversity of tonal struc­

tures. The twenty-nine songs comprised in the record employ 

no less than twenty-six different scales distributed among 

one r,alf of the twelve conceivable tonal types, that is, the 

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

tne contrast in the tonal structure of the Yiddish songs 

-Hulyet, hulyet, beize vintn" (E-~) and 

"A gneive" (B-2), tile former employing 6 tints within the 

range of d semitones, the latter 10 tints witnin the range of 

17 semi tones. It should 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 

the song is strictly non-chro~atic because no consecutive semi­

tones movih5 in one direction occur. The sarne is the case with 

the chromatic area B C C# D contained in the nona-type scale 

of the German song "Ich armes Maidlein" (B-3) and the chromat­

ic areas E F FH G G# A and G G# A contained in the deca-type 

scales of the Sephardic songs "Los bilbilicos" (D-3) and "Una 

ni~ que yo arno" (B-4), respectively. 

7 

In the three instances where the comparative chart indi-

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

lae" provides additional information concerning possible dis­

tinctive features. The scale formulae are given in staff no­

tation ani deal with three structural aspects: the relative 

importance of tones, the placement of the initial and final 

tone, and tne kind and direction of the steps employed. The 

tonal centre is marked by a rectangle (c=), other tones of 

major importance are indicated by a whi te note head (0), 

tones of lesser importance by a black note head (a), the 

final tone by a fermata (r.), the initial tone by a reversed 

fermata (~). Due to their relative frequency, steps employed 

between tones adjacent in the scale are marked differently 

from other steps: the absence of a sign between to adjacent 

tones indicates taat they are connected by both ascending and 

descending steps, straie;ht arrows mark steps employed in one 

direction only, and a dash between two tones indicates that 

they are not connected by steps. Steps between two tones not 

adjacent in the scale are marked by curved arrows when employed 

in one direction only, and by slurs when employed in both direc· 

tions. 

Let us first compare the scal ~ f ormulae for the hexa-type 

6-tint scale d-Gabcde of the French s orlQ " \foici Ie mois de 

mai (A-2) and of the German song "Das Lieben bril'l6 t gross 

Freud" (B-6): 
"'~ 
~~; 
i' :.iiz~;# ... 

a. "Voici Ie mois de mai" (A-2) 
b. "Das L1 eben bringt gross Freud" (B-6) 

The scale formulae reveal the following distinctive 

features I 
1. The French song (referred to as!!) starts a 5th above 

the tonic G and ends on the tonic. In marked opposition to 

this descendin5 trend, the German song (referred to as Gr) 

starts on the lowest tone D and ends on B, a mjor 6th higher. 

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 GAB C D E, with low 

D appearing merely as an upbeat. 

) There is a considerably greater diversity of steps em­

ployed in Fr; particularly noteworthy is the fac t that nigh D 

is connected throucSh 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-O and 0- (. lioreover, the descending 5th A-D OCCllrs only in 

~, while the bidirectional 3rd G-B is eMployerl only in £!:. 

The natural minor scale Abcdefga is shared by 
the French song "Je m'en vais a Livaro" (A-I) and the 

5ephardic song "Ourme, hermosa Oonzeya" (0-1). This 

time a comparison of their scale formulas shows both sig­

nificant common and distinctive features: 

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 

A. 
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-:8 and B-A, in 5eph the three upper 2nds, 

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

tained in the Fr scale are employed as steps, while 5eph 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 1n both songsl it 1s bidirectional in !! 
and ascending in Seph. Distinctive is the ascending octave 

A-A in Fr. 

Finally, the major scale Cdefgabcd is shared by the Se- .. 

phardic song "5i sav:las, gio ya m[a" (0-6) and the vic1dish song 

" i!'Urt a Chus~edl" (E-5). A comparison of their scale formulae 

suows !16ain si6 niL'icant common and distinctive features: 

a. "5i savias, gio ya m{a" (D-6) 
b. "Fllrt a Chu6sedl" (~-5) 

1. Both sonos start on G, a 5ti1 above the lowes t tone, 

the tonic C, and a 5th below the l1io i,est tone D, and both 

songs end on tne tonic. 

2 . Contrary to Yidd, the B i8 in ~ eph 01' rela ti vely mi­

nor I:lt:r'uctural importanc e , yielding a basically (lexa-type 

structure. 

3. In both songs all 2nds oc cur as titeps: 10Vi C-D, D-il, 

~-F, and hi~h C-D bidirectionally, F-G, G-A, and A-B bidi­

rectionally in tiepn and descend i ng in Yidd, b-C ascendi~ 

in Sepn and descending in Yidd. The 3rds C-~ and E-!1 and the 

4tn G-C (Sllg6esting the tonic triad) are shared by both songs, 

while the 3rd D-F, the 4th ~-A, and the 5tn C-G occur only 

in ~eph, and the 4th D-G and the 6tn E-C only in Yidd. It i~ 

notewortI~ tnat all these distinctive ~tep3 are employed only 

descendi!l6. 

It seems tempting to use the preceding comparative evalua­

tion of the tonal structnrp. of the oriCTinal tune!! 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. 

UTHO IN U.S.A. ~-
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