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The scores of the four multimedias in old
Semitic languages are available from the
Israeli Music Center, the Israel Composers’
League, Tel Aviv, Israel

(32 Dafna St., Tel Aviv 64920; P.O.B. 33677,
Tel Aviv 61336)

Recording studios:
My Heart is Full, Mother - Galton Studios,
Ramat Gan, Israel

Ethnic Silhouettes

The Gown of Night - Mishkenot Sha'ananim,
Jerusalem

Souls Consumed - Factone, Ramat Hasharon
Ramblings on a Volcano - The Electronic
Music Studio of the Music Department,
Keele University, UK

Towards Eternity - Music Studios of the Rubin
Academy, Tel Aviv University

Bird in the Forest - Municipal Music Center,
Jaffa

Four Old Stories

The Goddess Anath, Appeal to the Stars,
Daniel in the Den of Lions - Auditorium of
the Diaspora Museum, Tel Aviv

The Judgement of Solomon - Auditorium of
the Israel Conservatory of Music, Tel Aviv
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All recordings are digital and were produced
in Israel

(Ramblings on a Volcano was produced in
the UK.)

Recording supervision and final mastering:
Yuval Carin (Israel) and Heinz Klein (AULOS
Schallplatten, Germany and The Netherlands)

Translation of poetry, texts and English editing:
Gila Abrahamson

Phonetic transcriptions; Prof, Aharon
Dolgopolsky and Dr, Tsippi Fleischer

Graphic design: Ronit Hollander

Printing: Gal-Or, Tel Aviv

Cover printing: Bacon Printing Company,
Bangor, Maine, USA

CD manufacture: Docdata, Sanford, Maine,
USA

Overall production coordinator: Tsippi
Fleischer

Photo on the front cover: Daniel Hakim (1994)
Pictures of the Soufi sect from Egypt on the

background of the biographies of the
performers

Here, at the beginning of the third millennium, an unexpected

gift is coming our way from the Middle East — the region in which
the composer lives — as well as from the ends of the earth: a surprising
glimpse of the emotional worlds of a truly different Middle East within
our commonly-held harmonic planet. It is Tsippi Fleischer who, in her
inimitable way, is responsible for all this with her exceptional pedantry,
her daring, exuberant creativity, yet emphasizing the cultural
distinctiveness of peoples and of nations.

I am proud to be the intermediary, presenting you, the

listener, with this gift, and it is left to us both to plunge into this
spiritual world and to yearn for it in our everyday life.

September, 2000 Max Schubel, OPUS ONE, President
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At the Beginning of the Third Millennium

May we continue to enjoy the best of well-preserved folklore

in all corners of the earth and to concern ourselves with every blessed
advance (dedicated to the cycle Ethnic Silhouettes); may we be able
to pride ourselves on the Middle East as the source of rich cultures
and so doing, once again be able to pay each other neighborly visits,
and may a contemporary artist once more set sail into the realms of
early myths (dedicated to the cycle Four Old Stories).

A deeply-felt urge inspired me to create these two cycles in

the 90's, in spite of my having focused on the setting of fine Hebrew
texts in the second half of the 80's.

During the 90's I flowed towards areas geographically far apart, and
dived deep into historical eras of the Semitic East.

All the ensembles and worlds of sound of the World Premiere Recordings
are, without exception, most unusual. They are not to be found in the
concert hall and only very occasionally are their likes recorded on CDs.

4

Every piece forming one of the two cycles is sung in a different exotic
language, and 1 insisted on the phonetic transliteration as well as the
translation of each and every one of them, in spite of the difficulties
that blocked my path. One cannot deny the fact: the languages of the
world have their own sound, make their own music!

The particular aesthetics of Ethnic Silhouettes is the result of in-
studio processes in a specific atmosphere, dictated by the raw material
and then distanced from it. The special aesthetics inherent in Four
Old Stories lies in the revival of ancient Semitic languages on the
avant-garde musical stage by way of visually rich multimedia.

All the scores of Four Old Stories were published by the Israeli Music
Center (the publishing house of the Israel Composers’ League) while
the cycle Ethnic Silhouettes exists merely in the sketches accompanying
the studio work on the basis of the raw material. Thus the only fragments
of score that have survived the work process are those of Bird in the
Forest, since conventional instruments participated in its recording.
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Tsippi Fleischer (b. 1946 in Israel)

Tsippi Fleischer’s creative world
establishes the fact that Israeli music
has its very own flavor. The listener
to her music encounters tonal
scenery and ancient Semitic
languages, and imaginative and
dramatic humanist-feminist
landscapes that together form a
moving, exciting panorama. Itis
this localized view of the Semitic
Eastern Mediterranean translated
into avant-garde language and the

“...Whereas a modern tradition has
come into being in contemporary

Arabic poetry, an equivalent musical

tradition has not crystallized

as yel. An Israeli — notan Arab —
woman composer is

performing the task”

(Oded Assaf,
Iton 77 Literary Monthly,
October 1984)
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original feminine and personal
stamp characterizing her works that
have gained for Fleischer
international recognition of
considerable dimensions.
Fleischer’s work embraces roughly
thirty years of composition,
reflecting the many varied trends
in contemporary musical and
theatrical creative dynamics in Israel
and throughout the world. The
broad range of her works has been
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recorded by Israel Radio, and by
international record companies
such as AULOS Schwann-Koch
(Germany-Holland), OPUS ONE
(USA) and Vienna Modern Masters
(Vienna and USA). These CD'’s
present an overview of the creative
artist's beauty of musical expression
in a stylistic use of color and in
distinctive authenticity.

Fleischer is one of the most active
contributors to the ideology of
composition and of music
education in Israel - an ultimative
ideology that bridges East and West
and makes for their synthesis.

She was born in Haifa. As a three-
year-old she was already
improvising at the piano. She grew
up in a Jewish-Arab environment.

In time she studied piano and
theory formally at the Rubin
Conservatory of Music, Haifa, and
matriculated from Haifa’s Reali
School in the oriental stream. Her
academic degrees include: BMus
in theory, composition and
conducting — the Rubin Academy
of Music, Jerusalem; BA in Hebrew
Language, Arabic Language,
Literature and History of the Middle
East - Tel Aviv University; Music
Teacher’s Diploma - the Levinsky
College for Education, Tel Aviv; MA
in Music Education - New York
University; MA in Semitic Linguistics
- Tel Aviv University; PhD in
Musicology - Bar llan University,
Israel. Her doctoral thesis focused
on historical research into the
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origins of Cherubini’s “Médée”, and
on an in-depth analysis, using a
combination of Heinrich Schenker’s
and Jan LaRue’s analytical methods.
Amongst the many prizes awarded
to Fleischer in Israel and abroad
are: The Israel Prime Minister’s Prize
on the occasion of Israel’s 50th
anniversary; The Unesco-Paris
(Rostrum) Prize for Composition for
The Gown of Night and In the
Mountains of Armenia; Israel’s
Public Council for Culture and Art
Prize for her Oratorio 1492-1992;
"First Career-Woman of Israel for
1993 in the Field of Music” awarded
by Globes; The Acum Prize (Israel
Composers and Publishers) for Like
Two Branches; awards and prizes
of the government of Finland and
the United States, and of the

Brahms Gesellschaft (Germany) and
the Canadian Electro-Acoustic
Community.

Fleischer’s style has diversified
greatly during her creative life; her
many achievements are
characterized by the dynamics of
change. The first beginnings in the
70's are typified by a search for a
compositional style in which to
incorporate her oriental studies.
The 80’s brought the formation
and crystallization of this style,
marked by a finely-honed tonality
and images of the lsraeli landscape.
At the end of the 80’s her work
reached new heights with settings
to music of literary Arabic texts.
The outstanding work of this period
is the cantata Like Two Branches
with a text by the 6th century

Bedouin poetess Al-Hansa. A spurt
of creativity in the 90's found
expression in daring musical
textures inspired by ancient, far-
distant Semitic sources.

And what of the coming decade?
With the beginning of the new
millennium, the sketches, drafts,
planning for productions and new
commissions - all these indicate
greater involvement with orchestral
and operatic media. In the winter
of 2000 Fleischer completed the
composition of her second and third
symphonies which were
immediately prepared for
performance and recorded by
Vienna Modern Masters
(3050,3051). During the same year
she completed her fourth

symphony - of a particularly oriental
nature - inspired by the virtuoso
performer on instruments of the

Near East, Ross Daly. Her projected
fifth symphony is inspired by sounds
of Israeli rock and visually, by art
works connected with the Jewish
world. All these symphonies are
intended for CD's of Vienna Modern

While receiving The Israel
Prime Minister’s Prize,
January 1998 -

Above: Mira Zakai and
Aharon Yadlin presenting
the prize

Below: With Avner Itai and

Sara Levi-Tanai
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The composer at the piano
in her home, between
sketches and drafts, 1999
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Masters. Work on a number of
operas is already in progress,
amongst which are two chamber
operas with biblical and Israeli
themes, and a Grand Opera based
on an Akkadian myth.

Amongst interesting
~. performances in
preparation at the
= beginning of the third
4 millennium are new
productions of her
opera Médée in Georgia (Russia)
and in Yugoslavia.

To summarize her musical style, at
least three directions may be
distinguished:

a. The combination of the exoticism
innate in the Middle East’s history
and geography with the reality of

10

present time and locality

b. The experiences of the maternal-
feminine sub-conscious, revealed
in a dreamlike wave of inspiration,
where realism and surrealism meet
c. A rich kaleidoscope of colors
inherent in the sonorities of
language and of acoustics.

Dr. Rivka Elkoshi

11

Around the world, following
performances of her works,
winter 1993
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The Music of Tsippi Fleischer on CD

Lamentation; The Gown of Night; In the Mountains of Armenia; The Clock Wants
to Sleep; Girl-Butterfly-Girl (song-cycle); Scenes of Israel - Six Madrigals

Ballad of Expected Death in Cairo; A Girl Dreamed She Was a Butterfly; Like Two

In Chromatic Mood; Masks and Pipes; The Clock Wants to Sleep; Resuscitation - Five
Miniatures for Cello Solo; 7 out of 10 Fragments for Oboe, Clarinet and Bassoon;
Piece of Earth; Ballad of Expected Death in Cairo; To the Fruit of My Land; War; Mein
Volk; Two Songs from “Girl-Butterfly-Girl"; Salt Crystals; Strings - Bow and Arrow

Tsippi Fleischer- Medea (chamber opera) “Kol Israel” (Israeli Radio)

Series A Music by Tsippi Fleischer only

A-1 1992 Tsippi Fleischer-Vocal Music (OPUS ONE 158)

A2 1993 Tsippi Fleischer - Arabische Texturen (Arabic Textures)
(AULOS - Schwann Koch 3-1420-2)
Branches

A-3 1997 Around the World with Tsippi Fleischer (VMM* 2023)

A-4 1997

A-5 1999

A previous LP

1986

Israel at 50 - A Celebration with Music of Tsippi Fleischer (OPUS ONE 175)
Resuscitation- Five Miniatures for Cello Solo; Girl-Butterfly-Girl (song-cycle); 10
Fragments for Oboe, Clarinet and Bassoon; Hexaptychon (6 chamber pieces); As
a Diamond; Spielmobil

Tsippi Fleischer - Music for Small Ensembles (Hataklit, Haifa,35362)
Girl-Butterfly-Girl (song-cycle); To the Fruit of My Land; 10 Fragments for Oboe,
Clarinet and Bassoon; Resuscitation- Five Miniatures for Cello Solo

*/MM = Vienna Modern Masters
12

Series B Music of Tsippi Fleischer for Large Ensembles in CD's by
VMM including several composers

B-1 1991 A Girl Named Limonad is included in MUSIC FROM SIX CONTINENTS - 1991
Series (VMM 3004), Track 8

B-2 1992 Oratorio 1492-1992 is included in MUSIC FROM SIX CONTINENTS - 1992
Series (VMM 3013), Tracks 1-5

B-3 1997 Symphany No. 1 (Salt Crystals) in MUSIC FROM SIX CONTINENTS - 1997
Series (VMM 3038), Track 7

B-4 2000 Symphony No. 2 (Train Symphony) in MUSIC FROM SIX CONTINENTS -
2000 Series (VMM 3050) Track 5

B-5 2000

Symphony No. 3 (Regarding Beauty) in MUSIC FROM SIX CONTINENTS -
2000 Series (VMM 30571) Tracks 2, 3, 4

All the scores and recordings of Tsippi Fleischer’s music may be acquired from:

The International Archive of Women Composers in Frankfurt (Formerly in Kassel), Germany
Archiv Frau und Musik, Flirstenbergerstrasse 221, D-60322, Frankfurt, Germany
email: archivfraumusic.frankfurt@t-online.de

Israel Music Institue in Tel Aviv, 144 Hayarkon St. Tel Aviv, 63451 Israel, P.O.B. 3004, Tel Aviv 61030
Tel: +972-3-5270219, -3-5246475, -3-5245275 Fax: +972-3-5245276

The Music Department of the Jewish National and University Library at the Hebrew University, Givat
Ram Campus, Jerusalem, P.O.B. 34165, Jerusalem 91341, Israel
Tel: +4972-2-6585060, Fax: +972-2-6586315

The Jewish National and University Library also has manuscripts of Tsippi Fleischer's music.
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MY HEART IS FULL GALBI MALAN

Galbi Malan Yumma “My heart is full, mother mestive Avsbh Salkssany

Yemenite Arabic

Text: First verse: folklore 1. My heart is full, mother 1. galbi malan gumina
Second verse: Reuma Nahum-Abbas 2. To whom may [ complain? 2.5ala man ?aski
. 3. 1 shall complz.im to my God 3. waski Sala rabbi
4. And | shall sigh and weep. 4. wahen wabki
Sung in Yemenite Arabic vernacular
Vocal performance (unaccompanied): Reuma Nahum-Abbas 5. Woe is me, mother, from the parting 5. »ah yumma min-alfurga
Recorded: Galton Studios 6. And from the sorrow and pain 6. umin-alhurga
7. My t d igh i
Ramat-Gan, Israel, 1992 it i % sainall WaTnoal
8. Will flow like streams of water. 8. tasin fawareg
9. You turned my head and left me alone 9. samaytani halaytani
10. Unknowingly 10. bay@r hiss
11. Have you left me restless, without 11. halaytani Ta-nam wala-manases
Traditional, Jewel- sleep?
en-qbrol;dered gown of @ 12. My love, how long shall [ wait for you? 12. hubaybi kam 1i salayk marasi
bride in Yemen 13. Already has my heart burst 13. gad garahat galbi
14. And have my tears flowed. 14. wanzalt damus i
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| consider the first item in this CD
to be an outstanding example of
the source material which inspired
me so profoundly. Let us glance for
a moment at a world within a
world: that of the Jewish woman
in Yemen.

Her life was completely different
from that of her husband. While
men were occupied in providing
for the family - as jewelers or
shoemakers, for example - and in
the study of the Bible, the woman
carried the burden of the
household.

She was not literate, as was her
husband, but she was well able to
express her feelings in song, both
in words and music of her own
composition and in improvisation.

16

She sang about her life, she sang
while working.There was water to
draw from a spring or a river
nearby, there was firewood to chop
for stoking the fire, wheat to grind
and pound for baking bread...And
she had to tend to the children as
well.

Rich and varied music burst out of
her heart - songs of sadness,
jealousy, love, parting, desire. These
songs were passed on from mother
to daughter and each of them
would add something of her very
own, if she so wished.

The piece included here to open
the CDis a lament. Reuma Nahum-
Abbas adapted a song - sung by
Yemenite women even today in its
original form - to suit her particular

situation following her mother’s
death. Her vibrant voice, authentic-
sounding yet cultured, carries an
overwhelming emotion flowing
from the very depths of her soul.
This is only one example of the

many songs with which | was

privileged to get acquainted when
sung by Reuma Nahum-Abbas, a
very dear friend of mine.

Reuma tells me that when she
performs this particular song at
concerts, her audience invariably

dissolves into tears.

Traditional, jewel-
embroidered gown of a bride

. in Yemen

120D 'NNODN WI2ZN
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Ethnic Silhouettes (1988-1998)

A cycle of magnetic tapes based on voices of ethnic groups around the world,
with short clarinet interludes*

A. The Gown of Night
Collage of voices of Bedouin children
B. Souls Consumed
Collage of voices of old Eskimo women
C. Ramblings on a Volcano
Composed in collaboration with Rajmil Fischman, Keele (UK)
Computerized elaboration of Georgian men's voices combined with
programmed material based on the human voice
D. Towards Eternity
Looped fragment of Georgian men’s voices, with double-bass
E. Bird in the Forest
Soloist: Jelena Sotric
A Croatian girl's voice with two recorders and three French horns
The clarinet interludes (performed by Barbaros Erkdse) consist of quotations from
Anouar Brahem’s “Conte de I'incroyable amour” (ECM 1457)

* Kindly refer to the Table of Contents and tracks in order to follow the exact
progression of the cycle. Here the pieces are listed consecutively without noting
specific tracks or the clarinet interludes.

How It All Happened

The Gown of Night, the first work
in the cycle Ethnic Silhouettes,
started simmering in my mind in
the winter of 1987, after | had come
to the decision to explore this new
direction (more about its
composition and structure follows).
In March 1988, this magnetic tape
- which served me as nothing more
than a fascinating experiment - was
ready. In May of the same year,
while | was still considering how to
improve it, | met the composer
Hans Joachim Hespos in Germany.
He helped me to come to terms
with myself: “The fine aesthetics
which you fashion from the raw
material - this is the main point of

the innovation”, he said. Not
having had any aspirations in this
direction earlier, | was now provided
with the courage to continue.
The talk with Hespos caused me to
delve once more into the world of
Islam - after | had completed the
compositional process - as a
somewhat more mature student
than | had been in my 20s. Anyone
perusing the catalog of the
Cambridge University Press under
the heading of its lengthy section,
“The Islamic World”, will be
astonished at the amount of
material available (sub-headings:
Islam Today - Society and Politics,
History, Religion, Literature and
Language, Africa and Iran...). If it
was there that | learned of Islamic

19

Left: Georgian script
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society’s ongoing encounter with
subjects such as sex, for example,
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here in Israel, | found
world-renowned
researchers such as
Clayton Bailey or Amnon
Shiloah to be extremely

to the authentic way of
life and the desert

from the score of The Gown
of Night
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existence of the Bedouins: their
adaptation to the difficulties of an
extremely arid environment (even
having to resort to using animal
dung as fuel), their never-failing
hospitality, the solidarity of the
family unit with an honored place
being given to women... And their
music with its songs for

20

celebrations, for cavalcades of
camels, for sheep at the waterhole,
for fishermen.

As the years went by, | became
acquainted with the other extreme
of the globe - the land of the
Eskimos. Their daily life is
dominated by ice and sleds and
cathartic dances imitating the
movements of seabirds or the
hunting of walrus and reindeer.
The tremendous momentum that
followed in the wake of The Gown
of Night led to the creation of this
cycle in its entirety. The
components were produced
intermittently over a period of ten
years during which | was travelling
extensively throughout the world,
still composing ‘exact’ scores as

well. Symbolically, The Gown of
Night is the opening work of the
cycle.

My love for authentic material
increased with time. The maturing
process within the compositional
aesthetic so formed made it clear
to me, over and over again, that
man'’s voice in its human context
(the raw material) is all-important
to me; it is no longer strange and
external. | will not devise an imitation
of it, nor will | affix it to a readymade
structure belonging to a different
culture, or make artificial divisions
between art singing and ethnic
sound. For the question might arise:
do | exist in order to wander
aimlessly between worlds? No way:
lexistinordertocreate here

and now, in this space.

As time passed, | was drawn more
and more - consciously so - to the
rawest of the raw in the human
voice. Thus, in some far-flung corner
of the globe, while absorbing the
unique resonances sensorially, a
strong emotional-conceptual
impression was formed. From here
on, during the compositional process
itself, | was aware of a differentiation
between the percentage of the raw
atmosphere of the given objective
source and that of the subjective
spiritual metamorphoses | was
experiencing as a result of listening
carefully to the source.

At this stage | got to know the
acoustic catalogs, the color palettes,
of the schools of Varese,

21



Bird-men in Eskimo art,

Canada
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Stockhausen, Pierre Schaeffer - the
three pioneers in the field. In their
wake came Trevor Wishart, Francis
Dhomont, Bernard Parmegiani and
others who penetrated so deeply
into the essence of the original
sound material of the human voice,
took it apart, analyzed it and created
combinations from its atoms.

The results of all these processes
together are fascinating, and they are
recognizable in my Silhouettes: the
timbres of the super-throaty voices
of the Eskimo women resulted in
images of raging emotions,
without relating at all to the
simple symbolism of daily
life in which this connection

3); the material of the Georgian male
chorus’ singing was given two
completely different interpretations
in two completely different pieces
(tracks 4 and 5); or the Croatian girl
singing her own self as a bird in the
forest (track 6). In my own vivid
imagination | lived the contents of
her song to an absurd degree of
drama; and the computer which
intervenes in its sophisticated way,
helps to achieve man’s most naked
voice (the sinus) whose purity is
unrivalled even in nature.

This cycle proceeds from voiceless
(predating the emergence of the
voice) to hoarse, through the
involvement of the studio -

its most natural beauty. More
specifically: from whispers and
groans, generally speaking, in the
voices of the Bedouin children (track
2) and in the Eskimo women's voices
(track 3), through the computer
sound manipulating the voices of
the Georgian men (track 4) and to
the human voice of those same men
added effectively to the sound of
the double-bass (track 5), and
culminating in the voice of the
Croatian girl accompanied by a
number of instruments (track 6).
The entries of the leit segment in
the clarinet (arranged in different
variations) evoke the rare echo and

perfection of beautiful sound made
by - is it a man or a demon -
standing somewhere on a mountain
top with the whole world below
listening in wonder.*

To summarize: it was not my
intention to create a collection of
ethnomusical or musicological
interest. The ethnic material merely
served as basic material for
compositional work.

All the original recordings - in
their raw state - underwent a
thorough cleansing process by
the “Sonic Solutions System”
provided by the post-
production studio of “Megatel”
in Tel Aviv.

The yellow songbird, the
Golden Oriole (Ptica vuga) -
perched on a branch next to

its nest

(Ptica vuga) 207 1w W9'¥
KB 212X D2 - 2R
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* My thanks to the ECM label for the permission to use its recording as basic material
for the clarinet fragments: from the playing by Barbaros Erkdse of Anouar Brahem's “Conte de
I'incroyable amour” (ECM’s Catalog No. 1457).

distorting/combining disparate

LJ " between voice and

& =%
<SS movement functions (track

s

elements - to the human voice in

22 23



DA ¢ - S
PR (e
] T sped”

—— quider ¢ 2. The Gown of Night (1988) THE GOIUN OF NIGHT <aba?atu-11ayli
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i Text: Muhammad Ghana'im Arabic

Performed by sixth grade pupils of the school at Rahat, the Negev.

1. The gown of night 1. sabaratu-Nayli
2. Envelops the desert 2. tulaffisu-ggahrara
3. Engulfing tent and well 3. tahtadinu-1haymata walbi?ra
4. From the boundaries of night 4. sinda hududi-1ayl
5. The howling of jackals descends 5. ya?ti suw@ u-ddabs
6. To raise the dawn 6. kay yutlisi-lfajra

-

7. Engulfing tent and well . tahtadinu-1paymata walbira
8. Then came the dawn ... 8. kay yatlasi-ifajra ...

;. = From the score of The Gown
i o of Night
- g
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Muhammad Ghana'im was born in
1953 in Baka-al- Gharbiyya, a village
in the Arab Triangle of Israel. He is
a graduate of Tel Aviv University in
Arabic Language and Literature and
in Hebrew Language. He is a poet,
translator and editor in both
languages. Although form in his
poetry tends to the modemnistic, the
material is taken from everyday life.
Despite its nuances of protest, his
work is not mere rhetoric as such.
He wrote “The Gown of Night”
specifically at the composer’s request.
Rahat, the Bedouin township, lies
approximately 40 kilometers north
of Beer-Sheba in the Negey; its
inhabitants are semi-nomadic.

The sight of bare rocks and groups
of tents dispersed in the area

26

accompanied the composer in the
early mornings as she made her way
to the local school. There she met
with the sixth graders throughout
almost an entire year, working
experimentally until the process of
recordings got underway (1988).
The voices of the children were first
recorded: it was their huskiness and
originality of timbre which had
attracted the composer in the first
place; their guttural enunciation
inspired her. Here the authentic
sound of the children’s voices in their
native Arabic serves as a purely
musical element.

Out of the night the morning is born
- and the voices expressing this
thought were cut and edited in a
sophisticated studio: from the mist

of whispers which reflects night in
the desert, a voice emerges,
becoming ever louder until the
bright, clear enunciation of a single
girl’s voice is heard - in full daylight.
The musical form follows the words,
and with the
dynamics increasing
from pto f in all three
sections, the
COMpOSser uses a
dense polyphonic

Tspel
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texture for the varying timbres of

voices making entry after entry.

The work has been accorded many

hearings throughout the world, in

radio broadcasts and at festivals. In

1989 it was chosen by Israel Radio

to represent Israel at  With the Bedouin instructor
the International of the children of Rahat
Rostrum for
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Birds-embracing-women in

Eskimo culture, Canada
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b. Souls Consumed (1996-1997)

Collage of voices of old Eskimo women

During the summer of 1993 | was
travelling in Alaska and was fortunate
enough to hear the singing of old
Eskimo women. | was most
impressed by their voices,
evoking tempestuous dance
rhythms with their
uncensored sexuality and
overwhelming the listener
with intimations of ecstatic
self-destruction.

Influenced by this “terminal”
sensation, | put together the
magnetic tape made up of a number
of tense, throaty rhythmic motifs,
interconnecting in the logic of an
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organic acoustic continuity.

The ecstasy having mounted to its
climax, a sudden sharp cut signals
the end. | suggest that the listener
pay especially careful attention, since
the timbre of these voices is strange
to our ears in every way and the
development of this short and
threatening work is particularly fast.
Even though the tonal source
originates in such far distant plains-
in Greenland, Canada, Chukotka -
which we conceive of as serene, the
tempo and the hysteria are
undoubtedly of our time and place.

From the composer’s notebook:

Fairbanks, Alaska, Thursday, August 12, 1993.

“For a long time I had been drawn to collecting raw material of Eskimo
voices in order to make a magnetic tape.

| asked Susan Summerville, the director and producer of the Musicalaka
Women's Festival in July 1993, to accommodate me during my stay...
50 was born the idea of my visit with the Krauss family. This morning
Michael Krauss set before me a large number of recordings and video
films on Eskimos from Alaska, the USSR and Greenland. I sailed up
and down this morning, my spiritual world nurtured by the beauty
of nature’s acoustics. Two years ago, in this fine wooden house in the
middle of a forest in which I have suddenly found myself living and
working, Michael Krauss had been aiming towards making contact
between Eskimos from Alaska and from Chukotka (an area in north-
castern USSR - now opened up to the west as is the whole of the USSR
itself - in which a small group of Eskimos still exists). In this house

Birds-arranged-as-carpet NIBI-DUDY-DTY

in Eskimo art NNID'TOXD NIDX]
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they had met and danced together the same dances... This was
recorded on the video shown to me.

The thrumming of their ethnic drum has been imprinted on my
memory...

I can't forget the sight of the Eskimos imitating the northern walruses
with such elegant dance movements.

The likeable old women with their throaty voices of whom I had
heard even before reaching Alaska, they too have become part of my
raw material. I find this throaty vocal timbre so attractive...

[ am already yearning for the studio hours in which I will begin to
analyze and edit the raw material I have collected for a new musical
work.”

7l
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Dog-sleds of the Eskimos in
the snowfields

28 D720 MZNID

1760 NI D'XIDFOXD



Rajmil Fischman in his studio
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¢. Ramblings on a Volcano (1997)

Composed in co-operation with
Rajmil Fischman

A computerized elaboration of
Georgian men'’s voices combined
with programmed material based
on the human voice

Rajmil Fischman was born in Lima,
Peru, 1956, attended musical
studies at the National Conservatory
of Lima, at the Rubin Academy of
Tel Aviv University, Israel, and York
University, UK, where he obtained
a DPhil in 1991. He studied
composition with Abel Ehrlich and
with John Paynter and Richard
Orton. He also obtained a BSc in
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Electrical Engineering from the Israel
Institute of Technology (Technion)
in 1980.

While at York, he joined the
Composers’ Desktop Project (CDP),
becoming a director in 1988. The
same year, he was appointed
lecturer at Keele University, where
he established the Diploma and
MA/MSc courses in Digital Music
Technology and a purpose-built
Computer Music Laboratory. He
was artistic director and principal
conductor of the Keele
Philharmonic Society between 1990
and 1995. Currently, he is senior
lecturer and director of music at
Keele. His main activities focus on

instrumental and electroacoustic
music composition, electroacoustic
music theory and music software
development. His compositions
have received international
performances and been broadcast
in several countries, including
Argentina, Australia, Brazil, Canada,
Finland, Hong Kong, Israel, Italy,
Slovakia, USA, Cuba, France and
the UK.

From Tsippi Fleischer’s
Commentary:

In January 1997, | met composer
Rajmil Fischman in Haifa. During
our encounter | listened to his works
“Nostalgias Imperiales” (Song No.
1), “Los Dados Eternos”,”Dreams
of Being” and “If Stones Could Have

a Brief Word...”, and was impressed
by his aesthetic approach. This led
me to believe that we should find
an opportunity to work together
on a purely electronic composition
which may be realized using
modern computer technology.
Eight months later, during a short
visit to Keele, we created
Ramblings on a Volcano after four
days of intensive collaboration.
When we finally completed this
composition, we realized that a
magical process had taken place:
we had attained perfect symbiosis.
Our extra-musical backgrounds -
my phonetic linguistics combined
with his knowledge of engineering
- led to an intensive and fascinating
creative process, unfamiliar to both
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Klyuchevskaya Sopka, the
volcano threatening the

whole Kamchatka Peninsula

- Klyuchevskaya Sopka
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of us in more than one sense.

As far as | was concerned,
Ramblings on a Volcano was the
realization of a dream, namely, the
dissolution and (re-)synthesis of
sounds in order to make up new

sonic entities, taken to new depths

as a result of pure computerized
techniques (after all, | had already
produced several works for
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magnetic tape using more
‘traditional’ means).

The material for this work derives
from two sources:

a) The raw material for the piece
came from an authentic recording
of Georgian music by a Kakhetian
male choir. We treated this raw
material as a purely acoustic
resource, regardless of its authentic
signification.

b) On my way to Keele | chanced
upon one of the most moving
experiences of my life: the American
film “Dante’s Peak” was screened
on board the airplane. My
emotional reaction to this film was
so strong that when | walked into
the electronic studios in Keele, |
was still overwhelmed by the

ecological predicament of cities
built in the vicinity of partially active
volcanoes...As a result, the working
environment became imbued with
this sense of threat and anxiety
which was spontaneously
transformed by us, the composers,
into aesthetic, poetic and dramatic
essence.

So it was that a work of a sad nature
was conceived. There are extreme
contrasts of rhythm, pitch, timbre
and texturally varied densities which
pursue each other in bold
counterpoint.

The music may evoke numerous
associations in the listener’'s mind;
however, this is not a programmatic
work. On the contrary, its discourse
is based on the characteristics of

the sonic material. We worked on
the latter and developed it until we
obtained several sections with their
own thematic properties, resulting
in an overall ABA! structure.

Although in recent years my
preoccupation with rhythm and
form has taken precedence, | have
never ceased to probe into what
constitutes ‘the heart of the
texture’, hence my great
predilection for the electronic
medium. The unlimited acoustic
possibilities made available by the
potential of computer processes
are magical, recalling my
intoxication with the open spaces
and asymmetry of extra-European
music, and the effect of using
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Right: Ramblings on a
Voleano - electronic wave-

form

timbre (in the widest sense of the
word) as a factor in the musical
drama...All this precisely in
juxtaposition with and by virtue of
the machines that split for us the
particles of the particles in a
dominant mechanical digitization,
as if — just for a brief moment —
the breach between thesis and
antithesis had been removed thanks
to the overall ‘togetherness’ of the
universe,

Rajmil Fischman - Afterthoughts:
Tsippi sent some musical material
beforehand. It was a beautiful
recording of Georgian singers which
would inspire the content and

npein mapwa o structure of the piece. Fragments

DNOUIIND 2A-NUXN

of the recording could obviously
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act as raw sonic material. These
could be treated with the aid of
sophisticated software manipulation
such as sharp filtering, temporal
and spectral enveloping and
warping, and other processes. As
a result, the work would present
sounds which could be recognized
as - or at least associated with -
human singing, together with
sounds which would be too abstract
for recognition.

In addition, surrealism may be
produced by ‘defying’ natural laws.
For example, a voice may become
lower or higher than it is physically
possible or last longer than human
breath would allow. All this
suggested musical discourse which
may deliberately oscillate between

physical reality, surrealism and pure
abstraction...

According to various studies, our
brains are tuned to certain types of
sounds, which may acquire intrinsic
recognition. In other words, even
if we process these, we would still
perceive them as coming from the
same source,

In order to ‘fill the gap’ between
vocal and abstract, the decision
was made to use an additional type
of material which would resemble
human utterance but would also
suggest lack of realism: a synthetic
voice! - Hopefully, the dichotomy
between strong identity with the
voice and artificiality would provide
the desired link between extremes.
The technique known as Fonction

D’Onde Formatique (FOF),
developed by Xavier Radet (IRCAM,
Paris) proved to be ideal for this
task. FOF is implemented within
the synthesis language Csound
(Barry Vercoe, M.L.T., Cambridge,
Massachusetts; FOF was first ported
to Csound by Michael Clarke,
Huddersfield University, UK).
Csound was also useful to produce
the final type of synthesis material,
consisting of pure harmonics
beating at different speeds which
result in a low drone sustaining a
kaleidoscopic mixture of pitch,
techniques developed by composer
Jean-Claude Risset.

Most of the sound processing was
carried out using the Composers’
Desktop Project (CDP) Groucho
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Ramblings on a Volcano -

electronic wave-form
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Sound Processing Programs, the
CARL Phase Vocoder and the CDP
Spectral Transformations.

When Tsippi first suggested that we
work together on an electroacoustic
music piece, | felt slightly anxious.

In collaborative work in the past,
for example, the person devising a
plot for a music theatre piece would
ask for a certain type of sonic
environment and | would create

this according to my own instincts

and aesthetic views; in the worst
case, | would be asked to change
things in a rather general way. In
contrast, to work with Tsippi meant
that every decision, from the
shortest instant to the structure of
the piece had to satisfy both
composers.

If there were one word which could
summarize our intense
collaborative experience, this would
be symbiosis. Both Tsippi and |
began the project with definite
ideas of our own, with our own
imagery and emotional baggage.
However, as we began work
together, all these amalgamated
into what we hope is a coherent
musical work which does not deny
any of its source influences and

elements.
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d. Towards Eternity (1997)

Looped fragment of Georgian
men'’s voices, with double-bass

Double-bass: Peter Marck

Georgian folk-singing intrigues the
listener because of its polyphonic
intricacy in all spheres: in the songs
for festivals, for work, ritual and
marching, and in various types of
epic songs.

| happened to come across a
collection of recordings made in
the 70’s by vocal ensembles
throughout Russian Georgia; from
these | chose a Kakhetian drinking
song from eastern Georgia, sung
by a male chorus.
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On the basis of 20 seconds of one
particular minute of exciting sound
from this recording, | created a loop
for a period of approximately 5
minutes. The process turned into
an experiment. While listening to
the result | felt moved by the
perception of striving towards the
eternal. It occurred to me that Peter
Marck with his double-bass should
enter the picture. | wrote a number
of elements for him and we
recorded each of these for the same
5 minutes duration with rhythmic
improvisations, at the same time
preserving the musical unit,

An ‘objective’ panorama of quite a
few layers recorded on separate
tracks was achieved, with unlimited
possibilities for mixing.

Now came the last stage of the
composition. Together with Don
Goodman of the Studio for
Electronic Music of Tel Aviv
University’s Academy of Music, we
arranged all this material before
us on the editing table - multi-
layered raw material, as it were.
My choice of various densities,
layering of the male voices with
alternatives of the double-bass
sound, could only have been made
after | had got to know the muilti-

layered raw material in the previous
stage. The sensation of moving
towards eternity became more and
more primal and dramatic during
the work process, which is why the
fade-out in the end serves the
longed-for progression to that same
nebulous eternity.
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“Dawn after the Wreck”
(1841). Watercolor by
J.M.W. Turner
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BIRD IN THE FOREST PTICA DUGA
e. Bird in the Forest (1 996-1 997) Croatian folk song

A Croatian girl’s voice with two recorders and three

Croatian
French horns
1. A vuga bird sings tunefully 1. ptica vuga lepo poye
2. Near a green meadow 2. nakray luga zelenoga
Text: Croatian folk song 3. A vuga bird sings tunefully 3. ptica vuga lepo poye
Soloist: Jelena Sotric 4. Near a green meadow 4. nakray luga zelenoga
Recorders: Michael Melzer .
o 5. Near a green meadow 5. nakraj luga zelenoga
Horns: Barak Yeivin - leader of group 6. Crassed by a narrow path 6. mimo legla voska steza
Ofer Waldman 7. Crossed by a narrow path 7. mimo legla voska steza
Cory Gatry 8. A young hunter passes by 8. kud seSete mladi yunak
9. He begins to ask the vuga bird 9. pote vuguoncilati
10. To give him good advice 10. obha fiemu navuk dati
1 1. When should he wed 11. da semora oZeniti
12. The fair young maiden 12. po yunatko devanatko

Plitvica Nature Reserve, Croatia

DUNNFA DX NUDY English: With the help of Aharon and Yaacov Dolgopolsky
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| met Jelena Sotric of Sarajevo,
Bosnia, by chance in kibbutz
Magen, about a year after she had
arrived in Israel, that is to say, in
1993. In the kibbutz music room
she suddenly burst into song - in
her natural, authentic, energetic
voice, which sounded as if it could
overturn mountains and pulverize
rocks - throaty, emphatic, firm as
stone, as a ray of light might pierce
through the dense undergrowth of
a forest.

Immediately | knew: she would
participate in my cycle of ethnic
silhouettes, At the time | still had
no idea how, but | was quite sure
she would be there. | was thrilled,
and immediately recorded her voice
on a simple tape recorder.
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At a later date | became well-
acquainted with the song she sang
me, and adopted the idea which
would serve as the conclusion to
this entire cycle: to focus on the
warmth of the human voice, on
the drama flowing from its very
essence.

The rustic folk song from the regior
of Meidimurje in northern Croatia
(near the Hungarian border), with
its wandering, asymmetrical line,
tells of a bird sitting in a tree and
singing. A hunter passes by, plans
to kill it, lifts his gun - and the bird
says it will tell him a story...

The magical pastoral atmosphere
took over immediately, coloring the
many ways in which this small song
may be interpreted.

I related to the melodic line without
any tonal constraints, adding a
completely atonal accompaniment
of 3 parallel horns, with the recorder
timbre intervening in short
utterances - in polyphonic,
somewhat theatrical episodes.
Michael Melzer maneuvered freely
between tenor and soprano
recorders according to our
combined decisions.

During the composition - the
rehearsals - and the recording
(1996-97), my imagination ran
wild. A complete picture evolved:
drama develops during the three
verses, an escalation (“concinnity”,
in LaRue’s terminology)
concentrated mainly in Jelena
Sotric's singing. This becomes

gradually quicker and louder, and
the whole ensemble is swept along
in its wake, the dramatic
happenings becoming more
pointed; the voice paints a picture
of the threatening hunter and the
frightened bird; the threat on

its life is undoubtedly
increasing. Finally,
what does the
sudden
marendo
symbolize?
Has the bird
died? Or has
the danger
subsided and
the hunter
disappeared?
Or perhaps the sounds of life in
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The yellow songbird, the
Golden Oriole (Ptica vuga) -
perched on a branch next to

its nest
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Bird in the Forest -

electronic wave-form
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the forest have been stilled...

The mysterious and somewhat
distant playing of the tenor recorder
right at the beginning gives an
intimation of things to come. We
have entered the illusory world of
the fairy-tale. The instrumental
sound in the horns (accompaniment
and interludes) provides a certain
softness as compared with the
severity of the vocalist's voice. Yuval
Carin (Pedro), the tone-master,

once again proved his artistry in
the pedantic and delicate balance
and mix achieved during a live
recording, allowing the singing to
be projected strongly above the
dense timbre of the supporting
wind instruments.

Into this venue, an inquisitive
legendary visitor - the bird
(represented by the recorder) -
interrupts insistently.

in the Forest ED

The composer adds:

If we were to compare this piece to the “Folk Songs” cycle by
Luciano Berio, the similarity lies in the desire to present the western
cultural world with musical folklore in suitable garb.

The difference is:

a) In Bird in the Forest there is absolutely no interference with
the authentic melodic line. Jelena is a folk singer who does not read
music; the alterations in tempo and dynamics are an integral part
of the melodic line of her singing generally.

b) What is striking here is the magnetic tape genre: an extremely
sophisticated and refined balance in the recording provides a
particular fabric, unfamiliar to the concert hall; however, in the
context of this entire cycle, the full resonance succeeds in projecting
the maximal vitality of the human voice in its purest form.
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Four Old Stories (1993-95)

A Series of Four Multimedias *  Sung in Old Semitic Languages

No. 1: The Goddess Anath
Text: the myth of the Goddess Anath (in Ugaritic)
For woman's voice, violin, piano, percussion, with a dancer on an alta

Choreography: Ruth Eshel

No. 2: The Judgement of Solomon

Text: from | Kings 3, 17-28 (in Biblical Hebrew)

Operatic scene for children’s chorus, flute, violin, trumpet,
horn, drum and magnetic tape

Choreography: Ruth Eshel

No. 3: Appeal to the Stars

Text: from Babylonian prayers to the gods of the night

(in Old Babylonian)

For six women singers, who also play three alto recorders, zurne, drums

iron-sticks and palm-tree branches
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No. 4: Daniel in the Den of Lions
Text: from Daniel 6, with a few
verses from Psalms 2 & 3 (in Coptic)
Video-Art For baritone, men’s chorus
and string quintet

Director; Dina Hoffman

* All four multimedias were produced
as videos and are available from the
composer (P.O.B. 8094, Haifa 31080,
Israel). They may also be rented from
the Israel Composers’ League (Israeli
Music Center, IMC) 32 Dafna St., Tel Aviv
64920.

Left and right: “Chrysalises” - scuiptures by

Dalia Meiri (1998)

VPT PM NP09D - "D'D2Y  IKDUD] DD
(1998) "vND




An Querview

In Four Old Stories, the old
dissolves into the new. My studies
of Semitic Linguistics for my second
degree at Tel Aviv University
brought me into very close contact
with the early languages and myths
of the Semitic region. Images of
this region as a cultural source have
stimulated me ever since then -
resulting in artistic “restoration” in
my compositional direction. To this
may be added the seductive
attraction of multimedia and to
what is beyond music per se, in the
area of visual drama.

Within the four multimedias, visually
descriptive and tonal worlds are
created side by side, making for a
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unified world of Visual and Sound.
The connection between these two
components is different in each case.
My approach was first to choose the
myth - embedded in its particular
ancient Semitic cultural ambience -
and then decide upon the performing
ensemble, at the same time planning
the visual concept on very general
lines. The works were only completed
after having involved the other artists,
amongst whom were some extremely
creative talents in the field of
movement, sculpture, movie direction
and photography, and other
exponents of contemporary plastic
arts.

All four multimedias were recorded
on Betacam video tapes of
broadcasting quality, whereas the

sound track was cut from digital
recordings. The works were
composed between 1993-1995 and
were premiered in the concert hall
between April 1994 and September
1996. The video tapes have been
screened in many varied frameworks
in Israel and abroad. Daniel in the
Den of Lions was produced as a
video-art film in every respect; The
Judgement of Solomon has lately
been developed as a multi-purpose
educational tool within the
educational system in Israel (in
Hebrew).

The Four Old Stories cycle starts
out tempestuously, the agitated,
aggressive thumping of thick
wooden poles immediately

removing us to the world of

primitive-sounding antiquity.

The cruel Goddess Anath - a dancer

- now enters, reclining on a pagan

altar. The basis for this work is an

Ugaritic myth, originating from the From the original text of The
same region as, and reflecting a  Goddess Anath (cuneiform
shared cultural background with  script on clay tablets)

the Canaanites.

A woman's voice is accompanied NN VOFUN JUND
by a violin, piano and percussion  nirnY) naw azxi 7w ipni

instruments. (DN NIz 2y
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Above: Knives from The

Judgement of Solomon
(operatic scene)

Right: Appeal to the Stars
-Palm branches as

percussion instruments
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Now comes the
menace of clashing
knives, carrying
intimations of the
sword in the
judgement of
Solomon which, in
the end, did not sever. The voices
of the people are heard in the
background, and in contrast, the
overwhelming, all-powerful voice
of King Solomon envelops all, as
if the royal judge had assumed
the mantle of God himself. The
people, impressed by the king's
verdict, leave the court of
judgement to the accompaniment
of an instrumental ensemble.
Next comes the fresh sound of
plants used as percussive
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instruments - fronds of date-palms
rustling in the light breeze, possibly
a ritual in an ancient date plantation
in a Mesopotamian valley...The
seven women singers of the
Belcanto Ensemble (including their
conductor, the contralto Dietburg
Spohr) demonstrate their virtuosic
vocal technique, extraordinarily wide
range, rich timbres, and their

proficiency on recorders as well.

The accomplished Israeli recorder
player, Naomi Rogel, joins them
on the zurne (krumhorn) - the
premiere performance of this work
having taken place during
Belcanto’s visit to Israel in
November 1995. The vocalists
succeeded in learning the 5,000-
year-old Akkadian text perfectly!
The priest’s ritual appeal to the stars
(the divining gods), reflected in the
singing, fades away in the end like
stardust, after all hope of the gods
answering his supplication has
vanished.

Since the days of the court of Darius
|, the king of Old Persia (reigned:
522-486 B.C.LE.), the story of Daniel

in the den of lions has been
recognized universally amongst all in the Den of Lions: A Coptic

During the filming of Daniel

cultural entities, as the symbol of  woman praying
the triumph of the purity of belief
and compassion over the baseness ~ ama 2x7 iy pia
of treachery and violence. NUSIT DUN NIIRD
Following on an all-women nzzann
ensemble - in the previous work -
is one performed by men only
(Daniel himself evincing a certain
softness); the lions and the ministers
are represented by the high-
decibeled men’s chorus.

The quasi-symphonic technique
of orchestration for the string
quintet provides an appropriate
support for the massive vocal
ensemble.

The soothing solo of the first violinist

brings the work to an end, after it
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During the filming of Daniel
in the Den of Lions in
Egypt’s western desert (Wadi
El-Natrun):

Left: Dair El-Baramus
Monastery

Right: Wall tablets in the
church of Dair Al-Suryan

2012 PNUIT 'DIZY DT
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Baramus
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Dair Al-Suryan
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has become known that Daniel was
not devoured by the lions. We may
relax.

The language used is Coptic; the
specific inspiration for this work
came to me in Egypt where | spent
some time in the Coptic community
which identifies so strongly with
Daniel as a member of a humiliated
minority fighting for its freedom,
status and faith.

The version of the myth as it
appears in Coptic holy writings was
the one used here.
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Kiultimedia Mo, 1 THE GODDESS ANATH SENAT
Ancient Ugaritic myth

The Goddess Anath (1993)

. . L . . Ugaritic
For woman's voice, violin, piano and percussion
with a dancer on an altar 1. Anath gives battle 1. senat timtehas

2, Mightily she cuts in pieces the sons of 2. besimg tahtagib bini garyatim

: s the two cities

Text: The myth of the goddess Anath (in Ugaritic) 3. She smites the people of the Seashore 3. timhag 17im hup yam

4. She exterminates the men of the Sunrise 4. tagmit *adam kat Sap3i
Choreography: Ruth Eshel 5. Over her are palms of hands like 5.?itha ke?irbim kapu

locusts

: Dalia Meiri
Al Dalla . Beneath her are heads like balls

6 6. tahtaha kakadart ri?aSu

7. Anath hews in pieces and rejoices 7. tahtasib watehedi sanat

8. Her liver extends with laughter 8. tigedad kabduha bisahqi

. Her filth in the sea she casts 9. suruha biyam rinilat

Violin: Gilad Hildesheim 10. 0il of peace is poured out in the rooms 10. yutsaq Sumun Sulum biysiza

Percussion: Oron Schwarz

Soloist: Mira Zakai (contralto)
Piano: Irena Friedldander 9

The Goddess Anath: Dancer

on an altar

209 70 VI - NI APZXD
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In the Brahmshaus, during
the composition of The
Goddess Anath, 1993

nIN7?R R ,00NM Ha
1993 MY NZXN

Daggers and spearheads,
the Canaanite warrior’s
weapons (by courtesy of the
Israel Antiquities Authority)

007D 2Y PRI, DY 1D
NI NIA'TAD) 10130
(N7 nun

During my stay at the Brahmshaus
in Baden-Baden in the summer of
1993, | had been transported to a
completely different world. |was
deeply impressed by a text,
translated from the ancient Semitic
language, Ugaritic, which had
come my way. (Ugarit, a city-state
in existence between 1400 > 1200
B.C.E. which then disappeared from
the pages of history — located in
Ras Shamra of today, to the north
of Latakia in north-west Syria —
was rediscovered by a French
delegation on the shores of
Lebanon about 50 years ago.)

The image of the cruel Goddess Anath
horrified me. | combined the phonetic
reconstruction of this forgotten
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language with sound effects,
Sprechgesang and atonalities. The
choreographer Ruth Eshel and the
sculptor Dalia Meiri were the visual
designers of the work. The sculpture
signifies an altar or shrine from which
the dancer/goddess bursts out,
progressing from her sensual role as
a symbol of femininity and fertility
towards a destructive bestiality.

The work was commissioned by

“Duoton” (pianist/vocalist Zehava
Simon and violinist Shimon
Abelowich) who presented its
premiere on April 4, 1994 at Cafe
Yuval in Ramat Hasharon and
performed it on December 19 of that
year in a concert of Israeli music under
the aegis of the Israel Composers’
League at Beth Ariela, Tel Aviv.

The dancer then was Dorit Atias.

The Goddess Anath: Dancer on an altar

(Dorit Atias, the premiere, 1994)

OX'UX NOUT) 209 20 NV'IT77 - NIV 2NN

(1994 ,0222
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Multimedia No. 2

The Judgement of Solomon (1995)
Operatic scene for children’s chorus, flute, violin,

trumpet, horn, drum and magnetic tape
Text: from | Kings 3, Verses 17-28 (in Biblical Hebrew)
Choreography: Ruth Eshel

Conductor: Eva Pitlik

King Solomon: Ronen Ravid (bass)

Voices of the people: Daniel Ettinger (baritone)

Chorus and instrumentalists: “Cantabile” Choir of the Petah-Tikvah

Municipal Conservatory of Music

Detail from the picture on page 63
63 'DYAY DUDNN YND U9
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THE JUDGEMENT OF SOLOMON

1. O my lord,
. I and this woman dwell in one house;

and I was delivered of a child with her
in the house.

. And she took my son from beside me,

while thine handmaid slept,
and laid it in her bosom

and laid her dead child in my bosom.

. No; but the dead is thy son,

and the living is my son.

. Bring me a sword.
6. Divide the living child in two,
. and give half to the one,

and half to the other.

. O my lord, give her the living child,

and in no wise slay it.

9. Let it be neither mine nor thine, but

divide it

61

mispat $a10md

Biblical Hebrew

1.
2

8.

9:

b7 *&donT

2anT vahari¥'sé hazzot yosavidt
bavéyit »ehdd

va*Eled simma babbayit.

. vattikkah »et bani meéeg1i

varamataké yasend
vattaSkTvéhl bahekah
varet bandh hammét hiskiva bahekt

. 16, kT banék hammét TvanT hehdy

.kahil 17 hérev
. gizrii ?et hayyéled 1idndyim
.utnd et hahdct 1arahat

varet hahdct 1aPehdt

b7 adont. tandi 1ah et hayyaTid hahay
vahamét *al tamTthhi.

gam-T7 gam-Ték 10 yihyg,

gazori.



10. Give her the living child,
and in no wise slay it;
she is the mother thereof.

11. The wisdom of God was in him, to do
judgement.

“Solomon on his throne”:
An illustration from the 15th
century Bible of the Alba
family, Maceda, Spain.

- “INI2PD 0D 7Y AD7Y”
71 17107 190 WD WX
,ATOD ,NA7X NNOKD

. 15-0 XD, TI90

This is a short operatic scene.

A dramatic story from biblical times
is brought to life and transformed
into a vital, gripping scenario by
means of the music. Only sentences
of dialogue were selected for setting
to music (without any descriptive
passages) in order that the biblical
text might come to resemble an
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10. tanti Th *et hayyaTid hahay
vahamét 7al tamTtiht,
hT »immd.

11. hokméat #&16hTm bakirbd
lasa§6t mispat.

opera libretto. As in opera, singing,
instrumental playing and movement
blend together to form a single
mode of expression, but with even
greater coherence in this case: the
instrumental ensemble appears
onstage and movement
accompanies the scene very closely
throughout. | entrusted the

performance to children - their
expressive power is amazing. While
participating in the performance
they need to undergo a difficult,
terrifying experience which echoes
in the soul of each one of us. And
the audience - apparently sitting in
King Solomon’s court - becomes
wiser in the wake of the music which
breathes life into both women.
The singing of the entire chorus
reflects the behavior of the two
women in the judgement of
Solomon, their different characters
finding expression during the
unfolding of the plot. This is an
obviously abstract approach, not
at all a “plastic” division of the
chorus into two groups
representing the two women.




Moments from the operatic
scene The Judgement of

Solomon

AXXON YN0 0'YN

NDZY UKD N'X19IKN

Surrealism reaches its highest point
with the three functions of the
magnetic tape: to represent the
threatening sword (which in the
end did not sever); the voices of
the people heard incessantly in the
distance - “the wisdom of God was
in him, to do judgement”; and at
the very climax comes the voice of
King Solomon, who appears twice
during the judgement itself with

his well-known words: “Bring me
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a sword. Divide the living child in
two..."” (verses 24-25) and during
the verdict: “Give her the living

child, and in no wise slay it: she is
the mother thereof” (verse 27).

The melodic source is the essence
of a motive taken from a drinking
song traditionally associated with
a bridegroom’s celebrations in the
Karaite community. The resultant
sound is an intuitive, associative

interconnection of this melody with

the text - as if the motive were
turning on itself. For example, the
concluding instrumental motive
seems to illustrate the king's
departure in his royal carriage,
fading away into the distance...

In the CD, the clearly diatonic choral
singing was recorded so that it
sounds as in a live performance.
For King Solomon | resorted mainly
to the technique of Sprechgesang.
The magnetic tape adds a surrealistic
flavor. Its clashing knives are evoked
by an elctro-acoustic element.

The work was also presented as a
video film. Thanks to Bat-Ami
Yogev's professional direction and
her imaginative use of close-ups,
interesting dramatic effects are
achieved.

The premiere of The Judgement  “king Solomon” (1920).
of Solomon took place in the Watercolor and ink on paper
framework of the 38th Annual by Zeev Raban (collection
Conference on Jewish Music, of Shlomo Kedmi, jerusalem)
organized by the Israel Ministry of
Education and Culture and the “200 NDPE7 (2 KT
“Renanot” Institute of Jewish Music, — #v i 0w vy (1920)
at the Biblical Museum, Jerusalem,

on December 10, 1996.

ND?Y QOIXNI XXD1.1)

oeey '
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Multimedia No. 3

Appeal to the Stars (1993-94)

For six women singers who also play three alto-recorders,

zurne, drums, iron sticks and palm-tree branches

Text: from Babylonian Prayers to the gods of the night (in Old
Babylonian)

Conductor: Dietburg Spohr

“Ensemble Belcanto - Frankfurt”:

Andrea Baader, llona Waidoch - sopranos

Dietburg Spohr, Katya Kessler - mezzo-sopranos
Brigitta Zehetner, Elizabeth Neiman, Erika Rauch - altos

Dedicated to the Ensemble Belcanto — Frankfurt, and to their
conductor Dietburg Spohr

See explanation on p. 69
69 DY D07 X
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APPEAL TO THE STARS
Prayer of the diviner-priest

From Babylonian prayers to the gods of night

. The great ones have fallen asleep.
. The doorbolts have been fastened,

the locks secured,

. The tumult of men has fallen silent,
. Open gates are shut.

. Gods and goddesses of the land,
. Shamash, Sin, Adad and Ishtar,
. Have gathered together to sleep

in heaven.

. They will not sit in judgement,

nor will thev pass verdict,

9. Night is veiled -
10. The palace tranquil,

the field in repose,

0Old Babylonian

1. biTuTo rubd
. WaSru sikkirt $irétum %&kn3

N

. habrdtum ni%0 Saqimma
. petltum (ddutn babu

. 117 matim i3tarat matim
$ama¥ Sin Adad U [3tar
. Ttérbl ana (tul $amé

N AW

8. ul idinnd dinam
ul iparrasi awatim
9. plssumat mu3itum
10. ekallum 5ahur
Sagiimmu séru
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11.

12.

13.

14.
15.
16.
137k
18.
19.

20.

21.
22.

23.
24,

The wayfarer calls on his god
(And the litigant is sunk in sleep.)

The judge of truth,
the father of the fatherless,

Shamash, has betaken himself
to his chamber.

O great ones, gods of the night,
O radiant Gibil,

O heroic Erra,

O Bow and Yoke,

O Orion, and the Dragon,

O Great Bear, and the Goat,

O Bison and the Horned Serpent,
Make ready!

And in the divination

that [ am preparing

In the lamb that I am sacrificing,
Pray establish the truth!

11.3lik drhim {lam i$assi

u %4 dinim utebérri Sittam
12. déyyan kindtim

&bi ekiatim
13. $&ma$ Tterub éna kummisu

14. rabtitum 117 muitim
15. nawirum Gibil

16. quradum {rra

17. Qastum Nirum

18. Sitaddurum MushisSum
19. Eriggum Enzum

20. Kusarikkum B&smum
21. lizziziima

22. ina térti éppudu

23. ina plhad akérrabu
24. kittam 3(ikna

Akkadian - or Old Babylonian - is
the most ancient of the Semitic
languages, and was spoken in
Mesopotamia. The Akkadian source
used here originates in the first half
of the second millennium B.C.E.
The percussive sounds of the
language itself make for a most
impressive tonal entity.

The six singers of Belcanto perform
a ritual onstage: they sing the original
Akkadian text, play wind instruments,
strike palm-tree branches (from the
Jordan Valley - an area very similar
in climate to that of Mesopotamia)
and iron sticks. The priest, in his
appeal to the stars and the gods who
have not yet fallen asleep, works
himself into a frenzy, his fear ever
growing that they are not listening

to him. | transformed this into a
variety of textures in which energy
and tempo increase unremittingly.
In the end, the voices disappear
completely, overtaken by darkness.
The premiere and subsequent
performances took place during

Belcanto’s tour of Israel in
November, 1955.

On p.66: Palm trees in the
Jordan Valley which provided
branches - percussion
instruments (preparations
for the premiere of Appeal
to the Stars, 1995)

2DV 27XV :66 ‘DYQ
=D'91 19071 DNDY [T
N227 NH2AN) AEN 17D
(1995 ,0'22127 XD

Tsippi Fleischer collecting
palm branches in the Jordan
Valley

01 QIO'X NI W79 'Y
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Multimedia No. 4 Main credits for the Video-Art:

Director: Dina Hoffman

The translation on the following pages
in the narrative form describes the
Cameraman: Ofer Harari
Off-line editor: Tal Shefi
On-line editor: Yuval Ulman

Daniel in the Den of Lions Video-Art (1995)
For soloist (baritone), men’s chorus and string quintet

development of events in accordance
with the work’s three movements. A
literal translation of the Coptic is

Production management: pointless because of the enormous

Text: from Daniel 6, in Coptic holy writings (sung in Coptic)

Daniel’s prayers are based on the Old Testament Book of Psalms (2,3) Ruthy Cohen syntactical differences between the

Conductor: Avner Itai

Soloist: Daniel Ettinger (baritone)

Vocalists:

Adi Yeshua, Mark Shaymer, Oded Amir, Yishai Shteckler - tenors
Guy Boneh, Pavel Korshov, Oz Shasha, Oded Zemer - baritones
Avishai Shilo, Avi Jacobson, Ronen Ravid, Assaf Levitin - basses

Players:

Violins: Gilad Hildesheim, Rafi Frenkel
Viola: Aharon Yaron

Cello: Raz Cohen

Double-bass: Peter Marck
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Coptic and English languages.

cearrt ftovg,opicaroc x€ pina pwant mfen ee-
NMAEPETIN RO¥ETRALS. fTTOTY finow| rulemn neas
pwasi miflen wa X ft€g,00v iawnTi ERodgiToTK
now¥po RcegiTq &dAakkoc NTe ruarowl nexe
MO¥PO X€ O¥ARHI ME TICAXI 0¥0P, MILWI RTE M-
MEPCIC MERR. MILLHAOC FUHEYCIM.

IT. TOTE AFEPOTW MEXWON LAMELRS0 LLTOFPO
xe 2aamHA T éRorden mugnpr ftTe Téseradw-
cid fiTe Frovaed faneydiiexuwey LLNEKS,WI 0¥0P,
T ficno¥ den még,00% JEPETIN RMEYETHLRA It~
ToTq saneqgnov.

2. TOTE €TaqewTEAr HXE TNO¥PO EMICAXI
AqEpALKAS, NP HT E5,pHI €xwy 0v0P, Agepirw-
mgeceoe cefie aAMKA ENXINNAS,2€EY 0¥0Q, AEP-
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Left: Stone ornamentation
of a Coptic cross

Right: A page of the story of
Daniel in the den of lions

from the Coptic Bible

0"917 22X NIV : 2RDUD
W'D 7 790 9T :/'D'D
YD NIIIXD 2112 PRDT
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DANIEL IN THE DEN OF LIONS

From the Coptic version of the Old Testament

I. The story

1. Darius appointed 120
ministers over his kingdom.

2. The mission of the three
chief ministers - including
Daniel - was to protect the king
from harm.

3. The king admired Daniel in
particular for his ability and
put him in charge of his
kingdom.

Coptic

1. *asranaf #andarios *ambef?amBo »afkd »exri e¥én
timet-?(ro an-3e-gut »ansatrapis eBrudopi xen
tefment-?liro tirs.

2. afkd »an-50mt »anrefdo¥ »ehri ego?u »eté Dani?1)
uway enxitu pe »eBruti »dp no?li hdpos ?antd
»a5témurah xisi am3p*uro.

3. 2owbh naftéylt »shoté-ro*6 tiru pe »anZe Dani*1
%e ne 2u?Gn PupnBvma anhu?f Panyitf pé »abve
f1 afkaf?an¥e 7eplro ehr7 »e¥én tefmet-*lro
tirs.
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4, The other ministers tried to
find fault with Daniel, but
failed.

5. So the ministers plotted
together against Daniel for his
different religion.

6. They said to the king:
"Anyone who will pray to a god
or man other than you should be
thrown into the den of lions".

4. *uwoh ni-ref83% nem ni-satrapis navkdti »ansd
2u-16y¥i e¥ems x@Dani?T1 2uwoh 101%i nivén nem
paraptma nivén nem kfts nivén samplZem 2u?dn
ammdu xa Dani®i1 Ze »Gwwi ng upistos pé.

5. *owbh peZé ni-reffos Ze tennaZém 16yZi 3n xa
Dani?11 evil xen ni-nomos anté pefnliti.

6. PavPersueni anZe nitiru ?etxén tekmetdro ni-
satiyUs nem ni-satrapis nem ni-hipétos nem ni-
toparsis *erep¥in-sémnT Panu-vasilikT ana-stasis
»e0ré u-hbrismos ¥emgdm hina fizetndreretin »an-
u->etima evothitén nuti niven nem rdmi nivén %a
meab ane-?Ehoti Pevil *evothitétk Pepuro »an-sehitf
»g7eplakkos ?ante nimd? 1.
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7. And King Darius signed the
writing of this decree.

8. Daniel prayed to his God: "O
Lord, my protector in times of
need."

9. The ministers came to the
king saying: "Your decree
cannot be altered!"

10. They brought a stone to the

mouth of the den and the king
himself sealed it.

. tite Darios »ap@Uro »af?l »ahsam 2edrii>asyé

pThdn.

. *énBok Paptoys *EnBok parefSopta Brok *énBok

parel Puwoh PetEfsi »antd 7afé.

.avi 3a aplro pego?l ndf ¥e mi *ampeksemni 7an

ii-horismbs Ze hina romi nivén eend er?Etin 2an
»T Petima »antotf »annGti nivén nem romi niven
$a mPab an?ehdru 2imTti »Evol hitdtk »ep?iro
zansehitf e-»aflakkos »anté nimd»i.

10. ?af?ini 2an>0%6ni »aftif *Erof 2am-pilakkos

»uwoh af?ér sfragizin *émmof ?anZe ?epbru
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Il. In the Den

11. Daniel called for God’s help:

"Deliver me, O Lord, thou who
hast broken the teeth of the
wicked."

{il. The Release

12. The king hurried to the den
of lions and asked Daniel: "Is
your God whom you serve ever,
able to deliver you from the
lions?"

11. tonk ?apEoys matligoi pandti Ze *EnBok pé
»etakpasBoy 2u”Bn niveén et ngd#i “Eroy e
?apZinZi »an?(bhe anréfer novi »aku?G5fu.

12. af#7 xen ?lyis »eén 2aflakkos »anté ni-mo7i
2owoh *etafxdnt »extin »epilakkos ?af?3s »évol
*0vEDani» 11 2anéxrorl *efgbrimasd ¥e Dani?1)
pTVOk ?antEfnuti et>onx pekniti f7 »énBok
etekSém3i »émmof Pefmin ?dn »afe$gémgom
2annahmek ?evolyeén-ro?l ?an-ni-mi?i.
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Coda

13. Daniel answered: "My God
sent his angel and has shut the

lions’ mouths."

During the filming of Daniel
in the Den of Lions: A
Coptic woman praying

2412 PX'IT 'DIZ'Y DI
DU9IT NUX  DIXD
nzzonn

During one of my journeys to Cairo
| came upon a limestone tablet in
the city’s Coptic Museurn, depicting
Daniel in the lions’ den. | had found
that, as a minority in Egypt, the
Copts identify strongly with the
mythical image of Daniel. About
two years later, while attending the
American video artist Bill Viola’s
exhibition in Tel Aviv, | felt a
tremendous urge to plan one of
my multimedia works as a video
from its inception. The choice of
Daniel and his trial by lions seemed
inevitable; the language used would
be Coptic.
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13. paniit 7afudrp 7am-pef-angélos ?afgdm 7an-ro?G
2an-ni-mi? i ?owoh »amputékoy Ze.

| felt immediately that the vocal
sound called for men’s voices; | also
knew that Coptic art encompasses
a great deal of extremely interesting
visual elements.

In this video-art, Sound and Visual
are combined as a language of
modern art in which universal
meanings are reflected: beauty,
cruelty, jealousy, mercy. King Darius’
ministers plot against Daniel,
influencing the King to discredit his
previously beloved subject. Daniel,
while praying to God, succeeds in
preventing the lions from devouring
him. All'is tranquil in the end.

The musical ensemble consists of
men’s chorus (the ministers) with
soloist (Daniel) and string quintet
(two violins, viola, cello, double-
bass).

The authentic melodies of the
Coptic community influenced the
vocal style; the instrumental part
with its descriptive effects and
dissonances combines with the
vocal aspect to make for a unified
aesthetic.

The visual concept places the chorus
as central focus. The pages of the
score are used as a visual element;
their strong colors on the black
gowns of the chorus and the
changes in staging create a dramatic
development in accordance with
the music. Visual elements

In the Coptic monasteries in

Wadi El-Natrun, Egypt

"TXI2 D090 D'ID]

XD INUI-7X

The limestone tablet in Al-
Muallaga Church, Cairo,
inspiration for Daniel in the

Den of Lions

N"0122 VPN AX
WIN YN D7D 2N
ZNIT? DXNWND DUD'Y

NIMIXN 2112
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The first violinist in the

concluding moments of

Daniel in the Den of Lions

21 0rON 'V IUXIN 020

NPIND 22 7XIT

photographed in Egypt enrich the
waork as an integral part of its style.
| approached Dina Hoffman - a
versatile figure in the field of the
plastic arts - who agreed to do the
visual design and staging of the
work, both of us aware of the
complete immersion in surrealism
involved. Our producer, Ruthy
Cohen, chose to work with the
talented cameraman Ofer Harari
who had had experience with art
photography in the past. After a
preparatory location-tour of Egypt
in April 1996, we returned in May
to film the exotic Coptic sites,
cemeteries with their engravings
of ornamental crosses, the Coptic
monasteries in the western desert,
the camel market near Cairo.
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Thanks to the assistance of the
world-renowned Coptic
ethnomusicologist, the venerable
nonagenarian Rageb Muftah, | was
encouraged to study the
pronunciation of the text with a
Coptic monk (so that | was able to
rehearse with the singers later), and
to become familiar with authentic
Coptic liturgy. The conductor Avner
Itai was in charge of the musical
performance for its recording in
Israel.

Once the recording was done
(directly onto a digital tape), the
next stage involved the filming of
the men’s chorus and the soloist.
They were positioned in an
interesting formation, holding
scores decorated with Coptic

symbols and lighting effects were
varied dramatically. The close-ups
of the string quintet concentrate
on parts of instruments and on the
instrumentalists themselves - which
is in keeping with the surrealistic
approach to each and every
element in this art work.

There are three sections to the work:
The first part is narrative, describing
the plot devised by the ministers
against Daniel. Daniel makes his
appearance in his first prayer-like
quasi-aria.

The second section - in the lions’
den - abounds in instrumental
effects and dissonances which stress
the sense of threat and the struggle
for power between Daniel and the
lions: Daniel’s second aria - in the
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From the Video-Art Daniel
in the Den of Lions:
Above: Daniel prays to his
God

Below: Inside the

monasteries in Egypt

PRUIT UIN-INTH UND
JNPIX 2013
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den of lions - expresses his profound
distress.

In the third, coda-like part, the
whole ensemble becomes
progressively calmer. The cello
opens, moving towards a “chorale-
spiritual”; Daniel joins in, and at
the very end, the violin floats
upwards, higher, ever higher.

| should like to repeat what | have
often said in the past: this type of
art created in our region - crossing
borders, religions and periods of
time with confidence as it does -
reflects the deep truth of the ability
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of the peoples of this area to live
together in symbiosis.

The premiere viewing took place
on September 19, 1996 at Bet
Gabriel on the shores of the Sea of
Galilee in Israel, where the Peace
Treaty between Israel and Jordan
was signed by the then-prime
minister of Israel, Yitzhak Rabin and
King Hussein. This world premiere
was celebrated in the presence of
a large audience of invited guests
- intellectuals, politicians, artists and
literati from Israel, Egypt and Jordan.
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First page of the choral
manuscript score: Daniel in
the Den of Lions (Coptic
letters and transliteration

below the notes)
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From the Video-Art (the finished product) From the work-in-process, Daniel in the Den of Lions (1995-96), Cairo
(ADNDA AXIDN) UAR-IN'THN IND NP2 ,(1995-96) NPIRD 2132 2RT 70 DTV 12700 D

Artistic designs by director g 2 .
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Dina Hoffman: Monks’ faces
and MMustration of a Coptic

Cross

JYND 2 MIDK T
27X NUYD 2 WX DO DT
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Three vocalists (monks): B e oY WONND DMWY IND T
a™

Right: from Part 1 (“The nex? X1 '09170

3 1. Leller signed by Coplic Pope 0U970 0" INK
Shnuda, granting permission to

film Coptic sights in Egypt

4 : from Part 2 ("In
Story”) Left: fro ( 0¥D
the Den”) N0 23 D 2

2. Candelabra in Al-Muallaga NFZUID

Church

DVP-DNDT Y
22PN DRI 3

(“WDON) N PPN DD 3. At twilight, one of the monks TN VI IRED 000
T re— remains i?ehind to instruct Ts.F. on UK TP 90X DY
the Coptic pronunciation of verses RO NX NI9IT NNY

(2037 from the Chapter of Daniel PNIT 21 (7190
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From the work-in-process, Daniel in the Den of Lions (1995-96)
(1995-96) NIPIND 22 2NIT 70 ATIAUN 200 10D

In the camel market on the

outskirts of Cairo
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In the Coptic monasteries in
Wadi E-Natrun in Egypt'’s

western desert
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The Gala Evening (world premiere of Daniel in the Den of Lions, at Bet Gabriel on the Sea of Galilee, 19.9.1996)

(19.9.1996 ,N1'DN NOW 7V 7N'101 N NPIRD 2122 PRIT? D'DZI00 D11D020) N7NIN 100
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GARRIEL SHEROVER FOUNDATION
120 MY DI%Y NN, YIND T mona

(AM22-0170) NN W2 DIRNL DN
ART VIDEO - DIYIND 2133 IN2)T With the conductor Avner Itai and The reception at the
TPD2IPI NIV DAY RIPOA NBPDA 29-5y his wife beginning of the event
U YN AN NXIDN 0Y VXD NNN9 D190 N2
113 M1 apan JAIN AT 3 AWNND 8 Ao

113¥ 01 :Mn
IN¥2) M1 ,18.00 nyw ,19.9.1996 ,'n D12
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ART VIDEO - £ buad| iz |8 iald
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You are hereby invited to a Gala Evening (pre-premiere)

DANIEL IN THE DEN OF LIONS - Art Video

after the biblical story, sung in Coptic

Under the auspices of the Israel Foreign Ministry, Department of Peace and the Middle East ’ II

Onstage with master of  Journalist Afaf Abd-El-Bari of
Music: Tsippi Fleischer Direction: Dina Hoffman Production: Ruthy Cohen ceremonies Ram Evron Cairo with words of greetings

Master of Ceremenies: Ram Evron
Thursday, 19.9.1996, at 18.00, Bet Gabriel
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Reuma Nahum Abbas -
mezzo-soprano folksinger
~ Soloist: Galbi Malan Yumma

| to the mood of the moment. After
her army service, she jeined the “Inbal
Dance Theatre”. “It was a great
privilege to work and develop in the :
the men’s songs, sung in Yemenite- =& proximity of Sara Levi-Tanai, the
Arabic by her father, arabbiand 8 founder of Inbal, for about nine years”, 8
cantor, scion of a long line of rabbis, she says. She appears in Israel and
abroad in programs of Yemenite songs

- in Yemenite-Arabic and in Hebrew

~ Reuma Nahum-Abbas was born in
¢ Yemen and, at the age of five, came 3 f
" to lsrael with her family. The strongest ]
musical influence on her was that of _:-

in the particular style of the Nahum
family. She leamed the wormen'’s songs
from her mother, from neighbors and translations. Her LP, “The Scent of

Myrtle”, was produced in 1984 by

Galton Studios, Tel Aviv.

friends who would sit and work
together in the yard, singing on any
subject related to their lives, according §
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Galilee Music Festival.

Jelena Sotric - throaty mezzo-
soprano
Soloist: Bird in the Forest

Jelena Sotric (b. 1974) of Sarajevo,
Bosnia, came to Israel in 1992 as
a refugee from the terrors of war.
The young Jelena appeared in

Sarajevo as soloist (vocalist) with
a folk-dancing group. In the first
years after arriving in Israel, she

and her mother were given refuge
in Kibbutz Magen. In the summer
of 1997 she appeared in the Upper -



' Mira Zakai - contralto
 Soloist: The Goddess Anath

; Mira Zakai was born in Jerusalem,

of Music, Tel Aviv University. She is a

" appearances with the Israel
Philharmonic, the New Israel Opera
and numerous recitals. She has sung
under world-famous conductors such
as Solti, Mehta, Kubelik, Abbado,
Guilini, amongst others. She is professor
of voice and the theory of song at Tel
Aviv University’s Rubin Academy and
teaches master classes internationally.
Her many recordings include Mahler’s
Second Symphony (Grammy Prize),

' holds a degree in humanities and the i
title of Master from the Rubin Academy

. well-known figure in Israel through ‘

i

“Schoenberg’s Moses and Aaron”

(Solti) and Boris Godunoff

(Rostropovitch). She has been
awarded numerous prizes in Israel
for her outstanding contribution

to the performance of Jewish and

Israeli music. iﬁv

£

Eva Pitlik - conducfor

The Judgement of Solomon

Eva Pitlik, born in Germany, was
raised and educated in Buenos
Aires where she formed and
conducted youth choirs until
immigrating to Israel in 1969. In
Israel she furthered her musical

studies at the Academy of Music

- and in musicology at Tel Aviv
University. She has recorded

~ songs in Yiddish with the “Vilna
Chorus”. In 1990 she formed the

“Cantabile” Choir - the municipal
choir of the Petah Tikvah
Conservatory of Music - and has
since worked with the music

¢ for Culture in the fostering of choir
singing in Israel. In 1994 she ‘
4 established the National Center for -

. Choir Studies in Kfar Saba. "

- “Cantabile” Choir was awarded First 8

department of the Histadruth's Centerf

The “Cantabile” Choir is well-known
both in Israel and abroad. Its repertoire 4
includes folklore, classical music of &
various periods, and Israeli music,
some of which has been specially
written for this choir. In 1993 the

Prize in a number of categories in
Interkultur's First International
Competition, “Shirat Hayamim®, for
children’s and youth choirs.
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Ensemble Belcanto - Frankfurt S8 direction. Madrigals from the

reflects what is happening on the:

' Dietburg Spohr - conductor,
" mezzo-soprano
. Appeal to the Stars

. pre-Baroque period are also part |

most up-to-date contemporary. of the ensemble’s repertoire.

musical scene. Only a few years

Dietburg Spohr was trained as a since its formation, it has made a w

classical singer but has made a place significant contribution to the
for herself particularly in the field of

. contemporary music. Her repertoire

| repertoire of today’s composers.

' Dietburg Spohr writes: “The

i+ ensemble sets out to make a

stretches from classical literature to
contemporary art music, and the avant- completely different statement —
garde works of later composers such i
as Cage, Berio and Boulez. She lectures
at the Academy of Music in Stuttgart.
Many contemporary composers have
. dedicated extremely demanding works
for her. Her metier is the tension formed
between sound, speech and emotion, *
with musical and theatrical

. no empty, sweet, nostalgic tones

 interaction. When she had tired . here or a ‘new, very tonal

- of performing the classical | simplicity’...Our aim is to move

repertoire on the concert stage 1 things abOUl, to renew the new.”

about 15 years ago, she = Belcanto should not be

. established the ensemble of ~ understood merely as its name

! S ; i 5 i . =
women vocalists/percussionists would indicate -“beautiful singing”

Belcanto - Frankfurt. " - but also not as a provocation

leading towards the opposite
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| Avner ita;l 15 cnduétor Daniel Ettinger - baritone
' Daniel in the Den of Lions Soloist: Daniel in the Den of Lions

1 Daniel Ettinger, born in 1971, is
Choir, the prestigious “Cameran

| 4 a vocal graduate of the Rubin
Singers”, and choirs of the music ¢

* Academy of Music, Tel Aviv. He
% made his major debut with the
§~ Israel Philharmonic in 1993 in
| “Mahler’s Lieder eines fahrenden

lacademies of Tel Aviv and Jerusalem. |

% To his credit lie the largest number

~ of performances of vocal music
: He has done vocal master classes
- performed in lsrael. He is professor &

:f’ Cesellen” - after he had won the with luminaries such as Hilde Zadek,

of conducting at the Rubin
Avner Itai was born in Israel. He Academy of Music, Tel Aviv
began his career as an oboist,
the International Federation of

_ Choral Music. In 1998 he

completing his musical studies
in Pairs in oboe, recorders and
choral conducting. Since his
return to Israel he has been
artistic director and conductor He is the recipient of many
of the “Israel Kibbutz Choir”,

“Rinat”, Israel’s National

__important prizes, including that of
the Israel Prime Minister.

University, and actively involved in '

= established the super-professional |
vocal ensemble “Collegium Tel Aviv”.§

(Francois Shapira - Israel’s most
prestigious musical competition.

He has appeared with virtually everyfi

sraeli orchestra in a diversified

repertoire of works ranging from
Baroque to contemporary music.
Since his New Israel Opera debut

in 1994 in “The Tales of Hoffmann’, i ;
Mr. Ettinger has sung a number of *
important roles with the company. &

. Vera Rosza, Hans Hotter and Joan
| Dornemann of the Metropolitan '
L Opera. He is also an accomplished &

" pianist and accompanist. In 1999
* he was appointed choir conductor,

and coach of the New Israel Opera

_and is on the staff of both the
| Jerusalem and Tel Aviv academies |
' of music.
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In the arid desert, dry

branches are used as

firewood
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