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Prologue

Though 1 am not Israeli, my piano skills won me involvement in the Israeli
participants’ performance that evening. 1 remember being so excited just to be a part of
the group. The way they sang together was striking. Clearly, they knew something, felt
something, about the music that an outsider could not fully comprehend. Their
understanding of the music was not from study, but rather from living. Their singing
expressed a common bond of ‘home’ that was inextricably linked to the music. Asa non-
Hebrew speaker at the time, even the title of the piece did not make sense to me --
AN ANt G MY, My Israeli friend explained that it meant, “Your forehead is
adorned with black gold.” Though I knew it was a love song, my limited knowledge of
the Hebrew language kept me from understanding any more than that. Even so, I could
feel the weight of importance that their singing together carried. My experience with the
group that evening provided the foundation for my interest in Israeli music. However,
two more years would pass before I became truly captivated.

‘ Exactly two summers later, I returned to the same program as a staff member.
While searching for a piece of music to share, a new Israeli music director showed me a
song that would change my life. It was the first time I had seen actual Hebrew on sheet
music, rather than transliteration. I grew dizzy reading syllables from left to right (in the
direction of music notation) when the printed language reads from right to left, but I was
determined to internalize the music. As I studied the meaning of the Hebrew text, I knew
this kind of music was different at its core. Even though the song was considered to

belong to the popular music genre, the content and harmony reached depths far beyond

the American popular music with which I was familiar. It was a profound expression of
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the Israeli society’s common experience. Only after making my life in Israel for a year
was | able to catch a glimpse of what that meant. Thus began my exploration of popular
Israeli music, completing half of my initiation into Israeli culture.

At the same summer program where 1 first heard Israeli popular music, long
before I lived in Israel, I got my first taste of Oy *1ip"Y — Israeli folk dancing, literally,
“dances of the people.” 1 found the movement to be intoxicating, intensified by the
accompaniment of the music I had come to appreciate. Again this experience only
planted the seed for further exploration of this aspect of Israeli culture.

Sadly, during my year in Israel, I was not able to reguiariy attend an Israeii dance
session. However, a year afier I moved from Jerusalem to New York, I began attending a
weekly class at the 92™ St. Y on Manhattan’s Upper East Side. Instantly, my love affair
with Israeli popular music and dance was rekindled. Through this gathering, I was given
the opportunity to see how the Israeli cultural experience is expressed simultaneously
through movement and song, as oy *Tij*Y often boasts dances choreographed to the
newest popular tunes. Not surprisingly, the folk dancing became addictive. By the time
this thesis is completed, I will have been dancing for over two years in New York City,
one of the premier centers for Israeli folk dancing in the world. These combined
experiences have fostered within me a curiosity about how these forms of popular culture
reflect the society from which they originate.

My years of studying music and the Hebrew language, the experience of living in

Israel for a significant amount of time, and my involvement in folk dancing has cultivated

my connection with Israeli music and dance. I have come to truly appreciate these art




forms as expressions of what it means to be Israeli. However, [ myself am not a member

of the group that is expressing itself through these art forms.

This brings up important questions about what authorizes a person to study and
speak about a particular subject. Some may argue that one cannot impartially explore a
topic or group when one’s own personal experiences might cloud the findings. To take
this argument one step further, there are those who would argue that the best person to
explore a subject would have no connection to the topic whatsoever, allowing the
researcher to remain completely impartial. On the other hand, there is the question of
authenticity. Who better to explain the behaviors and expressions of a group than one
who is a participant and who can fully appreciate all of the variables that contribute to
belonging?

Rabbi Jeffrey A. Summit describes his position with regard to researching Jewish
communities as “both a guest observer and a participant.”' He too wonders which is most
desirable. Should a researcher be someone who is affiliated with the community, or
rather someone who is not connected? Summit observes that “every researcher comes
with a history, and each personal history will have sonte effect upon one’s relationship
with informants.” Surely, the researcher experiences some pull to the subject in the first
place, which can often be traced back to an event or encounter in the researcher’s past.

Regardless of which side eventually gains favor among researchers and
ethnomusicologists, I, like Summit, find myself somewhere in the middle. No matter

how many dances I learn, songs I can recite, Hebrew verbs I can conjugate, or months I

"Teffrey A. Summit, The Lord’s Song in a Strange Land: Music and Identity in Contemporary
Jewish Worship (New York: Oxford University Press, 2000), 5.

2Summmit, 9.
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spend making my home in Israel, | am not Israeli. 1 grew up in America, with a
vernacular, music and popular culture all its own. [ may study, in depth, events that took
place since the inception of the State of Israel, yet I cannot know what it was like to have
lived through those moments.

On the other hand, one could argue that young Israelis did not live through those
early events either. Still, the story becomes theirs when it is passed from generation to

generation, not unlike the story of the Israelites’ exodus from Egypt® For me, the

distinction is clear. I am not a part of Israeli culture. Yet, my exposure to segments of it
and participation in its expressions; place me somewhere on the spectrum between insider
and outsider. While my experience of living in Israel certainly does not make me Israeli,
1 cannot deny its impact on my thinking, especially regarding Israeli identity and Israeli
music. As I continue on this journey, balancing the roles of participant and observer, I
am filled with the desire to report faithfully my findings while hoping that my hypotheses
show that I do indeed have an understanding of this extremely complicated culture.

While taking my position with relation to the topic into consideration, I dove
further into formal study of these two cultural art forms. Contemporary Israeli music and
ay “7ipm reflect the culture from which they are born. Through an exploration of their
music, movement, poetry, lyrics, and themes, even an outsider can become enlightened
with the values and collective experience of the Israeli people. These expressions serve

as a window into the Israeli soul and offer insight into the meaning of Israeli identity.

*And you shall explain to your [child] that day, ‘It is because of what [Gd] did for me when /
went free from Egypt™ (Exodus 13.8). Thus, the millennia old tale belongs to each and every Jewish child.




Introduction

What is it about music that speaks to the human spirit? Music has the power to
transform a moment, to transport its listeners to a place and time. This process can
awaken a memory and cause a person to experience intense emotions. Each nation has its

own canon of songs which may recall the eras through which it evolved, tracing the state

of mind of its people in years gone by. Though Israel, as it exists today, is a relatively

young nation (having achieved statehood in 1948), its rich musical legacy is a strikingly
honest and expressive representation of the psyche of its people. Israel, like other
nations, houses a “people whose musical expression reflects their everyday lives.™
Many scholars have studied the development of Israeli popular music. Some have traced
its journey as it progresses from one genre to another, forming new types of musical
expression and of Israeliness along the way. Others have striven to link the nation’s
music to its complex history, connecting its music to its political chronology. From any
angle, one cannot deny that the contemporary and popular music of Israel through its
poetry/lyrics has been a key factor in expressing this young country’s search for a unique
national identity.

Later, I will examine the musical and cultural implications of several
representative songs. These pieces will serve as the crux of this study. Also, toward the
end of this work, I will take a moment to reflect upon Israeli dance as an additional level
of cultural expression of Israeli identity which is finmly rooted in the popular music of

Israel.

“Irene Heskes. “Song and the Modern Return to Zion,” in Passport to Jewish Music: Its History,
Traditions and Culture. (Westport, CT: Greenwood Press, 1994), 245.




Before delving into a deeper exploration and explanation of music and dance as

an embodiment of Israel’s culture, I will first summarize some relevant scholarly
literature.

Motti Regev and Edwin Seroussi have recently written one of the most
comprehensive books regarding the development of Israeli popular music. Within the
first few pages, the authors assert that “popular music is the cultural form that most
strongly signifies Israeliness.” Through study of what preceded modern national culture
and cultural diversity, the authors seek to understand Israeli popular music as a symbol
for the culture at large. This culture is composed of a traditional variant, a globalized
variant, as well as several sub-national variants consisting of groups who maintain an
additional identity within the traditional one. That is, the Israeli-ness heard in Israeli
music is really a combination of many elements, including the contribution of subcultures
within the mainstream of Israeli society as well as of outside cultural influences. This
book focuses on three major types of Israeli popular music:

1. Shirei Eretz Yisrael (Songs of the Land of Israel - SLI)

ak.a. the folk music of Israel

2. Israeli Rock

3. Musiqa Mizrachit, the major ethnic popular music.’

This work charts the course of Israeli popular music, using a historical framework
to guide the reader from the pre-State yishuv period through the tum of the century. in

addition to historical context, Regev and Seroussi provide further insight into forces that

SMotti Regev and Edwin Seroussi. Popular Music and National Culture in Israel. (Berkeley and
Los Angeles: University of California Press, 2004), 2.

SRegev and Seroussi, 10.




guided the creation and dissemination of popular Israeli music, such as army ensembles
and popular song festivals both at home and abroad (e.g., Isracli Song Festival,
Eurovision, etc.). Other major guiding forces in the development of popular music are
education, radio, television and globalization.

One of the main questions this book answers is how the development of the
“Israeli sound” grew and came to exist within the nation’s music. Originally, 1 had
thought of delving into this, but have come to realize that Regev and Seroussi discuss it
quite fully. This source is especially helpful at isolating specific contributions of major
Israeli songwriters throughout the development of popular Israeli music. In this book,
Israeli popular music is heralded time and time again as being one of the main
expressions and symbols of national Israeli culture. One of the reasons that popular
music played such a key role in the definition of Israeli-ness is because of the

“commitment to the invention of an authentic “Israeli national culture.”’

Whereas understanding the evolution of Israeli popular music is essential in order
to understand its own development, one cannot study the music’s growth in a vacuum.
The ninth chapter of Marsha Bryan Edelman’s book, Discovering Jewish Music,® traces
the general development of Israeli music through the waves of immigration to Israel.
This chapter also relates the music’s development to the schools of composition of art
music and to the important figures that stood out during that time. The following chapter,

“Popular Music of the New State,” links specific repertoire to political and other

"Regev and Seroussi, 236,

SMarsha Bryan Edelman. “Building the Jewish State,” and “Popular Music of the New State,” in
Discovering Jewish Music. (Philadelphia: The Jewish Publication Society, 2003).




significant events which have heavily influenced songwriters from the birth of the State

of Israel through today. The popular music in this section is set out not only
chronologically, but also by association with major events in Israeli society. The music
of the time reflected what was happening in the lives of its nation’s people. A
noteworthy feature of this book is the plethora of musical examples which Edelman
provides, linking sings to the events which inspired their creation and/or popularity.
Following is a list of historical events subtitled with the musical themes and songs that
they inspired:

Songs of the War of Independence’
- Realities of a nation at war
- Reunions of loved ones
- Tributes to fallen troops
The Fifties
- Building the new state
- Songs of Pioneer Spirit/Agriculture
The Sinai Campaign
- “Mul Har Sinai”
- Other songs filled with biblical imagery
- Water returning to the wilderness “Mayim, Mayim”
The Sixties (an era of relative peace)
- Pastoral Melodies
The Six Day War
- Euphoria at reunification of Jerusalem
- Naomi Shemer’s “Yerushalayim Shel Zahav” w/ final verse
- Sadness of loss of soldiers fighting for reunification of Jerusalem
“Yerushalayim Sheli”
The War of Attrition
- Constant fighting, loss of more troops
- Yair Rosenblum’s setting of Rachel Shaipra’s, “With What
Shall I Bless?” and Yankele Rotblit’s, “Shir LaShalom”
The Yom Kippur War
- Prayers to Gd - Prayers for soldiers
- Desperation for fighting to be over
- Haim Hefer’s Lyrics and Dov Seltzer's Music for “HaMilchamah
HaAcharonah / The Last War”
Songs of Peace and Prayer
- Recovery from Yom Kippur War

® Edelman, Chapter 10.




- Peace with Egypt
- Improvement in national feeling
- Eurovision success
- Nostalgia
The Bad, The Ugly — and the Good (I don’t fully understand Edelman’s sub-title

here.)
- Self-criticism
- Globalization

This chapter clearly illustrates the correlation between consequential events and
the sentiments (and therefore, music) which they inspired. Most of the events referenced
are wars/conflicts that, in turn, had a major effect on the psyche of the Israeli people.
Thus, Israeli popular music was music rising out of the need to express the feelings that

these tragic events evoked for the people of Israel.

Just as the study of a nation’s history can be extremely helpful in providing
context for its cultural development, I was also curious about how this development led
to the creation of a national identity, especially given that modem Israel is quite young. 1
was led to Yael Zerubavel’s'® work about how the éoncept of constructed communal
memory plays a major factor in inventing or creating a national identity. The goal of this
work is o use an interdisciplinary approach of psychology and sociology to examine the
collective national memory of Israel and how it has informed the creation of an Israeli
national culture. The tools used in this process of examination are educational materials,
media broadcasts (radio and TV), IDF materials, and so on. As the author follows the

development of these materials through the history of the state of Israel, she is able to

1Zerubavel, Yael. Recovered Roots: Collective Memory and the Making of Israeli Nationol
Tradition. (Chicago and London: The University of Chicago Press, 1995).
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understand the collective memory of the society. To round out the picture, she also
intertwines studies of pre- and post-statehood history.

Zerubavel notes how he holiday cycle can bring into focus certain events within
our collective memory. Notably, memories as they occur in the holiday cycle are not in
chronological order, and may draw on specific aspects of an event in order to illustrate a
broader point. She also makes an important point by saying that “the Zionist memory did
not invent new mythical structures.”!’ Rather, it provided a link between antiquity and
the modern period while highlighting the theme of the struggle of the few against the
many, with the outcome of success for the underdog. There may also be more than one
memory associated with a particular event. In this case, one memory (perhaps
determined by its theme or lesson) usually dominates others in the collective memory.

In recent years, counter-memory has come more to the forefront, prompting
publication of materials with alternate views of past events. Needless to say, these works
often spark controversy and encounter opposition. However, these counter memories
may bring about a culture which is more tolerant of the existence of multiple conflicting
memories. “The analysis of Israeli collective memory suggests that a society can have
more than one vision of the past and that as much as history can besiege memory,
niemory can also besiege history.” '?

Zerubavel illustrates her points by selecting several events of significance for

Israeli culture and describing the effect they have had on the development of Isracli

society. She is not afraid to deconstruct myths for her readers. She also brings to the fore

!'Zerubavel, 217.

2ibid., xix.




11

the idea of multiple collective memories existing side-by-side. This is an unapologetic

work containing compelling insight and important information.

One of the unique characteristics of Israeli Popular music is its use of poetry, set
in a modern musical context. In order to understand the setting of such a text, one must
first strive to understand the text itself. In order to shed some light on this topic, 1
consulted a work entitled The Modern Hebrew Poem liself'® 1t is an extremely helpful
anthology of modern Israeli poetry, complete with short composer biographies as well as
insights on each poem covered. A literal translation and an English transliteration
accompany each work. In Burnshaw’s short introduction entitled “To the Reader,” he
remarks on the common poetic device of referencing traditional Hebrew poetry. He
admits that many other Western poets have used this device for hundreds of years.
However, a difference in Hebrew poetry is that the poet will usually only make reference
to those texts which s/he “owns.” The result is that the reader, who is part of the same
culture and also “owns” the text, will feel an emotional reaction that only a co-owner of

| the text could feel. Dante or Shakespeare may also make reference to traditional poetry;

however, they would not feel limited to refer only to their own canon. Sadly, as new
generations have become more and more distant from these traditional texts (Bible,
Talmud, Midrash, Siddur, philosophy, etc.), poets draw on such references less and less
frequently.

Contrary to popular belief, Hebrew has never been a dead language, although

admittedly it has not always been as ‘living’ as other languages such as English.

“Stanley Burnshaw, T. Carmi, and Ezra Spicehandler, eds. The Modern Hebrew Poem liself.
(Cambridge and London: Harvard University Press, 1965). Reprint, 1989.
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Nevertheless, the literary use of the Modern Hebrew language as we know it began just
over one hundred years ago, making it one of the youngest literary languages in the
world. As Hebrew is both a root language as well as having a fairly limited vocabulary, a
poet can be particularly clever in his/her use of the language, calling to mind several
meanings with the use of one word. This device will become clearer in the text analysis

section of this paper.

The final source for discussion here is Moshe Shokeid’s chapter on the
phenomenon of shira b '1zibbur, communal singing within Israeli culture.” Specifically,
he explores songs sessions that take place in New York City and are attended by Israelis
who have settled in the U.S.A. This work is interesting on a number of levels. First of
all, Shokeid is himself a regular attendee of the song sessions. This brings into question
the idea of insider/outsider addressed in the Prologue of this paper. Secondly, this
communal singing is an additional layer of expression of identity which is dependent on
the popular music of the culture, as is rikudei am. Furthermore, Shokeid asserts that the
manner in which certain songs are sung is an indication of the values of the people who
sing them. He also points out the power of communal singing to temporarily transform
reality, Shokeid honestly acknowledges that there are certain attendees who did not ‘buy
into’ the cultural experience. Conflicts of values arise between Israelis who have chosen
to live abroad and those who remain in Israel (attending the song sessions during a short
term visit to NYC). Shofceid analyzes the situation and offers possible reasons for why

this takes place. He also breaks down the song repertoire of the song sessions into

"Moshe Shokeid. “The People of the Song” in Children of Circumstances. (lthaca and London:
Cornell University Press, 1988).
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several categories, explaining each, including some textual analysis. The chapter also
explores the significance of important historical events and their influence on the
repertoire sung and on the emotions felt as the songs are performed. The participants’
reflections, documented from interviews, supply information about the emotional
reactions felt by the attendees of shirah b'tzibbur. Shokeid offers his thoughts about the
significance of certain comments and tries to understand why people in differing
circumstances may have specific reactions. This chapter shows a deep understanding of a

unique gathering and all that it represents.

The scholars mentioned above have provided an important foundation upon which
to further examine this complex musical tradition. For the purposes of this paper, the

primary modes of exploration will be textual and musical analysis as illustrated in the

upcoming chapters.
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Text (Poems and Lyrics)

It would be a gross understatement to say that Israelis have been through
significant turmoil in their 56 years of statehood. In fact, as one critic notes, “Israel has
lived in a state of real or potential war since its establishment in 1948.”"° Yet, the people
of Israel manage to keep surviving, to keep putting one foot in front of the other. This
nation has proven time and again that the strength and spirit of the Israeli people is a
force to be reckoned with. In a society known for dealing with tragedy by moving ahead
and proceeding with life during seemingly impossible times, Israeli popular music has
served as a communal outlet which expresses the hope, strengih, sadness and joy of its
people.

Another uniquely “Israeli” feature is the drawing upon of sacred, literary and
traditional Israeli/Jewish texts for lyric inspiration. These texts are then redefined within
a modem, popular culture context. As Burnshaw'® writes, the general population
responds to such settings because the nation as a2 whole feels a sense of ownership of
those texts. This sense of belonging to a people whose story is ancient has stimulated
countless songwriters in the last fifty years.

The following texts are a small sample of settings which have grown out of the
collective experiences and emotions of the Israeli people. With the exception of

930 39 1 which was originally in English, I translated the songs with the aid of my

thesis advisor, Dr. Stanley Nash (unless otherwise noted). The translations are linear,

meaning that one can find the English equivalent of the Hebrew on the same line across

¥ Scott Streiner, “Shooting and Crying: The Emergence of Protest in Israeli Popular Music,” The
European Legacy, Vol. 6, No. 6 (2001): 771.

Burnshaw, .
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the column. We strove to remain as close to the Hebrew meaning as possible, while

maintaining the original sense of poetry and lyricism. In the case of poetry set to music,

the reader should keep in mind that the parallel nature of our translations may alter the

original spacing of the poetry. Following each text is a reflection of the significance of

the piece. These responses may come from me, from one of the people I interviewed, a '

published source, or a combination thereof. The pieces are presented in chronological

order according to when they were written. This sequential presentation illustrates the

development of the Israeli psyche as responding to a nation’s history during the years

represented within.

N.B. The songs marked with ** next to their year of composition are included in

“ a0yt

The Sitver Platter 02N ¥an
Poem: Natan Alterman (1948) jpnx M n'en
Music: Yehezkel Braun (2005) PRI Y 0%

And the land is quieting down (from the battle).
The eye of the sky (the sun) is reddening

It is dimming slowly over smoking borders.
And a nation stands -

Torn of heart, but breathing

To receive the miracle like which there is no other...

(The nation) is preparing itself for the ceremony.
It will rise facing the moon

And will stand, before daybreak,

Garbed in celebration and terror.

-- then facing them, there come forward

A young girl and a young boy

And slowly they march forward facing the nation.
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Y Gadalnu Yachad: Israel's 240 Greatest Songs in Celebration of Its 50" Anniversary, (Isracl:

Hed Arzi, Ltd., 1998), Book and CD set.
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Wearing fatigues and battle gear, with heavy shoes,
In a straight path they ascend

Walking and without uttering a word.

They have not changed their clothes,

Water has not yet erased

The traces of the day of toil

And the night in the line of fire.

Tired without limit, abstaining from all rest,

And dripping with the dew drops of Hebrew youth --
Silently, the two of them are approaching,

And are standing motionless.

And there is no sign whether they are alive

Or have been shot.

Then the nation will ask, awash in tears and
enchantment,

Saying: Who are you?

And the two of them quietly will answer them:

We are the silver platter

Upon which, to you, the Jewish State has been given.

So speak they, and fall at the nation’s feet, garbed in
shadow.

And the rest will be told in the annals of Israel.
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Chaim Weizmann, the first President of Israel said, “A state is not given to a

people on a silver platter/qo> %w wan 7y oy M1 N R.” The prolific Isracli poet,

Natan Alterman, immortalized these words in his poem "q03n Wan" written during the

1948 War of Independence. 1In the decades following, this poem became “the most

common reading for Yom HaZikaron ceremonies...[and] attained a status almost similar

to Lincoln's Gettysburg Address in U.S. culture.”'® One can easily see why the poem has

become so meaningful, Its dramatic unfolding paints a picture that is nearly impossible

to erase from the mind. It illustrates poetically and dramatically the dilemma of a young

®website: My Jewish Leamning.com — Holidays: Yom Hazikaron.
http://www.myjewishleaming.com/holidaysModern_Holidays/Yom_Hazikaron.htm December 4, 2005.




country and the sacrifices it has to make in order to survive.

The opening words of Alterman’s poem “OIpwn YIN™ are resonant of biblical
language found in the book of Judges'®. The two words appear at the end of chapters
filled with battle, marking the calm after the storm. Alterman knows that the people of
Israel feel as if they, too, have been through the storm. Though in this case, they wait in
the temporary tranquility of the eye of the storm, knowing that the battle is far from over.
This feeling is stated more clearly in the second stanza of the poem where the nation is
described as being “garbed in celebration and terror/in'xt an nuw.” This pairing seems
unlikely until one considers the uniqueness of the situation. After 2000 years, the Jewish
people finally have a homeland; yet they wait for enemies to challenge them and try to
tear it from their hands. In a sense, the entire nation stands waiting for thé other shoe to

drop. Alterman ends the poem with another biblical reference, though this time to the

book of Kings. His final line “4x¢* miThna 1910* Wxwin/The rest will be told in the

annals of Israel” is an allusion to a phrase that is found repeatedly at the end of sections
of the book of Kings where terrific battles are followed by salvation.?’ Clearly, thereis a
hope within this dramatic poem that all of the sacrifice will be worth its dear price.

That the silver platter upon which the country is given are a young girl and boy
tugs heavily on the heartstrings of every Israeli. Each and every citizen must be
committed to the nation’s survival — so committed that parents will send their children off

to defend the land. Because of Israel’s mandatory military service in the IDF (Israeli

One example of such usage can be found in Judges 5.31, “And the land was tranquil for forty
years/mw D'YAIN YIND DpUn.”

% 1 Kings 16.14 “...they are recorded in the Annals of they Kings of Israel/ % D'ain3 on X%
O D'mY oM NaT 190"

1 AT 3 Sk s sty
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Defense Forces), almost no one is exempt from this sacrifice. As the final line says, the

rest remains to be seen.

“Jerusalem of Gold” (1967)**
Words and Music: Naomi Shemer

Mountain air as clear as wine

And the aroma of pine trees

Carried along by the evening breeze
With the sound of bells

And in the slumber of trees and stones
Held captive in her (the city’s) dream
The city that dwells alone

And in heart of it, a wall

Jerusalem of gold, copper and light
Behold, I am a violin for all your songs

We have returned to the wells of water
To the marketplace and the square

A shofar calls out on the Temple Mount
In the Old City

And in the caves that are in the rock
Thousands of suns are shining

And again we will go down to the Dead Sea
On the road to Jericho.

Jerusalem of gold, copper and light
Behold, I am a violin for all your songs

But when [ come today to sing to you

And to adorn you with crowns

I am less worthy even than the youngest of your
sons

And from the last of the poets.

For your name scorches the lips
Like the kiss of the seraph
If 1 forget thee, O Jerusalem
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Which is entirely golden... 0T DD WKL
Jerusalem of gold, copper and light AR YWI Wi 71 AT W oteine
Behold, I am a violin for all your songs 3D AN 7 N
Jerusalem of gold, copper and light AN 71 NS w1 anT Y e
Behold, I am a violin for all your songs 10 AR Y P N

Perhaps no other song can compare with Naomi Shemer’s, ‘Jerusalem of Gold®
which, as Steiner says, “was released just before the 1967 war and which remains a staple
in Jewish musical curricula around the world....[Tlhe song did capture Israeli’s genuine
attachment to the Old City along with their sense that it had been placed beyond their
reach because of Arab animosity. Thus, it is not surprising that when Israel captured the
Old City in the 1967 War - along with [other land] — ‘Jerusalem of Gold became

"2l Clearly, this sentimental text occupies an

something of a national anthem.
unmatchable place Vin the heart of the Israeli people, especially with its relation to
historical events. The song still plays on the heartstrings of Israel because Jerusalem is
such a contested city and a core issue underlying the Middle East peace process. As one

woman put it, in typical Israeli matter-of-fact-ness, the song still has power because it

was written after the war, and because Jerusalem is the capital of Israel. She continued,
clarifying her point, saying, “Everyone wants [Jerusalem]. No one wants Washington

D.C.1"%

oRP L A G

The text is poetic, extolling the virtues of the golden city of Jerusalem. One will
also notice the liturgical and biblical references found in the final stanza. The word

“qu” is a mystical-liturgical reference to the flaming angels found in the k’dushah

2 Streiner, 773.

2 Ghirel Dagan, interview by author, notes, New York, NY, 23 May 2005.
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liturgy. This reference is followed immediately by a brief, yet unmistakable reference to
the book of Psalms, quoting Psalm 137.5 directly: “o'7wint ynowx on/If 1 forget thee O
Jerusalem.” In Shemer’s lyrics, the consequences are not described in detail as they are
in the Psalms. Yet, because every Israeli receives schooling is sacred texts, even those
with only a secular education, no one can miss the reference. Here, millennia after the
canonization of the book of Psalms, the people of Israel are seeing a modern day miracle
— the return of a unified Jerusalem to her people.

The music analysis chapter found later in this paper delves deeper into .the

Yehezkel Braun arrangement of this quintessential Israeli melody.

“A Song to Peace” (1970)**
Words: Yankeleh Rotblit
Melody: Ya’ir Rosenblum

Let the sun rise

And allow the morning to shine
The purest of prayers

Do not return to us

The one whose candle has gone out
And been buried in the dust

Bitter crying will not awaken him
Will not bring him back here

No man will restore us
From a dark grave below
Down there, of no use are
Either songs of victory
Or songs of praise

Therefore, only sing a song to peace

Don’t whisper a prayer 797 YOR I
Better, sing a song to peace nih v YR apin
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With a great shout AT NpYYR
Let the sun shine through N 10% Wy DR j
From among the flowers 'D.'ms-, 1'_\,3_;] : g
Do not look back 1lnx;7'm":u=; N i
Allow the departed to rest e e i

Dy oy ERBh i
Lift up your eyes in hope, i
Not through the sights of a gun DTN 0IY IRY ' )
Sing a sing to love DY NI X7 :
And not to wars. NADNY? WY ;

ninn'mh 'Y

Do not sing, “a day will come” - X3! DI 173D '
Bring the day! Inin NN AR
Because it is not a dream xin DiYg XY 2
And in all the squares NN '?:23.1
Sing out loud for peace lalywY WA

Therefore, only si t
ore, only sing 2 SONE IO PEACE-- | nitngy Wy 1Y 11 2%

The status and meaning of Shir L'Shalom in Israeli culture has undergone a

tremendous transformation since its release. The song was the first of its kind and the

only one to appear in the early 1970°s. Other protest songs would follow, but not for
several years. Shir L'Shalom, containing an “unprecedented call for less obsession with
the casualties of past battles and greater effort t§ prevent future ones,” was extremely
controversial. “For some the song was a welcome expression of discontent with the
government’s passivity on the question of peace. For many, however, it was nothing less
than scandalous. There was a period during which it was shunned by radio stations and
for many years it was tainted in the public eye by its disregard for consensual limits and

the controversy it had provoked. Stiil, a precedent had been established, and the song
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"3 1t is also

itself would enjoy a remarkable revival more than two decades later.
interesting to note that the song, which focused on the question of peace and how to
obtain it in a new and scandalous way, w<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>