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Prologue 

Though I am not Israeli, my piano skills won me involvement in the Israeli 

participants' perfonnance that evening. I 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. As a non­

Hebrew speaker at the time, even the title of the piece did not make sense to me -­

,n~ :JQJ iJ~);) ,.,"~- 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 hannony 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 I 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 I first heard Israeli popular music, long 

before I lived in Israel, I got my first taste of DJJ 11'lj71, - Israeli folk dancing, Hterally, 

"dances of the people.u I 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 regulariy attend an israeii dance 

session. However, a year after I moved from Jerusalem to New York, I began attending a 

weekly class at the 92nd St.Yon 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 bow the Israeli cultural experience is expressed sim_uJtaneously 

through movement and song, as Dll 1,1p•1 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 fonns 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 
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fonns as expressions of what it means to be Israeli. However, I myself am not a member 

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

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.''1 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 some effect upon one's relationship 

with infonnants."2 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 ]earn, songs I can recite, Hebrew verbs I can conjugate, or months I 

11effiey A. Summit, The Lord's Song in a Strange Land: Music and Identity in Contemporary 
Jewish Worship (New York: Oxford University Press. 2000), 5. 

2Summit, 9. 
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spend making my home in Israel, I ain not Israeli. I grew up in America, with a 

vernacular, music and popular culture all its own. I 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 yoWlg 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.3 For me, the 

distinction is clear. I am not a part oflsraeli 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, 

I CBMot deny its impact on my thinking, especially regarding Israeli identity and Israeli 

music. As l 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 fonnal study of these two cultural art fonns. Contemporary Israeli music and 

037 ,,,p,, 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. 

3"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. 
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[ntroduction 

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 p]ace 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 

yom1g 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.,,4 

Many scholars have studied the development of Israeli popular music. Some have traced 

its journey as it progresses from one genre to another. fanning new types of musical 

expression and of lsraeliness 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 wi11 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 finnly rooted in the popular music of 

Israel. 

'Irene Heskes ... Song and the Modem Return to Zion," in Passport to Jewish Music: Its History, 
Traditions and Culture. (Westport, CT: Greenwood Press, 1994), 245. 
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Before delving into a deeper exploration and explanation of music and dance as 

an embodiment of Israel's culture, I will first swmnarize 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."5 Through study of what preceded modem 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 l'israel (Songs of the Land of Israel - SLI) 

a.k.a. the folk music of Israel 

2. Israeli Rock 

3. Musiqa Mizrachit, the major ethnic popular music. 6 

This work charts the course of Israeli popular music, using a historical framework 

to guide the reader from the pre-State yisltuv period through the tum of the century. In 

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

5Motti Regev and Edwin Seroussi. Popular Music and National Culture in Israel. (Berkeley and 
Los Angeles: University of California Press, 2004), 2. 

6Reg,ev and Seroussi. 10. 
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guided the creation and dissemination of popular Israeli music, such as army ensembles 

and popular song festivals both at home and abroad (e.g., Israeli 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, I 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 roJe in the definition of IsraeJi-ness is because of the 

"commitment to the invention ofan authentic 'Israeli national culture."'7 

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, 8 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. TI1e fo11owing chapter, 

"Popular Music of the New State," links specjfic repertoire to political and other 

7Regev and Seroussi. 236. 

1Marsha Bryan Edelman. "Building the Jewish State," and "Popular Music of the New State," in 
DisC011ering Jewish Music. (Philadelphia: The Jewish Publication Society, 2003). 



8 

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 

chronoJogicaUy, 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 oflndependence9 

- Realities of a nation at war 
Reunions ofloved ones 
Tributes to fallen troops 

The Fifties 
- Building the new state 
- Songs of Pioneer Spirit/ Agriculture 

The Sinai Campaign 
"Mui 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" wl 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 Yorn 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 

HaA.charonah /The Last War" 
Songs of Peace and Prayer 

- Recovery from Yem Kippur War 

9 Edelman, Chapter 10. 
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- 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 t~ 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's10 work about how the concept of constructed communal 

memory plays a major factor in inventing or creating a national identity. The goal of this 

work is to use an interdisciplinary approach of psychology and sociology to examine the 

colJective national memory of Israel and how it has infonned 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 fol1ows the 

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

10Zerubave~ Yael. Recovered Roots: Collective Memory and the Maldng of Israeli National 
Tradition. (Chicago and London: The University of Chicago Press, 1995). 



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."u Rather, it provided a link between antiquity and 

the modem 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, 

~emory can also besiege history." 12 

Zerubavel illustrates her points by selecting several events of significance for 

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

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

11 Zerubave1, 217. 

121bid., xix. 
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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 modem 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, I 

consulted a work entitled The Modern Hebrew Poem Itself.13 It is an extremely helpful 

anthology of modem Israeli poetry, complete with short composer biographies as well as 

insights on each poem covered. A literal translation and an Engiish transliteration 

accompany each work. In Bumshaw'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, Mid.rash, 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. 

13Stan1ey Bumshaw, T. Cann~ and Ezra Spicebandler, eds. The Modern Hebrew Poem Itself. 
(Cambridge and London: Harvard University Press, t 965). Reprint, 1989. 
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Nevertheless, the literary use of the Modem 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 wetl 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 'tzibbur, communal singing within Israeli culture.14 Specific.ally, 

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 scing 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 transfonn 

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 

tenn visit to NYC). Shokeid analyzes the situation and offers possible reasons for why 

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

14Moshe Shokeid. "The People of the Song" in Children of Circumstances. (Ithaca and London: 
Cornell University Press. 1988). 
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several categories, explaining each, including some textual analysis. The chapter also 

explores tbe significance of important historical events and their influence on the 

repertoire sung and on the emotions felt as the songs are perfonned. The participants' 

reflections, documented from interviews, supply infonnation 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 tunnoil 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."15 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, strength, 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 modern, popular culture context. As Bumshaw16 writes, the general population 

responds to such settings because the nation as a 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 grovm out of the 

collective experiences and emotions of the Israeli people. With the exception of 

»,n :i-, r., 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 

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

16Bumshaw,. 

I 
i 
r, 
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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 thereo£ 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 

".,n• ll'nl"17 

The Silver Platter 
Poem: Natan Alterman (1948) 
Music: Yehezkel Braun {2005) 

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 -
Tom 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. 

"\O:>il WlD 
1n,n'1M 1m :o•'l•n 

1u<i:1 '1?rn• :1n'1 

.Olj1Wn Y,Kill •. 
nn-ru< 0 111.1w l'JI 

.D'lli!lll n1'11.J.1 '11.1 ilt>1K'7 nun.un 
- ,nu,n ilDIKI 

nm!lll 1H 'l.'1 JUl11j1 

. .• 'l\!I l'H -rn>m Olil m( 'I.J.?'1 

.11:>1n Oj70'1 K'il 
,no "11n'1 01j1n K'il 

,DI' OitJ ,il1D111 

.iUl1NI J.n i'IOll.l 
IK~" ,;mJ TK -

ii,11 n,111 
.iUllKil "1111 "IK Dil rn.1~11 OM OKI 

17 Gadalnu Yachad: Israel's 240 Greatest Songs in Celebration of Its 5<1' Anniversary, (Israel: 
Hed Arzi, Ltd., ! 998), Book and CD set. 



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, 
\Vater 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 BIU1als of Israel. 

16 

10 11'1111 •n:, ,,1:m1 '11n 1¥01'1 
Oil 1'1111 J.11'lJ. 
,u,nm 11'1n 

,D"Tll 101'1nn H'1 
0 1Dl "TIU 1n0 >h 

1,gn 011 ni:ii7.11 nK 
.\!JNil lj1 '1 1'11 

,JJlliDD 0 1, 1Tl ,Yj7 1'1::i "'Ill c1g 1111 

-- 0 11,:::tll o•,uu •'1~0 D'DOIJI 
,l\!1111 D11l\!lil Dl"T 

.llll 1'1".J.'1 11lll'I 
Oil 0 11n DM JlU( l'NI 

.011 111 IK 

llJ'l, 7'!>101!1 1 i11l1Mil 'JM\Un TM 
,DOj1t 

?onN 1n :n,nM1 
:n., 1u11 ,0 1oj11\!I 0 11l\Um 

90:,n \!llJl llnlM 
.D'"Tlil'i'I nJ1,n nm•1157 1•1u,nu 

.'1K1\!J' Jll'Tiln:l 1~101 1M\Ui\l 

Chaim Weizmann, the first President of Israel said, "A state is not given to a 

people on a silver platter/90:> '1\U w.ul '1JI 011'1 mnl m 1,D l'M." The prolific Israeli poet, 

Natan Altennan, immortalized these words in his poem "90Jil \!JlD" written during the 

1948 War of Independence. In 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. cultw-e."18 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 

11Website: My Jewish Leaming.com- Holidays: Yom Hazikaron. 
http://www.myjewishleamin&.com/holidays/Modem Holidays/Yorn Hazikaron.htm December 4, 2005. 
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country and the sacrifices it bas to make in order to survive. 

The opening words of Alterman's poem "Otj7\Ufl yiNill" are resonant of biblical 

language found in the book of Judges19• The two words appear at the end of chapters 

filled with battle, marking the calm after the storm. Altennan knows that the people of 

Israel feel as if they, too, have been through the stonn. Though in this case, they wait in 

the temporary tranquility of the eye of the stonn, 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/ilr'l'NI ;m i'Ullll." 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 the other shoe to 

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

book of Kings. His final line "1nci\!.11 mnin:t ig101 ,,-uirn/fhe 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 1he book of Kings where terrific battles are followed by salvation.2° Clearly, there is 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 

190ne examp1e of such usage can be found in Judges 5.31, "And the land was tranquil for forty 
years/illll D'Jl:11)( Y,Hi'I Oj1WJ'II," 

20 1 Kings 16.14 " ••. they are recorded in the Annals of they Kings oflsraeV '111 D'lln:> Di\ Ml'lil 
'nn.u• •:,'1n'1 0'1l'il "U.'1 "loo• 
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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 
Canied 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 ofit, 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 I 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 I forget thee, 0 Jerusalem 
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Which is entirely golden ... 

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

Jerusalem of gold, copper and light 
Behold, I am a violin for all your songs 
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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 .... [T]he 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 

something of a national anthem.',21 Clearly, this sentimental text occupies an 

unmatchable place in 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.!"22 

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 

"tpYJ" is a mystical-liturgical reference to the flaming angels found in the k'dushah 

21 Streiner, 773. 

22 Shiret 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: "01'11!.111 1 1n:>l!JX cM/If I forget thee 0 

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 modem 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 ofthis quintessential Israeli melody. 

"A Song to Peace" (1970) .. 
Words: Y ankeleh 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 
Better, sing a song to peace 
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With a great shout .n~l"TJ ili7>J¥Zl 

Let the sun shine through ,·"TQ~ l!JQ"'~ ilf;I 
From among the flowers .D'I)')~~ "T}/~J) 
Do not look back ,,imh -1i.,•~ •11~ 
Allow the departed to rest .D1:?tlil~ ·tn•~v 

Lift up your eyes in hope, 
,illi7J:'~ n~~•.V U<\V Not through the sights of a gun 

nilt~ 111 x·'l Sing a sing to love 
And not to wars. n~Ql<~ ,•~ .. ,,, 

.nlnci~rh K''11 

Do not sing, '1a day will come" - Kl:l' at• n•m '1K ... . . -
Bring the dayl !D~i) n~ iK'+i) 
Because it is not a dream Mm D1'7Q 1f'1 •~ 
And in all the squares n1,1~iJ "l'.2=1-" 
Sing out loud for peace lol'l\(i~ Ul'')i) 

Therefore, only sing a song to peace ... . .. ol"l\61~ ,•~ n•'CJ i11 ,I~~ 

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 "wiprecedented call for less obsession with 

the casualties of past battles and greater effort to 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 nothina 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 ~ts disregard for consensual limits and 

the controversy it had provoked. Still, a precedent had been established, and the song 
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itself would enjoy a remarkable revival more than two decades later. "23 It is also 

interesting to note that the song, which focused on the question of peace and how to 

obtain it in a new and scandalous way, was released by a military ensemble. As Streiner 

puts it ... the first to test and stretch such limits oflegitimate dissent were those who could 

most afford the gamble. "24 

Yet, on the evening of November 4, 1995, Yitzhak Rabin joined a crowded square 

of approximately 10,000 peace protestors in singing Shir L 'Shalom. This by itself was a 

remarkable turnaround for a piece which was once shunned by radio stations as being too 

radical or unpatriotic. 25 But a tragic end to the evening would propel this song into an 

unprecedented place in the musical history of the young State of Israel. Moments after 

Jeaving the stage, Rabin was gunned down by a young Israeli named Yigal Amir. This 

kind of attack was unheard of in Israel - an Israeli official assassinated by one of his own. 

These events augmented the weight and the significance of the piece and its lyrics 

tremendously. Rabin will be forever linked to the poetic words of YankeJe Rotblit. 

Rotblit's lyrics, "like the iconic bloodstained sheet, have also taken on heavy 

significance, a symbol of the undying desire for peace and banner in particular for the 

Israeli left, for whom the song became something of a prayer. "'26 

Ironically, Rotblit himself is no longer aligned with the lyrics he composed. Ten 

years after Rabin's assassination, he openly disapproves of he political left and releases 

23Streiner, 774. 11S. 

24lbid., 787. 

2$1bid., 780. 

26 Liel Leibowitz., "Rabin Remembered, But How?" The Jewish Week. (Manhattan Edition), 
(October 28, 2005/25 Tishrei 5766): 32. 
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music clarifying his current political stance in which he not only criticizes his fonner 

colleagues, but also expresses admiration for the settlers.2'7 

In an article reflecting on the 10th anniversary of Rabin's assassination, a young 

Israeli soldier remembers what he felt when "the assassin, Amir, took what he believed to 

be Gd's wiU into his own hands that fateful night. ... The bullet's killed Israel's elected 

leader, but they also deprived the cowitry of the glittering halo that comes with the belief 

that we are Gd's Chosen People ... Amir's acts and the support they've been gathering 

ever since, robbed Israel of that honor.'..28 

Even though Shir L 'Shalom chides against uttering a prayer, the song does 

employ some religious references of its own in order to drive home its point. The last 

line of the chorus contains what could be perceived as Biblical reference to the book of 

Jeremiah - in sentiment, though not a direct quote.29 Furthennore, the first line of the 

final stanza, "Hl:l! ol• -1-r•~ 'n,YDo not sing. 'a day will come,"' has resonances of 

people waiting for the messiah as we hear in the text of the prayer "rnHD 'lM.1130 In Shir 

L 'Shalom, however, the example serves as a polemic against such blind faith. Lastly, the 

last line of the piece says "01'1\!h 1111"\n/Sing out loud for peace" which stands as a stark 

contrast to the liturgical command "'il'l 1.u•,n/Sing out loud to Gd." These contrasts 

make the message stand out even more than it would if it were just stated. Here, it is no 

accident that a certain kind of language is being used to make the point. 

211bid. 

21 ___ •. "Back at the Square," The Jewish WeeA; (Manhattan Edition), (October 28, 2005125 
Ti.shrei 5766): 37. 

~Jeremiah 22.1 O "1'1 mn 'JHI nn"l o:m 'lHIDo not weep for the dead And do not lament for him." 

30 Ani Ma'amin: '"Hl311U 01• 'D:i 1'7 MnM ilr 'r.> DJ"" 
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"Let It Be" (1973)** 
Words and Music: Naomi Shemer 

There is still a white sail on the horizon 
Facing a heavy black cloud 
All that we seek - let it be 
And if in the evening windows 
The light of holiday candles is trembling 
All that we seek - let it be 

Let it be, let it be, Please let it be 
All that we seek - let it be 
What is the sound of singing and shouting that 
I hear? 
The sound of the shofar and the sound of 
drums 

All that we seek - let it be 

If only there would be heard amidst all these 
(sowtds) Even one prayer from my mouth 
All that we seek - let it be 

Let it be; let it be, please let it be 
All that we seek - let it be 

Amidst the small shaded neighborhood 
A little house with a red roof 
All that we seek - let it be 
This is the end of the summer, 
the end of the road 
Allow them to return to this place 
All that we seek - let it be 

Let it be, let it be, please let it be 
All that we seek - let it be 

And if suddenly there shines from darkness 

Upon our heads the light of a star 

All that we seek - let it be 
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Then give tranquility and also give strength 

To all those that we love 

All that we seek - let it be 

Let it be, let it be, 

Please let it be 

All that we seek - let it be 
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In a way, Lu Y'hi, having a prayerful sense, is a quiet response to Shir L 'Shalom. 

The main theme is the plea for a ray of light amidst the darkness. The holiday lights 

mentioned within could be a reference to Chanukah, with a theme of redemption. The 

shofar reference is significant as it is used in the Bible as a literal wake up call. This song 

could also be a metaphor for seeking hope amidst misfortune. Above all, it is a song of 

hope in response to the pain of the Yom Kippur War. This hopefulness is evident at the 

beginning of the song as the white sail, a sign of hope, appears on the horizon - hope 

within reach. 

The obvious American influence is heard immediately in the title of the piece, 

which is a translation of "Let It Be" by the Beatles. One may also notice a sound bite 

from the melody of the Beatles tune in the beginning of the chorus. The Hebrew version, 

though, does chart its own course after a few notes. 

There is but one brief biblical reference present in this piece. The phrase "'llji' 

nml"in the second verse is a direct quote from Exodus 32.18. Moses uses the phrase to 

describe the sound that the unclear sound that Israelites are making prior to seeing them 

' -------------------~ 
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dancing with the golden calf. Shemer uses the same words to define an unknown sound 

here as well. 

At the end of basic training during swearing in, commanders write the phrase, 

"•n• 1'1 !Ui71J\!I '1:>" in the every Bible that each soldier receives.31 At this point, the new 

soldier holds both a gun and the Bible - a stark contrast. Perhaps the words are meant to 

remind the service men and women about the tremendous responsibility that lies upon 

their shoulders and in their decisions. "All that we seek - let it be." 

"The Last War" (1973) 

Words: Chaim Hefer 
Melody: Dov Seltzer 

In the name of all the truck soldiers 
and their dust collected faces 
who went through all the gun fire 
and the pounding 
in the name of the Navy men who stormed 
the ports 
With their eyes heavy from salt and waves 

In the name of the pilots who burst into 
raging battle 
And they were scorched by the fire of missiles and 
anti-aircraft fire 

In the name of the paratroopers who between lead 
and smoke 
Saw you, like an angel above their heads 

I promise you, my little girl 
That this will be the last war 
(I promise you, my little girl 
That this will be the last war) 

In the name of the artillery crew who, 
in the splintering of mortar shells 

31Dagan. 
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They were a pillar of fire 
along the length of the front 
In the name of the medics 
who, with their soul and might 
Restored breath and life, re-infused blood. 

In the name of the signalers whose voices split 
through the night 
In the name of all the troops and corps 
In the name of all the fathers who went out 
To terrible battle 
And who want to come back to you again 

I promise you, my little girl. .. 
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Like, Lu Y'hi, HaMilchamah HaA.charona was bom out of the Yom Kippur War 

in 1973. At the time of its composition, Israel had already been through several wars in 

its 26 years of existence. "Songs such as 'The Last War' wished for peace without 

suggesting that the country's leaders bore significant responsibility for its absence.',32 It 

is heartbreaking to think that the little girl being swig to in this song would have long 

since served out her mandatory military service and perhaps now be singing this song to a 

daughter of her own. 

These lyrics contain many references to liturgy without quoting the liturgy itself. 

This device is used here to give honor to service men and women by comparing their 

service to the actions of Gd or actions which relate to the love of Gd. For example, after 

the first chorus the artillery crew is described as a "pillar of fire." Thus, they are likened 

to protective shields which lead the way like Gd does for the Israelites during the exodus 

from Egypt 33 The phrase •~e medics, with their soul and might" resonates with the 

32streiner. 775. 
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sentiment of the n:i.mu prayer, a liturgical passage taken directly from the Torah.34 And 

finally, the language, which describes the medics who "restored breath and life [and] re• 

infused blood," hints of resurrection or life giving - an action carried out by Gd alone.35 

"It Will Be Good" (1977) 
David Broza 

I look out the window 
It makes me quite sad 
The spring passed so quickly 
Who knows if (the spring) will return 
The clown has become king 
The prophet has become a clown 
I have forgotten the way 
But I am still here. 

It will be good, it will be good, yes, 
Sometimes I feel broken 
But tonight, oh, tonight 
With you I will remain 

Children are putting on wings 
They fly away to the anny 
After two years 
They come back without an answer 
People live wider tension 
They are seeking a reason to breathe 
And between hatred and murder 
They speak of peace 

It will be good ... 

There above in the skies 
Clouds are learning to fly 
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And I look up 
And I see a plane for a fleeting instant 
Governments and generals 
Who have divided up the landscape for us 
Into theirs and ours 
When will we see the end? 
See the president of Egypt came 
How happy I was to greet him 
Pyramids in his eyes 
And peace in his pipe 
And we said, "come, let's make peace" 
And we will live like brothers 
And then he said, 0 Let's move ahead ... 
Only pull out of the territories." 

It will be good ... 

I look out the window 
To see if all of this is true 
Looking out the window and murmuring my prayer 
And we will yet live, wolf and lamb 
And the leopard will lie down with the kid 
But in the meantime, don't let your hand 
Slip from my hand 

Because, it will be good •.. 

I look out the window 
Maybe a new day is coming 
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At the 2005 National Biennial for the Union for Reform Judaism in Houston, 

Texas, David Broza played a late night program - a solo show, just he and his guitar. 

Broza, of course, is a genius at making one instrument sowid like a symphony, tapping 

the side of the guitar for rhythmic texture while simultaneously letting the melody ring 

out and setting the mood for his pieces. Perhaps his two most popular pieces amongst 

American audiences are O'r.l'UM TIMD and l"' n,n,. He sang the first of these close 

to the end of the evening, but he had not sung the second one by his first bow. The 
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audience cheered for an encoret chanting his name, desperately wanting more. Then the 

chant began to change, growing from within the group. "l:m., nm," was relentlessly 

repeated until he agreed to sing it, satisfying the audience. 

Before he began to sing, Broza admitted that he was tired of singing the song. 

Yet, he promised to continue doing so until there is peace. He spoke of first singing this 

piece in late December 1977, a month after Egyptian President Anwar Sadat visited 

Jenisalem and spoke in the Knesset. It was also 0 in the wake of Menachem Begin's 

election as prime minister (the first time the so-called National Camp had taken the reins 

of power from the Labour Party).''36 Nearly 20 years later, there is stUI a need for this 

hope of hopes-~ that yes, it will be good. 

One can hear the pain and hope that is present in the lyrics of this piece. Longing 

for a new day to arrive when children will not have to go to serve in the anny and when 

the tension will give way to peace. The final staJl7.a remains positive, asserting that the 

goodness will come to pass. This is emphasized more fully by the addition of the word -

"because it wiJl be good/:uo il'il' •:,." 

As the Hebrew Bible is a subject studied by all Israelis, even in secular education, 

Broza is able to make biblical references knowing that his audience will understand the 

implied connection. In the first stanza, he refers to the Song of Songs by saying, '':l.•:um 

1'1 ,::w 'l~n/The spring has passed quickly." There is also a prophetical reference later in 

the song when he says, ~i!ID OJJ :lHt "\l:U 1'lll/and we will yet live wolf with lamb. n 

Though the Biblical text from Isaiah 11 :6 actually states "\!/3:> Dll ::u~r i;u/and the wolf 

will lie down with the Jamb," the reference is clear. 

36 Streiner, 77S. 



31 

In an interview with Shire I Dagan, 37 an Israeli woman in her late 20s, she says 

that hearing :n" n,n, reminds her of a "different generation, [and a] different time, [of 

the] youth group, [where it was) sung at high school ceremonies ... like graduation. [The] 

verses are sad [in] describing reality. [Yet,] every chorus in between .. .is optimistic. If 

you stay and live in Israel ... you have to be optimistic. In order to have the strength to 

stay, you have to look on the good side." Thus, Broza's song epitomizes the eternal 

optimism of the Israeli people that lies beneath the tension and sadness of a difficult 

history. At the time this piece was written the lyrics '~gistered a sardonic protest against 

the petty bickering of political leaders charged with peace-making, and expressed a 

mixture of hope and doubt about the potential for living a nonnal life in Israel."38 Today 

it thought of as an anthem for peace in Israel. Yet 8!'07.8, himself, has chosen to leave 

Israel and take up residence in North America. "Yih'yeh Tov" is a song filled with hope, 

whose title/refrain means so much more than its literal English translation: "it will be 

good." 

"I Have No Other Country" (1982) 

Words: Ehud Manor 
Music: Korin Alai 

I have no other country, 
Even if my land is aflame. 
Only a Hebrew word permeates 
My veins and my soul. 
In spite of pained body, 
With a hungry heart, 
Here is my home. 

I will not stay silent 

"Dagan. 
31 Streiner, 775. 
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Even though my country changed her face. 
I will not give into her. 
I will keep reminding her. 
And I will sing here in her ears 
Until she will open her eyes. 

I have no other country 
Until she will renew her glorious days~ 
Until she will oi,en her eyes. 
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This is one of the most heartbreaking songs in the Israeli repertoire. It poignantly 

states clearly the undying devotion that an Israeli has to his/her home, despite the tunnoil 

which may be present. The painfully honest text comes from Ehud Manor, one of the 

most beloved of Israeli lyricists. This year, 200S, was a hard year for Israel as she lost 

many songwriters who were known for expressing the heart of the Israeli people. Shirel 

agrees that "losing Naomi Shemer and Ehud Manor [this year] was so sad. They are the 

water and bread of Israel. Uzzi Hittman, who sang and wrote and Arik Levi, who sang, 

also died in the same year. Someone said that there must be a very big party in heaven 

that Gd is getting them all together in one year. They wrote while we were living all 

these things in Israel."39 

The first two Jines of this piece speak volumes. For an Israeli, there is no other 

land, even if there is strife at home. Shirel describes this piece as a basic Israeli song in 

which the language symbolizes the situation. She says that she feels like home when she 

hears this song. Although she concedes that it depends on how you were raised at home, 

outside of Israel "you will never feel like you belong .•• you will always be a·stranger." 40 

39 Dagan. 

•Ibid. 



"O Captain! My Captain!" (1995) 
Lyrics: Walt Whitman (1865) 
Music and Translation: Naomi Sheme1· (on the 
occasion of Yitzhak Rabin •.s Assassination, 
November 4. 1995) 

0 CAPTAIN! My Captain! Our fearful trip is 
done; 
The ship has weather'd every rack, 
the prize we sought is won; 
The port is near, the bells I hear, 
the people all exulting, 
While follow eyes the steady keel, 
the vessel grim and daring: 

Bu\ 0 heart! heart! heart! 
0 the bleeding drops of red, 
Where on the deck my Captain lies, 
F alien cold and dead. 
But O heart! heart! heart! 
0 the bleeding drops of red, 

0 Captainl My Captain! rise up and hear the bells; 
Rise up-for you the flag is flung 
For you the bugle trills; 
For you bouquets and ribbon'd wreaths 
For you the shores &-crowding; 
For you they call, the swaying mass, 

Their eager faces turning; 

But O heart! heart! heart! ... 

Here Captain! Dear father( 
This ann beneath your head; 
It is some dream that on the deck, 
You've fallen cold and dead. 
My Captain does not answer, 
His lips are pale and still; 
My father does not feel my arm, 
He has no pulse nor will; 

But O heart! heart! heart! .•• 
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The ship is anchor'd safe and sound, 
Its voyage closed and done; 
From fearful trip, the victor ship, 
Comes in with object won; 
Exult, 0 shores, 
And ring, 0 bells! 
But I, with mournful tread, 
Walk the deck my Captain lies, 
Fallen cold and dead. 

But O heart! heart! heart!... 
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Though Shir L 'Shalom became inextricably linked with Rabin's assassination, the 

song that was truly born out of the tragedy was this setting of a Hebrew translation of 

Walt Whitman's poem, "O Captain, My Captain." Whitman's poem was originally 

written in response to President Abraham Lincoln's assassination. One can draw 

parallels between the assassinations of the two nation's leaders. Even though Whitman's 

poem existed before Rabin's assassination, "Ho Rav Choveir' did not. It was translated 

into Hebrew and set to music by Naomi Shemer as a tribute to Rabin after his death. "So 

many songs are related to specific occasions ... each war ... Yitzhak Rabin" and other 

tragic events.41 This piece reflects the coping mechanism which the popular music of 

Israel can provide, both for the artist and for the audience - Israeli society. Through an 

outpouring of pain and sorrow, people were able to grieve for their loss of a leader and 

their loss of hope. (See also reflections on HSJiir L 'Shalom.") 



Let Us Keep Moving (1997) 

Words and Melody- Achinoam Nini 
and Gil Dor 

Come, my love, to the living room 
To dance the tango with me 
Come, my love, let us play a disc 
It is not important (which), the important thing is 
That we keep moving 
Let us keep moving •.• 

Come, my love, to the old kitchen 
The refrigerator hums to us for four years 
Its own melody of white cheese 
It is not broken, 
It is also only stuck 
Let us keep moving ... 

Come Jet us pack and travel to Japan 
For a year or enough for a week 
Ok, then if not, come let us open 
The window 
Tha~ until today, blocked the wind 
Let us keep moving ... 

Come, my love, to the large bed 
Let us fold laundry 
Let us tell, one to the other, 
Nonsense of the day, the newspaper, 
The bill 
The dream and the known fear 
Let us keep moving ... 
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What could be more Israeli? We keep moving, one step in front of the other. It is 

through the daily events that life is lived. Even though there is fear, we keep moving. 

Even the refrigerator keeps moving. So, we can't escape into another place, but we can 

open a window and let in the wind. As an American living in Israel, I found that the 

Israeli coping mechanism was strange and foreign to me. Every time something 
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happened, such as a bombing, there was a moment of chaos, and then Hfe went on. It 

took me months to adjust to the quick transformation of mood, but after a year Hke ours 

(2001-2002, the height of the second intifada), I knew why it had to be that way. In the 

everyday - that is where _life is. Just keep moving, keep looking ahead and allow the 

fresh air in. The depth of the seemingly simple lyrics rings true to me in a way that 

makes so much sense for life in Israel. It is the epitome of the Israeli mindset. I am 

particularly touched by this song's sentiment of always moving fonvard, which 

beautifully articulates the courage it takes to keep putting one foot in front of the other, 

even during trying times. This song in particular was one of the pieces which inspired 

this thesis topic. 

"Someone" (1997) 

Words by Ehud Manor 
Melody by Matti Caspi 

Someone, someone worries 
Worries about me there above 
He has come and lit a few stars 
And they fall one by one. 
We wander about on two different paths 
Day and night along their length 
Tired and hungry and waiting for a sign 
In paths of dust and time 

We will meet at the end of paths and questions 
We will meet at the end of many days 
At the end of many nights 
I know that you are also coming near now 
Spring has passe~ summer has been spent 
And the rain has returned 
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Someone, someone worries 
Worried about me there above 
He has come and collected several stars 
And returned them, one by one 

We wander about on two different paths ••. 

ll-<&, lil\!.l'Jl 1lil\!J11l 

il'nm'1 o~ 1~ lMl1 
0 1:l)I) i\Dl C}OMI JO. 

.'lmit inH DnlK :l.1\!Ji\ 

37 

This song was one of the first Israeli pieces I ever sang and one which I have 

never forgotten. In fact, it is the piece I mentioned in the prologue of this paper that 

changed my life. As I studied these lyrics, there is a sentiment in them that made me 

think of fallen soldiers who have Jost their lives defending the State of Israel, though it 

never expresses itself directly as such. Perhaps it is the reference to someone worrying 

and fallen stars, one by one that evokes this feeling. I imagine a parent hoping for the 

safe return of his/her child, who is the ray of light or, the star in the parent's mind. The 

lyrics speak of meeting after struggles and many days and nights, after wandering along 

the length· of two different paths. I wonder what the two paths are. The words allude to 

an uninvited separation between the speaker and the person for whom the words are 

meant. Where does each stand? We don't know the answer, but the readernistener can 

feel the emotion, nostalgia, concern, longing and hope. One cannot hear the song without 

thinking of loved ones whom one has lost. This piece will also be explored further in the 

music analysis section of this paper. 



One Kid (1989) 
Lyrics: Chava Alberstein 
Melody: Folk 

That father sold two zuzim 
One kid, one kid 
Our father bought a kid for two zuzim 
So the haggadah teHs ... 

Came the cat ravaged the kid 
A little kid, a white kid 
And came the dog and bit the cat 
That ravaged the kid 
That our father brought 
That our father bought for two zuzim 
One kid, one kid 

From somewhere appeared a big stick 
That beat the dog who barked out loud 
The dog that bit the cat 
That ravaged the kid that our father brought 

That our father bought ..• 

Then the fire broke out 
And burned the stick 
That beat the dog who was carrying on 
That bit the cat 
That ravaged the kid 
That our father brought 

That our father bought for two zuzim 
One kid, one kid 

Then water came and put out the fire 
That burned the stick 
that beat the dog that bit the cat 
that ravaged the kid that our father brought 

That our father bought for two zuzim 
One kid, one kid 

And came the ox that drank the water 
That put out the fire 
That burned the stick 
that beat the dog that bit the cat 
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that ravaged the kid that our father brought 

That our father bought for two zuzim 
One kid, one kid 

And came the slaughterer that slaughtered the ox 

That drank the water 
That put out the fire 
That burned the stick 
that beat the dog that bit the cat 
that ravaged the kid that our father brought 

And came the Angel of Death that killed the 
slaughterer 
That slaughtered the ox 
That drank the water 
That put out the fire 
That burned the stick 
that beat the dog that bit the cat 
that ravaged the kid that our father brought 

That our father bought for two zuzim 
One kid, one kid 

Why, all of a sudden~ are you singing "Chad 
Gadya?" 
Spring has not yet arrived and Passover has not 
come. 
And how have you changed, what is different? 

I have, indeed, changed this year 
And all the nights, And all the nights, 
I asked just four questions 
Tonight, I have another question 
How long will the cycle of terror continue? 
The pursuer is pursued, the beater is beaten 
When will this insanity will be ended 

And how have you changed, how have you changed? 
I have, indeed, changed this year 
I was once a lamb and a peaceful kid 
Today I am a leopard and a ravaging wolf 
I was already a dove and I was a deer 
Today I don't know who I am 
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That father sold two zuzim 
One kid, one kid 

Our father bought a kid for two zuzim 
And again we begin from the beginning 

40 

'TIT 1inl. 10N l'J.n 
K1,1 iO 1<1,1 ,n 

'TIT 1l\!f:l. 1il ll1:J.M ill? 
. n'mnno 0•'11nnn :J.1\UI 

This is a brilliant comrnentacy on a traditional text. The primary text or proof text 

here is "Chad Gadya" from the Passover haggadah. A traditional interpretation of the 

original text is that the Jews are represented by the kid and the father symbolizes Od. All 

of the other animals represent other nations. Though they are the predators of the story, 

they are all gone at the end, having destroyed each other and leaving only the father and 

the kid - Gd and the Jews. Throughout history, the Jews have been seen as the 

persecuted. However, Chava Alberstein pushed boundaries when she wove a song of 

protest into this traditional Passover song. Clearly, the song has greater effect because 

Alberstein takes the text into Hebrew (as opposed to its original Aramaic form). 

However, she does offer· a nod to the original language by keeping the two line refrain in 

Aramaic. After she recapitulates the original story, she follows it up with her own 

questions. Questions, of course, are significant as a reference to the Four Questions 

asked at the Passover Seder. Alberstein applies this ancient story to the modem paradigm. 

of the intifada and laments that the prolonged presence of terror in Israeli society has 

made the Jew into something of a beast, even if by necessity. This transfonnation causes 

her pain. The woman in the text, perhaps Alberstein herself, used to be kind and gentle, 

but now she is an aggressor. She used to know who she was, but no,v she does not know. 

She is symbolic of all Israel, trying to negotiate between peace and self preservation. Her 
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use of traditional text in this way is ingenious, causing her listener to contemplate his/her 

own identity and role in the tumult. 

(Translation follows.) 9pm mn11 
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Un 'tone Toke/ 
Text: High Holy Day Liturgy 
Melody: Yair Rosenblum (1991) 

- . ,- . 

. D"ri'I •n 'IN, '113 Ni,, ilnNt 

Let us proclaim the power of this day; it is awesome and full of dread. For on this day 
Your dominion is ·exalted, Your throne established in steadfast love; there in truth You 
reign. In truth You are Judge Arbiter, Council and Witness. You write and You seal, 
You record and You recount You remember deeds long forgotten. You open the book 
of our days, and what is written there proclaims itself, for it bears the signature of every 
human being. 

The great Shofar is sounded, the still small voice is heard; the angels, gripped by fear and 
trembling, declare in awe: This is the Day of Judgment! For even the hosts of heaven 
are · ud ed, as all who dwell on earth stand arra ed before You. As the she herd seeks 
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out his flock, and makes the sheep pass under his staff, so do You must and number and 
consider every soul, setting the bounds of every creature's life, and decreeing its destiny. 

On Rosh Hashanah it is written, on Y om Kippur it is sealed: How many shall pass on, ho 
many shall come to be; who shall live and who shall die; who shaH see ripe age and who 
shall not; who shall perish by fire and who by water; who by sword and who by beast; 
who by hunger and who by thirst; who by earthquake and who by plague; who by 
strangling and who by stoning; who shall be secure and who shall be driven; who shall be 
tranquil and who shall be troubled; who shall be poor and who shall be rich; (who shall 
be humbled and who exalted?) 

But repentance prayer and charity temper judgment's severe decree. 

(This is Your glory: You are slow to anger, ready to forgive. [Gd], it is not the death of 
the sinner You seek, but that he should return.from his ways and live. Until the day of his 
death You wait for him, welcoming him as soon as he returns to You.) You have created 
us and know what we are; we are but flesh and blood. 

Man's origin is dust, and dust his end. Each ofus is a shattered urn, grass that must 
wither, a flower that will fade, a shadow moving on, a cloud passing by, a particle of dust 
floating on the wind, a dream soon forgotten. 

(But You are the [Sovereign] the everlasting Gd}'2 

- Gates of Repentance (with some minor adjustments) 

As Chava Alberstein did with "Chad Gadya," Y air Rosenblum brilliantly uses a 

traditional text to conjure an extremely modem message. However, the difference here is 

that there is no additional text. The liturgical passage is an 11th century text, said to have 

been written by Rabbi Kalonomus ben Meshullam of Mayence. 43 Rosenblum set the text 

to music in the early 1990's when he was living at Kibbutz Beil haShita in the Jezreel 

valley. The song was an ode to this small community that lost eleven people in the Yorn 

Kippur War. Throughout the early 1990's, this piece was perfonned at the Yorn Kippur 

42 Chaim Stem, ed., Gates of Repentance: The New Union Prayerbook/or the Days of Awe. {New 
York: Central Conference of American Rabbis, 1978), 107-110. 

0 Philip Birnbaum, High Holy Day Prayer Boole. (New York: Hebrew Publishing Company, 
1951. Philip Birnbaum, 1979. Reprint, 2000), 359. 
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observances at Rosenblum's kibbutz.44 He reinvented excerpts of the traditional text 

(from the High Hoy Day machzor) in a rock music style as a response to war. 

Rosenblum's modem setting completely transfonns the ancient text. This piece will be 

explored more in depth in the later music analysis section of this paper. 

The Barren Woman/Uri (1928/1998) 
Words: Rachel 
Melody: Achinoam Nini 

If only I had a son 
A little boy 
With dark curls and intelligent 
To hold his hand and to step slowly 
In the paths of the garden 
A little boy 

Uri, I would call him 
My Uri 
Soft and clear is this short name 
A Fragment of light 
For my dark haired boy 
Uri I will call him 
Uri I will call 

I will still be bitter like Rachel (our mother) 
I will still pray like I fannah at Shiloh 
(Still,) I will wait 
For him 

,,uuil'"\j7 )f 
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This song embodies the heartbreak a barren woman feels as she dreams of the son 

she would have. It represents the expression of pain through music and thereby serves as 

a cathartic coping mechanism. It also serves as yet another beautiful example of how 

biblical texts can inspire and touch the modem popular music audience. As Yehezkel 

Braun draws from the poetry ofNatan Altennan, so too does Achinoam Nini (also knovm 
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as Noa) choose the work of one of Israel's greatest poets to set to music. One can see 

how Noa would be inspired by the emotional outpouring and the honesty that is inherent 

in these words. The pain of a woman who wishes only for a child connects her to 

centuries of history. She is known only as "Akara," the barren one. She seeks out 

comfort in the women who came before her, the women of our legends. She is connected 

to the pain of our matriarch Rachel and to our ancestor Hannah, both who prayed for 

children, both whose prayers were answered. Their story is our story, yet we know that 

the woman in our poem will probably not be so lucky, for we do not live in a time of 

biblical miracles any longer. Yet, just as Rachel the poet was drawn to Rachel, our 

matriarch, and as Noa was touched by a poem written 70 years before, the listener is 

drawn into a world of dreams where prayers really are answered and where mother and 

son walk hand in hand through the garden, where she will wait for him no longer. 

The pieces explored in this section are illustrative of various aspects of Israeli 

music and, more importantly, of unique aspects of the Israeli culture and its expression. 

HUC-JIR Artist-In-Residence, Professor Joyce Rosenzweig, taught me that one can learn 

a tremendous amount about the values of that particular culture through the study of its 

folk music. I believe that the messages within popular music also provide clues about the 

society from which it comes. "Israel's popular music has always been filled with more 

than Uust] beautiful images. The songs unabashedly yearn for peace. They promise 

children that this will be the last war. They express outrage at the early loss of innocence 
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on the battlefield. There are songs of reconciliation, songs of hope, of ftiendship.'.45 

These songs provide the listener with clues about a people's core values and its ways of 

expressing them. 

~'Website: The Jewish Exponent. {Not a cuJTent website,) Letters to the Editor. Robert A. 
Seltzer, "In Song, the Search for Peace Shall Continue in Israel.., Written on July I 5, 200S. Google's cache 
as of February 4, 200S oftbe site: 
htq:,://www.ien:ishexponent.com/Guide.asp?uid=&szparent=3 I 6&gublD=2 71 iArchive= December, 2005. 
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Musical Analysis 

Another layer in the rich fabric of music is the musical means through which the 

text is expressed. The melody, harmony, instrumentation, texture and lyrics are nearly 

inextricable aspects of musical communication. I have chosen to delve deeper into three 

songs discussed above, looking beyond their lyrics or poetry. 

1. "Jerusalem of Gold" 

As mentioned above, "Jerusalem of Gold' is in a class by itself in speaking 

directly to the heart of the Israeli people and, at the same time, expressing that heart so 

accurately. Numerous perfonners have sung and recorded this folk melody, including 

Naomi Shemer herself. Each singer tells the story in his/her own way, adding to the 

texture of the narrative. One of the most emotional recordings I have heard of this song 

is the rendition by Ofra Haza, an Israeli music star. She, too, adds the flavor of her own 

voice and her Yemenite roots, putting herself completely into the music and conjuring 

deep emotions in those who hear her. 

When I first heard Yehezkel Braun's setting of Naomi Shemer's melody> I was 

spellbound. He waited nearly 20 years to add his voice to the texture. By doing so, he 

made an unforgettable mark. The melody is left exactly intact. His arrangement for 3-

part women's choir and piano approaches from the distance with notes from the piano 

taking steady steps, yet the dissonance is unmistakable. It sets up a haunting a~osphere 

and does not give away the melody prior to its entrance. The short four measure 

introduction gives way to the soprano line which begins the familiar melody in a hushed 

and almost hesitant voice (m. S). The second soprani and a/ti join together in creating 
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the echo of the evening breeze on the words "/o•n1H n 111evening breeze" (m. 8). Their 

echoing continues through the verse, re-emphasizing the descriptions of the main voice. 

Only when the chorus begins (m. 22), does each part navigate its own path, building in 

intensity (m. 26). The midpoint brings a temporary resolution only to start again as the 

chorus continues (m. 30). On the repetition of the word ''violin/111•:>" the alti sing a 

violin-like melody while the other voices are sustained. 

The second verse brings with it more solidarity and passion with all three voices 

singing the same rhythm in harmony (m. 42). Here too the piano gains intensity, 

progressing from arpeggio movements to block chords. The second manifestation of the 

chorus begins softly again, but rises more quickly to mezzo forte (m. 62), bringing with it 

the same general shape of diminuendo and crescendo as the first chorus. Only this time 

the chorus nearly whispers its way to completion where the piano continues its arpeggio 

harmony (m. 76). The final verse begins with a single voice approaching with a humility 

and awareness that reflects the text's focus on an individual timidly approaching the great 

city to adorn it (mm. 78•85). And yet the individual feels unworthy to adorn the beloved 

city of gold. When the image is conjured of the cityys name burning lips like the fiery 

kiss of the Seraph, all voices, including the piano, enter at a bold forte dynamic (m. 87), 

then become slightly hushed when mentioning the beautiful golden city. The piece 

concludes with one last crescendo before its final fade, bringing the piece to a pensive 

close (mm. 93-end). 

The low alto voice throughout keeps the harmonies grounded and brings a sense 

of depth, while the soprano voice soars like the violin of which she speaks. The piano 
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does not offer a great sense of grounding or tonality as it floats among the sonorities. 

However, it remains steady, unwavering and unwilling to be lead astray, There are times 

in the history of Israel in which it is difficult to love her unconditionally. During these 

times, her people can disagree with the politics of the season and yet still support her. 

This piece speaks to the city's ability to mesmerize an~ at times, haunt its people. So 

much has been sacrificed for this beautiful city of gold. And yet, the struggle is not over. 

Braun's brilliant arrangement conjw-es up questions and uncertainty. It causes the 

listener to consider Shemer's words in a new way. If perfonned correctly, the listener 

should feel unsettled, perhaps even shifting in his/her seat. Yet, the familiar melody 

draws in even the unsure listener who knows this tune as if it were a part of his/her own 

soul. As the lyrics proclaim, "I am a violin for all your songs/ 'lll') 1lM 11, 118 '7J'1." 

2. "Mishehu" 

Never before have I attempted to analyze a piece of music with only a melody 

line to explore. I have not yet encountered a full ammgement for the song, "Mishehu. ,, It 

came to me on a sparse page, seeming relatively simple. After one hearing, however, it 

became clear that this piece offers depth and complexity far beyond its brevity of 26 

measures. The text by Ehud Manor provided the composer, Matti Caspi, with deep and 

complex emotions to represent musically. Several instances of text painting are worth 

pointing out. When the stars are mentioned in m. 6, the melody ascends, only to descend 

at the mention of their falling motion. In m. 11, the spinning paths are represented 

starting on the 7th of the chord, then continuing with a mostly downward and somewhat 

chromatic motion until the end of the sentence which speaks of moving ahead. On this 

word, "p,11h." Caspi notates the longest note value of the piece, illustrating the power of 
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detennination (m. 11-12). Again, the melody descends to express the exhaustion of 

waiting while fighting fatigue and hunger until the arrival of hope for a sign in m. 14. In 

m. 17, the motion of m.11 is paralleled. The earlier instance speaks of the two people 

wandering about on two different paths while that latter occurance speaks of meeting. 

The hope of meeting brings the singer to a higher place, a place that is matched only by 

the final proclamation of hope, "I know that you are also coming near now." The final 

words evoke a sense of the Song of Songs, but in reverse. Here, the spring has passed, 

the summer has been collected and the rain returns - all in downward melodic 

movements. Enough time has passed, the waiting must be over. This song is deceptively 

difficult to sing, with many accidentals and uncommon places within the chord to start a 

melodic motif. Yet, it also encapsulates a style of singing that approximates speaking. 

This characteristic makes the listener feel as if s/he is on the other end of the 

conversation. It is almost a dialogue where the longing is understood by all. 

The second verse of the song is musically identical to the first. Textually, the 

verses are exactly the same, with one exception. 

Verse 1: 

lMli lil\!J')'l I lil'll'Jl 
n'nm'1 D¥J •'7 ll<li 

K:t o•n1:> nn:, p1'7,ill 
0•'1913 am im< ,m<. 

Someone, someone worries 
Worries about me there above 
He has come and Ufa few stars 
And they fall, one by one. 

Verse 2: 

;uu, lil\U'rl ,lil\!J'D 

il~JJD'1 CIY 1'1 ll{l"l 
Kl D1:i:>1:, nn:, '}OKI 

DnlH :11\!li'I im< iON. 

Someone, someone worries 
Worried about me there above 
He has come and collected several stars 
And returned them, one by one. 
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Who has come to light the stars? Is this the same person who returns them once 

they have been collected? I imagined the stars to be soldiers, illumined in their service to 

Israel. Sadly, a few of these brave children fall. Is it Gd who returns them to their 

families? This return may not be in life, but rather to a final resting place. Caspi captures 

the sorrow and pain, along with the hope and wish that a time to reunite is approaching. 

In performance, every recording artist, including Caspi himself, anticipates the 

downbeats throughout. This poetic or stylistic license communicates the eagerness of the 

narrator who is waiting for the time of reunification. The last few notes of the piece, 

sung without words like a soothing lullaby or signifying acceptance, leave the listener 

questioning how this tale will end, yet hoping the two travelers will indeed meet at the 

end of their long journey. 

3. "Un 'tane Taker 

Rosenblum broke new ground when he set this ancient liturgical prayer to a rock 

melody. He composed it as a cathartic response to the pain of loss (see reflection in 

. previous section). As with the High Holy Day text, this setting is lengthy. Before 

moving into the musical elements, I wish to point out that there are two sections which 

Rosenblum chose not to set in his rendition. He leaves out the following portions of the 

original text: 

1:>1,D 1:1.1w:i DK 1) nn;, n1n::i y1gnn M'7 1:> n1~'1 nlll 01.11:>'1 ill!I? , 1n'11nn p 1n1U:> •:, 
. . . 1'1::ipn , 11D :ll\!.11 DK /1 ilJnn lnlD DI' "'Tlll ,il1nl 
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This is Your glory: You are slow to anger, ready to forgive. [Gd], it is not the death of 
the sinner You seek, but that he should return from his ways and live. Until the day of 
his death You wait for him, welcoming him as soon as he returns to You. 

But You are the [Sovereign] the everlasting Gd. 

N. B. See lyric analysis section above for where these excerpts fall (italicized). 

Sl 

The first section that is excluded from Rosenblum's setting, 17l\UJ •:,, may draw 

too close a parallel between death and punishment for transgression. Perhaps in the wake 

of the deaths of fallen soldiers, this connection was simply too horrifying to even imply. 

Certainly, the question of why bad things happen to good people is is a controversial one 

in general religious discussion. The final line of the traditional text, 1'm Mlil nnMI, the 

ultimate affirmation of Gd's presence and authority, is missing from Rosenblum's 

setting. This liturgical line provides a literary or philosophical device or mode called a 

nechemta. A nechemta is when a text ends with an uplifting and hopeful sentiment. 

Rosenblum purposely leaves out the final line, the nechemta, because it would have 

ruined the effect he was trying to create. In the pain from which this piece emerged, 

perhaps Rosenblum could not bring himself to declare the Sovereignty of Gd as the last 

thought. Ending his setting with the text, "Man's origin is dust, and dust },Js end. Each 

of us is a shattered um, grass that must wither, a flower that will fade, a shadow moving 

on, a cloud passing by, a particle of dust floating on the wind, a dream soon forgotten," 

keeps the focus of the piece on the fragility of life and humanity, not on the sovereignty 

ofGd. 

Rosenblum's textual exclusions shift the main thematic focus to topics of 

judgment and the dramatic aspects of its consequences rather than the ultimate 
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sovereignty of Gd. Rosenblum seems to want to remove any references to sinners and to 

focus instead on the mark that each person leaves in this world. His setting calls into 

question how the fate of each individual is decided, leaving the listener with the idea of 

the fragility of humanity as we fade into the distance of a past, already nearly forgotten. 

Aside from these two deletions, Rosenblum sets the text almost exactly as it appears in 

the High Holy Day machzor. There are two slight variations in the judgment section in 

which the phrase Hwho shall be tranquil and who shall be troubled" is repeated in 

Rosenblum's setting. Also, the last two questions appear in reverse order: the liturgy 

asks, '"11\Ul,11 1n1 1u11 •n/who shall be poor and who shall be rich" prior to asking" ',gw• •n 

on• 1n1/who shall be hmnbled and who exalted;" Rosenblum switches their order. These 

minor adjustments were most likely made to better accommodate the music, as opposed 

to alluding to some deeper meaning. 

Several manifestations of Rosenblum's setting exist, including choral settings as 

well as settings for ~lo and choir. The arrangement we will explore is one of the l~r. a 

setting for soloist, 4-part SATB choir (with some divisi) and piano. Several key motifs 

return again and again throughout this arrangement. Even though it is meant to be a 

rock-style piece, it retains much of the chau.anic style and dramatic force of the words. 

For example, the beginning of the piece is marked with the direction "freely." This 

immediately calls to mind the drama of the day as if it is happening in the here and now. 

The declamatory beginning also calls to mind the shofar blast. The entire first section 

retains this dramatic style. The first time we bear the most common motif of the song is 

with the introduction of the '~11~ ,91m1" text (m.27). The listener gets the sense of the 

-·; 
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shofar approaching from a distance - quiet, yet intense, illustrating the "still small voice." 

This mood creates the effect of anticipating an inevitable battle that has yet to begin. 

The drama builds with the choir adding to the rhythmic texture as the angels 

prepare to declare the sacredness of the day (m. 39). In m. 51, we finally anive with a 

change in meter and texture, lending a flavor of chazzanut. The text tells us that "For 

even the hosts of heaven are judged, as all who dwell on earth stand arrayed before You." 

Rather than building to a higher dynamic level, Rosenblwn pares down the texture until 

only the solo voice is exposed, mirroring the nakedness of all creation as it stands in 

judgment (m. 55-58). 

The next section, which puts forth the metaphor of Gd as shepherd, is usually 

represented in a sweet and childlike style, mimicking a shepherd boy - this as taught by 

Cantor Jacob Ben Zion Mendelson, a professor of traditional chazzanut at Hebrew Union 

College. One example of such a setting is Cantor Adolph K.atchko's rendering.46 

Rosenblum diverges from this traditional style of setting for this shepherd motif. In his 

arrangement, the music picks up in rhythmic intensity and drive, focusing on the anxiety 

of judgment that each being of creation faces, until suddenly the intensity stops short at 

the words "decreeing its destiny (m. 79)." Rosenblum brings back a reprise of the 

impending great shofar blast coupled with the still small voice. At this point, the text 

becomes a kind of mantra, highlighting the fragility of life and the inevitability of each 

individual's destiny. 

Then the music once again gains intensity as it expresses the climax of the sacred 

text, asking the question of what fate a person will face. This section provides the first 

46 Cantor Adolph Katchko, "A Thesaurus of Cantor/al liturgy." (New York: Sacred Music Press, 
1952. Reprint, 1986, 46-47. 
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real example of dissonance, with the soloist beginning each measwe on an •A,' against 

the accompaniment's c minor harmony, with an added second to the chord (m. 108, first 

beat). Every downbeat meets a similar dissonance, though not the same each time. 

Sometimes, the 'A., appears against a g minor harmony, as in measure 110. At the arrival 

of the moral of the story, " ••. repentance, prayer and charity temper judgment's severe 

decree," the music all but stops, leaving the soloist to declare these words against a stark 

a capella background. This change in texture is combined with the condensing of meter 

from common time to duple meter, separated by a single measure of triple meter. All of 

these musical devices draw the listener in so that there is no mistaking the message. On 

the other hand, the text, which could easily be considered a nechemta, does not function 

as such. Rather, it remains troubling because of the dissonance when the accompaniment 

rejoins the voice on the last syllable of the final word of the declaration. The piano part 

contains a C Major 7 chord with an added second, in a c minor tonality. This harmony 

jars the listener and creates a sense ofinstability. 

Only then does the piece begin to conclude with a recitative, or spoken style, 

delivery, during which the text concedes Gd's awareness of humanity's fragility (m. 

126). "You have created us and know what we are; we are but flesh and blood." This 

declaration is followed by a statement that further acknowledges this fact, almost having 

the effect of the tired confession of one who can no longer deny the reality of a painful 

situation - "Man's origin is dust, and dust his end." Again, a meter change allows the 

listener to focus on the text of this important realization (m. 129-131). The fmal phrases 

of the piece reiterate this harsh reality in a no-nonsense style of acceptance and 

. understanding. The message is presented as being self-evident, with the original motif 
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returning as if to say, this is the reality of life. This melodic recapitulation also lends a 

small sense of comfort to the unsettling message. However, there is a twist. The 

conclusion winds down in a music box style with several meter changes not present in the 

earlier occurrences of this motif. The unpredictable meter is yet another expression of 

the fragility of life. 

One might expect a grand ending for a composition of this magnitude, but 

Rosenblum resists, leaving out the final affirmation of Gd's power, and leaving the 

listener to ponder and reflect upon that which has passed, knowing that s/he, too, will one 

day be "a flower that will fade, a shadow moving on .•• a dream soon forgotten." 
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Israeli Folk Dance/ DJI •-r1p1'1 

Another unique element of Israeli music is its inseparable link to Israeli folk 

dance, called in Hebrew, DlJ 'ilj1'1, literally, "the people's dance" or "folk dance." Two 

years ago, I began attending regular weekly Israeli folk dance sessions at the 92nd Street 

Yin New York City. As mentioned in the Prologue to this paper, I had acquired limited 

experience with folk dancing during two summers at Brandeis Collegiate Institute in 

Brandeis, California. While at BCI, I discovered a love for dance; however, it was only 

after spending a year in Israel that I became completely addicted. I was not able to attend 

a regular group while I was in Israel, but once I returned, I was hungry for a real 

connection to the Israeli culture I had come to love. Like Shokeid, I walk a fine line 

between insider and outsider as a participant each week. I take part in the dance sessions 

and understand a fair amount of Hebrew. But, I am not Israeli. Nor am I fluent enough 

to converse easily with the many bilingual attendees. For me, the dancing provides a 

physical outlet for the stress of everyday living. But why do Israeli dance? Because it 

undeniably connects me to the music and culture that I grew to love during my year in 

Jerusalem. Perhaps I am neither an insider nor an outsider, but rather a penna.11ent guest 

in a group experience which contains many layers of complexity and richness. 

At a dance session at the Y, the majority of dancers are Israeli. This, coupled 

with the Israeli music and traditional dance steps, has the potential to transport the group 

to another time and place - virtually ha 'aretz, in the land of Israel. Israeli folk dance, 

much like the folk singing explored by Shokeid, is an expression of and a link to cultural 

identity. For the people who participate in Israeli dance/ o.u 1ilj711, music and movement 

are inseparable aspects of the experience. Some people come to the session specifically 
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because they love the music, others because the style of dancing appeals to them, and still 

others to look for a potential Jewish mate. However, as the themes of connection to 

cultural identity and collective memory are ever present within the musical repertoire of 

these sessions, participants across the board feel tied to Israel and to Israeli culture on 

soine level during the evening. 

The sessions have a somewhat lackadaisical or casual quality not uncommon to 

the general "feel" of Israeli society. "Because this is Israeli dance, a sense of 

comfortable chaos prevails: The circles are not entirely circles, the Hebrew music is 

mixed with the chatter of people talking and singing along, and of the dancers greeting 

each other with kisses on both cheeks. n47 The dress is also casual with jeans, t•shirts and 

dance sneakers prevailing as the most common attire. 

Israeli folk dance has been alive as a form of cultural expression for as long as the 

modem State of Israel has existe~ if not longer. As Meira Maierovitz Drazin writes, 

"Israeli folk dance originated in the 19409 S with the kibbutz movement and was 

traditionally associated with Zionist groups and youth movements.',48 After a short time, 

folk dances were taught in both urban and rural places. Thus, this combined fonn of 

artistic expression (music and movement) was an integral force in guiding the creation of 

the new Israeli culture that was being created in the early days of Israeli statehood. As 

Israelis began to spread around the world, the dancing followed. "Israeli folk dancing 

47Meira Maierovitz Drazin, ""Wednesday Night Fever," The Jewish Week, (Manhattan Edition), 
(June 24, 2005/17 Sivan 5765): 13. 

41Jbid. 



------------------
58 

sessions at the Y opened in 1951, and [Danny] Uziel started running the program with 

[Ruth] Goodman in 1975.',49 

DU 1,1p1i continues to serve as a primary vehicle of dissemination of new popular 

music to the people through communal experience, and thus truly belongs to the people. 

Uziel describes the process of a new popular tune traveling to the people through dance: 

"An Israeli pop singer chooses to work with a choreographer well before the album 

release ... The choreographer makes a video teaching the new dance that is distributed 

around the world - Europe, China, Japan, Australia, North America - for session leaders 

and workshop directors to teach."50 Most participants are not consciously aware of this 

process as it unfolds. Rather, the majority of participants come to the sessions to stay 

connected to Israel (or to cultural Judaism) through the intertwining aspects of the 

cultural experience. After all, if people were just looking to dance, they could attend 

salsa, swing, or ballroom sessions. Israeli folk dancing provides a bridge to culture, a 

connection to identity. One need not be of a particular political view or religious stance 

to attend the dance sessions. On the contrary, Meira Maierovitz Drazin, quoting 

Goodman, writes: '"wherever you are on the political spectn1m you forget about it while 

dancing.' At a time when so much about Israel is caught up in left-right politics and 

religious-secular tensions, [Drazin continues,] folk dancing seems to create a safe space 

to connect to Israel on an apolitical level. [Again quoting Goodman Drazin concludes,] 

.,Ibid. 

'°Ibid. 
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because they love the musi~ others because the style of dancing appeals to them, and still 

others to look for a potential Jewish mate. However, as the themes of connection to 

cultural identity and collective memory are ever present within the musical repertoire of 

these sessions, participants across the board feel tied to Israel and to Israeli culture on 

soine level during the evening. 

The sessions have a somewhat lackadaisical or casual quality not uncommon to 

the general '1"eel" of Israeli society. "Because this is Israeli dance, a sense of 

comfortable chaos prevails: The circles are not entirely circles, the Hebrew music is 

mixed with the chatter of people talking and singing along, and of the dancers greeting 

each other with kisses on both cheeks."47 The dress is also casual with jeans, t-shirts and 

dance sneakers prevailing as the most common attire. 

Israeli folk dance has been alive as a form of cultural expression for as long as the 

modem State of Israel has existed, if not longer. As Meira Maierovitz Drazin writes, 

"Israeli folk dance originated in the 1940's with the kibbutz movement and was 

traditionally associated with Zionist groups and youth movements.'"'8 After a short time,­

folk dances were taught in both urban and rural places. Thus, this combined form of 

artistic expression (music and movement) was an integral force in guiding the creation of 

the new Israeli culture that was being created in the early days of Israeli statehood. As 

Israelis began to spread around the world, the dancing followed. "Israeli folk dancing 

47Meira Maierovitz Drazin, "Wednesday Night Fever," The Jewish Weet (Manhattan Edition), 
(June 24, 2005/17 Sivan S765): 13. 

41Ibid. 
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sessions at the Y opened in 1951, and [Danny] Uziel started running the program with 

[Ruth] Goodman in 197S.',49 

Dll ''Tlj7'"'1 continues to serve as a primary vehicle of dissemination of new popular 

music to the people through communal experience, and thus truly belongs to the people. 

Uziel describes the process of a new popular tune traveling to the people through dance: 

"An Israeli pop singer chooses to work with a choreographer well before the album 

release ... The choreographer makes a video teaching the new dance that is distributed 

around the world - Europe, China, Japan, Australia, North America - for session leaders 

and workshop directors to teach."50 Most participants are not consciously aware of this 

process as it unfolds. Rather, the majority of participants come to the sessions to stay 

connected to Israel (or to cul~ Judaism) through the intertwining aspects of the 

cultural experience. After all, if people were just looking to dance, they could attend 

salsa, swing, or ballroom sessions. Israeli folk dancing provides a bridge to culture, a 

connection to identity. One need not be of a particular political view or religious stance 

to attend the dance sessions. On the contrary~ Meira Maierovitz Drazin, quoting 

Goodman, writes: "'wherever you are on the political spectmm you forget about it while 

dancing.~ At a time when so much about Israel is caught up in left-right politics and 

religious-secular tensions, [Drazin continues,] folk dancing seems to create a safe space 

to connect to Israel on an apolitical level. [Again quoting Goodman Drazin concludes,] 

"Ibid. 

'°Ibid. 
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'When you come to Israeli folk dancing, you just dance and feel a connection without 

having to justify your political or religious beliefs. '"51 

The potentially pivotal effect of folk dance upon the success of popular music can 

be i,llustrated with one poignant example. In one episode of a popular TV series in Israel 

called "haBurganim" (literally, "The Bourgeoisie"), a wedding scene between two 

characters featured a song previously recorded by Danny Bassan. The song was sung by 

two actresses on the show to another actress whose character was getting married. 52 

Although this song, in its original incarnation, was not a hit, this newer recording was 

subsequently choreographed, became known around the globe and remains a beautiful 

and popular dance at Israeli folk dance sessions throughout the world. The song, entitled 

"JJJ1i/Our Path," happens to be one of my personal favorites. a melding of sweet 

melody, emotional sentiment and flowing choreography. 

Let us now take a closer look at the text: 

"Our Path" (1986/1990) .. 
Arr.: Sarit and Yano Elad 
and Chani Perstenberg 
Words: Yankeleh Rotblit 
Melody: Yizhar Eshdot 

The light of the candle is mixed with the light of the moon 
On the pillow, your hair is scattered 
In the window a treetop is blossoming 
And the quiet has returned, one can tell by the smile. 

There was a storm, look it has passed 
And your face again is calm like the face of the sea 
With the light, we will continue to walk ahead 
Still a long way, 
The journey has yet to come to an end. 

"Ibid. 
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It is not easy, our path is not easy 
And your eyes occasionally are so sad 
Yet, there are flowering fields before us 
Still, tall mountains 
and the cold waters of mountain tops 

Fragments of light are in your tears 
And a smile again gropes its way towards me 
All the good things are still before you 
Put your head on my shoulder, 
give me your hand in mine 

In a little while, the candle will finish its dying out 
In a little while, the blessed quiet will be defeated 
The day's tumult will begin to break 
You wiU not walk alone. 
I will be there with you. 

It is not easy; our oath is not easy •.. 
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At first glance, this song could be interpreted as a love song which is sung by one 

person to another. Rotblit, who also wrote ",01'11111 ,,-," originally wrote "lll1'T" for his 

wife, Oma, and was surprised that the love song became "a source of solace and 

encouragement in the current war."53 Much as the biblical text of Song of Songs was 

interpreted as both a love story and as a metaphor for the relationship between Gd and 

Israel; so too was the meaning of 1111:,"l-r', expanded to be viewed as relevant to the 

relationship between an Israeli and her home. Not unlike both "'il' 1'1" and '"flH •'1 t•M 

,n,nH" the text acknowledges the difficulty of the path, yet there is an affinnation of 

determination and an unwillingness to aive up, even in the face of adversity. 

Interpretation is critical. People hear what they need to hear. "ll:>'l"T" provided 

consolation to a people who were in need of comfort during a di~cult time. As Michal 

' 3Website: Haaretz-Israel News. Patti, Michal. "Song of Peace, Song of War." Written: on 
April JS, 2002. Accessed: December 21, 2005. 
http://www.haaretzdaiJy.com/hasen/pages/ShArt.jhtml?itemNo= f 525SO&contrass I D:=l 
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Palti notes, "Dr. Motti Regev, whose doctorate analyzed Israeli songs, says: 'Darkenu' 

typifies a phenomenon by which a song becomes a kind of marker ... a song that became 

attached to a period because of circumstances; frequently, the reason for its [popularity] 

is a line or two taken out of context. "54 'This effect took place primarily because of the 

title line, "It is not easy, our path is not easy." Certainly, most every Israeli can relate to 

its sentiment Just as ":110 n•n•• is a song that must continue to be sung to provide a balm 

of hope for the tensions which exist in Israeli society, songs like "11:,1'1" hold Israeli 

society together and focus a light on a future of tranquility and peace. Even without 

understanding a word of Hebrew, if one were to watch a group of people dance to this 

song, one could understand the hope it provides. The music and choreography come to 

together to communicate what can not be expressed by mere words alone. This is the 

magic of Dll "llj1'1 - so truly, "the people's dance." 

541bid. 
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Postscript 

"Was there - is there - any separation between music and the memories it holds?" 

-Deborah Weisga1155 

Although Weisgall's query to her reader was written with her grandfather's 

chazzanut in mind, her question is one of great significance to our topic as well. Music 

and memory are undeniably and forever intertwined. Thus, it is nearly impossible for an 

Israeli to hear the songs explored within this paper, to think about the texts that these 

settings comnumicate and not to feel moved in some way. The popular music of Israel 

wraps up emotion and memory, delivering them in a package of melody, texture and 

harmony. Israeli folk dance adds yet another layer of expression and richness. All of 

these pieces together have the potential to transport the listener/singer/dancer to another 

time and place within the collective memory of a people. Yet, each person,s exact point 

of arrival within that collective memory is infonned by one,s individual perspective. 

When I chose the songs for the text analysis section of this paper - the foundation 

of this thesis - I was keenly aware that, by and large, I was choosing pieces that have 

meaning to me, personally. My hesitation was that perhaps these songs would not be as 

profoundly important to Israelis as they are to me, a self.admitted outsider to Israeli 

culture. I am happyto say that my fears have been proven wrong. Of course, not every· 

song mentioned within serves as an emotional vehicle for every Israeli who listens to it. 

However, when I spoke with Israelis about the titles at which I was looking, the majority 

of them met the pieces with enthusiasm and expressed a sense of connection to the texts 

"Deborah Weisgall, A Joyful Noise: Claiming lhe Songs of My Fathers (New York: Grove Press, 
1999), 89. 
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and composers. I have gained a great sense of satisfaction from this congruence, and a 

feeling of gratitude that my instincts led me well. As mentioned in the prologue, I 

struggle with the challenge of walking the line between insider and outsider. Yet, even 

without growing up in Israel or being fluent in the holy tongue, I have been able to 

connect in some ways to Israeli culture, and thus to my spiritual homeland, through 

experiences both in Israel and the U.S.. Perhaps this is an additional treasure that Israeli 

music and dance provide, one for which I am extremely grateful. Those of us who are 

not part of the whole, but who are deeply connected to its existence, have an avenue of 

approach via music, lyrics and dance. These artistic vehicles serve as an invitation to all 

who wish to enter. Thus, one can do much more than simply learn a great deal about 

Israeli history by listening to song texts. The true observer/participant may begin to 

m1derstand the essence of the Israeli heart. 
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