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The song-cycle Girl-Butterfly-Girl (1977) was composed to words which | selected from four different poems by contemporary
Lebanese and Syrian poets. | created a dramatic line to connect them to one another: the first song expresses the loneliness of a man
who has built himself a place of refuge in the sands of the desert; in the second, this loneliness becomes the anguish of a wanderer; in
the third, his distress is at its height — the person has lost his life's direction and is standing on the brink of madness. The fourth song
is the calm after the storm and is sung unaccompanied, as if in a dream. The various versions of the song-cycle which came into being
simultaneously, all express the same idea; | believe that listeners of many different origins, in Israel and throughout the world, will
thus be able to approach the work more easily.

The suite To the Fruit of My Land (1981) embodies my great love for my country. Thisis not only a physical, earthy love of tastes, sizes
and shapes, but rather my conception of the landscapes of Israel as a poetic quality. The rhythmic nature of the four pieces varies —
the dances of a suite, as it were: the firstis in free rhythm, the second is agitated, the third relatively heavy and the fourth summarizes
certain elements from the previous movements. The work is written for guitar — an instrument particularly popular amongst today's
youngsters.| would like to draw them nearer to contemporary music's search for a vocabulary, through an instrument very familiar to
them from a different musical style — Rock and Beat.

In Ten Fragments for Oboe, Clarinet and Bassoon (1984), | tried to examine the colour relationships between the three instruments
and the variety of points of contact possible between them. | used a single Arabic scale consistently, with the particular colour quality
of Arabic music and the timbre of Western instruments blending together. The work is dedicated to the Hungarian composer Gyorgy
Kurtag whom | met in Budapest shortly before its composition. | found in Kurtag's language a concentrated mode of expression
together with a piquant flavouring of folklore; the above elements are apparently evident in these ten aquarelles of mine. The work
was commissioned by the Forum for Contemporary Music “Acoustic 7-11".

Five Miniatures for Cello Solo (1980) are five little bits of mood with an extremely lyrical ending (the second and third little bits are
joined to one another). The work burst out of me spontaneously and helped me recover from a tragic event in my personal life. Hence
its name — Resuscitation.
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ABOUT THE COMPOSER

Tsippi Fleischer was born in Haifa, not long before the establishment of the State of Israel
(1946) and belongs to the generation of composers reared in this country.

The yearning for independence before the birth of the State was accompanied by the desire
to create a new musical culture. Those who laid the foundations of this culture were
attempting to forge links between the various musical traditions of the past —
predominantly European ones which were deeply ingrained in their very being — and could
not or would not untie the knots that bound them to these traditions. In fact, they had merely
transferred themselves to a new locality, and now tried to assimilate the deep impressions
made by this primary encounter into their emerging style.

This was the musical background into which the composer Tsippi Fleischer was born. She,
however, was not dispossessed of country and culture and her roots were nurtured in the
cultural pluralism of this narrow strip of land.

Tsippi Fleischer's musical mentors were pupils of the founding generation, musicians of the
in-between generation. The latter strove to expand their horizons, drawing from
international currents and turning enthusiastically to the West, whereas she preferred to
enrich her world with elements taken from the cultures of peoples of this region.

Belonging as she does to the third generation of Israeli composers, she has broken through,
ahead of the rest of her contemporaries. In her compaositions Tsippi Fleischer amalgamates
all the indigenous cultures with the firm foundations of Western culture which she absorbed
in her parents’ home and during her student years. As she was born in Haifa — a city where
Jews and minorities co-exist socially and culturally — this came naturally to her.

Tsippi Fleischer matriculated from the Reali High School in Haifa, majoring in Oriental
studies. Towards the end of her school years she prepared a comprehensive ethnomusical
study on Hebrew song which she subsequently extended considerably. During her school
years she was always the “tarbutnik™ in charge of cultural matters: in the scout movement,
on the front line and in hospitals in aid of the war-wounded, she lived and breathed the
cause of Hebrew song.

One of her most unmistakable qualities is her ability to be involved simultaneously in
seemingly dissimilar areas; however, it is because of this that she has achieved a synthesis
in her creative work in the field of serious art music.

In 1967 she graduated from the Music Teachers’ College, Tel Aviv, and joined its staff, and in
1970 completed her studies in theory and composition at the Rubin Academy of Music,
Jerusalem. At the same time she was attending Tel Aviv University where she obtained a
Bachelor's Degree in Hebrew Language, History of the Middle East and Arabic Language
and Literature. )

With the encouragement of her lecturers — Yitschak Sadai, Noam Sheriff, Mendi Rodan and
Haim Alexander — she decided to devote herself to composition, but not before she had
broadened her cultural spectrum. From now on she became a habitual traveller, wandering
off the beaten track and searching for still more local colour, another smattering of a
particular life-style of which she had just managed to catch a glimpse; and the more she
tasted of different places, the more deeply attracted she became to folklore. During her
travels she absorbed something of the cultures of the Mediterranean Basin, the Near and
Far East, different parts of Africa, Australia and New Zealand, America, the North Pole, as
well as the more familiar European countries. Lately she has visited Hungary and Poland
and has also made more routine visits to the European capitals.

During the years 1970—1976 Tsippi Fleischer studied Semitic Philology for her Master’s
Degree at Tel Aviv University and at the same time also completed a Master's in Music
Education at New York University. By then she had already started composing, and had
established the women's vocal trio “Daughters of Eve”, an unique vocal group on the Israeli
scene at the time. Work with this trio gave rise to a long-playing record” which appeared in
1973. During that year, the year of the Yom Kippur War, Miss Fleischer again visited army
camps and positions on the front line with entertainment programmes for the troops.

In spite of the trauma of war — the artistic after-effects of which would be felt later — she
continued to concentrate on writing music for the theatre and for ballet and devoted the
period between 1973—1976 to these genres. Amongst other activities, she was also music
director of the newly-formed Beersheba Theatre, composed for the Inbal Dance Company,
for the Children’s and Youth Theatre of the Ministry of Education and Culture, and for the
Kibbutz Dance Company. During this period she composed the incidental music for the
plays "“Alei Kinor” (Shalom Aleichem), Shakespeare, “Alilot Miki Mahu” (Shlonsky),
amongst others, and music for radio programmes.

The year 1977 was a turning-point in her musical development. This was when she felt she
had become competent to compose for the concert hall. Since then her musical skills have
enabled her to gain creative experience in different styles, in varied compositional
technigues and in attempts at synthesis, resulting in original sonorities and perpetual
renewal. “Each composition involves tackling a new challenge, and first and foremost — the
colour-complex which | conjure up in my mind’s eye"” she says.

It was possibly the Yom Kippur War and the upheaval it caused in the whole region, that
were seminal to her important work, the symphonic poem A Girl Named Limonad — a
descriptive orchestral work to the text of the Lebanese Christian poet Shawqi Abi-Shaqra.
Expressing as it does the rift which divides our region, this work reflects the credo of Tsippi
Fleischer. She is revealed as a “composer of the East”, with all that this implies. Immediately
after, she composed the song-cycle Girl-Butterfly-Girl to the words of Lebanese and Syrian
poets for two different instrumental combinations — Oriental and Western.

" Hed-Arzi — 14372 BAN

Works for the concert hall to date:

1977 — A Girl Named Limonad — symphonic poem (IMI)
— Girl-Butterfly-Girl — song-cycle for soprano or tenor in two different versions,
Western and Oriental (IMI)
1980 — Resuscitation — five miniatures for solo cello (IMI)
— The Clock wants to sleep (text: M. Yalan-Shtekelis) for children's or women's
chorus (IMP)

1981 — To the Fruit of My Land — suite for guitar solo (IMI)

1981-83  — Scenes of Israel — Six Madrigals for mixed chorus (manuscript)

1984 — Ten Fragments for Oboe, Clarinet and Bassoon (IM[)

1985 — Lamentation (text: Else Lasker-Schuler, trans. Y. Amihai) for soprano,

women’s chorus, two harps and percussion (manuscript)
— Iron and Wool for voice, flute and magnetic tape (ballet music)
1986 — Chromaticism for piano and contact microphone (manuscript)
— Periods of Time for violin, flute and voice (ballet music)

In 1983 Tsippi Fleischer established the group “Composers in Search of their Roots” which
undertakes concert tours where the composers discuss the workings of contemporary
composition, the performers illustrate and a dialogue is pursued with the audience. Since
the end of the '70’s she has joined the staff of the Department of Musicology at Tel Avivand
Bar-llan universities. During her 20 years of teaching the theory of music, she has
developed her own innovative methods which she intends publishing in the future. At the
moment she is preparing a thesis in the field of research into classical opera for her Ph.D. in
musicology.

Tsippi Fleischer lives in Haifa, is married to the linguist Aron Dolgopolsky and has a son.

Many of her former students are composers and conductors who have made a name for
themselves in Israel and abroad.

Perry Roth

IMI = Published by the Israel Music Institute, Tel Aviv
IMP = Published by Israel Music Publications, Jerusalem
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GIRL - BUTTERFLY - GIRL

Translations have their own melody

(Comments of the translator from the Arabic)

The translation of poetry is a creative activity and not merely a technical transference of
“meaning” from one language to another. Not only must a translator tackle problems of
rhyme and metre, tone-colour and rhythm, but he or she must ensure that the elements
which went into the formation of the textual continuum in the original poem are not allowed
to slip through the fingers during the course of the translation. Last but not least: the
translator must employ a variety of methods by which to overcome linguistic “voids” such as
cultural and historical connotations existing in the original language but missing in the
language into which the poem is being transferred. This holds true for every translation but
where poetry is concerned, the situation is far more difficult and complex.

Contemporary Arabic poetry to this day embraces elements and norms which came to it
from the early poetical heritage, starting with the pre-Islamic period and continuing for
approximately 1500 years; from here sprang the splendid, linguistically pure Qasidas. The
Hebrew poets of Moslem Spain, in the magnificent Hebrew poetry of the Golden Age,
succeeded in building a cultural and linguistic bridge between biblical writings and the
Arabic language, and at times also translated early Arabic poetry into Hebrew, leaving
almost nothing to be desired. However, a present-day Israeli translator of Arabic poetry
throughout the ages would find it difficult to approach the linguistic depths and artifice of
Yehudah Halevy and Ibn-Gabirol. A new “melody” would have to be found so that our
contemporary language could reflect the early texts; unfortunately, we have not as yet been
blessed with a creative translator of this calibre. Thus there are good Hebrew translations of
the poetry of many different nations, but good translations of Arabic poetry are extremely
rare. And just as it is no easy matter to translate pre-Islamic Imru Al-Qays and 10th century
Al-Mutanabbi, in the same way the texts of 20th century Ahmad Shawgqi and Al-Jawahiri
who wrote in the neo-classical manner, present problems.

Modern and modernistic Arabic poetry, and particularly that of the last 20 years, is a
different matter. Poets such as Unsi Al-Hajj, Shawqi Abi-Shagra, Muhammad Al-Maghut
and Fu'ad Rifga have succeeded, almost overnight, in freeing themselves from the classical
Arabic formula and have adopted forms very similar to those of contemporary European
and American poetry. From this point of view the translator of their poetry has a far easier
task and this is perhaps why | chose to translate these poets’ works in particular for my
collection Nehar Parparwhich appeared in 1973.

However, whereas these poems make few demands on the translator, the reader —
unversed in the life-style and cultural norms of the Arab Orient (in this case Lebanon and
Syria) — may find great difficulty in their comprehension. The juxtaposition of village
scenes, everyday life and ancient local symbols within the poetic-surrealistic or imagistic
texture, imposes a heavy interpretive load on the reader. | believe, however, that it is well
worth making the effort.

Prof. Sasson Somekh

Four songs — Impressions of a listener

The composer selected four poems from the wealth of contemporary Arabic poetry and
combined them into a unified song-cycle. After the words had made their impact on her, she
created her own dramatic line.

In each of the poems the condition of Man's existence in the world — and in particular in
today’s world — is considered.

In Piece of Earth the narrator tells that he built a cavern of light to God and spent nights
therein, apparently in the hope that God would appear to him. And indeed, his hope is
realized. This dreamed-of revelation is the main event of the song and is placed at its centre.
In the aftermath of the revelation, interaction between God and the man takes place. But
then the morning comes; God disappears, never to return. Here then is the condition
characteristic of Man in the modern world: he has lost his God and whoever has previously
been a believer, bemoans this loss.

On listening to the music, three things impressed me particularly:

a. The musical serenity which pervades throughout almost all the song and imparts an
exotic atmosphere

b. Thelarge amount of high notes, expressing a ceaseless yearning for God

c. The considerable increase in intensity at the words “To me would he then come”. This
central line becomes the centre of musical expression of the song, and creates a
type of climax, with the high notes moving fast in relation to the song generally and the
words being articulated more quickly — perhaps to mark a moment of great emotion in
the narrator’s life.

In the second song, Eyelids, the narrator is disorientated, floating, detached. This
detachment is a result of the demons’ persecution: one demon sprinkled salt on both his
eyes and threw him like a ball amidst the feet of tribesmen. Other demons kicked him up
high towards the desert sands, taking from him everything that was dear to him. All this
the narrator tells his haggard mother at the beginning of the song. With its short lines and
its alliteration (in the Hebrew text), the song as a whole reflects the narrator's breakdown.
It opens as if with a shout, perhaps a call for help, turns into an expression of fear at the
height of the persecution and ends with what sounds like a subdued sigh (emphasized by
the rhyme on “ai” in the Hebrew).

In Tsippi Fleischer's music, the very beginning of the song already establishes a strongly
dramatic contrast to the first song. This is because of the fast, agitated notes which enter
immediately after the quiet conclusion of “Piece of Earth”. The fugal texture in which
melodies seem to chafe against one another, clearly evokes the game which the demons
play with the terrified and helpless human being.

In the third song, The Coffin with its Lid Remote, the narrator declares that he is standing
on the brink of madness. The image accompanying this phrase — “like an infant who
stands upon a window ledge” — brings to life the immediacy of his statement. The
narrator enumerates a list of things which he lacks, the loss of each of which is liable to
cause him to lose his sanity: the effect of their combined loss is thus so much greater.
The poem ends with a number of powerful images describing the narrator’s distress and
his longing for some degree of stability in his life.

In the music to this poem, the storm of madness is clearly depicted. The initial lull before
the storm very soon turns into a web of notes — high and low, slow and fast, quiet and
clamorous. Here there is a direct follow-through from “Eyelids”. The organic
development reaches its climax with the last shout which signifies both the cawing of the
blackbirds and the unrestrained outburst of an hysterical person.

The fourth poem, Girl-Butterfly-Girl, transports us suddenly to a world of optimism. It is
like a children’s fairy tale. The word “butterfly” immediately suggests concepts such as
freedom, airiness, beauty and colour. The “girl” of the poem is in the midst of a lovely
dream. Her awakening does not bring disillusionment in its wake; on the contrary — the
object of her dream penetrates into the reality of her world, and she does not know
whether she is “a girl who had dreamed she was a butterfly/or/a butterfly dreaming that it
was a girl”. This condition prevails until things change: “In the evening, a gentle
breeze...".First the change is minimal and the dream-like mood continues to encompass
both the girl and her companion who has come to join her. But then “all was torn apart



outside”. The poem does not identify any particular tragedy as such, but the reader
senses clearly that this symbolizes a destructive outside event which has a powerful
influence on the individual's life.

The melody to this poem is performed by an unaccompanied voice only. Thus, after the
piercing outcry accompanied by instruments to conclude “The Coffin with its Lid
Remote”, the fragility and intimacy of the vocal line is particularly marked. The dreamy
atmosphere is reflected in the high-lying melody, the butterfly’s fluttering is suggested by
the vocal melismata. The turning-point comes with the deeply-felt low notes to the words
“All was torn apart outside”. The word “butterfly” retreats further and further and the
listener is aware of the butterfly’s dying struggle until the actual “tearing apart”,
represented by the distinct separation of syllables of the sung word “but-ter-fly".

From past experience in providing guidelines for teachers of literature (where different
fields of art are combined, including painting and music), | recommend the inclusion of
this record in literature classes at high school level. After introducing the poems the
teacher should play Tsippi Fleischer's music. The words and atmosphere of the poems
come to life more powerfully in the music: in this way the composer, without any
intermediacy, draws the young listeners closer to the cultural world reflected in the
poems. The pupils should preferably be presented with the Western version first and then
with the Oriental one. The latter is a more advanced stage towards familiarization with
the culture of the East. More detailed instructions appear in my article “From Arabic
Poetry — How to organize Learning Materials Units and how to introduce them to High
School Pupils” (Hebrew) (“Alei Siach”, 1986).

Dr. Yaffa Binyamini

This music and what it says
(Stylistic analysis)

The innovation embodied in this work is the composition of contemporary art music to a
contemporary Arabic text. Oded Assaf has written about it as follows:”

“...Whereas a modern tradition has come into being in contemporary Arabic poetry, an
equivalent musical tradition has not crystallized as yet. An Israeli — notan Arab — woman
composer is performing the task...”

The compositional process which this song-cycle with its different versions has undergone,
is quite unique. It was written in 1977 to a Hebrew text for two instrumental combinations —
Western and Oriental. The premiére took place in February 1979 at Beit Ariella, Tel Aviv, in
the framework of “Composers’ Forum” under the auspices of the Israel Composers' League.
The Arabic version was added in May 1983 at “Tsavta” Tel Aviv, in one of the programmes of
the Choir Singers’ Association (part of the erstwhile Centre for Fostering Choir-singing), in
an evening devoted to Arabic poetry. The premiére of the complete song-cycle in its
Oriental version, in Arabic, took place in May 1984 with Marina Levit (soprano), Nissim
Dagwar (Oriental violin) and Taysir Elias (ud), in an event celebrating a pre-premiére at the
Listening Centre of the Israel Music Institute — and immediately after, at the Academy of
Music, Tel Aviv University. This version was recorded for this record. The composer
arranged song No. 4 for chorus in its Arabic version in the summer of 1984, at the request of
the Tel Aviv Philharmonic Choir; since then it has become part of the choir's repertoire in its
routine performances in Israel and in overseas tours.

The score also underwent a number of transformations until the final version was
published by the Israel Music Institute (Cat. No. 6228). The tonic of C is shared by all the
songs. Song No. 3 was originally written half a tone higher, in Db, and in this version
was sung by Robin Weisel-Capsouto for this record. All the songs are provided with
equi-rhythmic translations in three languages (Hebrew, Arabic, English) in Latin letters.
The score thus includes all the possibilities for performance in each of the three
languages and with either instrumental combination (Western or Oriental), to suit the
musical resources available to the performers. The version for Oriental instruments is
written above the vocal line and the Western version — below.

The composer sincerely hopes — since Oriental instruments are so seldom heard in the
concert hall — that at least the version in Arabic will be widely performed, albeit to the
accompaniment of Western instruments.

This composition has a universal field of reference, permeated as it is by vocal
expressionism on the one hand, and modal impressionism on the other. The vocal
expressionism may be discerned in the vocal line which hovers between declamation and
free rhythmic flow and is richly chromatic — with the addition of dissonant intervals such as
tritones, sevenths and augmented fifths. The picture of modal impressionism is achieved
when all these are added to the harmonies in the piano part.

To this basically Western foundation is added the Arabic-Oriental flavour in linear voices;
Arabic modes with their microtones and augmented seconds are used, even though the
microtones may be performed as half-tones. The rhythmic structure too, generally
asymmetrical, adds its own Oriental dimension.

Because of the freedom in formulating melody and harmony unbound by Western tradition,
East and West blend together here in perfect accord. These elements come togetherin a
bold attempt to put into music the particular atmosphere evoked by the words of the texts:
both the folkloristic-Oriental reality inherent in them and their surrealistic imagery. The
Arabic-Oriental colour is more evident in the first three songs whereas the fourth deals with
more general symbols (a butterfly, children, a dream).

The flavour of the East is sensed more acutely in the Oriental version (sung in Arabic with
Oriental instruments accompanying): here we have the delicate texture of linear voices
combined with typical Oriental instruments, the timbres of these instruments and the
distinctive diction of the Arabic language. The Western version places emphasis on the
concept of voice with harmonic accompaniment.

The composer’s attitude to the magam in this work is conceptual on the one hand and
spontaneous on the other, to quote the composer herself. Thus segments of one magam
or another are generally heard and there is no systematic use of magamat (functional
order, finalis etc.). The basic compositional idea is Western: this finds expression in the
melodic line (intervals), in the harmonic grasp and in the polyphonic writing (for
Oriental instruments), yet, at the same time, the composer employs colour
characteristics of Arabic folk music which have insinuated themselves into her work as a
result of her exopsure to Arabic music.

* Oded Assaf: “A Meeting which has not yet occurred”, Iton 77, Literary Monthly (in Hebrew), October 1984, p. 27.
v




The song-cycle, as mentioned, is made up of four different songs, each with its own melodic
material, their connection to one another being one of contrast in atmosphere and in tempo.
And yet the musical elements common to all the songs — and which together create a
stylistic unity — may be enumerated precisely.

Concerning form

a. The structure flows freely with the text, for the main part, and is unbound by traditional
musical forms. In fact all the songs are through-composed, while the few reappearances
of fragments, if there are any, do not serve as a formal element. A typical practice is the
making of a new start in the middle of a song, at the beginning of the second verse and
on relatively low notes (for example, at the words “In secret places of the desert” in song
No. 1, and at the words “Hundreds of years went by” in song No. 4).

b. The melodic-vocal phrases are interrupted by rests, while instrumental interludes “fill
the space” between vocal sections (for example, the prominent interludes between
“cavern of light” and “And nights | spent in its sand” in song No. 1, and between “giant
demons” and “And they kicked me up” in song No. 2).

Concerning Melody

a. Thevocal phrases embody atypical structural characteristic: an ascent to a climax
accompanied by a crescendo, a moment of holding, and a descent accompanied by a
diminuendo. Here are two examples:
The vocal sentence beginning “In secret places of the desert” and ending “As the edges
of the stones they knew me” in song No. 1:
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The opening sentence of song No. 3, “I stand alone... upon a window ledge”:
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b. Freguent changes of metre in a single musical sentence, both in vocal and instrumental
interludes. See two examples from song No. 3:

(bars 16—25)"There's no moon..."
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(bars 33-40) Instrumental interlude, piano part

The next musical illustration shows how the equi-rhythmic translations of texts in a
number of languages were inserted into the score published by the Israel Music
Institute. The common melodic line is given in ordinary notes; the small notes indicate
the deviations from this line. The words of the text in three languages, using Latin
letters, appear below the vocal line. For example, here is a bar, exactly as it appears in
the score:
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Hebrew LO YA—-RE- — AH
Arabic LAL— — QA-MA—RU
English There's no moon

Concerning Harmony and the Key System

a. The unsystematic use of magamat gave rise to the development of an unique harmonic
language; this includes combinations of typical chords of fourths, fifths and seconds
(including augmented seconds), making for extreme chromaticism. In the version for
Western instruments, this chromaticism replaces the microtones: for example, see how,
in song No. 1 (before the entry of the words “And nights | spent”), the G in the
ganun/ud is translated to G§ -F# played simultaneously in the piano:
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b. Inspite of the complexity of the chords which prevents a clear tonal orientation, the
texture remains transparent and steeped in delicate sonorities; thus it is relatively simpl
to follow the harmonic technique. In the Oriental version a type of three-voiced
polyphony is apparent, whereas in the Western version, it is the harmony that
commands a central position in the accompaniment of the voice, with close dissonance
added in the piano (usually major and minor seconds) to the basic harmonic

infrastructure.

Following are a number of illustrations from song No. 1 to demonstrate the technique:

Original Kurdi magam transposed
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Its modification in the vocal line, at the end of the song

The piano also concludes with a Phrygian ending (see score: bar 52 C-B, equivalent to the
ud C-Ch ).

Another point of interest: the interludes play an important part in the formal structure; at
times they function as postludes to a vocal phrase and at times as preludes. The vocal
phrases themselves have an almost uniform attribute: they rise to a climax in register and in
dynamics simultaneously, and then drop in register and in dynamics.

The musical conception of the second song is based on a paradox: restless, continuous
movement together with a stubborn equilibrium which creates the sensation of impending
doom. The equilibrium is achieved by the use of a single magam (Rast) and a fixed metre
throughout the song, and the restlessness, by rhythmic changes of phrase content and a
continuous chafing of voices in the fugal texture.

The subject of the fugato is the opening motif in the violin
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The Bb in the piano is drawn from
the ud. Eb and Ab are chromatic to
the voice. D-A in the vocal line.

The line of the ud
F-E is in the alto (or
tenor) of the piano.
All the rest of the
pitches in the piano
are in relationships
of 2nds (major or
minor) to the
pitches in the flute,
voice and ud.

The bass-line in the piano is
identical to the line of the ud. The
F§-Ab(G#)-Bb of the first chord are
in voice and instruments, Eb is
chromatic to E in the flute. In the
third chord, F§ and A lie near to E
and G§ in the flute in previous
quarter-note beat.

c. The particular “interpretation” of the magamat makes for a modal colouration, both in
melodic characteristics (for example, the very obvious way in which the Kurdi magam
resembles the Phrygian mode) and in the focusing on concealed points in which a type
of tonal centre may be hidden. At times this also occurs in a bitonal combination.

On studying the score one notes that in song No. 1 there is an obvious pull to fixed centres
where B (Bb) and C# (possibly included in F§ ) are the predominant pitches. This pull
expresses itself both in the linear dimension (F# and C# stand out in the relationships
between phrases which follow on one another, and in their combination, as beginnings and
ends of phrases), as well as in the vertical dimension (B/Bb is prominent at cadential points
in the bass in combination with F§ and C# , where the “bass” is presented in the piano or

ud).

Following is a discussion of the main attributes of each of the songs.

In the first song with its atmosphere of seemingly “Oriental Impressionism”, one’s attention
is drawn to the fragmented phrases, the rejection of harmonic functionality, the continuous
floating upwards and the total lack of formal strictures. It is interesting to note the
references to the magamat here: for example, the melody on the ud in the opening bar is
based on the Sikdh magam in its original form (Eb -F-G-A/Ab ) and the vocal melody at the
end of the song presents the Kurdi magam (equivalent to the Phrygian mode) in

transposition:
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and, after the entry of the voice in imitation, this vocal line becomes the countersubject
when the motif itself reappears in the instruments.

Here too the interludes play an important part in the formal structure; they separate the
sections of the song designated as “verses” by the composer, even though the original text
is continuous. As far as the composition is concerned, the first verse ends with the words
“giant demons”, then comes a three-measure interlude, followed by the short second verse
(“And they kicked me up high towards the desert sands”), again an interlude and in
conclusion, there is a coda (“They took from my fingers a gift-ring, and gold of my eyelids”).
The coda-element is borrowed from Western music, yet the marked lack of symmetry in the
structure of this song has an undeniably Oriental flavour. In addition to their formal
function, the interludes were also intended for enhancing the Arabic Rast maqam and for
demonstrating the inexhaustible possibilities of melodic variation inherent in it.

In the song "The Coffin with its Lid Remote”, it is the voice above all which expresses
spiritual distress. The dramatic changes of mood in the narrator are faithfully expressed —
from the stillness in madness at the beginning to the hysterical outburst at the end. Hence
the gradually increasing intensity in all musical elements — melody, rhythm, dynamics. The
deliberate melodic directionality in a continuous progression upwards is unmistakable.

Here too the song is divided into two unequal parts, this time following after the division of
the text; there are also secondary divisions in the first verse. The compositional technique is
based on repetition. For example, musical phrases are repeated with variation (either
rhythmic or with extended register) —
First line (bars 5-7) Third line (bars 16-17)
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In the second verse:
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Third and fourth lines (bars 44-46)
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The initial impact of a seemingly conventional song, based on a melody with
accompaniment where the voice predominates (in contrast to the first two songs in which
the weight is evenly distributed between instruments and voice), turns out to have been
misleading, after the intricacies of the harmonic content of this accompaniment have been
" exposed. It is worth devoting some space to what the composer calls “the capricious use of
the magamat’ which is relevant here mainly as regards two of them — Hijaziand Nagriz.

For example, here is the first phrase, based on the Hijazi magam from G:

Original bicel pragar The same magam transposed from G
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At the beginning of the song, where the augmented second appears in the context of a
second, the authentic Oriental nuance is clearly sensed, whereas further on the magam has
a more “Westernized” sound, because of the broken chords which, in many cases, evoke a
septachordal reverberation; see, for example, a point in the instrumental interlude, before
the beginning of the second verse:
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In addition to the tonal centre C which stands out all the way through together with the
augmented second Ab -B in the linear line (to resemble the harmonic minor), there is a tonal
centre on E. Keeping in mind the tonally functional opening sentence, look then at the score
at bars 23—25, for example: at this point there is a cadenza on E in the voice combined with
C in the bass of the piano. Moreover, the chord of the fourth which ends the song, in spite of
its complexity, uses C as bass note (piano and ud); E and B are also evident amongst the
notes of this chord.

The fourth song — the anti-climax of the song-cycle — was chosen because it is so
different. In contrast to the lack of clarity which stems from the mixture of dream and reality,
aray of light and optimism breaks through with the word “children”. The musical
conception rests on the desire to symbolize the butterfly and the children by means of a
light, feminine song, without strong stresses — an airy flight, so to speak. The outcome was
an a cappellasong for soprano voice, in a particularly wide register (two octaves + major
second!) and in a fixed — but extremely flexible — metre.

The melody is divided into three unequal parts (the second part begins “Hundreds of years
went by”, the third, with the words "All was torn apart outside”). The Rast magam appears in
its original form (on C) and in transposition on A (starting with “Hundreds of years...") and
on F (starting with “All was torn apart outside”), fitting in exactly with the structural division.
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As with the text which reverts to the same images many times — a dream, a butterfly, a girl, a
boy — so repeated intervals recur like leitmotifs: in the Hebrew version, the minor seventh
ascending for chalom (dream) or the verb lachlom (to dream). In the English version the
seventh is also used for "girl”. In both Hebrew and English, the fifth (sometimes fourth)
ascending is associated with other forms of the verb “to dream”, and the minor seventh
together with the linking third, when "“children”, "girl” or “boy” are in proximity to the
dream. But this melodic material flows together with the text and does not repeat itself
symmetrically or in a fixed pattern as in traditional forms of Western music. The many
intervallic jumps — a Western characteristic — are diluted by the Oriental whirls of the
butterfly motif which is sequentially repeated. For example, towards the end of the song:
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Side B

© 1981 Tsippi Fleischer
©1983 Israel Music Institute

TO THE FRUIT OF MY LAND

Bitter-sweet sounds

“The source of inspiration for this work is the concept of the landscape of Israel as a poetic
quality”, in the words of the composer. Interestingly enough, it is the landscape of the fields
and citrus groves in particular which pervade this work with their colour, the juiciness of
their fruit and their earthy sensuality.

The shades of colour, the forms and sizes, the scents and tastes — all combine to produce a
rounded work possessing its own musical language. The colours are provided by the
richness of the guitar timbre, including the innovative contemporary techniques of sound-
production; the forms and sizes are reflected in the structure and the rhythmic nature of
each piece (light or heavy, fast or slow) as well as in the formal relationships between the
various movements; the scents and tastes — these are the resources from the point of view
of the elements of pitch and articulation. In this way each movement is provided with its own
distinctive atmosphere.

The taste of the fruit, ranging from sweet to sour (as, for example, from tangerine to lemon
in the citrus family), is the associative idea for the comprehension of the work. This is
constructed by a process of extending the tonal centres from just a few to 12 centres; that is
to say, as the work progresses, the overall sound becomes more and more dodecaphonic.
The composer notes: “This was an attempt to examine the concept of dodecaphony over a
period of time — to cause it to come into being in the course of a single work. | also tried to
examine the wealth of colour and methods of sound-production of the guitar as solo
instrument while delving into its hidden potential for the composition of contemporary
music. Atthe same time, the “traditional elements” of guitar-playing are too appealing to
disregard”.

The rhythmic nature of each of the four dances (movements) is different: in the first, with its
free rhythmic patterns,the atmosphere of an opening is provided and its clearly
improvisational character brings to mind Oriental music; the second movement is rather
agitated with folkloristic undertones; the third presents fragments of fugal texture and
moves relatively heavily; and in the fourth, elements from the previous movements combine
into a concluding unit.

The first movement is marked by abrupt transitions from one mood to another; the
compositional technique is based on a number of textural cells which burst out over and
over again in various ways during the movement. There is no preordained form, itis
metreless, and the quasi-Oriental improvisatory impression is reinforced by the guitar-tone
which here resembles the timbre of the ganun.

The central notes of the movement are E, A and D and these are embellished by the wide
range of notes provided by the chromatic scale.

Many different techniques are employed in this movement. At the very outset, for example,
we come across a light arpeggio ending with harmonics and with a trill (on one string as well
as on two strings) in order to emphasize the harsh sonority. At this point the interval of the
fourth — so characteristic of the guitar because of the tuning of its strings — is prominent.
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Throughout the work, the function of the trill is not decorative but rather musically
structural.
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In the course of the same movement a tender melody appears, played in a relatively high
position and consequently sounding soft and lyrical:
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and blocks of chords also appear:
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In the dance-like second movement, the distribution of centres of pitch is extended. The
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as opposed to

at the beginning of the work, creates the illusion of a sort of reprise. The energetic rhythmic
nature and the consistent alternating metre %7{3 introduce the listener to a strict rhythmic
discipline, in contrast to the rhythmic freedom of the first movement. In order to stress the
dance-like beat, the composer uses knocking (golpe) on the belly of the guitar:

golpe

The relative agitation is also expressed in the level of dynamics — usually f, in the
selection of the repeated rhythmic fragments and in the use of a harmonically dissonant
interval (playing simultaneously on two strings, rather than a trill):
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The considerable rhythmic heaviness which marks the third movement combines with a
great variety of pitches and a texture of fugal fragments. This polyphony is expressed here
in the repetitive element which serves as a substitute for the subject in the barogue fugue:
the interval of the ascending fourth. This interval should be stressed during performance,

while the various phrases — the countersubject and episodes as in traditional fugues —
should be played more lightly. The following example, from the beginning of the movement,
3

illustrates this texture:
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The fourth also stands out as a significant harmonic interval — a type of harmonic element
to which all the other intervals (chiefly the thirds and sixths) relate.

The fourth movement is the most virtuosic, mainly because of the almost equal usage of the
12 half-tones. Thus the chords are richer and bolder than in the previous movements, and
the melodic arpeggios contain large and rapid jumps; see, for example, the breaking of
chords and the quick repetitions of major and minor sevenths:
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The changes in dynamics and mood are also rapid, the whole movement being played
ad libitum, and thus the work comes full circle in an extended reminder of what occurred
in the first movement.

29 056

The relative climax is to be found in four ponticello notes (stressed plucking near the bridge
giving the guitar a metallic sound) before the end:
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ponticello

After this comes a deep hush: the work ends with four quiet glissandichords, continuously
ascending and descending, as if a curtain were going down on the retreating sounds.

Misha Appelbaum

© 1984 Tsippi Fleischer

TEN FRAGMENTS FOR
OBOE, CLARINET AND
BASSOON

Bits and pieces of an Arabic magam

This work was commissioned by the Forum for Contemporary Music “Acoustic 7-11" for a
festive concert devoted to contemporary Canadian and Israeli music. Its premiere took
place under the auspices of the Canadian Embassy at Beit Ariella, Tel Aviv. The work is
dedicated to the Hungarian composer Gyérgy Kurtag whom the composer met in Budapest
during the summer of 1984. In her words, the ten pieces for oboe, clarinet and bassoon
reflect a renewed effort to examine the colour relationships between these three
instruments and the variety of points at which contact is possible between them. The work is
in the Arabic Saba-zamzama maqam.

The Saba-zamzamais one of the magamat (Arabic scales) which exclude microtonality. It is
considered to be one of the most plaintive and melancholy scales in Arabic music and is
made up of a chain of tetrachords based on the Saba-zamzama tetrachord (hence its name).
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mzama Saba—zamzama
Saba-za

The structure of the Arabic scale is based to a large degree on melodic independence of
juxtaposed tetrachords; see, for example, the note Db atthe end of the above scale where it
appears as part of a tetrachord of an independent nature, yet at the same time belongs to the
scale beginning with D § . In Tsippi Fleischer’s Ten Fragments for Oboe, Clarinet and
Bassoon, the Saba-zamzama scale is the source from which these fragmented figures are
drawn.

1. Obligato
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In this, the first piece, there is a clearly stated presentation of the scale central to the
entire work. While the bassoon is ending the very first D, the oboe takes over and rises
slowly and surely through all the notes of the scale; having completed the scale, it
passes the melody to the clarinet. The movement ends with the tone G whichis an
intruder in the scale. Thus, already in the first movement, attention is focused on the
freedom of choice of notes and the naturalness with which this choice is made.

2. Chorale ala Aria (Arietta)
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3.

4.
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The chorale — an aria — dictates the movement's AABA form; this serves effortlessly as
a framework for a somewhat wave-like progression and for a graceful melody in which
the Oriental melodic lines flourish happily. This form also permits the aria to assume the
shape of an aria da capo. The main melody in the first section of the chorale is to be
found in the oboe part and is formulated out of the degrees of the scale. The
countersubjects to this melody, although preserving the Oriental nature of the scale, are
freer; many notes slip in in imitation or as parts of a sentence which are repeated in
various thematic combinations.

Clarinet Solo
ad lib.
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A change in atmosphere results in many other changes.

This solo is made up of various elements which are woven into a fabric of sound. The
listener hears firm statements in the beginning and the fragments of an elegy
subsequently. This is a bit of play-acting, to a certain extent resembling Jewish “soul
music” accompanied by a restrained crescendo, the “act” is forged out of melodic cells
generated from the notes of the scale and their elaboration. In addition, the different
registers of the clarinet alternate with one another in quick succession.

Quasi Folk-dance
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There are various clear indications that this movement is rooted in folk-dance. Rhythmic
figures are not too complex to be dance-like; the form is the familiar ABA; the gestures,
too, are folkloric, as it were — many jumps to the interval of a third or an ascending
tritone. The movement is unisono for all three instruments which allows for a variety of
sonorities and pitches.

Emphasis here is on the use of two tetrachords of the Saba-zamzama maqgam as well as
the Hijazitetrachord; even though the movement ends on a D, it appears more likely to
be based on a scale starting on B.

Bassoon Solo

A moving solo on the bassoon (largo, soffacato) enables the composer to examine the
potential of the bassoon. The scale running through the whole work — the Saba-
zamzama — is used, this time with the starting-note E to which all manner of ornamental
accidentals are added. Two registers of the bassoon are exploited for two different
modes of expression. The middle-high register serves for lyrical and melodic statements
whereas the low register is for rhythmic purposes and for more active, briefer melodies.
The flageolet tones in the oboe evoke a vision of distant heavens, almost obscured from
the anguish of the bassoon in the depths.
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The oboe solo calls forth the Orientalism fundamental to this work; in this movement we
are thus undeniably made aware of essays into microtonality — so characteristic of
Arabic music. The note G with which the previous movement concludes, sounds on into
this movement and is immediately transposed — by means of lip pressure on the oboe
reed — to a higher and yet a higher G, to G# in a glissando and to the following notes
and so on. Further on the performer changes the colour and pitch of the note by means
of different fingering for the same note.

This movement provides the performer with considerable freedom. It is very lyrical,
improvisatory, and may be played in various ways.

The notes pile up on one another and, for example, the concluding note C, except fora
brief reminder, only appears right at the end of the movement, after the accumulative
use of the rest of the notes excluding itself.
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In this movement the harmonic-colourative potential of the scale is examined. The
melody is made up of thematic stains of colour for the most. Once more the way in
which the scale is used emphasizes the main tetrachords it contains (by means of
chord-building). The technique of writing in clusters here is very different from that
which is applied in works dating from the second half of the 20th century. In this
movement the clusters are more homogenous, delicate and economical, and both their
harmonic and colour effects are equally exploited.

8. Dialogues for Three

As indicated by the title — dialogues (talks for two) for three: thus the movement is
devoted essentially to a discussion between two main elements, presented at the outset
in the clarinet and oboe and developed immediately after by the bassoon, and so on.

In these dialogues the listener will no doubt hear echoes of previous movements — the
opening in the clarinet brings to mind the previous movement as well as the clarinet part
in the first movement. In the oboe, figurations from the second movement are
discernible; generally this movement offers a thematic summary of the work. Different
figures (different instruments) interchange roles. Melodies (scales and motifs from
previous movements) pass from one instrument to another and the transition to the next
movement is smooth and natural.



9. FugaalaChorale
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This is not a fugue, of course: entries of voices presenting material as if in canon, make
for the seemingly unending, polyphonic progression of a fugal chorale.

The melody returns to the original Saba-zamzama scale. First and foremost the notes of
this magam are presented in the melody and only then do the rest of the notes slip in,
filling out the frame to the 12 notes of the chromatic scale. Thus — both in the first
exposition when the scale is ascending as well as in the second exposition with the scale
descending.

At the end of the movement, notes which originated in the tetrachords of the Saba-
zamzama are presented, not in a simplistic fashion, but rather with a more
comprehensive grasp of the key system of the work. The movement ends with a
stressing of the note D.

10. Carnival
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The concluding movement discards all obligations and pressures and roudily celebrates
the holiday mood of carnival. And yet, the two-measure ostinato in the bassoon is
completely relentless...

Obviously the scale still makes its presence felt, pulling the strings of the subjects, the
melodies, the harmonies and the alternating focal points of the movement, but the
essence of the movement lies in the carnival itself: the fun, humour, contrasts and
enjoyment which lead to the optimistic conclusion of the work.

Avishay Yaar
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© 1980 Tsippi Fleischer

RESUSCITATION — FIVE
MINIATURES FOR CELLO
SOLO

The third and its Oriental connotation

On listening to this record one may well be surprized by the affinity between this work —
possibly more than with the others — and the “international vocabulary” familiar to us from
the ‘50’s and ‘60’s; Resuscitation is an introspective work and, at least superficially, cannot
be linked to the indigenous Israeli or Mediterranean idiom. However, not only is Tsippi
Fleischer's characteristically indigenous, distinctive expression revealed here of itself, level
upon level: but many premises of the serial and post-serial avant-garde have extra-
European, Oriental ramifications. The focus on a limited selection of pitches and intervals,
going round and round in small circles; repeated patterns with minute chromatic changes
which make for a fluttering-like sound; rhythmic figures which “breathe” and are more
flexible than in symmetrical, regular usage; an emphasis on colour and on colour changes
— all these Oriental attributes which have penetrated the contemporary European musical
currents, have revitalized composers of the Far and Near East; many Israeli musicians of
various generations also turn to them in their search after synthesis between East and West.

Tsippi Fleischer’s work for cello solo was written in 1980 and thus constitutes a natural
development for her: she uses contemporary idioms and techniques while at the same time
preserving the components of her personal, indigenous language. The work also contains a
sharp focus of expression which the composer describes as “little bits of mood” — the
perpetuation of a moment of resuscitation from a tragic event in her personal life. There are
five short movements; and while the composer states that the process of composition was
“particularly spontaneous” in this work, the organization of elements and their arrangement
into well-defined forms is evident.

The first movement — fast and dramatic — opens with a phrase which will return in mirror
image before the conclusion, and immediately continues with a phrase which is repeated in
full to end the movement. A five-note circle, pivoting between high and low notes, serves as
the nucleus for the movement; but in the background, a cell made up of three notes seems
to echo, the interval of a minor third hiding itself in a major third:

fa)

This alternation between major and minor thirds is extremely characteristic of Oriental
music with its modes; it passes through the work like a leitmotif.

As opposed to the first movement which sometimes concentrates on a single note oron a
repeated one (another Oriental trait), the second movement brings out the melodic
continuity, together with reminiscences of “concealed polyphony”. A sensation of wave
upon wave is produced, with the many fluctuations of metre preventing symmetry, even
when the melodic patterns return. Here again there is a hint of modality, Oriental in origin —
that of the whole-tone scale. In fact, this is suggested momentarily already towards the end
of the first movement:

Here, amongst others, there is surely the combination of two major thirds as well.



The listener is aware of certain moments of respite between the waves in this movement,
most of which — including the very last —areon a G:

P

— and the rest on a C or a D; is this an indication of the centrality of G in a kind of hinted-at
mode which accompanies this movement? The answer will be provided during the
continuation of the work.

The third movement connects up with the second without a break and is scherzo-like. The
melodic flow of the preceding movement is preserved and a new pizzicato colouration is
added. Unlike the previous movement, the melodic patterns here are shorter and more
fragmented. Right at the beginning, the major and minor thirds encountered in previous
movements appear, although here they are spaced far apart:

b.p#

—

and shortly after — for the first time in the entire work — the convergence of the same
combination of major and minor thirds (introduced in the first movement) achieves some
hint of melody with a very clear Oriental flavour:

arco
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As we heard earlier and will be hearing again later, the work as a whole plays about with
Oriental hints such as these; the Oriental melody heard here will reappear, altered and
extended, towards the end of the movement, and the thirds ring out briefly behind rather
chromatic progressions. The combination of major third and fourth, near the beginning of
the movement (within the compass of a sixth which sounds like the inversion of a major
chord, but actually does not function as such)—
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Already at this stage the listener registers all the hints of modes and scales as one
overall design which may be termed “pan-modal”.

The fourth movement confirms this and continues to pull threads out of the previous
movements. It is recitative-like, far more free and agressive than its predecessors; but
the interval of the fourth is focused on more as a structural element. The same give-and-
take of major and minor thirds is reflected in it:

major third
IRE PP
.f
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minor third
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major third + minor third from D

and while the arpeggios re-assert the interval of the fourth throughout, the whole-tone
scale also raises its head again towards the end of the movement:

o —

The low G is given great prominence (see second movement) and is to be found in the
bass of the arpeggio which opens and closes the movement. No wonder, then, that its
position is stregthened in the fifth and last movement.

Itis the last movement which closes the circle with its slow tempo and sombre, lyrical
expression: it opens with a D and closes on a G — in confirmation of the enigma which
accompanied us during the previous movements — and its ascending and descending
waves (see again the second movement for comparison) concentrate within themselves
the motifs and pan-modal usages of the whole work. In this movement, for example, the
major third resounds at the beginning (exactly as it opened the first movement) and the
minor third Bb—Gmarks the end. The listener will find this clearly discernible at the very
end of the work:
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Den Lioderzykius Mildchen — Schmetterling — Midchen (1977) komponierte ich zu den Worten von vier Gedichten moderner libanesischer und
syrischer Dichter Ein dramatisches. von mir geschatienes Band stellt die Verbindung zwischen ihnen her Das erste Gedicht ist Ausdruck der
Einsamkeit des Menschen, der sich inmitten der Wuste eine Hohle aus Staub baut, im zweiten verwandelt sich die Einsamkeit zu Wanderleid; im
dritten hat die Not einen Hohepunkt erreicht: Der Mensch ist seiner Lebensbahn verlustig gegangen, und er steht am Rande des Wahns. Im vierten
Gedicht tntt plotzlich die Ruhe nach dem Sturm ein, und eine Sangerin singt es ohne jede Begleitung, eine fast traumhafte Stimmung entsteht

Die unterschiedlichen Versionen wurden zur gleichen Zeit geschaffen, und sie drucken alle die gleiche Idee aus. Es den verschiedenen Zuhorernim
in- und Ausland zu erleichtern, sich der Kompaosition zu nahern.

Die Sulte tUr die Frichte des Landes (1981) ist Ausdruck meiner grossen Liebe fur mein Land, eine Liebe, die sich nicht auf das Reale wie Geruche.
Dimensionen und Formen beschrankt. sondern meine Autfassung zeigen soll der Landschaften in ihrer lyrischen Bedeutung. Jeder der vier
Abschnitte besitzt einen anderen Rhythmus. Ausgerechnet dem ersten mangelt es an Tempo. der zweite ist sturmisch, der dritte verhaltnismaBig
schwer, und de: vivrte wiederholl zusammenfassend die Grundthemen der vorigen Abschnitte. Das Werk wurde fur Gitarre komponiert und ist

hauptsachhichfur die jungen Zuhorer bestimmt. Ihnen solite die moderne Musik mit einem Instrument nahegebracht werden, das ihnen bereits aus
einar anderen musikalischen Sprache, Rock und Beat, bekannt ist

In Zehn Spiitter tUr Obos, Klarinette und Fagott (1984) experimantierte ich mit dem Farbenverhaltnis zwischen den drei Instrumenten, versuchte,
thre verschiedenen moglichen Beruhrungspunkte herauszutinden. Dabei bediente ich mich konsequent einer arabischen Tonleiter; gleichzeitig
vermischen sich die Grundtone der arabischen Musik mit den Farben der westlichen Instrumente. Das Werk ist dem ungarischen Komponisten
Gyorgy Kurtag gewidmet, dem ich kurze Zeit vor dem Niederschreiben der Komposition in Budapest begegnet war. Kurtags Sprache weist meiner
Ansicht nach einen konzentrierten Ausdruck, gewurzt mit einer Prise Folklore, au!. Und anscheinend spiegeln sich diese Grundsatze auch in den
vorliegenden zehn Aquarellen wider Das Werk entstand auf Bestellung des modernen Musikiorums “Akustik 7-11"

Fanf Minlaturen f0r ein Cello (1980) stellen funf gutgelaunte Spritzer mit einem sehr lyrischen AbschiuB dar — dabei hangen der zweite und der

dritte scheinbar eng zusammen. Diese Komposition entsprang meiner Feder ganz spontan, und sie hat mir geholfen, ein tragisches Ereignis in
meinem Privatieben zu uberwinden. Und von hier ruhrt auch ihr Name Erholung her.

J'al composé ma série de chansons Flllette Papition Fillette (1977) sur les paroles de quatre poames écrits par des podtes modernes de Syrie et du
Liban. J'ai créé un enchainement dramatique entre eux: le premier poéme exprime la solitude d'un homma qui 8'est bAti une grotte en terre dans le
désert, dans le deuxiéme, cette solitude se transforme en douleur de Ferrance; dansletroisiéme, la détresse est A son comble — un homme a perdu
le cours de sa vie et se trouve au bord de la folie. Dans le quatriéme apparait soudain le caime aprés la tempéte, et il est interprété par la chanteuse
sans accompagnement, comme dans une espéce de réve. Les différentes verisions ont été crédes simultanément et expriment toutes la méme idée,
afin que les divers auditeurs, en Israel et a I'étranger, puissent s'en rapprocher plus aisément.

La Sulte des Fruits d'lsradl (1981) met en relief mon grand amour pour mon pays. Il ne s'agit pas uniguement d'un amour materiel et terrestre tait de
saveurs, de tailles et de formes, mais aussi de la tagon dont 'appréhende les paysages d'lsraél en tant qu'essence poétique. La qualité rythmique des
quatre parties est différente (comme dans la suite classique): la premiére est dépourvue de rythme, la deuxiéme est passionnée, la troisidme
relativement lourde et la quatriéme résume les motifs des trois premidres. Cette oceuvre, écrite pour la guitare, est surtout destinée aux jeunes

auditeurs, dans I'intention de leur faire saisir la recherche d'un langage musical contemporain & travers un instrument qui leur est parfaitement
familier dans un autre langage musical: celui du rock et du baat.

Dans les Dix Fragments pour Hautbols, Clarinette et Basson (1984), j'ai tenté de vérifier les relations de couleur entre ces trois instruments sur les
divers paints de rencontre possibles entre eux. Je me suis servie de fagon conséquente d'une gamme arabe de sons, mélant des motits musicaux
arabes aux couleurs d'instruments occidentaux. Cette oeuvre est dédiée au compositeur hongrois Gyorgy Kurtag, que j'ai eu 'occasion de
rencontrer & Budapest peu de temps avant de I'écrire. J'ai trouvé dans la langue musicale de Kurtag une expression concentrée et une relation

stimulante avec le folklore. Je crois que son langage musical a influencé ces dix aquarelies. Cette ceuvre a été commandée par “Acoustique 7—11",
association de musique contemporaine.

Les Cing Minlatures pour Solo de Violoncelle (1980) représentent cing gouttes d'humeur avec une fin trés lyrique (les deuxiéme et troisidme gouttes

semblant reliées entre elles). Cette oeuvre a jailll de moi spontanément et m'a aidé & me remettre d'un événement tragique dans ma vie personnelle,
d'ou son nom: Résurrection.

La serie de canciones Nifia Mariposa Nifia (1977) fue compuesta con la letra que elegi de cuatro poesias de postas modernos del Libano y Siria.
Entre ellas estableci una vinculacién dramatica que las relaciona: en la primera se expresa la soledad del hombre que ha consagrado una caverna en
medio del paramo, en la segunda esa soledad se convierte en el sufrimiento de quien va errante, en la tercera el protagonista est4 sumido en el
mayor de las angustias: de hecho, ya no decide el curso de su vida y est4 a punto de perder el juicio. En la cuarta aparece repentinamente la calma
que sigue a la tormenta, y esa cancion es interpretada por la cantante sin acompahamiento, como una suerte de suefio. Las diversas versiones
fueron creadas simultaneamente y todas ellas expresan la misma idea. Ello para que quien |la escucha — ya sea en Israel como en todo el mundo—
pueda comprender la obra con mayor facilidad.

La Suite de Frutos del Pais (1981) sefala el profundo amor que siento por mi pais. No se trata meramente de un amor fisico de gustos, tamanos y
formas, sino que mi enfoque abraza los panoramas del pals como si representaran una naturaieza poética, lirica. El carécter ritmico de los cuatros
capitulos es diferente (como una suerte de suite de bailes): el primero carece precisamente de ritmo, el segundo es tormentoso, el tercero es
relativamente pesado y el cuarto resume los fundamentos existentes en los capitulos anteriores. La obra ha sido compuesta para guitarra, teniendo
@n cuenta principalmente al publico joven: queria acercarlos a una busqueda del lenguaje de la musica contemporanea precisamente a través de un
Instrumento que tan bien conocen de otras expresiones musicales: el rock y el beat.

En Diez Fragmentos para Oboe, Clarinete y Fagol (1984) he tratado de examinar la relacion que es dado establecer entre esos tres instrumentos,
con los diversiticados puntos de contacto que pueden surgir entre ellos. He recurrido en forma constante a una escala érabe, en la que los
fundamentos de esa musica oriental se mezclan con las tonalidades de los instrumentos occidentales. La obra ha sido dedicada al compositor
hungaro Gydrgy Kurtdg, a quien encontré en Budapest poco antes de escribir esa pieza musical. Percibi en el lenguaje de Kurtag una expresion
concentrada junto con un toque picante de folklore; aparentemente esos elementos sobresalen en sus diez acuarelas. La obra fue encargada por el
Foro de Musica Contemporanea "Acoustic 7—11".

Cinco Miniaturas para Violoncelo Solo (1980). Se trata de cinco destellos de &nimo con un fmal lirico (el segundo y tercer d‘es_mllo gatﬁn unidos
como si fueran uno). La obra surgié de mi en forma espontanea, y me ayudo a reponerme de un suceso tragico ocurrido en mi vida privada. De alli
procede su nombre Recuperacién.

Liukn necen [lesouxa - GaGowka — nesouxa (1977 r.) COCTOMT W3 ueThipex meceH. [INs UMKNa 3 BeIGpana TEKCTBI HETBIpEX
CTHXOTBOPCHHA COBPCMEHHBIX JIHBAHCKHX W CHPHACKHX NO3TOB. MEXy YETHIPHMA NECHAMM A YCMATPHBAIO IPAMATHYECKYIO CBA3L: B
NEPBOM MECHE HAXOHT BBIPAXEHHE OIHHOYECTBO YeNOBeKa, YEAHHHUBLIETOCH B NElepe, KOTOPYHO OH nocesTHn Bory, Bo BTOpo# neche
MEPE] HAMH OIHHOMECTBO OPOMArH. AOWeuee N0 CTENEHH CTPAdaHHA, 3 B TPETHEA KY/bMHHAUMA CTPAllaHHA: OIMHOKHA Yenosex
NOTEPAN UEJIb H HANPABJICHHE B XKH3HH H HAXOMTCA HA rpaHH Gelymua. B yeTBepTO/ Xe NecHe HACTYNAeT HEOXHAAHHAR THILHHA Noche
GypH. ITy 4eTBEPTYIO NECHb NEBHLA HCNOAKAET Ge3 CONPOBOXICHHA. KaK Obl BO cHe. Paan_{ste BApPHAHTRI LMKJIA COIAAHLI ONHOBPEMEHHO
H HMEIOT TO XK€ HACHHOE CofiepxXanue. 5| HAMHCANa UMK B HECKONBKHX BAPHAHTAX C LEbIO 06/1ETEHHA BOCTIPHATHA €10 CYIIATENAMM,
NPEACTABNAIOWHMH PDAIHLIC KYJIbTYPHBIE TPAaJMUMK — KaK B CTPaHe, Tak H 33 PYGEXOM.

Croura Inoxss cTpane! moen (1981 r.) noguepkHBaeT MOIO MIOGOBE K POJHOMN 3eME. ITO HE TONLKO MATEPHANBHO-NPH3IEMIEHHAS
MOGOBL K BKYCaM, 3anaxaM i hOpMaM, HO H OTBAEYEHHO-MOITHYECKOE BOCTIPHATHE PONHON NPHPOALI. PHTMHYECKAs NPHPO/A HETHIPEX
HacTeR CIONTHI PATIHYHA (4TO A0 HIBECTHON CTENEHH HAMIOMMHACT HETHIPE YaCTH KJIACCHYECKOR CIONTBI): NEPBaA YacTh MILEHA PHTMA,
BTOpaA 4acTh — GYpHast, B TPETEEH — OTHOCHTENBHO TAXKENBIA W MENNEHHBIA PHTM, @ YETBEPTaA NOABONHT HTOTH MPELIIYLUHX HacTeh.

Jecars dpparmentos n1a roGoxn, xiapeera n darota (1984 r.) — 370 NOMCKH B O6NACTH COOTHOLIEHHA KPacoK, BOIHHKAIOLIMX B
aHcaMGiie Tpex NyXOBbIX HHCTPYMEHTOB, MOMCKH Pa3HOOGPa3HbIX TOMEK CONPMKOCHOBEHHSA, KOTOphIE MEXIY HHMH BOIMOXHBI. Bee
AECATE (PParMEHTOB HAMKCAHBL B OJHOM H TOM e apabcKOM Nagy (Makam), MPHYEM MECMCHTBI BOCTOMHOM MY3bIKH YBA3BIBAIOTCR ¢
TeMGPaMH H BOIMOXHOCTAMM 3anafiHbIX WHCTpyMenToB. Tpon3BefieHHe NOCBALLEHO BEHrepckoMy xoMnoixwtopy Oeepato Kyprary, ¢
KOTOPBIM aBTOPY NOBENOCh BCTPeTHTLCA B Bynanewre Hezagonro fo co3nanus Jdecarn ¢pparmenTon. Kak MHe npencrasnfeTea, CTHIbL
3TOrO NMPOWIBEAEHHA WCMLITAN BAMAHME MY3bIKANbHONO A3biKa Kyprara - a3bika KOHUEHTPHPOBAHHOR MY3bIKANBHOW 3IKCNPECCHH,
COEAMHEHHON ¢ HECKOJIBKO NMUKAHTHOW chonbknopHo# okpackod. Hanucanue [ecarn gparmentos GbuI0 NPHYPOUEHO K GopyMY
COBPEMEHHON MY3BIKH “AKycTHK 7-11"

IlaTe MEENATIOp QiR BMONOHYEIM COMO (1980 r.) — 3TO NATL MOMCHTAILHLIX 3APMCOBOK HACTPOCHHA C OMEHb JMPHYECKOR
KOHUOBKOA. BTOpas H TpeTha MHHHATIOPBI COEIMHENB! MEXY cOGOMA. My3biKa 3Ta BOIHHKIA B COIHAHHA MOEM CNOHTAHHO H NOMDTa
MHE OMPaBHTLCA Mocae GONLWOro AuyHOro rops. OTCIONa H BTOpOE Ha3BaHHE NpoH3BcacHuA - Boispamesme x xw3mm.
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Music for Small Ensembles i i SRS Rigs DMVP DN NPPOM {‘%E?g
Side A J eyl o
GIRL-BUTTERFLY-GIRL (1977) (VAYY) sl sl ol (1977) N9 9999 NI
Son\g:;cycle for SOprano with instrumental ;cgompanimam e oY sl ¥ ,J'I,: }__J .:';'&-l e g ,73 NP 1N19'1Db oYY MMND
ords: from poems by Lebanese and Syrian poets PO o N I TN MDD NI TAMYD MDY TN : DD
1. Girl-Butterily-Girl (soprano) sung in English 2:37 (olppe) i a2hi il N 2:37 TYOONI WD (N9ID) DY 0 Ny L1
Rabin Weisel-C. to — sopra 2 3.5 - 5 4 . s ) =
obin erse ﬂaacenerZdoal Kom:o?:acordmg Studios 1984 LRY ‘iﬁl{u\m ‘JI’”" - ’L’_‘S J"“" bt W'lﬂ\: wroap 2 rm
o VAL [y oy 1 el ) 1984 NPNP NN VIPI
2. 1. Plece of Earth (soprano, violin & ud) ol Ll (358 B2 OWS 0l ) aall N LY 2.56 AW WD (T NN NI JNIND) ANNKR .1 o
o sung in Arabic 2:56 VYA iyl (3985 3 0lS 0 ol o) Epal Y (T INITD YD IRI9ID) Bayay .2
2. Eyelids (soprano, violin & ud) sung in Arabic 1:28 o pam) deadl sl 43 el ¥ 1:28 TP WM
3. The Coffin with its Lid Remote (soprano, . B i e ‘ 0 5 SO NN 3
violin & ud) sung in Arabic 2:18 YA Al (250 g S EAmE) IR R ”’ 5
4. Girl-Butterfly-Girl (soprano) sung in Arabic 3:38 rrA LAl (Lo I 0 i T 2:18 mhMavawm (T NI AN
Marina Levit — soprano : Ve:¥E . o it 3. 38 MMV ININ (IN9ID) N 1999 v 4
10:24 H .Jlj]—-‘-"'!)]l"!f
Nissim Dagwar — Oriental violin o ) 10:24 WP — oMY NN
Taysir Elias — ud R AT D — NPT DM
Recorded at Kolinor Recording Studios 1984 FYT W | Ty — DNIN TOVN
3. 1. Plece of Earth (soprano, flute & piano) WAL 2l ' g 5 il 1984 MPHIP MONINI VI
_ sung in Hebrew 2:38 YYA LAl (5l Oli o ol gme) dnsiall Y LY 2.38 T2V WD (D91 YYN ,INID) APNX .1 3
2. Eyelids (soprano, flute & piano) sung in Hebrew 1:10 WAl (s Sogli o ol gm) ipa ) Y 1.1 ™D (MDD BN ININD) B19Y0Y 2
% The Lol nwith 45 Llg Remore _ Yo gl (s ol =1 dendl sl 45 2l ¥ N7 97030V OXRN PIN .3
(soprano & piano) sung in Hebrew 2:06 "‘i P e i .", foztea = (' NI ININD)
4. Girl-Butterfly-Girl (soprano) sung in Hebrew 2:08 Td 4l (ol gl B8 23150300 £ 2:06 m72¥2 WD ! 93 15‘19 My 4
Robin Weisel-Capsouto — soprano 8:07 A O gom = g gedS Jnly iress 2:08 nMavavn (INID) NI i o
Amir Sela — flute =i i 8:07 W0 — MIDHP-21M PINM
Miri Zamir-Capsouto — piano ) wah= CL" = ’ 99N — ¥oU PHN
Recorded at YMCA, Kol Yisrael Studios 1982 R S MDD — YDIP-PNRL YN
VAT YMCA gl )l o L.-..J = 1982 &rpnd PTIN 19N VIPN
Ul & I '
Side B :
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1. TO THE FRUIT OF MY LAND(1981) ( ) 2 i Ty
Suite for guitar solo i (1981) YN MaY hono .1
y Y\ (T A
1. Introduction 2:10 & mon
g. Echerzando 1:09 Y:ed oail, Y i
. Largo 2:55 Y.00 % Y . anvne L1
4. Brillante 2:37 g|-;:u t.: ' i ll}g '*'nv ik
Uriel Atlas — guitar 8:57 i QS et :
: y . 2.55 anmM o L3
Recorded at Eshel Recording Studio 1981 A:0¥ ol - bl sl 2.37 2ream rwon 4
2. 10 FRAGMENTS FOR OBOE, CLARINET WAL ol gt Jendll . 857 MM — TION SN
& BASSOON (1984) (VAAL) auly cu XS Y Ol e Y 1981 SN »991M3 LIPIN
1. Obligato 6. Oboe Solo aia Tee - ' 984 e ANy oo 10 .2
2. Chorale ala Aria 7. Clusters Pre Il D A Syl a )}wm UINIP ; *
3. Clarinet Solo 8. Dialogues for Three Oz Y a)l ran Jus Y o A L6 roRIPAIN .1
4. Quasi Folk-dance 9. FugaalaChorale LW s A Pye SN Y ovonbp 7 MIN AN DNNP 2
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PIECE OF EARTH
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LANDGUT
Fuad leqa

Auf einem Landgut trauriger Sterne

Dem Gott baute ich eine Hohle

Upd stelite ein Licht hinein.

Dl‘e Néchte verbrachte ich in inrem Sand
Mit den Priestern fir die grinen Jahreszeiten.
Im Verborgenen der Wuste,

Eingehulit in eine jungfrauliche Wolke,
Kam Er zu mir.

Seine FiBe kannten mich,

WuBten, der Rand der Steine, das bin ich.
Und es ward Morgen <...>>

UN LOPIN DE TERRE
par Fouad Rifga

Sur un lopin de terre éclairé d'étoiles tristes
J'ai bati a Dieu une caverne

Et je I'ai éclairée.

J'y passais des nuits sur son sable
Avec le mage des vertes saisons.
Dans le secret du désert,

Drapé d'une nuée vierge

Il venait jusqu'a moi,

Ses pas me connaissaient,

Savaient que j'étais I'aréte des pierres.
Etily eut un matin <..>

TERRENO
Por Eu'ad Rifga

En mi terreno de tristes estrellas

a Dios consagré una caverna,

que iluminé.

En su arena pasé noches

con el mago de las estaciones verdes.
En los lugares secretos del desierto
envuelto en una nubecita virgen

solia El venir a mi.

Sus pies me conocian

sabiendo que era el borde de las piedras.
Y fue lamafana <..>

AUGENWIMPERN
Schaugi Abi-Schagra

Sagt meiner abgeharmten Mutter,

Ein Teufel mit einem Tablett von Feuer
Streute mir Salz

Auf beide Augen und entschwand.

Er warf mich wie ein Ball

Den Ménnern des Stammes zu FuBen
Und den riesigen Teufeln.

Mit den FiiBen stieBen sie mich in die Hohe,
Hin zum Wistensand.

Von meinen Fingern streiften sie
Einen geschenkten Ring

Und von den Augenwimpern Gold.

PAUPIERES
par Chaougi Abi-Chagra

Dites-le &8 ma mére éplorée
Dites-lui qu'un djinn armé d'un plateau de feu
saupoudra de sel

mes deux yeux, puis s'en fut.

Me lanca comme une balle
entre les jambes de la tribu

et parmi d'immenses démons.
Ils me projetérent trés haut

vers les sables du désert,
arrachérent de mon doigt
'anneau offert,

effacérent I'or de mes paupiéres.

PESTANAS
Por Shaugqi Abi-Shaqgra

Decid a mi enjuta madre
que un demonio con una bandeja de fuego
me echo sal

en mis dos 0jos, y huyo.

Me lanz6 como un balon
entre las piernas de la tribu
entre demonios gigantescos.
Me tiré muy alto

hacia las arenas del desierto
y me arranco de mis dedos
un anillo regalado

y el oro de mis pestarias.

DER SARG MIT ENTFERNTEM DECKEL
Muhammad al- Maghut

Ich stehe am Rande des Wahns
Wie ein Kleinkind, das auf der Fensterbank steht.
Am Himmel kein Mond,
Im Bett keine Geliebte.
Meine Kindheit in weiter Entfernung.
Mein Alter in weiter Entfernung.
Mein Land in weiter Entfernung.
<l.>
Ich laufe hin und her
Wie ein blinder Strom, der sein Bett an einem
sturmischen Tag vergaB.

Ich beneide den Nagel,
Den ein Holzbrett umarmt, ihn schitzt.
Ich beneide die bluttriefenden Leichen

in der Wuste,
DaB die Raben mit ihnen spielen,

flr sie krachzen.

LE CERCUEIL AU COUVERCLE DISTANT
par Muhammad al-Maghout

Me voici au bord de la folie
Comme un enfant sur le rebord d'un balcon.
Ni lune au firmament
Ni amante sur ma couche
Mon enfance est lointaine
Ma vieillesse lointaine
Ma patrie lointaine
<Mon exil lointain>
J'erre de-ci et de-la
Pareil au fleuve aveugle ayant perdu
son cours un soir d'orage.

J'envie le clou
pour les planches qui I'étreignent, le protégent
J'envie méme les cadavres sanglants

gisant dans le désert
pour les corbeaux qui les amusent

et croassent pour eux.

EL FERETRO Y SU CUBIERTA DISTANTE
Par Muhammad al-Maghut

Aqui estoy al borde de laiocura,
Como un nifio en el alféizar de la ventana.
No hay luna en el firmamento
Ni mujer amada en mi lecho
Mi infancia esta lejos
Mi vejez esta lejos
Mi patria, alli distante,
T
De aqui para alla deambulo
Como el rio errante desviado de su cauce
En un dia tormentoso.
Tengo envidia del clavo
Por las planchas que lo abrazan, lo protegen
Envidio a los cadéveres sangrantes,
que en el desierto yacen
por los cuervos que los distraen
graznando para ellos.

MADCHEN-SCHMETTERLING-MADCHEN
Unsi al-Hadsch

Einem Madchen traumte, es sei ein Schmetterling,
Und als es aufstand,
wuBte es nicht, obes
ein Madchen war, dem traumte, es sei
ein Schmetterling

oder
ein Schmetterling, dem trdumte,

er sei ein Madchen.
Hunderte von Jahren vergingen,
Meine Kinder,
Und in der Nacht wehte ein leichter Wind.
Midchen und Junge laufen wie ein Schmetterling,
Dem traumt, er sei ein Madchen mit Junge,
Denen traumt, sie seien ein Schmetterling.
<_.> DraufB3en wurde alles zerrissen,
meine Kinder!
Ein Schmetterling.

Aus dem Hebriischen
von Miriam Magall

FILLETE PAPILLON FILLETE
par Ounsi al-Hadj

Une fillette réve qu'elle est papillon

et s'éveille

ne sachant plus si elle est

fillette se révant papillon

ou

papillon se révant fillette.

Des siécles s'écoulent,

mes enfants,

le soir, une brise légére

une fille et un gargon filent comme un papillon
révant qu'il est une fille avec un gargon
qui se révent papillons.

<..> Dehors, tout s'est déchiqueté,
mes enfants,

le papillon.

Traduction frangaise:
Liliane Servier

NINA-MARIPOSA-NINA
Por Unsi al- Hadj

Sofid una nina que mariposa era

Y cuando se despert6

Yano sabiasieraella

Una nifa que sond ser mariposa

O una mariposa que sofiaba ser nifia.

Asi pasaros los siglos,

mis nifos.

Por la tarde, una suave brisa

un nifio y una nifa corren como mariposas
que suefian que son una nifia con un nifio
que suefian que son mariposas.

<...> Fuera, todo se despedaza,

nifios mios,

la mariposa.

Version castellana:
Moshé Yanai

T3V Y97 1003 1933 Towa Ton — N TS
NI AT TRPTIDKD MOYDNG 100
FIINY NN 0N KIND PP TP DWSHnn
Sy PPN NIAD NI DN MDA T e
Yy YOV NP NTIH P NN Tenn
AN NIRRT M YWD

FIVIN Ny N1 1935 Tovd ToN — WP -3 Y
YANANY DY PYSN OYIWDN 173 V0 1mabay
WdY 607N TINW WY MM T8N Taona
AW AT ROIY TITINNY WO NMa n
NV, TON NN TIANM NNYI MINa niym
DA Oy T DY 12D MYTYO? 1Na ston

NN93 DY Y DNPY DY N .N9TPR Nt
TN

MDYY 1933 1932 TOW3 TID — DRKD IR THNIN
MY PYNTI IR KN .TPND3 (DN T72)
TPV Y 19D 100D DU . PITPDD

YPYHD MONYHR XM N7 1PN IPINOINIoUPN
.mnap nm

0Y99un NNOWNY 1939 TUWA T — /AKN UK PN
VYIANN DA PP NI NS TN DN
MU, MPNONN MW MY WD %97 V0
NTLROND MOIN IRYIM NPAWN TPYn N2 I
NI P! 1IN K92 DN Y 20 .pNawm
IPURDINN Y30 PIANDN YO INY N30

Fu'ad Rifga — born in 1933 in the village of
Kafrun, Syria, and studied at the American
University in Beirut. In the '50's he served as an
officer in the Syrian army and, after
demobilization, left for study in Germany. He
translated into Arabic a selection of poems by the
German poet Reiner Maria Rilke, whose influence
is recognisable in his work to a certain degree.

Shawgl Abl-Shaqra — born in 1935 in Mazra'at al-
Shawg, Lebanon, stood out among the young
poets who participated in the framework of the
poetry quarterly “Shi'r” during the '60's. He was a
school-teacher in Beirut and later a journalist. His
poetry is daring in content and language and his
syntax is always surprising, containing as it does
elements of folk speech as well as reflections of
European structures. He writes both metered and
free verse.

Muhammad al-Maghut — born in 1932 in the
village of Salmiya (near Hamma) in Syria. He lives
alternately in Damascus and Beirut. He has
published a number of volumes of poetry which,
to a large extent, is experimental and unbound by
meter or a regular rhyme scheme.

Unsl al-Haj] — born in 1939 to a family of
intellectuals and writers. He is a prolific poet and
active journalist in Beirut. He made his mark in the
poetry quarterly “Shi'r” with his surprisingly free
style, foreign to the spirit of Arabic poetry and
unquestionably surrealistic in nature. All his
poems are rhymeless and metreless and he
consistently disregards the normative rules of
Arabic syntax.
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