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FOREWORD

Yuval Music Series is intended to further one of the main objectives of the Jewish Music
Research Centre, namely the publication of source materials on Jewish music. Its goal
1s to present to the public an extensive corpus of recordings, musical transcriptions
and other ethnographic documents related to the various Jewish musical traditions. It
1s our hope that the series will grow to become a contemporary descendent of Abraham
Zv1 Idelsohn’s magnum opus, the Hebriisch-Orientalischer Melodienschatz (Thesaurus
of Hebrew Oriental Melodies). Since the publication of the tenth and last volume of
Idelsohn’s pioneering work in 1932 no attempt has been made to replace or update
it. Indeed, the enormous growth of Jewish musical documentation which has been
accumulated in recent generations has made such an undertaking impossible.

Yet students of Jewish music need new and updated source materials for their research
and, on the other hand, many of them have themselves accumulated source materials
during their specialized studies. The Yuval Music Series should serve both purposes. It
will consist of separate volumes by different scholars (or teams of scholars); each volume
will generally explore a repertory of a specific community or region and will contain
significant musical transcriptions with an edition of the relevant texts, prefaced by
a concise scholarly introduction. This will enable scholars to publish the musical
transcriptions which they prepared for their research which would otherwise hardly
have appeared in articles or books due to the usual scarcity of space.

Two main kinds of musical transcriptions will find their way into the Series. The
first 1s the notation of music transmitted by oral tradition; the second is the edition
of unpublished musical manuscripts or rare prints. The raw materials for the first
kind will come mainly from the holdings of the National Sound Archives at the Jewish
National and University Library in Jerusalem. But it is hoped that similar materials
from other institutions and private collections will also find their way to the Series. The
volumes will generally be accompanied by recorded audio cassettes containing selections
from the corpus presented in each. The materials for the second kind of transcription
will be selected from the manuscripts and rare prints listed in the Hebrew Notated
Manuscript Sources up to circa 1840 (RISM BIX!) as well as from more recent sources.

It 1s our hope that the Yuval Music Series will become an sver growing Thesaurus of
source materials and a basic research tool for all scholars of Jewish music.
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INTRODUCTION

HOSHA'NA RABBAH IN CASALE MONFERRATO (1732, 1733, 1735)

Under the influence of the kabbalistic ideas developed in Safed during the sixteenth
century, night vigils (figgiinim) were organized, at first in Jewish communities in Italy
and other Mediterranean countries, and then spreading through practically all of Europe.
Such events were held on different occasions of the annual liturgical cycle, including
the night of Hosha'na Rabbah, a holy day that marks the last opportunity for obtaining
divine pardon (an extension of the Day of Atonement), called in Italy: yém ha-hétam hag-
gadol (“‘Day of the Great Seal”). During the night before Hosha'na Rabbah particularly
fervent appeals are addressed to God, imploring him to answer the prayers of the People
of Israel for redemption and the reconstruction of the Temple in Jerusalem.!

In the seventeenth and eighteenth centuries the vigil of Hosha‘na Rabbah offered one
of the most widespread occasions for the performance of art music works, especially
in Italy.?2 Such performances were mainly cultivated by confraternities such as those
belonging to the movement known as shomerim lab-boger (‘“Watchers of the Dawn’’) or
similar denominations. The first instance of a musical setting for Hosha‘na Rabbah which
has come down to us is no. 27 in Salamone Rossi’s ha-shirim asher li-shelomoh (Mantua,
1622-23): the piyyiit eftah shir bi-sefatay which we also find included in a printed
collection of special prayers for the confraternity medré shahar (“The Wakers of the
Dawn”) of Modena.? Among the numerous sources attesting musical activity during
the vigil of Hoshana Rabbah we know of one additional seventeenth century musical
source: the Cantata ebraica in dialogo, by Carlo Grossi, printed in Venice, 1681.
During the eighteenth century musical manifestations on the occasion of Hosha'na
Rabbah attained considerable proportions in the Casale Monferrato Jewish Ashkenazi
(“Tedesco”’) community in the 1730’s. The earliest source so far discovered related to
these events is that for the 1732 ceremony presented here.

Casale Monferrato, a town in Piedmont (Northern Italy), had a Jewish population since
the fifteenth century. After an extensive period under the rule of the Gonzaga dukes
of Mantua (1536-1708), Casale Monferrato passed to the dukes of Savoy (1709). By the

1 The figgiin of Hosha'na Rabbah had antecedents: “There is a widespread custom to stay up during the
night [of Hosha'na Rabbah] ... and to read the whole of the Pentateuch ... and the like. This custom
does not go back further than the 13th century..[and] later assumed the character (probably through
the kabbalists of Safed) of a tikkun...” (EJ? 8:1028; see also EJ? 1(:642).

2 For a detailed study of art music praxis in Italian Jewish communities during this period, see AdPM
[, p.43-154; for musical ceremonies on the occasion of Hoshana Rabbah by the kabbalistically oriented
confraternities belonging to the movement of the shémerim lab-boger, see idem, index, s.v. “hdisana rabba”
and “confréries...”.

3 Printed in ashmoret hab-boger, Mantua, 1623-24, fol.171a-172b; 2nd ed. Venice, 1720-21, fol.162b-163a.

4 See AdPM I, p.89-109; AdHN II, p.879.



eighteenth century the Jewish population numbered about 500 to 700. The splendid
synagogue (built in 1595), where the musical ceremonies took place, is one of the biggest
of the ancient Italian synagogues. The musical event of 1732 coincided with a period of
hectic endeavour by the Jewish leaders of the town to prevent the threatened segregation
of their community in a ghetto (cf. AdCM, p.[96]).

Our main source of information regarding musical events at the Jewish community in
Casale Monferrato during this period is a manuscript kept at the Lenin State Library
in Moscow (M, Ginzburg coll., Ms.807 I-III).> The manuscript, which was discovered in
1964 by Moshe Gorali, contains three musical scores for the Hosha‘na Rabbah ceremonies
of 1732, 1733, and 1735. Besides these musical manuscripts, the libretti of the cantatas
performed during these ceremonies as well as some additional literary material has
also been preserved in other manuscript and printed sources.® The following summary
of the detailed study of the three ceremonies (see AdCM) is extracted from the description
of the manuscripts in the RISM volume B IX' (AdHN I, p.540-541):
Each ceremony is divided into two parts. Part A consists of a series of liturgical
chants and instrumental pieces, acting as a kind of introduction to the main part of
the ceremony. Part B: a cantata [1735] or a cantata-quasi-oratorio [1732 and 1733 of
which the libretto was written especially for the musical ceremony of that year.
The author of the libretti for 1732 and for 1733 is identified as S. H. Jarach. The
author of the text of the cantata for 1735 remains unknown. The initiator of the
ceremonies was Joseph Hayyim Chezighin (in Italian: Guiseppe Vita Clava), who
commissioned the libretti and probably undertook the compilation and editing of the
music and participated in the performances as maestro di capella and cembalo player.
He may also have composed or arranged some of the melodies of the liturgical texts,
and minor items such as some sinfoniae.
The scores may be said to have been formed in four stages. First, a Hebrew libretto
was written; then an Italian version of the libretto was worked out; afterwards the
[talian version was set to music, or compositions from the general repertory of the
time were adapted to fit the new text; finally, the scores were edited for performance
and the Hebrew libretto was fitted to the music. Many instances of problematic
Hebrew text-underlay, especially in the recitatives of the 1733 ceremony show that
the music was originally written for the Italian version of the libretto. Two of
the overture-symphonies have been identified in the contemporary Italian repertory:
the overture no.l of the 1732 ceremony is attributed in other sources to Hasse,
Handel or Vivaldi, and the overture no.4 of the 1733 ceremony has been identified
as a work by Antonio Brioschi.® Other instrumental pieces were quite possibly taken
from similar sources. Several of the vocal items may even have been borrowed
from various sources according to the pasticcio procedure, with the exception of the
recitatives which were probably composed especially for the occasion.

o See AdCM and AdHN I, nos. 210-212.

6 The three libretti were published by M. Gorali: GoHRa, GoHRb, GoHRe.

7 For a discussion of the relationship of the 1732 and 1733 cantatas to the development of the Italian oratorio
in the eighteenth century, see AACM, p.[108-111]

8 See the “Remarks on the symphonies overtures...” by Bathia Churgin in AdCM, p.[132-133].



Because of the qualitative discrepancy between the first two cantatas and the last
one, one may assume that the participants in the composition of the cantatas were
at least three persons: Anonymous A — the composer of the first two cantatas,
Anonymous B — the composer of the third cantata, and the musical editor of the
texts — probably Joseph Hayyim Chezighin (G.V. Clava). The latter fitted the Hebrew
text of the libretti to the score, gathered and edited the music of part A and the
symphony-overtures of part B, and perhaps composed or arranged some of the melodies
of the liturgical texts as well as the orchestral preludes and interludes. The need for
an Italian version of the libretti may testify that the anonymous composers of the
cantatas were non-Jewish.

As regards the relationship between the liturgical chants in part A and the traditional
repertory of the Tedesco (Italian-Ashkenazi) synagogal chant, the most interesting
finding is item no. 3B of the 1732 ceremony: this is a setting for two voices and
basso continuo of Psalm 13:7, which is part of the zemirdt (pesiigé de-zimrah) of the
daily morning prayers. The awkward and highly incompetent harmonisation of the
melody illustrates the above mentioned qualitative discrepancy between “Anonymous
A" and “Anonymous B"”. The main importance of this item is the existence as such of
the notation of the melody in the upper part of the piece. This is the second earliest
version known so far of the traditional Ashkenazi melody for the piyyit for the High
Holidays ‘‘shdfet kol ha-arels” ®

THE 1732 MUSICAL CEREMONY

The title of the 1732 score, on fol. 1a, is as follows in English translation:
“With the Help of God. For the forthcoming day of Hosha'na Rabbah in the year 5493
[1732]. Cembalo: The Honoured Teacher and Sage R. Joseph Hayyim Chezighin, may
his Rock and Redeemer protect him. Adén Glam, zemirdt, yonah be-hagwé sela’’’
The 1732 score consists of fifteen orchestral and vocal items. The orchestral items (1, 3A
and 4) are scored for 3-5 real parts: strings, b.c. and occasionally an oboe part (item 3A).
The vocal items — all sung by male voices notated in the alto ¢ clef — are scored for
voices (up to three real parts), strings, oboes (occasionally) and b.c.

Part A (items 1-3): (1) symphony-overture in G, for violins I-II, viola and b.c.;!? (2) the
liturgical poem addn 6lam, for 1v. and b.c.; (3) “Sinfonia” in G for oboe, violins (unisono)
and b.c. followed by an arrangement for two voices and b.c. of Psalm 13:6 (wa-ani
be-hasdekha vatahti) “according to the melody of shifet [kol ha-arets]” for the High
Holidays (see above, the passage related to note 9).

9 The older notated version is the one that appeared eight years earlier in Benedetto Marcello’s Estro
poetico armonico, vol. IV (Venice, 1724), p.86; see AdHN II, p.881-882. See also in AdCM, p.[119-122], the
comparative table of this melody in sources of the written and oral tradition down to the twentieth
century.

10 “Though this symphony/overture is found in sources ascribing it to Hasse, Vivaldi and Handel, it was
probably written by a minor composer...”, see B. Churgin, in AdCM, p.[132].



Part B (items 4-15): (4) symphony-overture in D, for violins I-IIlI, viola and b.c.;!! (5-15)
the cantata-quasi-oratorio yonah bén hagwé sela® (“Dove in the Clefts of the Rock”),
for five (or six) voices, strings, oboes and b.c., titled in brief (on the title page and
on fol. 14a of the score): Yénah (“Dove”).

The printed edition of the libretto (Mantua, 1732) — reproduced here, in facsimile,
after the Hebrew Introduction — includes additional texts which enabled us to throw
light on some significant aspects of the historical background (see AdCM, p.[54-55,
86-97]).

SYNOPSIS OF THE 1732 CANTATA-QUASI-ORATORIO

The text deals with the distress of Zion, the consolation of the Exiled and the promise of

their Redemption. The characters (as mentioned above they are all sung by male voices

notated in the alto c clef, including Zion/Yénah who appears as a woman) are as follows:

— two angels;

— Zion, also called Yonah (“the Dove”), representing Israel

— ish laviish baddim (““Man Clothed in Linen”, cf. Daniel 10:5), probably one of the two

angels

— melits (*Clemenza’’'?), the interceder, defending Israel

— g6l elohim (“the Voice of God”, “Dio”1?)

The following is a translation of the author’s argument in Hebrew, titled hearah (“‘Re-

mark’’), on p.3 of the printed libretto:
“Let 1t be known to whomever may inquire that this piece has been conceived with
the image of two heavenly angels, who approach Jerusalem, to bring her solace
and consolation. And, behold, she is wrapped in sorrow and pain, and she laments.
Suddenly, from amidst her cries of mourning, the glory of the Lord appears before
her eyes, and her face is illuminated. Thereupon the righteous angels join her in
supplication before the Lord, and the good tidings of His forthcoming justice and
salvation are spread throughout the land. Thus Zion is comforted and calls upon her
sons to raise their voices in song, and to rejoice. And all the nation will join together
in praise of the Lord. Sorrow and strife will vanish and comfort will come to the
Jewish people.”

The printed libretto also has rubrics introducing the pieces to be sung by each of the

characters. These are also given below in English translation.

|19] Angels I-1I: Duetto

The voice of the Angels of Heaven
who approach the daughter of Zion

The two angels call Yonah (the Dove symbolizing Zion) asking her to rejoice in song,
since the time of redemption is come:

11 This symphony seems to be a pasticcio of movements from different sources; cf. AdCM, p.[103], note 107
and p.[132].

12 The Italian designations of the characters of melits ("Clemenza') and of ¢él elohim (“Dio”) have been
adopted from the names given to these characters in the cantata-quasi-oratorio of 1733, cf AdCM, p.[53],
note 7 and p.[57], note 19.
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O dove that art in the clefts of the rock, let me see thy countenance

Let me hear thy voice in song, break forth into singing, for the set time is come
Rise up Zion, thou fairest among women, be glad and rejoice

How long wilt thou be cast down, joyful be now, for ever and ever

[6-7] Zion: Recitative and aria

Zion with a wailing voice proffers
her lament unto the Angels of God

In her recitative (no. 6) Zion complains: “O friends, how say you to my soul, flee?
My children are gone forth of me and have not yet returned.” She appeals to God for
consolation: “Only in his shade shall I find rest”. However she is in dispair because

“the time for redemption is slow in coming.” Then Zion sings her aria (no. 7) beseeching
God to hasten and provide her with shelter.

[8-9] “Man Clothed in Linen”: Recitative and aria

In Heaven the ‘“Man Clothed in Linen”
implores God's mercy for Zion

In his recitative (no. 8), the angel addresses himself to God describing the suffering of
Zion and her humiliation by foreign conquerors: “Other masters besides you have pos-

sesed her.” The aria (no. 9) contains the angel’s pledge for the rebuilding of Jerusalem’s
walls.

[10-11] Clemenza: Recitative and aria

Swiftly flying and lifting his wings

the Defender now makes his appearance
Clemenza’s recitative (no. 10) is a lamentation on the destiny of Zion: “Imprisoned is
the Daughter of Zion among the trees of the forest... Her eyes are wet with tears...no

pilgrims in the Festivals come to her gates... she hath girded herself with sackcloth for

the husband of her youth”. The aria (no. 11) expresses confidence that “He that dwelleth
in heaven... shall build Zion again”.

[12-13] Dio: Recitative and aria

A voice responds, the voice of
the Lord from heaven speaks up

The voice of God speaks in the recitative (no. 12) with words of consolation and hope
for Zion: “Why art thou sad, my daughter ... rejoice wholeheartedly for this is the day
of good tidings.” In the aria (no. 13), God promises to destroy the enemies of Zion
“with my drawn sword in my outstretched hand” and to bring about redemption of
Israel: “The desert, the wilderness and the dry lands shall be glad for them ... and

I shall hasten the coming of the Messiah who will bring unto you blessing at this
time.”’

[14] Zion: Recitative
Zion the afflicted and now comforted
will raise her voice and rejoice

In the last recitative (no. 14) Zion calls the People of Israel: “O, my children, hasten and
come unto me, listen to the voice of God..., for He is here to deliver us. If He will restore
the Temple, we shall play and make music for the rest of our days”.
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[15] Tutti: Coro

Them all together with Zion , will
now raise their voice in song

The Finale is an outburst of song and joy in praise of God:
Friends, come forth with song, a sound of strength and splendour
For God who exalts in the beauty of His people
Give, o ye mighty, songs and laudations
Praise God, call upon His name

TRANSCRIPTION

In the Moscow manuscript the Hebrew text-underlay has been transcribed in Latin
characters reflecting the Sefardic pronunciation of the Jews of North-Western Italy
(Piedmont), with typical correspondences such as “(fi)” for ayin, “d” for faw (without
dagesh), “sc” or “sci” for shin, but also “s” used indiscriminately for shin, sin and
samekh, etc. (see AdPM I, p.93, note 336). Examples of more or less extended passages
of the original Latin transcription are given in AdCM, chapter 2b (text-underlay in
the musical incipits) and in music examples IV-V (p. [123-126]). In the present edition
we have adopted, in order to facilitate modern performance, a transcription scheme
reflecting a “neutral” Sefardic pronunciation according to common Israeli usage.

TRANSCRIPTION TABLE
Consonants:
K — '’ 1 — W 5 — 1 Y¥ — ts
a — b I —2 Bn — m P — q
a1 — v n — h 13 = n n—r
11 — g v — ¢t D — 8§ v — sh
77 — d 1T — y vy — X v — s
im — h 35 — k 5 — p nn — t
V2l o=
Vowels:
XXX —a ¥X¥X—0
XXXX—e¢€ n—0
'1}.;1}{_§ Xi—1
X — 1 X — U
X —1

The transliteration of alef (') is omitted at the beginning of a word. The alef mater
lectionis is marked as a dash above the preceding vowel, e.g.: Xax — abba. Consonants
with dagesh forte are doubled.



The transliteration of shewa mobile (¢) and the doubling of the consonant in the case of
dagesh forte 1s carried out only when implied by the music, e.g.:

é’J’J”.IJ e g S ol

-~ ve—-1é de - rekh ov —ré de - rekh

s n O L G A AN

ke —map- pal bar ke —ma - pal bar

ABBREVIATIONS AND CONVENTIONAL SIGNS
A-G; a-g see Tonality indications and Pitch indications

app. appogiatura

B Bass

f forte

f. folio(s)

fig. figured bass

Fl flute

m. measure

M the Moscow manuscript

Ob oboe

) piano

Sa-d sigla of the Stockholm manuscripts used for the critical edition of the
symphony-overture no. 1

4 indications valid for all the parts of a given measure (usually indicating
dynamics)

Tp. title page

V violin

Vla viola

TONALITY INDICATIONS: A-G (with or without b or #) for major tonality
a-g (with or without b or #) for minor tonality

PITCH INDICATIONS:

-
3 ;! 5—1{ ) & —
——¢ .| _
=y
A'-C A -G a - g a” =g a’ =g
CONVENTIONAL SIGNS:

pointed bracket on the right >, when used alone, indicates that what follows has been
omitted in a given source;

the plus sign + indicates that what follows has been added in a given source;

double pointed brackets are used to indicate that the version adopted in our edition

and given within these brackets, was replaced in a given source by the variant version
preceding the brackets.
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MEASURE NUMBERING AND REFERENCE TO DURATION

The first complete measure is always numbered 1 (anacrouses are not counted). Refer-
ences to duration of part of a measure are indicated by the theoretical division of each
measure into eight 1/8 (J)) notes; thus 224 refers to the notes occupying the 2nd to

the 4th 1/8 note segment in m.2: _gm-2_* * 5
ﬁﬁ;‘?— ——

References to a single note, of longer duration than 1/8, are indicated in parentheses
followed by the rhythmic note-value, thus: 1878 J refers to the last quarter note in

m. 18: gztﬁ'_.+.g:

References to notes of lesser duration than 1/8, are followed by the rhythmic note

values, e.g.: 171} | refers to the first 1/16 note in m. 17: E Eres

E —

7

Ll 7

e
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CRITICAL NOTES

No. 1: Symphony-Overture in G (p.15-28)

A complete list of the sources which have been identified to include this symphony,
with various attributions to composers (Hasse, Handel and Vivaldi), is given in AdCM
p.[129-130]. The following critical notes refer to the Moscow manuscript and to the four
manuscripts from the Stockholm Library (SKma) which have been used for this edition,
and which are referred to below under the following sigla:

— M MlI, Ginzburg coll., Ms. no. 807.— Score: V, ,, Vla, B.— F. 1b-5a.— For a detailed
description, see AdCM, p.[58-69].

— Sa SKma, Od-R.— Score: V,,, Vla, B.— 4p.— Title at head of p.1: “Sinfonia”.— Com-
poser attribution, there: “‘da Hasse”.— Date: ante 1768.

— Sb SKma, O-R.— Score: V, ,, Vla, Horns, ,, B.- F. 27b-30a (“NOIX” in the ms.).— Title
at head of £.27b: “Sinfonia”.— Composer attribution, there: “da Hasse".

— Sc SKma, C 3A-R.- Parts (2 copies each): Fl, ,, B.— T.p. (in both B parts): “Basso //
Sonata con tre Flauti Travs e Basso // del Sig. // Gio. Adolfo Hasse // detto 1l
Sassone”’.— With slight variants in the two t.p.

— Sd SKma, Tornwalls saml.— Parts: V,,, B (fig.).— T.p.: “N° 2 // Sinfonia G# //
Violino primo // Violino secondo // Viola e // Basso // Del S Hendel.” — The
attribution to Handel is corrected by a modern hand, adding the name of “G.A.
Hasse” with a question mark.

The edition is based, with a few exceptions, on the Moscow manuscript (dated 1732),
which is probably the earliest of the preserved sources of this work. Variant versions
of the other sources have been indicated in the table below, disregarding, however,
variants of bowings and staccato signs.

The Fl, part of the Sc manuscript is generally notated an octave higher than the
corresponding Vla part in the other sources; from m. 68 onwards this part differs
completely from the Vla part in the other sources. These divergences have not been
detailed in the critical notes. The additional Horn parts in the Sb manuscript are also
not referred to in the critical notes.

The variant readings are preceded by the indication of their location in a given source,
which is always composed of four elements: (1) page no. of the printed edition; (2)
reference to the measure numbering and duration as indicated above; (3) indication of
the part; (4) indication of the source.



page measure part source(s) read

[Allegro] (m. 1-45)

1 1 (superscription) Sa, Sc, Sd  All° assai
Sb Allegro
1 16 B Sd + fig. 5
e .
1 o Via Sb e
1 31 T Sh, Sc +P
| 3 NVes Sb e <g>
1 3¢ B Sd + fig. 5
; Zaee

1 4 N Sa, Sd + app. & E
1 414 B Sb GiGEiBC<«GGCGC
1 475 B Sd + fig. 193
1 44 F13 SC f,# {g’}
1 51 T Sh, Sc + 1
1 65,6 B Sd + fig. 43
1 78 B Sc F4 <G>
2 8! it Sd +D
2 g8 ¥ Sb b” <a”>
2 91 X Sd £ f
2 121 Fl, . 3¢ > app.
2 1213 B Sd g0
2 137 B Sd + fig. #
2 13¢ Vit B4 B
2 145 T Sa-d +D
3 15° (G Sa, Sb,Sd  + app. ﬁ
3 16! d Sa-d pf

B Sa 8"2 bassa

B Sd + fig. #
3 1712 Fl, Sc ¢’ <@’
3 17 B Sd + fig. b7
3 17-18 V, M continues col 1™°
3 182 B Sd + fig. 6
3 183 V, Sb ¢’ <b’>
3 185 B Sd +fig. %
3 187 B Sd + fig. #
3 1806 A Sa, Sb +tr
3 20° T Sa-d +P
4 22! i Sa-d +f



page measure part source(s) read
4 225 B Sd + fig. 5
4 23! Vis Sa + app. as in m.4!
1 23 B Sd + fig. 7
4 24° B Sd + fig. ;‘
4 245 B M C <E>
4 25! Vo M, Sd g <a’»
Fl, Sc d’<e’s
4 AL B Sd + fig. 7
4 265 B Sd + fig. 6
4 2668 V., M d'<e’>
Vla Sa:9c, 5d  g<bo
4 271% B Sd +fig. 67
4 i ¥ Sa, Sc + app. as in m.4!
4 277 B Sd + fig. 5
4 28! LB Sa, Sc + app. as in m.4!
: 25° Vie Sa + app. as in m.4!
4 295 3% Sd + f
5 30! B Sd + fig. 7
» Ir s Ir -
5 3018 )+ dag et e
I
5 300 B Sd + fig. 8
5 30078 4 L 5a. Sb;Sc Ftr
5 31! B Sd + fig. ?
5 313 V., Sd same as in m.30"
5 3164 Vs Sa-c + tr
5 31> B Sd + fig. &
o
5 317 \% Sa-d + app.
12 PP ﬁ
5 39157 B Sd ; fig, 59
5 327 8e Vs Sa, Sb + tr
5] 3 g Sa-c +D
5 33° T Sd +P
5 33° B Sd + fig. 7
5 5 ¥ss Sd same as in m.30"
5 341 B Sd + fig. &
o 3414 Vs Sd same as in m.30°%
o 345 B Sd + fig. !
5 3478 Ve Sd same as in m.30"
5 3478 ¥ Sa-c + tr
5 35 B Sd + fig. §
5 35° Nizs Sa-d + app. as in m.317




page

= p) Sy Gy Sy Ut U n
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oSy Sy O

measure

35°

39°
3614
26(34) 4
36°
381
39°
397

3978

40135
40]-5
41!
41°
417
4178
42135

43(1:2)4

430
435
445

44° to 45°

45!-?&

Ad|agi]o (m.46-51)
46 (superscription)

7

~ =N

XX

46
463
47°
4803614

501

=
%)
L
-

2 < & -3
s 2

_H e <™

e
a

VI-E’FII-E

1“"ﬂ -E‘Fl!-E

Vla, Fl;

B
VI-ETFII-E
vl -E’Fi 1-2
V.., Vla
Fl,

source(s)

Sa

Sd

Sa

Sd

Sa, Sb
Sb-d
Sa-d
Sa-c
SC

Sc

S8-S0
Sc

SC

Sc, Sd
S
Sc
s s

Sb

=0
Sh-d
Sd

Sa,Sc, Sd

Sc, Sd

Sa
Sh
Sc
Sd
Sd
Sa,Sc,Sd
Sa,Sc,Sd
Sa
Sc

Sa, Sb, Sd

read

+f

+ fig. 3
d <e>

+ fig. Eg
+ Ir

+f

+P
7 |

g’ (upper note of the chord)

'ijl_"'—-... -..i.

g’ (upper note of the chords)
broken chords as in m.397%
> app.

+P

g’ (upper note of the chord)
broken chords as in m.397#
same as m.40'3°

+ app. %

> {r
+ 1
+ fig. b7

PPPrrPrI

e e |

L2

col Basso

Grave

Largo

Adagio e piano
Adagio

+ fig. 5*

> app.

> app.

+ tr

> app.

+P



page

7

All[egro] (m.52-126)
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e T
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measure

50036d

5()(56) «

part

Fl,,
Fl,
Vla
B

52 (superscription)

59013) .

53(13) 4.
2

5723
5823
5013
6012
62!
64!
65°
66!
67!

7132
7323)d

7413

75_76(1-3) o

76(:3)4.
761-771
??2-3
7012
801

81!

81 1-3
85!

86!
g7(13).
88(13)d.

[90, 92]%3

93!
041
100230

1"Irl -2
V,,.Fl,
B

B
Vla

o< W

n—
N

-

ey
&

ad

qw<wg< 3

juhl

g
(.~

<<w< <<
Rl 25 )

fa-

source(s)

Sc
Sc
Sa
Sc

Sa, Sc

Sb

Sd

Sd

Sa, Sc, Sd
Sd

Sd
Sb
Sb
Sd
Sa, Sb, Sd
Sd
Sc
Sa, Sc, Sd
Sd
Sd
Sa
Sd

Sc, Sd

Sd

Sc

Sa. >e, Sd
Sb

Sd

Sd

Sa-d

Sb

Sa, Sh, Sd
Sh

Sd

Sa, Sd
Sd

Sa

Sa-d

Sa

Sd

read

3 A

> dpp.

+ Ir

82 bassa

Alle

Allegro assai
Allegrissimo
+ tr

+ tr

+ fig. §3

+ fig. §3

d'd’ <b’b’>
omits the measure
+ f1g. 66

+P

+ fig. 66

f'4 {g’}

+ 1

a’ <C'#>

+ fig. #

> app.
+ tr

J Y "f-'llﬂ-:‘-"

+1r

+ {r

8"* bassa

a’ a’ «# >
+ fig. 66

ctE (D) «cHd(T )
+ P

d F# F# <F# D D>
+f

> app.

+ tr

+ir

+ fig. Eg

d <g>

e’ «C’>

+ Ir

+ tr

XXI
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11
11

11
11

11
11
11
11

11
11
11
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No. 3B: Wa-ani be-hasdekha (p.15)

This item is scored in the Moscow manuscript for two alto voices and basso continuo.
The upper part renders one of the earliest preserved versions of the traditional High
Holidays tune for shdfet kol ha-arets (see the passage related to note 9 in the Introduction).
The dilettante arrangement for 2 voices and basso continuo (clumsy voice leading
throughout the item, awkward crossing of parts, multiple cases of parallel octaves
and fifths, non-warranted dissonant clashes, etc.) would certainly rule out any attempt
at a performance. Qur edition of the score renders the upper part only. Following is

measure

101!

10122
105!

1091

10913

158
113!

11313

115294

116!
1162
T
11923 o

120!
1202
1258

126k

part

Vla

source(s)

Sa, Sd
Sc
Sb
Sh, Sc
Sa, Sd
Sh, Sc

Sb

Sh, Sd
Sb, Sd

Sa-d

Sa
Se
Sa

Sa, Sb, Sd

Sh, Sd
Sa-d
Sa

Sa, Sh, Sd

S¢
Sa, Sd

Sa-d

read

+P
+f

d d <b’' b

+ P
A
T

1h4
Ty
‘T

/T

L4

IS |

+ tr
> app.
+P
d’ <b’>
+ P

-

+ app. as in m.15

+ ir

+f
g7 <h>

8" bassa

I8P

a transcription of the item as given in the Moscow manuscript.
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No. 4: Symphony-Overture in D (p.15-28)

Probably a pasticcio of movements from various sources (see note 11 in the Introduction).
[Allegro]

— p.18, m.1866) , B: M erroneously has a <bs;

— p 23, m.rf.lEi”'E}'J, Vla: M erroneously has c'# «d>.

Sar[a]banda

— p.24, m.9%8, V: M erroneously has J-:J-:r

No 6: Recitative Ekh tomerfi dodim (p.37-38)

On the problematics involved in the setting of the Hebrew texts to the music of the
recitatives and the conclusion that the music of the recitatives was originally set to an
[talian version of the libretto, see AAdCM, p.[114-116, 125-126]. Our editorial emendations
(mainly rhythmic) due to the divergences caused by the setting of the music to the
Hebrew text instead of the Italian version — are given on a supplementary stave added
above the score.

For editorial emendations in the recitative no. 6, see m.6, 13, 17, 19-20, 34, 37.
No. 8: Recitative Medabber (p.42): for editorial emendations, see m. 2, 4-5, 6, 15-16.

No. 9: Aria Konen tsir (p.43-54): oboe participation evidenced by the note in m. 67: “oboe
soli’’; notation of V, (and Ob,) generally omitted when in unison with V,.

p.46, m.28% until m.37* , notation of V (and Ob),, omitted in M; V(Ob), has the note, 1n
m.28: “con la plart]e”;

p.46, m.37', V(Ob),: erroneous anticipation in M of the V(Ob), part of m.38, partially
erased.

No. 10: Recitative Teshital ‘6lamim (p.55-56): for editorial emendations, see m. 6-7, 21.

No. 11: Aria Shokhen (p.56-62): p.59, m.42',0b: M has erroneously L.LF < Lg 2

No. 12: Recitative Mah tehemi (p.63-64). for editorial emendations, see m.11, 14, 17, 19,
20-21, 25, 31.

No. 14: Recitative Na mahari (p.73-74) for editorial emendations, see m.2-3.

No. 15: Coro Dadim (p.74-79): p.76, m.147, the lowest of the three (alto) voices: M has a’<d>.

XXIV
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[2] B9 NI [Adon Blam]
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*The manuscript has erroneously the text-underlay of the third verse of addn 6lam
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[Zemirdt according to the melody of shéfer]
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- = ———g— - l‘—.@ll P _‘+_"l_'_¢
-a- ni be- has- de- kha ba- tah- ti ya- gel li- bi
7, ﬁ | = _.a' i | T Ij h S g h-#_'_#._ﬂ
o— g S L= e . P
. = Y
shi- ‘a- le- kha a- shi rah la- do-
10
—
P—-—_.q h
g’ = =ioso—-cose=—2 . P ==
nay ga- mal ‘a lay

*Arranged in the manuscript for 2 voices and Basso continuo (see “Critical Notes”).

[Violini]

i

[Allegro]

[4. Overtura]

(2]

(3]

[Viola]

[Bassi]

[Bc]
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