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Introduction

This work began with some @cal music | wrote for a synagoe choir As | was bginning a setting oAhavat
Olam, the Bessing from theeening sevice about God's i@ for Israel, | noticed that the gea could be read
as a torch song, recountingvwhour lover (God) has treated us and pleading that he nethiskiovve avay. The
text was transfamed for me. Suddepithe intenal rhymes and thms in the Hebre seemed to ha been
intended all along to be sung aslags ballad. |\as delighted with the diseery, and follaved it up ly setting
Mi Khamokhawith an uptempo alking Hues bassline and Psalm 150 as a barbershopetjuEitese vere whim-
sical strolls, meanderings along ancierg|lworn liturgical pathveys to see the sprinddssoms.

But | soon realized that this assoadiatewareness, this juxtaposition of traditionatttend moden practice, is
more than weimsy—it is central to Wo | am as a J¢ as a musician, inynwork, in ny life. | realized thatrdm

midrash(from a root meaning "to seek"), the process of goinghe the gien text and its traditional intgre-

tations to search out meaning, is not simghbellishment, &t is vital, a matter of ourery existence: that tra
dition without imaginatie intepretation is deagll and imagination without a sense of tradition apid. My
musical meandering toed into an wgent eploration of the teitories betveen the domains of histprand
mythology, reverence and pla suwival and &perience.

| began to conceie of a lager work, a cantata thakpresses thisxploration through midrash, sictured around
texts and musical ideas that, as laoke, embody Jeish life on mawg levels simultaneougl The choice ofvkrb
berakhot("blessings” or "praises”) as a basis for thiscure flaved from the role of thberakhaas a shaper of
traditional avareness: if something happens, the tradition prescribeslhafor it, and this renders dgikxpe-
rience a continual series of opparities to engge in midrash. In choosing giaular berakhotand other tets
from which to create midrash,yrapproach as that of a trgel writer rather than a mapmeakin that | vas guid
ed ly what caught m attention rather than some attempt to be comprelensi

The 26 pieces of the cantata are ordered (lgpfeim moming to eening litugically, and from yuth to old age
thematicaly. The musical styles hint also at a historicalgpession, with pieces near thegbmning of the werk
set in earlier styles such as modal monoghgreces in the middle using renaissance- and barocge
polyphory, and pieces nearer the end using later styles sudhess Biing, doo-vop, and atonality

None of these pgressions is strigfl consistent, hoever. Ratherthe pieces fi from one to another as topig
in the Talmud flov from one to another Often the ne piece connects to the pieus based on anverall
thematic or litugical stucture; for @ample, the &rious settings from the mang and gening sevices occur
generaly in the order thgoccur in the litugy, and the settings of thevem Hessingstivkrb ib> sheva beakho)
from the wedding ceremonoccur betwen references to cdship/s&uality and parenting. Some piecesveet

)
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as comments on theork as a wole (especia}l Betakhot Lekh LekhaandLedhayim/Shaloyn Sometimes the
various themes and gtitures can be seen as interconnecting through chains of association, as if in an ¢ngoing
corversation. This wolume of commentgr in text and visual & is another parof that comersation.

The foms of the midrashic intpretations include postrset to music, musical settings of ligizal texts them
seles in the original Hebre or inteipretive English translation, and musical compositions withauta. The
diversity of musical styles and midrashicrfag is itself a comment on the range and adaptabilityvaiexpe
rience.
Bruce Chalmer
lyyar 5762 / Mg 2002

About theArt

by Diane Sophrin

The act of making aiis alvays, at its height, midrash. Beforeves knev the word midrash had been at the
root of ny creatve eforts. It has dahed ny work, and ny identity It has gien pupose and meaning toym
very existence. It has beenynimuse’

The atist's most meaningful evk is defned through the silime act of searchingWithout midrash, the creag
act reverts to mere productionThe best @works are non-erbal tets of the atist's midrash, recording in &
visual alphabet the @st's quest for deepest comprehension of thetienéated the unknan...of life.

A piece of ar can also, of course, be something sligbtfferent: a presentatioraif accompli, of tuths already
explored and understoodylihe atist, ideas already more or less realized; with the resk weing fnished

before the piece isven bgun. Making such arks can solidify andx@and an already understoodithh—

guiding the atist to someplace me—or they can repeat thatuth until it fades into a pale parody of its origing
brilliance. It is up to the &st to alvays keep in sight the midrash of theosk...which can tak das, months,
years...or a lifetime.

When Buuce Chalmer approached me about creating a visual component to his "Midrash Cantata" pegett, | w
about to deparfor a resideng at the HotobagyiArtists' Coloty in Hungary. During our initial discussions,
sketched out the basic atiture of an idea kich had immediatglbegun to fom in my mind: a geometricait
based "visual commentdr which would suround the English and Helwweexts and commentaries. But this
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About theArt, by Diane Sophrin (continued)

would be achieed ty creating an abstract imagélifig the whole page. By placing the smaller areas
English and Hebre written texts on top of the lger abstraction, $eemts" of the "visual tet" would be seen
and "read". Diferent placementsauld result in arying viside "excempts." The abstract image could also |

appreciated in its entiretyfones, t&tures, and fans bean to appear in yymind's ge. | let them rest there fof

the time being.

We both sensed thatymabstract wrks pointed in directions parallel to lBre's musical wrk, and that a
hamonious collaboration couldvelve. Excited i the possibilities, | left for Huragy. | would let the piece
gestate Wile | worked at Hotobagy | knew that the paintings and prints created theoelld/ lead me to m
"Midrash" piece.

And it did. Excited  some ne/ tums ny painting had taén while in Hungary, | decided to paint the "Midrash
piece in colareven though Buce and | had been originapeaking of a dwing. Eary on, without ny even
realizing it, ny mental imaginings had quigktured to color Now | wanted to pursue the line of thought |
been vorking on vhile at the arcolory. | was thinking in paint—I wuld male a "Midrash" painting, fich
could then be reproduced both ilia¢k and viite and color!

For some time wy abstract geometricalatks had been nving in metapisical and spiritual directionswhile

celtainly speaking of light, and fragmentatiorhat the are about, visuallspeaking, is sticture and meement;
or to put it more metapsically, they are about order and chaosindlly, in spiritual tems, thg are about
simultaneity Although may viewers tend vie/ paintings as themight read a neel, seeking through assoc€ia
tion, foms and shapeshich theg/ can somehaw identify literally, this "Midrash" piece is meant to beperienced
in order to be understood. leknusic... lile pryer... like life.

Basic geometrical elements forand refom themseles agin and agin... into Stars of Dad, which appear and
disappearto be supplantedytiriangles, diamonds, squares, rectangles, trapezoidas fand a yriad of angles
and edges, all of kich aim to bring the viger, through the ge, to a sensation, a place of simultaneifjis
simultaneity has been a compellingvirg force behind much of ynabstract wrk for the past seral years.

In this piece the geometiis the scdblding upon vhich to huild sensation and thus createperience. The
colors heighten sensations of vement, of changing depths, of simultaneous readings.flickering lights and
shadwvs offer sensations of radiance, of darknegke piece speaks, in the language of vision, afnloay and

conflict, joy and sorow... it hopes to corey what | sense of the infite contradictions and simultaneities of lif¢.

It is my midrash.

B
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1. Berakhot tvkrb Praises

A midrash on the ork as a Wole, this piece embodies foyr
repetitions of the wrd 'vrb  barukh (most often translated
blessed or praised), the openingrd of a traditionahkrb
berakha (blessing or praise), pluralkrb berakhot Thus,
the piece itself can be considered an
example ofberakhot in the literal sense

'vrb of a pluralbarukh
Barukh

The musical setting can also be read|as
a midrash on the evk as a wole. It
begins with a statement of a themg |
the bassoon that will subsequgntippear in the second
(Lekh Lekhaand last lcechayim/Shalompieces of the can
tata. The tenos first two renderings of the avd barukhare
set in cantorial modes,hite the third and fouh switch to
modes that might suggest settings outside the sguagd
And the instumentation and style of @ngement are intend
ed to coney a message of multiple possibilities and ent
ways into the verk.
Tenor Clarinet, Recallers, Bassoon

Praised




2. Lekh Lekha

T Go Forth

A midrash based on thedianing ofAbram's jouney recounted in Genesis 12:

'm> hldgXv 'krbXv Ivdg yvgl

'>iXv
.hmdXh txp>m Ik 'b vkrbnv rXX 'llgmv 'ykrbm hkrbXv

XX r>X IrX X 'ybX tybmyv ‘tdlivmmyv jrXm

Lekh lekha me-artzekha uf

molad'tekha umibeit avikh
el ha-aetz asher aeka. \e-
eskha lgoi gadol Vva-
avarekhekha va-gadela she
mekha vehgei beakha. Va-
avarekha mearakhekhal
umekalelekha a-or veniy
rekhu vekha kol mishpekhj
ha-adama.

"Go forth from your land and
from your birthplace, and
from the house ofqur father
to the land that | will she
you. And | will make you as
a geat nation, and | wil
bless yu and mak your
name geat, and gu will
become a lessing. And |
will bless those o Hess
you, and Vo curses gu |
will curse. And in you will
be Hessed all theamilies of
the eath."

How was Abram shan the
place? What was he shon?
How was he himself tg
become a lessing, and he
were all the &milies of the

eath to be lessed in him7j

Midrash on Genesis 12

I left my father's lamplight, crossed the moon-splashest, ri
followed fireflies and dan-lit eagle's wing,

sought signs in trackless dust arazing sk,

until at last | fell upon this mountain's foot,

and in its cravn of sinking sun ws stuck with sight.

Torch fires and hedh fires, curling smo& and braided la@s, tambourine
and ankle-bells

Flowing fringes, ving waters slipping, candleshigpering to ceered ges

Laughing bith, glinting knife, ram's lbod given, youth's lbood talen

Burnt offerings

Brick fires and vkipped fres, daughters trigdd and sons dwmed iron
prybar, chiseled stone

Chalfing ropes and stagnantters osting, flames marching under empty
eyes

Groaning push, gieing bush, lamb's lood given, youth's lhood talen

Burnt offerings

And the flashing shadoof the mountain

Bonfires and sige fires, bossomed plum and heaps of ash, tambourine
death knell

Silken shavls and flood vaters ushing, cystal firmaments of shattered
glass

Aching breath, linding svord, heat's Hood given, youth's food talen

Burnt offerings

And | must praise the knife and reason with the fldelil the gloy of the
flame and appeal to the lightning.

| must sing of the Onehmw chose me for this.

| must lean to Hess.

What must he see, and laaand knwy, of nav and generations in the futur&¥hat must he insist upon
fall back from, accept without doubt and protest without féa® Abram, and so, tw we who hae

this tradition through him2Vhat does it mean tddss? Why tvkrb berakhot blessings?

Tenor Harp, Viol, Vielle

.hkrb hyhv

nd




3. Birkot Hashahar rx>h tvkrb

This Talmudic ecemt (someavhat adapted in thisevsion) is the basis for théelssings that appea
near the bginning of the maning sevice. The musical setting suggests the sound of a study hg

Adapted fromTalmud Berakhot 60b

When you hear the rooster aming you sg, barukhwho has gien
the rooster understanding to distinguish leevdg and night.

When yu open wur g/es You sg, barukhwho opens theyes of the
blind.

When you dress gu sg, barukhwho clothes the naid.

When yu drav yourself up pu sg, barukhwho raises the leed.

When you step on thergund you sg, barukhwho spread the eidir
on the vaters.

When you stat walking you sg, barukhwho males firm our steps.

When you tie your shoes gu sg, barukhwho has supplied all yn
needs.

When you fasten wur belt you sg, barukhwho has girded us with
strength.

When you caover your head gu sg, barukhwho cravns us with gloy.

On entering the house of the throne [that throeeailvsit on ly
oursehes, mostil] you sg, Honored and hglones, wit until | do
my needs and retarto you.

And on leaing you sg, barukhwho has fomed us in wisdom and
created within us openings andiities. Well | know before the
throne of yur glory that if kut one of them wre uptured or it

you. Barukhwho heals all flesh to doamders.

When yu stretch and sit upy sg, barukhwho loosens the bound.

one of them wre lbocked we could not endure and stand before

heals all flesh and doesondrousy." Translating the phrase thw heals all flesh to doamders" pre
vides a subtle shift of emphasis, a reminder of @ gesponsibility in the pémership of creation:
It is indeed wndrous that & are healedut we are healed to doomders.

Sopanag Alto, Tenor Bass

Morning Blessings

with each wice entering on a
traditional Talmudic chant
(familiar as a melody for thqg
Four Questions at aaBswer
seder), bt in mutualy disso
nant leys, finally coming
together to discuss hat one
sa/s on entering th&ckh tyb
beit hakisei—literally, house of
the throne, a euphemism for
privy. The two lower wices
enter this discussion in parallg
fifths, a perfect interal, reflect
ing the Jevish conception of the
body as perfect andosthy of
celebration, letting usve and
stand before the "throne o
[God's] gloy" as long as all the
openings and closings ar
working propen.

The last phrase in thddssing,
tv>il Xylpmv r>b |k Xpvr

rofei kol basar umafli la-asas
more often translated 'ho

use,

)
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4. Elohai Neshama

hm>n yhIX My God the Soul

This praer is also prescribed ifalmud Berakhot, and refers impligitto both the dajl

restoring of soul in the act ofvakening, and the restoration of life to the dead in the tim¢ to

come. The word hm>meshama
soul, can also be translated
breath, and the ard itself
breathes without consonant
stops. In refaing to the soul
placed in us adrvht tehom,
pure, the rabbis gue across his
tory agninst the later non-dgsh
concept of original sin.

The musical setting is mogtin
Mixolydian mode, a mode th
Aristotle (in the Blitics) said
"made men sad andraye"—
which might account for its ass
ciation with moden Hues—ut
might also be heard as suggest
purity and calm.Though close tq
a moden major scale
Mixolydian has a Wwole step
between the seenth and thg
octave that seems soothing cen
pared to the commercial insi
tence of the major scaleTry

Ata venta, ata yetzarta, ata nefam bi

Adonai elohai velohei avotai, ribon kol hama-asim, ad
As long as the soul breathes in me, | will acklealge

Adonai ny God master of all wrks, lord of all souls.

Morning sevice
Xyh hrvht yb ttn> hm>n yhIX
Elohai neshama shenatata bi teadr
yb htxpn htX htrjy htX htXrb htX

Xbl dytil yb hryzxhlv ynmm hlul dyti htXv
\e-ata atid litta mimeni ulehd@zira bi le-atid lavo
My God the soul pu placed within me, pure is she.
You were her madr, you were her shapgeyou breathed her
in me.
Though | knav you'll take her wu'll restore her to me in
the time to come.
'ynpl ynX hdvm ybrgb hm>nh> Jmz Ik
Kol zeman shehaneshama vekirbi moda(e) ani lefenec
tvm>nh |k JvdX ,y>imh Ik Jvbr ytvbX yhIXv yhIX yy

kol haneshamot
you,
.ytm ,yrgpl tv>pn ryzxmh yy htX ‘vrb
Barukh ataAdonai, hamaleazir neshamot lifgrim metim.

[Praised are qu, Adonai our Godwho restores souls to
dead bodies.]

humming a major scale with a flattedszeath—do wu find you can breathe more egsih

that mode?

The translation of the x¢ is close to the original, with libges talen mosy to facilitate
matching some of the inteal rtymes and fthms betwen the English and Hebvdexts.
Sopanag Alto, Tenor Recoders




5. Barukh She-amar

rmxX> 'vrb

BlessedVVho Spole

This Hessing, more recent than thelmud hut included in the maning liturgy for at least a thousan
years, sares as the introduction to the section of thevisercalledhrmzd yqvcppesukei dezinar

i

Morning sevice

Jvih hyhv rmX> 'vrb
Barukh she-amar ve-haya ha-olam.
[Blessed wo spole and there as the wrld.]

Midrash:

We are taughtrmX> 'vrb Barukh she-amarBlessed
who spole, hyhwe-haya and there was,lvih  ha-olam
the world. This refers to the ardsyhyehi let there be
rvXor, light. Butis it not also writtenXrb ty>Xrb
,yhiX berishit baa elohim "In the bginning God cre
ated/rXh tXv ,ym>h tX et hashamayim ve-et ha-
aretz the heaens and the etir/rXhv veha-aetz and
the eath htyh haytg wasvhbv vhttohu vavohuform-
less and oid." Therefore v conclude that theardd
existed before God createdXor, light.

But we are taughtrmX> 'vrb Barukh she-amar
Blessed Wo spole, hyhwe-haya and there was,Ivih
ha-olam the vorld. Does this not contradict our proof
that the world existed before God speR

There is no contradictionThe world existed not before
God saidvX yhy yehi or, let there be light, it rather
before God saidvXor, light. So ve conclude that the
world came to be tien God saighyyehi

Yehi, yehi, yehi, yehi...
Xvh 'vrb
Barukh hu. [Blessed is he.]

verses of songThis rendition is a midrash on
the first line of the kessing. The Ilgic—
admittedy rather twisted—rests on an inte
pretation of theifst line of theTorah, vhich
points out (prior to God'srkt words bringing
light into existence) that "the elr was fom-
less and wid." Applying the traditional
exegetical deice of stopping the sentence at
point more adantageous for the sakof the
desired conclusion, evcan read the sentende
as simpy indicating that prior to God's speak
ing light into «istence, "the eéln was." In
other words, the wrld existed before God
spolke. The apparent contradiction with th
text of the Wessing is resokd ty dividing the
first two words God spak, concluding that the
world came into xistence on theiffst word
yhyehi "let there be."

a
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Why wrestle the tw texts to this conclusion?
Because to speak theml yhyehiis simpl to
laugh—yehi, yehi-which implies, according
to this midrash, that theosd comes to be in
the act of God's laughter

The musical setting starwith a statement of
the text in hamonies som&hat reminiscent of
the 14th centyr French composer Guillaume
de Machaut, through a recitati exposition of

the midrash, leading to aggae-like rendition in three ptg of God's laughteryéhi, yehi.). in 7/4
time—resting, in commemoration of creation, on theeath beat—ile the baritone plgs word games
with English \erbs of speaking and creating, and the sopravisitethe t&t. The music concludes with
a restatement of the originakteadding the second line of the ligical praer, Xvh 'vrb Barukh hu

blessed is he [God].

Sopanag Alto, Tenot Tenor Baritone Bass




6. Pesulei Dezima hrmzd ygep Verses of Song

The section of the maing sevice calledhrmzd yqgvcppesukei dezimar verses of
song, consists of a set of scriptural passages ggnerathemes of praise of God.
The content ofpesukei dezimardiffers betveen veekdg and Sabbath or holigia
sewices, with additional passages added for Sab
and holidgs reflecting the ailability of more time.

Midrash on maming sevice

(Instumental)

As mary commentators lwa pointed out, the evd hrmz
zimta, shares the same root as th@dwrmzt tizmor, prune, as in pming a vingard
[A.S., p.58; cf. Le. 25:4]. So the chants in this section of thevisercan be xpe-
rienced not oyl as imitations of theymzamir, nightingale, hut also as a kind of
mantra that prnes the consciousness in preparation for the intense focus needed for
the prgers to follav.

In the spirit of puning, this musical setting eliminatexttentirely.
Recoder, Lute Harp, Finger cymbals




7. Kol Haneshama hm>nh |k Every Soul

The core of théirmzd yqvcppesukei dezimarsection of the seice is the last six chapters of th
Book of Psalms, numbers 145 through 1%8e last of those, Psalm 150, has attracted/marsk
cal settings—not sprising, given its &plicit
Psaim 150 references to musical ingtnents and dance

1]

vzi iygrb vhvllh v>dgb IX vilh hyvilh
Haleluya. Halelu el bekodshbaleluhu bikiya uzo
Praise God! Praise God in his holiness, praise h

This a cappellamusical setting features @
pyariety of barbershop quat techniques,

in the firmament of his strength. including Hock chord homophan (melody
vidg brk vhvllh vytrvbgb vhvlih and hamonies generalltogether in rigthm),
Haleluhu bigvuotay, haleluhu kesv gudlo liberal doses of senth chords, setting of th
Praise him in his peer, praise him in thergatness | primary melody in the second tenor (IeaI)
of his good. voice, and a tag with a tenor "hangerin
rvnkv Ibnb vhvilh rpv> igtb vhvilh between the barbershop elements, listen for

Haleluhu beteka shofahaleluhu beneel vekhinar
Praise him in thelbst of the shafr, praise him in
the re and hap.

imitations or intimations of the shef haip
and yre, dum and dance, flute,umpets, and

bgiv ,ynmb vhvilh Ixmv [tb vhvih | ymbals.
Haleluhu betof umdwl, haleluhu beminim ve-
ugav. The barbershop style is also characterizgd|b
Praise him in drm and dance, praise him in stringsa "lock and ring" style of singing, inhich the
and flute. singers stxie to Bend their wices to lock into
hivrt yljlib vhviih im> yljljo vhviih just intonation. Just intonation is a fiorof

Haleluhu betziltzelei shama, haleluhu betziltzelei tuning in which the intevals sound hamoni
terua. cally pure, without beats, resulting in a ring

Praise him in clatteringymbals, praise him inlér- | . . 1
ing trumpets. ing sonority much geater than the sum of it$

hyvilh hy lIht hm>nh Ik pats.
Kol haneshama tehalel ya. Haleluya. _
Every soul will praise God. Praise God! In the last line of the psalnhm>nh Ik kol

haneshamacan be translated not gnlas

"every soul,”, hut also as "all breath.And isn't the name of God used in the psdigya, just a

breath? When barbershop-style singers succeedlémding their breath to lock and ring, yhe

become "eery," and "all," and gt more—thg becomehyvllh haleluya
Tenor Lead, BaritoneBass




8. Shirat Hayam ,yh try>

The Song of the Sea (Ex. 15:1-18) is traditionadicited near the end of tlygvcp
hrmzd pesukei dezimar section of the seice. The tet celebrates the dekrance of

Song of the Sex

the chldren of Israel at the Sea of Reedd
is written in theTorah in a distinctie lay-
out of three interlocking columns, su
gesting (according toavious commental
tors) waves, or bricks, or te walls of
water with people beteen. (See pictur
at right.)

This musical midrash picks up the thrg
column motif in its 9/8 (or occasiongl
6/8) time signature, ich goups into
threes, similar to an lIrish slip jig.The
tune, tempo and instmentation arg
intended to suggest a nautical setting.

Curiousy, the tet beggins h>mry>y zX
IXr>y ynbvaz yashir moshe uvenei yas,
"Then will sing Moses and the children
Israel..."—notr> shar "sang," lt ry>y
yashir "will sing." Though this can b
explained gammaticaly as a sar of
imperfect fom, impling "they would
(habitualy) sing," or as an indication th
they chose to sing [A.S., p.79], enare still

Midrash on Exodus 15:1-18
(Instrumental)

left with the implication that this is not a reparf a one-time historicaivent. What
will happen will happenThen, ve will sing.
Pennywhistle, Flute, Harp, Contabass, lBrcussion

1=~
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9. Nishmat tm>n Breath

As noted earlierthe word hm>meshamameans both "breath" and "soul," and t
phrase yxlk kol chai can be seen as either singulavélg living being") or plural
("all life"). Thus, the iirst line of this litugical poem, a paraphrase of the last line
Psalm 150, suggest
From Shabbat and fegtil moming sevice (excempted) a joining of our indi

..vnyhIX yy 'mw tX 'rbt yx Ik tm>n vidual breath with
Nishmat kol bai tevarekh et shimkhAdonai eloheinu... .
S ’ ; the unversal breath
The breath of all life will praiseour nameAdonai our God... £ all lif d:
vylg Jvmhk hnr vnn>lv ,yk hry> XIm vnp vIX of all lite. In a vord:

llu finu male shia kayam, ulshonenu rina kahamaoalay, music.
If our mouths were flled with song as the sea, our tongues wjth
exultation as the masses of itawes, tm>n Nishmat is
xrykv >m>k tvryXm vnynyiv iygr ybxrmk xb> vnytvtp>y thought to be a com
vesiftoteinu sheach kemechavei akiya, ve-eineinu meet pilation of three sep
kashemesh Vekham, aratey Composed

our lips with praise as theqganse of theifmament, our ges

shining as the sun and moon,

tvlyXk tvig vnylgrv ,ym> yr>nk tv>vrp vnydyy, .

veyadeinu érusot kenistei shamayim, vegleinu kalot ka- [Milgram, p. _168,]'

ayalot, The first section is
our hands spread kkeagles of the gkour feet wift as deer represented in thig
[continued] excempted musical
setting ly the first
line. The second section, giening "If our mouths wre flled with song as the sea,
and included in this setting in full, is idené# inT.B. 59b as padrof a prger for rain,

parts of pre-
Talmudic origin

a usage Wich suggests an image of the "thousand thousand thousandsidad m

myriads of kindnesses" as raindropshe musical setting of this section includ
tone paintings intended to suggesives, stars (via staccato, hiccupeliklabs of

of

o7
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9. Nishmat[continued]

sound on the wrd iygr rakiya “firmament”), a soaring eagleurming deer and raindrops.

The third section,>eempted here bginning “We will praise yu; recapitulates the theme of prais
invoking the frst line of Psalm 103, “Blegsdonai, ny soul, and all minner pats, his hof name.
Here the namg
for soul is >pn| [continued]
neksh which is 'm> tX 'rblv vnytvbX yhiXv vnyhlX yy 'l tvdvhl ,ygypcm vnxnX JyX

C e : ein anatinu maspikim lehodot lekiedonai eloheinu velohei avoteinu wégekh et
distinguished
f hm> shemekha

rom m N we would still be inadequate to thankuy; Adonai our Godor to praise gur name
neshgma ~n vnytbX=,i ty>i> tvbvuh ,ymip tvbbr ybrv ,ypIX ypIX [IX [IXm txX i
kabalistic litera vnmiv
ture as an earlie] al achat me-alef elef alef alafim veribei evavot pe-amim hatmt she-asita im
or more invard avoteinu ve-imanu...
stage of thg forevenone of the thousand thousand thousands griddmyriads of kindnesses
souls deelop you hare done for our ancestors and for us...
ment [AT, p dvdl rymXk '>dg ,> tX 'rbnv 'rXpnv 'xb>nv 'llhn

0| Nehalelekha unesbadakha unefagkha unearekh et shem kodshekha ka-amur
1238]. Note theg ledavid:
movement of the We will praise yu, and laud gu, and glorify yu, and kess yur hoy name, as as
alto and tenor— i e
) said ly David:

the inner pas— v>dq ,> tX ybrg=lkv yy=tX y>pn ykrb
on the vardybrq | Barchi nafshi etAdonai vekhol kewvai et shem kodsho
keravai, ‘“inner | BlessAdonai, ny soul, and all minner pats, his hoy name.
pats’ The uni
versal soul/breath woked at the bginning of the prger here comes back to the wmidual—we each
become the umerse.

Sopanaq Alto, Tenot Bass




10. Besamim ,ym>b Spices

The Hessing @er spices,ym>b ynym Xruorei minei vesamirfi'creator of
various spices"), dsesaminfor shot, is one of thgynhnh tvkrbbirkot hane

henin blessings of enjgment, along with lessings of eating and drinking.

This Hessing is most associated with the cereymairhldbh havdalg sepa
ration, that marks the end of the Sabbath on Saturidgat. In the contd
of havdalag thebesaminblessing is seen asfefing consolation, in the for
of sweet fragance, for the loss of thextea soul that w acquire with the
coming of the Sabbath.

Midrash on kessing

But thebesamintblessing is not just fohavdala—it is
traditionally appropriate antime one gperiences a
pleasant smell with a bit of yatery involved (nyster, in that fragances
involving paticular, knavn plants or fuits are assigned theiwa, more spe
cific, bessings).

(Instrumental)

In the cont&t of this cantata, the setting dishmat(the preious piece)
completed the litgical references to moing. The litugical references to
ewvening are much later in theovk (beginning withMaariv Aravim). So the
placement obesamimhere is not intended to suggest its association
havdalg an eening praer.

Rather this setting ofbesamimintroduces the section of the cantata t
includes mikeh and matage—themes associated with sensuakening
and s&ual and spiritual unionThis midrashic spice is aakliz.

Clarinet, Guitar Contabass, ger cymbals

vith

at
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11. Mikveh hvgm Living Waters

A hvgmmikvehis a gathering of vater used for ritual immersion. Immersion in a neifvs
patt of the ritual of cowmersion to Judaism, and is also used for spiritual jwatibn in
preparation for the Sabbath andyhdéys.

But the most common use of a métvis as parof the obserance othxp>m trht taharat
mishpata (literally, "family purity"), the lavs and customs related tocsality. Traditionally,
awoman immerses in the migl s@en dgs after the end of her mensat period after which
sexual relations are peritted. This practice déctively means that, during theoman's gars
of menstuation, maried couples refrain from gaal relations for
about half of each monthlcycle, rejoining on mikeh night. The [ Midrash on Eessing
effects of this on the couple are best understgouiyling it.

YYyX ,ym
. . . . . Mayim tayim
The defning feature of a mikeh is that it must be aathering of,ym

,Yyx mayim dayim living waters—that is, a collection ofater that| Living waters
comes to the pool through itsvo natural flav, as opposed to bei
artificially piped in from somehere else.This means that las, ponds, streams, arnvkn
cistens of rainvater can be used. Wewer, given the need forgarround all-weather aail-
ability, and the requirements of modesty (since immersion in aemikwst be perfaned
without arything betveen the person and theater), the rabbis deloped ules that alle
small quantities of ling waters to be combined (the teused is "kissed") with tapater
which can be collected in an indpbeated strcture.

The ocean is also—perhaps quintesseptall kosher mikeh. This musical setting, in freg
phrases, is intended to suggest thahms and pulses of ocean surAnother common useg
of the mikweh accounts for the setting of this piece in the ctmtkthis cantata: the mileh
is used B a bride (and sometimesapm) just prior to the edding.

Baritone Harp, Viol, Metallophone Finger cymbals, Rainstic




12. Borei Peri Hagafen ]pgh yrp Xrvb Wine

This Hessing is used artime wine is parof a Jevish ritual, which is neasgt
always if the ritual is jgous. Traditionall, wine used in Jeish ritual is sveet,

Blessing and midrash

Jpgh yrp Xrvb lvih 'Im vnyhIX yy htX 'vrb

Barukh ataAdonai eloheinu melekh haolam bor
peri hagafen.

Praised arequ,Adonai our Gogdruler of the uni
verse, o creates the tiit of the vine.

This wine, this weet, red wine—Wat if the wine
goes sour?

beneath dpx chupg canop, symbolizing the home theare creating At the
conclusion of the senth bessing, thg will each drink from the cup of wing
over which the lessings hae been sajdo symbolize the sharing of theiyjo

How could thg not wonder at least a little, if the wine will remainveet?
Baritone tant, Sopaing Tenor

for the sveetness of the
occasion.

In paticular, borei peri
hagafen sewves as theifst
of the tvkrb ib> sheva
berakhot Seven Blessings,
that fom the conclusion of
the wedding ceremon
The bride and gpom stand

14
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13. Shehalol Bara Likhvodo vdvbkl Xrb Ikh>  Glory

This Hessing is included in thévkrb ib>
wedding ceremanto honor the guests and witnessdsowre emulating Gothe witness to

the wedding ofAdam and Ee [A.S. p. 206].

In the contgt of the other kessings of the sen, this kessing presents the widest-angle sk
of the scene, tich is then napwed and refocused in subsequeesbings.The open sides

sheva bemkhot Seven Blessings, of the

of the hpx chupa wedding canop
serve a similar symbolic pyose,
inviting avareness of the interdg
pendence beteen the couple’
newly forming union and the com
munity and verld beyond.

The word dvbkkavod gloty, is relat

ed to dbk kaved which means
heary, grave, impotant. Applied to
the dvine, the sense of impiance

Blessing and midrash
vdvbkl Xrb Ikh> |lvih 'Im vnyhIX yy htX 'vrb
Barukh ataAdonai eloheinu melekh haolam shehako
bara likhvodo
Praised arequ,Adonai our Gogdruler of the unierse,
who created all for his glgr

Not just the sun in theiryes

but the \alley-shadaved brook frg

and the f it snips from the rippled swate
are witnesses.

connotes splendor and radian

The midrash in this piece, set with a brief, inquisitinstumental duet follwed Ly four
voicesa cappella flows from an associa rendition of the language and symbolic functi
of the Bessingilkh hakol—literally, the all (or the wery)—vdvbkl Xrb bara likhvodq cre

ated as God's radiance—all are the witnesses.
Baritone dant, Recader, Harp, Sopang Alto, Tenotr Bass

ot




14. Yotzer Ha-adam ,dXh rjvy = Who Forms the Human

Having alluded to thevgeetness and sanctity of the occasiorBmei Feri Hagafen), and honored
the assemnlbd guests and all of creation @hehakol Bar Likhvod9 this net of thetvkrb ib>
sheva beakhot Seven Blessings, o focuses on the human for As in the creation stgrin the
Torah, this allusion to the foration of,dXh ha-adam "theAdam," can be intgreted in the gen
eral sense of human beings, or the more sigegijthological sense oAdam, a patcular male

Blessing and midrash
.,dXh rjvy |lvih 'Im vnyhlX yy htX 'vrb

Barukh ataAdonai eloheinu melekh haolam
yotzer ha-adam.

Praised aregqu, Adonai our Gogdruler of the
universe, o forms the human.

The occipital bone fans the posterior ption of
the back of the head.

Major stuctures include the foramen magnum
and the occipital condyles.

Occipital condyles diculate with the iirst cewi-
cal vertebra
And allov you to nod pur head gs.

line baginning "Occipital condyles #culate...'

' using staccato taoulation, and notice tat your
tongue and lips are up to aswyspeak.The intricate oral dance of thesends, t@ether with their
meaning, tgether with the baroque-gkmusical setting, are meant to suggest thiritaimal com
plexity of the human fan, a complgity that males possile the simple act, with its special relg
vance to a wdding ceremoy of nodding "es.'
Baritone tant, Sopang Alto, Tenor Recoder, Bassoon, Condbass

character in the star (In keeping with the latter,
approach, B¢ sheovs up in the ne blessing.)

Either way, the word ,dX adamconnotes a much
eathier image in Hebre than does either of thq
English words "man" or "human." Gen. 2:7ysa
that the adam as fomed of "dust from themdX
adama(eath)," and embedded in the samerd
are,dX adom red and,d dam blood. The for
mation ofadamis not from ethereal wispsub
red boody soil.

The midrashic te for this setting is a piece o
found poety, discavered in neayl identical fom
in several anatom texts. Try pronouncing the

16
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15. Binyan AdeiAd

di ydi Jynb Etemal Stucture

A traditional intepretation of this kessing stas from the assumption that the yirais Bess

ing was specitally referring to

the creation oAdam—not humans in generaljtithe frst

human, vho, in this intepre
tation, was male. It ther
understands the phrajgthv
di ydi J[ynb vnmm vl vehitkin
lo mimenu bigan adei ad—
literally, "and fixed for him
from himself a stcture for
ever'—as refering to the cre
ation of Ew from Adam's
body [A.S. p. 206]. In this
highly male-centric intere
tation, then, Eg is seen as
building created from and fo
Adam.

There are other strands of-ty
dition, havever. Even patriar
chal sources include altesx
tive renderings, in tich the
first human was both femalg
and male, as implied in Ge
1:27. More receny| feminist

Blessing and midrash
vmljb ,dXh tX rjy r>X ,Ivih 'Im vnyhlX yy htX 'vrb

htX ‘'vrb  .di ydi Jynb vnmm vl Jygthv vtynbt tvmd ,ljb

.dXh rjvy yy

Barukh ataAdonai eloheinu melekh haolam asher yatzar et fha
adam betzalmdetzelem demut tavnjteehitkin lo mimenu
binyan adei ad. Barukh atadonai yotzer ha-adam.

Praised arequ,Adonai our Godruler of the unrerse, viho
formed the human in his image, consted him in the
image of his lileness, andied for him from himself a
structure foreer. Praised areou,Adonai, who foms the
human.

My mother told me of her dream.
She rested on aagden bench of caen oak.
Her daughters tended orchards of her planting,
and etended bwered pathways of their evn designs,
her sons wve trellis-work for branching vines,
and her children's children of her peobs spok.

My mother told me of her dream,

and though her seedlingseg in others' felds,

and though her accerades and her footpath lies
concealed

still I know my mother's dream.

scholars hee sought to "ren

der visibe the presencexperience, and deeds ofomen erased in traditional source

[Plaslow, p.28].

To seek out and @& shape andoice to wat has been hidden is to perfomidrash. My
father's wrds are gien in the tet, but my mother told me of her dream.
Baritone dant,Alto, Recoder, Viol




16. Kibutz Baneha hynb /vbq Gathering Her Children

This sgment of thetvkrb ib> sheva beakhot Seven Blessings, of the edding ceremon
emphasizes that this is not just a&dding of tw individuals, lut a Javish wedding—a
celebration of the Jd@sh people. The reference thirgih ha-akag, "the baren one,” in the
blessing is an allusion to Zion (dealem), symbolized as bereft of her children througle,e
and rejoicing in their ingthering,
Blessing and midrash like the jy of the bride and @om.
‘vib .hxm>Db hkvtl hynb /vbgb hrgih Igtv >y>t >v>
‘hynbb Jvyj xm>m yy htX || This Hessing implicity reminds us
Sos tasis vetel ha—akaa_bekitutz bane_ha letokha besim| 4t the Jaish people is not a com
cha. Barukh at&h\donai mesameadzion b&aneha. munity of belief, or a sluntay socie

Bring great joy and delight to the begn one through the . .
gathering of her children to her in gladness. Praised var%l’ or e/en a palicularly welcoming

you, Adonai, vho gladdens Zion through her children. | 90up. RatherJavs are a people—z
tribe, a imily. One can choose t®

She's gonna call her children home, become a Jg but the process,yb
Gonna gther her children home. design, is not easyNor is it easy to be
a Jav, whether one got thereytbirth
or choice.As a family that has swived despite continual, institutionalizedagfs to destrp us,
we can be rather tougtabout outsidersyen when thg seem friendl In no other conté is this
touchiness morevedent than in our communal angst around tship and maiage.

All of which might render the choice of gospel as a style for a musical midrash olesisisid
somavhat curious.As Javs, can v sometimes risk admitting, hesitgntdepending on to else
is aroundthat our @n culture is profoundl affected ly, even enriched Y the peoples among
whom we live? Fom that perspeate, this setting is an act of appreciation.

Baritone tant, Sopang Alto, Tenor Bass
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17. Gan Eden ]di ]g Garden of Eder

This Hessing is the most intimate of thivkrb ib> sheva beakhot Seven Blessings.
Its theme is the joof the couple in their g@al and spiritual unionThis dessing refers
to hlkv Jtx chatan vekhala
"groom and bride," in contrag Blessing and midrash

to the follaving Hessing, vinich .dgm ]di ]Jgb 'ryjy 'xm>k ,ybvhXh ,yir xm>t xm>

; .hlkv Jtx xm>m yy htX ‘vrb
refers tohlkh ,i Jtx  chatan _ . _
im hakala "groom with the Sameah tismad reim ha-ahuvim, kesanteakha ye-

S ow tzirekha bgan eden mikedem. Barukh @tdonai
bride. ) The c_ontr_ast sugges mesamedt chatan vekhala.
that this bessing is about thf¢ Greaty gladden the leers as gu gladdenedaur creature
gladness of the {@rs as indi in the garden of Eden from before. Praised awa,y
viduals, while the follaving Adonai, who gladdens thergom and bride.
blessing is about theVers as §
couple [A.S., p. 207]. This All I ask is to knev who you are.
blessing, then, could be seen| All I can gve is to follav as r
celebrating the Mers' disce- as the Ner flows to the sea.

. And though,
_ery of ,,eaCh"Other_thelr €OM like the snw on the rim of the freshening rill,
ing to "knawv" each otherin all

and the lbssoms thatlbw on the crest of the hill,
of the senses of theond. what glavs must gow dim, what dances must go still.

The midrashic poem, set as| Even so, | wuld knav you.

love balladis based on both t

meaning and the sound of thend "knon.” It celebrates the "oh" thatvers bring to

knowing each othereven knaving that their life as indiduals must somegaend.
Baritone dant,Tenor Recoder, Clarinet, Bassoon




18. Kol Sasonvekol Simcha hxm> Ivgv Jv>> Ilvg Joy and Gladnes

This Hessing is the dramatic conclusion of thkrb ib> sheva beakhot Seven Blessings, a litanof reasons to
celebrate and pyars for the redemption of thewigh people in jg. At least two of the vords in the kessinghnr

Blessing
hnr hlyg hlkv Jtx hxm>v Jv>> Xrb r>X ,lvih 'Im vnyhlX yy htX 'vrb
hdvhy yrib im>y vnyhlX yy hrhm .tvirv ,vI>v hvxXv hbhX hvdxv hjyd
tvlhjm Ivg hik lvgv Jtx lvg hxm> lvqv Jv>> Ivq ,yl>ry tvjxbv
.hikh i Jtx xm>m yy htX 'vrb ,tngn ht>mm ,yrinv ,tpxm ,yntx

Barukh ataAdonai eloheinu melekh haolam, ashereébaason vesinma, datan
vekala, gila rina, ditza vé®dva, ahava velaava, veshalom veiut.
Meheia Adonai eloheinu, yeshama beayehuda uvdwtzot yerushalayim
kol sason vekol sirha, kol tatan ve kol kala, kol mitzhalohatanim
medwupatam, unearim mimishteigiaatam. Barukh atAdonai mesameac
chatan im hakala.

Praised arequ, Adonai our Gogdruler of the unierse, viho created jp and
gladness, gpom and bride, delight and celebration, tmiand giety, love
and kinship, peace and companionship. Spgédibnai our Gogdlet be
heard in the cities of Judah and in the streets okaém the eice of jo/
and the wice of gladness, thenice of the goom and the aice of the bride,
the shouts of oms from their canopies anduths from their songfests.
Praised arequ,Adonai, who gladdens thergom with the bride.

rina (here translated “celebration”
and ,thgn neginatam (part of the

phrase translated “their songfests
are specit references to singing an
music. And the prger is that God
im>y yeshamalet be heardthe lvg

kol, voice—the man forms of
voice—of our jg. Like the central
statement of our relationship as
people with Godtheim> shemathis

blessing is about hearing.

The musical setting(scored with th
perfomance notation, “\ith enough
schmaltz for a wdding feast”) is in
klezmer style. Listen for thenfazel
tov” chord which represents thg
moment in the ceremgnimmediate
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ly following this Bessing, after the bride andogm drink from the wine, taen the gopom smashes a glass with h
foot. bvu lzmMazel to!
Baritone Recoder, Clarinet, Trumpet,Trombone Contabass




19. Barukh Sheptaani/Shehetieyanu vnyxhynrup>"' vrb Setting Fee

When a Jeish child is considered responilfor his or her wn perfomance of thévjm mitzvot(commandments),
the child is refered to as dvjm tb /rb bar/bat mitzvaliterally "son/daughter of a commandmenihe Hessing
hzl> v>nim ynrup> ' vrb barukh sheptami meansho shelaz€'Praised is the one W freed me from the
punishment of this one"—is prescribed in traditional/pra
books to be saidybthe father of éar mitzvawhen the by | Midrash on Iessings
is called to théorah for the iirst time. (This Bessing has
generaly not been adopted irgalitarian communities, an
so is rare} said ly mothers, or about girls.)

When | vas small, and ynfeet lost the ay,
and | cried in the darknessplyled me back to the gla
So | want to thank gu, you who caried me here,

. . . ) and set me free.
Aside from its rather sour tone—iadt, the gpressior vrb

ynrup>barukh sheptamiis a Hebres idiom for "Good rid [ And when | get ang, and push gu avay,
dance!"—the Iessing is also prdbmatic in its ambiguity| and I can'tind the ansers, vell you knav just what to
Does it mean that thather is glad that he will no longer f  S&.
subject to punishment for his son's bad b2 Or that hg SO | want to thank gu, you who dragged me here,
no longer has to punish his son? Or that he is freed fror] and set me free.
punishment of hﬂng to rz_iise his sonThe sentiment Seen| \ow there g be times wien | un dovn that roa
less t_han_ tendewhich might acc_o_unt for_ the dl_suse of tf and \ou can't see the enaind it feels lile your heat's
blessing in non-ghodox communities. Still, the idea of s ¢ome untied
ting free remains acte as a theme of this rite of passagg put | want you to knav, no matter ha far | go,
you can't shak me loose, there's a paf me stgs by
This midrash stas from the idea of becomingbar or bat your side.
mitzvaas a kind of setting freepubexpresses it in theoice
of the child. In doing so, it picks up the theme of anof NOWw if I am strongerit's ‘cause gu taught me to yr
blessing traditionayl recited at jgous occasions, ich | and if I can seedfther, it's ‘cause gu taught m heat
thanks Godchzh Jmzl vniyghv vnmyqgv vngkieheheyanu S to fly.

. .. . o | want to thank gu—
vekiyemanu vehigiyanu lazman haagho has kpt us in

" . et you who gave me life, and pulled me through,
life, and sustained us, and brought us to this time." ngu:N and brought me here,

the distinction beteen thanking God and thanking pareff And set me free.
as in this midrash, is in the line of psyctgital and scrip
tural understanding that, for@mple, placed the commandment to honor parents oirshéatlet of theTen, which
deals with people's relationships with thevimie, rather than the second l&th which deals with people’s
relationships with each other

Sopanaq Alto, Tenor Bass




20. Dayan Ha-emet tmXh ]yd  TheTrue Judge

These are the avds, according to ¥ash tradition, to saupon hearing of the death of
loved one, or other hdble navs. These arewaful words.

The musical midrash bes with a shdrtheme positedybthe clarinet, wich is then

Blessing
.tmXh Jyd 'vrb
Barukh dayan ha-emet.

Praised is the tie judge.

embellished and tossed aroundyfiddly among the clarinet,
recorder and bassoon, each comttiitg its avn style and
bouncing its ideas bthe others. Meanhile, the tumpets
insinuate themseds into the mix, with theirven more
regimented thoughtsAs the other instrments unsuspect
ingly cary on their comersations and xplorations, the

trumpets wait, and then suddenistrike violenty. As the smok clears, the timpets
depat insistenty, gracelessl.

The bassoon, mojoined ly voices, mustihd a way to cary on.
Recoder, Clarinet, Trumpets, Bassooilto, Tenor Bass
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21. Meshane Habript tvyrbh hn>m Diverse Creature

Jawish tradition teaches—more,dias from the axiom—that God does not makistales. This

idea does not stop us frongaing with God and each other aboultavGod has apparentione
and vhether ve might hae done it diferentl. Nor does the tradition claim forws ary special
knowledge of just iy some of vat happens is novigence of diine Hundering. But the
tradition does call on us to respond to owndack of understandingylaffirming that, gen if

we are mstified God is not.

The BessingDayan Ha-emefTheTrue Judge), discussed earlisrone gample of this attitude.
The process of midrash itself is anothgamaple, especiallas applied to anomalous spelling
or grammatical constrctions in sacred x¢ since God could not i@ made mistads, there
must be meaning in the apparent angmand in the act of searching, meaning eges.

This Hessing,tvyrbh hn>m ,lvih ' Im vnyhIX yy htX ' vrb Barukh ataAdonai eloheinu
melekh haolam meshanebingot (Praised aregu, Adonai our Godruler of the unierse, viho

diversifies the creatures) ishat the tradition assigns us toys

when we encounter a\uing being viho appears xeeptionaly Midrash on kessing
strange to us.As a people Wwo are, oursebs, called upon tq

appear strange in theowd as a sy of bearing witness (considg (Instrumental)
for example, the commandment teartyjyj tzitzit, ritual fringes,

on the coners of our gments), v are called upon to wieour avn perception of strangenes
as witness to God's creation. Much as theydailection on our xperience as sla&s in Egypt
has sensitized s to injustice, the regmition that ve are a peculiarrgup has sensitizedws
to the oppresse efects of confomity on others.

The musical midrash dess its association with thi¢gssing ly being something of an odd dud
of a melody and accompaniment,y&d ly the alto recorder and guitalt stats in one ky, takes
a chromatic tum, and reaches an apparent end ieyaskmajor second albse the original tonic.
Realizing it can't end there, it goes back to thgirbeng, tut then the onl plausitbe place to
stop is on a chord afth above the original tonic, hich leares the wole thing sounding li&k a
guestion. A midrash on J®ish eperience of the strange.

Recoders, Guitar Contiabass
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22. Maariv Aravim ,ybri byrim

This is the irst Hessing in the wening sevice. Both of the wrds in the phrasbyrim
,ybri maariv amvimare from the same rodiri , meaning (in this cont) to grow dark

Evening sevice (intepretive translation)

Praised arequ,Adonai our Gogdruler of all time and
space, \wose verd brings on thewening,

stars, planets, sun and moon in their coursesingo
through the skin ordery splendoy

creating dg and night, rolling light from darkness and
darkness from light,

passing d@ bringing night, and separatingyd@om night.

Adonai of hosts isqur name. Liing God to infnity,
sustaining Godmay you rule over us etemally.

Praised arequ,Adonai (praise God and praise God's
name), vino brings gening twilight (Amen).

were v not abe to conceie of God asuler over them andwer us.

In asking that Godule over us foreer, we are implicity asking that w live forever as well,
even as each of us must kmehe rolling of light from darkness and darkness from ligh
Sopanag Alto, Tenot Bass

EveningTwilight

or be obscured.

This Hessing responds to th
coming of darkness, with its
attendant fearby invoking the
orderly celestial motions ave

dence of a unerse ly design,
brought on i God's verd. God
is refered to astvXbj vy

Adonai tzgaot God of hosts,
to emphasize the uncountab
forces ivolved in the plsical

universe [A.S., p. 258], forces
that would be terifying to us

\1"2

—
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23. Ahavat Olam vi tbhX Etemal Love

This Hessing, the second of théebsings in thewening sevice, seves as the immediate introductio
to theim> shemathe central dfrmation of Judaism. In preparation for our declaration of God as
and of our lee for God with all our
heat, soul and strength—a symbq@ Evening sevice

ic mariage betveen God and Israg
expressed in theshema—in this ,yup>mv ,ygx tvjmv hrvt tbhX 'mi IXrwy tyb ,lvi tbhX
blessing ve reassure ourses of 'ygxb xy>n vnmvgbv vnbk>b vnyhiIX yy ]k litdml vntvX
God's loe for us, and plead th: rXv vnyyx ,h yk .div il 'ytvjmbv ‘trvt yrbdb xm>nv

, ’ Lymlvil vnmm ryct IX ‘tbhXv .hlylv ;mvy hghn ,hbv vnymy
God's lwe not be ta&n avay.

) ] Ahavat olam bet yiael amkha ahavta, tarumitzvot, hukim
That reassurance is neceys& a umishpatim, otanu limadtaAl kenAdonai eloheinu,
commentay on Javish histoy. If we beshakhbeinu uvekumeinu, nasi@ehukekha venismadedi
are sure God's Ve is ,Ilvi tbhX vrei toratekha uvemitzvotekha leolam vaed. Ki hbayeinu
ahavat olam etenal love, why do veorekh yameinu uvahemgeyomam valailaMeahavatkha al

we then plead'Don't tale your love | tasir mimenu leolamim.
away ,ymlil le-olamim to eteni-

ty?" Even as e claim our ceainty With etenal love you have loved your people, the house of Israel.

. Torah and commandmentswikiand judgment hare taught
we re/ea_l our fear It is a fear bar us. SoAdonai our Godwhen ve Iiejdm?n ands\%’?en ve risegup,
of experience, not, perhaps, of of e will talk of your lavs and rejoice in the avds of yur Torah
loss of God's lee (see the commen  and yur commandments, forer. For they are our life and the
tary on the Iessing Meshane| length of our dgs, and on them evwill meditate dg and night.
Habriyot), but of our painful msti- And your love, don't remee from us eer!

fication at vhat kind of lwe would
allow us to be treated so bgdio may times. Though he shaus, yet we trust him, though & keep our
own ways before him (cf. Job 13:15).

In other vords, this Bessing preides ayric in the Bues tradition of "don't do me wrong" torch songs.

The musical setting emphasizes thgmb and meter of the Helwvdext, which was cleasf meant to be
recited or sung, aserse rather than prose.
Sopang Alto, Tenor Bass, Conabass
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24. Mi Khamokha hkmk ym Who Is LikeYou?

This verse comes from theorah (Ex. 15:11), as plaof the Song of the Sea sung Moses and
the children of Israel to celebrate their escape from the pursuing Egyptigraathe Sea of
Reeds (see commemnyato Shirat Hayan). Its inclusion here deses from its citation in the
blessing that folls theim> sheman the eening sevice.

The Mishna [M.B 1:5], in a section also used in thasBwer sederraises the question oftw
the depaure from Egypt must be commemorated at night, digaton fulfilled by the Bessing
from which mi khamokhas talen. In the presen
Evening sevice contet, just as in the sages' ares in the Mishna,
we can drav an inference from the inclusion of th
word Ik kol, "all," in the \erse (Deut. 16:3), "[this
is] so that pu will remember the depare from
Egypt' yyx ymy Ikkol yemei bayekhaall the dgs
of your life." If the point of telling of liberation
Who is like you among the god&donai? were to remember it for "the yiof your life," we

Who is like you, majestic in holiness, might ony need to tell of it wen ve are pung—
awesome bgond praises, doinganders? || in the dg—and ready to create avmdution from

which we can personallbeneft. But to tell of
liberation "all the dgs of your life" means to tell of it in old age agly to keep the message\adi
and pass it onven through generations of sfygle.

>dgb rdXn hkmk ym yy ,yIXb hkmk ym
Xlp h>i tlht Xrvn
Mi khamokha baelimdonai, mi kamokha
nedar bakodesh, narehilot, osedle

The musical setting is based on a traditional theme, stsidy the tenor
Sopanag Alto, Tenot Bass

)
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25. Hashkivernu vnbyk>h Lay Us Davn

This praer is mentioned in th&almud [TB. 4b], and seses as the conclusion of the section
the &ening sevice that embraces ttghema Subsequentl the same pyeer was incoporated
into thehumh li im> tXyrq keriyat shema al hamitditerally "the recitation of the shema o
the bed' a set of prgers recited prior to retiring for the night.

The musical setting of this prer is a trilute to Salamone Rossi (c. 1570—c. 1630), thst f
composer to "compose, penforand pubsh polyphonic settings of the synagee litugy for
mixed choir* [Jacobson, p. 11]At the
time, the use of moder European-stylg Evening sevice
hamonies for Jeish liturgical texts caused
considerale contrawersy among Rossi]
fellow congegants in Mantua and othg
Italign Jevish co_mmunitie_s. But Rossi hg yyxl vnkim vndymihv
realized that Jeish practice could>®and| yeha-amidenu malkenu kemyim.

to accommodate meforms of beautyand| and raise us up [ouuler] lechayim|to life].

still remain Jwish. His work was lost for
two centuries, before being rediseced during the nineteenth centur

WVI=1 vnyhIX yy vnbyk=>h
HashkiventAdonai eloheinu leshalom
Lay us davn [Adonai our God] irshalom[peace]

This setting, though not diregttaken from Rossi's ark, includes pdrof a phrase and som
chord praressions from Rossitseter, from his collectiorHashirimAsher LiShlom@The Songs
of Solomon), frst pubished in 1622.The lyrics are gcempted from the fulHashkiveniprayer,
and leae the vordsshalom(peace) andechayim(to life) in the Hebrev.

Tenor dant, Sopaing Alto, Tenor Bass




26. Lechayim/Shalom VI> [ yyxl To Life/Shalom

The first line of theHashkiveniprayer asks God to yaus daevn in ,vI> shalom(peace), and raise u
up,yyxl lechayim(to life). Those two words,shalomandlechayim are the epitome of lésh good
wishes, saring as geeting and toast, prar and benediction.

Shalomcomes from the rogt> , meaning completion andheleness.As kabalistic commentator

have pointed out, the erd bayins with >, shin, with its multidiree
vI> YyXI tional top and its chaotic 'lite noise"shsound and concludes with
Shalom Lechayim ,» mem with its whole, closed fan and pure, ordereth sound.
[Peace] [To life] Shalomconnotes retur to wholeness, a regaition that bginnings
and endings are meyesignposts within eteal g/cles.

Like the celebration dfrvt txm> SimdatTorah, Rejoicing of thélorah, at vinich the annualorah-
reading gcle is completed and immediatdbegun aney, this musical conclusion incporates the
theme of the introduction to theovk.

Sopanag Alto, Tenor Recoders, Bassoon
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Deut.

Ex.

Gen.

Jacobson

Lev.

M.B.

Milgram

Plaslow
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Vowels:

a
ai
e
ei
i
0
u
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Talmud Berakhot

Pronunciation Guide

As in far

,ay Likeiin lie

As in bed; also used for th@iced schw, like a in about

=% Like & in lay

Like the ee in streetubshoter
Between lav and lav
Like oo in too

Consonants as in English, with the faliag notes:

g Always hard as in get

h As in here

kh, ch Like Geman Bach (kh is used fdr, ch forx)
s Unvoiced as in sing

sh As in she

tz Like ts in hats

z Voiced as in zoo




The Fyre and Lightning Congor

Founded in 1974, thEyre and Lightning Consott is a goup of central/ermont musicians
dedicated to the study and perfance of Medieal, Renaissance and traditional music frg
Europe, as @l as the traditional music of the SephardiwsleMore recenyl the consdrhas
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Arvolera: Music of the Sephdic Jews
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Visit Fyre and Lightning on theeh atwwwfyreandlightningcom
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All songs BMI
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More information abouBerakhot: A Midrash Cantatas availade on the web at:
wwwsomevare.com/beakhot
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