
































22 The Sephardic Scholar

satisfving to present a peasant — not a Jew or even someone of mixed
—asa aking coward, for it enabled him to demonstrate with
us subtlety that no one in Spain was beyond the reach of the
capricious, perverse, unpredictable, arbitrary and relentless cruelty and
injustice of the Holy Office.
In the conclusion to his interlude El retablo de las maravillas (The
‘onder Show), Cervantes showed the lunacy of a peasant community
that assumed an army quartermaster had to be a coward simply because,
as they all mistakenly believed, he was of Jewish ancestry, “ex illis,”
‘one of them’. With vengeful genius Juan de Luna chose to make a
peasant, the very symbol of Old Christianity, a coward. In the process,
he revealed how all people in Spain — even lords and grandees —
tremble when they hear the words Inquisitor and Inquisition. Lope de
Vega, faithful to the stereotypical presentation of the cowardly Jew and
tainted hidalgo, made now one, now the other the victim of a joke meant
to amuse the Old Christian majority in his audience. And yet, his great
gift for artistic empathy enabled him to present, even within the skeletal
frame of an anecdote, the sense of anguish experienced by the hidalgo as
he rehearsed in his mind a life’s words and deeds; words and deeds, even
a blemished birth, that might be considered suspect and could soon be
the raw materials of a prolonged and painful inquisitional trial.
From three versions of a simple anecdote I have teased a series of
details which help us to experience yet again how the Inquisition, that

bastion of Christianity, destroyed the pluralist paradise that Spain
might have been.
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GREEK ELEMENTS IN JDEO-SPANISH
TRADITIONAL P¢ TRY*

by Samuel G. Armistead

Almost from the moment of its discovery by modern Western
scholarship, the Judeo-Spanish ballad tradition — the Romancero —
has been enthusiastically hailed for its notable ar aism. The Sephgrdlc
ballads were seen primarily as a precious repository of late medu.a\'/al
narrative themes — themes which may otherwise have been familier
only in their sixteenth-century modalities, in gothic-tvpe pliegos sue]tos
(‘broadside”) and cancioneros, (‘ballad-books’ybutv ch h?lfi long since
become extinct in all other modern geographic subtraditions of the
Pan-Hispanic Romancero. In his path-finding "Catélogg del romancero
judio-espafiol” (1906-1907), Don Ramén Menénde?z Pidal ‘pralsed the
Jewish-Spanish ballads first and foremost for their arc?alc character
and the great fidelity of their tradition. For Don Ramén, the Judeo-
Spanish ballad tradition was “‘more ancient and Venerab%e than that'of
any other region where our language is spoken.” Ac.corfimg to Menén-
dez Pidal, *...the Jewish versions have greater poetic VIgor... than do
the early Spanish ones and thus they represent perhaps an even more
archaic tradition... than that which was printed in the sixteenth cen-
tury.””* Again, in a lecture delivered at All Souls Coll;ge, O).ﬁflord, in
1922, Menéndez Pidal fervently evoked the Sephardic tradition, as

A longer version of the present article was read at the Second International
Sephardic Symposium, held at San Dicgo (California) in May 1975. The com-
plete paper will appear in English in the journal, Laografia (Athens), vol. ?2;?
Spanish translation forms part of the book, En torno al Romancer.o sefardi:
Hispanismo y balcanismo de la tradicion judeo-espafiola, by S.G. Ar.mlstefld and
J.H. Silverman, with a musicological study by 1.J. Katz (Madrid: Catedra-
Seminario Menéndez Pidal, in press).

Samuel G. Armistead is Professor of Spanish Literature at the University of
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5 The Sephardic Scholar

renowned poets of the Spanish Golden Age of Jewry (such men as
S« mon Ibn Gabirol, Yehuda ha-Levi, and Abraham Ibn Ezra of the
cleventh and twelfth centuries), Matsa regar  d as the oldest (ibid.:13).
Some of the hymns are quite lengthy, comprising from four to six
trochaic syllables, and employing the same rhyme scheme in each of
their stanzas. However, Joseph Matsa maintains that the Janina Jews
borrowed many folkloric elements from the Greek (ibid. :16).?
Moreover, he included in an addendum, entitled Epimetro, four musical
notations for three of the hymn texts (ibid..60-61).

Here indeed was a rarity: four melodies from the extant Janina
tradition preserved in modern musical notation. At a glance, the melo-
dies appear as hymn tunes, whose musical strophes carry not only metric
time signatures with Italian tempi designations, but also their respec-
tive metronomical values, enclosed in parenthesis. Joseph Matsa shed
no further light on the music, other than to mention their relationship to
the demotic (‘vernacular’) Greek poetry of Epirus (ibid.:1).

Of the published melodies in Matsa’s book, the first three hymns
were sung by the late Anna Raphael, the last by Anna Matsa. All were
notated by Anast[aseos] Remoundo. Yet, the only way to verify their
hymn-like character was to seek out additional performances by other
Judeo-Greek informants.

Fortunately, there reside in New York a number of Greek-speaking
Jews, natives of Janina, three of whom we had the pleasure to record.
From the outset it was extremely interesting to learn, upon interviewing
our informants, that each could not recall tunes for texts other than
those for which the musical notations were given in Matsa’s collection.

1us were we able to record additional renditions for the same three

xts, and were afforded the opportunity to compare our transcriptions

th the published notations, thereby gaining further insights into their
performance, formal structure, the modal structure. Since we were not
interested in obtaining variant texts, we provided each of our informants
with the respective texts in question, recording only those for which they
knew a tune.

What follows are some critical notes,a translation, and a musical
analysis of the transcriptions of each of the three hymns in this study.

I. “Kina glossa” (‘Start to Speak O Tongue’) (Matsa 1953:21-26)

This Purim hymn consists of fifty quatrains, which were derived
from the Book of Esther. The hymn, known by its incipiz, “‘Kina glossa,”
was circulated widely, and young and old sang it at parties during the
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; of Purim. As Matsa explains (ibid..), in olden days it was printed
imphlet with Hebrew characters; in more recent years it was
. in Greek, neither of which he was able to find. However, he
. more accurate transcr :ion from a manuscript inserted in the
»f an old prayer book, preserved in the Municipal Museum of

Both manuscript collections, from which these hymns were
are written in a clear hand, and have vowel points. Below is a
:ion of the first four quatrains.

Purim Hymn
1t to speak O tongue
miracles unsung,
aken those who inertly recline,
ke them inebriate with wine.

., drink, in reveling delight,
‘easting and gladness and light,
get not the All Highest,

ke God’s freedom manifest.

‘get not the poor brother,

d gifts to one another,

ite alike both rich and poor,
ise the Lord with voices pure.

ore Haman’s blow could injure,

d himself prepared the cure,
myrtle Esther reigned,

liberty ordained.
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Example 1: “Kina gloss” (Matsa 1953:60)

























































































