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Digging for Hope: Gold Diggers of 1933 as a Creative Depiction of

Economic Struggle and Resilience
Yakir Ariel

The musical film Gold Diggers of 1933 was made before Hollywood had imposed
Hays Code, a self-censorship measure. The freedom from restrictions is what makes
the movie, on the one hand, brisk, witty, and — even in today’s standards — highly



presumptuous, while, on the other, be embedded with earnestness and political
substance. In this paper, | attempted to apply the film as a solace for viewers and the
film’s makers alike, during the Big Depression. The film promotes values of friendship,
empathy, altruism, and love and uses them as a means of alleviating economic and
social hardships. These values contrast with the utilitarianism, self-centeredness, and
individualism that are embedded in the foundations of capitalist conduct and have
caused a devastating economic and social crisis due to their supposedly inherent greed.
The solace is shaped by the musical numbers. The movie opens with the illusionary
atmosphere of We’re in the Money, and continues with the surreal escapades made of
real-life Broadway charades. I've Got to Sing a Torch Song attempts to expose false
promise within capitalism and carries the movie to verisimilitude. The quasi-realism of
the final scene, an illustrative performance of “Remember My Forgotten Man”, is the
transcendent objective of the film’s course. | demonstrate how the structure of the
songs, their cinematic representations, and post-production alterations to the film's
sequence of scenes work together to convey a powerful social message in a concrete
time of adversity.
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Tzvi Avni’s The Ship of Hours (1999) and His Search for an (German-?)
Israeli Identity
Ronit Seter

In 1935, Hermann Steinke (b. 1927) left his home town Saarbrucken following the Nazis’ rise to
power. He returned there in 1999 as Tzvi Avni (his Hebraized name), as a leader of his
generation of Israeli composers of art music, to receive a prestigious prize from the president of
Saarland, Reinhard Klimt. The celebration included a concert “of my works in the palace
(Schloss) of Saarbriicken, whose basement served a headquarters for the Gestapo during
Hitler’s reign...” During the last two decades, Avni’'s works have been performed in
Saarland—and across Germany—more than in Israel, where he developed his style.

Brigid Cohen’s approach to “dilemmas of cultural plurality (rather than the nation’s unity) and
displacement (rather than impermeable boundaries)” (JAMS 2012) informs my analysis of Avni’s
multifaceted exile identity. In my multiple interviews with him, he expressed his proud lIsraeli
identity, which is affirmed by his reception in Israel, where he has been consistently seen as an
Israeli (non-hyphenated) composer. In Germany, however, the “Deutsch-Israelischer Komponist”
qualifier appears often, including in his biography by Friedrich Spangemacher (2021).

This paper explores Jewish (vice Israeli), French, and German identity topoi expressed in one of
Avni’'s celebrated orchestral works, The Ship of Hours (1999, commissioned in Saarbriicken),
from the point of view of mobility, transnationalism, and transculturalism (unlike earlier
scholarship: Brod & Cohen, 1976; Bohlman and Slobin, eds., 1986; Fleisher 1997; Hirshberg
2005; and Shelleg, 2014). Analyzing the roots of his style, | argue that young—pluralistic—Israel
shaped Avni’s music, and that his musical responses serve as cultural testimonies. | show
Mizrahi (Oriental), yet non-exoticized, identity markers in Avni’'s works of the 1950s, such as
Capriccio (1955) and Summer Strings (1961), inspired by his teachers, composers Paul
Ben-Haim (Munich—Tel Aviv, 1897-1984) and Mordecai Seter (Novorossiysk—Tel Aviy,
1916-1994); Jewish and avant-garde stylistic markers in his works of the 1960s and 1970s,
such as Meditations on Drama (1966), shaped by his studies with Vladimir Ussachevsky at the
Columbia-Princeton Electronic Music Center; and his quasi-post modern style developed during
the 1980s and 1990s, as in his Se questo € un uomo (1998).
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When is an Offtonic Recap not an Offtonic Recap?
Yoel Greenberg

The double return of the principal theme and home key has long held pride of
place in theories of sonata form. For James Webster it is the paramount feature of
sonata form; similarly, for Hepokoski and Darcy it is the feature that lies at the heart of
the sonata-theory typology, distinguishing between types 1-3. Several scholars have
already noted that off-tonic recapitulations render this typology fuzzy, with John L.
Snyder wondering whether a subdominant recapitulation can “legitimately be called a
recapitulation” and consequently, whether the movement as a whole can be truly
considered as a sonata form movement. In this paper | take this argument further,
demonstrating that the off-tonic recapitulation is itself a fuzzy category.

| shall discuss examples of a variety of works from the 1750s to the 1770s in
which it is difficult to determine whether or not the recapitulation should be considered
off-tonic or not. In some, the moment of return itself is unstable, yet not entirely
off-tonic. In others, it seemingly begins on the tonic, yet quickly destabilizes the sense
of tonal return. In yet other examples there are both tonic and off-tonic returns, with
either of these holding equal stakes as to the status of the “true” return (if such a status
can be considered historically valid at all). | present these examples within the broader
context of gradual transformation of binary form into sonata form'’s “synthesis between
binary and ternary principles,” demonstrating how the balance between these principles
gradually tips over time.



Retracted Tonal Areas in Sonata-Form Expositions: Circular
Directionality in Early Nineteenth-Century Music
Bar-Yoshafat

This paper examines sonata expositions where, after the S-zone has been
sufficiently  established, a suggested third key appears as an alternative final
destination but eventually returns to the SK. The question arises whether such cases,
with an interim foreign tonal area (lengthy and distinct enough to justify the label),
should be viewed as two- or three-key expositions. Instead of an “either/or” approach,
this paper proposes that during the early 19th century a middle ground between the two
options emerged, whereby one could point at three tonal centers existing within an
underlying two key division.

Several analytical concepts are suggested to provide a more flexible
form-function model. | apply the term “Interrupted SK Expositions” (ISK) to describe
instances that include an expanded SK-digression, and “Retracted Tonal Areas” (RTA)
to describe the digressive action space. Most often, the RTA is divided into a thematic
zone and a transitory passage leading back to the SK. Given that transitory passages
are not always marked by energy gain | label them as “S-RT” (SK-retransition) rather
than TR2 (a concept more appropriate for linear three key expositions). Three subtypes
of RTAs are discussed: those that include a PAC (“Cadenced TA”), those not including
tonal confirmation (“Non-Cadenced TA”), and those comprising more than one local
center (“Consecutive TAs”). The case studiesinclude opening movements of piano
sonatas and chamber works dating from the first third of the nineteenth century,
composed by Dussek, Reicha, Burgmdller, Prince Louis Ferdinand of Prussia, Berwald,
Onslow, Potter and Schubert.
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