


own standard prayerbook in 1892—successor editions to which are still in
use today. It is perhaps noteworthy that fully five years before this, an official
music service book was produced, under the title of Kol Rinah V’Todah
(“The Voice of Praise and Prayer”). The preface to the 1899 second edition
(the first having appeared in 1887) offers a commentary on the purpose of
the volume, the attitude to choral singing and training (especially in view of
the involvement of boy singers who would be tutored through the Hebrew
schooling system) and the need to ensure variety in the music (so that the
same material is not used every week) all make for very interesting reading
from a social history perspective.

The 1899 edition of Kol Rinah V’Todah benefited from the services of the
highly musical Rabbi Francis Lyon Cohen* and David M. Davis. Davis was
around to work on the preparation of the third edition, which eventually
appeared in 1933, a year after he passed away, and had the benefit in that
time of the excellent musical ministrations of Samuel Alman. Aside from
correcting a few errors for its 1948 re-impression, Kol Rinah V’Todah has
not been touched since.?

Into the Twentieth Century

The final stage in this journey takes us to the period immediately prior to
World War I and runs on, in effect, to the eve of World War II. Mombach
died in 1880, Wasserzug in 1882 and Hast in 1911. Their music settled into
the fabric of Anglo-Jewish tradition, where the better pieces have remained
ever since. Regardless of their original backgrounds, they found themselves
obliged to contribute music of a Victorian/Edwardian confidence that suited
the general confidence of the pre-W W1 Britain that became their home. This

25 Initially cantor/minister at the Borough Synagogue, one of the first to be founded
in the new community developing just to the south of the River Thames, but by the
date of the republication, already based in New South Wales, Australia.

26 Thelastrepublication, which is still widely available and referred to, was in 1980,
and aside from changing the familiar blue binding to a black one, it made no changes at
all. There were informal plans in 1995 to review it, revise the content, include new mate-
rial and discard much that is no longer used etc., the significance of 1995 being the 125th
anniversary of the United Synagogue. My father, Victor Tunkel, had some involvement
with this. According to him, the individual who was supposed to have been mastermind-
ing the musical assembly involved, apparently lost a lot of material when he suffered a
computer crash. He never got around to restoring it, and that is where matters stand.
Frankly, given the degraded state of musicianship in Orthodox shuls in the UK today, a
revision of this music is altogether rather unlikely now.
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was the music of the Jewish community of the World’s greatest empire. And
even as, in later Victorian times, the Great Synagogue ceased to be the com-
munity for London’s expanding and proliferating Jewish community, much
of the classical music of Mombach, etc. was carried to the newly emerging
synagogues and communities that were beginning to flourish as London
itself expanded.

Layer onto this a very different Jewish immigration, that from Poland and
Russia. In the 1880s, Jews started to arrive in the UK by the boatload, escaping
from the rampages of the Tsar and the pogroms that his loyalists either encour-
aged or executed. They brought music which was much more “dark brown”
in texture. The cantorial style was more florid, and the choral underpinning
was more insistent and less jaunty. The East End of London began to brim
full of little synagogues, each with a cantor and many with choirs (the darker
melos of East European Jewry had nevertheless embraced with enthusiasm
Sulzer’s choral innovations as a concept). Yiddish was their lingua franca and
shul music started to take on board the hue of Yiddish folk song.”

While numbers of cantors came to the UK, either temporarily before reach-
ing America or to settle and make their careers, in terms of contribution to
the music and compositions they used, there is one name that dominates
this period: Samuel Alman. He came from Podolia originally, and arrived
in London in the first years of the 20th century, leaving behind a career (if
you can call it that...) as a bandsman with the Tsar’s army. Alman anglicised
himself, obtained an ARCM degree from the London Schools of Music, rose
to prominence at the Great Synagogue, and aspired throughout to a greater
degree of general musical recognition. As well as his two volumes of synagogue
compositions (Shirei Beit HaKnesset 1925 and 1938) and a great number of
part songs, Alman’s musical credits include the Ebreica String Quartet, a num-
ber of organ preludes and, most importantly of all, King Ahaz, the only grand
opera ever written in Yiddish. It had four performances at a Yiddish theatre
in the East End in 1912 before closing after losing some £8,000 (a very large
sum for those days).

27 Doubtless with a view to the development of Anglo-Jewish musical usages,
the arrival of new music from Europe (new, at any rate, to the UK) and the changes
in fashion, it was in the early 1930s that the United Synagogue commissioned David
M. Davis and others to work on a new edition of Kol Rinah V’Todah, which appeared
in print in 1933, a year after Davis passed away. He was the link to the preceding edi-
tion in 1899, and to the date of his death served as choirmaster at the New West End
Synagogue. The new edition contains some of his compositions, but it is proper to
regard Davis as essentially a member of the Victorian/Edwardian age rather than the
phase which followed it and which Alman dominated.
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The illustration to the right is from a cassette of selected "

Song Gycle From J

arias from King Ahaz (and songs from Shostakovich’s [
Song Cycle from Jewish Folk Poetry), released in London
in 1984.%

The Anglo-Jewish musical tradition has rather fossilized
from this point onwards. No singers, composers, choir-
masters or musical directors of the stature of Alman have
arisen since his death in 1947. Choirs of men and boys in e
the Orthodox tradition have disappeared (it being rather I
difficult to persuade boys to train for these enterprises when there are so
many other distractions and demands on their time). And the cantorate itself
is in a poor state of health. Indeed, there is only one Orthodox Synagogue in
London (and none outside) with a full-time cantor (St John’s Wood, where
Cantor Moshe Haschel still serves with distinction). Home-grown talent is
difficult to find, and priorities in synagogues with complex and restricted
budgets now do not favour the cantor and his music any longer. Indeed, the
larger Orthodox communities have fragmented, to the point where five or six
different services, designed to appeal to varied tastes in worship, take place
each Shabbat or festival on the same campus.

For all that, there is considerable reverence for the traditional music of
the Anglo-Jewish tradition. Few people outside the ranks of the cantors and
singers can tell you who wrote which particular pieces or tunes, but there
are a great many that are still sung (congregationally, if not with choir and
soloists). Much of the classical music of the Anglo-Jewish tradition (including
Mombach, Alman, Hast and the whole of Kol Rinah v’ Todah 1933 edition)
can be downloaded in MIDI format from www.shulmusic.org.

Daniel Tunkel is a lawyer who maintains keen involvement with Jewish music
activity in London and New York. He can be reached at daniel.tunkel@sjberwin.
com. This article originated as handout notes to accompany a workshop session at
the 18" Annual North American Jewish Choral Festival, July 8-12, 2007.

28 King Ahazhas once more started to attract some interest. I participated in De-
cember 2006 in a concert with London’s Zemel Choir at the Purcell Room in London’s
South Bank Centre, where the choir with soloists performed a rather vibrant chorus
scene from Act 2 of the Opera (dealing with the rather distasteful subject of Moloch-
worship!), and soloists Eliot Alderman (tenor), Ben Siefert (bass) and Gwendolen
Burton (soprano) entertained with solo arias from elsewhere in the score.
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Nothing New Under the Sun:

What’s Still Wrong with Our Synagogues?
by Shoshana Brown

Having fixed my mind on the presumptuous task of writing the definitive essay
on what’s wrong with shu/ today?—I start to get a creeping feeling. Someone
else has beaten me to it, and probably in a fashion that I could never equal.
I go to my bookshelf and pull down a wonderful collection of writings by
Abraham Joshua Heschel, and find a much-underlined and margin-starred
essay in which Heschel writes:!

Our services are conducted with pomp and precision. The rendition of
the liturgy is smooth. Everything is present: decorum, voice, ceremony.
But one thing is missing: life. One knows in advance what will ensue.
There will be no surprise, no adventure of the soul; there will be no sudden
burst of devotion. Nothing is going to happen to the soul. Nothing
unpredictable must happen to the person who prays. He will attain no
insight into the words he reads; he will attain no new perspective for
the life he lives. Our motto is monotony. What was will be, and there
is nothing new in the synagogue. The fire has gone out of our worship.
It is cold, stiff, and dead. Inorganic Judaism... The services are prim, the
voice is dry, the synagogue is clean and tidy, and the soul of prayer lies in
agony. You know no one will scream, no one will cry, the words will be
still-born... Assembled in the synagogue everything is there—the body,
the benches, the books. But one thing is absent: soul. It is as if they all
suffered from spiritual absenteeism. In good prayer, words become one
with the soul. Yetin our synagogues, people who are otherwise sensitive,
vibrant, arresting, sit there aloof, listless, lazy. The dead do not praise
God. Those who are spiritually dull cannot praise the Lord.

It seems nothing much has changed. Andyet, our true calling—as cantors,
cantorial students, cantorial soloists, as rabbis and as lay worship-leaders—is
to try and raise these dry bones and make them live again! But first we have
to look at why they died. As a part-time cantorial soloist, a cantorial intern
with the Cantors Assembly, a cantorial student with the Alliance for Jewish
Renewal (Aleph), and as a member of a suburban Conservative synagogue,
I get the opportunity to experience and to study—kivyakhol—this phenom-
enon from a number of different angles. Of course we now live in a “post-
B’nai Jeshurun” world, where droves of synagogues—both Conservative and

1 “The Spirit of Jewish Prayer, Moral Grandeur and Spiritual Audacity, Susannah
Heschel, ed. (New York: Farrar, Straus and Giroux), 1996: 100-103; originally published
in Proceedings of the Rabbinical Assembly of America, vol. 17, 1953.
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Reform, and perhaps some Reconstructionist and certainly non-affiliated
congregations—all want to jump on the bandwagon (or, rather, bring the
bandwagon into the sanctuary) and host “Friday Night Live” services. Many
cantors and rabbis are now trying, even on Shabbat morning, to slip in some
freylekh and easily-learned tunes by the late Reb Shlomo Carlebach, by Deb-
bie Friedman, Craig Taubman, Shefa Gold and other contemporary Jewish
composers. Despite the hue and cry amongst some of our number about
the “dumbing down” of the service, by and large I would say this is all to the
good. Let prayer be alive; let the people dance, let them clap, let them praise
God with all their bones!

But let’s also face facts. Out here in the suburbs these services are few and
far between; and they all too frequently have a feeling of artificiality to them.
“Oh, we're supposed to dance now! Look, the rabbi is trying to lead us around
the sanctuary; come on, let’s have ‘fun’ [like those people on the Upper West
Side]” I work at a small shul with a Renewal rabbi-in-training. He is one
of the most sincere, heartfelt ovdei HaShem 1 have ever been privileged to
know. But we cater to young, mostly wealthy Long Island families who put a
premium on seeing their sons and daughters become b’nei mitzvah, and we
are so busy running these showcase-services for their offspring that there
is no time (or space; our sanctuary is still very small) to cultivate a rhythm
of regular services with a regular kahal of folk who are there simply for the
sake of the worship of God. The rabbi has me strumming guitar, beating my
djumbek,? singing all the heartfelt alternative tunes you could want, but in
truth I am more likely to feel a bit of a pulse from the congregation when I
intone the old-fashioned tunes for Ein Kamokha, Aleinu, or Adon Olam. Why?
Because the only people in attendance who know any of the songs or prayers
are the grandparents and great-grandparents of these young bnei mitzvah!
Everyone else—so beautifully turned out with their expensive suits and per-
fect nails—sits and listens. It is not worship; it is a show—or to be kinder, a
celebration like a graduation or a wedding. They come to support the child
and the family (and certainly to celebrate with them at the subsequent party).
That is the only reason they are there; they have not come out of a felt need
to connect to the power source that vivifies all existence.

My firstjob as a cantorial soloist on Long Island was at a small Reconstruc-
tionist congregation—a heimish place where the politics were ultra-liberal
and the people were down to earth. Iliked this community a lot, and by and
large they liked me. But they did not like to pray! They liked to study, debate,
discuss, hold book groups and fun-filled social fund-raisers. But they did

2 Small hand drum.
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not “get” prayer, and can you blame them? The less-than-a-minyan of faith-
ful regulars were taught by the rabbi that prayer is really an “inner dialogue,’
in which we remind ourselves of what we need to do to repair the world. Of
course this is true to a certain extent, and a noble sentiment. But who needs
to go and sit in a synagogue for two or more hours on a beautiful Saturday
morning in order to have an “inner dialogue?” Why not have it on one of our
world-class beaches, or, if we're really serious about this “repairing” business,
at a political rally, or a soup kitchen?

In the Conservative shul where I go to pray simply as a congregant, I am
impressed by the much higher number of regulars who come simply because
it is Shabbat. But it amazes me that they are satisfied with a service in which,
as Heschel writes, “there will be no surprise, no adventure of the soul...nothing
unpredictable must happen” I suspect that, like me, they come to connect
as a community. Many of us do not arrive until well into the Torah service.
“Goldberg comes to talk to God; I come to talk to Goldberg.” There is some-
thing sweet, and honest, about this old joke. If I want to take my time with
my tfillah, and to sing my soul out, I'd better stay at home and daven alone.
But I take seriously Rabbi Hillel’s teaching, al tifrosh min ha-tsibbur,? and once
a week (if  am not working a bar mitzvah) I go to talk to Goldberg.

Well, whom have I not picked on yet? Ah, there’s my holy kevra the Jew-
ish Renewal crowd! Indeed, amongst my cantorial- and rabbinical-student
colleagues, and amongst our esteemed teachers, there are so many whose
spiritual practices and energies I am nourished and awed by. That being said,
itis notinfrequent that a Renewal-style service (which you may experience at
the Jewish retreat center, Elat Chayyim, if there is no Renewal kahal in your
area) may strike one asjust “too much fun” I admit it, we are “spiritual ecstasy”
junkies! But sometimes one needs to descend from the “high,” to get down
and deep with God, and to connect in a livable way that you can do evenona
weekday, even alone and away from the drums and the dancing throngs. And
truly Renewal services vary tremendously, depending on whether they are
led by some of Renewal’s most learned, serious practitioners, or by a Renewal
“newbie” in his/her living room, who may be full of earnestness and true love
of God, but have next to no understanding of the siddur, the matbeia,* or the
way Jewish liturgy is supposed to work.

The problem is, in so many places, it isn't working. And why is this? When
I think back on some of the most satisfying Jewish liturgical experiences I've
had in the 20-plus years since my conversion (and some of these were before

3 “Do not separate yourself from the community” (Pirkei Avot 2: 4 -5).
4 Statutory parts of the liturgy.
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my actual conversion),  ask myself: what did these davening experiences have
in common? It was the joyful energy, and the commitment of the worship-
ers—not to tfillah only, but to living a Jewish, and largely observant Jewish
life. Some of these services were in Yerushalayim, in places like Baka’a and
French Hill, or at Machon Pardes where I studied for a year; and then there
was the Orthodox minyan at Harvard Hillel in Cambridge; and some were
amongst the JTS-community when I was a graduate student there, living on
the Upper West Side. Now I frequently experience exquisite services when
I congregate with my fellow “smikhah-student” colleagues at various Jewish
Renewal functions. This latter group does not—on the whole—share the same
intensity of commitment to traditional halakhah as the other groups men-
tioned, but their commitment to learning, to tikkun olam, and to nurturing
their personal spiritual lives brings a similar kind of oomph and authenticity
to their joy in davening. Most of these groups, by the way, functioned with-
out any official rabbinic or cantorial leadership per se. They were, however,
liberally sprinkled with rabbis, cantors, or clergy-in-training.

So what do I make of this? Why do Heschel’s words ring as true today as
they did over fifty years ago? Some things don’t change. It takes a lot of work
and commitment to live a serious Jewish life, especially a God-centered one.
Perhaps within the mainstream and right-of-mainstream Orthodox world
there are a good number of individuals who live an observant life out of fear,
superstition, or guilt (rather than out of a freely-chosen commitment); never
having felt comfortable in that world, I never lingered there long enough to find
out. What all the groups I mentioned above have in common is self-selection.
All the young and not-so-young adults with whom I have fond memories of
davening, and whose davening was so deep or so joyous, were there because
they wanted to be there, and to be no where else! They were driven by love
and passion: their welcoming of Shabbat haMalkah on Erev Shabbat, and
their lusty singing of Nishmat Kol Hai on Shabbat morning were the joyful
outpourings of their souls at the end of a week during which they had worked
hard to do mitzvot and keep God in their consciousness all week long.

You can bring in the guitars, the drums, the tambourines; you can hire Craig
Taubman and his band as your special musical guest for a unique Shabbaton.
You can hire famous speakers or Torah-teachers, you can go on retreat, do
havdalah on the beach...but in the end, all these things are only, at best, tools
to get people to “taste, and see that the Lord is good!” At worst, they are gim-
micks that synagogue members can boast about (“Our shul brought fill in the
blank currently-popular-spiritual-teacher’s name out for a Shabbaton!”), a
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kind of “status symbol,” but hardly a sign of how they are going to live their
lives the rest of the week.

Heschel, in response to suggestions for ameliorating the problem of low
synagogue attendance with the institution of specially-designated Shabba-
tot, such as “Boy Scouts Sabbath,” “Jewish War Veterans Sabbath,” etc. (we
all know the trick of ear-marking certain Shabbatot for certain grades of the
religious school, where they “lead” or make “presentations”), remarks wryly,
“Why nota Sabbath Sabbath?” He goes on to emphasize, “Spiritual problems
cannot be solved by administrative techniques” Our current-day efforts to
solve our spiritual malaise through musical or other techniques to enliven
our worship are somewhat more to the point, but in the end they are still
“techniques” In truth, I can only think of two things that can lift us up out
of the doldrums, bringing authenticity to our group prayer, and these two
things are actually the same thing.

They are not easy to come by. They cannot be purchased out of the rabbi’s
or cantor’s discretionary funds. They cannot be won by the hard work of
the ritual committee. They have little to do with the synagogue’s attendance
numbers or the health of its coffers. They are:

1. The commitment of the individual congregant to loving God with
all his/her heart, soul, and strength; and

2. The same commitment on the part of the rabbi/cantor and/or
spiritual leaders, with an added emphasis on their daily prayer
life.

By this I don’t mean simply going to daily minyan and being yotsei; I mean
paying attention to the words they are saying to God each day; rejoicing with
God, crying before God, attempting at some level a certain amount of d’veikut
in their davening each day. No matter how beautiful the cantor’s voice may
be, no one is going to “get it” if it is just beautiful. Much better a simple con-
gregational sh’liah tsibbur who transmits true piety, reverence, and simhah
in coming into God’s presence than a Metropolitan Opera understudy!

Can arenewal of piety and commitment to personal prayer with kavvanah
on the part of the k’lei kodesh bring about a revolution in Jewish worship
today? If you measure this by numbers (of people at a service, of families
who join, etc.), the answer is very likely “hardly at all” But at a deeper, more
serious level, I think the answer is “yes,” and I am happy to say that I believe
the revolution has already begun. More rabbinical and cantorial students,
even ordained clergy, are studying spiritual direction than ever before. The
subtitle of a recent article in The New York Jewish Week informs us that “grow-
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ing numbers of the liberal [Reform] movement’s teens and young adults are
embracing tradition, posing a challenge for leaders.” According to this article,
about a quarter of the campers at a New York Reform summer camp, when
confronted with a visiting musician who led the Friday evening prayers set
to “an easy-listening jazz sound,” walked out of the service. In small groups
outside the main pavilion, they formed their own minyanim, in order to daven
in a way that was more authentic for them. They didn’t want jazz Shabbat;
they just wanted Shabbat! They didn’t want to be an audience; they wanted
to be a kahal.

Can such a renewal be brought about? Yes, but only by one individual
at a time; and they must come to the water—and drink—by their own voli-
tion. What is new about this? Nothing really. It's been the same since Rabbi
Abraham Joshua Heschel’s time, since the time of the Baal Shem Tov, since
the time of the Hebrew Prophets, and since the days of Moshe Rabbeinu
and Avraham Avinu as well. The one “new thing” of our day is that now
women—Ilike myself—can speak out about it as well. But that hardly changes
the real issue. It may not be the whole of the solution, but if a commitment to
connect authentically with God in prayer, on a daily basis, and to strive to live
continually with the consciousness of being in the presence of God (through
the observance of mitzvot throughout the week) are not the starting points,
then all other “solutions” are doomed to fail.

Many questions yet dangle: what about Hebrew literacy? Should we pray
in the vernacular so that we will understand what we're saying? If so, what
becomes of our awesome connection with the past, with our ancestors, and
with Jews all over the world—and what of the mystery, beauty, and playfulness
of the Hebrew language itself—that will be lost if/when we move away from
Hebrew? If we stick with Hebrew, how can we possibly educate enough youth
and adults at a serious—and sophisticated—enough level, so that they are
not just getting the syllables correctly off the page of the siddur, but are also
understanding what they are praying? How can we get them to give up enough
of their time and energy to commit themselves to such serious study?

What about the length of services? Do we really need so many prayers, so
many words? Is it not perhaps better for a davener to say fewer words, fewer
prayers, but say/chant/sing them more slowly, with more understanding, with
greater kavannah? What about the “flow” of our services? Are our rabbis
and cantors even trained to think about how to channel the energies of the
tfillot in their fixed order in such a way as to maximize the effectiveness of

5  Debra Nussbaum Cohen, “Reform Youth Flexing Their Ritual Muscle,” The
Jewish Week, August 10, 2007.
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the service’s flow from “fore-pray” to “pray” to “implore and thank” to group
study (Torah reading and dvar Torah), and back out into the world again?

These are serious issues, and there are scores of others that might be raised.
But until we prayer-leaders take our own prayer lives—and our Jewish prac-
tice—seriously, very little will actually change. However, there is hope. Jews
starving for genuine spiritual nourishment, parched for a glimpse of “godli-
ness” in their Jewish communities, can, like those young Reform campers, vote
with their feet. It is up to us whether they will find what they are looking for
with us, or whether they will walk out on us. But you can be sure that those
who sincerely seek the Blessed Holy One will ultimately not be forsaken, as
we are reminded every time we recite the familiar Ashrei (Psalm 145: 18;
translation from Siddur Sim Shalom, 1985):

The Lord is near to all who call,

To all who call upon Him in truth.

Is our task an easy one? Once again, Heschel’s words are profoundly—and
perennially—true: “We must not think that kavvanah is a small matter. It
requires effort, and we may fail more often than we succeed. But the battle
for kavvanah must go on, if we are not to die of spiritual paralysis.”

Shoshana Brown serves as cantor at Simchat HaLev in Syosset, New York. She is
enrolled in the Cantors Assembly Cantorial Internship program, and a student in
the cantorial program of the Alliance for Jewish Renewal. Her book reviews and
articles on Parashat HaShavua appear regularly in The Jerusalem Report.

6 Iamindebted to my teacher Reb Zalman Schachter-Shalomi for this felicitous
coinage; but much more deeply indebted for his master-teaching in the field of “dav-
enology’”

7 Moral Grandeur, op. cit., p. 114.
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How My Being in the High Holiday Choir Turned Me
into a Shul Goer
By Raymond P. Scheindlin

“You’ll be in the choir” I was only about seven years old and didn't really
understand what the old man was talking about; but with those words he sent
me down the path that led, six decades later, to where I am this day.

The pronouncement was made at the far end of our synagogue’s assembly
hall. Mr. Russikov (I don’t know how his last name is spelled and no one is left
to ask) had told us three boys—me, Harry Blumberg, and Max Bliss—that he
wanted to talk to us after Kiddush. While the handful of old men who made
up the congregation were still gathered around the tiny table in front of the
dais having a second schnapps with herring on Tam Tams and chattering in
Yiddish, Mr. Russikov took us aside and told us each to sing “Aden Oilem,” the
hymn that comes at the end of the service. I don’t remember which one of us
went first, but when it was over, I was the chosen one—for this had turned
out to be an audition to sing in the choir during the High Holiday services in
the fall.

EEE

My parents were instructed to purchase a copy of the “uniform” mahzor
of Brith Sholom (nominally Conservative—but served by Orthodox rabbis)
Community Center in Philadelphia. This was the Orthodox High Holiday
prayer book compiled by British chief Rabbi Hermann Adler, a two-volume
set with Hebrew and English on facing pages, accompanied by a copy of
the S’lihot service, a ratty pamphlet densely packed from end to end with
all-Hebrew print. My parents authorized the shammash, Mr. Russikov, to
procure the books, and when they arrived, my mother inscribed my name
and address on the inside cover of the Adler Mahzor and on the first page of
the S’lihot pamphlet. Inside, Mr. Russikov had marked certain passages in
ink: one in the Selihot service, two in the Rosh HaShanah service, and one in
the service for Yom Kippur. The meaning of these markings became clear on
Saturday after services, when Mr. Russikov instructed me (but not Harry or
Max) to meet with him during Kiddush. The markings indicated my solos,
which Mr. Russikov proceeded to teach me. Each Saturday, he and I would
return from the assembly hall to the now-empty sanctuary, where he would
sing my solos to me and make me repeat them until I knew them. I had to
do more than get the notes and word right—with the shriveled, cigarette-
stained, yet translucent index fingers of both hands, he would conduct me
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as I sang, enforcing what I now know to call phrasing—matching the tunes
to the meaning of the words.

In summer, choir rehearsals began. Once a week, my mother would drive
me to the cantor’s house in the immigrant neighborhood and take her place
with the ladies—the wives of the cantor and of the adult choir members—on
the porch, where they would sit and gossip, while we, the singers, would gather
around the square steel table covered with oilcloth that occupied the space
between the sink and the stove in the center of the cantor’s kitchen. A the
sink’s end sat Cantor Pavalow, a bony, gray-haired elderly man, before him a
huge mahzor with big black lettering and pages greasy and crumpled in the
lower corners from decades of being pinched between the fingers for turning.
Facing him at the stove end sat the choir leader, a round-faced middle-aged
man with black hair. On one side sat the tenor and the bass, and facing them
sat I and Harvey, the cantor’s son. We sang in four parts, with the choir leader
conducting us, cueing us, and giving our pitches. In my case, the cues were
absolutely essential, as I had no idea of the order or contents of the service,
and probably couldn’t even read Hebrew very fluently at that stage.

Most of the choir’s work consisted in humming chords as background to
the cantor’s singing. Typically, when he would come to the end of a phrase,
we would hit a chord that harmonized it, and he would sing the next phrase
against the background of that chord until his melody forced a change of
harmony, and we would oblige by shifting to another chord. Sometimes
we would start the chord by repeating the last word of the phrase after the
cantor. There were a few composed four-part pieces, the only one of which
I can remember was a setting of the first paragraph of the U-N'taneh Tokef,
of which more later. There was a duet for me and Harvey. And there were
my four solos.

Philadelphia is always hot and humid in the summer, and ordinary people
did not yet have air conditioning; I did not even hear of it until a few years later,
when we moved to the suburbs. There were nights when I would lie awake
dripping in my bed, the hot pillow shoved aside and my head pressed against
the bit of wall under the open window, waiting for the air to stir, listening to
a rustling leaf and hoping that the puff of air that moved it would reach me.
In the cantor’s kitchen, the air was close, with the four sweating men and the
two boys crowded around the table with its sticky oilcloth surface. From the
cooler porch, the women could be heard chatting in a mixture of Yiddish and
English as we worked.

Harvey and I hated each other. Perhaps the heat made us short-tempered,
or perhaps it was having to keep still for so long at the end of the day. I found
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him revolting, for his hands holding the mahzor as he sat on my left had warts
on the backs and his fingernails were chewed to the quick. But perhaps the
real reason I was angry was that he knew what was going on and I didn't,
or perhaps it was an early case of singers’ competitiveness. The rancor was
mutual, and it grew to the point that at one rehearsal we ended up fighting,
really fighting, with fists, and somehow he came out of it with a bloody nose.
How this could possibly have happened is a mystery to me, because I was
the softest boy who ever lived, and don’t remember there being any free time
in which such a fight could have occurred. Maybe there was a break in the
rehearsal, and we went outside to cool off and got into a wrangle. Bloodying
his nose made me feel good, though I couldn’t escape the feeling that it had
happened by accident so that I didn’t really deserve to pat myself on the back.
I don’t remember getting into trouble over it. Since [ was a goody-goody and
he was a rough kid, he probably got blamed.

Summer passed. One night my mother woke me around 11 PM and got
me dressed in my itchy suit, and the three of us trundled off in our prewar
Chevy to the shul. It was the night of S'lihot, the Saturday night before Rosh
HaShanah, the beginning of the liturgical season of the High Holidays. S’lihot
begins with the psalm, Ashrei, and one of my solos occurred toward the end
of the psalm, so mine must have been the first voice heard after the cantor’s
that holiday season. I can only imagine the nakhes this must have caused my
parents and the old folks who were the shul regulars, and the envy and anger
it must have caused any of the other young parents—like two of my aunts
and my uncle—who happened to be present.

The services of the High Holidays are long and our shul did not have a
choir loft. Despite the imposing name of Brith Sholom Community Center,
our shul was a tiny, makeshift operation in a partly renovated 19th-century
brick schoolhouse beside a train track. It had no staff but a rabbi and a jani-
tor, and of course it did not have a permanent cantor or a choir, but only a
hired freelance cantor and his choir for the High Holidays. What had been
the schoolyard was an untended no-man’s land overgrown with weeds that
had almost become trees. On the second floor were classrooms (separated
by ancient movable walls called “sashes” covered with blackboard on each
side) and a tiny rabbi’s office piled with Hebrew-school textbooks and old
World Over magazines; and on the third, a tiny kitchen with neat stacks
of glass dishes. The ground floor consisted of a central hall flanked by two
large rooms—the assembly hall with a portrait of the late President Franklin
Roosevelt over the dais, and the sanctuary. The railroad tracks ran alongside
the sanctuary wall, right outside the window, probably close enough to take
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your hand off if you reached out while a train was passing. Trains didn’t pass
often, but from time to time they did, obliterating the service.

The sanctuary couldn’t have seated more than a hundred in its rows of
movie-theater-type seats. The bimah was a dais occupying one end of the
room and separated from it by a wooden railing, furnished with a large reading
table in the center facing the ark, a lectern to the left facing the congregation,
and the flags of the United States and of Palestine (since May of that year:
Israel), at the extreme right and left. We singers stood as we had sat in the
cantor’s kitchen: the cantor, in the narrow space between the railing and the
reading table facing the ark; the leader, facing him, with his back to the ark
and the rest of us around the reading table.

It was hard to stand still for so long, especially since, unlike the other mem-
bers of the choir, I didn’t know how to participate in the praying part of the
service. For long stretches I would shift my weight from one leg to the other,
fidget with the fringes of my tallit, and occupy myself by rubbing the nap of
fuzzy white cloth that covered the reading table, waiting for the choir’s turn
to hum a chord, sing a tune, or deliver one of its set pieces. Now and then
the leader would point to me, and I would perform one of my solos or do the
duet with the hated Harvey, then to sink back into boredom and daydream-
ing. During the stretches when I wasn't needed, the leader took pity on me
and whispered that I might sit down for a while on one of the two thrones
that stood beside the ark and relieve my aching legs.

I spent a lot of the time watching the cantor. He wore a white gown and a
huge crown-shaped white satin headdress (somewhat frayed) with a tassel,
and carried a tuning fork and a handkerchief. It was shocking to see him
throw himself to the floor during Aleinu, deflating to see him looking up at
us from the floor, supporting himself with one hand and waving at us with
the tuning fork in the other to keep us all chanting together. I wish I could
remember what happened to that white satin crown during Aleinu and the
other prostrations that occur in the course of the High Holiday services; I
don’t see how it could have stayed on as he fell, but I also don’t remember
him removing it in preparation for the prostration.

At one point in the service the cantor disappeared from the bimah, and
when Ilooked up, he was standing at the sanctuary’s rear entrance beginning
the prayer I now know as Hin'ni. This is the emotional moment when the
cantor proclaims, “Here am I, worthless, terrified, and panic-stricken for fear
of the God of Israel” His face was contorted—with the emotion described
in the text?—from concentrating on the complicated music? out of pious
awe? stage fright?—as he moved down the center aisle chanting the prayer
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in fantastic minor-key melismas against the sustained chords that we were
holding over from each cadence. The congregation, which had been restless,
now listened, rapt. But, though this prayer was intended to be the cantor’s
alone, they did not listen in silence, for the tension generated by the chant had
to be released. Each time he would reach the end of a phrase and we would
hit a chord, the congregation would chime in, too, especially the old men,
who knew and probably understood the words, singing the last word of the
phrase along with him and with us. He reached the bimah dabbing his face
with the handkerchief as the congregation stood for the majestic Kaddish
introducing the next part of the service. When the moment in the Kaddish
came for them to sing the response, all the energy pent up during the Hin'ni
was released, and the sanctuary itself seemed to sing with them. It was a
moment that impressed itself on me for the rest of my life. Luckily, no train
happened to pass by during that moment.

ek

Some twenty-five years later, I moved with my young family to Cobble
Hill, Brooklyn, and took up a position as professor of Hebrew literature at
the Jewish Theological Seminary in Manhattan. We attended services every
Saturday together at Congregation Baith Israel Anshei Emet, known as the
Kane Street Shul. Once a grand and important congregation, the shul had
been in a decades-long decline that began to reverse itself in the early seven-
ties thanks to an influx of young professionals who rediscovered city life and
revived the shul when it was on the point of closing.

Most of the congregants at that time had only a rudimentary Jewish educa-
tion, but I was at home with them; I preferred their lay enthusiasm and relaxed
religious ways to the more self-conscious and ideologically driven atmosphere
of the Seminary. I was glad to contribute my skills to the congregation by
reading the Torah— the whole parashah— week after week, thereby saving
the congregation what it had been paying an Orthodox student to walk all the
way from Williamsburg to Cobble Hill every Saturday for this purpose. On
Sabbaths, I shared the leading of the services with one or two other congre-
gants, and on the High Holidays, I took over the role of the cantor, thereby
saving the congregation another major budget item.

Eventually I became the shul’s part-time rabbi. This was a completely un-
expected turn in my life, for although I was ordained, I had never intended
to be a practicing rabbi. As it turned out, I learned a great deal from the ex-
perience and derived great satisfaction from this new relationship with the
congregation, which lasted three years. But while acting as rabbi, I did not
give up being the High Holiday cantor. Each year, after delivering the sermon,
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I would retire to the rear of the synagogue to begin the Hin'ni, changing roles
from rabbi to cantor, and a congregant would take over the traditional rabbi’s
responsibilities until near the end of the service. About ten years after joining
the shul, I moved away from the neighborhood and relocated in Manhattan,
but I continued to return to Kane Street to be the High Holiday cantor, and
do so to this day.

Each of the functions I performed at Kane Street—even the role of ex-
rabbi— suited me in one way or another, but the role of the cantor on the High
Holidays was the fulfillment of an enormous nostalgic fantasy. Brith Sholom
Community Center had long ago disbanded, and its decrepit schoolhouse
building had been reduced to a weedy concrete lot littered with brick. But
startingin 1975, when I began to serve as cantor at Kane Street, I could revive
and relive my childhood memory of the old shul, this time not as a boy bored
and awed and too ignorant of the old-timers’ ways to follow the service, but as
the central figure of the entire liturgical drama, as the reincarnation of Can-
tor Pavalow himself. It was no trouble to recover the tunes I had learned as a
choirboy, for  had been humming them to myself for two-and-a-half decades;
within a few years,  had my friends and fellow congregants singing all of then
with me, so that tunes and chants that had originated somewhere in Eastern
Europe and had been transmitted to me in an obscure immigrants’ synagogue
in southwest Philadelphia became the traditional chants of a booming brown-
stoners’ synagogue in an up-and-coming Brooklyn neighborhood.

True, I was not really a cantor, not having the vocal gifts or the musical
knowledge to perform true cantorial music, nor did I have a tuning fork or
crown-shaped, tasseled white satin headdress. But I was a pretty fair lay cantor,
what is known in Hebrew as a baul tffillah. My command of the traditional
High Holiday chants was solid, I had a repertoire of appropriate tunes that
the congregation could sing along with, and my knowledge of the liturgy and
the liturgical poetry was authoritative, since these are among the subjects of
my academic expertise that I teach to rabbinical and cantorial students at the
Seminary. The shul provided me with a kit/, the traditional white gown worn
by officiants on the High Holidays, and instead of a tuning fork, I acquired a
pitch pipe, which is much easier to use.

For several years, I led the services alone, singing both the cantor’s chants
and the choir’s responses as best I could, and hoping that the congregation
would eventually pick up the choir’s responses and sing them along with me.
To a great extent, this has been a success. All Kane Street regulars know, for
example, the special tune for Adon Olam (the hymn that was once my audi-
tion piece for Cantor Pavalow’s choir) that we use on the High Holidays. This
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is a tune I have heard nowhere else; I learned it as a boy in the choir, and it
definitely goes back to the old country, for an ancient and delightful congre-
gant, Mr. Antonovsky, remembered it from his childhood in the Ukraine and
even berated me for singing it incorrectly! (His memory was perfect; I had
altered the tune intentionally because I thought it too repetitive and lengthy
for modern use in its original form.) I doubt that the Kane Street regulars of
my generation and their now-grown children have heard this tune anywhere
else, and I feel sure that it gives them all a shiver of white-robed solemnity
and nostalgia, as it does me, and that it will haunt them forever.

The process of reconstructing my old shul’s High Holiday services of my
childhood reached its climax around 1978, when, together with some fellow
congregants, I helped to organize a choir. I had a free hand, and would have
liked to reproduce the old services exactly, but there was a limit to what I
had absorbed at age eight and nine and, of that, to what I could remember. I
lacked the musical training to devise the chords for the choir to hum against
my chanting, and I was too busy with my career and with my young family
to try to track down the set pieces we used to do. Of course, there was no
thought of using boys for the high voices; my solos were given to women.

One of the singers had a knowledge of basic musical composition; one day,
I sat him down and sang for him the bits and snatches I could remember of
the U-N’taneh Tokef—including, of course, my solo, k’vakarat roeh edro—or
kevakoras royeh edroi, as I originally sang it—and he worked it up into a
respectable choral piece that cannot be too different from the one that was
once sung by Cantor Pavalow and his choir. It became one of the central items
in our repertoire; we assigned my childhood solo to the soprano and even
added a few new fancy scale passages for me to sing solo.

I have now been the High Holiday cantor at the Kane Street Shul for over
thirty years. A whole generation of Kane Street children, including my own,
have grown up, gone away to college, and settled elsewhere, but eventually
many of them show up at the High Holiday services, sometimes with wives
and husbands. One such young couple recently showed up with a baby. They
seek me out during Kiddush and tell me how they missed the music of our
High Holiday services during the years since they left their parents’ home,
when they went to services elsewhere or didn’t go at all, how happy it made
them to be back and to hear the old tunes again. I am flattered, of course,
when they tell me that they don’t want to hear any other cantor on the High
Holidays; but beyond that, it gratifies me to see them making their own
nostalgia out of mine and so carrying it on into the next generation. At the
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Kane Street Shul I have built a monument of liturgy to my childhood, to my
old shul, and to my grandparents’ generation.

Raymond P. Scheindlin teaches Medieval Hebrew Literature at the Jewish Theologi-
cal Seminary of America in New York. He is the author of numerous books, including
The Book of Job (W. W. Norton, 1998); Wine, Women, and Death: Medieval Hebrew
Poems on the Good Life (Oxford University Press, 1999); The Gazelle: Medieval He-
brew Poems on God, Israel, and the Soul (OUPB, 1999); A Short History of the Jewish
People (OUB 1998); and most recently, The Song of the Distant Dove: Judah Halevi’s
Pilgrimage (OUR 2007). This excerpt from “A High Holiday Memoir, is reprinted with
permission from the editors of Kerem, where it appeared in the 2007-2008 issue.
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A “V’-Ne’emar” Boy Remembers
By Garrett Field

The approach of Autumn always reminds me of my boyhood in Detroit, walk-
ing through the cooler air to choir rehearsals at Bnai Moshe in Oak Park,
the Conservative congregation where my family belonged. The music that
we practiced was so different from what we heard from Cantor Louis Klein
the rest of the year that I could hardly wait to perform it from the elevated
bimah with my fellow boy choristers, circled around the shulhan on which
the Torah was read. We accompanied Cantor Klein proudly, our treble voices
blending with the cello-like vibrance of his rich baritone. For over forty years
he had served our shul; someone said he was the spiritual glue that kept B'nai
Moshe together.

Ididn’t know it at the time but participating in the cantor’s boy’s choir con-
nected me to generations of m’shor’rim a century earlier, Eastern European
boys who wandered from province to province with a cantor, singing for money
and food. In his book 1988 Chosen Voices, ethnomusicologist Mark Slobin
cites the 1942 memoir of Mikhl Gelbart, a composer and music critic.

Every hazzan in every city in Eastern Europe had a permanent choir of
m’shor’rim. The hazzan did not pay them any wages. They drew their
support by going every Friday with a sealed collection box from door
to door; by singing with him at weddings and circumcisions—and after
they had sung a Mi SheBeirakh prayer on behalf of the bride’s father and
the groom’s father, the choirboys circulated among the guests asking for
“MiSheBeirakh money;” by spending the entire month of Elul prior to
the High Holidays at the cemetery, waiting for people who came to visit
graves—to sing for them the memorial prayer Eil Molei Rahamim with a
wailing melody and a special effort to elicit tears from the mourners—and
then extending their hands for “Molei money;” by going from house to
house with a lantern on Hanukkah asking for money; by putting out a
collection plate in the vestibule of the synagogue just before Yom Kippur
and other fast days. The hazzan didn’t have to feed the choirboys either.
They had “eating days”—rotating meals at local homes, like seminary
students—if a day wasn’t covered, the choirboy went hungry.

The boy’s choir I sang in did not travel from province to province, we sang
at the same building each year. We sang for free and only met a few times a
year for rehearsals and performances. We had a nickname: the “V’-Ne’emar”
boys, since our accompaniment of Cantor Klein consisted mainly of repeating
the word V’-Neemar (“and it is said”). We did have an audition. But since the
cantor also helped all of us with our Bar Mitzvah preparation and heard us
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sing at the Hillel Day School that was located at B'nai Moshe, he presumably
scouted out the kids who could sing, so it was not just a blind audition. Not
many new kids were added each year and it was boys only. As for rehears-
als, the group stood around the table on the bimah and each “V’-Ne’emar”
boy would take a turn singing solos. We would practice the group melodies
as well, with Cantor Klein banging his mini-pitchfork before each passage.
Sometimes one boy would sing the solo, then the cantor would ask others to
perform it. Although all the boys had sort of established which songs were
“theirs,” he liked hearing the different versions. Often the choir would be
made up of siblings; it seemed like an exclusive group.

As for his rehearsal technique, the cantor would sing a passage first,
then ask us to repeat it. Younger members just learned the material on their
own from listening to the older boys sing, so that when it was their turn to
sing that particular solo, they were already familiar with it. At rehearsals the
cantor would use his hand to conduct a little—to remind us to hit high notes
or hold certain notes—but he never conducted during a service. He didn’t
smile much, be we could always tell when he thought we had done a good
job.

During the Yamim Nora’im we felt the prestige that came with being “V’-
Ne’emar” boys. We would hang out in the cantor’s office for most of the day
until being summoned to the bimah for our performances. Missing every part
of the services except when we were needed made us feel very important. We
each had our own tallit bag and mahzor and walked around like we owned
the place. It felt like we were the stars of the service and everyone was waiting
for the “V’-Ne’emar” boys to take the “stage”

On the bimah we faced a sea of Jewish faces, most of them expectant. We
felt both excited and nervous. Afterwards, all the elderly people would come
up and compliment us on our voices and want to talk to us... Whenever we
came across another “V’-Ne’emar” boy and nodded or said hello, we always felt
akind of closeness to him, as though we had shared an important experience,
that we had done something great and exciting and special and memorable. It
was a kind of secret, proud comradeship.

This reminiscence is the by-product of a course on “Jewish Musical Worlds” that
Garrett Field took with Dr. Mark Slobin at Wesleyan University. He is currently
completing work towards a Masters degree in ethnomusicology, a hands-on study
of the music of the first Karnatak mandolinist and an exploration of late 20th-and
21st-century change in South Indian instrumental Karnatak music.
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Yearning for Compassion—Sol Zim's Musical Machzor for
Rosh HaShanah

Cantors Assembly, NY, 2006, 301 pp.
Reviewed by Jaclyn Chernett

Cantor/composer Sol Zim’s aim in life is to promote and apply nusah ha-
tfillah in ways that will enable congregations to participate joyfully and with
devotion in prayer. To this end, he has spent years writing prolificamounts of
music for every service and teaching his material to cantorial and rabbinical
students as well as lay ba’ alei tfillah.

Backin the 1970s, Zim won awards in Israel for his Hasidic-style composi-
tions, and many of them are still used regularly in synagogues across the world.
Yet his music did not appeal to all tastes. Many felt it was too “happy-clappy”
and therefore inappropriate for the formal expression they were used to in
Jewish worship. When smaller, more intimate minyanim took root, congre-
gants assumed an active part of the experience rather than remain a passive
audience, even where their Hebrew reading levels might be very low. They
found their voice through niggunim, spirited melodies—with or without
words—that appealed to children as well as adults and encouraged them to
sing in the synagogue with verve.

Zim’s ideal has been always to retain traditional nusah with significant
moments of hazzanut, alongside optional congregational singing of refrains
and niggunim. As in Zim’s other anthologies, the Musical Machzor for Rosh
Hashanah is structured to offer such choice. Traditional nusah is constant
for each unit of prayer, followed by the option of several compositions set
with interchangeable sections that offer hazzanut and Hasidic-style refrains
for almost every text. If practitioners want to use this book as a guide to
leading Rosh HaShanah services simply using the nusah sections alone, it is
possible. Moreover, not only do they have access to the Ashkenazi tradition
(Eastern European form) but they can root it in harmonic guidelines that
appear above the staff even when davening a cappella, the norm for most
traditional services.
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In the bulk of published hazzanic collections we are given a single line of
music. Still, a tradition handed down orally for centuries leaves listeners with
the memory of harmonic choral accompaniment. These ghost harmonies
influence the authors of anthologies as well, according to the nuances of their
remembered traditions. In this respect Zim’s suggested chord markings can
be surprising (Example 1; a phrase from Mi Yanu’ah U-Mi Yanu’a, “Who shall
rest and who shall be disturbed,” p. 177).
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Example 1. Surprising harmonies for a phrase from Mi Yanuah U-Mi Yanua.

Zim’s communal interludes go beyond the traditionally expected reitera-
tions of introductory liturgical formulations such as U-V’khein (“And there-
fore..”), adding a niggun that draws worshipers in while affording the hazzan
a brief respite (Example 2; p. 203).
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Example 2. Communal niggun to preface cantor’s U-V'khein.

Paramount in Zim’s (and indeed any serious baal tfillah’s) mind, is the
rabbinic principle that music always enhances and underpins sacred text.
Thus, as we would expect from the composer of the well-known setting,
Avinu ShebaShamayim, Tsur Yisraeil V'-Goalo (Prayer for the State of Israel),
this volume contains many lyrical and powerful gems that give promise of
becoming equally popular. A prime example is the congregational anthem
Hashiveinu, Adonai, Eilekha (“Return Us unto You, O God”) sung as part of
Uv’-Nukho Yomar (“And When the Ark of the Covenant Rested”) at the Torah
scroll’s return to the Ark (Example 3; p. 136). Zim also uses this melody to
open Sh’'ma Koleinu (“Hear our Plea”) within the S’lihot service of his upcom-
ing Yom Kippur volume.

227



Moderato Gm  Dm’ Gm Dm’ Gm Gm/F Eb

[ T [ [ < |\l I I [ I
———— Moo o o
o [ 2 4 [ = [ A
Ha-shi - vei - nu, A-do - nai, ei - le-kha v’ na - shu-vah, ei - le-kha v’ na
Cm¢/EP CnmyF  BP FmS/A>__ Ab/B CmS Gm 49 Gm/F Cm&/EP__Cm
- | SN A N N —~

ya-mei-nu, ha- deish

ya

Gm add9 Cmb Gmadd9 F Dm’ | 1'Gm add9 |

mei - nu, ya- mei - nu,ya- mei - nu k’- ke - dem; ha-
[2.F Dm’ Gm Cm/G Gm
Dm’ $ Gm
) \m”xm. Wa-/ ~ . - o)
[t |2 14 rl T rl T T - I |
I e e "2 -4 ® 14 2 I I |
1T e e TP g TE 1
& =
ke - dem._ ~
————

Example 3. Hashiveinu-communal anthem sung at the Torah Scroll’s return to the Ark
(and also as introduction to Sh'ma Koleinu in the Slihot service).

This anthology introduces textual variants that appear in recent High
Holiday mahzorim used by the American Conservative, Reconstructionist
and Reform movements, although it is equally appropriate for use by tradi-
tional Orthodox congregations. Accentuation of Hebrew has been carefully
cast to Modern Hebrew pronunciation, with deliberate occasional old-style
Ashkenazi emphases in some of the Hasidic-style melodies. The book is a
“must-have” for every baul tfillah.

There are several drawbacks: the leather-style hardback cover which looks
good but is difficult to keep open on a piano; and some typographical nota-
tion and word errors. It is to be hoped that on second printing these can be
amended.

Jaclyn Chernett, who holds a Master of Philosophy in Music from City University
and is an Associate of the London College of Music, is the first woman in the UK
to be ordained as a hazzan—by the Academy for Jewish religion in Riverdale, New
York. She is founder and director of the European Academy for Jewish Liturgy
(EAJL), devoted to mentoring lay leaders of Jewish prayer.
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Excerpts of Moshe Ganchoft’s Recorded High Holiday

Services
Musique Internationale Cassettes: #575—Rosh Hashanah 1994,
#576—Yom Kippur 1996, #577—Ne’ilah, 1993.

Reviewed by David B. Sislen

So much of the music written for Yamim Nora’im consists of easily recogniz-
able liturgical passages like Hin'ni, U-N’taneh Tokef, Kol Nidre, that complex
settings for them are the ones we hear most often on recordings as well. It is
easy to forget that the bulk of the services for Rosh HaShanah and Yom Kip-
pur is made up of more obscure liturgical material that is no less deserving
of the hazzan’s full attention and skill. In fact, some of the greatest hazzanim
were renowned for their adept and sensitive handling of this liturgical mortar
that holds the bricks of daven’n together.

While first-hand accounts of past masters who could move a congregation
to tears with the simplest connective recitative still abound, the opportu-
nity to actually hear stellar practitioners of this lost art nowadays is almost
non-existent. Contemporary set pieces of hazzanut—with or without choral
accompaniment—are engulfed by a sea of English readings, spontaneous
sermonettes, shouted page numbers and regimented congregational singing
that succeed only in impeding the flow of public prayer instead of helping to
set its pace. Not subject to such distractions, these excerpted sections from
three High Holiday services led by Cantor Moshe Ganchoff show us how it
used to be done.

Ganchoff (1905-1997) was a master zoger (literally, a “teller”), unmatched
in his ability to bring the Siddur and Mahzor to life. Using a deep knowledge
of nusah and liturgy, a keen musical mind and a tremendous improvisational
talent to make the words of the service leap off the bimah into the hearts and
minds of the congregation, his skill earned him the apt title of “The Cantors’
Cantor” So said the many thousands of New Yorkers who heard him sing his
original compositions during a weekly radio program on radio station WEVD.
Thanks to a trio of recordings released by Barry Serota on the Musique In-
ternationale label, it is now possible to hear Ganchoft’s davening, recorded
live during the Yamim Nora’im of 1961.

As resident cantor for the High Holidays and Pesah at Grossinger’s Resort
near Ferndale, New York, Ganchoff led services there from 1957 until his
retirement. Working with Ganchoff, Serota went through years of tapes that
the Grossinger staff had made of events that took place on its stage, includ-
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ing religious services. For this series of recordings Serota culled sections of
the liturgy from Musaf on the second day of Rosh HaShanah, Musaf of Yom
Kippur, and Ne'ilah. Accompaniment was provided by the Samuel Sterner
Choir.

The recordings omit items that were performed solely by the choir, offer-
ing either recitatives that were sung solo by the cantor, or with the choirin a
supporting role. The result is often mesmerizing. In the Malkhuyot-Zikhro-
not-Shofarot sections of the Musaf Amidah for Rosh HaShanah, for example,
Ganchoff moves seamlessly through one prayer mode and hazzanic style after
another, weaving them into a moving whole that never leaves interpretation
of the words (peirush ha-milot) behind. The mood alternates between prayer
and praise, minor and major, the vocal technique shifting from rapid-fire
declamation to melismatic ornamentation, from intimate parlando to broad
cantilena, and then on to the next thought without missing a beat. The more
expressive sections are not presented as stand-alone arias, but rather as part
of a whole, emphasized for purely liturgical reasons.

In call-and-response passages with the congregation, such as Imru LEilo-
him (“Say unto God”) from Yom Kippur, he maintains a lightning-fast pace
studded with melodic flourishes just long enough to vary the rhythm of the
give-and-take, keeping it fresh and interesting. He does the same with L-Eil
Oreikh Din (“To God Who Sits in Judgement”; here included in Rosh Ha-
Shanah Musaf), allowing each strophe to stand out as an individual, unique
statement, rather than as just another verse in a litany. He begins V’-Khol
Maaminim (“And All Believe”) the same way, but then inserts a meditative
interlude beginning with the line V’-Khol maaminim she-Hu tzaddik v’-ya-
shar... (“And all believe that He is just and righteous...”). The choir establishes a
rhythmic accompaniment as Ganchoff sings a melody (composed by Abraham
Ellstein) that crescendos on the word u-mauarikh (“Who is slow...”) and cuts
off dramatically at the word af (“... to anger!”).

Another musico-rhetorical device that catches the listener’s attention and
holds it fast occurs on the phrase Adam y’sodo mei-afar (“Man’s origin is in
dust”) from the paragraph Ki K’-Shimkha (“Your Fame, like Your Name, Is
Hallowed”). Ganchoff sings a two-octave descending chromatic scale on the
opening line that perfectly symbolizes Man’s return to dust. On Yom Kippur
he sings a similar sequence on the words v-sofo le-afar (“and his end is in
dust”), and then at the bottom of his range, he dwells on the words to drive
home the gravity of Man’s ultimate fate. The Yom Kippur version also con-
cludes with a delicate falsetto on the final words v’kha-halom ya-uf (“and as
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adream, he flies away”) that ends suddenly, dramatizing the frailty of our life
and how quickly it can disappear.

Knowledgeable listeners will appreciate the delicacy with which Ganchoft
treats musical and interpretive ideas borrowed from other masters. In Ne'ilah,
his Ezk’ra Elohim V’-Ehemaya (“Recalling This, O God, I Moan”) opens with
a gentle treatment of the first three stanzas, segués neatly into a powerful
Y’-hi Ratson... Shomeia Kol Bikhyot (“May it be Your Will... O Hearer of
Weeping”) and ends with a phrase from Zavel Kwartin’s setting of the same
passage. Kwartin is also quoted in the Eileh Ezk’ra (“These I Remember”) from
Yom Kippur Musaf, but in a different way. One gets the sense that Ganchoff
is telling you the Martyrology story, rather than singing it. The music brings
out every liturgical nuance, letting worshipers share the anguish of our Ten
Martyred Sages in the 1% and 2™ centuries C.E. When Ganchoff arrives at
Tiheir Rabi Yishmaeil Atsmo (“Rabbi Ishmael Purified Himself”), he again
echoes Kwartin’s phrases, but renders them with an air of uncertainty, as
opposed to the original heroic version. His choice beautifully captures the
sense of fear and dread that the character of Rabbi Ishmael feels at that point
in the anonymously authored poetic narrative.

Not every element in these three cassettes hits a home run. The choir,
though well directed, suffers from occasional pitch problems. The unpre-
dictability factor of live recording is evident throughout. Listen closely and
you'll hear an unexpected pause, a Hebrew error, a verse that is inadvertently
repeated, a conversation from across the bimah that is unavoidably picked up
by the microphone. These little glitches only add to the charm of the overall
product, and remind us that we are listening to a real hazzan leading a real
service. At one point, Ganchoff can be heard quietly humming to himself
before modulating to a new key. At another, the choir comes in full voice and
one hears a quick “Shh!” from someone, which is immediately heeded by the
singers, who drop down to an instant Pianissimo.

These recordings represent more than a lasting testimony to Ganchoft’s
artistry. They give us the chance to travel back in time and relive a Yamim
Nora’im experience that sadly, is no longer available to synagogue goers.
Ganchoff imbued the traditional High Holiday liturgy with a full measure of
hazzanut. This was not a service for show, or for the cantor to demonstrate his
vocal abilities; it was a sensitive, well paced, artfully constructed and beauti-
fully delivered whole. Yet it did not drag on. In an ironic twist, according to
producer Barry Serota, the service needed to be completed by 1:00 pm in
order for hotel guests to arrive at lunch on time (presumably, this limitation
did not apply on Yom Kippur).
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The phenomenon of a completely sung service with all poetic insertions
(piyyutim) included is not something commonly encountered in our era of
shrinking liturgy. This set of recordings is therefore a valuable educational
tool for today’s cantors and congregants alike. True, much has changed since
Moshe Ganchoff’s heyday almost a half-century ago, including the fact that
Rosh HaShanah and Yom Kippur were observed in a Catskill Mountain resort
rather than a synagogue. The fact that after all these years, his voice and deft
touch with liturgical Hebrew can remain so incredibly evocative is a testa-
ment to the timelessness of Moshe Ganchoft’s craft as a cantor and the depth
of his devotion as an observant Jew. Thanks to Barry Serota and Musique
Internationale, at least this one prayer experience will survive for posterity
instead of becoming, like so many other live performances of a bygone era,
k’-ruah noshavet, ukh’-avak poreiah, v’kha-halom ya'uf (“like the wind that
blows, like the dust that floats, and like the dream that vanishes”).

David B. Sislen is the hazzan at Congregation B'nai Israel of St. Petersburg, Florida.
He serves on the Membership Committee of the Cantors Assembly, and plays an
essential role on the Editorial Board of the Journal of Synagogue Music. Barry
Serota may be reached by phone at 847 259-7000, ext. 232.
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Meir Finkelstein’s Orchestrated Ne’ilah Service
Reviewed by Sheldon Levin

From the haunting traditional motifs of the Hatsi Kaddish sung by cantor
and choir, until the powerfully majestic repetitions of Adonai Hu ha-Elohim
at the conclusion, Meir Finkelstein has brought his brilliant personal touch
to the final service of Yom Kippur. His memorable melodies, choice of con-
temporary styles and harmonic creativity place these prayers securely within
the 21% century.

I should begin by admitting that I am partial to Meir Finkelstein; Canadian
Jewish choral conductor and arranger Stephen Glass calls him the “Mozart
of our time.” Finkelstein clearly speaks the musical languages of today. Some
arrangements sound more like a film sound track than traditional synagogue
settings of previous generations. He often quotes MiSinai tunes and traditional
nusah, yet by changing the harmonies or adding new rhythms or instrumental
accompaniment he breathes new life into these settings.

232



The new Ne'ilah Service was commissioned by Cantor Chayim Frenkel and
Kehillat Israel Reconstructionist Congregation of Pacific Palisades. The vocal
score and CD of the instrumental parts alone are available from congrega-
tion. As co-producer, Cantor Frenkel deserves a great deal of credit for the
CD of the full service with soloists, cantors, chorus and instruments. In the
past, Finkelstein and Frenkel have produced major new works in memory of
the Holocaust and for victims of terror in Israel. Their 2-CD set of High Holy
Day selections (both old and new) is also of the highest quality.

In the recording of this new Ne’ilah Service they effectively use both
male and female soloists including several fine cantors: Meir Finkelstein,
Chayim Frenkel, Joseph Gole, Don Gurney and Nathan Lam. The variety of
musical styles, different vocal timbres and inclusion of Finkelstein’s wholly
instrumental “Fantasy for Cello and Piano” as well as selected meditations
and introductions by the congregation’s rabbis keep the CD both interesting
and moving. The sound is beautiful, and the synagogue’s choir is also quite
impressive. While some of the pieces are musically complex, most of them
could be performed by a volunteer choir, especially if a few of the vocal parts
were taken down an octave, as they are on this recording.

I was most impressed by the Sh’ma Yisrael/Barukh Sheim/Adonai Ehad
finale for cantor and chorus, replete with seventh chords, lots of surprising
harmonies, a breath-taking modulation and a driving rhythm in the accompa-
niment. In this single masterful setting, Finkelstein shows his skill for taking a
simple melody and turning it into a work of art. Many of the pieces are in the
slow, contemplative mode one would expect to hear in the final hours of the
Yom Kippur fast. Hatsi Kaddish, Rahamana d’-Anei and Adonai Adonai are
serious compositions and—except for some new harmonies and the keyboard
accompaniment—could have been written by European cantorial masters of
the past two centuries. P’tah Lanu Shaar is a fine example; while setting the
text traditionally, it moves the service forward musically.

Finkelstein does not limit himself to an entire service of “heavy” music. If
V’-Al Kulam were sung in English, it could easily pass for a Pop hit. Enkat
M’saldekha is in the style of a Zionist anthem and Sim Shalom/B’-Seifer
Hayyim is reminiscent of Broadway musicals like Les Miz or Jekyll and Hyde.
And I challenge anyone not to smile while a child and cantor sing an uplifting,
spirited duet to the words of L-Dor va-Dor.

As cantor of a congregation that does not use instruments on Shabbat or
Yom Tov, this reviewer wonders whether the broad spectrum of Conserva-
tive worshipers would miss opportunities to daven and participate in this
service. Might they instead feel as if they were attending a concert? Perhaps
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in communities where instruments are used regularly and new music is eas-
ily accepted, this would be a wonderful way to conclude Yom Kippur. I think
that congregants who are used to a more traditional Ne’ilah service would
find some of the settings jarring to their prayer experience.

Having said that, I still wish that Finkelstein and Frenkel would apply the
same magic they brought to Ne’ilah and works commemorating the Shoah
and honoring the State of Israel, to the pre-Rosh Hashanah S’lihot service.
Conservative congregations are increasingly permitting the use of musical
instruments at that service, which is not held on a holy day, and congregants
are generally more open to a new and different experience at S'lihot than they
are during the Yamim Nora’im proper.

In sum, Meir Finkelstein’s orchestrated Ne’ilah Service is brilliantly con-
ceived and produced, and congregations that allow instruments and welcome
new compositions will be enthralled by it.

Sheldon Levin is a past president of the Cantors Assembly, and has served as cantor
and educational director for congregations in Philadelphia, PA and Metuchen, New
Jersey for over thirty years. He has edited seven books on Jewish music and education,
conducts several choirs and has taught at Conservative day schools, Ramah summer
camps and the National Jewish Choral Festival.
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A Fusion of Traditions—Liturgical Music in the
Copenhagen Synagogue, by Jane Mink Rossen and

Uri Sharvit
Reviewed by Charles Heller

This volume, published by the University Press of Southern Denmark, 2006,
is part of an academic series on the folk music of Denmark, which explains
its scope and methodology. It gives a picture of the music of the Copenhagen
Synagogue through an analysis of two representative services (Rosh HaShanah
and Simhat Torah—with an accompanying CD and detailed music transcrip-
tions) as well as a history of the Danish Jewish community and a history and
photos of Danish cantors and choirs. In order to be a comprehensive survey of
Jewish music, the book also includes a detailed analysis of Shofar calls and of
Torah reading. Unfortunately, this will probably prove baffling for non-Jewish
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musicologists and tedious for the Jewish ones, although there is an interesting
discussion on the expressive nature of Western Ashkenazi trop.

There are many musical gems described in this book which will be of in-
terest to lovers of western European nusah: a prayer for the Royal Family, a
tuneful setting of Halleluyah (Psalm 150), a simple tune for An’im Zemirot,
and two pieces from Simhat Torah—the Hatsi Kaddish and an abridged ver-
sion of An’im Zemirot which runs through the leitmotifs of the whole year
in the manner of a Yahres-Kaddish—the Kaddish Shaleim sung at Ma’ariv of
Simhat Torah in the Western Ashkenazic tradition.

The problem however is that publication by a university press has made the
authors overly academic in their presentation, so that the music examples are
presented as ethnomusicological specimens: they are full of all the irregular
note lengths, bar lengths, pitches, etc. that the performers actually sang. If
you wanted to teach these melodies to your own shul choir you would have
to rewrite them. Even so, the transcriptions are not completely reliable: for
example, the ending of the Mei-R’shut for the Hatan Torah (ex. 11: 11) is
obviously meant to sound like the one for the Hatan B'reishit (ex. 12: 15),
but the rather flat top Fin ex. 11: 11 has been transcribed as E, which throws
a whole different light on the nature of the mode. This is always the danger
in ethnomusicological transcription: was the music itself poorly performed
rather than being a worthwhile model?

The authors have presented their work around a central thesis, that the
Copenhagen nusah is the result of a fusion of many traditions from different
communities—hence the title of this volume. This idea is indeed valuable,
but it might have been preferable to focus on a few key examples rather than
burying this idea in a mass of minute details more suitable for a dissertation.
This fusion is the by-product of historical changes that are comprehensively
described. The cross-connections between different communities have given
rise to what the authors call a “national music” of European Jewry. In this
book there are some Copenhagen melodies that will be familiar to people in
Britain and elsewhere, for example, the “long tune” for Priestly Dukhen’n, the
Ashrei following Shofar blowing, and the An’im Zemirot for Simhat Torah.
A very important side-story described in this book is the role of the Danish
government in dictating the content of services. This has affected the devel-
opment of Reform services and the reaction of the Orthodox, a process that
has had parallels in other European countries.

Students of nusah owe a tremendous debt to the late Chief Rabbi Marcus
Melchior for permitting archival recordings to be made during services in
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the 1960s, and to the University Press of Southern Denmark for publishing
this valuable record of authentic European nusah.

A frequent contributor to the Journal, Charles Heller recently completed 30 years
as Choir Director at Beth Emeth Synagogue, Toronto. His most recent publication
is What To Listen For in Jewish Music (Toronto: Ecanthus Press, 2006 www.ecan-
thuspress.com)
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Point/Counterpoint:
(1) Emanuel Rubin and John H. Baron’s Music in Jewish
History and Culture,
Harmonie Park Press, Sterling Heights, Michigan, 2006, 405 pp.

Reviewed by Jack Chomsky

This survey of sources, content and trends in Jewish music is designed, accord-
ing to its authors, as “both a college text and an informative guide for the lay
reader” The authors are professors at University of Massachusetts, Amherst
(Dr. Rubin—Judaic Studies and Music History) and Tulane University (Dr.
Baron—Music).

After an Introduction and the inevitable Prelude, “What Is Jewish Music?”
Professors Rubin and Baron lay out 15 chapters under the following head-
ings:

Background and Orientation

Music in the Bible

The Greco-Roman World

Cantillation

Jewish Music in the World of Medieval Islam

Secular Music of the Jews in Christian Europe in the Middle Ages
Synagogue Music from the Destruction of the Temple to 1800

The Cantor of the Nineteenth and Twentieth Centuries

Music of the Yiddish-Speaking World in the 19th and 20th Centuries
Secular Jewish Musicians of Modern Europe

The History and Development of Jewish Liturgical Music in America
Secular Jewish Music and Musicians in North America

Music of the Holocaust

Creation of a National Music Prior to Israeli Statehood

Music in Modern Israel

In addition to a Postlude—What We Have Seen—the authors include a
number of Historical Interludes in between chapters: “The Great Diaspora,’
“The Haskalah,” and “Trauma and Triumph in the Middle Twentieth Century”
A complete Bibliography follows, but the handy Suggestions for Further Read-
ing that appear after every chapter are more likely to prove of sustained use
to cantors and others who study and transmit Jewish traditions.

Readers of this journal will be particularly interested to discover what the
authors have to say about hazzanim while singling out the ones they consider
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to have been leading trend setters. In that respect, I found myself taking a
certain amount of pride in the authors’ acknowledgements of gratitude to
the late Cantor Mordecai Heiser (Pittsburgh), Cantors Saul Altschuler (Mil-
waukee) and Alex Zimmer (Boston) along with others of my acquaintance,
in helping them shape their appreciation and understanding of the nature
and importance of Jewish music.

One is struck by the sense that the authors are insiders writing about
Jewish music and culture from a deep and personal understanding, so when
they describe what happens in the synagogue, they are able to place things
in their proper context. For example, they advise newcomers that while most
synagogues welcome visitors, it would be wise not to drop in without advance
notice during the High Holy Days, as seats are not readily available on those
days. They caution potential visitors about the average length of services on
other occasions— ninety minutes to three hours on Saturday mornings—de-
pending on the congregation’s denomination. Their initial description of the
role of the “chazzan” is worth citing verbatim (p. 13).

A large urban congregation will usually engage a full-time chazzan, a
singer employed as cantor, or leader of the service, whose role is probably
better understood from the Hebrew name for the position: shaliach
tzibbur (representative of the public)—that is, one who “represents” the
congregation with his/her own voice in prayer. This personage is also
hired by the congregation and is of more specific interest here because
the position encompasses everything that might touch on religious music.
The chazzan is usually a professionally trained singer chosen for his/her
piety, knowledge of the service, and musical ability. The job description
calls for leading the singing of traditional melodies and/or composing new
melodies for worship, teaching all aspects of music (e.g., hymns, prayer
melodies, cantillation), chanting the special prayers for wedding, funerals,
and appropriate public occasions, being responsible for the organization
and performance of subsidiary worship music, such as that performed by
the organist, choir, a soloist, etc., overseeing the music curriculum of the
synagogue school, and being knowledgeable about all aspects of Jewish
music—that is, sufficiently acquainted with music theory, history, and
performance to function as the synagogue’s respected liaison with the
professional musical community. The ideal chazzan is supposed to be
a devoutly religious person with a glorious voice, a skilled professional
musician with the patience to teach young children, a diplomat, conductor,
composer, and to top it all off, a tireless performer who can sing the
equivalent of full operatic performances on each of the High Holy Days in
quick succession (on Yom Kippur that is the equivalent of several operas
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in twenty-four hours without food or water). This is not a job for the weak
of body or spirit.

The chapter on Cantillation is accessible even to the non-Torah reader and
consistent with actual practice, although I found a figure on page 78 (Fig. 4.4)
to be confusing. As a demonstration of the way teamim (the word preferred
by the authors because of the potential confusion inherent in using the word
“accents”) deliver the flow of words in a sentence, the Hebrew text is given
in transliteration, reading left to right, while the trope signs are unchanged,
reading right to left. (One might conceivably use teamim with English trans-
literation, but reverse the signs so they also read from left to right.) In any
event, one would hardly use this book to teach cantillation—but rather, to
teach a little about cantillation.

While on the subject of cantillation, I did notice a reference in the bibli-
ography to Suzanne Haik-Vantoura’s The Music of the Bible Revealed: The
Deciphering of a Millennary Notation, yet I found no evidence of her claims
in Rubin and Baron’s book. Of greater concern is the fact that I have found
her supposed discoveries to be entirely suspect. What I saw and heard from
Haik-Vantoura seemed to represent the speculations of an outsider who
hasn’t a clue about the way Jewish biblical texts have been rendered and
understood in diverse communities for centuries. It’s not that one must be
Jewish to understand the nature of cantillation, simply that if you wish to
promulgate theories that concern historical performance, you had better
know something about a universal current practice that is common to Jewish
communities everywhere. For this, an intimate knowledge of Biblical Hebrew
would be indispensable.

The book’s greatest use to Journal of Synagogue Music readers might be
as a reliable source of scholarship and history in areas peripheral to their
own expertise. Thus in a section entitled Music as a Jewish Profession in the
chapter “Secular Music of the Jews in Christian Europe,” we visit the ways
in which Jews were part of the fabric of the music of 15"-century Germany.
The story of the Lochamer Liederbuch (“Locheim Songbook,” pp. 115-116)
typifies many epochs in which Jewish musicians were deeply engaged at the
heart of a nation’s culture. This fact has unfortunately been denied or at least
obscured by later generations.

Appropriate attention is paid to significant Jewish composers, particularly
the Viennese cantor, Salomon Sulzer (1804-1890), whose artistry flourished
despite the limitations necessarily placed on music expressly written for use
in the synagogue. Also of interest—though misinformed—is the information
that the “Leoni” melody for the hymn Yigdal, one of the few synagogue tunes
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found in Christian hymnals (as “The God of Abraham Praise”) is so named

because it was composed by Meyer Lyon (ca. 1755-1797), cantor of the Great

Synagogue of London (pp. 148-149).
Leoni’s melody was given a larger audience by Wesleyan cleric Thomas
Olivers (1725-99), who heard the chazzan sing it, and liked the song so
much that he set English words to it as the hymn, “The God of Abraham
Praise”... The melody became so well known in eighteenth-century London
thatit soon popped up as a soldiers’ drinking song with an entirely different
text: “Now pass the glass around”

Lyon actually served as the Great Synagogue’s leading chorister, while Isaac
Polack was its cantor from 1746 to 1802, the longest-tenured hazzan in An-
glo-Jewish history.!

The authors’ description of music’s evolution in the 19*-century European
synagogue is both thorough and impressive. Their accounts of the careers
and repertoire of figures like Chayim Wasserzug, Nissen Blumenthal, Moritz
Friedmann, Josef Singer and many others whet one’s appetite to see more of
the manuscripts—perhaps in the form of future uploads to the Internet.

The wealth of sources and analysis of the importance of Yiddish songs in
the chapter “Music of the Yiddish-Speaking World in the Nineteenth and
Twentieth Centuries” is also laudable—presenting a great deal of material
from a variety of contexts in a concise and coherent way. Several elements of
this chapter are worthy of books on their own—some have indeed been the
subjects of book-length studies and are listed in the various Suggestions for
Further Reading: Y.L. Cahan’s Yiddish Folksongs with Melodies, Neil Levin’s
Songs of the American Jewish Experience, Henry Sapoznik’s Klezmer! Jew-
ish Music from Old World to Our World, to mention a few. It is rare to find
a description of the variety of Yiddish music as comprehensive as the one
found here.

One peculiarity of the book is a certain redundancy. Chapter 8, “The Can-
tor of the Nineteenth and Twentieth Centuries,” overlaps considerably with
Chapter 11, “The History and Development of Jewish Liturgical Music in
America,” which covers the 18" to 21* centuries. Nevertheless, the opportu-
nity to traverse related areas twice—initially through focus on the individu-
als who transmitted the tradition, and then through focus on the tradition
itself—helps to fill out the total picture.

1 Daniel Tunkel, “Music of the Anglo-Jewish Synagogue Tradition,” unpublished
Notes to Accompany a Workshop Session, 18 Annual North American Jewish Choral
Festival, Hudson Valley Resort, Kerhonkson, NY, July 8-12, 2007, p. 2.
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I highly recommend Music in Jewish History and Culture as a valuable ref-
erence for quick overview and as an authoritative text for in-depth study.

Jack Chomsky has served as hazzan at Congregation Tifereth Israel in Columbus,
Ohio, since 1982. He edited the Journal of Synagogue Music from 1988 to 1994, co-
edited the 50th Anniversary Jubilee Journal of the Cantors Assembly with Solomon
Mendelson in 1998, and is the Assembly’s current Vice-President.
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(2) Charles Heller’s What to Listen For In Jewish Music,
Toronto, Ecanthus Press, 2006, 298 pp.

Reviewed by Robert S. Scherr

Charles Heller, composer, arranger, musicologist, and conductor, has been a
major personality in Jewish music for many years. Wouldn't it be wonderful
if we could sit in Heller’s living room and get him to unpack his expertise on
this vast subject! Next-best, perhaps, is to leaf through this new book of his.
Informal and accessible, it discusses a number of important themes ranging
from folk influences on prayer chant and biblical cantillation to the musical
poetry of Psalms and the professional role of the cantor. Readers will find
personal musings and explanations interwoven throughout with scholarly
delving into what lies beneath the surface.

Since he is writing about “Jewish Music,” Heller must first define what he
means by that term, a confusing appellation that many have tried unsuccess-
fully to define. He refers to Eric Werner (A Voice Still Heard), who felt that the
question what is Jewish music? is “eternally silly” He cites Abraham Idelsohn’s
phrase, “spiritual nationality” as a useful way to establish that Jewish music
reflects the cultures in which Jews lived. Heller concludes that Jewish music
is “preserved by Jews for a Jewish purpose... music created by Jews... music
uniquely developed by Jews” (p. 33).

Anyone engaged in teaching general classes on the subject might benefit
from Heller’s approach to explaining basic nusah—the prescribed modalities
for sacred chant throughout the year. He does well to point out how in other
religious traditions as well, the formulae of liturgy recitative are a matter of
both melody and text, in response to a variety of occasions (p. 180).
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“Jewish music has always been perceived as being exotic and colorful,” Heller
says (p. 76). He reminds us that colorful means chromatic, and suggests that
such wild music as the Middle-Eastern modes of Jewish synagogue and folk
traditions (or jazz, for that matter) exist on the margins of the larger society.
Even in the 3rd century, he points out, Clement of Alexandria warned early
Christians

not to expose oneself to the powerful influence of exciting and langorous
modes, which by the curve of their melodies lead to effeminacy and
infirmity of purpose. Let us leave chromatic harmonies to banquets where
no one ever blushes at music crowned with flowers and harlotry.?

Heller suggests that in the Middle Ages, Jewish musicians were admired
for performing music that incorporated the unusual chromatic scales. In
19*-century England, John Braham and Isaac Nathan arranged a series of
synagogue tunes (Hebrew Melodies) in the contemporary style, with lyrics
especially written for them by Lord Byron. Nathan referred to his melodies
as possessing “a certain wildness,” which appealed to those who sought the
exotic in Jewish music. Twentieth-century American songwriter Cole Porter
once told composer Richard Rogers that his most successful numbers, with

constant chromatic shifting from major to minor, were “Jewish tunes.”

Heller’s section on “Close-ups” focuses on Hatikvah (and its relationship
to well-known folk melodies), Ko/ Nidre (comparing how it is sung in various
communities), musical settings of the Kaddish, and the ever-popular Hava
Nagila. His sections on the influence of folk and popular traditions include
Klezmer, Yiddish, and Ladino contributions to the treasury of Jewish mu-
sic.

He includes an extensive Bibliography, Glossary, and Index. One might
wish that there were also a Discography, though Heller suggests that so much
music is being recorded that any such listing would immediately become dated.
Endnotes appear after each chapter, but they would have proven more helpful
had they been numbered for better reference. The writing’s lightness of tone
and sparkling wit will appeal to a wide audience, including those possessing
the most basic level of musical knowledge. Yet this reader was left feeling that
certain areas deserved a more rigorous treatment, namely, the historical de-
velopment of synagogue and folk music, and how the Jewishness of our music
has contended with outside influences. Nonetheless, Heller’s informed guid-

2 Quoted in Stevens and Robertson, The Pelican History of Music, Vol 1.
3 Alexander Chancellor, in a New York Times Book Review article from November
29, 1998 on William McBrien’s Cole Porter.
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ance through the byways of Jewish music should provide a fulfilling journey
for those who love to read about this ever-provocative subject.

Robert S. Scherr is Hazzan Emeritus of Temple Israel in Natick, Massachusetts. He
currently serves as the Jewish Chaplain for Williams College, in Williamstown, Mas-
sachusetts, and as Chair of Placement and Human Resources for the Cantors Assembly.
His review, Zamru Lo—The Next Generation, edited by Jeffrey Shiovitz, appeared
in the 2005 Journal of Synagogue Music.
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Six High Holiday Settings by Israeli Composers—at Israel’s

60th I. Shomeir Yisraeil

YEHUDAH LEIB GLANTZ after Chasidim Brinah (recorded 1947)
Text: S'lihot Liturgy and Rinat HaKodesh (published 1965)
! ~ 3 ‘
i i — N—T—1 i i ! ; |
[ fan WA 2 \\’ g~ [ [ \. [ o [ [ g~ [ [ [ [ |2 g [ -
N—
1. Sho - meir Yis-ra-eil sh’-mor, __ sh” - mor sh’ei-rit Yis-ra - eil, sh’-ei -
4 3 A
} L —7 I Iy — i i
J
5— N
rit Yis-ra - eil v’ -al yo - vad, v’-al yo-vad Yis-ra-eil ha-om-
AN A A ]
I I I [ I [ | L < N ]
[ IAY E
rim, v’ -al yo-vad Yis-ra-eil ha-om- - rim__ Sh’-maYis-ra - eil,___ Sh’ -
8
H p A 4
[ I | " 3 I I [ T I [ I T I |
N ~ — - ~ N—
ma Yis-ra-eil.__ 2. Sho - meir,sho - meir, goi__ e - had, goi_ e - had,
13
0 4 s b o

—

>

= — .
vial_ yo - vad, v’al_ yo - vad. goi_ e - had; ham-ya - ha-dim,

ham-ya-ha - dim, ham-ya - ha -dim_ shim - kha, A - do-nai E - lo - hei - nu, A-
24
A 26 5 ‘
/ . m -
I I I 1T N I I
%1#_4—0—”—&4‘—&%—‘—“‘:#
29 do-nai e\\-" had. 3. Sho - meir goika-dosh sh’-mor sh’<i-ritam ka-dosh v’ alyo
H I :\? — f_'3_= 3
= e e
@mﬁ—d—d—i—d—i—ﬁﬁ—ilv .
30 vad goi ka - dosh____ ham - shal - shim ham - shal -
) 3 ~—~ 3 3
B v |
= | I "ﬁ I
D)
shim b’-sha-losh k’-du shot I’-ka - dﬁ

244



I1. Uv’-Shofar Gadol Yi-Taka

Text: HIGH HOLIDAY MUSAF LITURGY
Kalonymus ben Meshullam, 11th Cent.

Music:

after Yair Rosenblum, 1998
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I11. U-Kh'tov L-Hayyim—V’Khol Ha-Hayyim

Text: AMIDAH FOR THE TEN DAYS OF PENITENCE Music: after Dudu Shani
Published by OR-TAV Music Publications Copyright © by the author
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from Dudu Shanu, Mul Chalon Beteinu, collected pieces,
OR-TAV Music Publications, 2006.
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IV. Ya’aleh

Text: KoL NIDRE NIGHT LITURGY Music: M. Baharav
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arrangement: Joseph Levine
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V. Sh’'ma Koleinu

Text: KoL NIDRE NIGHT LITURGY Music: after Dudu Shani
Published by OR-TAV Music Publications Copyright © by the author
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OR-TAV Music Publications, 2006.
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VI. Pit-hu Lanu

Text: NEILAH LITURGY Music: Benjamin Maissner
Arrangement: Yefim Adler, 1995
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A new website has been established in tribute to:

SIDOR BELARSKY

The Man and His Music

www.sidorbelarsky.com

“Sidor Belarsky was the singer who taught American Jews to understand
the unique Yiddishkeit of the songs of the Jews of Eastern Europe. On
the concert and opera stage he was elegant and moving, a performer
of unquestioned musicianship and authority”

Cantor Samuel Rosenbaum, Executive Vice-
President of the Cantors Assembly, 1959-97

“One is struck by the artistry and the natural, almost disarming ex-
pression of his interpretations. He used his lyric bass, seamless in
all registers, in the service of the text as well as the music...with no
contrived mannerisms, only a seemingly endless flow of melody with
flawless diction.”
Dr. Morton Gold, Music Critic of
The National Jewish Post and Opinion
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SPECIAL OFFER
TO JSM READERS ON
THE FOLLOWING BOOKS

ASSEMBLY

—

Aeasival Meacliyor |

CHEMDAT YAMIM HALLEL Prp—

Aol S .r/u/A,,/:/W
L7 AH A Ry

Jerome B. Kopmar

Cantor Fhaddes Daiid Oabowne

HALLEL MUSICAL MACHZOR

CHEMDAT YAMIM Charles Osborne FOR
Jerome B. Kopmar $12.95 (list ROSH HASHANAH
$14.95 (list $14.95) by Sol Zim
$19.95) $79.00

In Herser O Tha 50th Annrearaary

CANTORS ASSEMEBLY EMUNAT ABBA
1990 - Mo Yo g - 5728 The S Chast of

NIGGUNEI SHABBAT ABBA YOSEF WEISGAL

Sabbath Melodies

By
tMair Finkalsren

JOSEPH A. LEVINE
on

Twenty-fift i
CAN

NIGGUNEI SHABBAT

Meir Finkelstein EMUNAT ABBA
$20.00 ($15.00 for 5 or Joseph Levine

morel!) $32.00 (list $40.00)

FOR FURTHER INFORMATION, PLEASE CALL OR E-MAIL
THE CANTORS ASSEMBLY OFFICE:
212-678-8834 caoffice@aol.com
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NOW AVAILABLE ON DVD
Great Cantors
of the Golden Age

Great Cantors
in Cinema

TWO COMPLETE DOCUMENTARIES
WITH CANTORS:

Mordechai Hershman
Adolph Katchko
Moshe Koussevitsky
Moishe Oysher
David Roitman
Yossele Rosenblatt
Joseph Shlisky
Gershon Sirota
Leibele Waldman

Send $49.95 plus $8 shipping,
check, Mastercard or Visa to:

The National Center
for Jewish Film
Brandeis University
Lown 102, MS 053

Waltham, MA 02454
(781) 899-7044
jewishfilm@brandeis.edu
www.jewishfilm.org

“Archival gold...an important addition to music-history archives.” -The Boston Globe Magazine
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5‘ SPECIAL OFFER ON PUBLICATIONS OF THE l'E

TORONTO COUNCIL OF HAZZANIM
37 Southbourne Ave.
Toronto M3H 1A4, ON Canada

THESE FOUR ITEMS: $25.00 (US) each, including postage

{{ Ba avur Dovid

The Sabbath Morning Service

ng by
DAVID KUSEVITSKY

A Transcription and I Appreciation

y
JOSEPH A. LEVINE

EBCN 3f N \\
\ TORONTO COUNCIL OF HAZZANIM ‘

(
T N D’

N Y

ISRAEL ALTER ™™
SHIREI ISRAEL

nnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnnn

)

YOU MAY ORDER BOOKS & A Complete List of Publications
by e-mail: cantor@adathisrael.com

/ﬁ—ﬁ
8 DUETS

for
Tenor & Baritone
(Or2Tenors)

with
PIANO
L]

by
Charles Heller
\=’

=

PUBLISHED BY

——Toronts Guuncil of Hagganim

_J

e SN

'DAV2 IPIN

o = =m
. .

NZIMN TP 'Y
OYORTTY INPON

AZAMER BISHVACHIN

TO YOU OUR PRAISES SING

COMPOSED, COMPILED AND ARRANGED BY

OSCAR JULIUS

Published by: The Montreal Cantors Guild
The Counci zanim eater Tor

OR
FAX:416 635- 1629

a'l CANTOR A. ELIEZER KIRSHBLUM, CHAIRMAN 'E
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Discover
Jewish Music at
Gratz College

Transdenominational
M.A. in Jewish Music program,
preparing professionals for careers in:

¢ music education
e choral conducting
¢ the cantorate

Investiture option through
Reconstructionist Rabbinical College

e World-class Jewish Music Library
e Online courses in Music History & Literature
e Performing Ensembles

) (SIS Qe
J

ewis™ ™ Grat#
COLLEGE

To learn more, contact: 7605 Old York Road
Dr. Marsha Bryan Edelman Melrose Park, PA 19027
800-475-4635 ext. 138 www.gratz.edu
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'The High Holy Days

A Commentary on the Prayerbook

of Rosh Hashanah and Yom Kippur
by Hayyim Herman Kieval,

edited by David Golinkin and
Monique Susskind Goldberg

Readers, both lay and professional, will be grateful to the Schechter

Institute for republishing the Rosh Hashanah commentary, together
with his long-awaited commentary on the Kol Nidre service.

Rabbi Jules Harlow, editor of the

Mahzor for Rosh Hashanah and Yom Kippur

and of Siddur Sim Shalom

The High Holy Days, (in English) by Hayyim Kievel, $25
JSM Special Price - $15

I would like to purchase copies of The High Holy Days.
[JMy check in the amount of is enclosed.
[credit card no. expiry date:
Name: Institution:
Street Address or POB:
City: State/Province: _____Code:______ Country:

% Orders: Schechter Institute of Jewish Studies, 4 Avraham Granot St.,
Jerusalem, Israel, 91160,

attn: Atalia Gutbir: email: atalia@schechter.ac.il
Tel: 972-2-6790755, ext. 111, Fax: 972-2-6790840

Visit the Schechter Book Store — www.schechter.edu -
for additional quality publications
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“Excellent... refreshingly original”
Prof. Alex Knapp, University of London

“Ihere is not a unit in this work where I have not learned something
new and valuable”

Dr. Joseph A. Levine, Editor, Journal of Synagogue Music

WHAT TO
LISTEN FOR
IN JEWISH

MUSIC
By Charles Heller

A detailed and engaging history of Jewish traditional music from
around the world, this book also provides insight into technical
aspects of Jewish music (trop and nusah), and answers deeper
questions about the nature of music itself—how we learn and
teach it.

SPECIAL OFFER FOR JSM READERS (postage incl.)
US $42 (regular $48) / CDN $40 (regular $48)

Please mail cheque payable to:
CHARLES HELLER

562 Crawford St.

Toronto, ON

Me6G 28

CANADA

266




N\
OR-TAV MUSIC PUBLICATIONS :E’“—:‘

ISRAEL BRASS WOODWINDS PUBLICATIONS  ruezmerncuse

Your source for modern Israeli music and books of music

Representing many Israeli composers and musicians, our catalog includes
music for all instruments ensembles, voice and choir. We also carry selected
compact discs, including privately-issued CDs that are not available
elsewhere.

KLEZMER TUNES

with a classical touch
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b HOLDAY SOUES

FASY ARRANGEMENTS FOR THE PLANO BY SHIMON COHEN.
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by Daniel Galay
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A string vibrates, a harp sings . . .
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e Art of Middle

Deutsch - Francais - Espafiol
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18 songs amanged for treble (SSA) choir
by Josef Hadar

OR-TAV MUSIC PUBLICATIONS ™|

OR-TAV MUSIC PUBLICATIONS
P.O.B 1126, Kfar Sava 44110 Israel
Tel.+=972-9-767-9869 Fac. +972-9-766-2855
email: info@ortav.com
Visit our website and online store: www.ortav.com
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The Hebrew University of Jerusalem
Jewish Music Research Centre

b s

Anthology of Music Traditions in Israel

a unique CD series
of the Jewish music heritage

Prian nmpma o w9 Ao

Th
Synagogal Music inthe Barogue of the Mountai

‘ W =
Vols. 7, 8,9 Vol. 10 Vol. 11 The Klezmer
Synagogal Music in The Music of the Tradition in the Land
the Baroque, $20 each Mountain Jews, $20 of Israel, $20

Vol. 14 ltalian Jewish Vol. 16 Western Sephardi Vol. 17 The Hasidic
Musical Traditions fromthe  Liturgical Tradition as Niggun as Sung by the
Leo Levi Collection, $20 Sung by Abraham Lopes Hasidim, (2 CDs) $30

Cardozo, $20

NEW (2006) NEW (2007)

B fy

mRunn YK mw

Vol. 18 Oh Lovely Parrot! Vol. 19 With Song They Vol. 20 A Song of Dawn
Women's Songs from Respond — The Diwan of The Jerusalem Sephardi
Kerala, India, $20 the Jews of Central Yemen Baqgqashot, Mt. Zion

(2 CDs) $30 Synagogue (6 CDs) $40

Special 25% discount to members of Cantors' Assembly

For additional CDs and JMRC publications in the Yuval Series: Studies, Monographs
and Music Series, visit the JMRC website at: http://www.jewish-music.huji.ac.il
or contact: e-mail: jmrc_inf@savion.huji.ac.il
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Our Fall 2009 issue will feature
Niggunim in Worship

with articles that examine what has happened to synagogue practice in the
50 years since Shlomo Carlebach’s maiden album inaugurated the current
neo-Hasidic revival.

Some of the areas covered:

« Music as a spiritual process in Rav Nahman’s teaching

« Liturgical after-effects of the Hasidic Song Festivals

« The Glantz / Pinchik conundrum

» Mesiras Nefesh: dancing in the face of death

« The nature of Hasidic prayer

+ Hasidism in Jazz

o Hasidim and Misnagdim: Vilna between the wars

« The musical world of Shin An-Sky
The Journal of Synagogue Music no longer charges for subscriptions. Its
raison d’étre has always been to elevate Jewish musical standards and to aid
cantors as well as interested readers in this endeavor. By eliminating the cost

factor, the Cantors Assembly hopes to put this scholarly publication into more
hands individually, and collectively via institutional libraries.

Please send requests for the current Journal, multiple copies, or back issues
or notifications of address changes to CAofficesnyder@aol.com or FAX
to 212-662-8989 or phone 212-678-8834 or mail to Cantor Eric Snyder, 3080,
Broadway, New York, NY 10027.






