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Preface

Hirsch Weintraub (1813-1881) possessed many interconnected and well balanced
musical attributes. First, Hirsch Weintraub was a skilled musician, both as a vocalist and
as a violinist. “According to the famous music critic Kahnardy, [H. Weintraub]
possessed a very beautiful voice of considerably high register, which was able to go over
without any break into a well-sounding falsetto.”” In addition, the critics wrote, his
playing “brought back memories of Paganini.”

Second, Hirsch Weintraub was a composer. His Jewish compositions impressed
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even his teacher. Eduard Sobolewski once commented on Weintraub’s published books,

arrange the musical part of their services,
should listen to these beautiful compositions.”™ Notice in this next quote by Josef Singer,
Salomon Sulzer’s successor in Vienna, that Singer is extolling Weintraub as unique, not

an imitator, but an innovator,

Weintraub’s choral compositions show power and skillfulness of a fantastic
musician, his eminent musical dominance over his material. He seems to be an
eager musician who lavishly uses his knowledge and skills in any way possible.
The compositions are overfilled with fugues, imitation, and courageous
modulatlons, and even with clearly synagogue type compositions (i.e.
“Wjeesoiu” [sic]), you will notice Weintraub’s fingerprints. His clean
compositions are based on serious studles and the declamation of Hebrew is very

strict. Everything appears in perfection.*

' Samuel Vigoda, “Hirsch Altoony Weintraub,” Legendary Voices: The Fascinating Lives
of the Great Cantors (New York: M.P. Press, Inc., 1981), 504.

Hirsch Weiﬁtﬁuo, ““A Cantor Travels Westward’ From the Autobiography of Hirsch
Wemtraub ” in Journal of Synagogue Music, vol.6, 1975, 9.

3 Aron F riedmann, Lebensbilder beruehmter Kantoren (Berlin: C. Boas Nch£
Buchhandlung, 1918), 96, trans. Dagmar Polk.
4 Ibid.
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Third, Hirsch Weintraub was a cantor. He not only transcribed his father’s
chazzanut, but he continued to perform and teach it throughout his career, passing it from
generation to generation. H. Weintraub also mostly composed liturgical music. His

composed pieces are mostly written for just choir with no cantor line. The texts for

which he wrote include “Adon Olam,” “L 'cha Dodi,” “Ufros Aleinu” from “Hahliveinu,”
Psalm 150, “Ein Kamocha,” and many more. While the music itself is written according
to Westem harmony, and written in a musical style consistent with practices of the
Classical and Romantic Periods, the ethos of the traditional text is represented. This is
how he brilliantly combines his traditional Eastern Euronean b
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a system of harmonization for the Jewish modes.® This had not been done
before, and through 1929, had not been equaled. In the words of A. Z. Idelsohn,

In his harmonization of the Synagogue modes he leaves Sulzer behind, he breaks
the fetters of classical harmony, and strikes out, forcing for himself a new and

untried path. ... Weintraub’s harmonic art has not been superseded by any
subsequent composer 6

Syt A .

Lastly, Hirsch Weintraub was a scholar and academic. Found in the Eduard
Birnbaum coliection housed in the Kiev Library at Hebrew Union College — Jewish
Institute of Religion in Cincinnati, is Weintraub’s collection of music he has either
composed, transcribed, or gathered. Throughout the manuscripts, his contribution
extends to transcribing the music of other composers. Among others, music of Salomon
Sulzer, Louis Lewandowski, Giacomo Meyerbeer, Vincenzo Bellini, Louis Spohr, Carl

Maria von Weber, and Franz Schubert can be found.

> Abraham Z. Idelsohn, Jewish Music: Its Historical Development (New York: Henry
Holt and Co., 1929; reprint, New York: Dover Publications, Inc,, 1992), 269,

P




Weintraub, the eminent cantor and musician, affected not only his congregation,
but also his peers and future generations. From him we have received highly skilled
Jewish liturgical music, phenomenal chazzanut, a system of Jewish modes, mountains of
manuscripts waiting to be perused, and the model of how to combine Eastern and Central

European sounds.

what was occurring in Central Europe is needed, along with an explanation of the
differences between Central and Eastern Europe. In the late 18™ century, the Reform

- -

movement began in Germany. The Reformers were interested in bringin
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the service that had an oriental flavor, or that created disorder in the
service. These aspects included chazzanut, Torah trope (bible chant), rusach (service
chant), improvisation, imitation of musical instruments, and Misingi tunes.” As these
genres were eliminated, so too were the performers of the genres: the chazzan and the
m'shor ’rim ®

The Reform movement began by the influence of the Haskalah, a movement

I To understand the context in which H. Weintraub was writing, a brief suammary of

beginning in the 1770°s in Central Europe. The Haskalah brought to the Jews of Europe

a new aesthetic appreciation. Secular culture and secular education became highly

valued, and experienced by the Jews. With the theme of the Haskalah being Rationalism,

S Ibid., 482 and 484.

7 Misinai refers to those melodies received by Moses on Mt. Sinai, but in actuality are the
sacred melodies attributed to the communities of Worms, Mayence, Speyer, and the
Rhineland while they were the centers of Judaism. Hanoch Avenary. “Music,” in
Encyclopeadia Judaica, vol. 12, 1971, 640,




people sought for structure in their lives. The oriental flavor and cantorial
embellishments found in the chazzanut were free flowing, therefore outdated, while the

metered time and structured harmony found in the hymns and choral music was rational,

therefore accepted. Music harmonized in Western harmo

ny became more attractive to

the congregation’s ears.

While these two movements were changing the sound of Jewish music in Central
Europe, the Eastern European sound of the chazzan and m 'shor 'rim was still prevalent.
The small change that did occur, was the harmonization of the m ‘shor’rim
accompaniment. It was these harmonizations that H. Weintraub harmonized within the
Jewish modes.

Hirsch Weintraub was blessed to live at a time when synagogue composers were

being given the arena to write and perform the Jewish tradition passed down through the

with the music of the W Europe, and schooled

(-]
$

in its musical tradition by his father, H. Weintraub wanted to keep alive this musical

tradition throughout his career. However, he was also schooled in Western harmony and

counterpoint, and did most of his writing in Western Europe, during the second half of

e e i Sl . e " it . . . _ _
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the 19" century. It was this combined background that formed his identity, thus also his

music. In his musical creations, and when creating a service, he combined the traditional

Eastern European chazzanut with the Central European sound.
While some decided to strip the chazzanut of its excesses, Weintraub sang it as

his father had, and in his transcription of it, he only diminished it enough so that others

® M’shor 'rim is a practice that consists of a young boy and an adult male bass who added
musical accompaniment to the chazzan by interspersing florid melodic lines. This was

done to create musical variety.
vii
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could sing it. While others wrote simple hymns and harmonizations, Weintraub wrote
complicated choral music that required a highly trained choir. If you will, Weintraub had
a “foot in both worlds.” We tend to think of the combination of the Eastern and Central

% century, American invention. This thesis will show that

European sounds as a 20 Amerl

Hirsch Weintraub was a model for combining the two, for he found a way to synthesize

. Lo

the Eastern and Central European sounds before it was common to do so.

In the following pages, chapter one is a biography of Hirsch Weintraub containing
numerous quotes by those that knew him. Through this chapter, Weintraub will emerge
as a competent musician, composer, and teacher. Influenced by the Haskalah, his
motivation for combining the two European sounds will become clear. Chapter two
discusses Hirsch Weintraub’s nusach and the chazzanut of his father. Accented by
examples of both, we will learn of Weintraub’s traditional background. This chapter will

arlier comment that Weintraub was the first to harmonize

=
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within the modes. Chapter three will discuss Hirsch Weintraub’s choral music, using
four pieces as examples. These pieces will dispiay Weintraub’s use of Classical and
Romantic Period aspects, such as contrapuntal textures, fugal expositions, lengthy pieces
with multiple parts, and frequent key modulations. The final chapter is the conclusion in

which H. Weintraub’s contributions will be discussed, as well as his influence on later

COMPOSETS.
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Chapter 1: Hirsch Weintraub, The Musical Innovator

In this chapter, we will look at the life of Hirsch Weintraub. Through his own

his goal of combining the Eastern European chazzanut with the Central European sound
will be presented. This story will be illuminated with information from his manuscripts,
published works, and the history of the time and place in which he lived.'

Hirsch Weintraub was highly respected and admired by his peers and those who
came after him Louis Lewandowski, the choral director in Berlin, said after a

performance of Weintraub’s in Berlin,

And I have to say that I had never heard a Jew sing like that before. His Rossini

overtures were presented in unbelievable perfection. Everyone was blown away
and extremely pleased. The great appreciation caused Weintraub to lead the
synagogue on two other Sabbaths. Before the beginning of the Friday service he
played his violin in a most beautiful manner, which every church member

. . . e 2
recognized with great admiration.
Another anonymous report from his travels to Frankiurt am Mam says,

With an astounding security he managed to play his violin so that you could feel
the holy pain, and everyone’s heart was filled with sweet aching. . . . [Weintraub
and his choir] gave an extraordinarily pleasant and stimulating performance. It
inspired people who attended the service, and made them see that service
arrangement examples from foreign countries can essentially bring more pleasure

and ctimslatinn The religione and maral o i
and stimulation. The religious and moral character of the young artist, as well as

his eagerness and drive for perfection, were brought to anyone’s attention, and we
wish for him to always be welcomed, wherever he might go.?

As stated in the introduction, the musically talented Hirsch Weintraub was born in

Eastern Europe, Dubno, Russia to be exact. Bom in 1813 to the great chazzan, Solomon

! To view a time-line, see appendix A.
? Friedmann, 91.




“Kashtan™ Weintraub (1781-1830), H. Weintraub inherited his knowledge of the Jewish
musical tradition by praying next to his father during services.* When he was six,
“Kashtan’ had already noticed his son’s cantorial ability, and began training him in the
cantorial art. Within the year, he was singing with his father during services, singing in his
father’s travelling m 'shor 'rim, and had self~composed a synagogue piece as a present to

his father.’ At the age of seven, H. Weintraub began violin lessons at the suggestion of his
father.* With this vocal and violin training, and his eagerness to work, Weintraub quickly
developed into an outstanding nmsician whose amazing voice was full of soul and spirit.”
“Kashtan” noticed this and soon gave his son the opportunity to recite an entire prayer in
a service. H. Weintraub chanted “Atah Y 'fzarta” and “Kashtan’s” response was, “My
Hershel’s Ato Yotzarto [sic] (Thou Hast Created) was even better than mine.”®

In 1830, “Kashtan”, while travelling with his m ‘shor rim, died. This devastated
H. Weintraub, and at the same time began his career as a cantor at the age of 17.

o; however, he soon left to concertize
throughout Europe.” In July of 1836, he came to Vienna and stayed there for four
months. It was there that he met Salomon Sulzer. Vigoda claims while H. Weintraub felt
many of Sulzer’s innovations too extreme, he did find “some of his modernistic

innovations and adaptations worthy of application and not inconsistent with the spirit of

? Ibid.

* In most publications, the date of H. Weintraub’s birth, and sometimes death, are
incorrect. It is usually published as 1811 for his birth, and sometimes 1882, instead of the
correct 1881, for his death.

> Friedmann, 88.
° Weintraub, “A Cantor Travels Westward,” 9.
’ Friedmann, 88.

® Vigoda, 504.




the prayers and psalms.”° From Vienna, Weintraub traveled to Prussia and remained
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some more and, in October of 1837, arrived in Berlin.

In Berlin, Weintraub was prayer-leader in private service concerts in individual
homes as part of his Synagogue concert tour. The concerts included violin preludes and
introductions played by H. Weintraub, instrumental quartets of Mozart and Haydn sung
with exactness and perfection by Weintraub’s quartet, and the recitation of the prayers as

handed down from his father with accompaniment offered by his quartet.'’ Weintraub

PR anl Lmcse Tonero uon d wa non Tneee alil-a
ed great acclaim from Jews and non-Jews alike

received for these service concerts. Aftera
service at the private synagogue of the magnate Loewenstein, whose synagogue was
frequented by the elite of the Berlin Jewish commmunity, Weintraub was honored with the
position of prayer leader for the next two Sabbaths.'> (It was after one of these services
that Lewandowski made the asbove comment about Weintraub.) The Berlin Jewish
community was so impressed with his services, that its cantor, Ascher Lion, decided to
revamp his own service to a more modem one with a choir, like Weintraub’s. The choir
was placed under the dir
H. Weintraub not only sang in Berlin, but was also a violin soloist with the
Phitharmonic. According to Weintraub, the critics wrote that his playing “brought back
»13

memories of Paganini.

the Psalms according to the rules of harmony . . . [and] became aware that one must study

During his stay, he says he “composed many musical settings for

® Weintraub, “A Cantor Travels Westward,” 9.
1% Vigoda, 506.
' Idelsohn, 271.

12 v .

** Friedmann, 91 and Vigoda, 507




composition professicnally.”* He therefore began studying with Mr. Bohmer in Berlin.
After Berlin, Weintraub traveled again, and in August of 1838, found his way to
Koenigsberg.

At the age of 25, H. Weintraub was appointed cantor in Koenigsberg. While m
Koenigsberg, he continued his studies of composition with Eduard Sobolewski, under
whose direction Weintraub says he “thoroughly learned double counterpoint and fugue. ™"
Some of his counterpoint exercises can be found in manuscripts Mus. W. 123 (pages 70-
71) and 124 (page 1-2) of the Eduard Birnbaum collection housed in the Kiev Library at
Hebrew Union College — Jewish Institute of Religion in Cincinnati.'® Weintraub used his
new knowledge of music to write choral compositions in a strict counterpoint style for the
Jewish liturgy, as well as, writing down and reworking his father’s compositions. He also
wrote symphonies, /ieder, and pieces for instruments such as violin and piano. His Jewish
compositions impressed his teacher, for Sobolewski once commented on Weintraub’s
published books, saying, “All Israelite communities wanting to arrange the musical part of

their services, should listen to these beautiful compositions.”’ As part of his introduction

13 Weintraub, “A Cantor Travels Westward,” 9.

" Tbid.

" Ibid., 10.

'S What is seen in the manuscripts is what is known as “Species Counterpoint.” An
exercise used to learn how to write in the counterpoint style, it was invented by Johann
Joseph Fux in his textbook, Gradus ad Parnassu. In the manuscripts, there are two rows
of numbers ranging from 1-8, 10, or 11. The numbers are scale degrees, and this
arrangement produces consonances and dissonances for contrapuntal writing. It looks like
this:

12345678

87654321

After the numbers, he experiments with a melody line and writing harmony. The harmony
is different depending on whether the scale degrees go up to 8, 10, or 11.

' Friedmann, 96.




to Weintraub’s books, Sobolewski wrote, “In all of musical literature there is no similar
musical work. 1 wish the author praise and appreciation for his great work with all of my
heart.”'®

Sobolewski was more than a teacher to H. Wemtraub. From 1830 to 1854,
Sobolewski was the director of the opera in Koenigsberg and of the Musical Academy.
During his studies with Sobolewski, Weintraub chose to also be a member of both
orchestras Sobolewski directed, allowing Weintraub to become acquainted with eperas
and partitas.'® When, in 1959, Weintraub published Schire Beth Adonai, Sobolewski not
only wrote the introduction, part of which is quoted above, he also wrote a critique for the
magazine Leipziger Neue Zeitschrift fur Musik, 1859,

Schire Be:th Adonai was highly regarded by Weintraub’s peers, as well. Besides
the quote by Josef Singer previously mentioned, Lewandowski commented, “The chants in
the main sections of the big book are based on serious musical studies. They are mostly
composed in a counterpoint style and have, if performed well, a great impact.”®
Throughout volumes one and two, elements of both the Classical and Romantic Periods of
music can be found in his choral music. These include contrapuntal textures alternating
with homophonic textures, fugues, suspensions, harmonies, and key relations of a third.
Volume one contains Hirsch Weintraub’s music for Shabbar for the entire year, and
volume two contains Hirsch Weintraub’s music for the Festivals and High Holidays.

Volume three contains Hirsch Weintraub’s transcription, and re-shaping, of Solomon

1% Ibid.
' Weintraub, “A Cantor Travels Westward,” 10,
* Friedmann, 96.
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Weintraub’s chazzanut for the holidays.?' In this volume, the choir is secondary to the

chazzan and performs the role of the m 'shor 'rim.@

With an Eastem European background and a Central European training, all three
volumes were influenced by what was happening musically in both Eastern and Central
Europe. To understand the musical changes that were occurring, a brief summary of the

musical styles is needed. In the late 18 and early 19 centuries, there were two main

—

musical styles in the Central European synagogue relating to chazzanut. The first was the
solo cantorial art of chazzanut. An old art form, whose original use was a way of
expressing the meaning of the text through vocalises, chazzanut began a transformation
during the 18" century. Cantorial vocalises, or cantorial fantasia, as termed by Avenary,
began to employ melodic sequences to keep the composition flowing.” This is a style
found m Baroque music (1600-1750). Cantors were also experimenting with making the
voice sound like musical instruments. For example, a melody imitating a trumpet fanfare
is often used with the “Great Aleinu” text because that is how people paid homage to their
kings.* A trumpet fanfare interlude can be found in Ahron Beer’s “Great Aleinu.”® Beer
was the chazzan in Berlin in 1765 and was one of the first chazzanim to be educated in i
secular music.

The second type was a variation on chazzanut that was emphasized with vocal

accompaniment — m 'shor 'rim. Joseph Goldstein-Bass of Oberlauringen bei Schweinfurth

?! Hirsch Weintraub, Schire Beth Adonai (Koenigsberg, 1861, vol. 1-3. reprint, New
York: Sacred Music Press, 1953, Out-of-Print Classics, vol. 19-21).

> Appendix B contains an Index of the three volumes.

® Hanoch Avenary. “The Cantorial Fantasia of the Eighteenth and Nineteenth Centuries,”
in Yuval, vol.1, 1968, 65.

* Tbid., 78-80.
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am Main wrote this style of music (late 18™ century). In his manuscripts, it is clearly
marked when the chazzan and m ’shor 'rim sing, for example Tavo L 'fanecha, Mus. Add. 5
in the Bimbaum Collection.*

In Eastern Europe, the music was less influenced by secular music; therefore, not
influenced by Westemn music in the same way. The Baroque elements and instrumental
qualities are not found here. A chazzan chanting in Eastern Europe during this time
period that highly influenced Hirsch Weintraub was his father, Solomon “Kashtan’
Weintraub. Known as “Kashtan” for his flaming red hair, “Kashtar’ had a phenomenal
voice and coloratura. The portrayal of the text was always his primary focus, with the
music secondary. He was a representative of ““Chazzanuth Haregesh’ [sic] (the feelingful
chant of the synagogue).” “Kashtan” employed both the solo chazzanut and the
m’shor’rim style, and passed both down to H. Weintraub. (Examples of this will be
discussed in chapter two.)

Early in the 19™ century, reforms began to occur within the Central European
synagogue. These reforms led to changes in the music. For example, in 1845, at a
rabbmical conference in Frankfurt, the organ was approved for use in the synagogue on
Shabbat and High Holy Days. Thus, composers began writing organ parts in their
liturgical music. Another example, the introduction of the sermon in the vernacular,

German, led to the introduction of hymns in German. The greatest impact the reforms had

25 .

Tbid.
% Jennifer Frost. “Meshorerim: The Development of a Musical and Textual Practice”
(Masters of Sacred Music Thesis, Hebrew Union College — Jewish Institute of Religion,
1999), 16.




on the music, was the dilution, or in some cases, elimination of the chazzanut and

m'shor’rim accompaniment. In place of the m ’shor 'rim, choral responses, written
according to the rules of Western harmony, were used.”

One of the most notable composers and Reformers of the 19™ century was
Chazzan Salomon Sulzer of Vienna (1804-1890). He, along with Rabbi Mannheimer,

created ritual for the era of enlightenment and this included adding “dignity” to the new

service. To do this musically, Sulzer used Western musical structure to create simple and
sweet harmonies. The melodies became more metered versus free thythm. When
appropriate, he would use Misinai tunes as the basis for his compositions. Sulzer made
drastic changes in the traditional chazzanut, stripping the original melody of excess
embellishments and making the melody symmetric, logical structures. He then created
harmonic accompaniment around the melody using the rules of Western harmony. As
Sulzer himself said, “The Jewish liturgy . . . must not renounce its Jewish character. . . .
The old national melodies and modes had to be rediscovered, collected, and arranged
according to the rules of art.”® (An example of Sulzer’s style of chazzanut is the
“R’tzei.” This piece is in “G Ahava Raba” and has very few embellishments. At the end

of the piece, Sulzer cadences in “G Major,” with choral responses also in “G Major.”)

%’ Sammel Vigoda. “Shlomo Kashtan —The Cantor and The Person,” in Legendary
Voices: The Fascinating Lives of the Great Cantors (New York: M. P, Press, Inc., 1981),
497.

* Avenary, “Music,” 644.

* Found in Geoffrey Goldberg. “Jewish Liturgical Music in the Wake of Nineteenth-
Century Reform,” in Sacred Sound and Social Change (Notre Dame & London:
University of Notre Dame Press, 1992), 63.

% Salomon Sulzer, Schir Zion. (Vienna, 1838, reprint: New York: Sacred Music Press,
Qut-of-Print Classics, vol. 6), 88.
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Other elements that grew out of the Haskalah that were combined with, or
replaced, the traditional elements are numerous. The composers combined Jewish

elements with European structure and German modulation. They wanted their music to

e 0 2 i e 50k o .u..ha,..dém‘%

evoke feelings the congregation would not be able to experience left to its own devices.!

text to agree with beliefs, German chorales in Protestant style, Western musical
harmonies, and eventually, a mixed choir. In some synagogues, Sephardic tunes were
imntroduced and accepted.

. mmomoais o Aliia o o _ PRI, PR S
¢ same time as Sulzer. However, he was not a

I ‘ The elements included Protestant hymns, music with choir accompaniment, changing of

| -

I Reformer. He was a man influenced by the Haskalah, and his goal in writing music
according to the rules of harmony was not to replace the traditional chazzarut and nusach,

' but to be used with it, side by side. Nor did he want to dilute the traditional aspects of the

F service. H. Weintraub continued to perform and teach the chazzanut and rusach of his

father without diluting it, and he alternated this with his choral music during services. It

was through this desire of using both sounds side by side that he created Jewish Harmony,

harmonizing the praver modes.

H. Weintraub was not only known as a great musician and composer, but he was
also considered “the foremost teacher of chazzanut,”” and taught such people as Boruch
Rozowsky and A. M. Rabinowitz. To have studied with Weintraub became synonymous

with “being eminently qualified for the practice of the sacred calling.™*

3 Avenary, “Music,” 640.
” Vigoda, 508.
* Toid. '
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Hirsch Weintraub had a successful cantorate in Koenigsberg, J an. istians

alike came to hear him sing. After attending one of Weintraub’s Tisha b'Av services, a
Christian cantor and musical director commented,

A fantasy of [Weintraub’s], describing the destruction of Jerusalem, was so
touching, that many Christian listeners cried and were reminded of Bandermann’s
magnificent painting “The Mourning Jews of Babylon”. With his choir, he

performs four-part canonical and fugue chants, which were partly self-composed,
partly arranged psalms and hymns. The composer would like to see these chorals
printed in Hebrew with a German translation underneath, so that this music could

TR L TORRP S VR
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be used in Christian schools also. . . . May this Jewish community and their cantor,

who will hopefully stay for a long time, and many Christian school principals and

principals of musical institutes, support Weintraub’s calling by buying his book.**

Weintraub was awarded numerous honors as a cantor and composer. Among
them, in 1862 he received the gold medal for art from the musical academy of Berlin for
his distinguished service rendered, and in 1873, he was given the title of “royal musical
director” by Emperor Wilhelm L.*> When writing about Hirsch Weintraub, Joseph Singer
claimed, “Voice, talent, feeling and phantasy are united in him in a harmonious synthesis
and joined forces to form a ‘Kunstwerk’ (a work of art).™*

After forty years of service in Koenigsberg, Weintraub retired in 1878, leaving

Eduard Birnbaum as his chosen successor. On December 23, 1881, Hirsch Weintraub

died at the age of 68. At his funeral, Bimbaum presented this poem in his honor-

Sleep peacefilly! Everyone says;
Chanting to praise and laud God

We shall never forget!

Sleep well and rest in peace;

Every heart you charmed down here,
Will enclose you in its prayers!>

* Friedmann, 95.
* Ibid.
% Tbid., 504.
*" Friedmann, 98.
10
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Chapter 2: Hirsch Weintraub, The Traditionalist

This chapter will look at the nusach of Hirsch Weintraub and the chazzanut of
“Kashtan” Weintraub. Through the nusach, the use of modes and leit motifs will
illuminate Weintraub’s ability to combine the Eastern and Central European traditions. In
the chazzanut, we will continue to see this combination through H. Weintraub’s
harmonizations of Umipnei Chatoeinu. Also through the chazzanut, we will see

“Kashtan’s” ability to describe the words through the music. An ability H. Weintraub

lanewnd Lon sl [, | RSN, I DU S
K i1

m his father, we will see this again in Chapter 3.

H. Weintraub began his training in nusach and chazzanut when he was only six
under his father’s tutelage. As stated earlier, the tradition passed down to him through his
father was of Eastern European decent. Not only did “Kashtan” give his son a strong
basis of nusach and chazzanut, but he also gave Hirsch Weintraub a model of how to be a
chazzan. “Kashtan” was “the father of chazzanuth [sic] in Lithuania,”® and was

considered one of the top chazzanim of his time. He was known throughout Europe for

his tremendous instru: ument_ t the v “he lived ﬂnrnngh everv w iccuad o

1L =% -'— ¥ W Sada wEe e | vveld RN

B
5
]
3

e
3
4

continuously studying the texts, the way he “poured out in his songs what he felt and
sincerely believed in,” and his pious way of life.” H. Weintraub took this model to heart,
and in both his choral music and his nusach, the text is given priority. The music is there
to emphasize the text, bringing to the forefront certain words or phrases. This was also

true in H. Weintraub’s transcription and harmonization of his father’s chazzanut. From

% Vigoda, 497.
* Ibid.
11
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the quotation by “Kashtan™ in chapter one, Hirsch Weintraub impressed even “Kashtan”
in his rendition of the liturgical prayers.

Weintraub continued to chant and harmonize this tradition that was passed down
to him throughout his career. In looking at the three volumes of Schire Beth Adonai,
there are only five pieces that overlap between H. Weintraub’s music in books one and
two, and the transcription of S. Weintraub’s music in book three, and they are all nusach
“ The pieces are Amnam Kein, Eloheinu R’tzei, Ki Hinei Kachomer, Sheatah

S O b ¥y AT

Hu, and V'shamru. This suggests Hirsch Weintraub was chanting nusach or his father’s

chazzanut in between the choral pieces in order to recite the entire liturgy of the service.

H. Weintraub’s Nusach

As stated in his biography, H. Weintraub was a noted teacher of chazzanut. When
looking through volumes one and two of Schire Beth Adonai, the two books dedicated to
H. Weintraub’s music, i between the choral pieces there are numerous short nusach
passages. In contrast to Weintraub’s choral music writing, his #usach is simple and
anchored. The first example of Weintraub’s nusach to be analyzed is “Uma’avir Yom.”

“Uma’avir Yom” is the chanting of the chatima of the first blessing before the
“Sh’ma” in the Shabbat evening service. Traditionally this would be chanted in the
Eastern European tradition in the Magein Avot mode. In the Central European tradition,
it would be chanted in Major. In music example 1, six examples of “Uma’avir Yom™ are

transcribed: Weintraub, Baer, Singer, Sulzer, Katchko, and Alier. In the Weintraub




| |

transcription (a), two features stand out. First, he begins and ends in the Central
European style of chanting in Major. Second, when he comes to the words “eil chai

v'kayam tamid yimloch aleinu I'olam vaed (Eternal God, may thou

ugh reign over us

forever and ever),” Hirsch Weintraub quotes the entire “old melody”, as he calls it, that

chnanld ba oo fﬁ "l'l.

should be sung for those words. T lody is not found in the Baer (b) and Sanger (c)
versions; they only hint to the melody with the use of accidentals. Sulzer (d) avoids it
completely. In looking at the Katchko () and Alter (f) versions from the 20® century of
the same text, they, like Weintraub, quote the entire melody. Thus, in versions of
“Uma’avir Yom™ known today, Weintraub was one of the earliest sources that records the
extended leit motif, or “old melody.”

“L ‘dor Vador,” the next example is found at the end of the X 'dusha in the morning
service. This particular example is taken from the Shabbat mormning service. This text is
traditionally chanted in the Ahava Raba mode. In the “L ‘dor Vador” passages in music
example 2, all passages are in the required Ahava Raba mode. One aspect to notice, only
Weintraub (a) and Baer (b) have an appagiatura in the cadence. This is a typical
appagiatura for a cadence in the Ahava Raba mode. Also, the Baer and the Weintraub are
more melodic than the Kohn (c) and Singer (d) versions. The Baer and Weintraub
versions do not stay on one note for more than a measure, while the Kohn and Sénger
versions stay on one note for most of the passage.

For the last example, example 3, “N’Kadesh,” the beginning of the morning

K'dushah, H. Weintraub (a) has produced a rmuch more traditional, simple nusach

passage, while Baer (b), Kohn (c), Singer (d), and Sulzer (¢) have written more elaborate

* Refer again to the index in appendix B.
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passages. The Eastern tradition is to chant in the mode of Ahava Raba, while the Central

is to begin in Adonai Malach. Weintraub’s passage has only a four-note range and stays

Sanger’s versions begin in Adonai Malach, but modulate into Ahava Raba by the end.
(Refer to music example 3.)

To briefly summarize the above examples, while Weintraub makes use of the
Central European customs in his use of modes, he is still chanting in the traditional
customs that he inherited using common cadential appagiaturas and leit motifs. Also, in
the case of “Uma’avir Yom,” he was the model for those notations that came after him in
the 20® century.

Throughout the first two books of Schire Beth Adonai, Weintraub makes use of
the terms “alte melodie” (0ld melody) and “uralte melodie” (ancient melody). According
to Weintraub, these terms refer to the melodies that have been passed down through the
ages whose age is impossible to determine with accuracy. They may be ancient, or they
may be from later times.*! Unfortunately, Weintraub did not mark all of the pieces that
contain these melodies because he figured the chazzanim using the books would recognize
them. Thus, while book three most likely contains these melodies, the melodies are not

marked. The pieces that are marked I have indicated with an asterisk (*) in the index in

appendix B.

* Hirsch Weintraub, “Introduction,” in Schire Beth Adonai, transl. Julius Sperling,
14
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“Kashtan’s” Chazzanut
[‘Kashtan’} is said to have been blessed with a mighty wonderful resonant,

glitteringly brilliant, high-reaching tenor. He was able to hit the high “E” above
high “C” with unbelievable playful ease. . . . His coloratura was like the sharp

edge of a sword, spiraling with light-speed rapidity, but at the same time not

muffling, let alone skipping a single note.*

Thanks to Weintraub’s devotion to his father, we are fortunate to have numerous
notated selections of chazzanut sung by “Kashtan,” While some are in printed and

published form, others are transmitted in manuscripts still to be discovered. In a few

analyzed, two in manuscript form, and one in published form, the modal organization will
be discussed, as well as how the words are emphasized by the melodic line.

“Al Kein N’kaveh” and “V'al Y 'dei Avadecha™ can be found in manuscript and
published form. The published version can be found on page 219-221 of vol. 3 of Schire
Beth Adonai. The manuscript version can be found on pages 35-36 in Mus. W. 122 of the
Birnbaum Collection. (See music example 4(a) for the manuscript of “4/ Kein N'kaveh™
and “V'al Y'dei Avadecha,” and 4(b) for the published version of “A/ Kein N’'kaveh.”) In
the manuscript version of both pieces, the notes have not been organized into a time
signature; therefore, the rhythms are much less metered. The manuscripts also contain
many more embellishments than the printed versions, requiring a voice with an able

LL 4 xF _+ _ LTt

coloratura For exampl he firsi three w of “Al Kein N’kaveh,” the printed

Coioratura. rofr €xampie, in
version (see music example 4b), in measures 1-2, have a dotted quarter, two sixteenths,

and an eighth triplet for the word “al,” and an eighth triplet into a dotted quarter for “ken

* Vigoda, 497.
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[sic]” and “n’kawwe [sic).” In the manuscript (see example 4a for a transcription of the
manuscript), there is no measure marker or time signature, and the word “a’’ has an
eighth, two sixteenths, a sixteenth trinlet, and three sixteenths with “keirn” and “n 'kaveh”
on four sixteenths. The manuscript, although it has shorter note values, leaves more room
tion. This is due to the lack of measures and a time signature. The chazzan
must figure out on his/her own where to push and pull the melody. In the printed version,
the inclusion of a time signature and more pronounced rhythms has most of the
interpretation written into the music.

There are a few interesting aspects to note about “4/ Kein N 'kaveh.”
Traditionally, if a chazzan is going to chant the liturgy in the Malchuyot section in a florid
fashion, it would begin at “V'al Y 'dei Avadecha.” “Kashtan” began the floridity at the
beginning of “A/ Kein N'kaveh.” The words with the most coloratura are those that come

immediately before a biblical pasuk (line). These include “kakaruv” and “v'ne ‘emar.”

=

as the full attention o

b

PURUL I PR | S —al Lo
1l attention of those listening. The other thing

ha
This is to make sure the chazzan ba

to note about these words is, during or after these words, the piece will make a modal
change.

“Al Kein N’kaveh” revolves around “A Magein Avor” and “E Ahavah Raba™.
(Refer to music example 5(a).) In order to transfer from one to the other, “Kashtan” uses
some mode or scale derived on D. Since D is the sub-tonic to E and the fourth to A, it
makes for an easy transfer from one to the other. “D Adonai Malach” and “D Major” are
both used. Likewise, “D Ukranian Doriar” is also used. This is interesting because in the

Malchuyot section, if Ukranian Dorian is used at all, it would not be used until “S'u

e,
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the piece, “C Major” and “G Major.” This occurs towards the end of the piece, in fact,
the piece ends in “G Major”.

There are certain notes that “Kashtan” plays with in this piece in order to change
the mode or scale. G, C, and F go back and forth between being sharp or natural. For
instance, turning the G natural into a G sharp makes it very easy to transfer into either the
“E Ahavah Raba” or the “A Magein Avor”. He also makes use of non-octave duplication
with the F and C.%

The text of “Al Kein N'kaveh™ is recited during the Malchuyot section of the
Shofar service, traditionally placed in the Rosh Hashana Musaf service. The text begins
with a wish from the people Israel that soon all will behold God’s majestic glory.* No
abomiunations or idols, and the world will be perfect under God (end of measure 2).
Everyone will swear allegiance to God and will bow from the knees and prostrate
themselves before God (measure 4). “May they all accept the yoke of your kingdom, that
You will reign over thein soon and forever (measure 8). . . . As it is writien, the Lord
shall reign forever and ever (measure 11).” The music interprets this wonderfully. When
the words are saying that something should happen soon (“7’hera” in measure 9), the
music has a falling motion to it with many notes, suggesting that God will be coming
down to earth quickly. The music is grand when the text is saying God will reign forever

or when people give honor to God (measures 7 and 11). With the word, “/'saken” (be

perfected), the melody rises because the world will be getting better (middle of measure

* Non-octave duplication is where a note will be of a certain degree in one octave, and in
the octave above or below, it will be sharped, flatted, or naturaled. For instance, in the
Ahava Raba mode, the sixth degree of the main octave is a m6, yet in the octave below,

the sixth degree would be a M6.
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2). When the text speaks of everyone prostrating before God, the melody falls,

=
n
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=
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te

the process of prostration (measure 6).

The text then in measure 12

- iR wEE ASAWES ITGEE W

marking perverseness in Israel. “God is with them, and they shout in honor of God
(measure 13). God became King when the heads of the people and the tribes were
assembled (measure 14) . . . He is robed in majesty and girded in strength (measure 17).
The world is set firm and cannot be shaken (measure 18).” Again, the music goes on to
portray this text well. By transferring immediately from Major to Ahava Raba, the melody
becomes more reflective, as if speaking to those who know how God was with the
forefathers (measure 14). In describing how God became King, the melody takes on a
declamatory sound to mark the important date (measure 14). The rest of the piece is a
grand telling of God and how He is King.

Like “Al Kein N'kaveh,” the “V’al Y'dei” is also florid, with the most coloratura
occurriig on the word “v'ne ‘emar.” (Refer to music example 4(a).) Also similar to “4/
Kein N’kaveh,” the keys are “A Major”, “A Magein Avof”, “G Major”, and “D Major”,
with a key change usually occurring within, or just after, “v’ne ‘emar.” (Refer to music
example 5(b).) “C”, “G”, and ‘F” continue to be the revolving notes in the piece. One
more point to make about this piece, in certain sections it resembles davening, while at
others, the use sequences give it a playful, operatic sound.

The text of “V’al Y'dei” finishes off where “4/ Kein N 'kaveh” began. It says that

through the prophets God has told us that He is the King and Redeemer of Israel, God is

the first, the last, and there is no other. “Deliverers shall £0 up to Mount Zion to rule the

“ Bimbaum Machzor. (New York: Hebrew Publishing Co., 1979). 8
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country of Esau, and dominion shall be the Lord’s. The Lord shal

—

be King over all the

X b4

earth; on that day the Lord shall be One and His name shall be One. As it is written in the

tha l Ae LI'A
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Torah, Hear, O Israel, the Lord is our God, th

Lord is One.” The melody begins in a

reflective manner with a melodic, delicate melody as the words of the prophets are

spoken, and then changes quickly into 2 majestic sound as God is mentioned as the King
and Redeemer of Israel. Through the use of rests and staccato markings, the melody

quickens as God reveals that He is the first, the last, and the only One. The melody rises 4
as the deliverers climb Mount Zion, and then the melody has an increasing excitement as it
finishes the text.

The last piece, “Unmipnei Chatoeinu,” was analyzed only in printed form (see

LA S

music example 6). Unlike the previous pieces, this piece contains choral responses. It

D ————

also, towards the end of the piece, has the choir and the chazzan singin ing at the same time,

a technique not found often in Jewish music of the 19 century.

— . < sk o . . . . j .
I'he piece revolves around “b” minor” with brief sections in “A” Major,”

L T R RN e S S s e A

“pr Major,” b" magein avot,” and “B® Ahava Raba.” There is also a hint of “¢” magein
avot.” (Refer to music example 5(c) for graphic representation of the tonal structure. )
“Umipnei Chatoeinu,” has many interesting features. The piece can be divided

into four sections by the action of the choir. The first section is measures 1-119. Section

un

two is measures 120-137, section three is s 138-184, and section four i

a style that was representative of the chorshul, an Eastern European invention of the late

19" century, since a large section of the text is sung by the choir over the chazzan, The
19
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text, found in the Musaf Amida for Pesach, would normally be sung by the chazzan alone

during the chazarat hat filah [repetition of the Amida}. Thus, “Kashtan’s” addition of

vhgi_rm h l I ﬂl e 'l"he ]'Ie'il',s nmotinn chunn-

piece is unique. The choir’s function
first section, the choir is mostly repeating what the cantor just did. When this occurs, the
soprano repeats the same meiody of the previous cantor line. This is similar to the

mshor rim style. Toward the end of the section, the choir begins acting as punctuation.

It repeats only the last word or two, and the melody completes the cantor’s phrase. This
is also a style representative of the m 'shor’rim. In section two, the cantor and choir begin
to overlap more. The choir is repeating the words and melody the cantor just sang, but
instead of waiting until the cantor has finished his, as in section 1, the choir comes in a few
beats after the cantor. This creates a layering effect that represents the urgency of the
text. (This will be discussed below.) The choir ends this section without the cantor. It
sings the words, but not the melody, of the cantor’s previous line,

In section three, the choir is aciing again as punciuation. In the iast two systems
of the section, measures 180-184, the cantor and choir are singing at the same time. The
text is the declaration of the day. While the cantor is singing the entire text, the choir is
singing on top of the cantor using a different melody, and only the first few words of the
declaration. (This is the style of the chorshul 1 briefly mentioned above.) In section four,
one of the melodies from section one returns. The cantor sings it first, then the choir
repeats it exactly to finish off the piece.

In this piece, “Kashtan’ has blended together Maestoso sections in with the
davening. He goes back and forth between the recitative and metrical sections. This

P DU

hoir parts, but also just in the cantor line. In

20
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measures 88-102, we see an example of this occurring between cantor and choir. The
cantor is davening a recitative section from measures 88-98. At measure 99, the choir

enters with a metrical section that lasts until measure 102. The choral parts are of

homophonic texture. In measures 19-30, in the cantorial line alone, there is a metrical

ecitative section. From measure 19-26, the cantor is davening a

section leading into
recitative section. Beginning in measure 27, the cantor sings a metrical melody that will
be repeated later by the choir.

If the piece were to be divided by the melody and how it relates to the words,
instead of by the action of the choir, the divisions would be slightly different.*> The first
section would be measure 1-47. In this section, the text is describing that we, Israel, were
exiled from our land because of our sins and what we can not do because of being exile.

melody conveying this is reflective and matter-of-fact. It is setting up the basis for the rest

The text is a pl

b 28 snnmiman AQ 190 -
of the text. The second saction is measures 40-12ZU. 1net

asking God to have
compassion on us, rebuild the temple speedily, and return us to the land. The melody for
the words “May it be your will, Lord our God and God of our fathers” (measures 48-87)
is enchanting. The melody, in and of itself, represents the mystery of God and the holy
place in which we reserve for God. In fact, the melody comes back at the end of the piece
to bring the piece to a close. At measure 88 to the end of the section, the cantor’s melody
begins to move from making a simple plea to a more intense plea. This leads into section

three, measures 121-176. This section, more completely than section two, asks God to

reveal his majesty to us by speedily gathering us and bringing us to Zion. Once in Zion,

21
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we will prepare and give the offerings according to God’s rule. In this section, the choir
and cantor interact with each other more. As stated above, they are singing the same ’
thing, but are only a few beats off from each other. This creates a layering effect that ?

represents the urgency of the text. This musical setting shows urgency: we want to be

ao. N

gaihered to God now. The cantor’s melody than comes out of this and pleads more

strongly and forcefully asking God to gather us from among the other nations.

Beginning in measure 160, the forceful pleading is done and the melody is calm
again. The text and melody are a simple explanation to God that when he brings us back
to Zion, we will begin performing the sacrifices according to his will. The last section is
measures 177-207. The text is a declaration of the Feast of Unleavened Bread and that on

it, we will present and prepare that which we were told to through Moses. The melody

Cirer vieres |

here becomes grand and declamatory, representing the will and excitement we will have in
performing this act again. However, with the mention of Moses in measure 185, the
enchanting melody heard earlier in the piece comes back. This meiody is therefore, not

just used to speak about God, but also about our forefather Moses. Moses, too, is holy

and mysterious because he was God’s servant.

For both sets of divisions for the piece, the choral and the melodic, there is a clear
division half way through the piece. This is measure 120. Until this measure, the piece is
placid in its sound. At the beginning, the music is reflecting on why Israel was exiled.
Beginning in measure 48, the music begins a plea to God using a mysterious melody to
have mercy on Israel and asks God to rebuild his sanctuary. At measure 120, the piece

becomes more urgent in sound as the text describes the urgency with which Israel wants

** Bimbaum Daily Siddur. (New York: Hebrew Publishing Co., 1977).
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to be gathered. The layering of the cantor and choir, alon

.
g with manv cant

embellishments, create this urgency. At measure 160, the melody states matter-of-factly

Py . N I o e PO

critices if God gathers Israel. This is created by the simple

that Israel will do Go
melody with less embellishments in the cantor line and shorter choral passages. The
melody then becomes regal in sound at measure 177 with the declaration of the day.
Finally, the repetition of the mysterious melody when speaking about Moses in measure
185 brings the piece to a close.

From his desire to keep to the tradition, Hirsch Weintraub’s harmonizations
entered into a new realm of synagogue music. According to Idelsohn, Weintraub was the
first to harmonize within the modes, and is credited with developing what we now know

as the Jewish modes.*® In order to harmonize within the modes, Weintraub used the

chords that are created when one builds a triad on 1 cach note of the mode. A method of

)»

modal harmonization is given in Freed’s Harmonizing the Jewish Modes. Using this
method, an analysis was performed on five pieces Idelsohn quotes as examples.*” (See
Musical Examples 7(a)-(d).) “Adonai Adonai” page 184 of Schire Beth Adonai, gives an
example of Weintraub harmonizing in the 4hava Raba mode. “Afah Horeita,” page 130
of Schire Beth Adonai, and “Shma Yisrael for Rosh Hashanah and Yom Kippur,” page
142 of Schire Beth Adonai, give examples of Weintraub harmonizing in the Magein Avot
mode. “Eloheinu Velohei Avoteinu T'ka B 'shofar” on page 234 of Schire Beth Adonai

gives an example of Weintraub harmonizing in the Adonai Malach mode.*® These

“ Idelsohn, 482,

*" Isadore Freed. Harmonizing the Jewish Modes (New York: Sacred Music Press, 1958)
and Idelsohn, 482-3.

Wemtraub, Schire Beth Adonai, vol. 1 & 2, pages 38, 130, 142, 184.
23




examples show that Weintraub infiyse

modes. Unlike Weintraub, Sulzer’s “Adonai Adonai” is not harmonized and his “Sh’'ma

| Yisrael” for High Holidays is in “c minor”.** Although Sulzer stated that he was returning !

to the old, he was not going the extra step of harmonizing within the Jewish modes like

1b.

Along with Weintraub’s nusach examples and chazzanut transcriptions, these

l modally harmonized examples demonstrate his will to keep the tradition that was passed

down to him alive. Though he was 2 man of modemn times, with a secular education, he

ELLUE - g = WANFALy

was reared in the tradition through his father. At every level, old and new, east and west
are combined.

49

Sulizer, 343 and 254.
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This chapter contains an analysis of four choral pieces composed by Hirsch

Weintraub. Through these pieces, Weintraub’s use of contrapuntal and homophonic
textures, frequent key modulations, fugal expositions, and lengthy pieces with multiple

parts becomes apparent. These aspects, plus others that will be discussed, set Weintraub’s

compositions apart from others writing at his time.

To analyze H. Weintraub’s choral music, two sources were used. The main source
was Schire Beth Adonai by Hirsch Weintraub.® The edition used was Sacred Music
Press’ Qut-of-Print Classics series books 19 and 20. The four pieces analyzed were “Ein
Kamocha” (pp. 53-56), “Vayhi Binsoa™ (p. 56), and “Adon Olam” (pp. 30-34) of volume
19, and “Hal’luyah” (pp. 163-164) of volume 20. The other sources used were the
original manuscripts of the pieces. These are found in the Eduard Birnbaum Collection.

The Birnbaum Collection is a collection that was compiled by Eduard Bimbaum,
Weintraub’s successor in Koenigsberg. The collection is divided into two parts: music and
archive. The music part contains printed music and manuscript collections. The archive
part contains printed books, manuscript indices, notes, correspondence, and printed
articles. Contained in the manuscript collections is a large collection of Hirsch Weintraub.
There are 179 separate inventoried items in this collection. These items consist of one
piece to a collection of many pieces. Some musical items are complete, while others are
just excerpts of a piece. For some, only the melody was written and the harmony was

never completed. Among the items, are some part books that were used by Weintraub’s
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ion even contains the original copy of Schire Beth Adonai that was sent

to press. While most items were written by Weintraub, not everything was written by
Weintraub. Other composers whose compositions are in the Weintraub portion of the
collection are Spohr, Bellini, Schubert, Lewandowski, Sulzer, Meyerbeer, Weber, and
others.

In looking through the manuscripts, two to three versions of the above pieces

could be found. For “Adon Olam,” three manuscripts were consulted. For “Ein
Kamocha,” two manuscripts were consulted. Although the manuscripts for these pieces
are not dated, the condition of the manuscripts and the notation of the music give hints as
to the age of the manuscripts. Through the manuscripts, a history of the pieces was able
to be determined. For instance, the three versions of the “Adon Olam™ are in Mus. W. 17
(b), 17 (c), and 17(d). Mus. W. 17 (c) appears the oldest. Its paper has turned from a
manila color to a brown, and there were more stains and crossed out notes found on this
manuscript than on the other two. The notation also appears older on this manuscript.

In looking at the notation of Mus. W. 17 (c), an interesting discovery was made.
The music appears as if the music was written for instruments, versus voices, and the
words are just written in underneath the notation. However, I do not think this was the
case. It appears this way because the rhythms are not conducive for the separate syllables
of the words. The rhythms are very straight, with few dotted rhythms and pick-up notes
that would allow for the recitation of the separate syllables. For example, instead of

having a dotted eighth and sixteenth, or two even eighth notes, to say the syllables “ah™

® Weintraub, Schire Beth Adonai, vol. 1&2.
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and "do”” m the word “adonag both the “a and “do” would be found under a sin

quarter note. (See music example 8a.)

To give a more specific example (music example 8(b)), in manuscript 17(c),
measure 12, and manuscript 17 (b), measure 12, the words are “melech sch'mo.” In 17
(c), “me” is under a dotted quarter note tied to an eighth note, “/ech” is under a half note,

and “sch’'mo” is under a half note in measure 13. In 17 (b), “me” is under a dotted quarter

note tied to an eighth note, “/ech” is under a dotted quarter note, “sch ™ is under an eighth
note, and “mo” is under a half note in measure 13. Ithink Weintraub had a melody in
mind for the text, but he didn’t know yet exactly where to put the words. The first step
then was to write down the music as he heard it, then place the words where he wanted
them. The final step was to go through and adjust the rhythms to fit the separate syllables
in the words. Thus making it easier to sing the melody, and making it clear where the
syllables should be sung. While there may have been still more versions of the piece, from
these music changes, it appears that 17(b) came after 17(c) in the compositional process.
The music changes are very important to the performer because without them, the
performer would not know exactly where to place the syllables, and each performer would
do it differently. By being specific in his notation, Weintraub also conveys what he
wanted more clearly. Changes similar to that described above were seen throughout the

manuscripts.

Ein Kamocha
First, I will discuss “Ein Kamocha.” This is found on page 53-56 of Schire Beth

Adonai volume 1 by Hirsch Weintraub (refer to music example 9). Published in
27
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Koenigsberg in 1859 now published by Sacred Music Press in the Qut of Print Classics
Series as book 19. The piece has four voices and contains three basic parts, with a brief
connecting phrase between parts two and three. Each part of the piece is very different’
from one another. We will see later that the connecting phrase has one specific musical
purpose. Throughout the piece, Weintraub makes use of both homophonic and
contrapuntal textures, a fugue, frequent modulations, and soli and choral sections. The
fugue is the third and final part of the piece. The liturgical text is complete before the
fugue begins. As we will see, throughout the fugue, there are numerous suspensions and
very few cadences. To make the analysis clear, I will first look at the key of each part,
then I will explain the motivic characteristics of each part. Lastly, I will discuss how the

music relates to the words. The basic structure of the piece is as follows:

Beginning | Ending # of Motive
Part Measures Key Key | Choir | Soli jMolives| Names
1 1-16 C C 4 part 0 A B C
2 16-46 Ab Ab 4 part 3
Connecting
Phrase| 46-52 C G 4 part 0
3 53-91 G C 4 part 4 D.E FG

Chart 1: Basic Structure of “Ein Kamocha”

)
:
I
I
I
I
I
I
|
|
|
|

Key Relationships
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emphasize the key relationships in each part. The blue section of the diagram relates to

part 1, the red section to part 2, and the green section to part 3.*
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Diagram i: Key Reiationships in “Ein Kamocha™

The lines with arrows at both ends represent a relationship in which the section
flows from one key to another, usually returning to the previous key. The line with an
arrow at one end represents a key change that happens between parts 1 and 2 with no
connection between “C Major” to “A’ Major.” The key change of “C Major” to “G
Major” in part three actually occurs in the connecting phrase prior to section 3. The
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Major” seen in section 3. Both “d minor” and “D Major” appear in part three, thus they
are both represented on the diagram.
“C Major” is the important key of the piece. Everything revolves around and

returns to this key. The importance of this key is represented by the size of the C. It is

3t Capital letters represent major keys, and lower case letters, minor keys.
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larger than the other capital letters. The G is the next largest capital letter, and this is
because of its central role in part 3. “G Major” is the crux of section 3. We will see that it
is not until measure 79 that Weintraub begins working his way away from “G Major” and
into “C Major.” The rest of the letters are all the same size to represent their secondary

nature to “C Major” and “G Major.”

Part 1, comprising of measures 1 through 16, opens the piece. The piece begins in
the key of “C Major” with, for the most part, a rhythmicaily-unison choral section, in
homophonic texture. By measure 2, the piece is already traveling to “a minor” and has a i-
V half cadence in measure 3. Just as quickly, the piece returns to “C Major” in measure 4
and has a IV-I plagal cadence in measures 6 and 7 with a dynamic of piano. In the later
half of measure 7, going to measure 8, there is a repeat of the plagal cadence using terrace
dynamics. This time it has a dynamic of forte. The piece then flows into “f minor” in
measures 8-10, with a C in the soprano leading us from “C Major” to “f minor.” Then,

24 meodan
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measures 11 and 12, we finally have an authentic cadence with a I §- V’-1. The part then
continues on in measure 13 with a progression leading to another authentic cadence of I §
-V’-I in “C Major” (mm. 14-16). This time all four parts end in unison on an octave C.
As seen in Chart 1, this part begins and ends in “C Major.” With “C Major™ as the
important key of the section, both key excursions in part 1 are built around “C Major”

providing the following relationship:
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Part 1: Characteristics
The time signature for this part is {. The tempo called for is Maestaso. This

tempo marking is about walking speed, not too quick, not to As I said above,

E e &
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oW,
homophonic texture begins the piece. (The four voices move at the same time.) The style
of the opening measures is reminiscent of a Bach chorale. It is not until the piece goes
into f minor at measure 9 that this begins to change. Here, the piece briefly takes on a
different character. Some of the voices begin to move mdependently of each other and the
piece seems to be propelling forward. The independent movement of the voices is known
as contrapuntal texture. The voices are independent, yet also interdependent. Together
they form the overall texture. (We will see a better examples of contrapuntal texture in
parts 2 and 3.) Once back in “C Major” at measure 11, the voices regroup and appear to
have

ne o gaL vmma thig fircst nart to

£33 1L S puaas

H n Alonsrontam aliaet aho g a
se. Later, in the discussion about the t i,

we will see how the music represents an interpretation of the text.

Part 2: Keys and Cadences

Part 2 consists of measures 16 through 46 and begins in “A® Major.” There is no
transition to change from the ending “C Major,” unison C cadence in part 1, to the

beginning “A* Major” of part 2. This is known as a “phrase modulation.” However, even

though there is no transition, and the modulation is a third, the change does not sound
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abrupt because the soprano begins the part on a C. Once the other three parts enter in

HP LR N L
measures 17 and 18, we hear the “Ab Major” chord. (This

from “C Major” to “f minor” in part 1, measure 8.) In measures 16-20, we hear chordal
movement from I-V 3- V § -1. This movement settles us into the key of “A® Major.” The

first cadence we hear is 8 V- I3 -I authentic cadence in measure 24. The key then changes
in measure 25 to “E" Major.” Measures 26-28 are a succession containing 1-V'-1.
Throughout this succession we hear the tonic E’ in the bass. This is the first of three
pedal tones found in the piece. (The other two are in part 3.) In measures 31 and 32, we
find an authentic cadence, which ends I §- V-1.

The key then changes back to “A® Major” at measure 33, and the part stays in this

key until the end. In measures 35 and 40 we have plagal cadences. In measure 46, we

mern dle o o g |
have the strongest cad

ce of the part: an authentic cadence of I §- V'- 1. This is the
strongest cadence because the V is not only in root position, but it is also has the minor 7
in the chord creating a dominant 7" chord. The key relationships of this part is diagramed

as follows:

Part 2: Characteristics
For this part, the time signature is 3, and the tempo marking is Andante. Thisis a

= oo T TEEX

slightly slower speed than the Maestoso in part 1. Unlike part 1, part 2 is not for full

choir, but 4 solo voices in a contrapuntal texture. The soprano voice leads us into this
32
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part and continues to propel this part to its completion. This is not to downplay the other

I ‘I £ ]
arts. 1he tengr an

o
[+ 5
o

when the soprano line is resting.

There are a few interesting features in this part. First, it is in A-B-A form.
However, the key of the “A” returns before the melody of the A returns. The first “A”
section begins with the end of measure 16. The “B” section begins at the end of measure
24 with the key change to “E” Major.” The “A® Major” key of the “A™ section comes

back at measure 33, but the melody does not return until measure 38. This can be seen in

from Classical. In the Classical period, it is more common for the key and melody of
section A to return at the same time.

Part 2 begins with a call and response that establishes the key. The soprano calls
and the three other parts respond. This is found in measures 16-20. Later, we hear a
similar call and response in measures 36 ~38. This time, the tenor calls and the other three
parts respond. Both call and response sections are highlighted in olive.

Third, there are three motives in this part. All three motives are found in the
soprano line, except once when we see one of them modified in the tenor part. Motive
“A” is in orange and is found beginning in measure 20, going to the begnning of measure
22. It starts on an e*? quarter note which is repeated, then it travels down in thirds to a ¢?
quarter to an a"' quarter, then down a fourth to an ”' dotted eighth which finishes the
motive. (I will talk later about how the music relates to the words.) Motive “B” is in blue
and is found just after motive “A” in measure 22 going to 23. Rhythmically, it consists of

a sixteenth note leading to a quarter and two eighths, finishing with a dotted eighth. It
33
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travels from the e*' back up to the b*'. This motive is repeated immediately in sequence,
but the distance traveled is not identical (measure 23 to 24). Here it goes up from b*' to
¢*. The rhythm is, however identical, except it ends on a quarter.

It is not until measure 38 that we see these motives repeated. Here, Motive “A” is
recalled in the tenor just before we hear it in the soprano. This is similar to what we saw in
the call and response sections also. In measure 38, we have a modified version of motive
“A” (4

\”) in the tenor because th

. For this reason,
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we get an f' after the a*' quarter. This is where the motive ends in the tenor line. One
beat after we see it in the tenor, we also see it in the soprano line with the same
modifications; however, this time the motive drives to its completion on the e*!. Motive

“B” is then heard in measures 40 and 41, but again with some modifications, giving us

wvrnea i‘» 1 ¢ha oy ey ._t f....
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“B’.” Not t is the same, exc or starting on a  instead of the ¢”°, but thythm-
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wise, it uses only eighths and quarters. It is repeated in sequence as it was in measure 23.
We now see a motive “C” as we end the part in measures 42-44.

This motive is four eighths followed by a half note, then two quarter notes. The
motive is repeated immediately in measures 44-46 with only the last note changing from a

quarter to a half note. The notes are exactly the sam

»
[¢]

.
o 4.
e until the last two, when the notes

adjust to end the part.

It must be noted that, while we see the soprano singing motive “B” or “B’,” the
alto and tenor parts are singing almost the exact same thythms. Rhythmically then, we see
motive “B” and “B*” in the alto and tenor parts. Another thing to note is that the end of

measure 24 going to the beginning of 25 has a similar shape to Motive “A.”
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We have now arrived to the connecting phrase. This phrase begins in measure 46
and is 6 measures long. It returns to the style of part 1. This is emphasized with the
Tempo 1 marking, the original key of “C Major” and homophonic texture. It is also for

the full choir, as was part 1. The purpose is to get us from “C Major” to “G Major.”

Part 3: Keys and Cadences

This part begins with a fugal exposition. Once all four voice parts have entered,
there are many brief changes of key. However, I will only bring to our attention those
changes that are the most significant. This is not to say that the composer made key
changes for no reason at all. Listening to this part, we hear the music weave from one

place to another. This, I believe, is from the many key changes. This said, there are very

features are significant.

This part consists of measures 53 — 91 (the end of the piece). Asnoted earlier, we
begin in “G Major.” The first cadence we hear is not until measure 65. Here we have a
plagal cadence of IV§— 1. However, this cadence is not as simple as it appears. First,
from measure 63 through the cadence, the bass has held a pedal tone on “G.” This is the

second pedal tone found in the piece. Second, it is actually an extended cadence with the

/ of “D Major.” We heara V

s
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Major” in measures 65 and 66, then return immediately to “G Major.” The next important

cadence is in “d minor.” We get to “d minor” by travelling through “F Major,” but the
35
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next important cadence is in “d minor” in measure 75. Here we have a strong authentic

cadence of V-1. This cadence is stronger than the previous one in “G Major” because it is

authentic, versus plagal.

the end, the piece weaves through multiple key changes, all leading to the final cadence in
“C Major,” the original key of the piece. The final cadence is an extended authentic

Loican F Dt oo [~}

V' — 1 found in measures 86-87. The I, however, lasts for 5 measures as it is

| The next major cadence is not until the end of the piece. From measure 75 until
l ending the fugue which makes up this part. Helping to bring the part and the piece to a
close, the bass again has a pedal tone, this time on “C” (measures 87 to 89). Diagramed

with only the major cadences and keys in mind, it is as follows:

b
o
C

Qc——> Q<>

We have now come to the description of characteristics for part 3. Part 3 is
unique because of the aforementioned fugal exposition that begins the part. This part, like
part 2, is contrapuntal in nature. Also, as in part 2, each motive has its own color attached

to it.
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Part 3: cteristics

the subject and the alto follows with the answer in measure 55. Next, the soprano enters

in measure 57 with the subject, followed by the bass with the answer in measure 59. The

subject and answer are both made up of two motives. I say two motives because they

I The fugal exposition begins with the tenor in measure 53. The tenor comes in with
l work independently later on in the part. (To distinguish the motives from part 2, I will

start by denoting the first motive as motive “D” in part 3.) Motive “D” is the blue line.
This line, when used as a subject, climbs up a Major 6 , and when used as an answer,
climbs up a Major 7%, The difference is due to what is happening harmonically. The next
motive, motive “E,” is associated with the green line. This is seen in measure 55. Motive
“E” is two cighths and a quarter. In the first 8 measures of the part, two motive “E’s” are

seen in sequence following motive “D.” The purpose is to bring us back down to the note

on which motive “D” began. Metive “E” is thus acting as a counter subject to motive
.

As stated above, we find both motive “‘D” and “E” working independently from
each other. Motive “D” is not seen again until measure 66 after the extended cadence in
“D Major.” This time it is followed by only one “E” motive and the layout is slightly
different. Here we have the tenor giving us the subject in measure 66 and both the bass
and soprano giving the answer in measure 68 for the bass and 69 for the soprano. The
musical term for this interaction between the bass and the soprano is called Stretto. (The
subject is presented in one voice, here the bass, and imitated in one or more additional
voices before the original statement has run its course. Here the soprano.) The alto then

PO, I L 11

easure 71, followed by the tenor wiih the answer in
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measure 73. Throughout measures 66-75, motive “D” is only followed by one motive

“E.” In every instance, except for the “E” in measure 75, the “E™ motive is elongated into
half notes. After the tenor giving the answer in measure 73, we again see motive “E” in
measure 75 in its original note values. Motive “D” is only heard one more time. This time
it is in the soprano line in measure 80 and without the motive “E” follow-up.

Motive “E” we see throughout the part comprising one of three elements: a
descending three-note pattern using the eighth/quarter rhythm mentioned above, a
descending three-note pattern using the half note thythm, also mentioned above, or just
the use of the thythm. In the discussion to follow about the text, we will see that motive
“E” is associated with only one word, thus giving emphasis to this one word.

There are two more motives in this part. Motive “F” is associated with the yellow
line. This motive appears to be an augmentation of motive “E” when there are two “E’s”
in a row. To make this more clear, when two “E” motives appear together, they descend

Atraateatoh g gth o
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a perfect 57, in some Cas
an augmented rhythm of two “E” motives together.

The last motive is motive “G.” This is associated with the teal line. This motive is
an augmentation of the first six notes of the blue line. Motives “F” and “G” are seen after
the measures containing motive “D.” They expand the melodies and lead to two of the
three major cadences in the part.

Before getting to the discussion on the text, there is one more thing to bring forth:

suspensions. This feature is used quite frequently by H. Weintraub in the piece

ity VY 18 -~ =2 Lo

in the fugue section. It gives one the feeling that the section is continual because it is

s |

weakening the strong beats. In fact, the use of the suspension is why there are not more
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beat two and by this time, we do not
feel like it is a cadence anymore. The three real cadences of the part are the cadences
where no suspension is used and the cadence occurs on beat one.

In relation to the different motives, the only motive where suspensions are used is
motive “F.” This motive occurs five times, and during those occurrences, seven
suspensions are found. This makes sense, being that this motive is an augmentation of
another motive, thus the note values are quite long and extend over bar lines. Although
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Therefore motives “G,” “D,” and “E” have no suspensions. Throughout the part, there is
music that does not belong to the motives listed above. I mention this only to show that

there are eight more suspensions found in this music.

We have now come to the aforementioned discussion on the text. Being that this

is a liturgical piece, the relation between the music and the text must be discussed in order

o get the true effect o ” begins the Torah service. In this text,

-

we glorify God and speak of God’s sovereignty. In part 1, we hear a very stately version
of the text. With the choir moving together, it commands that people listen and take note
to what is being said. “There is none like You among the gods, ... Your dominion is
throughout every generation.” There is a repetition of the words “Y our dominion is

throughout every generation” in measures 8-16. The first singing of the words takes place

with the key change to “f minor” in measure 8. As I said above, the music here has a
moving feeling. The soprano line is leading forward as if to say, “throughout the
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generations.” The repetition of the text in measure 11-15 is an emphatic singing of the

but it is also reaffirming the lasting power of God’s dominion.

Part 2 finishes the text of “Ein Kamocha” and begins the text of “Av
Harachamim.” The part begins with the singing of “God reigns, God has reigned, God
will reign for all eternity. God will give might to God’s people; God will bless God’s
people with piece.” It then follows with speaking to God and asking God to be God’s

compassionate self and do with Zion according to God’s will, and finally ends with asking

C-f\vd to reuuild the vvmﬂe of]n-uc late Tha ansmbination fd»l. text ﬁn dha dearmn sesmsraw,

emphasizes the idea that before asking God for something, we first declare God’s
existence and sovereignty. When examining the relationship between the music and the
text, it sounds as if the voices are speaking to God. It is as if the choir would be too
overwhelming, so in order to be polite when speaking to God, instead of about God as in
part 1, Weintraub backs off to solo voices. Also, the motion of the vocal parts seems to

roll forward, like going up hill, then down hill. As if hitting the height of God, but not
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ay up there too long.

Lastly, motive “B” seems to have a specific purpose. Whenever we say, “baruch
atah Adonai” in a chatima, there is an exclamatory phrase that is said emphatically before
the chatima is continued. That being “baruch hu uvaruch sh’mo.” Motive “B” has the
feeling of this exclamatory phrase, especially in measure 22 and 23. The voice parts are
saying “God will reign forever!” while the melody travels higher and higher as if to be

heard by all. Again in measures 40 and 41 this is heard. This time the text is “Jerusalem”
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and it is repeated twice. The melody again climbs higher as if making sure that God hears

The connecting phrase finishes off the text of “4v Harachamim® in the same
manner as was found in part 1. As stated above, part 1 sounded very stately, grand and
emphatic. This is also the same sound we find in the connecting phrase, and a perfect fit
to the words, “For we trust in You alone, ... exalted and uplified, Master of worlds.”

Part 3 contains the words “exalted and uplifted, Master of worlds.” This part is
just glorifying God both in the sound of the music and in words. Two things must be
noted about this part for it to be co
“olamim” and motive “G” is only on the words “olamim Adon” (sometimes only “Adorn’).
Second, the use of suspensions may be connected to the words. This whole part is very
repetitive word-wise. The use of suspensions in the music may be a way of allowing the
repetition of the words. By this I mean that he uses the suspension to avoid cadences and
continue on the phrase. Since the phrase has few words, the suspension allows repetition

of the words without ending the musical phrase. In fact, if we look at the three major

¢ music is at a cadence s have not finished
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the phrase. Thus, this allows the part to continue on until Weintraub is ready to end it.
Overall, Weintraub treats the liturgy, and Torah, with dignity and respect. “Ein
Kamocha” is very dignified and through the music, Weintraub is able to give a drash on
the liturgy. “Vayhi Binsoa,” which immediately folows “Ein Kamocha,” contains the
same dignity and respect found in “£in Kamocha.” In fact, “Vayhi Binsoa” is reminiscent
of both part 1 and the connecting phrase in “Ein Kamocha.” It begins and ends in the key

[4 4 k] b
of “C Major” and i
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hoir. Also, the texture is homophonic as in part 1 and
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the connecting phrase in “Ein Kamocha.” However, as we will see, the key structure re-

emphasizes that of part 3 in “Ein Kamocha.” 1t moves from “C Major” 10 “G major,” and
back to “C Major.”

Vayhi Binsoa
Keys and Cadences

As mentioned above, the piece begins in “C Major” which the previous piece
ended.” In measure 3 we have a plagal cadence, and in measure 4 we have a half
Major.” By measure 6, we are changing keys to “G Major.” The first
cadence in this key is at measure 8 where we have a V4 -I°. The next cadence is at
measure 11. This is a stronger authentic cadence than the one before, being made up of
V-1. It is stronger because both the V and the I are in root position. We then immediately
change to “c minor” in measure 11 for a brief interlude that leads us to “C Major” at
measure 14. From this point on, we stay in “C Major” until the end of the piece. In
measure 21, we have a deceptive cadence and, finally, in measure 23, we have the final
the piece: an extended authentic cadence (i’ —V-I). Again, as in the ending of
part 1 in “Ein Kamocha,” all four voices end on a unison, octave C. Melodically, in
measures 14-16, we find a repetition of the melody found in measures 4-6, and in

measures 17-19, we have a repetition of the melody from measures 1-3. A diagram of the

major cadences and keys in the piece would look like the following;
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Characteristics '

This piece of music is written in § and as stated above, the voices move in a

thythmically unison manner. The music is very stately and emphatic. In terms of the text,

the words are remembering what Moses said as the Ark traveled.  *‘Arise God, and let

Your foes be scattered, let those who hate You flee from You.”” For from Zion the Torah

will come forth and the word of God from Jerusalem. Blessed is God Who gave the

Torah to God’s people Israel in God’s holiness.” When it goes into “‘c minor” at measure

11, the music becomes wishful and pleading as if to say, “we believe and hope the Torah

will come forth from Zion, please bring it.” Once back in “C Major” at measure 14, the
melody also returns from the beginning section of the piece. It returns about a measure
after the key change, once the key is established. Again the nmsic is very stately and
emphatic saying that God’s word will come from Jerusalem. Finally, the piece, which
concludes the first three prayers of the Torah service, is wound down to a close. To

emphasize this conclusion, the music ends, blessing God in a very loving and peaceful

way.

2 See music example 10.
3 Numbers 10:35
34 Isaiah 2:3




Adon Olam

L S S

stand out. Weint

At measure 66, one can chose to end the piece here, or to use the optional ending that

e |

propel the melody. Both in this piece and in “Ein Kamocha,” he uses key relations of a

“Adon Olam” is made up of two parts. (See music example 11.) The first consists
of measures 1 — 67, the second, measures 68-132. Throughout the piece, certain aspects

o -~ PR W Ny ) _
raub uses a contrapuntal texture with a dotted eighih/sixteenth rhythm to

third in addition to the more common key relation of a fifth. The third is an aspect of the
Romantic Period, while the fifth is from the Classical Period. Lastly, he uses soli voices

versus full choir to make certain passages stand out. The piece has two different endings.

proceeds into a fugue. This analysis will be done with the fugue. The basic outline of the

piece is as follows:
Beginning| Ending | Other Keys #of Section # of Motive
Part | Measures Key Key [Modulated To| Sections | Names Motives | Names
1 1-67 Eb Eb Gb , eb 5 AB,CDE 1 X
2 68-132 Eb Eb FD 2 A F 2 YZ

Chart 2; Basic Outline of “Adon Olam™

The piece begins in “E* Major.” In measure 3, this key is established with a very

strong V'-I cadence. In the next 27 measures, there are 6 major cadences. The first is in

measure 8, and consists of a V-1 cadence. The second is a half cadence found in meastre

7 1z PR DU VU ~n
14. The third is a V'-I in measure 18, the fourth another half cadence in measure 22

followed by a V’-I in measure 26. The sixth major cadence is a half cadence found in

measure 30, just before the first key change. At the end of measure 30, the key changes to

“G* Major.” (This key change of a minor 3" is a characteristic of the romantic period.)
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Two identical passages are found in this key leading to a vii”’-I cadence. The first

cadence is found in measures 37-38, the second in measures 45-46. In measure 47, the
key changes to the relative minor, “e* minor.” Again in this key, as in “G* Major” above,
there are two identical passages one after the other. This time leading to half cadences.
The cadences are found in measures 48 and 50. In measure 50, the key now switches to
the parallel major, “E’ Major.” There is a I~ V'- I cadence in measures 57-58 and a V-I
cadence in measures 60-62. Part 1 then ends with a half cadence in measure 67,

Beginning in measure 68, part 2 contains a fugal exposition in the “E’ Major.” In
measures 99-100, the first major cadence is heard, this being a vii°-I cadence. In measure
95, the key changes to “F Major” briefly, going back to “E* Major” in measure 97. In
measure 106, the key changes to “D Major.” A cadence is heard in measures 113-1 14, a
V-I cadence. The key does not return to “E* Major” until measure 121. The piece ends
with a IV-I cadence in measures 131 and 132, following the stronger V'-I cadence found
in measures 130 - 131. What follows is a disgram of the key relationships in “Adon

Olam.” Part one is in blue, and part two is in red.

Diagram 2: Key Relationships in “4don Olam”
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Part 1 of “ddon Olam” contains many smaller sections that are repeated

throughout the part. The first is section “A.” This section is highlighted in pink. It is
found in measures 1 - 4. The harmonic structure of “A” is I~ - [V - vS/V - V - V7 — I

It is then followed by a counterpoint section lasting from measures 4 - 22. The

counterpoint section is propelled by a rhythmic motive, motive “X.” It consists of a

dotted eighth and sixteenth note (highlighted in gold). This counterpoint section has one
more feature of note. From measure 4 - 14, it is for soli voices. At the end of measure 14
through the rest of the passage, it is full choir. At the end of measure 22, section “A”
returns. It has a slight change in the tenor line, and very slight rhythm changes in all lines.
In measure 26, the “A” section, like in its first appearance, is followed by a brief
counterpoint section. This counterpoint section is not the same as the counterpoint
section beginning in measure 5. However, it is still propelled by “X.” This section ends in
measure 30. In measure 31, section “B” appears (highlighted m purple). As stated above,

the key changes at this point to “G* Major.” “B” is a succession on I and goes from

measure 31- 34. It is followed by section “C,” highlighted in orange, which is a

succession on V ending in a weak vii®'-I cadence (measure 38). For these two sections,

b RS P ]

Weintraub again uses soli voices. In measure 39, “B” returns and is followed again by “C”

L od

in measures 43-46. For this repetition of “B” and “C,” Weintraub uses the full choir.® In
measures 47-48, section “D” appears (highlighted in blue). This section is actually just a
half cadence consisting of 1~ VI-V-1§—V. It is seen twice. The second one is seen in

measures 49-50. Part 1 ends with an imitative counterpoint section (measures 58-67).

5 . . .
** This change from soli to choral is similar to the “terrace dynamics” used in “Ein
Kamocha.” The exchange between soli and choral groups was common in the Baroque
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The melody, “E,” of this section travels through each voice part and occurs twice in a
row, measures 58-62 and 62-67 (highlighted in red).
Part 2 begins with a fugal exposition in the bass at measure 68 (section “F).

Followed by real imitation

by the tenor in measure 71, alto in measure 75 and sopra
measure 79 (highlighted in olive green). In messure 83, the opening motive of the fugue is
heard again in the tenor. This is marked as “F’.” In measure 85, “F’” is heard in the bass.
Finally in measure 90, “F” is seen for the last time in the alto.

There are three more aspects of the piece that nmst be brought forth. First, from

measure 79 onwards, motive “Y” can be seen. This motive, highlighted in brown, consists

of a quarter, travelling up a major or minor third to another quarter and descending with

Second, in measures 107-110, melody “Z” is found in the alto (highlighted in teal). It
exists above a d pedal tone in the bass. Melody “Z” is seen transposed in measures 110-
113 in the soprano above an a pedal tone. Finally the piece comes to a close with a
restatement of section “A” in measures 128-132.

“Adon Olam” is a typical concluding song. Its words affirm God’s existence and

supreme reign. No other God compares, and God is without beginning or end. Power

r_ P« o S

and dominion belong to God. In its final two statements, the person saying them affirms

that s/he accepts God as her/his rock, refuge, banner and benefactor. S/he also entrusts
her/his body and spirit to God at all times. The music has a recessional character, perfect

for the end of the service. It has a “Pomp and Circumstance” feel to it. The music is very

e




majestic and grand, similar to a march. The piece, along with the words, affirms what has
just taken place, i.e. a prayer service in honor of God.

One of the main aspects in this piece is the use of counterpoint textures.
Counterpoint textures provide a layering of the voices. When this is used in connection
with praising God, the effect is a gradual increase in sound. Asifto say, “I want to praise
God, but I do not want to immediately scream at God. I want to start softly and ease my
way into God’s attention. Once I have God’s attention, then I can increase the sound and

volume by adding voices.”

Hal’luyah

“Hal'luyal” is made up of two primary parts. (See music example 12.) The first

part consists of measures 1-28 and contains one section, section “A.” The second part
begins at measure 28, beat 2, and finishes the piece at measure 54. This part contains two
sections: “B” and “C.” Aspects of this piece that stand out are the dotted thythm of
dotted eighth/sixteenth which propels the piece, key relations of a third, the use of an
Italian Augmented Sixth chord, contrapuntal and homophonic textures, and the repetition
of sections “B” and “C.”

The piece begins in “D Major.” After a half cadence in measure 2, the
measures 1 and 2 is then repeated in measures 3 and 4, but in e minor. Again ending in a
haif cadence. The piece switches back into “D Major” in measure 5 and has a full cadence
in measures 7-8. In measures 11-12, there is a perfect authentic cadence of V'-I. In

measures 13-14 and 15-16, two identical plagal cadences are found. There is then a brief

phrase occurring on the iii with a V $ /ii- i/ii in measure 16 for three beats. It then
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modulates to “E* Major” by beat 3 of measure 17. In measure 18, an authentic cadence is
found. By the end of the measure, the e key has changed again to “A’ Major.” By measure
22, the piece has moved back to “D Major,” although “D Major” is not felt yet. Because
“Ab Major” and “D Major” are a tritone away, Weintraub uses an Italian Augmented 6%
chord in measure 23 to help return to ‘D Major.” From measures 22-28, the piece is
modulating to “D Major.” It is not until an authentic cadence in measures 27-28 that we
feel we are back in “D Major.” Due to the eight measure modulation into “D Major,” part

-—

2, which begins in “D Major” has a grand, majestic feel to it because we waited so long to

Part 2 of “Hal’luyah” has few key changes. It begins in “D Major” and has a full
cadence in measures 29-30. Measures 30-31 are an extension of the I chord. This is
followed by a repeat of the full cadence in measures 33-34. Following this cadence, there
is again the extension of the I chord in measures 34-35. The full cadence is then, once
again, repeated in measures 37-38 with the extension following in measures 38-39. In
measure 42, the first key change of part 2 is seen. The key changes to “B" Major,” but
there is ne cadence in this key. By measure 44, the key changes to “D Major.” However,
the first noticeable cadence is VII'Avi — iivi in measures 45-46; therefore, the piece does
not feel like it is in “D Major” until measures 47-48 with the sounding of a full cadence.
This full cadence is followed by two phrase extensions (measures 48-50), and the piece

ends with a plagal cadence (measures 52-53).
The “Hal’'luyah” has three sections worth noting. The first is section “A.” This is

found in measures 1-2, including the pick-up to 1. (Highlighted in pink.) It is then
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transposed and repeated immediately in measures 2-4. The section has the harmonic
structure of I-I°V 3-I-V. In the repetition, the I’s become i’s due to the minor key.
Section “B” is found in part 2 in measures 28-29, 32-33 and 36-37, and is highlighted in
purple. It is actually a cadential section with the harmonic structure of 13 — vi — IV — ii’ —
I°-ii$ = V-1 This section only includes the words “ko! han 'shama t'halelyah.” The
last section is “C” and is an extension of the I chord. It follows a full cadence in measures
30-31, 34-35, 38-39 and is seen twice in a row in measures 48-51. (Highlighted in
yellow.) The appearance in measures 38-39 and 50-51 has the chord voiced differently
from the other appearances, but it is still the I chord. Only the word “hal’luyah” is used in
this section. The re-voicing of “C” in measures 38-39 gives the sense of urgency to make
sure people are listening. The doubling up of “C” in measures 48-51 lets people know

that the piece is ending. Fro

B
8

asure 28, the congregation has been hearing the same
thing over and over, thus in order hear that the piece is ending, the congregation must be
given a clue that the ending is coming, Otherwise, it would be too abrupt, and the
congregation might wonder what happened versus finishing its praise of God. The ending
is easily done by having two “C’s” in a row, and re-voicing the second one to make sure
the congregation realizes that the ending has arrived.

There are two more aspects that are of interest. First, the entire piece is
opelled forward by the rhythmic motive of “X.* {Highlighted in orange.) This motive is
a dotted eighth note and sixteenth note. The first two notes of the piece begin in this
thythm, and the rhythm is seen in every voice part through measure 46. The final cadence
of the piece uses this motive, but in elongation, “X°”: a dotted quarter note into an eighth

note (measure 52). Lastly, there is a brief counterpoint section in measures 8-12.
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Beginning with the tenor, then going to the soprano, bass and finally alto, each part can be
heard entering using the rhythm of “X.”

This “Hal’luyah’ is a brilliant musical representation of Psalm 150. The first two
measures send out a call to the people using just the word “Hal ‘luyah.” The next two
measures, although the same melody, tell the people matter-of-factly what they are being
called to do. “Hal’luyah! Praise God in His sanctuary.” These first four measures have

the sound of a trumpet call, as would be heard at a king’s entrance,

sond dlun
v, uic

music takes off with a joyful and praising manner. The psalm is asking everyone to

“Praise Him whose power the heavens proclaim. Praise Him for His mighty acts; Praise

Him for His surpassing greatness.”
After this, the psalm begins to mention what instraments with which to praise God;

the first instrument mentioned is the shofar. H. Weintraub uses what sounds like a

trumpet call to bring out the shofar, and immediately afier, the harp and lute, instruments
all associated with a king. The melody of the trumpet call is used to bring to everyone’s

attention the king is going to appear, the shofar was used as an instrument of warning and

joy, and the harp and lute are played for the king to honor him with music. The psalm
continues with what to praise God: drum, dance, strings, pipe, and cymbals. For drum
and dance, the thythmic melody transfers to the tenor and bass to get a deeper sound,
acting as drums beneath the more lyric, dance-like melodies in the soprano and alto. The
last three instruments have an affirming sound to them. The string section, the pipe, and
the cymbals can be very dr.

matic, majestic, and grand. These are the qualities the music

takes on as it mentions these instruments,

51

——— i s




their entirety, and every time, an extended full cadence is heard. This extended full
cadence gives a directive to everyone listening to make sure to praise God. It is repeated
three times in the same way, and an altered fourth way. This alteration gearing itself to
those who did not hear the first three times to praise God, and tells the people that the end
of the piece is upon them; therefore, they should make sure to get in their praise of God.
o briefly summarize, Weintraub uses a number of techniques common in the
Romantic and Classical Periods. The stylistic aspects seen in these three pieces include
contrapuntal and homophonic textures, multiple sections within the piece (with each
section being different from one another), and having an A-B-A section in which the key
of A returns before the melody retums. Also common is the back and forth between soli
and choral sections, finishing the text long before the piece ends, the use of motives, and

frequent key modulations with key relations of a fifth and third. His pieces are also longer
than those of others writing at his time, including Sulzer. The formal aspects seen include
fugues, suspensions, dotted rthythms, and augmented sixth chords. Yet, while he writes in
this Western harmonic style, he still makes it possible for the traditional ethos of the text

to be heard.
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Conclusion

The man known as Hirsch Weintraub influenced two different groups of people,
for his synagogue work was two-fold. Through his harmonization and transcription of
“Kashtan’s” chazzanut, he influenced the Eastern European chazzanim. Through his
choral music written according to the rules of harmony, he influenced the Central

European chazzanim. For the Eastern European cantors who followed him, he gave them

a model for arranging the

his modal choral compositions, he was the first to harmonize within the Jewish modes,
thus giving an example to those who followed. He also slightly adjusted the chazzanut so
it would be more usable by those who did not have the phenomenal coloratura his father
had. Throughout his career, he not only tanght the traditional chazzanut and nusach, but
he incorporated it into his services, side by side with his non-traditiona! choral
compositions,

One Eastern European chazzan highly influenced by Hirsch Weintraub was his
sowsky (1841-1919). In 1870, after studying at the conservatory
in Petersburg, he went to study with Weintraub. Afier his studies, he moved to Riga and
remained there until his death. Throughout his cantorate, he continued to perform and

teach this chazzanut until his death >

Besides influencing chazzanim, Weintraub’s style was also an influence to the

Eastern European chorshul, Developed in the second half of the 19% century. th

o
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chorshul, although inspired by the Western choral element, served a different role. Unlike

the Central European choirs, the chorshul based its melodies on chazzanut and modal
phrases with frequent modulations and unrestricted meter. There was frequent use of
improvisation and melismas in the cantorial part.”’ The purpose of the choir was to
accompany the cantor by repeating certain phrases for accentuation and harmonic support.

This is the same role Weintraub’s choral responses have in his father’s chazzanyr In s

¢ In some
cases, the chorshul would be singing one thing while the cantor was doing something else
on top of the choir. This was not found in the Central European choir music; however, it

was seen in one of the pieces discussed earlier: “Umip’nei Chatoeiru.”™® In the fourth

System on page 210, while the cantor is chanting the text that declares the day and says we
will do as was written by God in the 7. orah, the choir is singing on top of the cantor using

only the words of the declaration of the day.

Two people associated with the chorshu/ are choir-leader David Nowakowsky
(1848-1921) and Chazzan Elieser Gerovitsch (1844-1913), Choir-leader Nowakowsky
was a chorister for ten years in the chorshul in Berditschev during his youth., After

¥ sl

studying Western harmony, counterpoint, and classical vocal music, he was appointed

choir-leader in the

dy-Synagogue. The themes for his choral music often come from
the traditional modes or Misingi tunes, like Weintraub’s modal pieces, and the
compositions, similar to Weintraub, are generally much longer than Sulzer’s.® Chazzan

Gerovitsch also sang in the Berditschey chorshul, as well as the Odessa chorshul. After

% Idelsohn, 311.
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Goldberg, 75.

%8 See music example 6. Weintraub, Schire Beth Adonai, vol. 3, 207.
** Idelsohn, 308,
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udying in the Petersburg conservatory, he became the chazzan in Rostov on the Don. In

TUUTT:

his music, he, like Weintraub, applied his knowledge of counterpoint and the Church-style

to the traditional modes of the Synagogue, creating modal choral compositions.® As

ST TRIAYL

shown through these chazzanim, Weintraub was the model for the Eastern European use

T

of Western music.

The choral compositions not based on chazzanut are the second aspect of FL

oy

Weintraub’s work, These compositions influenced the likes of Lewandowski, who will be

discussed below, Singer, and other Central European cantors who came after him, Unlike

his father’s chazzanut, these compositions do not harmonize melodies based on prayer
modes, aithough they do retain the ethos of the traditional liturgy. They are the

E culmination of his knowledge as a violinist, a harmonist, and s composer. His choral

compositions, Schire Beth Adonai volumes 1 and 2, are for choir and rarely contain a

cantor line. Only pieces of liturgy the cantor must lead, for example “Bircat Kohanim.”

“"‘,

have a cantorial line. Besides finding aspects of both the Classical and Romantic periods

S R S A
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within these works, throughout the pieces Weintraub referred to oid or ancient melodies

that he inherited and used in the pieces,

. o
" lm..tr-u- .

ub’s influence manifested itself in many ways in choir-master Louis
Lewandowski of Berlin (1821-1894). First, and most importantly, Weintraub’s
impeccable choir was the influence for the Berlin choir Lewandowski inherited. As stated
earlier, the Berlin community was so impressed with Weintraub’s choir that it decided to
put together a choir of its own. Second, like Weintraub, Lewandowski wrote lengthy

non-traditional choral music with aspects of the Classical and Romantic Periods of music.

% bid., 310.
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Lewandowski’s Synagogue music was modern in form, but traditional in character. For

example, his “V’hagein Ba'adeiny” and “Uy '‘1zeil” of the “Hashkiveinmy” prayer show
this.*" The “V'hagein Ba’adein” is traditional in style and mode. It emphasizes in the
traditional cantorial fashion “oyeiv, dever, cherev, vira'av, v Yagon (enemy, pestilence,

sword, famine, and grief).” The cantorial recitative of “V'hagein Ba’adeimi alternates

P

between “G magein avor” and “G harmonic minor.” While i is s

witle & is written in a strict meter, it
would most likely be sung in a free flowing, rubato, manner, He also echoes the melodic

lines and triplets from the solo in the

A-B-A form. The key relation between “Uv '1zeil” and “y ‘hagein Ba'adeims” is g third,

This is a common key relation in the Romantic period.

Lewandowski, similar to Weintrauh also wrote in the Eastern European style
using another chazzan’s cantorial phrases at its core. For Lewandowski, the chazzanut

|

E characteristic in Bach’s music, To contrast this, the “Lv'#eil is in “gt Major.” Itisin
E came from the cantor he worked with beginning in 1845, Chazzan Lichtenstein. In these
F

i

compositions we see a chant-like composition adhering to a mode with the choir acting as

, . e 4.
s choir in his

punctuation for the cantor. (This is identical to the role of Weintrau

4

-

father’s chazzanut.) An example of this style is “Ki K 'shimcha,™* The picce is in F#
Ahava Raba. Here the choir is acting solely

S SOICly as punctuation, in the 71 'shor rim style of _ I

repeating the words sung by the cantor in order to add emphasis to those words.

® Louis Lewandowski, Todah W ’simrah, (Berlin, 1876-1882. reprint, New York: Sacred
Music Press, 1953, Out-of-Print Classics, vol. 12), p. 127-9.

“ Lewandowski, Todah W'simrah, 250.
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Lewandow

firm foundation. In a roundabout way, this was also influenced by Weintraub, as well as
Sulzer. Lewandowski published simple compositions for the synagogue that could not
perform music as difficult as Weintraub and Sulzer’s, While a professional choir was

needed for Weintraub and Sulzer’s works, a professional choir was not mandatory for

some of Lewandowski’s music. His first publication, Ko/ Rimnah 1)’ T fillah, was for

cantor, 2 part choir, and congregation.*® His second publication, Todah W 'simrah,

contamed more advanced compositions, thus required an advanced choir,

Weintraub was creating his own style of service. He was not trying to make the

service more German, nor was he bringing the Western musical sound to the service for
entertainment, either. Yet, he was still combining the Eastern and Central European
sound before it was common to do so. He foreshadowed what was to come, for this

combination is the hallmark of American chazzarut * What was his motive? The Jews

wYYOY iﬁ
Koenigsberg who were attending his services were not necessarily schooled in Jewish

modes. It is more likely, in fact, with the infh;

2 VoV SO § S
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the Haskalah, that they were more

knowledgeable of Classical, and Romantic music than their own tradition’s music. As we

religion, including studying Jewish music, it is more likely that the Jews knew more about
secular music than Jewish music. According to a correspondence describing the agen

Koenigsberg, the congregation Weintraub worked for had no prayer books, and the Jews

* Louis Lewandowski, Kof Rinnah U' T fillah. (Berlin, 1871. reprint, New York:

Sacred Music Press, 1953, Qut-of-Print Classics, vol. 9).
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came to services to listen to their famous cantor, Hirsch Weintraub, and to hear the

sermon given by Professor Doctor Joseph Levin Saalschuetz.
Besides not knowing about Jewish music, they also may not have known where
they were supposed to participate in the service. The parts of the ki

urgy to which

A i

Weintraub wrote his choral music, were the parts in which the congregation would

rmallv sin

Smo
S MDD

These include but are not limited to “Ai Chamocha,” “Hodu,” “Ana

Adonai,” “Adon Olam,” and “L ‘cha Dodi.” 1t is possible the choir was singing in place of

the congregation if they did not know when to participate. Thus, it was appropriate for

the choir to sing in a style the congregation understood and valued. This music was the

liturgy.
Hirsch Weintraub was not a Reformer. Rather, he was a cantor who had benefited

I music of the Classical and Romantic periods, along with the traditional ethos of the

from the Haskalah bV bemg trained in vmlm counterpoint, and Western ifmony He

knew his congregation was also enlightened, and that their Jewish musical knowledge was

o

fore, had to find a balance between the two traditions, Eastern and

tovaitnd ET. b
limited. H , URETH

Central, not only for himself, but for his congregation, as well. He found this balance by

singing his father’s chazzanut, with all of its embellishments, chanting the rusach that had

also been passed down to him, and writing complicated choral music for a highly skilled

chorr.

Hirsch Weintraub stands as a model for not only the 19% century

composers that came after him, but also the 20% century cantors and composers. He is the

% Idelsohn, 334-5.
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model of how to combine different styles of music, not only into one piece, but also into

one service. He is also the model of how to be modern, yet traditional. Today, we
constantly discuss how to create a service that will touch not only our congregants, but

also ourselves. The key is to use different styles of music within the service, Hirsch

ALl sas e ARLE

et e -

Weintraub shows us how to do this successfully. For his congregants and the side of him
that was influenced by the Hask lah, he used the Central European sound of music. This
he altemnated with the traditional Eastern European melodies to please his traditional side,
as well as those congregants who did know about Jewish modes and music.

Weintraub’s lasting contributions extend beyond how to create variety in a service
and how to be modern and traditional at the same time. He also gave us Jewish harmony,
incredible choral music we can use today, his father’s chazzanut that we can study, learn

from, and use, and mountains of manuscripts we can peruse and analyze to learn about his

19" century aesthetic. This is Hirsch Weintraub’s leo

| & Y ana hi
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He, his music, and his
contributions have not been considered fully for their historic value. His music is clearly

eworthy and influential to synagogue composers.

% Perlmann Family Collection, Archives, AR-C.316, 886, Folder VI, Leo Baeck Institute,
New York.
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Appendix A; Time Line
began
composition
studies
d
t
E_.nm&- July Oct. Aug,
Hirsch is came to came to
began cantor Vienna Berlin  Hirsch is
Hirsch  vjglin in for 4 for5 cantorin Hirsch
bom  gudies Dubno mos.  mos. Koenigsberg di
fraveled to es
Breslau,
< “ " “ “ %TTLE “..,vonhm ec.. “ “ >
1781 1813 1820 1830 1836 1837 1838 1881
Kashtan 1800 Kashtan Nov.
born dies came to
Haskalah Prussia
already reached for 10
No.a_mm.&.e.m, mos. Important Events;
Berlin & Vienna age 7—began violin studies
age 17—father died and appointed cantor in Dubno
age 24--began composition studies
age 25--appointed cantor in Koenigsberg
age 68--died
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Appendix B: Index of Schire Beth Adonai
Page No. Liturgical Selection Alte Me|.
Book 1 ]
3 1 L'cha Dodi :
9 2 L'cha Dodi i
16 3 Tov L'hodot !
18 4 Sh'tulim |
19 5 Adonai Malach |
20 6 Barchu !
20 7 Baruch Adonai
Z21i 8-9 Uma'avir Yom
21 10 V'nismach f
22 11 Sh'ma j
22 12 Emet
22 13 Mi Chamocha
22 14-15 Malchut'cha
23 16 Mi Chamocha for S'fira
23 17 Mi Chﬂmhﬂ 'Fnr 2 “'eeka bsfore Tish 3',‘“,
24 18 Mi Chamocha for Shabbat Chanukka *
24 Vne'emar
24 19 Uvayom
24 20 Chatzi Kaddish for Eve *
26 21 Way'chulu
26 Avot beginning
26 22 Magen Avot
27 23 Eloheinu Rizei 1 *
27 24-25 Eloheinu R'tzei 2 *
28 26 Kaddish Shalem
29 27 Kiddush
29 28 Ki Vanu
30 29-30 Va'anachnu Korim
30 Bayom Hahu
30 31 Adon QOlam
34 32 Adon Olam
36 33 Sochein Ad
36 34 B'rachot vHodaot *
37 35 Chatzi Kaddish
37 Barchu
38 36 B'racha L'yotzeir *
38 37 Yotzeir L'Shabbat-Rosh Chodesh
38 38 Bircat Yotzeir L'Sfira *
38 Yotzeir L'Sfira
39 Efes Bilt'cha *
39 39 Eil Adon *
38 Shevach Notnim Lo
39 40 V'chulam Potchim Et ..
39 41 Et Sheim
|
61 '

_J



D—

Page No
39
40 42
40
40
40 43
40
41_ Al
42
42 45-46
42 47-48
42
43 49
43 50
43
43
44
44 51
44
44
44
45 52
45 53-54
48
47 55
47 56
47
48 &7
48
48
48
48
49
49
50 59
51 60
51 61
52 62
52 63-64
53 65
56 66
57 67
57
58
58 88
68 69
59 70
60
60

e ———

Liturgical Selection Alte Mel.

Vehulam M'kablim
Kadosh

Ofen L'shabbat R.C.

L'umatam

Baruch Kavod

Nagila

Al harishonim LY otzeir *
Zulat L'Yotzeir- Shabbat & Rosh Chodesh

Mi Chamocha

Tzur Yisrael

Yom L'Yabbasha *
Biglal Avot

Bircat Avot *
Atah Gibor

N'kadesh

Yotzeir L'shabbat shek. *
Misod

Kafram (goes into Ateh Gibor)

Yair

Tokef *
Yimioch

Chai vKayam (recit. lsads into Eii Na) *
Wehein

K'dusha

Az b'’Kol

Mimkom'cha

Yimioch

L'dor Vador

Yismach Moshe

V'shamru

Am Mkad'shei

Eloheinu R'tzei

Modim Anachnu Lach

Bircat Cohanim

Hodu I'Shabbat v'Rosh Chodesh
Ana I'Shabbat v'Rosh Chodesh
Hodu I'Shabbat Chanukka

Ana I'Shabbat Chanukka *
Ein Kamocha

Vay'hi Binsoa

Shma Yisrae!

Echad

Gad'lu

Shma Yisrael & Echad *
L'cha Adonai

V'yaazor

Baruch Shenatan

HaEil

[N S

»
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k
i Page  No. Liturgical Selection Alte Mo,
k 60 Vatem Had'veikim
; 60 71 Chatan or Bar Mitzvah
60 72 Echad Yachid
3 61 73 Yakum Porkan
I : 61 Mi Shebeirach
: 61 74 Vayishlach b'racha
, 66 76 Amen
61 75 haNotein T'shuah
66 76 Amen
66 77 Mi Sheasa Nissim *
a7 78 Y'chadsheihu
68 79 Ashrei
68 Y'hal'ly
68 80 Hodo Al Eretz
€9 81 Havu Ladonai
72 82-83 Eitz Chayyim
73 L'eila Min Kol
73 84 K'dusha
75 85 Shma Yisrae!
75 86 Ani Adonai
75 87 Yimloch
75 88 Yaarev Na
76 89 K'rachem Av
77 90 Mi Adir L' Chatunah
78 91 Mi bon Sichi
79 92 M'heira
80 93 L'Brit Milah (Psaim 100)
81 Rom’'mot L'brit Milah
82 *95 Baruch Haba
82 96 V'neemar Amen
83 97 Eili Tziyon (I'Tisha BAv) *
83 98 Ish Yhudi
84 99-100 Umord'chai Yatza
86 101-102  B'racha I'Chanukka
87 103 Yotzeir Or
a3 Adon Qlam
93 postludium for organ
Book 2
97 104 Barchu I'Yom Tov (followed by Eil Chai) *
97 L'Pesach (Gibbor al Komov) *
97 105 Pesach Och'lu *
ag 1086 Mi Chamocha I'Pesach *
98 107 Mi Cham. I'Shavuot *
98 108 Mi Cham. I'Sukkot *
99 109 Vay'daber
29 Asher Bachar Banu *
99 110 Ki Vanu I'Y"T
100 111 Yigdal
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rage
101
102
103
103
103
103
103
103
103
104
104

104

LR e 4

104
105
108

49
1138

116
17
118
118
119
121
121
121
122
122
124
124
124
126
125
127
127
127
127
128
129
129
130
130
130
135
137
137
137
137

137

138

ST g E ey

121-22

-t
d
&

No.

112
113
114

-k
-
[+ ]

116

118
119
120
123
124

125
126

127
128
129

130
131

132

Py
(54
w

- -
bagk
~J

138

L
_i
]

Liturgicai Seiection
Haeil

Yotzeir Or
Tiar Ponim

trfonoe § Bonm 2.

Tz'sina Ursina
Maskil

Dat

Harchek

Tiar Ponim

Maskil

Al Harishonim I'Pesach
L'dor \Vador

Zochreinu

Y'varech'cha

Psaim 115:1-11

Adonai Z'choranu (Psalm 115: 12-end)
Psaim 116: 12 to end
Hodu rPesach

Hodu I'Shavuot

Hodu I'Sukkot

Ana 'Sukkot

Lecha Adonai

Akdamut I'Shavuot
Gvuron

Mvarchin

Z'chor Nilah

Ch.K. I'Tal vGeshem
Avot I'Tal v' Geshem (called Baruch Atah)
B'dato

Sheatah Hu

Livracha

K'dusha

Ani Adonai

Yimioch

Az Sheish Meiot I'Shav
Duchen Shat vohaﬁirn
Duchen for the 3 Fest.
Duchen for Rosh Hashana
Hazcharat N'shamot
Hoshanot I'Sukkot
Hoshana Raba

Atah Harefita

Ana Adonai

Barchu i'Rosh Hashana v'Yom Kippur
Eil Chai

Shma Yisrae/

Baruch Sheim I'vyom Kippur
Mi Chamocha

Adonai Yimioch

—

Alte Mel,
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Page
138

138

138
g 139
139
142

143
143

144
144

145

145
145
145

d . a=y

197
149
149
149
149
151
183
163
153
1583
154
154
154
154
155
155
155
156
156
157
158
158
180
160
161
161
161

162

162
163
185

A
100

166

140
141
142
143
144
145

ah
' 9
I8

148

149

150
151

162
162
153

154
155

156

157

158
159
160

161

162

163

164
165
66
167

Liturgical Seiection

Ki Chok
Mikol I'Y"K

Yitgadal

Ki Vanu FRH

Adon Olam

Shma Yis. I'R"H v'Y"K
Gad'ly

L'cha Adonai Hag'dulah
V'Yaazor

Cohein K'rav

Haeil

V'attem Had'veikim
Ashrei Ha'am

Y'hal'lu

Ladonai Haaretz Um'lo.
S'u Sh'arim

Eitz Chayyim
Hashiveiny

Yitgadal I'Slichot
Yitgadal rR"H v'Y"K
Avot (called Baruch Atah)
Misod

Tashiv Lindan
Zochreinuy

Melech Ozeir

Mi Chamocha

Eif Emunah

Wehein

Melech Eilyon

Shena ein I'fanav

Aval

Ut'shuva

Vatah

Ein Kitzvah

Ranhain

LA i1 111

K'vodo
Vitayu
Vtimloch

Alsinii

Va'anachnu Korim
Lifnei Melech
Eloeinu Valohei Avot.
Ochiiah Laeil
Tomeich

Hal'luyah

Hal'luyah

Uchtov

Hayom Tamtzeinu

_

Alte Mel,

%
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Page No. Liturgical Selection Alte Mei.
167 168 Kol Nidrei *
170 169 V'nislach
171 STach Lanu *
171 170 Vayomer Adonai

l
171 171 S'lach Lanu i
172 172 Eloheinu -S'lach Na t
175 Amnam Kein * i
178 Ki Hinei Kachomeir * f
175 173 Eloehinu-S'lach Lanu !
176 174 Ashamnu

177 175 Val Kulam

178 176 V'ai Chatoim * :
179 177 V'chach Haya Omeir s
180 178 Vhacohanim

181 179 V'ehach Haya Moneh
182 180 Bircat Kohanim

182 181 Hayom Yifneh

183 182 Chatzi Kaddish I'N'ifah *
183 P'tach Lanu *
183 Z'chor B'nit *
184 Enkat M'saldecha *
184 Yisrae! Nosha *
184 Yachbieinu *
84 183 Adonai Adonaj *
184 Adonai Adonai *
185 Racheim Na *
185 184 Baruch Sheim *
185 Adonai Hu Haelohim
Book 3

189 185 Ufros

190 186 V'shamn:
191 187 Yizk'rem

192 188 Y'hi Ratzon
194 189 Y'min Adonai
195 190 Lo Amut

197 191 Atah Yatzarta
201 192 Chodesh
202 193 Or Panecha

203 104 Or Panecha

204 195 Tal

204 Tal

204 Tal

205 196 Geshem

205 Z'chor Av

2056 Z'chor Hanolad
206 Z'chor Ta'an

207 Sheatah Hu

207 197 Umipnei Chatoeiny




237
237
237
237
237
238
238
238
239
239
240
240
241
241
244
244
245

245

245
246
247

248

250

198
199
200

200

202
203

204
205
2086
207
208
209
210
211
212
213
214
215
216
217
218
219
220
221

223
224
225
226
227
228
229
230
231
232

233

234
235
236

237

238
239
240
241
242

_

Liturgical Selection
Vte'srav

Uvashofar Gadol
8'rosh Hashana

Ki K'shimcha
Charmol

Haocheiz

V'chol Ma‘aminim
Chavad'ei Shmo
V'chol Ma'aminim
Uv'chein Ten Pachd'cha
Al Kein N'kaveh
V'al Y'dei

Eloheinu Mioch
Eloheinu R'tzej
Hayom Harat Olam
Atah Zocheir

Vigam

Havein Yakir Li
Eloheinu Zochreiny
Ki Zocheir

Alah Nigleita

V'al Y'dei

Eloheinu Tka B'shofar
Uvayom Simechatchem
Ya'aleh Tachanuneiny
Ya'aleh Koleiny
Ya'aleh inuyeiny
Ya'aleh M'nuteiny
Ya'aleh Yisheinu
Ya‘aleh Zichroneiny
Amnam Kein

G'ol

Has

Z'chut

Ki Hinei Kachomeir
Ki Hinei K'garsen

Ki Hinei Kischuchit
Hasheiv

Halbein

Shma Koleinu

Al Tashlicheinu
Nechosheiv

Hayom

Mastin

K'oheil Hanimtach
Eloheinu M'chal
Atah Notein

Atah Hivdalta

Alte Mel.
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Example 1: Uma’avir Yom

Sources for Comparative Musical Examples include:

. Weintraub, Schire Beth Adonai, vol. 1, 21.
. Abraham Baer, Ba’q/ T
47.
Abraham Idelsohn, Thesaurus of Oriental Hebrew Melodies, vol. 7, 1973, 123.
- Sulzer, Schir Zion, 43.

Adolph Katchko, 4 Thesaurus
Press, 1952) 7,

Israel Alter, The Sabbath Service (New York: Cantors Assembly, 1968) 12.

PRo ow

o]

Example 2: L 'dor Vador

Sources for Comparative Musical Examples include:

Weintraub, Schire Beth Adonai, 48,

Baer, Ba'al T'fillah, 131.

Idelsohn, Thesaurus of Oriental Hebrew Melodies, 19.

Idelsohn, Thesaurus of Oriental Hebrew Melodies, 128.
Sulzer, Schir Zion, 86.

RO o

Jillah. (reprint, New York: Sacred Music Press, vol. 1, 1953)

of Cantorial Liturgy, vol. 1 (New York: Sacred Music
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E le 3: N'kadesh
Sources for Comparative Musical Examples include:

a. Weintraub, Schire Beth Adonai, 43,
b. Baer, Ba'al T fillah, 130,

c. Idelsohn, Thesaums of Onenrai Hebrew Melodies, 18.
d Ide]SOhn mpvm:nu'
e

. Sulzer, Schir Zion, 84,

of Oriental Hebrew Meladies, 128.
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