
.• 

HBBRBW ONION .ioLLBGB - JBWISB INSTI'IVrB OF RELIGION 
KEW YORI( SCHOOL 

Report on the cantorial Thesis Subaitted by 

"--
in partial FUlf illaent of the Requirmaents fo'r the Degree 

Master of sacred Music 

Tba I""CPCY ot Laib Glantz 

Ron Broden's written project was able to bring to reality his 
love for the lyric vocal style and tH9 way it .anifests itself in 
the perfor.ance of Hazzanut. He chose as his subject, cantor 
Leib Gl~tz, who personified that particular style. B;roden soon 
realized that it was 11<>re than just the style of perfor.ance that 
aade Glantz a unique figure in the world of Jewish ausic and 
Hazzanut in particular. To_,9Uote: 

The name of Leib Glantz is truly synonYJIOUS with the highest 
ideal of the cantoriol art. Glantz was auch aore than an 
outstanding expositor of chll%zanut; certainly his voice was 
a&CJ11ificent in its range and draaatic effects , but where 
othe.rs rarely deviated fora accepted conventions displaying 
a&CJDificent vocal pyrotechnics, Glantz was a Jewish ausic 
scholar of the first rank. his style as coaposer and 
interpreter was distinct, it was a highly personal approach 
that strove to purify t,Jle cantorial art froa all the outside 
influences which had crept into it. Through his scholarship 
he 1hls able to successfully eaploy the traditional llOdes and 
aotifs while still creating coapositions of a "distinct 
texture and style which peraeated to the core of the text/ 
thus, providing us with a profound reading of our prayers. 
No description of his style alone could provide .any01'Mt....._with 
an accurate concept of his ausic-aaking; one aust listen to 
and absorb this unique approach to gain any appreciation 
Glantz was a daring innovator who had taken the recitative 
to new heights iabuing it with creative .anipulations of the 
lfusach and providing a draaatic intensity unheard before. 

Broden was able to do a coaposite portrait of Glantz as a person, 
cantor, and co-itted Zionist. In addition to personal 
interviews with people who knew Glantz, Broden painstakingly 
translated articles about hi• in a voluae called, Zabaria 
(Reflections). 

Glantz was born in Kiev, on June 1, 1898. He came froa a faaily 
of cantors. Apparently, he debuted as a cantor in 1906, when be 
led the llUsaf prayers on the sabbath in a synagogue in Diaerka, 
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near Kiev. It !{I unclear to - bow a boy of eigbt was peraitted 
to lead -rvica) a privilege .always accorded to -1- a't tbat 

c_.1 u .. over' the a99 of bar llitsvab. Broden referr.d to his source 
~ for the story that could .find no explanation. · , 

The r-inder of the thesis deals with the clevelopment of 
Glantz's IhdJNidualiatic style of COllpOlling 8ynll4JOCJUe 11USic and 
its execution. It cui.inates with his making aliyah in 1955, and 
becowing the cantor of tbe Tiferet Tavi SynaCJOCJU8 in Tel Aviv 
until his death in 1964. 

My .only reservation with the entire project was that Broden 
should have written more about Glantz, the Bebrev Art Sonq 
coapoaer, and perfol'118d 9098 of these vorka at the recital. This 
would have enhanced tbe desoription of Glantz'• versatility,. and 
resulted in a 110re diverse prograa. Still, this was a well­
vritten docuaentation on the lif,of an i11POrtant fiCJUre in 
Judai-. 

May, 1990 

Respectfully sul:aitted, 
cantor Israel Goldstein 
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• PREFACE 

We ore, indeed, f ortunote to hove been provided with seven printed 

~olumes of synogogue music, os well os Vtddish ond Hebrew songs by Leib G1ontz 

printed following his deoth i n 1964. While o greot deol of his wor1<s still exist 
r 

only in manuscript, these volumes include on extensive list of his best known 

compositions ond provide us with o publlshed musical repertoire equol in scope 
• 

to thot of ony other composer for the synagogue. Aside from his compositions, 

Glantz prepared o book of prayer-modes, Rinot Hokodesh which wos published by 

the Ttsl-Av 1v i11~l1lut~ for Jewish Religious Music. Glontz's discography is 

extensive ond most of his recordings ore still ovoiloble either in Jewish book ond 

music stores or through the Institute for Jewish Sound Recording in Chicogo. 

WhHe it is not unusual for mustcol occounts of o composer ond orttst t o 

supersede biogrephico1 moteriol, certainly such i s the case with Leib Glantz. 

There ore severol orticles written either by or obout Glontz which ore obtoinoble 

(some of them ore contained in the printed volumes of his music ond on the bocks 

of recordings), but the greot bulk of inf onnotion is conto1ned in o vo.lume 

entitled Zehorim c·Reflections·). It is on anthology of articles ond es~ obout 

his Hf e ond accomplishments including mony written by Glantz himself. This 

book, published by the Tel-Aviv Institute for Jewish Re11gtous Music ts published 

only in Hebrew end ts no longer in print. To the best of my knowledge one con not 

buy it anywhere tn New Vor1< ond ts dlfficult to obtain even tn Israel. Most of my 

information on Leib Glantz has been drewn from this volume. Wh11e I have drawn 

from various sources including personal interviews and printed matenol in 

Engttsh, most of what I know about this great cantor comes from ·zehanm·. 

(Tnmslation wos a long and dtfftcult process ond, therefore, it ts my cpntention 

that the inf onnotion provided through this effort wm prove valuable to those 
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who will wont to know more obout Contor Leib Glontz.) 
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llfTROOUCTION 

The nome of Leib Glentz is truly synonymous with the highest ideel of 

the contorial ert. Glantz was much more than an outstondtng expositor of 
" 
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chozzonut; certotnly his voice was mogniftcent 1n its range and dramatic effects, 

but where others rarely de11toted from accepted conventions disploying 

magnificent vocal pyrotechn1cs, Glantz wo~ o Jew1sh music scholor of the first 

rank. His style os composer and interpreter was distinct, i t was o highly 

personal approach that strove to purify the cantonal art from oil the outside 

influences which had crept intoJ t. Through his scholarship he was able to 

succes~fully employ the traditional modes and motifs while still creating 

com'-'ositions of o distinct texture and style which permeated to the core of the 

text, thus, providing us with o profound reading of our prayers. No description of 

his style alone could provide enyone with on accurate concept of his 

music-making; one must listen to and obsort> this unique approach to goin any 

opprecibtion. 

Glantz was o daring tnnovotor who hod token the recitative to new 

heights fmbutng it with creative manipulations of the Ml.s'«hond prov1Cttng o 

dramatic intensity unheard before. He wos sometimes critlcized for his 

departures from esteb11shed contoriol patterns, but ft is to his credit that he 

often did owoy with the tried ond true techniques for appeasing the congregation, 

such os employing o populor melody which was empty of content. According to 

Cantor Mox Wahlberg, Glontz's greotness stemmed from his artistic creativity 

through manipulation of the Mlsamond from his relentless.probing of the 

Hturgtcol text. ·corefully analyzing the words he wos to sing, he seorched for -
new meanings ond for subtle shading inherent in the text. He then selected the 

oppropriote mood dictoted by the words. From there, 1moginotion ond 
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mustctcmship took over, end creetlvity begen: 1 

Glen~~ born in the Russien Ukreine of e centoriel femily, making his 

own debut whi1e stm only e chlld. During these years, he gained en epprecietlon 

for the music of the synagogue es well es the spiritual essence .. contained wi thin 

the hesstdic prayer-mode. As he grew older, despite years of f ormel musical 

training in piano end theory, he retained thet youthful rodionce in his music that 

hod moved so meny when he wes just o child. He successfully meinteined his • 
instinctive fervor blending it with en increasingly keen end incisive intellect. 

Avrohem Soltes wrote: 

·Making must c is en ert instlnct1ve to ell men, yet in our rich ci vtlizetfon, 
is a highly trained sk111 es well, with e vest body of communicoble 
knowledge. As in ell orts that spring 'from the soul , end then come under 
1ntellectuel control , there ere instinctive musiciens through whom the divine 
creates es if without premeditation- ltke o fountefo gushing woter; end there 
ere artists whose training end experience ore apparent in their every 
phrose .... Heppy is the men who 1s blessed with both the richness of Divine 
heritage ond the excitement of his own vision:2 

• 
Glentz's ertistr'jl went beyond the scope of synegogel music es he 

composed musical settings to secular poetry end folk texts while imbueing the -, 
Jewish folk song w1th his own distinctive style. With the scholarly approach he 

took towards his liturgical music so did he do the some with the seculer 

tredttfon presenting it 1n on ort1st1ce11y modern yet authentic form. 

Leib Glentz's commitment to his Jewish heritage trenscended the 

confines of the synagogue end the concert hells. For him Judaism encompassed 

fe1th end observonce, culture end netionelism. Since the earliest days of his 

youth he wes e committed Zionist end throughout his lifetime pert1cipeted in 

Zionist activities end acted es representotlve in ten World Zionist Congresses. , 
F1nenciol circumstances brought him to the United States in the late 1920's 

when~ Ii~ soon become 1ntemotiona11y recognized ond highly regorded by his 
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co11eegues. Following yeers of service with leading congregations throughout 

the country 1 eluding Sinei Temple end Sheerey T'filleh of Los Angeles, he 

reellzed his own dreem of settlement in lsrnel as he wes offered the office of 
-

Chief Chezzen for the Tiferet Tzvi Congregetlon of Tel Aviv in 1954, end soon 

thereefter esteblishing e centoriel ecedemy for the study of cnezzanut. 

• 

-
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A PERSONAL HISTORY 

Leib Glen t wes born in Kiev on June 1, 1698 to Rev Kelmen and Goldo 

Glontz. He, os so mony chazzonim of h1s doy, come from o family of generotions 

of chozzonim. His f other off1cioted for thirty years os the chozion in the 

synagogue of the Telna Hossi dim ond his paternol grondfother, Rav NaftoH, was 

omong the most prominent of the Telno Hassidim in Bsoroky, Bessarabia. 

In 1906, ot the oge of eight yeors, Leib Glantz wos colled before tho ark 

to doven (Le. to leod in prayer) S'h6bb6t /'ltJsafin o synagogue in Dtmevka near 

Kiev in which his maternal grandfather Rav Nachum served as cantor. Apparently 

the story behind this event is thet the congregatton had agreed to honor the young 

Glentz with the reeding of the Haftrllh, upon hearing the extraordinary woy in 

whtch he chented they would not let h1m come down off the bimeh end invited 

him bock for the f o11owing week. Soon ofter he went with his father to 

neighboring towns to daven ilinch4ond 1166tivof weekdays ond word of the 

wunde~ind spread throughout the Ukraine. He become known os o child prodigy 

ond occompanied by his father who believed thot his son would one doy become o 

great chozzon they honored numerous invitat1ons throughout the Ukroine for Leib 

to officiote ot services. 

Glontz's early demonstratton of his talents certainly cannot be consigned 

to e purely 1nst1nctuol proclivity. As e child in Kiev he studied piano, theory, 

harmony ond counterpoint with the disttnguished Russian composer of operas end 

pedagogue, Professor Nico1ei Totkovsky. In the K1ev Conservatory he studted 

comp.osition. At the age of fourteen when he stopped stngtng, Glantz orgontzed 

and conducted the chotr for the Htgh HoHdeys tn the synogogue in wh1ch his 

father served as Cantor. By th1s time Glantz hod etr:eedy reed articles by P1nchus 

M1nkowski, Abraham 81rnbeum end others on Jewish music end hod chosen to 
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introduce' the eleYoted wor1cs of Schorr, Sulzer, Lewondowskf, Nowokowskf, 

Gerovltch ond others. Never thereafter did Glantz serve es oide to another 

Hozzan. 
--.....,_ 

Early in his career Glontz's contor1o1 style wos influenced pr1mor11y by 

t~ree hozzonim: His father RoY Kalman, o 1>6'61 tefillahof hossidic deYotj on; by 

Rov Vosef Strumberg, a chazzon in Kiev; and by Rov Abraham Ber1cowitz, a 

chazzan of world reknown in Kishinev to whom Ray Kalman sent his son for 

tutelage when Le1b reached the age of Bor-Mitzyah. • 

After World War I, a rash of pogroms burst out in the Ukraine and Glantz 

arrived os a refugee in Bessarobie. Immediately with hf s first perf ormence on 

the High Holidays, Glantz captured the public's admiration. He recetYed the 

opprobotion of the publlc-ot-large end olso thot of well-known chozzentm many 

of which were truly surprised thet the younger generation could produce o 

chozzon of Glontz's callber. During his stoy fn Bessorobio he used to officiate 

regularly only on the High Holidays. Not untf1 his arrival tn the Unf ted States did 

chozzenut become a full-time occupotlon . 
• 

During hf s youth ond young adulthood much of Glontz's time ond energy 

wos deYoted to his Ztontst octlYtties. In 1911 he become active in the youth 

--
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movement Hotzefiroh together with his younger brother Azriel ond later wos ........_ 

appointed o pr1ncfpal member of thot group unttl tt merged with Hecbolutz 

(Youth of Zion). A close friend of Glontz's nomed Hatm Bar-Doyon recoiled his 

close ossoctetfon with Glantz during those octiYe years. He described meeting 

Glantz for o trip to the lfbrory, o trip wh1ch he recalls was occomponte~ by 

mutuol silence; os members o{ the Hoskoloh movement they were required to 

communicate tn Hebrew ond Bar-Doyon suspected thot, pertiops, Glantz wos not 

yet comf ortoble t n the language. Upon further inspection h@..f ound that th1s was 

not the ccsse, bu~ rather, G1antz·s stlence wcss o montfestotiondf hfs intense ' 

.. 
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personoHty. Ber-Doyon recons the fntensfty which would propel the young 

Glantz to prectice th&.-R!~o for holf o day until he had perfected the sonata 

which hed been assigned to htm the day before. 

Glantz knew of the difficul~y that h1s'friend had in finding someone to 
; 

accompany him on the piano es he himself was e violinist end while Ber-Deyen 

never suggested thet Glantz eccompeny him, neither did Glentz offer . . This he 

eittributed to Glentz's independence. ·1t wos not because of o lock of support for 
• 

me, but fore feeling of tremendous independence that wos developed fn him from 

his chtldhood end reached e point of expressfon in his reletionship to hts 

surroundings. It wes hard for him to do _things with other youth, he elwoys paved 

his own p~th end did not mix wtth strangers. Even in soctety he wos able to be 

somewhat alone end to only enjoy his own compony:3 

Ber-Deyon recalled the numerous trips he end Glantz took to venous 

synagogues end even churches dun ng these years. At th~ Church of Andre es the . 
Russian t'hey went to hear ttle children's choir, end the harp they would hear et 

the Catholtc ch'urch. They. mode these trips secretly end always hef1!ored some 

guilt fee11ngs about ft. The two of them obtained penntssfon from their perents 

to mtss classes on Su~dey mornings to enable them to attend folk presentoti~ 

fnclu1Ji11y lhnt of the -eity opere in the local Ukraine theater or comorate concerts 

performed by the Society for Russian Music fn the Merchant Holl which they 

would sneak 1nto. They heard BotltsUnt,·Rochmeninov, Kreisler, end others end 

mede the ocquafntance of several conductors. 

Lefb Glantz become a member of the group of workers tn the Hebrew 

youth movement ·celled Hotzeflroh whfch focused itself greatly on_ the purity of 

the Hebrew language. ·we learned how to defend Hterature, Zionist and -Socto11st, whfch would appear in Russfan; Leib wos among the chief arguers e"d 

would often bec9me very heated and ongry: Dunng this period Glontz moved 

-6-
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owoy fJ"C!.FJl music and thought o~ut not becoming o Hozzon but rather obout 

focusing his energies in the Zionist Movement. He wos reody to follow the advice 

of a friend who hed deci~red, ·At this crucial moment there i s no need for -
musicions or artists but for flghters: 4 His father, surprisingly, did not 

~ contradict him although he did express hope that with his son's learning of Toroh 

he would once agoin proudly carry the flog of chozzonut. 

' 

Bor-Doyon recalls o consideroble change in Glontz's ott1tude, ·when I 

returned home from my studies ot the Veshivo of lido I become concerned thot in 
• 

the meantime o great change hod token place in the spirituol po th of Leibe l's hf e; 

he continued to toke classes with Dombovski but to his music wos missing the 

flame of enthusiasm ond the dedicot1on he hod in the post. He hod advanced to 

the point of ploying o concert of Mendelssohn or Beethoven sonatas end in the 

onnuol student recital he hod excelled. At the some time Glantz knew in his 

heart .... thot he would never reoch his peok such that would ollow him to be 

celled on orttst:s 

It wos during this time thot Glantz began giving serious thought to 

making 6liy611 Ommigrotion) to lsroel. However, such ideas turned out to be 

unrealistic due to his age and continued studies as well as his fother''S intense 
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opposition to which Glantz gave in. ...._ 

Once over edolescence ond with his voice changing he was oble to return 

to reltgious music end stun his listeners as he hod as o child. He went to 

Besserebio, o piece where he hod fom11io1 ties end where chozzonut wos 

appreciated. Whlle there, Glantz entered a school for opere end dremo of Maestro 

Modbidov who hod once been a hossid end hod left reltgi-on to become a star of the 

opera in the lete n1neteenth century. Glentz, though, felt that he coyld not leeve 

re11gious music end use his voice for something thet wes not relfgtous in nature. -Soon ofter he met Miriam ZeHgmon on older member of the Russien 



) 
Soe\aHst Movement who put him in touch with Reinhold G1eer, principa1 of the 

Conservatory, who wou1d teach Glantz counterpoint and later on composition. 

G1eer was a good fnend of the Jews and had encouroged Glantz greatly. This 

ossociotion provided Glantz with many opportunities to attend various concerts 

ond toke port in meetfngs between students of the conservatory. • 

From 1916 until the February Revolution of 1917 he liv~d with his sister 

in the city of Vortusion in the Soroky region of Bessorob1o during which time he 

begon composing severo1 recitotlves. He donated o greet deal of his income from 

his contoriol wor1< to the Zionist library. Upon his return to Kishinev he once 

ogoin become active in the Zionist movement being chosen for the Centntl 

Committee of Hecholutz. He was sent by HechoJutz to London to speak with the 

chairman for the Zionist orgoniz~tion in London to negotiate on the 61iy6hof 

pioneers to Palestine. Mony were not suited for 6/i!j6hdue to the shortage of 

wor1< in Palestine. An agreement was estobl1shed to send over on1y those who 

were suitable and recommended by the Central Comm1ttee of Hecholytz in 

Kishinev and to set up o ·House of Pioneers·. Glantz contributed to this effort 
I 

through his singing. 

Most of hls time was devoted to Zionist activity wh1ch he saw as h1s -colHng in life. As such he refused to t1e hlmself to e synegogue full-time. 'lie 

only prayed from the 4177tMduring holidays end occasional Sh6bb61ol He lectured 

greatly end mode appeals for money on behelf of Hecholutz. Glantz turned down 

several offers from high schools 1n and around 1<1sh1nev to teach mustc. He began 

to write and speek ebout Jewish music discussing 1ts motifs and style tn order 

to get those youth who hed been distancing themselves from the synegogue more 

in touch wlth their roots- to deepen thetr Jewish consciousness. 

When his father died in 1923 his aliyah was postponed due to f1nancial 

stress in the family. He became the edttor of the Ytddtsh weekly An! ond Arbet 

-8-
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(Land end Labor), the perioi icel for the orgen;zotion. During this t1me Glantz 

begon to feel o confllct with regard tci his identity whether os o Zionist or os e 

chezzen. In 1926 the outhorit1es in Russia pressured Glent z, whom they felt to 

be overly octtve in Zion1st ectivities, to leave Bessorebie. This f ect , elong wi th 

his father's early passi ng, farcing h1m to seek the means to support ,a f emily, l ed 

him westward. An editorial in Ard ynd Arbet eppeered soon efter he left for 

Americo proising his exceptionel contributions: 

• 
"Our friend Lei b Glentz left for several months for America. For the Central 
Committee of the Youth of Zion end for the entire party, this i s o hardship. He 
was among the first who placed hlmself ot the service of the party, with oll 
his heart ond o willingness to secriflce. In porticulor, his merits hod to do 
with Ard ynd Arbet. As the editor of our poper he devoted hi mself with oll his 
obiUty; wor1<ed with greot enthusiasm, love ond stubbomess thot wos not 
matched. He wos omong the wor1<ers who were porticulorly active in 
Hecholutz ond especially in its early establishment. He olso wor1<ed meny 
doys for the Centrel Committee of Torbut 1n fts cultural programs. Glantz 
wos among those who felt very deeply the poin of our school ond he struggled 
for its exi stence ·5 

' In August of thot yeor he arrived in New Yor1< wi thout ony advanced 

pubhcity thot often accompanied ortists of h1s steture. He is quoted os heving 

said, · 1f I om deserving I will be mode fomous even without odvonced publj t lt1j 

end 1f I om not worthy I should be forgotten:7 Glentz's reputotlon, though, 

preceded htm end the orgeni zotion of cantors orronged a reception for him in 

which three hundred cantors participated. After his first appearances on the 

radio, Sh6b/J6tend the High Holldays he wos labeled by critics os ·o young genius 

of impressive artistry; the lost general of chozzonut and o bridger of two 

worlds: In his first trips to New Yor1<, Montreal ond Winnipeg he won over the 

lerge communities of llsteners, many of the concerts he_eerfonned during this 

period were for the benefi t of the Ztontst Htstodrut. 
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In 1927 he signed two-year contract with the synagogue Chev Sholom 

in New Vor1<, one of the most prestigious congregations tn New Vor1< during that 

Ume. In the Morgon Joumol it was written obout Glontz: 
"'"'-...,_ 

lhe Bronx h stens to the praying of Glantz which is extraordinary. In the 
Honukoh concert he gave o wonderful lesson in the proyer modes in whi ctrhe 
presented 011 of the di fferent modes .... If being a Contor is art, then Glantz 

~ 

rufes this. This wonderful chozzon who is thought by everyone to be o great 
improvisoti oMllst ond the greatest contributor to innovotion·tn our day, is o 
great musician ond is therefore copoble of employing oll different kinds of 
modalities and to travel between the dtff erent ladders with very sure 
steps:e • 

Glontz's concertizing become more ond more frequent os Ms stature 

grew. He went on concert tours to Conodo, Mex1co, England ond South Africa. 

Following his stoy at Chev Sholom he-went on to make oppeoronces at synagogues 

in various cities throughout the United States and abroad. During these yeors, 

Glontz was reluct ant to commit himself to o regular cantoriol post. Contor Mox 

Wohlberg contends that there wo~oucity of of lucrative positions during 

these yeors and that Glantz, on account of Ms stature wos able to eam more 

money from traveling. 
I 

. 1n 1929 he signed with the Victor Lobel and achieved the ~limox of his 

fome with the flrst recordings of his Sh'ma Vtsroel ond aL two of his bes! -........... 
known compos1t1ons olong with Kol Hashem. L'chu N'ron'no ond Shomer Vjsroet 

from the 56/idlttlservtce. His stotus in the contoriol world continued to grow -ond he wos now untverso11y recognized os being omong the highest echelon of 

contoriot orttsts 1n the United States. The f otlowing yeor he mode his first trip 

to Palestine for which he hod longed. The newspaper Hg'oretz protsed-his singing 

ond QAxar noted the worm heartfelt closeness created between ortist ond 

admirers, in porttcutor the young pioneers. 

By 1941 , Leib Glontz hod been married five yeors-t-0 his wit e Miriam, o 
I 

- 10-
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soctel worker, end they hod p~duced two sons. Hoving spent severel yeors os o 

free~e contor d6htttill§Onl concertizing extensively throughout the wqrld, 

Glontz decided to seek full-time employment. He stgned first to o five-yeor 

controct with Sinai T<'emple in Los Angeles ond loter on with Sho'orei Tefitlo in 

the some city. Whlle in Los Angeles he composed proltftcolly for himself end for 

his choir ond olso took o post ot the Untversity of Los Ange.Jes teoching.o course 

on chozzonut. 

It wos during this time thot he olso began focu~tng his creottve energies 

on the music of his youth, namely the hossidtc folk.melodies for which existed 

only on orol tredition possed down to him in the some foshion os to the 

generations before him. He ossiduously subjected these melodies, folk ond 

religious, to extensive theoretico1 onolysis in order to come closer to the 

authentic sources of the true 17t/$6Chwhich he felt to be eppropriete to the 

essence of the music. Glantz ceme out with o recording during this period 

entitled Deveikut which featured eight songs of venous hessidtc formulations. 

In odditfon, he elso composed settings to secular texts, fn porticuler, to the 

poems of Hoim Bielik. He developed his theories ond produced e wealth of 
' . 

compositions expressing the insights of his research. Over one hundred 

compositions hove been recorded or publlshed end hundreds more remoin in the f 

monuscri pt form. 

While Leib Glantz hed firmly estobltshed himself os e first renk 

composer of secred music wh11e in Amenco, his greatest burst of creettvity 
. 

~ 

come during the f1no1 yeors of his life when he chose to resettle his Hfe in the 

lond to which he hod so firmly committed his ollegtonce, lsreel. It wos ~he 

combtnotion of intellectuol end emotiono11ove for Judotsm which drew him there 

ot the c11mox of his coreer. In f oct, 90 of hts 216 compostttons were creeled in 

Israel in spite of the feet thot he 1tved there no longer thonj_en yeors. Hevtng 

.. 



-

been ective es G speeker) writer, end editor in the Ztonist movements during hfs 

eorly sojourn tn Kishinev, he reteined his active 1nterest tn Zionism \hrough 

fund-raising, education and culturof programs serving es G delegate to eleven 

World Congresse~:---.t-ja vfsited Pelestine numerous times before it hod become the 

State of Israel offic1ot1ng services_ in Tel-Aviv and participating in Israel's flrst 

·sorig F est1 vo r . 
Hoving been firmly established fn popular acclaim, Glantz accepted the 

fnvitot1on extended by Congregation Tiferet Tsvi to serve os fts Contor fn 

Tel-Aviv fulfilling o lifelong dreom. He serve" nine consecutive years, 

occomponied by o choir under the direction of Yehoshuo Zohor. Thousands would 

flock to listen to Glontz's prayers. He was highly thought of in Israeli musical 

circles, and was named o judge in~e great Egel compet1tton sponsored by the 

city of Tel-Aviv. Outside of th~ contorote he remained very active musically 

during those years appearing with the Kol Israel Orchestra under Sholom 

Ronly-Riklis performing the work of on Armenton composer entftled Shepherd of 

Israel in 1957 os well os singing the leading role in Josef Tal's concert-opera, 

Soul ot Enoor in 195~. 
I 

Wlth the co11oborot1on of Dr. Yehudo tbn-Shmuel and Eliezar Steinman, 
. 

Glantz established the Institute for Jewish Re11gious Music and the Contor·s 

Academy in Tel-Avtv tn 1960 setting fo;tt? a program of education for ch~nim 
that would prov1de them wtth the requisite skills and knowledge to serve as o 

Sheli/JdJ Tzi/J/Jur. To this end did Glantz, with hts rich beckground acqufred 

through percepttve tnstghts and years of reseerch end experience, devote the 

final years of hts life. The course of study included general musical background . 
and skills, Jewish mustc tn its vened forms, the tnterntot1onsh1p between 

Jewish and general culture, the beckground of Jewtsh preyer end thought, ond'the 

customs of folk culture of Jewish communities the world over. For Letb Glantz -

-12-
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1t represented the ~u1minatj)n of o lifetime of commitment, o pr~grom •to ___ , 

restore chezzenut to its true position of dignity es e lofty spiritue1 end 

inte11ectuo1 ce11in~ _ 

• 

-

7 
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REFLECTIONS-ON LEIB &LANTZ: 

T~E HAN AND JHE ARTIST 

Leib Glentz ts considered to be one of the greetest cantors of this 

'""-century. Through his numerous recordings we ore oble to oppreciote both hts 
c 

striking_ly original opprooch to hturgtcol composition ond the brilltonce of his 

singing. As with oll greet musical orttsts, much of their greatness 118's beyond 

whet can be documented in the recording studio; the full impact of· their 

performances ond musical personeHttes remain only in the memories of those 

who experienced their perf ormences first hend. So it is with the hozzonut of 

Glantz, en unrestrained approach thot penetrated to the core of the text, o 

unique style through which prayer took on o dimension of great drama. Through 
-

his artistry he becQUle e commentator, rather thon merely en expositor, of our 

prayers imbumg them withe senstt of dramettc urgency. 

Dr. Vitzhek Rusman, a doctor by profession, wes one of Roumonie's most 

prominent music critics. As port of en essey on Jewish music he wrote about 

Leib Glantz, ·when I arrived in Israel I found my way to the synagogue where Leib 

Glantz officiated as chozzon. AS in o prayer shawl my soul wos wrapped in the 

sweetness of his worm vofce. All of (Glontz's mustc) wos o product of 

traditional ond personal creation. He constructed traditional music by tigh ening 

the bond between music end content; I would say between word ond sound. From 

ecstesy end excitement he moves to sflent prayer ... end from qufet musfc to a roar 

of either desperation or of pleading for the mercy of the Heavens. He did not 

have a gushing melodic line Hke other chazzanfm. Lefbele sfngs wfth emotion, 

flexibility, fmogtnotion end softness, with o rfch coloratura end opproprfote 

fmprovfsotions. Glantz wos owore that without the coloratura the melody 

f orf efts its lf f e-gf vtng force and chorm ... The form of the sound, wfth tts 

-
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punctubtion manes end tremolos made a great impression: 1 O 

The femous Centor Israel Alter r:ece11s h_is first encounter wi th Glantz in 

1930 when introducedttrhim by Cantor Jacob Rapoport as o rising star of 

hozzonut. Glontz, he recalled, had just returned from a Zionist conventf on having 

been o guest speaker ond wos qu1te tlred. Consequently, their meettng..wos o 

short one. Rapoport, though, urged Alter to further his associotlon with this 

young man suggesting that upon hi s next visit to the United States he be in touch 

with him. Alter states, 'To the Uni ted States I dift not return so quickly but I 

did make my acq1.1cmtance with Glantz through his excellent recordings, I 

immediately realized that here was a new interpreter of the S>tfotlrpoving o new 

path in hozzonut: 11 

It seems that Glantz did not require any special preparation in gi ving out 

hls song. It was hi s contention thot he did not seek to interpret the prayers as 

much as to discover the simple meening of the text. Acconllng to Al ter, Glantz 

aspired to bring forth a new siddln; a complete mK.hzarwtrose beauty would 

reflect the deQth of every word. The sophistication of his musical sounds 

corresponded to the depth of the meaning he found in the prayer an~ for Glantz 

thi s was natural. ·when he began the Selichotservice with the/. 'c:lltlN'r1111'n4he 
·~....._ 

did not intone it with o tearful votce (as we were accustomed to doing); but 

rather, he sang 1t in a 'major· key as the words themselves require. How natural 

he was when he returned to the Se/icho~otmosphere: Alter continues, ·1 hod 

remained bound wtth ~im ond his musico1 wones. He hod become increasingly 

revolutionory in his opprooch towords chazzonut end though I could not .keep up 

with him along ~he way, I studied eoch one of h1s musico1 wanes until I began to 

understtmd end appreciate them.· 12 

For Glantz, musi cal exprenion wos never on end flHtself; it wos only en 
' instrument by which he exalted the words he wos singing. "Through his 

- 15-
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interpretation, the words othie) a clear, distinct and realistic meaning. He 

oppeols to the intellect of his hstener os well os to his sentiments. Many of his 

·sayings· seem therefore rother strange ond unusuol, but repeated listening 

makes them ostonishinQ'lg-r.efreshing ond meaningful... He constructs, organizes 

and executes his intonations on o sound musical basis. The di fferent prayers 

become closed units ond acqui re o continuous logical musical line of devej opment 

ond cllmox: 13 

According to choir director ond composer Somuel Almon of London, 

Glontz's inspirotion through verbol content ond otmo5')here triggered o new ero 

in chozzanut. Hi s exploins that os time passed the BM/ Tefill6become the 

chozztm ond through its developments the ort of the cantor took on an array of 

different quo11ties. Firstly, there were those skilled in IN/$6Chwhom even os 

they developed the ski11 of reading music mointoined o faithful devotion to the 

correct prayer modes; then there were the choral chazzonim such os Sulzer and 

Naumbourg who incorporated music from the Church and the theater. This, Almon 

explains, wos during the Enlightenment period when Jewish music begon on 

ominous trend owoy from i ts origins ond such was objected to by (Abrohom Ber] 
• 

Bimboum ond Gerovitch who formed another group of chozzonim, purifying 

synagogue music but oll the while maintaining o modem form. World War I 

ruined this end sent Eostem European chozzonim to Americo to become os he 

describes it, 'chozzonim of the donor· who went from job to job lowering thei r 

stondords end tostng ony sense of ideo1ism, opeoling to the mosses of the 

congregations. Glontz, he credits os representing the highest tdeol, o true 

chozzen who never compromised on quoUty ond succeeded in mointoining op 

i deolistic vision throughout.14 

Leib Glontz was o third generation chozzon, e mon absorbed in the 

musicol hentoge of his people even in ch11dhood. Perhops, onQ_moy posit thot in 

-16-
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. order to reach a certain plateau 1n such a field one must be more than o talented 

Yocapst and composer; tha~the true secret fs to be a genuine follower of the 

tradition. Only through our worship have Jews historically been oble to a certoin 

extent ovoid the tMQ,p~tfon of ossimflot1on despite the influences from outside. 

Secular influences were oftentimes perceived as a dangerous inf11trotton in 

which mony musical cantors would introduce melodies heord beyond the 
~ 

parameters of the synagogue. Some, llke Glontz, arose with on artistic intuition 

and knowledge and would distinguish the importance of chazzonut as a particular 

Jewish heritage. 

Glantz, es noted previously, had studied secular music extensively both 

in theory and in practice. As a composer and student of Jewish music he 

-17-

belonged to an ellte group of mustcal_scholars. Glantz would explain that at the 

core there existed the /N/$«hwhich was like the Arabic nMlE'6171and the Turkish 

raga; a short basic melody whose theme can be varied. At the basis of the /It/$«:/. 

ore the biblical motives- the l66meih6mikrtt- the most common and ancient 

bosis of Jewish music. The motives, he belleved to hove been bosed on a 

pentatonic scole, an eorller form which eventually developed in Europe 1nto a 

12-tone scole; Jewish music developed tnto the 7-tone scale. Glantz took this 

bosic tetrochordal form end imbued it with various new combinations. 

The lltl$C/J«J/he dtvtdes into two categories: Mls6Chmisinai, a me10<1y_ 

with o recttat1ve character and a longstanding tradition whose archaic nature 

remains et a f1xed level and is, therefore, unchangeable; the other type uses one 

fundamental melody wh1ch can be chatlged as a variatlon on a theme. His success 

loy in his abrnty to extricate the original Jewish basis of the nusach from the 

foreign elements which had crept 1n. With hts move to Israel he had committed 

himself to meking Israel the center of a untfled theory of nusach and, thus, 

founded the school for hazzanut. 



, 

.· .. 
' 

In the following chopter of thts-poper there will be o more thorough 

onolysis of Glontz's theories) nd ideas on Jewish mus1c. It is my intention ot 
,.....) 

this point to include the impressions to .Glentz's artistry of those who knew ond 

heord him. Uke few~n~ors of his generetion, he eltcite~ strong impressions 

upon his listeners whether they themselves were musicolly inclined or not. His 

voi ce on.d technique touched the simple os it sttrred the soph1sticoted. 

ldov Cohen wrote in ·Hoboker·: 

·1t is essentiolly o lyric tenor, but con be most effective ot dremotic 
moments os well. It is not only o sweet end resonent votce; one morvels 'ot 
its rich colors, et its technique, ot the controsts ot which Glontz ts such o 
moster- from the sti ll, silent tones that penetrote into one's very heort to 
the ringing f orttssimo; whether in quiet loment or pothetfc complotnt; in 
richly expressive tones thot resemble the blosts of a trumpet or shofar; in 
sounds thot reco11 flutes or viollns;Jn chonntng trills thot ere completely 
unostentetious; in dramatic recitative, end tn reeding thot ts half singing ond 
ts seldom epprooched in queltty by the actors in our theotres; in rore musicol 
feeltng end tn 011 the descripttve, norrotfve power of a remorkeble dromotist. 
With 011 these greet resources ot his commend, Leib Glontz mekes of the 
Selthot end of every prayer en experience to which one never becomes 
occustomed, but which is new end overpowering eoch ti!"'e: 15 

From the some periodicol Voriv Ezrohi wrote: 
, 

·montz's Se/JM/otto1ned o degree of exoltotion which mode one forget 

everything but communion w1th the proyers end the pi!J!ltllin o stote of -, 

uninterupted emotion. For two hours without pouse ond without reveel1ng the 

sl1ghtest fatigue, Glontz chonted every word end sentence of the service, 

penetrating thetr 1nnennost meaning ... wtth the power of hls rel1gtous devotion, 

his insptrotfon of soul and ecstasy .. : 16 

Leading intellectuols were drown to heor hls worshtp even those among 

Israel's non-reltgious circles. Poets ltke Nathan Altennon, composers ltke Poul 

Ben-Heim, pointers l1ke Rubin, writers ltke Sholom Asch, Zelman Shezer, end 

-
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crittcs Hke A. BoaJcowttz cduld be found among his congregation on hollday and 

J 
Sobbeth services. Boskowitz wrote: • 

"I must confess t~ t~ recent yeors I heve seldom ettended synagogue services; I 

felt thet the low stondord of reltgtous music end perticulerly, the dubious taste 

with "°hich it is performed, destroy the possfbHlty of a true spiritual 
, 

experience. But ever since I heerd Leib Glentz's Musef service on Rosh Hashanri in 

the Tiferet Tzvi Synogogue in Tel-Aviv, I hove been 'converted'."17 

It wes the scope of Glantz's development, whlch never blocked his 
• 

inherent vision, thet could produce such o ·conversion·. His vocal studies reached 

beyond the confines of his inherent disposition ond early tutelage toking up 

studies with the teacher of the f amo~s opera singers Enrico Caruso and 

Ben1emino Gigh in the United States. Toking full odvantoge of the voice training 

that hos enriched western civiltzation over mony centuries he enhanced the 

cepobillties of his neturol instrument. Unlike so meny of his co11eegues who 

relied exclusively on their natural vocel gift, Glantz strengthened his. 

Technically he could mester 011 which he demanded of himself. 

Glont2's individuelistic epproech is es deceptive to the eer es it is 

impressive. He succeeded in tronsf orming the INISCh6otthrough decor:oting ond 

ornamenting so os to deceive the listener into believing thot he hos never hearo 

them before. Henry Lefkowitz points out thet tn the composttton "Hetoch 

v'kereto· with 1ts eastern spirit do we see Glantz's imeginatton at work. "The 

11t1s6Chhere is vtrtue11y htdden from our ears ond only when we examine it does 
I 

it reveel itself. This is Glontz's commentary on the words of the prophets in 

which he wonts to do owoy with the routine commentery of those before him who 

wont to dress the 'hoben yoktr lf in motives of sorrow. These words should be 

subttme ond deep so es to express the love of God for Israel; it wos \his ideo thet 

Gl ontz expressed here.· 1 e 

-19-
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Music hos always s~ed on important role in the lives of the notions, but 
_J 

wlt<h the Jews in particular. The connection of melody and prayer is on ancient 

inheritance passed on from generation to generation. Glantz believed thot what 
. ""-was most important in chazzonut was the old and not the new, for thot which 

was old hod to be firmly rooted in the soul of every cantor and, thus, the new 

was just «mother step in o straight process deriving from the old . 

• 

-........... 
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N HIS OWN WORDS: 

THE THEORETICAL CONTRIBUTilONS OF LEIB &LANTZ 

Leib Glantz, as noted, distinguished himself as a cantonal art1st through 

a profound commitment to the essence of his music. His scholarship wa~ highly 

impressive as a musician and an musicologist studying the various modes and 

modulations of Jewish religious music through the perspect1ve of western 

musical language. Perhaps the most frequent ref erellce to his style regards his 

mastery at commun1cating the language of prayer; Glantz's chants affected his 

listener by way of a deep emotional involvement in the text. For Glantz, the 

prayers were more than mere utterances~ they encompassed the whole of 

Judaism; a poet's vtsion through which a dialogue and communion with the 

Eternal was the ultimate 

concern. Such, he believed, could only express itself through our sacred musical 

tradition, a tradition that has deflned our unique religious heritage. Glantz 

wrote, •through tts prayers and its songs, there stands revealed before us a 
' 

Jewish world, with its joys and griefs, as it has existed for generat1ons: 19 

Glantz was also a philosopher who evolved his theories not only from 

-historical precedents relating to the proper INIS«::h, but also to their theologiclth 

underpinnings, the1r message and to the religious concept underlying the 

particular holtdey be1ng addressed. In this section I wish to focus on some of 

Glantz's own wr1ttngs in which he describes the bases for his developed theories 

on religious music, exploring the way in which he relates music to re11g_tous 

thought. 

The INIS«.'hitself he ascribes to the anc1ent system of chanting from the 

Torah for which we have a kind of musical notaUon called the · T6'6mtti Hami,·rd -
used as a means of interpreting the bib11cal le><t. Each of these symbols 
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represents' not one, but e group of notes fonnuleting e musical motif. "This llne 

1s based on e group of ftve descending notes, the pentatonic scale, deeply rooted 

in Jewish music. Every ~ings lt, even if he does not know it, 11ke the 

cherecter in Moliere·s comedy who spoke prose ell his !ife w1tho~t knowing it... 

' 'When e Ber Mitzveh boy reeds the weekty port ton from the Toreh end contioues 

with e portion from the Prophets, he Hnks us by his centf lletion wfth pest 

generations of our people. The t6'6ntimere not only music. but also provide a 

correct interpretation of the words:20 • \ 

Preyer with e congregotton was not known et oll in the eorly doys. 

Moses, perhaps, was the first who expressed his deep f.eellng tn song elong with 

the entire nett on of tsreel- 'Moses end ell "the sons of lsreel offered to Vou songs 

wf th greet happiness, so did Moses end the sons of Isreal sing'. This 1s the first 

biblical reference to e fonn of publtc stngtng whereby on entire notion used their 

throats for the seke of praising God not just with words, but with song. 

From the eerl1est time that the Jew founded the f1rst·synegogue, the 

people greduelly developed the1r own style of public preyer or es Glantz 
\ 

descrtbes it, es ·song end preyer·. ·From those times onward the Jewtsh people . 
produced musical fonns of preyer, of supphcetion, of complaint end e dtelogue 

with God This is the ortgfn of the fonnule of prayer, of the tdee thet preyer is ~ 
not just to be rectted, or voceHzed es meny pegens do, Jewish preyer is in 

essence, Song .... The power of song alone is e high power that stands out end 

enrtches with wonderful color the yearnings of the heart, the tendency towards 

pourtng out the soul. 'My soul thirsts for you es does my body'. These words from 

the Tehtllim lose their greet meaning when they ere expressed merely through 
' 

recttetion:21 

The INISCIJ6otcen generelly be dtvided tnto two groups.;_ we heve the fixed 

nusech known es misiMi melodies for whtch thetr f onn 1 s vtrtuelly 

, 
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unchangeoble beyond sHght rnodfficotions. Their name 1s derived from the belief 

thot they originoted ot Sitl,Gj.ond, thus, on account of their heritage ore too 

sacred to be chonged into any other form. As for the rest of our chcmted liturgy, 

eoch of these prayers foll under basic musical patterns within the framework of 

which original compositions ond improvisations may be created. Glantz states, 

'The 'Nusoch from Sinor is the estabHshed melody that no cantor hos the right to 

oiler. The ·general Nusach', on the contrary, though it.is indeed built upon the 

same scales, allows the cantor leeway to creote new melodies, sometimes going 
\.-

Quite far in transitions from one key to another, from one tonohty to another. He 

may create spontaneous improvisations, or he may prepore in advance a modern 

composition .belonging to any period in the world of music, but he must return to 

the basis, ... to the established, recurring melody whose very presence is the 

distinguishing feature of any given nusach:22 

G1antz compares the sounds of the Shemone E.veas they exfst for the 
• weekday service to that of the Amid6for Sh6itbat He observes that in the prayer 

-23-

for weekdays, •the simple, weary Jew in the Diaspora pours out his f e~llngs of 

oppression and resignation in a plain 'minor·. The INIS«.hused on Shabbat~ on ttle ' 

other hand, is completely different. It symbolize$-the holy rest, the noble 
' 

Jewish image of the un1versol queen- the Sobboth·queen. We feel the epic 

express1on of the soul. There is a potriarchal love, o gentle warm moderation, a 

divtne Sabbath trenqutHty felt in the special preparations for the Sabbath. The 

romance of the House of Israel is manifest: ·come my friend to meet the bride, 

Let us welcome the.Sebbath'. The tempo is restful and without movement, in o 

moderate, free 'major'."23 -Selic/WI, Gtentz suggests, functions as a preview of the High HoHdoys in 

terms of its nusoch. 'The sounds of Selichtllere never hopeless, but neither ore 
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they eyer enttrely secure ond hopeful... In the beginning of Selithotthe spirit is 

still colm, the sp1rit stm stonds on the brink,o! thonks in o generol repetition. 

At this point we stond ot a distance; trembling, we strn do not know which voice 

wj ll be chosen by God. In the beginning we hove to flnd gr:oce in .His eyes to get 

close to H1m because suddenly we hove not succeeded in preporing es we should 

hove: 24 Although we ore still wondering et this time, the Slichot give o feeling 

of the pureness thot will come with the evening of Kol Ntdre. The sounds,pf the 

service f o11ow closely upon the content of the Hturgy. Glantz notes that the 

) poem ·e·motzo·e m·nucho' is on intimate prologue to the struggle we will be 

focing in the doys oheod between mon ond God, lhts is the ctw>ter of.SHchot 

thot emphasizes both in its content ond in its mustc the unity of 'Holelluyoh' ond 

-the negetion of self :2s 
Glon\z's musical thoughts ore reflected through o committed probing of 

religious concepts; o philosophical opprooch to the prayers ond thetr context ond 

purposE!. He writes, ·we osk on this doy obout both thot which we see ond thot 

which is hidden. We lift our eyes to the wonder of the secrets of on of hf e. We 

ore united wlth He who looks to the end of 011 generations ond ot the some ttme 
t 

we look to the future ... The sound of the shofor is o declorotion of the future of 

mon ond humontty ond 1t is because of this thot whot is most opporent 10 the 

telill6of Rosh Hoshonoh ts the universol spirit. Out of this untversoltsm do we 

come to ourselves:26 The universal to the porticulor ond not vice-verso. 

There ore three orders, 116/chtlgot, ?ichrmotond Shofarolond oll of them 

ore founded tri this untversol thought. Only from this very cleor untversottsm do 

we ftnd, in e noturol woy, o reflectfon of our nottonoHsm ond our Jewishness, 

orgues Glontz. All of our desires ond yeomings ond dreoms of the redemption of 

our notion end the redemption of the erittre world ore spoken from ourselves 

through the shofor. ·wtth the so~nd of Ute shofer you hear the sound of mankind 

- 24-
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~ towards peace, towards brotherhood, towards love "of mon ond friends ond 

towards the Creator os one: 27"'-..... -

Rosh Hoshonoh, by ond large, is not petitionory contends Glantz. There is 

• no effort .to di scuss forgiveness but there is something deeper ond more tense. 

In ·unetone Tokef we find o striking porollel, on artistic description of the 

ki ngdom of Heaven. ·Reading th1s piyut incites i n me the desire to coll up oll of 

the chozzonim ond Jewish composers from then until today old to osk of them, 

Do not cry ond do not mourn on this holy doy, the doy of Rosh Hoshonoh. Instead 

of this mourning ond thts often vulgar crying, please TUsu bochodesh shofor 

bokese l'yom chogenu- on this doy of celebration ~ow the shofor ... Give this holy 

ond wonderful doy o celesti al elevation. Celeb~te it with o highness of spirit, 

with o sup~r-humon singing, with o depth of thought ond emotion together:2e 

, During his career, Glantz received much occloim for his ovoidonce of 

sobbing during hi s prayer. The concept of the chozzon hod become synonymous 

with the deliberate p1oint1ve cry in the voice bewornng the sorrows of Israel. 
• 

Much of this weeping hod become o stereotyped vice of the cantor ond hod lost 

its origtnol dromotic vitality. Unchorocteristic for o greot cantor of hts doy, 

Glantz eschewed this form of prayer grounding his musical expressions upon o 

deeper onolysis of the text ond tts hlstoricol implfcotions. 

Whet ts there here to bewail? osks Glantz. Through intensive study of 

thls question, he suggests two answers: the first being thot the situation for 

the Jews in the Otasporo hod for mony genenitions been tragic end cotostrophic, 

'Jewish blood flowed ltke woter'; the Jew did not poy ony porticulor attention to 

the vert>ol content of his prayers, but found in them o suitoble opportunity to 

pour out his heort in lamentation end in complaints to the Almighty a~ut his 

bitter plight. The second answer ltes in the musical formulas and tn o 

mtsconstrued perception of the proper nusoch. 

- 25-
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Wtth regard to ttte second reason GlaRtz oddresses himself to the 

misconceived impressio~of _H.,//e/and its proper ntJS6C./J 

·Let us consider a choractenstic fact thot is eminently worthy of our 

ottention. When we enter on Orthodox synagogue, ~ither 1n Israel or in the 

Diaspora, the ear is immediately struck by sad, olmost tearful tones, and one 

gets the impressi on that all Jewish hturgy is based on sod, plainti ve keys and 

modes, even when the verbol content expresses joy and thanksgiving . 
• 

MWhot was the form of 1161/elin the Temple? 'The reader sings the Halle! 

ond the congregati'on answers 'Halleluyoh' a totol of one hundred and twenty three 

times. It might be expected, then, that thts ~xalted verbal content would dictate 

a musical form that is true to the ong1nal sources, authentic and appropriately 

jubilent. Unfortunetely, thet is not the cese. Almost 011 cantors sing the 

passages of H611elin the hormonic minor, ond the peok of melancholy i s reoched 

i n conjunction with phrases like ihe heavens ore the heavens of the Lord, but the 

eorth He has given to the children of men', or· To Thee I will offer thanksgiving 

socrifice· ond so forth .... There is no thanksgiving and no preise, no song ond no 

exultation. There are only broken sounds and plaints, o weak, suffering voice, 

ond the more tearful the contor, the greater his reputation:29 ........_ 

The contor opens the H6//e/blesstng in what seems to be a pure minor 

key, but, as Glantz points out, is actually only on illusory minor, and as o result 

both the cantor and the congregation are carried along by this deceptive minor 

throughout elmost all the passeges of the 1161/el In e sharp contrest to the 

moening thet hod become the norm, the nineteenth century ~horol cantors such os 

Sulzer and Noumbourg.abandoned thls style by changing the key from the 

harmonic minor to the western mejor key in on attempt to stng the 'holleluyoh' -passages os they would be set by non-Jewish composers of the time, reacting 

strongly ogninst whet they viewed as mus1cn11y nnttqueted. But the truth, os 

.... 
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Glantz sugQ8$ts, is thot neither of these opprooches flloted to the original 

Jewish n1JS6Chof the Hollel. 

·we ore convinced ffiltt~oth the Jewish major ond the Jewish minor 

contotn something chorecteristic ond specifi~ something which survived from 
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• /- the ancient modes of Or1enta1 peoples, which is not to be found ot oll in the .,. 

modern West European scales. After years of searching, exominotion ond striving 

to flnd the musical truth about the H6/lel, we hove come to the recognition thot 

the flrst blessing of the H6//e/1s not to be sung in the mthor key, but is actually 

o direct continuotio~ from the end of iefi11ot hoshevo·, thot is, from the nusoch 

of Sh6/DSIJ t?.g6lim, till the beginning of the blessing of H6/lel"30 

Glantz points out thot the 17t/$6Chhoso ecome tredittonolly mistaken os 

built upon o minor bo$1s where, in octuoHty, it is o carry over from the Three 

Festival mode, one built upon o mixolydion scale in which we jump bock ond forth 

, between the fifth ond the seventh tones on the scale. This, then provides the 

framework of on entirely unusual nusoch which inevitably is mi sinterpreted. 

This passing musical deviation led to on actual departure from the basis which, 
' 

for example, would octuolly be in G in the mixolydton mode ond, thus, mistakenly 

turned into D minor. 

For example: 

' J I ~JJj J j 4 I J J 9 
Ilk - : et ha- ha - 1•}'...; J 

ond, therefore, should sound os follows: 

-
"The entire tregedy of exile hos found its expression tn thts text, ond the 

, 
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minor key suited it in every sense. But when this musical deviation passed on· to 

the jubllant 1161/el, the CD tor was sinning not only against the music, but, end -
that is the most important point, against the text end against the general spirit 

of H6/lel'31 

There were moments in which his idealism would be lost on his 

listeners. Mex Wohlberg recalls Glantz's great disappointment when once prior 

to the Amitl6for the first day of Pesech, Glantz purposely chanted the Sh6/tb6t 
• 

K6ddishto see if anyone would notice he did the wrong one, but no one said 

enything.32 

There is a sense of frustration in his essays on religious music, 

frustration wtth the lock of scholarship and musical integrity among many of his 

colleagues. Hts tone is sharp end cutting when he concerns himself with 

accepted musical end vocal conventions continuously employed beyond any 

coherent sensibillty. The prayer for T6/should conform to its proper 1ttJS«htr1d 

text and sound jubilant es such would lead one to believe. But, sadly, he states 

this proper f ormuta was neglected and, instead, once ogein o return to the usual 

mournful harmonic minor. ·1n e word, the jub11etion stopped end was supplanted 

by the fashion of weeping. It is now el most impossible to distinguish bet!feen 

the T6/prayer end eny other prayer of the Sebbeth, the weekday, or the Holy day. 

The stereotype is there: a btt of simple minor, obit of Aheva Rebeh end, whet is 

most important, the entire people weeps, in exaggerated, sobbing tearfulness, 

with no reloUon to the general spirit of the wonderful poem of Rabbi EHezer 

Hekallr ... The Jews 1n the Diaspora forgot &bout that. The Jews have troubles, 

they ere persecuted, rioted egeinst, there ere blood 11be1s- so let's weep even 

when singing Tel- lets shed leers end sob ond complatn about our bitter fate:33 

Through h1s tntense efforts to purify synogogol music:U1ontz spoke out 
I 

egeinst, not only must eel deviations in the form of nusach end voce1 express tons, 

-28-
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but also against the outside influences that.had penetrated to the core of out 

liturgy and betrayed our. collecttve musicel 1dentfty. These foreign influences 

ere especially disturbing to hlm in the context of holidays that serve to 

.--- reinforce our national longings. Chanukah, he notes, is fer more then e holiday 

commemoratfhg en external superficial war, rather it serves es a remindtr of 

our spiritual purification. From this philosophical approach Glantz sp·eeks out 

against musical themes, which while fallen into common practice, ore improper 
• in this particular context. 

'"This (Chanukoh) is war against Avode Zera, against imitotlng others end 

against denying who we tire. We ore surrounded by foreign influences in ell the 

areas of our life end especially in the world of music. Even in our centoriol 

music do we heor themes from operatic antis. Mooz Tzur itself i s bosed on three 

Germen songs. The Germon lntelligencfo must moke fun of us that we dared· to 

toke something from them in order to raise ourselves up on this national holiday. 

In my opiniun, we hove to create o tune for Mooz Tzur which is based on the true 

nusoch of Henukati:34 

-29-

It was Leib Glentz's contentfon that tf only we were oble to understand, 

in a fundamental way, the meaning of our netlonol nuschoot then we would be ~ 
.........._ 

able to grasp in o living manner the entlre value of Jewish Hf e. Jewish music, he 

believed, represented the soul of the Jewish people. As a Hozzon he took his role 

es &sroel's messenger ond representative with a grave sense of pride end 
' responsibi11ty. The Hozzan represented Judaism's identfty end its future. This 

final statement in his own words represents the culmination of hls own 

achievement end that which he tried to communfcote to others: 

·Hozzentm must remember that they ore not only mus.icol craftsmen, 
'-

certoinly not just singers. They must themselves create onltplon, they must 

serve os their own architects of contemporary Jewish preyer. They must be the 



, 

. ( 

r-l 
true sltlidltlg l~i/Jtltr, the authenttc medtators between the congregetton end-the 

Almighty. They must b~E,iteble spokesmen on behelf of the Jewtsh people in 

God's own spir1tue1 tongue, the language of tsreel's 'Song of Songs·:35 

f 

• 

I 
.._ 
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_AllTHOLO&Y 

'--. ~· SABBATH SERVICE 

A. Fridoy Evening Service 
---.... 

1. L'chu N'nm'no ( 1956)* S&.c•• 
2. Mtzmor Sh1ru (congregotlonol) 
3. Hovu L'Adonot ( 1956) c 
4. Ana Bechooch ( 1955) C&S 
5. L'cho Dodt ( 1956) c • 
6. Adonot Moloch ( 1957) c 
7. Raza DeShabbat ( 1943) S&.C 
B. Bar'chu ( 1956) s 
9. Ahavat Clam ( 1956) c 
1 O.Sh'ma Ytsrael ( t 957) c 
11 .Emet V'Emuna ( 1963) s 
12.Mt Chomocha ( 1956) c 
1 3:Hashk1 venu s 

' 14.V'Shamru ( 1958) c 
15.Magen Avot s 
t 6.Amar Robt El azor( 1943) C&S 
1 7 .Adon 01 om ( 1955) c 
1 B.Ytgdol ( 1944) ' c 
19.Kol M'kodesh ( 1947) s 

B. Saturday Morning (Shecherit) 
.......... 

t . E1n K'Er1<eche ( 1936) s 
2. El Adon (1941) s 
3. V'chulom M'keblim ( 1960) s 
4. Et Shem; Kodosh; Boruch s 
5. Ham'chodesh B'tuvo ( 196 t) s 

*1ndtcates the year of compositton when determtned 
••·s· tndicotes o aolo composttton, ·c· tndtcotes choral. All compositions contotn 
written occompontments. -
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, 
6. M1 Chomoche ) c 
7. Az B'k<>1 ( 1940) s 

r-

8. Vi smach Moshe ( 1953) c 
9. v·10 N'tato ( 1952) c 
1 O.Bnch Shmei ( 1952r-...._ _ c 
11 . v·nomor L 'f anov ( 1938) s 
12.Av Horachomim ( 1938) s -

~ 

C. Saturday Morning (Musaf) 

1. Mj Sheasa Nisim ( 1962) s 
2. Honeehovim V'hon'imim ( 1940) s 
3. uv·nucha Vomor ( 1944) C&S • 
4. Chetsi Kaddish ( 1964) c 
5. Sh'ma Visrae1 (1930) s 
6. Dodi Z'chor l1 ( 1956) 
7. Tllcanto Shabbet ( 1949) s -
B. uv·yom Hoshabbot ( 1949) C&S 
9. Vism'chu ( 1949) C&S 
1 O.Tsur Chayenu ( 1945) C&S 
11 .V'o1 Ku1om ( 1943) C&S 

' 12.Borchei nu Vobracho ( 1930) s 
13.S1m Shalom ( 1944) C&S 
14.En Ke1ohenu C 1954) c 
15.Aleinu L'Shabeiach ( 1955) 

\ 
c 

11. FESTIVAL PRAVERS 

A. Ho11e1 

1. Ha11e1uyeh, Hollelu ( 1956) C 
2. B'tse1t V1sree1 (1955) C 
3. Adonei Z'cherenu ( 1944) c 
4. Atiavti Ki Vtshmo (1963) S 
5. Ha11elu Et Adonai ( 1951) c 
6. Ho du L · Adona1 C 

..._ 



B. Possover Seder 
' 

1. V'hl Sheol)'lde ( 1956) 
2. Shf och Homoto ( 1956) 
3. Uv'chen Voyehl Bochotsi Holollo 
4. Ki Lo Noeh ' -
5. Chosol Siddur Pesoch 
6. Adir Hu 

- 1.--£ hod M1 Vodeo 
6. Chod Godyo 

C. Other Compositions 

1.Tol (1930) 
2. Geshem ( 1930) 
3. Voy'dober Moshe ( 1957) 
4. Rtbono Shel Olom ( 1955) 
5. Kiddush ( 1960) 
6. Ato B'chortonu ( 19~3) 
7. Voole V'Vovo ( 1953) 
B. Pttchu Li ( 1951) 
9. Hoshono 

' 1 O.Voy'hi Binsoo ( 1943) 
11 .Adonoi, Adonoi ( 1952) 
12.Sh'mo (Shevuot) 

) 

s 
s 
c 
C&S 
s 
s 
s 
c 
C&S 
c 
C&S 
c 

--

• 

111. SELICHOT SERVICE••• 

Ashrei 
Tehllo L'Dovid 
L'chu N'ren·no 
Etch Niftocti Peh 
El Erech Apoytm 
B'Motsoet M'nucho 
Lishmoo 

•••for Contor, Choir and Orgon 

El Malech Voshev 
Himotsei Lonu 
T'vienu 
Sh'mo Koletnu (with choir) 
Sh'mo Koleinu (w1thout choir) 
Mochn1set Rechom1m (with choir) 
Moohn1set Rochomtm (without choir) 

-
/ 
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IV .. ROSH HASHANA 
) 

1. Tik'u 8othodesh (1956) c 
. 2. L 'Dav Hi Mi zmor ( 195 t) C&S . 

3. Hin'ni Heani Mimaas c -, 
4. Un'tan'e Tokef ( 1957) ' - c 
5. Emet Ki Ata Hu Dayan ( 1961) c 
6. B'rosh Hashana ( 1944) C&S 

..- - .:i .. U't'shuva ( 1944) c 
6. Kf K'shimcha ( 1929) s 

' 9. Uv'chen Ten Kevod (1954) c 
1 O.Uvchen Tsad1k1m c 
11 .Umipnet Chateeinu C&S • 
12.V'kerev P'zurenu ( 1957) c 
13.Meloch ( 1960) c 
14.Ha 1 och V'karata ( 195 1 ) s 
15.V'tereeh Lef eneche c 
16.Areshet S'f ateinu( 1961 ) c 
17.Halleluyah ( 1957) c 
1 B.T'ke B'shof ar Gadol c 

V. VOM KIPPUR 
' 

A. Arevit 

1. Ki Bayom Hazeh ( 1.957) c 
2. Vaaleh Tachf!unenu ( 1950) c 
3. Slach Na Ashmot c 
4. Z'chut Ezrech-Salachtt c .......... 
5. Kt Htne Kechomer ( 1929) C&S 
6. Al Chet ( 1955) c 
7. v·o1 Ku1em (1951) c 

B. Musaf 

1. Hinent Heani Mimaes ( 1950) c 
2. Y'choh Hoya Honeh ( 1941) c 
3. Mareh Kohen c 



' 

-
C.· N'fleh 

) 
1. Ezkri Elohtm ( 1940) s 

VI. HASSIDIC SONGS 

1. Motet ( 1944) 
2. Al Ttzkor ( 1946) 
3. Ate Vodeie ( 1946) 
4. Dror Vtkre ( 1947) 
5. El ohenu Kedshenu ( 1946) 
6. Rtbon Heolemtm ( 1946) 
7. Nochp'so ( 1946) 

6. L'dor Vedor ( 1952) 
9. Eshet Choyn ( 1954) 
1 O.Titgedol Viitkedesh ( 1955) , 
11.R'eh Ne B'enenu ( 1961 ) 
12.Eliyehu ( 1962) 
13.Ashrenu 
14.Hu Ytftech Ubenu • 

VI I. HEBREW SONGS (wt th pteno occomponiment) 

1. Acheret Motl ( 1922) H.N. Bielik 
2. Vom Hedmome ( 1924) 
3. Al Hesh'chtte 
4. Zeri t t Leruoch Anechet i 
5. Kvtsh Zelmen Shnetur 
6. Vodli 
7. Omrim Veshne Aretz ( 1926) Sh. Tchemtchovskt 
6. Shoshone ( 1951) 
9. Netshu'TslHtm 
1 O.Kol Dichftn • 
11 .Mt Ani { 1926) VoekoY Ftchmen 
12.Al Ret'tm Sheholchu ( 1957) • 

13.Geshem Leyla ( 1956} 
14.Lem·natseoch Mt sped ( 1956) Zelmen Shezer 
15.Al Sfod (1940) David Stltmont 
16.0mrim U Enoch Vof e ( 1926) Voekov Rt mon 
17.0d e·gon Eden (1960) Yeekov Cohen 
16.Ron L'vovt (1960} Brocho Kopstetn 
19.L'Degonio Shlr Mtzmor ( 1960) Oded Avtsor 
20.Zemer Shtr L'Ktnus Hesvt'l ( 1960) Vost Gemzu 
21 .B'ShUY Adonot ( 1940} Psalms 
22.HoZor'tm B'Dtme Psalms 
23.Ant L'Dodt ( 1957) Song of Songs 
24.Kol Dodi ( 1960) Song of Songs 
25.Hetmo Kcru V;Naflu ( 1959) -

_.35_ 
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26.B' Artseinu Or Vazi v ( 1954) 
27.Utsu Etsa ( 195,1) 
28. VTechezena 

) 
( 

V 111. 9100JSH SONGS 

1. Shluf Mein Kind 
2. Got ~u ( 1954) 
3. Got fun Avrohom ( 1940) 

.4. lc.h Bin a Visroel ( 1940) 
5. Dvoirele ( 1933) 
6. Kil er Shtller Ovnt Vint ( 1928) 

Sho 1 om A 1 ei ch·em 
H. Leivik 
Ephraim Auerbach 

7. Dos Tse Brochene Dechele ( 1924) 

Zolman Shozor 
Vaekov Ftchmon 
Zolman Rosenthal 

8. S'iz a Frost ( 1924) 
9. Hei ·Treger (1949) 
1 O.Mir Vein Zeyn ( 1936) 
11.lch gib Dir Got ( 1925) 
12.Kaptsunesher 'Hamavdi 1' 
13.Af Br1 

, 

Vehudo Kami 
Voakov Mon nov 
Vehoosh 

RECORDINGS 

1. Midnight Se11chot Servtc~ · Famous Records 
2. Rinat Hakodesh (11~urgtca1) RCA Comden 
3. Vomf m Noreim (liturgical) 

• 4. Tlf eret Tefilah (llturgicctO Hebroico 
5. Hallel V'Ztmnh (lf turgical) 
6. Chassidtm B'Rtna (chasstdic) 
7. Chezon Y'Shfreh (Hebrew art songs) Vision and Sound 

-

• 

8. Shir Chedosh (ltturgtcol) Reeno Record Corporetion 
9. Kol Yom HeDtn (liturgtcel) 
1 O.Hellel V'Shalosh Rego Um (liturgtcol) RCA 
11 .Songs Sacred end Secular Musique lntemotlonele 
12.Centor Leib Glantz 1954-56 
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FOOTNaf ES 

1. Davi~ Loeb, editor, Leib Glantz: Selected Worts. RJbot:Hakodesh 
Slichot (Tel-Aviv Institute of Liturgical Music. Noidat Press Ltd. 1971. 
Preface -2 Avrohom Soltes, The Artistic Life of Leib Glantz (Notional Jewish 
Music Council, Not1onal Jewish Welt ore Boord, 1966), p.1 

3. Elezor Steinman, editor, Zehodm: In Memory of Letb Glantz (Tel-Aviv 
Institute of Jewish Re11gious Music. Tel-Aviv 1965), p.78. 

4. Steinman, Zehorim, p.eo. 

5. Steinman, Zehadm. p.61 . 

6. Steinman, Zehadm. p.91 . 

7. Steinman, z,hodm
4 

p.92. 

6. Steinman, Zehodm. p.93. 

9. Soltes, The ,(rtisttc Life of Leib Glantz . p.9, 

1 o. Steinman, Zehadm. p.13. 

11 . Steinman, Zehgrjm. p.9. 

12. Steif!mon, Zebadm. p.1 O. 

13. Soltes, The Artistic L1fe of Leib Glantz. p.6. 

14. Steinman, Zehodm. p.22. 

15. Soltes, The Artistic Life of Leib Glantz. p.4. 

16. Steinman, Zebpdm. p.29. 

17. Soltes, The Art1st1c Life of Leib Glgntz. p.5. 

' 

. . 
-
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18. Steinman, Zehadm. p.32. 
) 

19. De1vid Loeb, editor, Le1b Glantz: Selected Worts. Rinot Hakodesh 
SQbbQth Morning Service (Te, ... A'YiY Institute of Utur~ice11 Music, Ne11de1t 
Press Ltd. 1971), p. t. 

. r- ·2o" Loeb, Sabbath Morning Service. p.2. 

. 21 . Steinme1n, Zehadm. p. 123. 

22. De1vid Loeb, editor, Leib Glantz: Selected Worts. Rteot Hqkodesh 
Ho11e1 ond Three Festivals (Tel-AYiY lnstltute of Uturgicel Music, No1dot 
Press Ltd., Tel-AYi~ 1968), p.4. . 

23. Loeb, Sobboth Morning Service. p.1. 

24. Steinman, Zehodm. p. 116. 

25. Steinmon, Zehe1dm, p.113. 

26. Steinmon, Zehadm. p.188. 

27. Steinmen, Zehadm. p.189. 

28. Steinmon, Zehadm. p. 169. 

29. Loeb, Ho11e1. p. l. 

30. Loeb, HaJJel. p.2. 

31 . Loeb, HoJJeJ. p.3. 

32. I em indebted to Centor Mox Wohlberg for this information. 
Interview of 3/27 /69. 

33. Loeb, HaJJeJ .• p.6. 

34. Ste1nmon, Zehadm. p.135. 
.._ 
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