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DIGEST 

Music has always played a central role in the life of 

the Jewish people. From its earliest references in the book 

of Genesis, to the evolution of a musical specialist--the 

Hazzan, to the introduction of choral singing in the 

synagogue, music has always stood at the forefront of Jewish 

cultural and religious life. As demonstrated in the 

introduction to this work, Jewish music is constantly 

evolving, being molded and shaped by its surroundings and 

environment. 

When the pioneers of the Reform movement in this country 

undertook the task of bringing a sense of decorum to the 

Jewish worship service, one of their primary focuses was the 

role of music in the prayer service. The recorded history of 

the movement, as documented in synagogue minutes, debates 

within the Central Conference of American Rabbis, as well as 

the writings of prominent musicologists within the movement, 

is rich in controversy over the proper use of music in the 

worship experience. Utilizing these various resources, the 

goal of this thesis is to conduct an indepth historical 

analysis of the debate concerning the function of music in 

the Reform synagogue. 

This is accomplished through an examination of three 

primary vehicles used for musical expression in the Reform 

Worship Service: the organ, the hymnal and the choir. Each 
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carries with it a rich historical tradition. There are those 

musicologists, for example, who trace the roots of the organ 

to the Temple in Jerusalem. The singing of hymns, or 

certainly the chanting of short refrains, can also be traced 

to the ancient Temple. The levitical choir also played a 

central role in the ancient service. Many of the early 

Reformers would attempt to justify their inclusion of these 

modes of expression in the worship service based on these 

historical precedents. 

Two critical questions are raised by this study. The 

first addresses the theme of authenticity. To what extent 

does the introduction of the organ, hymnal, and choir into 

the synagogue service represent conscious modeling of 

dominant Christian culture, and to what extent does it 

reflect the quest for authentically Jewish modes of 

expression? The second deals with their direct impact upon 

the worship experience. What is the relationship between 

these three modes of expression and the ongoing 

"Participation vs. Performance" debate in the Reform worship 

service? The conclusion of this thesis attempts to utilize 

the historical data provided in previous chapters to shed 

light on these important concerns. 
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Introduction 

"The music of the Jews is vast in time and space. It 

encompasses at least three millennia, and its playground is 

much of the world. It draws from all available sources and 

fits many divergent styles."(l) Although the richest sources 

of Jewish music are fairly recent, namely since the time of 

Jewish emancipation, covering roughly the past 200 years, any 

historical survey would be incomplete without an examination 

of the roots of that tradition. In order to understand the 

role of music in the contemporary Reform synagogue, one must 

first turn to an historical analysis of the role of music in 

ancient Israelite tradition and trace its development through 

the Temple ritual, its function and purpose in the synagogue, 

and finally the impact of the Emancipation upon its growth. 

This preliminary overview is based upon the assumption 

that as Eric Werner has argued, there is a discernible 

continuum in the history of Jewish music.(2) If one is to 

accept Dr. Werner's hypothesis of the continuity of Jewish 

music throughout the ages, then it is certainly possible to 

construct four large historical time frames, each dependent 

upon the period preceding it. This survey begins, therefore, 

with the Biblical epoch, to be followed by an analysis of the 

period immediately following the destruction of the Second 

Temple. I will then turn to an examination of the encounter 
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of the Jewish people with the culture of Europe (twelfth to 

seventeenth centuries), and finally to the impact of the 

Emancipation. 

Biblical Origins 

As with other ancient peoples, it is not possible to 

establish the beginnings of music and music making among the 

ancient Israelites. Musical notation did not come into 

existence until long after the Bible was written, and so we 

can get little or no idea of the kind of music produced, 

apart from the literary references in the Bible. All one can 

do is consider the various cultural influences that must have 

affected their music making, drawing on the available 

historical resources and the results of archeology, and 

deducting what one can from the descriptions and pictoral 

representations of instruments that have survived. The 

process must begin, therefore, with an analysis of these 

Biblical references. 

Aron Rothmuller, in his book The Music of the Jews, 

provides some critical insights into the world of biblical 

music. His analysis begins with the earliest references to 

music: 

On examining the books of the Pentateuch for 
references to music, we find the first mention is 
Genesis 4:20-22, which tells us that '1. ·1• was 'the 
father of all such as handle the harp ( "'iJ =!' ) and 
the pipe ( ,., ~-1-Y). • It is very unlikely that 
Jabal was a musician that actually lived. It is 
much more probable that the word d.:. ·1' is intended 
to convey the generalized conception of a 
musician.(3) 
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Rothmu11er further notes: 

We have no description of either of the two 
instruments mentioned in connection with Jubal: 
the 7•'.J~ and the .:v<:, - r~ . Usually ?i..J~ is 
translated as 'harp' or 'lyre• and 10c;:.-.rras 'pipe• 
or 1 f1ute 1 

• The ?i.J ;> , therefore / was a 
plucked-string instrument and the ;>~·/'"' a wind, 
probably a wood-wind instrument, such as depicted 
in Egyptian representational art and, later, on 
Jewish coins in the second century c. E.(4) 

In his analysis of the role of music in the Bible, 

Rothmuller points out that despite the detailed description 

of the sanctuary, the sacrifica1 system and other religious 

rituals, one cannot conclude that music played any role 

whatsoever in the religious services of that time. It is 

impossible to find one verse that makes reference to the 

musical accompaniment of the religious service. Exodus, 

chapters 25 to 31, for example, provide the reader with the 

details of the sanctuary, the priestly garments and the 

altarJ Leviticus, chapters 1 and 2, give a detailed account 

of the sacrifical service, chapter 8 of Leviticus describes 

the consecration of Aaron and his sons. Yet one can still 

not uncover a single verse which would point to the possible 

role of music in the religious service.(5) 

According to Rothmuller, "even the blasts on the shofar 

and chatzotzerah and the small golden bells on Aaron's 

vestments were of no musical significance."(6) Eric Werner 

points out that the bells on the robe of the high priest, and 

the sounding of the Shofar at the time of the New Moon and 

similar occasions, served the function of averting or turning 
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aside evil spirits.(7) 

Rothmuller then goes on to reach some critical 

conclusions about ancient Israelite religious practice and 

its relationship to music. He makes the following 

observations: 

The blast of the 'trumpets' in Numbers, chapter 10, 
is clearly of profane origin1 it was obviously 
introduced into religious practice from secular 
life. Thus, the chapter specifies that the trumpet 
was to be sounded for summoning the assembly and 
breaking up camp (v.2)1 for gathering together the 
congregation (v.7)1 for summons to war against 
enemies (v.9)1 and for heralding days of festivity, 
the feasts, and the days of the new moon (v.10). 
These are all secular activities, secular 
institutions of the Children of Israel. On the 
other hand, the ordinance that 'the sons of Aaron, 
the priests, shall blow with the trumpet' (v. 8) 
indicates that this was an innovation, instituted 
by this special ordinance. From all of which it 
would seem that, according to the Pentateuch, our 
one available source, all the musical instruments 
then used by the cult were of secular origin, and 
borrowed by the Cult.(8) 

This conclusion by Rothmuller has tremendous 

implications for the use of instruments in the Temple in 

Jerusalem and later synagogue worship service, for it grounds 

their use in Biblical tradition. By tracing the use of 

•secular' instruments and music in a religious service to 

Biblical custom, Rothmuller foreshadows many of the issues 

that will be addressed in subsequent chapters of this work. 

As for the musical accompaniment to the Temple service, 

one has to apply the same words that Ambros, the music 

historian, did to Egyptian music: "• •• could we listen to 

it for but one moment!"(9) From Idelsohn's analysis of the 
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role of music in the First Temple, we learn of numerous 

similarities between the orchestra of the Temple and the 

religious orchestra used in Egypt. He notes that the legend 

which states that when Solomon married Pharoah's daughter she 

brought with her a thousand varieties of musical instruments 

may indeed be based on some historical fact.(10) 

The Book of Chronicles provides the most detailed 

description of the chorus and the orchestra as they existed 

during the time of David. As Israel Rabinovitch points out 

in his book Of Jewish Music, there are those scholars who 

find the descriptions of Chronicles exaggerated. Possibly 

written by a singer in the Second Temple, these detailed 

pictures of Temple music may indeed be more the result of 

one's imagination than of actual knowledge.(11) Despite 

whatever skeptical approach we may take to these books, they 

remain our major source of knowledge of this ancient period. 

Rabbinic literature too, particularly the Mishnah, is 

replete with references to the vocal and instrumental 

accompaniment to the sacrificial cult of the Second Temple. 

The opinions expressed differ as to whether instrumental or 

vocal music played the predominant part, but the view that 

the instruments served chiefly to provide an accompaniment to 

the singing tends to prevail.(12) Sukkah 51 a, b gives us an 

impressive picture: "Men of piety and good deeds used to 

dance before them with lighted torches in their hands, and 

sing songs and praises. And Levites without number with 

harps, lyres, cymbals, and trumpets and other musical 
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instruments were there upon the fifteen steps leading down 

from the Court of the Israelites to the Court of the Women, 

corresponding to the fifteen songs of Ascents in the Psalms. 

It was upon these steps that the Levites stood with their 

instruments of music and sang their song." This description 

refers, of course, to the former musical practice in the 

Temple, which no longer existed at the time the passage was 

committed to writing. 

Unfortunately, there are no descriptions of the tunes 

retained, nor is there any indication of scales and rhythm 

employed, such as the Greek philosophers and authors left us. 

In Israel music was seemingly taught and preserved in oral 

tradition only, as is the custom in the Orient to the present 

day. What we are left with, however, is the clear, 

uninterrupted message of the critical role of vocal and 

instrumental music in the spiritual life of the Jewish 

people. 

The Destruction of the Temple 

and the Advent of the Synagogue 

We have now reached a critical point in our analysis. 

At this juncture it must be determined: Is there a link in 

the chain of tradition following the destruction of the 

Second Temple by the Romans in 70 C.E.? Is the music of the 

synagogue to be considered a direct heir to the Temple 

worship experience, or do we have to assume a new 

untraditional beginning to Jewish music with the advent of 
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the synagogue? 

Eric Werner joins most musicologists in concluding that 

there is a discernible continuum in the history of Jewish 

music, and therefore there is a direct correlation between 

the music of the Temple and that of the synagogue.(13) With 

the destruction of the Temple by the Romans, the Jewish 

religion and all its established customs, including singing, 

would have been in danger of being dissipated, had not the 

synagogue become that institution that succeeded in 

maintaining the tradition. 

Unlike the Temple, a synagogue could not be 
destroyed by an enemy. With the burning of the 
Temple, its entire sacrificial system was 
obliterated. The destruction of any number of 
synagogue buildings entailed no change in the 
established liturgy or mode of worship. The Jews 
assembled anywhere in public or private were the 
synagogue which could conduct regular services like 
that held in the largest and most gorgeous 
structure.(14) 

How this musical link between the Temple service and 

synagogue worship was established is outlined in talmudic 

sources. 

The Temple services were regularly attended by divisions 

of ~l'J'"1.rJ '6j 1c...•standing-men 1
, from the various provinces of 

Palestine whose purpose it was to transplant to far off 

places the routine of the Temple liturgy in its authentic 

form. These men had a synagogue in the Temple area at their 

disposal, the so-called 'Hall of Stones•, and the priests 

were entitled to conduct the services there, thus linking the 

rural communities with the tradition of the central 
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sanctuary. One of the numerous personalities who endeavored 

to teach the priestly music to the representatives of the 

synagogue was R. Joshua B. Hananya who regularly taught the 

~N ' N 1:.J• ~ the institutions and customs of the Temple. He was 

also a famous singer and used to go from the orchestra of the 

Temple to the 'Hall of Stones• in order to conduct the daily 

service.(15) As a disciple of Johannan Ben Zakkai, he 

assisted him in saving as much as possible of the Temple 

ritual that it might be rendered in the academy at 

Jamnia.(16) He and his contemporaries formed a strong link 

in the chain of tradition at a most critical time. 

A crucial influence upon the development of Jewish music 

following the destruction of the Temple was the strict 

Rabbinic prohibition against any music in the synagogue as an 

expression of mourning for the loss of the Temple and the 

land. Eric Werner points out, however, that a certain 

animosity against all instrumental music existed well before 

the fall of the Temple. It seems that this emnity towards 

instrumental music was a defense against the musical and 

orgiastic mystery cults in which Mesopotamian Jews frequently 

participated.(17) Most significant is the Talmudic 

statement: "The apostasy of R. Elisha B. Abuyah was due to 

the Greek melodies (or to the Greek instruments that were 

always in his house). 11 (18) The primitive Christian community 

held the same view, as we know from apostolic and 

post-apostolic literature: instrumental music was thought 

unfit for religious services. The Christian sources are 
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quite outspoken in their condemnation of instrumental 

performances. Originally, only song was considered worthy of 

direct approach to the Divinity.(19) 

Encounter of the Jewish People 

with the Culture of Europe 

Jewish life between the twelfth and eighteenth centuries 

was unpredictable. The Jewish communities of Europe knew 

periods of peace and happiness, but far more often they had 

to suffer persecution. Aron Rothmuller offers us a glimpse 

of the musical components of a religious service during this 

time, 

The singing of psalms was an important component of 
the service, indeed all religious and other 
communal occasions. They occupied much of the 
time, in the Orient it is recorded that their 
rendering lasted more than an hour. Prayers for 
special occasions, or relating to the unhappy 
contemporary national history, were the most 
important innovations in the liturgy. These 
prayers and lamentations, usually in poetic form, 
and usually sung, varied from one community to 
another, since they were related to the experience 
of the community.(20) 

It is important at this point to make note of the 

institution of the ghetto and its influence upon the music of 

the Jews that lived within its boundaries. Eric Werner, in 

his article "The Music of Post-Biblical Judaism," notes the 

following about the ghetto of the Middle Ages: 

The Fourth Lateran Council, under Pope Innocent III 
(1215),decided to segregate the Jews as radically 
as possible from their Christian fellow-citizens, 
placing them in ghettos that were closed at 
nightfallJ social or professional interaction with 
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the Christian community was virtually made 
impossible. It took about two generations before 
these decrees were fully implemented, but from 
about 1270 until the end of the fifteenth century 
these stern rules were faithfully carried out, and 
the Franciscan and Dominican monks did everything 
in their power to excite the Christians against 
Jewry. Under these circumstances, while every 
tradition was loyally preserved in the ghetto, 
there was no opportunity for development. The 
ghetto did not kill Judaism and its institutions, 
but it condemned them to stagnation and gradual 
deterioration. No wonder, then, we hear 
practically nothing of music from Jewish 
sources.(21) 

Despite ghetto walls, crusades and other prohibitions, 

we do learn of a certain reciprocal relationship which 

persisted between Jew and Christian from the ninth down to 

the seventeenth century. We learn that "Jews used to study 

Christian liturgical books and sing from them."(22) In 

addition, "we hear that even in the fifteenth century 

Christians and even dukes with their courts used to attend 

services in the synagogue."(23) 

One of the fundamental questions occupying the thoughts 

of scholars and Rabbis in the middle ages was whether 

art-music should take an essential place within Jewish 

worship or should be tolerated at all. One of the most 

forceful and determined defenders of the inclusion of 

art-music was Judah Leone da Modena, the chief Rabbi of the 

Republic of Venice. In 1605 he assembled a group of six to 

eight singers for the synagogue in Ferrara and wrote an 

extensive manifesto in defense of music. Because singing in 

the synagogue was usually confined, with a few exceptions, to 

soloists, this introduction of choral singing with some 
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pretensions to artistry, met with energetic opposition. 

Modena did manage to obtain the support of four other Italian 

Rabbis. Seeking to win additional adherents to his view, he 

distributed his manifesto to other Italian congregations. 

The practice of having doub1e choirs, popular in Venice, was 

also introduced to the ghetto by Rabbi da Modena, and he 

himself composed a series of choral pieces in this style. 

The first known attempt on a broad basis to introduce 

harmony and choral music into the synagogue was made by 

Salamone Rossi, a protege of Rabbi da Modena. A descendent 

from an old and respected family, he, like no other Jewish 

musician of his period, enjoyed the sympathy and patronage of 

an art-loving and liberal-minded prince. Rossi directed the 

orchestra at the court of Duke Vicenzo. The prestige of 

Rossi as a composer, conductor and violinist was such that, 

in 1606, he was exempted from the obligation normally imposed 

upon Jews, to wear a yellow sign.(24) 

What is of particular interest to this study is the fact 

that Rossi devoted his talents also to the synagogue. It 

became his aim to "glorify and beautify the songs of King 

David according to the rules of rnusic."(25) This was 

accomplished through the writing of psalms and prayers for 

the synagogue service. These compositions gradually grew 

into a collection of thirty-three pieces, ranging from three 

to eight parts. At the suggestion of Rabbi da Modena, the 

collection was published in Venice in 1622 and was called 

"HaShirirn Asher Lishlomo - The Songs of Solomon", a play on 
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the first verse of the Song of Songs. In his introduction to 

the work, written rather as an apology with the aim of 

winning over Rabbis who opposed the innovation, Rabbi da 

Modena states: 

I am convinced that from the moment of its 
appearance this work will spread the taste for good 
music in Israel, to praise the Lord. Among us 
people were to be found - of this there is no doubt 
- those who infallibly resist all progress and will 
also resist these songs which are beyond their 
understanding. I, therefore, consider it advisable 
to refer to the answer to a question put to me when 
I was still Rabbi at Ferrare; all the great 
scholars of Venice agreed with me. I demonstrated 
that there was nothing in the Talmud which can be 
cited against the introduction of choir-singing in 
our Temples1 and that was sufficient to close the 
malevolent mouths of the opponents.(26) 

Rossi's approach was completely European and certainly a 

great exception in his time. Most Jews continuing in the 

belief that their stay in exile was only temporary and that 

they would finally return to Zion, preserved the Oriental 

elements in their music although yielding at times to 

influences of the Western world. The French Revolution and 

the Emancipation, however, changed the outlook among less 

orthodox Jews and led to radical innovations in worship. 

Toward the end of the eighteenth century a movement 

began amongst Jews in many parts of Europe which very quickly 

brought about great changes in their spiritual, intellectual 

and material affairs. It was a direct consequence of changes 

in their living conditions, especially in France, Germany, 

and Austria, in which countries they were given emancipation 

and granted either equality of legal rights or at least the 
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right of entry into the various professions, and the right to 

reside outside the ghettos or their special urban districts. 

The greater freedom this involved brought the progressive and 

wealthy Jews especially into closer social relations with 

their Christian neighbors. 

A. z. Idelsohn provides an excellent overview of some of 

the tensions involved in this movement towards reform: 

The Jewish movement for reform was a product of the 
general struggle in Europe for social emancipation, 
justice and freedom of thought. Although all 
'traditional' institutions, social and individual, 
religious and secular were called into question, 
religion received the brunt of the attack. In the 
Church there arose opposition against the dead 
Latin language, unknown to the people, and an 
effort was made to substitute the vernacular of the 
respective country. Serious debates arose in the 
Church over the issue.(27) 

Idelsohn then remarks on the relationship between this 

struggle and the role of music in the Church and synagogue: 

The progressives claimed that the old traditional 
songs did not appeal to them any longer, while the 
conservative elements denounced the reformers in 
that 'they started to intone the Mass in the 
brilliant style of the opera in order to cover the 
emptiness in their hearts, caused by lack of 
religiousity, and that they started using all kinds 
of effects to stimulate the senses.• The 
antagonism was so severe that several times it lead 
to a bloody riot, such as the incident in the 
Church of Ruedesheim in 1787. When new German 
songs were introduced into the service, against the 
opposition of the public, the Archduke sent 
soldiers and guns into the Church, causing the 
death of thirty people.(28) 

This striving towards reform in the Christian Church was 

to have a tremendous impact upon similar movements within the 

synagogue. At the center of this struggle was the role of 
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music in the synagogue service. 

The changes that occurred in Jewish music during the 

nineteenth century were so great that one could hardly have 

thought them possible of achievement in so short of time. 

The movement towards reform, (only later to become the Reform 

Movement) which started early in the century not only 

introduced elements of non-Jewish religious and secular music 

into German synagogal vocal music, but even attempted to 

refashion it as far as possible on the model of church music. 

Three reforms which were bound to have considerable effects 

on the style of the synagogue service were the introduction 

of the organJ the refashioning of traditional synagogue song 

along the lines of church singing, where possible in 

four-part choral styleJ and singing in the language of the 

country, e.g. German. Each of these innovations will be 

discussed in greater detail later in this analysis. 

The reform movement of German and Austrian Jews and the 

resulting innovations in the synagogue soon exerted great 

influence on Judaism in the United States. The first Jewish 

settlers in the United States were predominately of Sephardic 

origin, that is, Jews from Spain and Portugal. During the 

nineteenth century, as more and more Jews with Ashkenazic 

tradition immigrated from Central and Eastern Europe, the 

Ashkenazic rite gradually became more prominent. 

In these early years, however, the Jewish community 

experienced a lack of trained professionals. Ordained Rabbis 

and well-trained chazzanim were virtually non-existent. 
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Qualified individuals tended to stay in the old country, 

rather than endure the hardships of the new world. The 

result was that the newly established synagogues in America 

were for the most part led by untrained and unqualified 

professional leaders. These circumstances were to result in 

a lower standard of Jewish public worship.(29) 

The first attempt towards reform was made in Charleston, 

South Carolina in 1824 in the organization of a "Reformed 

Society of Israelites", with the aim "not to overthrow but 

rebuild, not to destroy but to reform."(30) The "Reformed 

Society of Israelites" patterned their organization after the 

Hamburg Reform Temple, which came into existence just a few 

years earlier in 1817. Many of the new innovations, such as 

the introduction of the organ and English liturgy, was not 

accepted by the congregation until 1843. The Christian 

Church was to provide many of the congregations early hymns 

and tunes. Sometime later, hymns from the Hamburg Temple 

Songbook were translated into English.(31) 

Of particular interest to this study are the influences 

that prompted the leaders of Congregation Beth Elohim to call 

for reforms in their worship service. Lou H. Silberman 

explores a number of possible sources of their thought and 

action. One of these was the influence of American 

Protestanism at the time. He states that such thinking as 

theirs 

was mediated to the Jewish community through events 
and institutions in American Protestantism ••• What 
happened in Charleston was derivative and its 
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proximate source is to be found within the context 
of Protestantism in Charleston in the years 
immediately preceding the founding of the Reformed 
Society.(32) 

Silberman concludes: 

It was this overwhelming and passionate belief in 
the curative and restorative powers of the new 
nation, this unbounded optimism in the spirit, the 
genius of America. .which was a vital motivation 
in the thinking and actions of the Reformed Society 
of Israelites. It is only when this is understood, 
only when the events, the institutions, the 
struggles, the personalities, are seen within the 
context of the America scene, are set within the 
frame of the whole society, are viewed not as 
exotic occurrences unrelated to the larger 
movements but are recognized for what they are, the 
responses of the Jewish community to the 
unprecedented, often bewildering, always dynamic 
unfolding of a new nation, on a vast continentJ it 
is only then ••• that the history of the Jews in 
the United States will come into its own.(33) 
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THE ROLE OF THE ORGAN 

Any historical survey of the role of the organ in the 

American Reform synagogue should begin in antiquity. It was 

on the basis of historical precedent that the early reformers 

sought to justify the inclusion of the organ into the Jewish 

worship service. They accomplished this by attempting to 

demonstrate its use in the Second Temple and possibly even 

earlier. 

The Ugav ( 1'1t"1·1-t'), the only instrument that could ..,.. 

possibly be interpreted as a primitive organ, is mentioned in 

Genesis 4:20-22: 

And his brother's name was Jubal: he was the 
father of all such as handle the harp and ~-

Three other similar references to this instrument appear in 

the latter sections of the Bible.(1) Curt Sach believes that 

Ugav may be related to "Agab" "was in love." If 
this is true, the interpretation "flute" is 
indicated, as among wind instruments. Flutes were 
the most closely connected with love charm. 
Several translators have interpreted Ugav as 
pan-pipes. This is certainly incorrectJ the first 
evidence of pan-pipes in the Near East are almost 
two thousand years later than the epoch described 
in the Genesis.(2) 

Sachs concludes that the Ugav was probably a vertical flute, 

a term later including all pipes--even oboes and clarinets. 
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Groves Dictionary of Music and Musicians states on the 

subject of the Ugav: 

Its name is derived from 11 0gob 11 which means 
passionate love. This seems to indicate that it, 
like the halil (flute) could easily produce ecstasy 
and frenzy; therefore it was frowned upon by the 
priests, and we do not find it in the Temple 
orchestra. Yet a Rabbinic anecdote tells that the 
First Temple had employed an 11 Ugov 11 but "when it 
became defective it could not be mended."(3) This 
tale, however, is but a euphemism for the blunt 
fact that it was no longer considered "ritually 
clean" for devine worship.(4) 

It was believed to be a reed pipe. 

Herbert Fromm, in an article entitled "The Organ in 

Jewish Worship" states: "A primitive reed organ was already 

known in the First Temple by the Hebrew term "Ugav".(5) 

However, the word is interpreted--flute, reed pipe, 

pan-pipes or primitive organ, we learn from the Babylonian 

Talmud Aruchin lOb that the Ugav was one of two instruments 

retained from the First Temple. We also learn from this same 

passage that after it had been damaged, it could no longer be 

repaired. As a result, the Magrepha, a more complicated type 

of instrument, was utilized. 

Rabbi Phillip Sigal, in his article "The Organ and 

Jewish Worship: A Proposal," notes that "the Mishnah 

mentions a magrepha(6) and this according to its Talmudic 

description, seems to be similar to our organ, and reflects 

the usage of the Second Temple. 11 (7) Despite such a 

definitive statement, the question of whether the organ was 

used in the Temple is by no means cut and dry. 
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Eric Werner makes the following comments on the subject 

of the magrepha: 

The organ was used regularly in the Second Temple 
and is called magrepha in talmudic literature. The 
tractate Arachin gives us a fairly good description 
of the magrepha. We learn that it was an 
instrument somewhat between a siren and a primitive 
organ with ten pipes. It seems that its sound was 
powerful enough to be heard far outside of 
Jerusalem proper. Just how this organ worked is 
not quite clear. We know that it could not be 
operated by water power, for the Greek water organ, 
hydraulis, is mentioned in the Talmud and its use 
in the Temple was strictly prohibited. 

All of these facts came to us from a time which 
rarely recorded the names of inventors, composers, 
or organizers. Thus, almost all Jewish musical 
contributions of this period are necessarily 
anonymous. However, they are not, for this reason, 
any less important. Quite the contrary! They must 
be considered the core of Jewish musical lore.(8) 

Talmudic sources inform us that the magrepha was a very 

complex instrument, one which could be heard over a great 

distance. It was said to be capable of producing a thousand 

different tones, but many consider this to be an 

exaggeration.(9) 

The theologian, Johann Weiss, for example, calls 
the number of notes "ridiculous" and says this 
information is a 11 Talmudian childishness."(10) 

However, it is a known fact that other organs of 

antiquity had as many as eighteen keys or slides, as they 

were called, and as many rows of pipes belonging to each. 

Groves Dictionary of Music and Musicians states: 

The magrepha was a kind of primitive steam organ 
with ten pipes; probably more like a siren whose 
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tones could be regulated. It was used in the 
Temple as a signal instrument. Its twin, the 
hydraulis (water organ) was expressly and strictly 
forbidden.(11) 

Sachs analyzes a further Talmudic reference to the 

magrapha.(12) 

Rabbi Shimon ben Gamaliel said that no hydraulis 
was in the TempleJ on the contrary, Rabbi Rabba ben 
Shila said, in the names of Rabbi Mathna and Rabbi 
Shmuel, there was a magrepha in the Temple. Who 
was right? Rabbi Shimon lived in the second 
century A.D., while Rabbi Rabba was two centuries 
earlier, though his authority, Rabbi Shmuel, had 
lived about the year 200 A.D. Rabbi Shimon, as the 
oldest of them is perhaps the most reliable. On 
the other hand, his information is meager, and it 
may be that the foreign term confused him.(13) 

Sachs claims that it is risky to make a decision regarding 

the possibility of an organ in the Temple. Actually, he is 

of the opinion that the organ probably did not exist until 

the last period of the Third Temple at the end of Israel's 

national existence. 

Elliot Gertel, in an article entitled "The Organ 

Controversy Reconsidered", cites an eighteenth century 

traditional polemic against the use of the organ by David 

Deutsch.(14) Deutsch 1 s argument cites the Jerusalem 

Talmud,(15) which notes that: 

Rabbi Shimon ben Lakish equated the ugav (possibly 
a primitive organ) with the arbelos, and that Rabbi 
Shimon ben Gamaliel asserted that the arbelos was 
not used in the Temple. Deutsch concludes from 
Talmudic evidence that the halil and not the ugav 
was used in the Temple. Yet even the halil was not 
used on the Sabbath because it was not regarded as 
a sacred instrument, like the kinnor and the nevel 
(Mishnah Sukkah 5:1). Deutsch therefore insists 
that since the ugav - the closest among ancient 
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instruments to the modern organ - was never used in 
the Temple, it is impossible to speak of the 
"restoration" of the organ to synagogue 
worship.(16) 

A final word on the historiography of the organ is 

provided by Dr. Herman Berlinski. He points out that the 

Talmudic authorities speculated from time to time about the 

nature of the Temple music.(17) They are not specific in 

their terminology regarding it. This is understandable when 

one realizes that the Levites who were in charge of the music 

in the Temple were secretive about their musical knowledge. 

Since in most cases the rabbis were not descendents of the 

Levites, many discrepancies could arise. Berlinski also 

refers to the probability of a magrepha in the Herodian 

Temple. 

The Talmudic references to the magrepha in the 
Temple refer only to the Last Temple which was 
renovated under Herod (37 B.C.E,. to the year 4 
C.E.) and not to the Temple of King Solomon.(18) 

According to Berlinski, King Herod was only half-Jewish, 

a fact which introduced pagenism into the Jewish ritual and 

helped contribute towards Hellenization. It is quite 

feasible that the magrepha was a gift from Herod's over-lords 

in Rome who supported him for he had extended favors to them. 

Berlinski furthermore offers two interesting 

interpretations of the word "magrepha." First, it could have 

been a coal shovel that was used by the priests during the 

offering up of the animal sacrifices. These metal shovels 

may have obliterated the cries of the animal as they were 
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sacrificed.(19) The second interpretation was that it was a 

noise-generating instrument. It may have been used in the 

same manner as the coal shovel. Since the function of music 

in the Temple was primarily associated with the sacrifical 

rites, this interpretation is highly feasible. Even Rashi's 

exegesis to Arachin lOb bears out this two-fold understanding 

of the text: "but it seems that there were two magrefot, one 

for (raking) the altar-remnants and one for song/music." 

The organ played no role in Jewish religious life until 

its introduction in Prague in 1594. Abraham Idelsohn notes 

that a Prague synagogue, built in 1594, 

"was equipped with an organ and a special orchestra 
organized to play and to accompany different songs 
including Lechoh dodi on Friday evening, which 
number was elaborated into a concert of more than 
an hour's length. The same concerts were held in 
almost all the nine synagogues of Prague, including 
the "Alt-Neu-Schul" in which a new portable organ, 
built by a Jewish builder Rabbi Maier Mahler, was 
installed in 1716. There is a report of 
instrumental music in the synagogues around the 
beginning of the eighteenth century in the 
communities of Nikolsburg, Offenbach, Furth, 
etc."(20) 

Idelsohn notes two reasons for the rather strange phenomenon 

of employing elaborate instrumental music in the synagogue 

for the Friday evening service: (1) The Kabbalistic stress 

upon the importance of receiving the Sabbath with music, 

which began with Isaac Luria (1534-1572) and (2) the custom 

in the German Protestant Church to perform cantatas of 

instrumental and choral selections before the Sunday 

service.(21) Thus, both external and internal influences led 
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to the greeting of the Sabbath Bride with music. 

Rabbi David Hoffman, outstanding nineteenth-century 

German Orthodox authority further elaborates on the role of 

the organ in the Prague synagogue. Gertel summarizes 

Hoffman's rationale as to why the Prague authorities would 

permit an organ: 

Hoffman does admit that the Prague rabbinite 
permitted in one synagogue the use of the organ for 
the accompaniment of Zemirot prior to the chanting 
of Psalm 93. (This would mean that the preliminary 
psalms and the L'cha Dodi were also accompanied by 
the organ!) The reason for such a concession to 
the use of the organ, as Hoffman understands it, is 
that since music was employed for the cheering of 
the bride and groom, how much more fitting was its 
use for the greeting of Bride Sabbath herself! 
Indeed, a Zemirah (Sabbath hymn), the words of 
which Hoffman sights at length, compares the quote 
Kabbalat Shabbat service to a wedding. The Prague 
authorities therefore declared instrumental music 
appropriate for the Inauguration of the 
Sabbath.(22) 

A new era dawned in 1810 with the building of an organ 

in a synagogue in the German town of Seesen. Based upon the 

musical innovations of Rossi and his rabbinic sponsor, Leon 

Judah of Modena described in the introduction of this work, 

this reform was to characterize the beginning of an attempt 

to introduce innovation into the Jewish worship service. 

Israel Jacobson {1768-1828), a rich and successful 

businessman, was to be the catalyst for innovation and 

reform. One of his first steps was to begin a boys• school 

in Seesen, which he did successfully in 1801. It was there 

that as a part of a children's service he began the singing 

of hymns most of which were taken from the Protestant church. 
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It was on the grounds of the boys' school that Jacobson 

established the first Reform Temple in Europe. He also 

installed an organ, and arranged the music and ritual 

personally.(23) He also had a bell installed, which would 

announce the commencement of prayer services. In addition to 

these innovations, Jacobson also instituted other reforms 

including a sermon in the vernacular, a confirmation ceremony 

for boys and girls, and the use of the church gown.(24) 

The historian Heinrich Graetz described Jacobson's first 

service in the following manner: 

The dedication of his privately built and tastefully 
constructed little temple in Siesen was carried out 
with great pomp. The announcement of the event 
attracted many curiosity seekers, more Christians 
than Jews. There was tolling of church bells. The 
crowd of those present were surprised by sonorous 
peals of the organ. The organ was, in fact, the 
crowning glory of his temple edifice ••• (25) 

The introduction of the organ in Seesen served as a 

catalyst for its inclusion in other communities. Jacob Herz 

Beer, the father of the composer Meyerbeer, in 1815 opened a 

Temple in his home in Berlin based on Jacobson's reforms. 

Solomon Heine, the uncle of the poet Heinrich Heine, donated 

an organ to the reform congregation in Hamburg in 1818. 

These early innovations were to pave the way for the 

inclusion of the organ as a standard fixture in nearly all 

Reform Congregations. 

Of all the liturgical reforms introduced in Europe in 

the nineteenth century, none proved to be as devisive and 

controversial as the introduction of the organ. A violent 
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agitation both for and against its use aroseJ rabbis entering 

the tray on both sides, and a large amount of writing was 

devoted to discussing whether the organ and organ music in 

the service was permitted or forbidden by Jewish law. The 

fact that the Prague synagogue was reported to have an organ 

a hundred years before did not ease the task of those who 

wished to introduce it in Germany. The resulting 

Orgelstreit, (organ-battle), as it is known in German-Jewish 

history, went on for years, and even today is not entirely 

decided. 

Although it is not the intent of this work to provide an 

analysis of the organ controversy from the point of view of 

Jewish law, it would be helpful at this juncture to note 

several of the arguments utilized by the proponents and 

opposers of the use of the organ. 

In an attempt to ground their innovation in tradition 

and to justify its inclusion, the Reformers published in 1818 

a collection of responsa entitled Nogah ha Tzedek ("The 

Splendor of Justice"). The Orthodox replied with a responsa 

collection of their own, called Eleh Divre Haberit ("These 

are the words of the covenant"). Basically, three objections 

have been raised according to Jewish law: (1) Playing the 

organ on the Sabbath, even by a non-Jew, is prohibited "work" 

- if not biblically forbidden, at least falling into the 

rabbinic category of shevut (occupation forbidden on Sabbath 

and festivals)J (2) as a sign of mourning for the destruction 

of the Temple, music in general is prohibited1 (3) the organ 
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is so closely associated with worship in Christian churches 

that it would be a case of the prohibited "imitation of 

gentile customs" (hukkot ha-goyim) to play it in the 

synagogue.(26) Of particular interest to this study is this 

third category; indeed whether the introduction of the organ 

into the synagogue represents a conscious modeling of 

dominant culture ( f • ltl i> JI j)I n ) or whether it reflects a 

quest for an authentic Jewish mode of expression. 

It is interesting to note that most polemics against the 

use of the organ invoke this issue at greater length than any 

other. Phillip Sigal, in his article "The Organ and Jewish 

Worship: A Proposal", dismisses hukkat ha-goxim as a rather 

weak argument against the use of the organ. He notes: 

In essence the organ is not an inherent aspect of 
Christian worship. It i'Sllnessential in the Church 
as it is in the Synagogue. American dissenting 
groups have broken away from parent churches 
because the parent churches installed an organ. 
Paradoxically, however, the Papal Chapel in Rome 
has no organ. The organ is, in reality, one of the 
many elements borrowed from the synagogue. When 
Jews employ it as worship they are not imitating 
Christian practice.(27) 

Elliot Gertel, in his article, "The Organ Controversy 

Reconsidered" agrees with Sigal's conclusion. He writes: 

The proscription known as hukkot ha-goyim may, I 
believe, be dismissed as a rather weak argument 
against the use of the organ which today is 
associated not only with Church music, but is 
regarded as the concert instrument par excellence, 
and has enhanced synagogue music now for more than 
a century and a half. It has been said that the 
modern pipe organ is capable of producing more 
varied sounds than a true symphony orchestra.(28) 
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Gertel also summarizes the polemic of Samuel Krauss, a 

defender of the use of the organ. Gertel notes: 

Samuel Krauss observed that it was absurd of 
Orthodox scholars to accuse Reform leaders of 
adopting the organ because it was a Christian 
practice. After all, Abraham Geiger, the founder 
of German Reform Judaism was as fierce a 
polemicizer against Christianity as he was against 
Jewish Orthodoxy, and said that he would battle all 
blind attempts to oppose the Christians. He did 
advocate the use of the organ, however, because he 
felt that it was called for by good taste.(29) 

One may also turn directly to the Responsa of Nogah 

Hatsedek for an halachic understanding of this issue. Rabbi 

Shem Tov notes that the objection of the Orthodox, which is 

based on Leviticus 18:3, "Neither shall you walk in their 

statues," is not a valid objection. Rabbi Alexander Guttman, 

in his book, The Struggle Over Reform in Rabbinic Literature, 

then notes the following: 

This injunction does not refer to everything done 
by the gentiles. Rather, it refers only to those 
statutes which are perplexing and lack reason. 
However, both vocal and instrumental music awaken 
the heart and make it rejoiceJ therefore it is 
permitted to play and listen to music at 
services.(30) 

Samuel Rosenblatt, in response to Phillip Sigal's 

assertion that the use of the organ in synagogue services is 

not to be construed as an aping of the gentiles, writes: 

Who can accept this allegation? Anybody who has 
the slightest acquaintance with the history of the 
Jewish religious Reform movement in Germany knows 
that the reformers introduced the organ into the 
synagogue in conscious imitation of the practice of 
the church, Protestant as well as Catholic. The 
Church was the model for all innovations made by 
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the initiation of the movement, Israel Jacobson. 
He did not even hesitate to replace time-honored 
prayers of Judaism with Protestant hymns. 

The circumstance that certain small and isolated 
Christian sects have no music in their divine 
service does not diminish by one iota the 
identification of the organ with the characteristic 
Christian mode of worship. The nineteenth century 
Jewish legal authorities of the old school, like 
Rabbis Moses Schreiber, Akiba Eger and others, were 
fully justified, therefore, in seeing the 
introduction of the organ as an aping of the ways 
of the gentiles.(31) 

Many arguments can be found in nineteenth century 

orthodox literature in support of the organ as the ideal 

example of imitating the Gentiles. Rabbi Samson Raphael 

Hirsch of Frankfurt, in his commentary to Leviticus 18:5 

(that verse which prohibits the imitation of alien cults), 

clearly prohibits the use of the organ as a Gentile 

practice.(32) 

One final argument against the use of the organ in the 

synagogue is provided by Rabbi David Hoffman, whose polemics 

against the organ have been referred to earlier in this 

chapter. Gertel makes note of Hoffman's objection: 

it is to be shunned because it is advocated by 
11 apikorsim 11 -those who deny the fundamentals of 
Judaism. One should avoid the organ, even if it is 
not really a part of foreign cults, because its use 
is advocated by those who make breaches in the law 
by publicly advocating changes in the liturgy, by 
denying the coming of a personal Messiah, etc. To 
use the organ is to perpetrate a sin which can only 
lead to others. Hoffman further notes--and not 
without historical basis--that the organ is but one 
symbol of the denial of the importance of Jerusalem 
and of the need to mourn for it, since one plays 
music in the synagogue when it was to be associated 
only with the Temple. The organ was advocated for 
this reason by those who substituted the 
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Emancipation for the ancient prophetic visions.(33) 

The organ: hukkot ha-goyim or an authentic Jewish 

expression remains an ongoing debate. In the conclusion of 

this work, once the hymnal and choir have been analyzed 

utilizing the same criteria, I wi11 propose my own answer to 

this perplexing problem. 

The use of the organ eventually received its official 

sanction at the Rabbinical Convention in Frankfurt in 1845. 

It is remarkable to note that, despite the controversial 

nature of this issue, "this question was decided in the 

affirmative by a unanimous vote without debate. 11 (34) 

One factor which allowed for a unanimous vote could have 

been the make up of the participants gathered for the 

Frankfurt Conference. Among those in attendance were several 

prominent figures in the genesis of the Reform movement: 

David Einhorn, Abraham Geiger, and Samuel Ho1dheim. Although 

the conservative side was represented, most of the rabbis in 

attendance were strong advocates of reform.(35) This strong 

11 ba1ance of power" in favor of reform undoubtedly had a 

strong impact upon the decisions made at the Conference. 

The first organ inside a house of Jewish worship in 

America was built and officially accepted in the years 

1840-41 by Congregation Kahal Kadish-Beth Elohim, in 

Charleston, South Carolina. The controversy about this 

innovation in Jewish worship preceding and even following 

this historical event, resulted in a deep schism in this 

congregation. The anti-organ minority or the 
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traditionalists, as I shall refer to them, brought their 

arguments even to the civil courts of Charleston. This 

became known as the "Charleston Organ Case. 11 

The arguments, counter-arguments, the appeals and 

counter-appeals, and the final ruling in this case are of 

interest far beyond the scope of this study. Indeed, the 

"Charleston Organ Case" may be considered a milestone in the 

history, not only of American Jewry, but also in the history 

of religious freedom and liberty of America itself. It is 

for this reason that I am going into some details of this 

case. 

Jews appeared in the area of Charleston in 1695. These 

Jews were by their origin from either Spain or England, 

Sephardim, who practiced a ritual quite different from the 

ritual of the Jews from eastern or central Europe. The 

Congregation K.K.B.E. was organized in Charleston in the year 

1749. At that time the Jewish population in the city was 700 

as compared to 550 in New York City, 450 in Philadelphia, 200 

in Richmond, and 150 in Baltimore.(36) Charleston was then a 

leading port city in the United States. Jews were accepted 

easily into community life. They voted in an election in 

1703, and, many of them fought in the Revolutionary War. For 

the first time in the history of the Western World, Jews 

participated actively and freely in every aspect of 

economical political, cultural and religious life. 

Charleston abounded with well-known Jewish writers, painters, 

teachers, lawyers, and physicians. The integration of Jews 
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into the dominant, Protestant society was quite evident. 

To what extent the movement towards reform in this 

congregation was a product of a long tradition of religious 

liberalism and pluralism evident in Charleston, or a direct 

result of the move towards reform in Europe, or a possible 

synthesis of both of these positions, remains unclear. 

Charles Reznikoff, in his book The Jews of Charleston, has 

argued that "the movement in Charleston is native to the 

place." It had, according to Engelman, its "beginnings in 

the examination of the beliefs and traditions of the 

synagogue in the light of democratic thought and practice." 

Continuing this line of argument, the author states: "In 

Charleston, the Reform movement was inaugurated by a group of 

American Jewish intellectuals, cultured and worldly-wise, who 

were under the influence of the age (of which the American 

Declaration of Independence was another example)." That this 

had happened in Charleston was occasioned, according to the 

author, by the fact that "the city itself had a long 

tradition, preceding the Revolution, of religious liberalism 

and pluralism." It was the freedom of the American scene, 

the equality they possessed, that engendered "the desire to 

become in their worship more like their friendly non-Jewish 

neighbors - particularly the Protestants who were in the 

great majority."(37) 

This interpretation stands against that of Barnett A. 

Elzas, who served as rabbi of Beth Elohim shortly after the 

turn of the century and is the first historian of the 

-33-



Charleston movement. Elzas argues on the basis of a 

quotation in the original copy of the Memorial of the 

Reformed Society of Israelites presented in Charleston in 

1825 that "the Charleston movement was not an indigenous 

movement, but was directly dependent upon the earlier 

movement that had taken place in Germany."(38) What is meant 

by "the earlier movement" here referred to is not entirely 

clear. The Constitution mentions "the reformation which has 

been recently adopted by our brethren in Holland, Germany, 

and Prussia."(39) This apparently refers to the founding of 

the congregation Adath Jesurun in Amsterdam in 1796, the 

Seesen Temple in Westphalia in 1810, the Beer Temple in 

Berlin in 1815, and the Hamburg Temple in 1818, and the 

liturgical reforms that were introduced. 

Lou Silberman, whose article, "Judaism in the Early 

Nineteenth Century" is referred to in the introduction of 

this analysis, agrees entirely with the conclusion of 

Reznikoff, 11 namely that "the movement in Charleston was 

native to the place."(40) He bases his conclusion not only 

upon the "long tradition, preceding the Revolution, of 

religious liberalism and pluralism" but also upon an article 

that appeared in the "North American Review" of July, 1826. 

This was a review and discussion of "The Constitution of the 

Reformed Society of Israelites for promoting True Principals 

of Judaism According to Its Purity and Spirit" and "Discourse 

before the Reformed Society of Israelites" by Isaac Harby, 

delivered on the first anniversary of the founding of the 
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Society, November 21, 1825. Although the review was 

unsigned, a later index indicates that it was written by 

Samuel Gilman, minister of the Second Independent Church of 

Charleston.(41) The key for Silberman was not to be found so 

much in Gilman's outright statement that the movement was 

indigenous to the American, indeed to the Charleston scene, 

but in the reviewer himself and the local history of the 

congregation he served as minister.(42) 

Leon Jick, in his book The Americanization of the 

Synagogue, reaches a similar conclusion regarding the 

innovations proposed at Beth Elohim in Charleston. He notess 

It would be an error to ascribe the changes in its 
ritual to influences imported from abroad ••• The 
Charleston experience demonstrates, however, that 
the erosion of traditional knowledge and the 
process of social integration combined to create an 
appetite for the Americanization of religious 
practice.(43) 

I believe an accurate analysis would include a synthesis 

of these two positions. Both a knowledge of the beginnings 

of the Reform movement in Germany as well as the "Zeitgeist," 

the spirit of American thought and practice, would play a 

prominent role in the thinking of the Charleston reformers. 

It was under the influence of both of these ideals that 

forty-seven members of the Congregation wrote the following 

petition in the year 18241 

We are seriously impressed with the belief that 
certain defects which are apparent in the present 
system of worship are the sole causes of the evils 
complained of. In pointing out these defects, 
however, your memorialists seek no other end then 
the future welfare and respectability of Judaism. 
As members of the great family of Israel, they 
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As members of the great family of Israel, they 
cannot consent to place before their children 
examples which are only calculated to darken the 
mind, and withhold from the rising generation the 
more rational means of worshipping the true God ••• 
We wish not to overthrow, but to rebuildJ we wish 
not to destroy, but to reform and revise the evils 
complained OfJ we wish not to abandon the 
institutions of Moses, but to observe and 
understand them. (44) 

What actually was requested was that Hebrew prayers be 

translated into English, that the service be abridged, that 

the money offering during the service be abolished, and that 

there be an English sermon based on the Biblical portion of 

the week.(45) There was no request for an organ as yet. It 

was with this petition, however, that the Congregation 

divided itself into Reformers and Traditionalists. 

At first the Traditionalists succeeded in defeating the 

Reformers by a variety of procedural and judicial maneuvers 

based primarily upon a rather rigid interpretation of the 

original character of the Congregation. However, the 

Reformers seeing that their petition was rejected, organized 

themselves into "The Reformed Society of Israelites" on 

January 26, 1825.(46) 

The forty-four members of the society prepared a 

religious manifesto in which they spelled out the needs for a 

new ritual and the desirability of using instrumental music 

at their services. Their opponents did not fail to respond 

and the following document states their position clearly: 

They published a document in which was avowed their 
determination to discard what they termed 'the idle 
comments of the Rabbins' to abolish the offerings 
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which they termed 'profane• and the 
Spanish-Portugese (Sephardic) rites of the Church 
(this term used by the traditionalists, not the 
reformers) which they called an •insult': and to 
bring all religious faith to the test of human 
philosophy, declaring such faiths to be only 'the 
results of rational demonstration•. Proceeding 
step by step they actually changed the creeds of 
the Jewish people. In a ritual published by their 
authority in 1825 they set forth another form of 
creed in which they left out three of the 
fundamental articles of faith, which set forth the 
belief of the nation of the divine revelation of 
the scripturesJ the promise and expectation of the 
Mesiah1 and the resurrection of the dead. (47) 

Despite their impressive beginnings, the Reformers in 

Charleston found themselves out-numbered, out maneuvered, and 

isolated. Only in the years between 1830 and 1840 was there 

a change in the American Jewish scene. Jews, in great 

number, had emigrated from Germany and brought with them the 

ideas and experiences of the earlier Jewish reform movement 

in Germany. With the arrival of the newcomers the 

Traditionalists sensed a renewed danger to their entrenched 

positions. Indeed they felt that they were in need of a 

spiritual head capable of defending them vigorously against 

the inroads of the Reformers. They believed to have found 

such a person in Rev. Gustavius Poznanski who originated from 

Poland and was hired in 1837 as Rabbi and Cantor to the 

Charleston Congregation. It was the hope of the 

Traditionalists that he would "fully execute his duties, 

according to those Rabbinical and Mosaical laws, which were 

deemed vital to the existence of the Congregation and who 

would also oppose innovations and change ••• (48) At first the 
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Rev. Poznanski seemed to satisfy the traditionalists, for he 

was offered a life-time contract a year after his arrival. 

In the year 1838 the original synagogue Beth Elohim was 

destroyed by fire and a new building was completed in 1840. 

In the meantime many members of this historical Congregation 

who were not direct descendents of the early founders, had 

been exposed to the ideas of the reformers. Indeed, even the 

appointed guardian of the tradition seemed to change his 

mind. So it was that on July 14, 1840, the following 

petition endorsed by Rabbi Poznanski and supported by 

thirty-eight members of the Congregation was submitted to the 

Board of Trustees requesting that the Board call a general 

meeting of the Congregation in order to consider the 

propriety of erection of an organ in the synagogue: 

We, the undersigned members of the Congregation 
K.K.B.E., feeling a deep interest in our religion, 
and anxious to embrace every laudable and sacred 
mode by which the rising generation may be made to 
conform to our holy worship, respectfully petition 
your body, to call a general meeting of the 
Congregation at the earliest and most convenient 
period you may deem proper to discuss the propriety 
of erecting an organ in the synagogue to assist the 
vocal part of the service. Your petitioners would 
be among the last to ask for innovations in respect 
to the usage and formula of the service. But your 
body is aware, that in this petition, there is 
nothing incompatible with the practice of our 
brethren where they continue strict conformists. 

It is a matter of notoriety that farther than a 
century back an organ was made part of the service 
in the city of Prague, the capital of Bohemia, and 
at a later period organs have been introduced in 
other parts of Germany and in the south of 
France. (49) 

Even though a majority of the Board considered this petition 
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as being in violation of the constitution of the 

Congregation, a public meeting was nevertheless called. The 

following additional statement in favor of the organ was then 

made by two members of the Reformed Society and 

wholeheartedly endorsed by Rabbi Poznanski: 

Whereas, instrumental music, the universal language 
of the song ••• has been felt and cultivated by all 
nations ••• be it resolved as the determination of 
this Congregation that, as early as possible an 
organ shall be procured and erected in the new 
Synagogue to be purchased by voluntary 
contributions, and not drawn from Congregational 
funds.(50) 

In spite of numerous attempts on the side of the 

Traditionalists to keep this motion from being voted upon, 

the motion reached the floor and was carried by a majority of 

46 to 40.(51) The exact minutes of this particular meeting 

are not available. But it seems that the discussions must 

have followed along the same lines as similar discussions 

about this subject in Europe.(52) 

The outvoted Traditionalists in Charleston did not 

accept their defeat. In their opinion the question of the 

organ was a constitutional matter and accordingly could 

become law in the Congregation only by an amendment to the 

Constitution itself, and such an amendment had to be accepted 

by a 3/4 majority of the whole congregation. They felt that 

their minority and civil rights had been violated and 

threatened to seek recourse by a proper appeal to the laws of 

the country. At first they shied away from this step and 

many of them became inactive in the Congregation. At the 
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Board meeting of February 21, 1841 the organ was officially 

accepted by the Congregation from the group which had 

financed and donated it, with the explicit agreement that it 

belonged to the Congregation as long as it was used for 

divine services in the Synagogue.(53) The deeply affected 

Traditionalists felt so outraged by what they considered the 

betrayal of Rev. Poznanski, that they began to spread rumors 

casting doubt on the legitimacy of his birth. The following 

document, which has very little to do with the organ in the 

synagogue, had to be procured and it appears in the minutes 

of the Congregation of September 26, 1841: 

We the undersigned, president of the Hebrew 
Congregation of the City of Storchnest, Poland 
(Stork Nest, sic. H.B.) do hereby certify that Mr. 
Joseph Poznanski, a resident of this city, married 
his wife Sarah, as a virtuous Jewish virgin, that 
this marriage took place according to the Jewish 
laws and with the usual ceremony and that he had by 
her the following legitimate children, namely, 
Gustavius, Leah, Rebecca, Frederika, Heiman, Hinde, 
and Gershen. We further certify that the said 
Joseph Poznanski has been a member of our 
Congregation not only since, but long before he 
married the said Sarah, his wife, and that up to 
this day he has been esteemed by all as a highly 
respectable gentleman and a pious Israelite. 
Strochnest, 29th of June, 1841. Signed by the 
Rabbi and Officers of the Congregation. 

The Traditionalists were right in sensing that the organ 

now had become a visible and audible symbol of change. The 

remarkable Rev. Poznanski encouraged by his success with the 

organ felt that the time was ripe for many other changes. 

The Traditionalists were more and more outraged and on April 

30, 1843 they called a meeting of their group stating that 
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the purpose of their meeting was "to stop the progress of the 

Reform in our Synagogue and prevent the destruction of our 

holy religion."(54) This led at first to a formidable 

intramural fight. Eventually this issue between the two 

groups was clearly and legally joined. The Charleston Organ 

Case was first argued before Judge D. L. Wardlaw in the Court 

of Common Pleas at Charleston, Spring Term, 1844: 

The defendants (the Traditionalists) offered 
testimony that the use of the organ in the 
synagogue was contrary to the practice of the 
Sephardim and to the practices of the Jews in 
London and Amsterdam, that by teaching that the 
Messiah was an 1 ideality 1 and not a 'Person• and 
was not expected and by changes in the Maimonidean 
articles of faith, the Rev. Poznanski and those who 
sustained him had contradicted the fundamental law 
of the Congregation and the long established faith 
of the Jewish nation. The judge overruled this 
testimony as irrelevant before a court of law, and 
as likely to lead to tedious investigations of 
matters of faith unfit for decision of a civil 
tribune.(55) 

So the Traditionalists lost their first case and 

consequently carried their appeal to the South Carolina Court 

of Appeals. It was kept there under consideration until the 

January term, 1846, when the decision of the Court of Appeals 

was delivered for the majority by Judge A. P. Butler. This 

decision itself reads like so many of the great liberal 

documents in the history of our country and deserves to be 

quoted here: 

It is almost impossible to reduce matters 
growing out of a difference of opinion to such a 
definite form as to subject them to juridicial 
cognizance. 

Speculative disputes must be left in some 
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measure to the arbitrament of opinion. To suppose 
that an uninterrupted harmony of sentiment can be 
preserved under the guarantee of written laws and 
constitutions, or by the application of judicial 
authority, would be to make a calculation that has 
been refuted by the history of all institutions, 
like that before us. Neither is it practicable to 
frame laws in such a way as to make them, by their 
arbitrary and controlling influence, preserve, in 
perpetuity, the primitive identity of social and 
religious institutions. 

The granite promontory in the deep may stand 
firm and unchanged amidst the waves and storms that 
beat upon it, but human institutions cannot 
withstand the agitations of free, active and 
progressive opinion. Whilst laws are stationary, 
things are progressive. Any system of laws that 
should be made without the principle of 
expansibility, that would, in some measure 
accommodate them to the progression of events, have 
within the seeds of mischief and violence. 

When the Spartan law giver gave his countrymen 
laws, with an injunction never to change them, he 
was a great violator of the law himself. For all 
laws, however, wise, cannot be subjected to 
Procrustean limitations. Cesant Ratione lex (when 
reason ceases, the law ceases), is a profound and 
philisophical principle of the law. These remarks 
are more particularly true, in reference to matters 
of taste and form. 

Let the oldest member of any civil or 
religious corporation, look back and see, if he 
can, in any instance, trace the original identity 
of his institution, throughout its entire history. 
Those who now, in the case before us, insist with 
most earnestness on severe observance of ancient 
rites and forms, would hardly recognize or 
understand the same, as they were practiced by 
their remote ancestors who founded the Synagogue. 
The Minhog (sic!) Sephardim was a ritual of Spanish 
origin--and although it may still exist in 
different countries, yet how differently is it 
observed. If two Jewish congregations, one from 
Poland, and the other from Spain, were to be 
brought together, whilst professing to be governed 
by the same rituals, they would probably find 
themselves unable to understand each other in their 
observances of them. 

Language itself, is continually undergoing 
changes; clumsy expressions of rude language will 
give way to modern refinement. There are those in 
every church who would be shocked at the change of 
expression in respect to the tablets or books that 
contain the prayers and the more solemn forms of 
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religious rituals. At this time, there are many 
who oppose any change of style in the editions of 
the Bible. The parties before us who are opposed 
to reform, contend that dangerous changes have been 
made in the form of their worship, particularly as 
it respects the introduction of instrumental music. 
It is not pretended but that the organ, the 
instrument complained of, was introduced by the 
constituted authorities, but the ground taken is, 
that this authority has been exercised to do that 
which is against the provision of the charter, 
which guarantees that the Minhog Sephardim should 
be ritual of the Congregation. I suppose might be 
admitted, that in its origin such a ritual was 
practiced without the aid of instrumental 
accompaniment but to suppose that the exact kind of 
music that was to be used in all future time, had 
been fixed and agreed upon by the Jewish 
worshippers who obtained this charter, would be to 
attribute to them an impracticable undertaking. 

That such music was not used, is certain but 
that it might not, in the progress of human events, 
be adopted, would be an attempt to anticipate the 
decisions of posterity, on matters that must be 
affected by the progress of art, and the general 
tone of society--whcih could not be controlled by 
arbitrary limitations. 

As this was a subject that could not be well 
reached, much less continually controlled, by the 
judgement of this court we think the judge below 
very properly excluded all evidence in relation to 
it.(56) 

This document is a remarkable example of the evolution 

of liberal thought in our country, and as such is quite 

distinguished from court decisions made in Europe in similar 

cases. In monarchistic Europe such cases were almost without 

exception decided in favor of the Traditionalist and the 

organ was permitted only when the Traditionalists themselves 

desisted from court action against their ca-religionists of 

reform persuasion. Thus the Charleston Organ Case opened the 

doors of many Synagogues in America to the organ. 
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The next reference to the use of an organ in a Jewish 

worship service is in Har Sinai Congregation in Baltimore. 

The Rev. c. A. Rubenstein notes in his history of Har Sinai 

Congregation: 

This congregation has the distinction of being the 
only congregation in the country that was founded 
upon the principles of Jewish Reform, remaining 
consistently Reform for 3/4 of a century.(57) 

The other two congregations, Baltimore Hebrew Congregation 

and Ohav Shalom both started as Orthodox and gradually 

evolved into Reform congregations. Unfortunately, the 

earlier records of Har Sinai Congregation have been lost. We 

do know that the founding of Har Sinai was in the form of a 

protest against the strict Orthodoxy of Rabbi Abraham Rice, 

the Rabbi of the Baltimore Hebrew Congregation. He was a 

strict Orthodox Jew, and very rigid in his conformity to 

ritualism. It was in fear of the coming of a Jewish 

hierarchy in their midst that certain men in the community 

decided to break away and form a new congregation. 

The first service of Har Sinai took place during the 

High Holidays of 1842. This congregation had difficulty in 

having services in accordance with traditional usage since 

the other two congregations would not lend them a Torah 

scroll. A parlor organ was installed in the hall, and the 

Hamburg prayer book and hymn book were utilized. We may 

learn a few interesting points from the description of the 

dedication services when in 1849 the congregation moved to 

High Street. "The American and Commercial Daily Advertiser" 
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of Saturday, September 8, 1849 described it as follows: 

The services were conducted in Hebrew, German, and 
English. They were opened with a German prayer • 
Then followed an appropriate hymn, also in German, by 
the choir, with organ accompaniment, the whole led by 
Professor Klautcheck, of the Steyermarkische Band. 
(An Austrian military band) At the close of the 
sermon a Hymn in Englishi commencing with the words 
"how holy is this place," was sung in excellent style 
by the choir. .Then followed the usual evening 
service of the Sabbath and the ceremonies were 
concluded with a hymn by the choir ••• The 
performance of the choir was highly creditable and 
added much to the interest and beauty of the 
services." 

It is apparent from the sources available that the organ 

was introduced into Har Sinai Congregation without 

opposition. This is undoubtedly due to its unique status as 

a Reform congregation from its inception. It did not have to 

face, therefore, the "Traditionalists" within its ranks which 

would oppose the organ a priori as was the case in 

Charleston. 

Three years later, in 1845, the Emanu-El Congregation of 

New York, at present the largest congregation in this 

country, was organized by a number of young men whose purpose 

may be gathered from the following words: 

We fully recognize the necessity of a complete 
reform of the Jewish service, as at present 
conducted in the local German congregationsi we 
have, therefore, formed ourselves into a society 
which we have called "Cultus-Verein," and have 
resolved to provide ourselves with such means and 
to seek such instruction and information as shall 
enable us to conduct, in a congregation to be 
formed from our society, such a service as, freed 
from abuses tolerates hitherto, shall arouse and 
quicken devotion, and thus uplift the head to 
God.(58) 
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The congregation was the direct outgrowth of the 

"Cultus-Verein." It's first service was conducted on the eve 

of Passover in 1845 in a room in a private house. Upon the 

procurement of a permanent house of worship by the 

congregation in October, 1847, the reform of the service 

became an immediate concern. It was at this time that the 

organ was introduced. Myer Stern, in his history of Temple 

Emanu-El, recordss the following: 

The possession of the new place of worship awakened 
new energy and raised fresh desires for 
improvements in the divine service. An organ was 
bought to accompany the choirJ the triennial cycle 
of the reading of the Law, memorial service on the 
Day of Atonement, the annual confirmation of boys 
and girls were gradually introduced ••• (59) 

He further states: 

In this new building an organ had been placed which 
was used in the service, and an organist was 
engaged at a compensation of $100 per annum.(60) 

No reference is made to any controversy over the 

introduction of the organ. This is undoubtedly attributable 

to the religious background of those members of the 11 Cultus 

Verein," as described by Stern: 

In the fourth decade of the present century there 
came to this country a number of Israelites from 
Germany, who seem to have been drawn together here 
by the liberal views which they held concerning 
religious affairs. They did not connect themselves 
with any of the existing Congregations already 
organized, for in their homes in Europe they had 
acquired a broader view of the requirements of 
other religions than obtained among their brethren 
here.(61) 
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The fourth congregation in this country to install an 

organ as part of its worship service was Anshe Emeth 

Congregation of Albany, New York in 1851. Isaac M. Wise, 

then the Rabbi of the Congregation, recordss the following 

regarding the use of the organ in his Reminiscenses: 

An important question soon arose as to whether 
it was permissible to use the organ on Yorn Kippur, 
since we had a number of honorable members who had 
conscientious scruples. Our amiable friend, Maier 
Freund, was looked upon as the representative of 
that sentiment, and he was asked, "Maier, have you 
heard what they intend to do now? They intend to 
use the organ even on Yorn Kippur." Our Maier 
answered in great astonishment, "If the organ is 
not to be played on Yorn Kippur, our holiest day, of 
what use is it?" That was enough for us. The 
organ was heard on Yorn Kippur, accompanying the 
songs of Sulzer and Naumburg. There was no protest 
or dissent.(61) 

With the knowledge that Anshe Emeth had been formed by 

the friends and supporters of Rabbi Wise when he had been 

forcibly removed from his pulpit over the issue of reform a 

year earlier, it is not surprising to note that the organ was 

introduced with little or no protest in his congregation. 

In August, 1853, Rabbi Wise received an invitation from 

Bene Yeshurun Congregation in Cincinnati to be its rabbi. 

Wise resigned his position in Albany and assumed the rabbinic 

leadership of Bene Yeshurun in 1854. The selection of Rabbi 

Wise appeared contrary to everything that the congregation 

had stood for only a few years earlier. They had just 

recently been under the strict Orthodoxy of Henry Rosenfeld 

and now they elected unanimously a man who had been called in 

many periodicals a heretic and a thorn in the side of 
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American Jews. This appears as a strange incident indeed. 

Dr. Heller states in his history of the congregation that 

"The marriage of the two, of Isaac M. Wise and K. K. Bene 

Yeshurun was happy and fruitful. Both gave, he as the 

leader, they as his people, his disciples, his helpers. 11 (63) 

Soon after his arrival, Wise instituted several reforms, 

including the organization of a choir, which will be 

addressed in further detail in the final chapter of this 

analysis. After the organization of the choir, the desire 

for an organ was expressed. Rabbi Wise recounts the 

deliberations over the organ in his Reminiscences: 

We began to consider ways and means as to how this 
could be satisfied without strife or contest. Mr. 
Jacob L. Miller was president of the congregation. 
He and the whole Board were unanimous. The only 
drawback lay in the circumstance that there was no 
room in the synagogue for an organ. Fortunately a 
large Bimah stood in the center of the building. 
The space to the east as far as the Aron Haggodesh 
and to the west as far as the door was empty. Thus 
the middle of the synagogue was almost unoccupied, 
and upstairs in the western gallery there was a 
large room over the vestibule which was separated 
from the main building by a wall. "If we remove 
this wall we will gain about sixty seats for the 
women, and in a second gallery above this there 
will be ample room for an organ and the choir1 
further, if we remove the Bimah, and place the 
pulpit and the reading-desk near the ArQn 
Haggodesh, we will gain about sixty seats for the 
men in the center." This was our plan. The organ 
and the alterations in the building would cost from 
$10,000 to $12,000. The new seats which we would 
gain would bring in that sum. The Board resolved 
to lay this play before a congregational meeting, 
which was called for Purim evening. 

The undertaking met with some opposition on 
the part of such as objected to the expense, 
although they did not advance any objection on the 
score of principle. This objection could be met 
easily. On Purim morning I preached on the old 
custom of Sh'loach Manoth, and announced that I 
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I 

would come myself to receive my presents. Jacob L. 
Miller and I spent the morning from nine to twelve 
o'clock in visiting members of the congregation, 
with the purpose of having them advance the money, 
which was to be repaid within three years without 
interest. By twelve o'clock twelve thousand 
dollars had been subscribed, and we had not called 
on all. The wind was taken out of the opposition's 
sails when at the meeting in the evening the plan, 
the money to carry it out, and the project of 
selling sufficient seats to repay the loan were 
submitted. The suggestion of the Board was 
concurred in without further parley, and the 
alterations in the synagogue were begun immediately 
after Passover.(64) 

Wise was not content with the installation of an organ 

in Bene Yeshurun. Despite being introduced without great 

opposition, Wise found it necessary to defend publicly the 

use of the organ in the Jewish worship service. In a lengthy 

article in the American Israelite of May 18, 1855 entitled 

"An Organ in the Synagogue," Wise addresses the critics of 

the organ who consider it to be "unjewish" and against the 

Talmud. He notes: "that an organ adds materially to the 

solemnity of divine service, makes an edifying impression in 

the heart, and is, as it was formally, a Jewish instrument." 

Addressing the concern of "imitation of the gentiles" 

( r•d~ ..J'I [1 n ) I Wise 

r 'le' v Jli) n , it is no 

writes: "If the organ ever had been 

longer so, after having been introduced 

in so many synagogues abroad, and in four American ones." He 

then goes on to summarize the previously analyzed halachic 

points which in his view support the introduction of an organ 

to Jewish worship. He concludes with the following 

exclamation: "The harp of Judah was silent for centuries1 

but now let it tune again in praise of the Rock of IsraelJ 
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let it tune again on their free soil, and invite the nations 

to render praise with us to the Eternal Father of the 

Universe, the Ruler of the nations, the Lord of all 

creation." 

These five congregations were to set the stage for the 

unanimous acceptance of the organ in the Reform Movement in 

the United States. In the next several years, organs would 

appear at Bene Israel Congregation in Cincinnati, Keneseth 

Israel Congregation in Philadelphia, and Chicago Sinai 

Congregation. The organ had established itself as a 

distinctive element of the Reform worship experience which 

continues until today. 
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THE ROLE OF THE HYMNAL 

Just as with our analysis of the organ, we must in order 

to fully comprehend the role of the hymnal in the American 

Reform Synagogue begin with an historical examination of the 

roots of Jewish hymnology. 

One of our major sources of information regarding public 

singing in the ancient Temple is the Babylonian Talmud, 

Tractate Sotah 30b. From this description and analysis of 

collective singing, we learn that three methods of responsive 

singing were employed. Idelsohn provides the following 

summary of this material: 

In form A the leader intoned the first half verse, 
where upon the congregation repeated it. Then the 
leader sang each succeeding half-line, the 
congregation always repeating the same first 
half-line which thus became a refrain throughout 
the entire song. This was the form in which Adults 
used to sing the "Halle!" (ps. 113-118), and, 
according to Rabbi Akibah, this form was also 
employed for the Song of Sea (Exodus 15). In form 
B the leader sang a half-line at a time, and the 
congregation repeated what it had last sung. This 
Rabbi Eliazar said - was the form in which the 
children used to be instructed at school. Form C 
was responsive in the real sense, i.e., the leader 
would sing the whole first line, where upon the 
congregation would respond with the second line of 
the verse. This was the form, as Rabbi Nehemiah 
explained, in which the Sberna was recited in 
public ••• (1) 

In addition to these responsive modes, unison and solo forms 

were also utilized.(2) References to antiphonal singing may 
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be found in the Bible(3) as well as in the Mishnah.(4) 

After the destruction of the Temple in 70 C.E., with the 

subsequent abolishment of sacrificial services and the 

abandonment of a priestly class, Judaism entrusted its 

liturgical music to lay men. Under the leadership of the 

precentor, or 1~~3 n·f~, the prayer-modes remained as a rule 

unrhythmical, and in the form of unison or responsive 

singing. 

In addition, great emphasis was put upon congregational 

singing in unison "in one tone, with one mouth and in one 

tune."(5) 

With the passage of time, the liturgy of the synagogue 

became standardized and preserved by memory to ensure that it 

would not be forgotten. It became a difficult task, however, 

for the 1·1~3 n•{i to memorize all of the prayers in their 

proper order. In order to aid the precentor, he was assigned 

two assistants or "tomechim". Soon it became the norm for at 

least one assistant to accompany the precentor at all 

times.(6) The "tomechim" not only served as professional 

prompters, but soon became musical assistants as well. 

assisted the t1?3 ~· SB in singing all the prayers. 

They 

Despite 

the committment of prayers to writing in the 7th Century, the 

"tomechim" continued to play an important role in the prayer 

service of the synagogue. Idelsohn considers these 

assistants to be the "nucleus of the synagogal choir-singers" 

that were to emerge in later centuries.(7) 

A. w. Binder, in his article entitled "A History of 

-56-



American Jewish Hymnody, 11 he then goes on to discuss what he 

believes to be the genesis of Jewish hymnody: 

Justinian's religious persecution of the Jewish 
people during the fifth century, when he forbade 
every kind of Biblical exegesis or Talmudic 
interpretation offered in the synagogue, led to the 
development of a literature of new prayers and 
poetry. Through this medium the poets would in 
obscure and sometimes difficult language aim to 
deceive their Byzantine oppressors by interpreting 
the significance of special Sabbath and holidays, 
and various parts of the Bible and Talmud. This 
new poetry eventually became part of the 
liturgy.(8) 

Such poetic embellishments were technically known as 

11 piyutim 11 (singular: piyut). Those who composed 11 piyutim 11 

were referred to as 11 paytanim. 11 The effect of the 11 piyut 11 

upon the worship service of the synagogue was two-fold. 

According to Idelsohn's analysis, 

the Piyut, in the first place, silenced the people 
in the synagogue and prevented them from actually 
participating in public worship, since it was 
unintelligable to them both in text and chant. 
Thus instead of drawing the people to the 
synagogue, as it was hoped, these boring 
innovations either kept them away from it, or 
provoked such restlessness that the congregants 
began to talk during the service, and frequently 
left the house of worship during the precentor's 
embellishment of the piyutim. (9) 

Idelsohn then goes on to give several illustrations of the 

effect the introduction of the 11piyut 11 had upon the worship 

service.(10) 

The 11 piyut" also had a second profound impact upon the 

synagogue. Not only did the 11 piyut 11 and its melody bring 

about tremendous change in the characteristics of the music 
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of the synagogue, but also in its main functionary -- the 

precentor. The volunteer precentor was to be replaced by a 

permanent professional - the hazan. Idelsohn notes: "Thus 

the "Piyut" gave birth to the institution of Hazanuth, 

changing the fundamental meaning of the word 

'hazan'--superintendent, officer, beadle--to singer, cantor, 

precentor. 11 (11) The musical portions of the Service were now 

almost entirely taken over by the professional precentor--the 

hazan. Opportunities for active participation in the singing 

were all but lost. The congregation, in need of 

self-expression, would often sing along with the solo 

renditions of the Hazan. 

w. o. E. Oesterley, in his book The Jewish Background of 

the Christian Liturgy points out many of the common elements 

of the synagogue and the early Church. He notes that in 

addition to the psalms and other elements of Jewish ritual, 

the early Church also utilized a precentor in its worship 

service.(12) 

As had developed in the synagogue, the recitation 

without accompaniment of the precentor was to become one of 

the focal points of the service. In addition, short 

responsive phrases such as Amen and Hallelujah were also 

utilized by the early Church. As in the synagogue, the 

Church also had a reader (lektor) and a singer (cantor). The 

reader read the Scriptures from an elevated stand, a practice 

already in existence in the Synagogue. In the evolution of 

the Church, however, the choir was to replace the precentor 
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and any solo singing by choral and antiphonal song. Whereas 

the role of the precentor of the Church has diminished or 

disappeared altogether, the precentor has maintained his 

centrality in the Synagogue Service.{13) 

Despite the dominance of the hazan in the synagogue in 

the Middle Ages, several hymns were composed which are still 

the most popular hymns in the Jewish liturgy, and are sung at 

Jewish services to this very day. Adon Olam {The Lord of 

All) is noted by A. W. Binder to be the work of an unknown 

Spanish poet of the 12th Century.{14) Alfred Sendrey 

believes it was written in the 11th Century by Solomon 

Gaberol.(15) 

One of the most fascinating liturgical hymns is "Yigdal 

Elohim Hai, 11 based on Maimonides Articles of Faith and 

written by Daniel Ben Judah of Rome in the early 14th 

century. A. W. Binder provides the following historical 

background to this famous work: 

This was the hymn which was set to music by 
the English cantor Leon Singer after he was engaged 
as cantor of the Duke's Palace Synagogue in London. 
Thomas Olivers, a Welshman and a Wesleyan minister, 
once heard this tune at a synagogue service. He 
became enraptured with it and resolved to have it 
sung in Christian congregations. For this purpose 
he wrote the hymn "The God of Abraham Praise," 
which is sung to the tune of Yigdal, which he named 
"Leni" after Leon Singers first name. It was 
published in 1772 and became so popular that it had 
to be published in eight editions in two years. It 
reached its thirtieth edition in 1799.(16) 

The third liturgical hymn which has maintained its 

popularity through the ages is "En Kelohenu. 11 This product 

of the Middle Ages, the tune of which was composed by Julius 
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Freudenthal in 1841, maintains the common German melodic 

line, characteristic of German Christian hymnody of the 18th 

century.(17) 

Because the "paytanim" were also often precentors or 

"hazzanim" they frequently had to compose melodies or adopt 

an already existing tune to their new creations. In the 

latter case they frequently used popular secular tunes of the 

day. Thus !bin Ezra, at the beginning of the twelfth 

century, tells us that his co-religionists adopted secular 

Moorish melodies for chanting hymns in the synagogue.(18) 

Alfasi, also, in the eleventh century, complains of the use 

of secular Arab music in the synagogue.(19) It was also very 

common at this time to compose a Hebrew poem whose first line 

would act as a homonym with the first line of some popular 

Spanish song. Binder provides the following example of such 

a phenomenon, referred to technically as a contrafactum: 

One poet composed a hymn to the melody of the 
Spanish song Muerame mi Alma Ai Muerame," with the 
similar sounding words in Hebrew - "M 1 romi al mah 
am rav homah." Others used the sound of "Senora" 
for "Sham Norah" (the Awe-inspiring Name).(20) 

According to Francis L. Cohen's overview of synagogue 

music, this same technique would be utilized in the early 

days of the Reformation, when hymns were composed by changing 

a few sounds of existing national and love-songs. For 

example, "a certain man had lost his wife," became, to the 

same tune when sung in worship, "A certain man had lost Gods' 

grace."(21) 
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This practice was to the great distaste of the rabbis, 

and was occasionally censored by them. But the disputed 

tunes often won out. 

The sixteenth century introduced what Rabbi Jacob Singer 

referred to as the "period of decadent Hazzanuth."(22) 

Complaints against hazzanim increased, with accusations of 

serious offenses being made. Idelsohn notes that the 

situation became so severe that Rabbi Solomon ben Addereth 

had to try to settle quarrels that developed in communities 

regarding hazzanim. Rabbi M. Mintz had to go so far as to 

create a code of conduct for the hazzan.(23) It became a 

frequent practice with Ashkenazim as well as Sephardim, to 

adopt melodies foreign to the synagogue, and to liberally 

reproduce there the folk song of the country. Many hazzanim 

would themselves compose melodies for the service, but these 

would be influenced rather by the popular music of the day 

than by the Jewish spirit of the older tunes. This situation 

was of particular concern to Rabbi Jacob Molln (called the 

Maharil), who died in 1427. In response to this situation, 

he suggested that the "nusach ha-tefillah," the musical 

tradition of each community, be carefully guarded, so that no 

hazan could introduce new tunes foreign to Jewish 

tradition.(24) 

The emergence of Reform Judaism in the wake of the 

Emancipation was to have a dramatic impact upon the role of 

music in the synagogue. The demand on the part of the early 

Reform rabbinic leadership for congregational singing as part 

-61-



" 

of its service was soon voiced. The musical response to this 

new situation will now be explored. 

Herbert Fromm, in his article entitled "Jewish Hymnology 

Its Past, Its Future" notes some important historical 

comparisons between the emergence of Reform and Luther's 

Reformation in the beginning of the 16th century. As the 

"founder of congregational hymn singing,"(25) Luther was a 

master at creating new church melodies and liturgy. Fromm 

then provides these additional observations: 

The new material, needed in quick order, he took 
from Gregorian chants, sequences, old and 
contemporary folk songs. The later texts were 
translated into German, the secular German texts 
transformed into sacred poetry. The task of 
translation, simplification, adoption of 
established melodies to new words, and above all, 
the creation of a new church poetry and new 
tunes--all this was undertaken by Luther and his 
helpers in a storm of creative energy. .(26) 

Fromm then goes on to analyze the poverty of the musical 

creations of the Reform movement as opposed to the monumental 

musical achievements of Luther's Reformation. How is one to 

account for the "musical blandness of our Jewish 

hymnology?"(27) 

Fromm, by his choice of words obviously disappointed 

with the present status of Reform Jewish hymnology, finds the 

answer in the distinction to be drawn between Reform and 

Reformation: 

A reformator, such as Luther, became the maker 
of a political revolution that began with spoken 
words and pamphlets but finally spread to the 
battlefields of the Thirty Years' War. Such a folk 
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movement made music and hymns quite naturally 
spring up in its wake, without the self-conscious 
and often articical efforts that marked the musical 
beginnings of our Jewish reformers. Compared with 
the course of Luther's Reformation, our Reform was 
only something like a sectarian secession, a 
housecleaning, as it were. Judaism was not split 
into two, as was Christianity ••• Seen in this 
light we perceive the reason for the musical 
blandness of our Jewish hymnology which is a 
by-product of the Jewish Reform movement and as 
such not older than just a little more than one 
hundred years.(28) 

Although separated in time and chronologically, the 

distinctions Fromm draws between the Reformation and the 

emergence of Reform Judaism are critical to an unbiased 

understanding of Reform Jewish hymnology. As will be pointed 

out in the remainder of this chapter, the cultural influences 

upon future generations would determine the direction of 

Reform hymnology. 

American-Jewish hymnody and the movement towards the 

creation of a hymnal has its immediate roots in the 

innovations and reforms introduced in Germany in the 19th 

century. It is necessary, therefore, to provide a brief 

survey of these developments in order to understand the 

foundations of American-Jewish-hymnody and the function of 

the hymnal in America. 

The first successful attempt towards organized Reform in 

Europe was made by Israel Jacobson. In conjunction with the 

creation of a boy's school in Cassel in 1808, Jacobson 

introduced as part of a children's service the singing of 

hymns, the majority of which he borrowed from the Protestant 

church. "To these tunes he set Hebrew texts, and printed a 
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collection of chorales with the notes running from right to 

left."(29) (Appendix A) This hymnal contained 26 German and 

4 Hebrew hymns to be sung according to 17 Church tunes. 

After Jacobson's reform, Idelsohn notes the appearance of 

several new hymnals: 

Following Jacobson's reform, several other German 
"chorale" books for Israelite were compiled, such 
as the Songster for Israelites in Suertemberg in 
1836, in four parts, arranged for all Sabbaths and 
festivals of the year. In each hymn the contents 
of the weekly portion of the Pentateuch, or the 
underlying idea of the Festival, was expressed. 
The music was entirely Christian. Another 
collection was published by Joseph Johlson in 
Frankfurt for the Jewish educational institution 
"Philantropin." This Israelitish Songbook, 
published in 1840 (second edition in 1842), 
contains among its 102 melodies many popular 
Protestant chorales, such as No. 16a, introduced by 
Jacobson in his songbook printed in 1810. This 
"chorale" J. s. Bach, for example, utilized four 
times in his St. Matthew and in Christmas Oratorio, 
etc.(30) 

Jacobson's innovations and reforms were to serve as the 

basis of the "Temple Verein, 11 which was founded in Hamburg in 

1817 by Israel Edward Kley. Kley possessed a collection of 

hymns utilized in the Temple founded by Jacob Beer in Berlin. 

These were to become the focal point of his German Songbook 

Religious Songs for Israelites which he brought to Hamburg in 

1818. It should be noted that the collection was to become 

one of the primary sources for the famous Hamburg Hymnal 

published in 1845.(31) 

The Hamburg Hymnal was to serve as the model for many 

songbooks developed in the United States. Many of its 

melodies were to be incorporated into hymnals used by Reform 
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congregations. Amongst these was The Sabbath Service and 

Miscellaneous Prayers Adopted for the Reform Society of 

Israelites, the earliest Reform Prayer Book printed in th~~ 

country, (1830) (32) which also contained twenty-eight hymns 

drawn from the Hamburg hymnal.(33) 

The singing of hymns, first in German and later in 

English, were in turn to become an important feature of the 

American Reform synagogue. 

Hymns Written for the Service of the Hebrew Congregation 

Beth Elohim, the first synagogue hymnal in the United States, 

was published in Charleston, South Carolina, in 1842. This 

hymnal contained no music, only hymn texts. Most of its 

contents were composed by Penina Moise (1797-1880), a very 

talented poetess who wrote hymns for the congregation instead 

of borrowing songs from the Protestant church or German 

Reform temples. Eleven of her creations still appear in the 

third edition of the Union Hymnal.(34) 

Although Isaac Mayer Wise was a rabbi and not a 

musician, he was knowledgeable on the subject of hymnology in 

the United States. Concerning the Charleston congregation he 

wrote in 1868: 

He the author knows of but one English hymn book, 
written and compiled for the synagogue, it is that 
of the Hebrew congregation of Charleston, s.c., of 
which he possesses the second edition. The German 
synagogue has several hymn books, like the Hamburg 
collection, the Johlsohn's, the Wartemburg and the 
Berlin, as also Leopold Stein's productions and 
collections ••• (35) 

The Committee on Synagogue Music of the Central 
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Conference of American Rabbis (C.C.A.R.), in their report to 

the Conference in 1914 which provided an overview of American 

Jewish Hymnology, made the following critical remarks 

concerning the Charleston collection: 

The first attempt made in the United States to 
produce a Jewish Hymnal was the so-called 
Charleston collection, which appeared more than 
seventy years ago, and of which Miss Penina Moise 
was the author of all the hymns except a few that 
had been written at her request by several of her 
friends. Miss Moise had real poetic power, and 
strong religious feeling, but the value of her 
hymns for congregational use was impaired by her 
occasional carelessness in regard to the regularity 
of the meter and by her tendency, constantly 
manifested, to indulge in didactic moralizing. 
Making all allowances, we must accord to her a high 
place of honor in Jewish Hymnology.(36) 

This work was to be the forerunner of numerous 

collections of individual hymnals and songbooks. They 

appeared in all sizes, each drawing from many sources, Jewish 

and non-Jewish, for hymns. 11 The musical settings, however, 

were generally done by Christian musicians or were adopted 

from German and English hymnal music."(37) Despite the 

diversity in approach, the common denominator to all of these 

attempts was clear: to initiate further involvement on the 

part of the congregation in the musical responses of the 

worship service. Rev. Joseph Leucht expressed this need in 

his article "Congregational Participation in Public Worship": 

What we need is the participation of the 
congregation itself in the choral part of the 
service, and means must be devised by which the 
whole congregation shall become cooperative in 
public worship.(38) 
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With the introduction of the mixed choir (to be addressed in 

detail in Chapter 3) and the organ into the Reform service, 

the rabbinic leadership, as evidenced by the words of Rev. 

Leucht, sensed a drastic change in the role of the 

congregation in the Reform worship service. Rev. Leucht goes 

on to point out: 

They are not participants, but recipients. Reform 
has trained the congregation into a lethargic state 
of indifferent listening to all that is taking 
place ••• (39) 

The introduction of the hymnal was a response to this 

expressed need to further involve the individual congregant 

in the worship experience. 

By 1868 Temple Emanuel of New York City had published a 

collection of hymns for Reform worship. "There were only 

forty hymns in the Temple Emanuel collection, thirty-six of 

them being translations from the German mode by James K. 

Gutheim and Felix Adler. The English renderings of the 

former, though vigorous, were anything but accurate or 

smooth."(40) 

During this same year of 1868 Isaac M. Wise also 

published a collection of hymns entitled Hymns, Psalms, and 

Prayers in English and German. This work was intended to 

serve as a companion volume to Wise's other liturgical 

creation, Minhag America. In his introduction to his hymnal, 

Wise speaks of the ongoing need for new and original hymns to 

be incorporated into synagogue songbooks. He states: 
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For us, in America, as far as the English language 
is spoken, it is especially necessary that gifted 
sons and daughters of Israel should adorn the 
temple with original hymns, as we are quite poor in 
this species of literature. The author hopes to 
give a fresh impulse to Hebrew genius, to enhance 
our sacred literature in the language of our 
country. He wishes heartily, that hereafter, 
rabbinical conferences or synods may decide on the 
worthiness of poetical productions, to be 
incorporated into our synagogal volumes1 in absence 
thereof he can only submit his humble productions 
to the choice of the congregations and their 
respective ministers.(41) 

Wise's hymnal was soon to become so highly regarded that it 

was utilized as the basis of the Union Hymnal, the first 

attempt at one unified hymnal to be utilized by all Reform 

congregations. 

The production of private hymnals continued. Adolph 

Huebsch, rabbi of Temple Ahavas Chesed in New York City, in 

1873 issued his own hymnal, which included many of his own 

original creations. These works were in German; and many 

were borrowed from Christian sources. 

"The Union of American Hebrew Congregations offered a 

cash prize in the year 1877 for a Jewish hymn book, but the 

offer failed to induce competition, and the prize was never 

awarded. 11 (42) simon Hecht of Evansville, Indiana, the only 

contestant for the announced award, in 1878 compiled a hymnal 

entitled Jewish Hymns for Sabbath Schools and Families. Out 

of forty-two hymns, most of which were in English, the rest 

were German and original compositions of Hecht. Included in 

this hymnal were also tunes that had been adapted from Mozart 

and Mendelssohn.(43) 

-68-



In 1876 Otto Loeb published a hymnal in Chicago entitled 

Hymnen Fuer Sabbath Und Festage. It was a multi-purpose book 

that could be utilized in the synagogue, home or school. It 

contains hymns taken from the Temple Emanu-El hymnal as well 

as musical creations of Rabbis Benjamin Szold and Marcus 

Jastrow. Although many of the melodies were of traditional 

origin, a strong German musical influence is also noted.(44) 

In Rochester in 1880 a new hymnal appeared. Edited by 

Dr. Max Landsberg, then Rabbi of Temple B'rith Kodesh, this 

collection utilized what had become a common practice in hymn 

singing. Each page was cut in half, with the music appearing 

at the top and the words at the bottom. This enabled one to 

match the music of one page with the text of another. Its 

contents include both English and German hymns as well as 

several traditional holiday melodies. 

In the preface to the hymnal the editor described his 

attempt to involve the congregation in the worship service: 

The manner in which modern Jewish services are 
conducted would seem to indicate that all praise 
and prayer was delegated to the minister and choir, 
depriving the congregation of all participation in 
the same. As a natural consequence, of whatever 
character the services might be under such a state 
of things, the same must of necessity be monotonous 
and uninteresting. We have long since realized 
this fact, and felt the necessity of taking some 
steps towards remedying it. We, therefore, 
concluded that a hymn book more ample than those in 
use was wanted, which, put into the hand of our 
congregation, would induce them to take an active 
part in the services.(45) 

The most popular and widely accepted hymnal prior to the 

compilation of the Union Hymnal in 1897 was one written by 
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Rabbi Isaac s. Moses of New York's Central Synagogue in 

1894.(46) 

This hymnal featured 250 hymns in English, four Hebrew 

hymns and responses in both Hebrew and English for Sabbaths 

and holidays. In addition, solos, anthems, and seven special 

children's services were included.(47) Rabbi Moses also 

included "many tunes adapted from Mozart, Schumann, 

Beethoven, Mendelssohn, Rossini, etc ••• The general 

impression of the music is decidedly German, though a few 

Jewish modes and tunes were inserted."(48) 

Of particular interest to this study are the comments 

expressed by the author in the preface to his seventh 

edition. They reflect a growing concern over the 

"Jewishness" of existing collections of hymns. 

The improvement of this book will not be found not 
only in the larger number of hymns but chiefly in 
its "Jewishness." It is eminently proper that 
hymn-books intended for Jewish worship should be 
Jewish in character, and that the hymns of prayer 
should be the product of Jewish authors. An 
exception to this rule may be made to hymns that 
are versifications of psalms or of any other 
portions of the Hebrew Bible. A collection of fine 
poems and melodies called from the hymnals of 
different churches or no place in the Synagogue. 
Has the Jewish genius produced nothing of value 
that we must need go begging at the doors of every 
denomination?(49) 

Cantor Moritz Goldstein of the Mound Street Temple in 

Cincinnati, in the preface to his hymnal published in 1895, 

echoed similar concerns regarding music in the Reform 

synagogue: 
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Our Temple music has become a curious 
conglomeration of selections from masses and operas 
often unsuited to the purposes of religious 
worship.(50) 

Goldstein wished to "recollect the treasures which others had 

thrown aside."(51) He accomplished this by drawing from the 

works of Sulzer and Lewandowski, the unrivalled composers of 

Jewish music in Europe. He also included many of his own 

compositions. 

In a critical evaluation of late 19th century Jewish 

hymnology in the United States, A. z. Idelsohn expresses 

similar concerns: 

In pouring out the water from the tub they 
carelessly threw away the child, too. They omitted 
the Hebrew chant in all its various forms, 
eliminated the recitative which is an important 
element in it, removed the tune for the reading of 
the law despite its great originality, and 
introduced instead a German or Anglo-Saxon hymnal 
melody which is foreign to the Jewish spirit. More 
than that, they employ Christian melodies for 
Jewish prayers1 in other words, they endeavor to 
express through a Christian medium the Jew's 
religious thoughts and feelings toward God. Is 
there anything more absurd than this? Is it enough 
if we merely substitute God for Jesus in a 
Christian hymn? Does the difference between 
Judaism and Christianity lie in the name only?(52) 

The Creation of the Union Hymnal 

Despite the urgency of a discussion of the present 

status of music in the Reform synagogue, from 1890 to 1892 

there was relatively little discussion of music amongst the 

Reform rabbinical leaders who had founded the Central 

Conference of American Rabbis in July of 1889. The 1890 and 
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1891 yearbooks of the c.c.A.R. reflected, in those few 

references which there were to music, an overall concern with 

music as dealt with earlier in European Reform Jewish 

convocations. In a collection of the resolutions of past 

"Reform'' Conferences included in the 1890 C.C.A.R. Yearbook, 

reference is made to the fact that the Frankfurt Conference 

of 1845 had "heartily endorsed organ usage as well as Jewish 

or non-Jewish organists on the Sabbath."(53) 

In 1892 the recommendation was made for the first time, 

"that the hymn-book published by the Reverend Dr. Wise be 

adopted as the Union Hymn Book and that in the new revised 

edition of same a choice of selection of other hymnals be 

added."(54) Dr. Kaufman Kohler then suggested this 

substitute amendment: 

Whereas, the Jewish Synagogue in America is sadly 
in need of a hymn-book that shall at once be Jewish 
in word and musicJ be it therefore resolved that 
the hymn-book by the Rev. Dr. I. M. Wise be adopted 
as the hymn-book of the American Reform 
Congregations and a committee of five be appointed 
to revise and add such selections of other hymns to 
it as they may see fit. Resolved, that the 
Cantor's Association of America be requested to 
furnish appropriate music for the same.(55) 

A vigorous discussion then followed on the present 

status of synagogue music and Jewish hymnology. The remarks 

of the participants shed a great deal of light upon the state 

of Reform Jewish worship at the end of the 19th century. 

Rabbi Adolph Gutman, who was to serve as the secretary for 

the Pittsburgh Conference in 1885, noted in the ensuing 

discussion: 
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You will agree with me that the Jewish 
synagogue is indeed sadly in need of Jewish music. 
We can indeed say we sing, but our music is not the 
out growth of Jewish production. We sing Methodist 
music and Presbyterian and Catholic. I may say 
that my congregation may not be a praying 
congregation, but my congregation is a singing 
congregation. And, I can see the time when 
hymnology, when singing in the Jewish synagogue, 
will bring life and new spirit to our 
congregations.(56) 

The Rev. Dr. Harris then added these comments: 

I feel with the previous speakers that the 
hymn-book is perhaps more important for our work 
than the prayerbook, partly because the prayerbook 
is written and we have only to revise the old 
prayerbook, and the hymn-book is not. I believe I 
voice the sentiment of every minister, whether 
progressive or not, that the need of congregational 
singing is the need of the hour.(57) 

The remainder of the remarks of present were to echo similar 

sentiments, namely, the need for a return to authentic Jewish 

sources for our music and the necessity to involve the 

congregation in the choral portions of the worship service. 

Throughout the next five years the Hymnal Committee, 

working along with the Cantors' Association gathered hymns 

for the new Union Hymnal. These hymns were taken from 

"existi ng Hymn-Books in present use in Jewish congregations, 

as well as from translations of Psalms and other Biblical 

passages, put in meter and hymn-form by non-Jewish 

writers."(58) The goal of the rabbis was to enable a degree 

of musical standardization with the Reform synagogue and also 

to allow for greater congregational participation in the 

musical portions of the service. 
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These tunes are so simple as to enable the 
congregation to join in the singing, and so replete 
with traditional melodies and reminiscences as to 
lend our service a peculiar Jewish character.(59) 

By 1896 it was apparent, however, that the above goal of 

a Jewish and traditional hymnal was not to be realized. 

Instead, the Hymnal Committee reported "that the larger 

portion of the melodies has been selected and adopted from 

classical melodies have been utilized which were found 

suitable for the purpose."(60) Indeed, of the approximately 

150 items in the first edition of the Union Hymnal only 16 

were traced to any traditional source. The tunes for well 

over 100 items in the first edition were "adaptations of 

German, English, and French Christian composers."(61) 

What changed the rabbis' minds? Why was their goal 

never reached? The debate is not given in the text of the 

1876 Conference Yearbook and hence the details cannot be 

known. We are only told that the manuscript of the hymnal 

was entrusted to Dr. Gottheil, who in addition to reviewing 

the work "made a new selection of about one hundred hymns, 

the majority of which are taken from non-Jewish authors, and 

not covering a sufficiently large range of subjects necessary 

for Jewish worship."(62) 

The tremendous differences between the final product and 

the plans of the Conference to create a "traditional" 

hymn-book are striking. While evidence gleaned from the 

deliberations Of the c.c.A.R. is insufficient to totally 

explain this sudden change, it seems likely that the 
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corrections and suggestions of Dr. Gottheil to the final 

manuscript had a tremendous impact upon its outcome. The 

c.c.A.R. Yearbook of 1896 notes: 

Upon inspecting them we discovered that many of the 
original hymns had been withdrawn, and replaced by 
others for which new music had to be provided. 

Because "congregations anxiously awaited the publication of 

the hymnal, and confidently expected its appearance in the 

fall,"(63) there was no longer sufficient time to distribute 

the manuscript to the Conference as originally planned. Over 

the opposition of Dr. Wise, a committee of three was 

appointed to supervise the printing and distribution of the 

hymnal.(64) It appears, therefore, that the recommendations 

of Dr. Gottheil and the lack of time available to properly 

review the final manuscript were major factors in determining 

the contents of the hymnal. 

The Union Hymnal was at the press ready to be printed as 

of the 1897 Central Conference Convention. In a little more 

than nine months almost the entire first edition consisting 

of five thousand copies had been sold.(65) The new hymnal 

had been well received by the Reform congregations. 

The book has already found a place in quite a 
number of the largest and most prominent 
congregations inn the country, • • With a little 
exertion on the part of the members of the 
Conference every member of the Union of American 
Hebrew Congregations could be induced to adopt the 
hyrnnal.(66) 

Hymnal sales increased when the Conference in 1902 pledged 

that the book would not soon be revised, and in that way 
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assured the congregations that they might now safely invest 

in what was to be for several years the official Reform 

Jewish Hymnal.(67) The 1904 Conference added to the general 

acclaim for the 1897 Union Hymnal by explaining that: 

••• the growing popularity of the Hymnal, has 
already added materially in the uniformity of the 
song service of the American Synagogue.(68) 

Despite the popularity of the Hymnal with congregants and the 

general acclaim which the book received from the Reform 

rabbinical leaders, the 1906 Conference was the first to hear 

the call for a major revision of the 1897 Union Hymnal. The 

reasons for such a revision were presented as follows: 

Your committee upon examination of the Hymnal found 
many satisfactory features therein, yet also quite 
a number of texts and tunes that should not be 
found in a Jewish hymnal. There should be a 
decided improvement in the numbering of the hymns 
and in the index arrangement of the book and 
several sets of musical responses for the Hebrew 
prayers ••• Religious song is the language of God 
repeated in the sacred thoughts of man. Whether 
expressed in major or minor key, in lamentation or 
halleluyah refrain, the hymns of Judah shall awaken 
the loyal response in the hearts of the Judeans. A 
Jewish hymnal should by its hymns unite the hearts 
of the parents with the children, by it stirring 
sentiments of righteousness and godliness help the 
Jew to guard the way that leads to God. The first 
function then of the hymnal is to instill in the 
youth the spirit of awakening Jewish life, and a 
love of Jewish ceremony.(69) 

In addition, the Reformers set out to recapture a degree 

of congregational participation which they felt had been lost 

in the Reform service. "If in the Sabbath school, the hymnal 

is to awaken sentiment1 in the congregation it is to recall 
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and keep alive the Jewish spirit which can find fitting 

expression only in song and prayer."(70) Once again the 

Central Conference intended to produce a new hymnal which 

would be distinctly Jewish in spirit, in that it would 

include the traditional Jewish music and hymns "that are 

inspired by the great historic moments in Jewish life, 

Biblical and Post-Biblical, soul-stirring psalms, 

versifications of prophetic ideas and ideals that mark the 

universal aspiration of man and sing of the divine promptings 

of the Jewish spirit and faith in God."(71) 

The rabbis also sought to include in their new hymnal 

the "love of country" theme by including patriotic and 

nationalistic hymns so as to "evoke the civic virtues and 

patriotic devotion of the Jew to his native and adopted 

country, especially to America whose ideals and principles 

are so beautifully attuned to our religion of righteousness, 

justice, freedom, equality, and fraternity."(72) The new 

hymnal would also include the finest hymns drawn from the 

various hymnals published either in Europe or America so as 

to assure a new hymnal which would be "sound in religious 

thought inspiring in Jewish sentiment and beautiful in the 

harmony."(73) 

Thus for these reasons and more the Hymnal Revision 

Committee of the c.c.A.R. recommended a revision be made of 

the 1897 Union Hymnal. The new hymnal would feature clearer 

print, better and clearer indexes, larger pages, more hymns, 

and simplified services for Sabbaths, holidays, historic and 
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patriotic occasions.(74) This report by the Committee was 

adopted by the Central Conference Convention and hence a new 

Union Hymnal was definitely to be written and published. 

From 1907 to 1914 when the revised Union Hymnal first 

appeared the committee reported about every other year, at 

the Conference Convention, as to their progress. Once again 

they enlisted the aid of the Cantor's Association of America 

and established a committee of nine Conference members to 

work on the new hymnal. The rabbis of the Central Conference 

were requested to send in their suggestions of those hymns 

which, in their opinion, were most suitable, technically and 

theologically, to be included in the new hymn-book. 

An attempt to increase the Jewish content of the Union 

Hymnal is apparent in the 1914 second edition. Of the 226 

items in the second edition, more than 140, however, still 

make use of tunes derived from non-Jewish services--several 

of them adopted from Church Hymnals. "Some melodies are 

popular in all Churches, such as No. 97, which was first 

introduced into the Reform Temple by Jacobson. 11 (75) Of the 

40 traditional tunes listed as such, Idelsohn has shown that 

only 16 actually derive from traditional services.(76) In 

his authoritative text, Jewish Music, he has moreover 

contended that several of the melodies that actually deserve 

to be called traditional were so mutilated in the 1914 

edition as to be valueless for any student bent on learning 

the original character of the music. Idelsohn concludes his 

critique of the 1914 edition by noting: 
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Neither traditional modes nor motives of Jewish 
folk song have been utilized. The style of the 
hymns is that of the Protestant hymn, both in its 
melodic line and in its harmonization in four-part 
choruses. This procedure adopted also by the other 
Hymnals is detrimental for congregational unison 
singing as well as for an appropriate instrumental 
accompaniment. It leaves a dull and choppy 
impression.{77) 

Already at the Buffalo Conference in 1917, a committee 

recommended a revision of the 1914 edition, though it had 

been in use for only three years. At that convention of 

1917, the Committee on Synagogue Music presented an elaborate 

report, submitting an analysis of the hymn-book from a 

musical standpoint, and making suggestions as to which hymns 

should be retained or eliminated. During the ten years that 

followed, many efforts were made to subject the hymn-book to 

a complete revision. Not until the c.c.A.R. Conference of 

1930, however, was a revised manuscript of the Hymnal made 

available. At this Conference, the goals of the 3rd edition 

of the Union Hymnal were articulated: 

(1) To stimulate congregational singing. (2) To 
inspire Jewish devotion. (3) To revive the values 
of Jewish melody. (4) To make use of much of our 
neglected Jewish poetry. {5) To stimulate the 
writing of contemporary Jewish poetry. (6) To 
exclude, so far as possible, non-Jewish music and 
poetry. (7) To provoke in the children of our 
religious schools a love for Jewish poetry and 
song. {8) To encourage in the religious schools 
an earnest study of Jewish music and finally {9) 
To give to our American Jewish congregations such 
singable Jewish music as will make the worshiper 
feel at home in any synagogue of America. The 
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attention of this Conference has been called to the 
fact heretofore that none of the great sources of 
strength in the Protestant Church was its familiar 
hymns which were known from one end of the land to 
the other, and all of this gives us to submit to 
the Conference a hymn-book which we hope will 
become a precious possession of the American 
Synagogue, and to unite and solidify our Jewish 
congregations by a common knowledge of many 
favorite and worthwhile hymns.(78) 

The specific additions and deletions are outlined in the 

1930 Conference Yearbook. Of particular interest to this 

study was an examination of the term "hymnal" and its 

appropriateness for a Jewish collection of songs. After an 

etymological analysis of the word, the following 

recommendation is made: 

It seems to the Committee that the Biblical point of 
view ought to be revived in naming our manual of 
singing. We recommend to the Conference that "Union 
Hymnal" be used as principle title, but that "Songs 
and Prayers for Jewish Worship" be used as a 
subtitle. This title we believe not alone to be more 
Jewish, but also more descriptive of the contents •• • 

Despite the fact that the third edition attempted to 

include more Jewish components, the list of composers still 

included such men as Isaac Watts, William Couper, Robert 

Grant, Christopher Wordsworth and many others who were major 

contributors to Protestant hymnology. The tunes as well as 

the texts in the third edition were often taken directly from 

the Protestant church. Robert Stevenson, in his book 

Patterns of Protestant Church Music provides the following 

examples: 
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Examples of borrowings include Bach's setting of a 
Georg Neu.mark Chorale1 Handel's tune now associated 
with Nahum Tate's Christmas hymn, "While Shepards 
Watched Their Flock by Night", Hayden's tune now 
associated with 11 0 Worship the King", Felice de 
Giardini's tune "Trinity", now associated with 
"Come, Thou Almighty King 11 1 William Croft's tune 
"St. Anne", now associated with "Our God, Our Help 
in Ages Past."(79) 

The influence of Protestant hymnology, therefore, is easily 

identifiable in this third edition. 

At the same time, however, there are certainly more 

recognizable Jewish features in the third edition than there 

were in second and certainly in the first. Stevenson points 

out that: 

The third edition printed 267 English hymns in the 
main section (Part I): of these 267 approximately 
50, or one-fifth of the total, are hymns founded on 
traditional synagogal chants.(80) 

Another important addition to the third edition was a 

significant number of entirely new hymns. In his analysis of 

the Union Hymnal, Stevenson notes that of these new 

creations, a majority were written by Jewish composers or 

taken from Jewish sources. Christian sources were almost 

entirely avoided.(81) 

After its publication in 1932, there is little or no 

discussion of the Union Hymnal at the annual c.c.A.R. 

Conferences. The next reference to the hymnal is in 1934 

when the Committee on Synagogue Music notes in their report: 

It is the recommendation of the Committee that the 
Conference devise ways and means not only f or the 
popularization of the Hymn Book, but also for the 
stimulation of song and an appreciation of hymn 
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music in our congregational life.(82) 

In 1938, the Committee recommends to the Conference that 

"a continuing study of the Union Hymnal should be 

undertaken."(83) In order to accomplish this aim, it was 

suggested that a questionnaire be sent to the members of the 

Conference regarding the use of the Hymnal. 

The results of the questionnaire were presented to the 

Conference in 1942. According to a system devised by Dr. 

Werner, the following results are noted: 

Our hymns of Part I (267 in total) are classified 
as follows: (1) excellent, which consists of eight 
hymns, (2) good, which consists of forty-four 
hymns, (3) satisfactory, forty-nine, and (4) 
useable, seventy-four - which gives us a total of 
175 hymns to be retained. It finds 92 marked for 
elimination. The second part of the Hymnal 
consists of 21 excellent hymns, 21 good, 18 
satisfactory, and 13 useable, with no 
eliminations.(84) 

From this information, the dissatisfaction with the 

Hymnal, or at least large sections of it, are certainly 

discernable. This is also supported by the fact that the 

sales of the Hymnal were disappointing, as reported at the 

1943 Conference: 

We regret to state that our publications have not 
been selling as well as we had anticipated. The 
reasons may be varied and the blame has been widely 
distributed.(85) 

By 1944, interest is already expressed in a possible 

revision of the hymnal. It is noted in the report of the 

Committee on Synagogue Music: 
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For an eventual revision, it would be well to 
collect new hymn texts and tunes. The cumulative 
efforts will make the task of the editors of the 
Hymnal easier and the results more satisfactory, in 
the future.(86) 

At this Conference there is also a call for 

congregational singing which need not be limited to hymns 

alone. The need for the singing of "authentic" Jewish songs 

by volunteer adult or junior choirs is expressed. Noting the 

existence of Jewish folk songs of Jewish origin and Zimirot, 

the Committee issues a strong statement on behalf of 

authenticity: 

There is no need to continue the policy of 
borrowing tunes on the assumption that we are 
cultural beggars and imitators of our berths. We 
should sing our own songs with dignity, and we must 
strive to make these songs beautiful.(87) 

In 1945 and 46, the call for a revision of the Hymnal is 

voiced once again. In the 1946 Yearbook of the c.c.A.R. it 

is noted: 

The Hymnal calls for revision, but the proper 
utilization of the available material is more 
urgent. Unfortunately too little use is made of 
our hymns and the fault is less with the material 
than with apathy and incompetence. 

By 1950, the emphasis of the Synagogue Music Committee 

of the c.c.A.R. shifted to the creation of a Children's Hymn 

Book. Throughout the 1950 1 s the discussions of this 

committee centered around the compilation of such a 

Hymnal- Songster for young people. Ten years in the making, 
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the 1960 Conference Yearbook announces the release of the 

Union Songster. The 1960 Yearbook provides the details of 

the creation of this work. Again, the recommendation is 

made: 

Your committee, however, strongly urges that the 
Conference proved to the creation of a new edition 
of the Union Hymnal that will enhance adult 
worship.(88) 

By 1964, a formal recommendation was made by the 

Conunittee on Synagogue Music: 

We urge the Conference to take the necessary action 
which will enable the Committee on Synagogue Music 
to progress towards a revision of the Union 
Hymna~.(89) 

Conference Yearbooks throughout the remainder of the 

1960's contain reports of various attempts to create a song 

book for the adult congregation. The 1965 Yearbook notes: 

••• the Conference authorizes the preparation of a 
song book for adult congregational use during 
religious services. • •• The songbook is intended 
to be not merely another hymnal. The committee's 
goal is to raise the musical standards of our 
congregations. This is to be accomplished in two 
ways: (1) by encouraging the participation of the 
congregation in the musical portions of the 
worship, and (2) by educating the music specialist 
(cantor, choir, and choir director) with respect to 
musical sources through explanatory sections and 
bibliographies. 

The 1968 and 69 Conference Yearbooks speak of the 

creation of "a small booklet of hymns and responses for use 

in the pew, and a larger edition for the choir loft."(90) By 

1970, we once again hear of the new Union Hymnal. The 

Conunittee on Liturgy and Music reports in 1970: 
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A text of the new Union Hymnal, edited by Malcolm 
Stern and the Music Sub-corrunittee, has been 
submitted to the Executive Board. 

This is the last official reference to a revision of the 

Union Hymnal by the C.C.A.R. This document, despite the 

years Of discussion and preparation, was never to appear. In 

its place, the Conference called for a hymnal to accompany 

the new Gates of Prayer, as is noted in the 1973 Conference 

Yearbook: 

The committee has plans to develop a Hymnal to 
accompany Gates of Prayer, and is working in 
co-operation with the American Conference of 
Cantors toward that end. 

By 1976, we are informed that this project was near 

completion, as is recorded in the 1976 Conference Yearbook: 

Shaarei Shirah, Gates of Song, is now nearing 
completion. A project of the American Conference 
of Cantors, with Malcolm H. Stern serving as our 
representative, it will contain song texts printed 
together with the melodic line. A larger volume 
will offer full musical accompaniment for organists 
and choirs, both for Shaarei Tefillah and haarei 
Teshuvah. 

In 1977 a musical supplement to Gates of Prayer entitled 

Songs and Hymns appeared. This work includes the words and 

melody line for all the songs included in Gates of Prayer. 

This collection was not intended for use by the individual 

congregant, but rather as an aid for cantors and organists to 

encourage the singing of those hymns found in the Gates of 

Prayer. 
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Despite the claim in 1976 that Shaarei Shira was near 

completion, the Committee on Music reports in 1980 that the 

work was still continuing. 

It was reported that Shaarei Shirah, 
c.c.A.R. hymnal, has made progress. 
committee is doing the editing. Our 
no responsibility. 

the new 
A special 
committee has 

A presentation of musical selections from Shaarei Shirah was 

part of the program for the 1980 Conference as well. 

At the 1981 Conference, the Committee on Liturgy issued 

the following report concerning Shaarei Shirah: 

It was reported that the Publications Committee had 
voted not to authorize further funds for the 
publication of the Volume, but it appears likely 
that Transcontinental Music will be able to publish 
the volume instead. It was suggested that a 
complete selection of Ta-amei Neginah be included. 

In addition, the chairman of the Committee on Music made the 

following comments: 

The new c.c.A.R. hymnal is completely beyond our 
authority. Malcolm Stern was kind enough to keep 
us abreast as to what is going on, but it was 
obvious that we had no say as to its editing. 
Other matters were all of much less importance. 

The deliberation of the ncommittee on Synagogue Music" 

of the C.C.A.R. leave many critical questions unanswered. 

Despite official notification by the Conference in 1976 that 

the project was near completion, the musical companion to the 

Gates of Prayer, Shaarei Sherah as of this writing has yet to 

appe ar. What is the current status of Shaarei Sherah and how 

does one account for its delay in publication? 
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Rabbi Malcolm Stern, editor of the Union Songster and 

the C.C.A.R. coordinator of this project, was able to provide 

this author with some invaluable insights into these 

questions.(91) 

Many different factors contributed to the delay of this 

project. First and foremost, Rabbi David Polish, president 

Of the Conference from 1971-73, felt that the manuscript 

contained too much of the old and not enough of the new. It 

was during this period, from the early to mid-seventies, that 

contemporary Israeli music was beginning to exert a stronger 

influence upon liturgical music in the United States. The 

Israel and Chasidic Song Festivals in particular began to 

serve as an important source of Jewish synagogal music. It 

was recommended by Rabbi Polish that these new sources not be 

ignored in the compilation of the hymnal. In light of this 

suggestion, the contents of Shaarei Sherah were once again 

reviewed, setting back significantly its final date of 

publication. 

A second important factor in the delay of the appearance 

Of Shaarei Sherah was financial. As noted in the 1981 

Yearbook of the c.c.A.R. funds were not authorized for the 

publication of the hymnal. Generating the necessary funds 

for the completion of the project proved to be a major 

stumbling block to its ultimate publication. 

Finally, Rabbi Stern points to the bureaucratic delays 

of working in committee as a major cause for the delay of 

this critical project. This extended the time necessary to 
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complete the work several fold. Certainly example of this 

can also be noted in the creation of the 3rd edition of the 

Union Hymnal. 

Shaarei Sherah, the newest hymnal of the Reform 

movement, will be available for congregational use in late 

1986 or early 1987. 
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THE ROLE OF THE CHOIR 

Nowhere is the connection between the innovations 

instituted by Reform Judaism and its biblical and Talmudic 

precedent more pronounced than in the introduction of the 

choir to the Jewish worship service. A clear understanding 

Of the role of the choir in the American Reform Synagogue 

initially requires, therefore, an examination of its biblical 

and post-biblical roots. 

The first choir mentioned in the Bible was the one 

organized by the Levites for the Temple service, to be 

accompanied by musicians. Our primary resources for a 

description of the function of the levitical chorus are the 

Book of Chronicles and the Talmud. Both documents provide an 

in-depth look at the nature of this important biblical 

institution. 

The singers were admitted into the levitical choir when 

thirty years old (I Chronicles 23:3).(1) This means that 

only when they reached this mature age, could they become 

full fledged members of the levitical guild of singers. The 

mere fact that the singers were admitted at this relatively 

late age, and that they were then called "skillful" (Hebrew 

/'? ~ "experts"1 I Chronicles 25:7), suggests that their 

years of schooling must have been long and arduous. 

Otherwise they could easily start their professional career 

at the age of twenty-five or even sooner. 
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They served twenty years, until they reached the age of 

fifty, when the vocal qualities of a singer generally start 

to decline.(2) Prior to their admittance, they had to pass a 

five year apprenticeship.(3) Such a relatively short period 

of preparation (beginning supposedly at the age of 

twenty-five) appears inadequate in view of the fact that the 

Israelites maintained at this time an oral tradition in their 

music. Therefore, the levitical singers had to memorize the 

entire voluminous and complete musical ritual in order to 

master all of its details. To achieve this goal, the actual 

training must have been considerably longer than the 

prescribed five years, and thus was boWld to start at a much 

earlier age, most probably in childhood. This is proven by 

the Mishnah r 

None that was not of age could enter the Temple 
Court to take part in the (Temple) service save 
only when the Levites stood up to sing1 and they 
(the children) did not join the singing with harp 
and lyre, but with mouth alone to add spice to the 
music. R. Eliezer b. Jacob says: They did not 
help to make up the required number (i.e. twelve 
Levites standing on the Platform), nor did they 
stand on the PlatformJ but they used to stand on 
the ground so that their heads were between the 
feet of the Levites1 and they used to be called the 
Levites tormentors. ( f' I~;') ·-,~ 3) ( 4 ) 

,.,{.., '">''.} is a play upon words discussed by Rashi. The 

assonance with ,.,f~ ·~1D, "assistant or helper," has given 

rise to the interpretation that the little singers, owing to 

their vocal quality ("to add spice to the music"), may have 

annoyed the adult singers, leading to jealousy.(5) Thus, the 

levitical singers might have considered "the little ones" as 
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dangerous competition. 

To be sure, the rabbinic references to the use of 

boy-singers in the levitical choir imply the practice of the 

Second Temple1 it is safe to assume, however, that the usage 

had already been instituted in the First Temple. Without an 

appropriately long training, the high artistic level and 

famous musical precision of the levitical performances, 

repeatedly attested in the Book of Chronicles, could not have 

been achieved. 

One aspect of the levitical choir which remains 

controversial and concerning which there is not unanimous 

agreement is the role of women in its ranks. This discussion 

was to have particular importance for the early advocates of 

reform, for it was upon their insistence, based on biblical 

proof texts, that women did participate in the levitical 

choir that they justified their inclusion of women in their 

own contemporary choirs. This issue, along with the question 

as to whether gentiles were allowed to sing in the synagogue 

choir, were to become the two primary concerns of the shapers 

of Reform religious practice over the years. 

Alfred Sendrey and Mildred Norton are proponents not 

only for the active role of women in ancient Hebrew music but 

for the inclusion of women in the levitical choir as well. 

In their book David's Harp, they point to Miriam as the 

protype for women's participation in early Hebrew rituals. 

Not only did she lead the women in song and dance after the 

Israelites successfully crossed the Red Sea, but led the 
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people in ceremonies of song during their desert wandering, 

which was a customary function of women.(6) 

In addition to Miriam, Sendrey and Norton also make note 

Of the prophetess Deborah's contribution to ancient Israelite 

song.(7) Upon the defeat of the Canaanite chief Sisera, the 

people call to Deborah: "Awake, awake DeborahJ awake, with a 

song." (Judges 5:12). Deborah herself said: "I, unto the 

Lord will I sing." (Judges 5:3). 

Based on the thesis that women were never excluded from 

the musical life of ancient Israel, Sendrey and Norton then 

go on to argue for the inclusion of women in the levitical 

choir: 

Although we know little about their role, there is 
good reason to believe that women also took par t in 
the musical service, a case in point being the 
three daughters of Heman who were mentioned in the 
Chronicles along with his fourteen sons. It may be 
that the daughters served in the vocal ranks, since 
the passage states that "they were all under the 
hand of their father for song."(8) 

The authors also note the reference in Ezra and Nehemiah 

to "singing women."(9) In addition to pointing out that 

"these were probably secular singers who went along to help 

lighten the hardships of the long journey,"(10) they add the 

following argument: 

The chronicling Israelites were primarily concerned 
with matters affecting the religious cult, and 
their reference to such a group of singers suggests 
that these may have been drawn from extra Levitical 
reserves for the sacred service, prepared in 
Babylon against the possibility that the sons of 
Asoph might not survive the exile in sufficient 
numbers. If this were the case, then the 
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statements of Ezra and Nehemiah would support the 
theory that women participated in the Levitica1 
choirs from the beginning and even, for a time at 
least, in the Second Temple.(11) 

In a final attempt to prove the participation of women 

in the levitica1 choir, Sendrey and Norton turned to 

eighteenth century Biblical scholarship. They conclude by 

quoting the French scholar, Augustin Calmet : 

In the Temple and in religious ceremonies, female 
musicians were found as well as male musicians. As 
a rule these were the Levites daughters ••• The 
Chaldean version of Ecclesiastes , in which Solomon 
says that "He got for himself men singers and women 
singers," indicates female musicians in the 
Temple.(12) 

A. Z. Idelsohn takes exception to Sendrey and Norton's 

conclusion concerning the role of women in the levitica1 

chorus. Despite their prominent role in ancient Israel, 

Idelsohn argues that "participation of women in the Temple 

choir is nowhere traceable."(13) In reference to the ./\i-,-,je/V 

or "Women Singers" mentioned by Sendrey and Norton, Idelsohn 

points out: 

The statements recorded in Ezra and Nehemiah 
reflect the secular musicians of the noble families 
who possessed among the 7,337 servants some 200 or 
245 male and female musicians. No reference is 
made to their being Levites, i.e., of the 
traditionally sacred cast of musicians.(14) 

Idelsohn further strengthens this point by noting the 

following statement from Pirke D'Rabbi Eliezer, Chapter XVII: 

Rabbi Meir said : "the singing men" refer to the 
Levites, who stood upon the platform singing1 "and 
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the singing women" refer to their wives. Rabbi 
Simeon said: These terms do not refer merely to 
the Levites and their wives1 but to the skilled 
women ••• 

As pointed out earlier, early Reform polemics supporting 

the role of women in the synagogue choir, utilized many of 

these same arguments. In an editorial in the American 

Israelite entitled "The Singing of Ladies in the Synagogue," 

the Rev. Dr. Eckman utilizes the reference to Ji 7>i~;., in 

Nehemiah 6:67 and the three daughters mentioned in I 

Chronicles 25:5 to argue in favor of the inclusion of women 

in the choir. He concludes by stating: "If authority is 

required, is the following not conclusive?"(lS) (With 

reference to the above examples). 

The Rabbis, after the destruction of the Second Temple, 

issued a decree prohibiting all instrumental or vocal music, 

as a sign of national mourning: "The ear that listens to 

music should be (barren) deafJ any house where there is song 

should eventually be destroyed."(16) While no choral singing 

was formally permitted, we find that as early as the third 

century the Sheliach Tzibbur (messenger of the congregation), 

an honorary precentor who performed all parts of the liturgy 

supported by the worshippers' responses, was assisted by two 

helpers, called "tomechim" or "mesayim" who aided him 

whenever necessary in remembering the prayers.(17) 

A. W. Binder, in agreement with Idelsohn's theory 

concerning the function of the "tomechim", reaches the 

following significant conclusion: "The 1 tomechim 1 probably 
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often joined in singing the prayers and thus became the 

foundation for the synagogue choir that was developed in 

later centuries."(18) 

"The first account of what might be referred to as a 

professional choir is to be found in Sefer Yuhasen, which 

describes the installation of the Exilarch in the ninth 
4' century: 

The Hazan intoneSJ..- "-e P·l?,..J, the choristers respond 
to each sentence with i1cJP ·I I?;:?>. When the Hazan 
begins the ?'d 'Ji:V....s..v(ps.92), the choristers respond 
by singing _..>1i;i1">d p1-cwhere upon the entire 
congregation recite the entire ~~#~ 111/ot:J' to the 
end. The Hazan then intones 1n b ...... ..vvand the 
young choristers respond by singing ..-?.V~ 

0

-"'I<- ,i_?PJ-. • 

From here the Hazan recites one sentence and the 
singers respond with the next one and so forth up 
to the Kedushah (of the ?.7 /·before t! • /'). The 
congregation recites the Kedushah in a soft voice, 
and the choristers sing it aloud. Then the young 
me~ are silent and the Hazan alone continues until 

,,_.., ~, ."!: rt' at which all rise for the Amida. In the 
loud repetition of the Amida and Kedushah, the 
choristers respond regularly until the end of the 
~ .;J? ,) -../' :> 1 ;> ., ~ ,.:; i'" l.1..-J ., and thereupon the Hazan 

ends.(19) 

This is, according to noted Jewish musicologist Eric Werner, 

the "earliest account depicting the performance of a choir in 

addition to that of a professional Hazan and the traditional 

responses of the congregation."(20) 

Despite the rabbinic ban on all types of music referred 

to above, vocal music was to become a central feature of 

synagogue worship as illustrated above. R. Hai Gaon ws to 

further state that the ban referred only to Arabian love 

songs.(21) Maimonides also was to permit the choir to sing 

in God's praise at the synagogue and at all religious 

toasts.(22) 
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The modern synagogue choir owes its origin to the spirit 

Of the Italian Renaissance. "So far as we know, the first 

synagogue singing which made use of a number of voices, 

singing with some pretensions to artistry, was in Italy"(23) 

in the early 17th century. 

Even in this center of the Renaissance, where more and 

more Jews were participating in the musica1 life of the 

country, innovations in the standard worship service were met 

with considerable opposition. Despite this fact, under the 

influence of the Renaissance, many synagogue throughout Italy 

attempted to introduce choral singing in their services, 

according to "musical science," i.e., harmony.(24) The 

famous musician Salomone Rossi, at the suggestion of Rabbi 

Leon of Modena (1571-1648), set various Psalms to music and 

composed several pieces for choirs of three to eight voices. 

These compositions are void of any Jewish characteristics, 

and are modeled upon the art music of its day. 

This innovation did not go unnoticed. It received a 

tremendous amount of criticism from rabbis and communities. 

In his introduction to Rossi's collection of Psalms, 

entitled Hasirim Asher Lishlomo - The Songs of Solomon, 

Rabbi Leon of Modena further defends the introduction of the 

choir to the synagogue service: 

I am convinced that from the moment of its 
appearance this work will spread the taste for good 
music in Israel, to praise the Lord. Among us 
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people were to be found--of this there is no 
doubt--those who infallibly resist all progress and 
who will also resist these songs which are beyond 
their understanding. I therefore consider it 
advisable to refer to the answer to a question put 
to me when I was still Rabbi at Ferrara1 all the 
great scholars of Venice agreed with me. I 
demonstrated that there is nothing in the Talmud 
which can be cited against the introduction of 
choir-singing into our TemplesJ and that was 
sufficient to close the malevolent mouths of the 
opponents. Despite all they can say, I put all my 
trust in the honour and nurture of song and music 
in our synagogues, to extend these things and to 
make use of them, until the wrath of God is turned 
away from us and He builds His Temple again in 
Zion, and commands the Levites to perform their 
music, and all singing will be happy and joyful 
again, not as it is to-day, when we sing with heavy 
hearts and in anguish of spirit for the pain of our 
dispersion. ( 25) 

The matter was finally submitted to the rabbinical 

assembly in Venice, where the opposition argued that "joy and 

song in the Synagogue had been prohibited since the 

destruction of the Temple."(26) The assembly decided in 

favor of the innovation. "One member of the assembly, Rabbi 

Benzion Zarfati, stated that in his youth, when he was 

studying in Padua, he used to join in singing in the choir in 

the synagogue."(27) 

Despite these innovations, the synagogue in general was 

not yet ready to accept the choir. It would be another 200 

years before the choir would become an accepted part of 

Jewish worship. 

As noted in previous chapters, the Emancipation brought 

in its wake numerous attempts to reform the synagogue 

service. The first successful reformer was Israel Jacobson, 

whose innovations in seesen served as a catalyst for future 
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synagogue reform. 

These early reforms consisted primarily of a sermon in 

the vernacular, the singing of hymns, and the introduction of 

a choir with male and female voices to the accompaniment of 

an organ. This period was to witness the professionalization 

of the synagogue choir. Once limited to two male voices 

singing with the cantor, the choir now took on a new 

identity. A group of at least four male or mixed voices now 

attempted to present the synagogue service in an artistic 

fashion. Being able to read music and attend regular 

rehearsals now became requirements for participation in the 

synagogue choir. 

The first legitimate attempt to introduce a choir with 

four parts was made by Israel Levy (1773-1832), one of the 

outstanding synagogue singers of his day. Known among other 

chazzanim as Israel Glogow and later as Reb Yisrael Fuerth, 

Levy was also versed in the classical music of his day and 

Played several musical instruments. In addition to being the 

first to introduce a modern four-part choir, Levy also 

"attempted to introduce into the service the style of the 

classicists of his day."(28) 

Despite his great talent, most of his endeavors towards 

reform did not survive. This role of innovator was to be 

left to Solomon Sulzer in Vienna and Louis Lewandowaski in 

Berlin. A theory as to why this great talent had such little 

impact upon the modern synagogue is proposed by Idelsohn: 

••• Levy was an extremist1 as we see from his 
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compositions, whose effort was to break with the 
past and tradition and to introduce entirely new 
tunes--an effort in line with the general attempt 
to do away with the old Jewish life and create an 
entirely new Jew and Judaism.(29) 

Solomon Sulzer, known as "the father of modern hazzanut 

and synagogue music 11 (30) became hazzan of the Vienna 

synagogue in 1826. Possessing an outstanding voice and a 

Well-rounded education in the secular music of his day, 

Sulzer was engaged to modernize the music of the Vienna 

synagogue as well as "to maintain the unity of its members, 

and therefore to avoid every extreme reform which might cause 

a split such as had occurred in Germany. 11 (31) 

Sulzer's guidelines in achieving this most difficult 

goal is best expressed in his own words: 

In the first place, it behooves us to fight the 
opinion that the regeneration of the service can be 
materialized only by an entire break with the past, 
by abolishing all traditional and inherited, 
historically-evolved liturgy. To limit the entire 
service to a German hymn before and after the 
sermon, to give a certificate of divorce to 
tradition, was the intenti on of those who 
instigated the ill-fated reform in Hamburg and 
Berlin •••• But to me it appeared that the 
confusion of the Synagogue service resulted from 
the need of only a Restoration which should remain 
on historical ground1 and that we might find out 
the original noble forms to which we should anchor, 
developing them in artistic style. The old 
generation should recognize the familiar and 
endeared element, while the young generation should 
be educated to the appreciation of it. Jewish 
liturgy must satisfy the musical demands while 
remaining Jewish1 and it should not be necessary to 
sacrifice the Jewish characteristics to artistic 
forms. The principle was •to unite the heart of 
the fathers with that of the children, and to win 
ambitious youth for the sentiments of the old 
generation •••• '(32) 
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Sulzer was admired and respected by the entire Jewish 

world Of his day. He was sought out by many cantors, and his 

musical opinion was in great demand. It was his ultimate, 

lifelong aim "to raise hazzanut to a high level of dignity 

and art."(33) 

The accomplishments of this great musical genius are 

summarized by Idelsohn: 

(1) His form of expression distinguished itself by 
a brevity and conciseness similar to the ancient 
Hebrew style. 

(2) No lyrical melodies of playful character 
occur, his melodic line always being serious and 
dignified. 

(3) He was the first to base the Synagogue sing on 
classical harmony and style. 

(4) He further introduced the regular four part 
singing, consisting of boys (soprano and alto) and 
men (tenor and bass). In this innovation, however, 
the above mentioned Israel Lovy preceded him by 
inaugurating four part singing in the newly built 
Temple in Paris in 1822.(34) 

What Sulzer accomplished for the Austrian synagogue, 

Louis Lewandowaski did for the German. Greatly influenced by 

Sulzer and Mendelssohn, Lewandowaski greatest talent was "his 

tasteful and skillful re-shaping of old material in modern 

forms."(35) 

Lewandowaski became choir director of the New Synagogue 

in Berlin in 1864. It was at this time that Lewandowaski 1 s 

musical genius began to blossom and his reputation spread. 

It was also at this time that he composed his first two works 

of liturgical music, "Kol Rinnah" (Sabbath services) and 
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"Todah V'Zimrah" (holiday services).(36) 

Despite whatever criticism one might bring to their 

musical style, the choral music and arrangements of Sulzer 

and Lewandowski were soon to find their way across the ocean 

and find home in many Reform synagogues in the 19th century. 

Even to this day, much of their music has remained a staple 

in the repertoire of the American Reform synagogue. 
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The Choir in the American Reform Synagogue 

The first synagogue choir in the United States is 

credited to Shearith Israel in New York. A congregational 

chorale of "fifteen ladies and ten gentlemen" prepared by the 

musically gifted Jacob Seixas participated in the special 

dedicatory service of the second Mill Street Synagogue in 

1818. Two women and three men in the choir were members of 

the Seixas family, and the general effect of this specially 

organized choir was "strikingly impressive."(37) 

This first choir was formed solely for the dedication of 

the new synagogue building. After the ceremony several young 

men of the choral group turned to the Board of Trustees of 

Shearith Israel with the suggestion that they form a singing 

class to improve congregational singing.(38) 

Some of the problems seen by the committee discussing 

the choir included possible jealousy or resentment. They 

admonish that a whole congregation should never rely on the 

gratuitous services of any number of persons.(39) Despite 

these objections and the feeling "that choral singing would 

be a break with the traditions of the synagogue,"(40) the 

"innovation proposed was adopted by the Trustees of Shearith 

Israel in a tentative and modified form:"(41) 

Your committee are therefore of opinion, that it 
would be expedient to grant the request in a manner 
as we conceive is contemplated by the association, 
whom they are convinced never considered it in the 
light that your committee have. They are, however, 
of the opinion that the association may do great 
good, and for that purpose invite them to commence 
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their rehearsals without delay, with a full and 
entire understanding that any member of the 
congregation, may attend the same, join therein, as 
we11 as in the Synagogue, under such rules and 
regulations as shall be adopted. We shall thus 
acquire a harmony in singing and give a general 
solemnity to our service, offend none and prevent 
anything like discord in shoal •••• (42) 

In 1825, the same Jacob Seixas participated in the 

dedication of Mikveh Israel's new synagogue building in 

Philadelphia, in a choir of five people. The event is 

described in a letter from Rebecca Gratz to her brother 

Benjamin.(43) In the same letter members of the choir are 

identified, "• •• you will wonder where 'these sweet singers 

of Israel' were collected from. The leader, teacher, and 

principal performer is Jacob Seixas and his female first 

voice his sister Miriam ••• "(44) 

Although the efforts of Jacob Seixas appeared to produce 

a choir of high musical standards, the conservatism of 

Shearith Israel did not result in choir participation in the 

synagogue service. The first regular synagogue choir in New 

York was organized at Temple Emanu-El in New York. This 

choir, organized in 1845 by G. M. Cohen,(45) was a male choir 

comprised of volunteers. Compensation for participation was 

free membership, and for children a suit was given yearly as 

a gift from the congregation.(46) 

In 1846, it was decided to use the music of the Temple 

at Munich(47) and in 1850 a copyist was engaged to write out 

the musical compositions of the Hamburg Synagogue.(48) When 

Isaac Meyer Wise heard this choir in 1846 he remarked, " ••• A 
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boy's choir, reinforced by a few men's voices, and a cantor 

with a weak tenor voice, sang some compositions of Sulzer as 

poorly as in a village synagogue1 but dignity and decorum 

ruled ••• "(49) 

In 1849 the Second synagogue choir was organized at 

Congregation Anshe Chesed in New York. Originally 

constituted to sing at the dedication of the synagogue's new 

building, this group of sixteen men and women and eleven 

children began to sing every Sabbath thereafter.(50) Under 

the leadership of Leon Steinberger, a hazzan from Warsaw, the 

choir achieved a very professional stature. Copies of 

Sulzer•s "Shir Zion" were procured and Steinberger provided 

musical training for the children that was "in line with 

Present day methods in teaching music."(51) Compensation for 

choir members was similar to that of Temple Emanu-El. Some 

participants were given a regular salary, while most received 

free seats or membership.(52) 

The choir, however, was not without its problems. With 

its growing sense of professionalism, choir members with 

excellent voices demanded regular increases in salary. 

Participants requested compensation for expenses incurred in 

their work. There was a significant increase in the turnover 

of choir members. To deal with all the difficulties related 

to the choir, a special committee was formed whose job it was 

to oversee all of these questions.(53) 

The controversial issue of a mixed choir seemed to 

receive little attention at Anshe Chesed.(54) The only 

-109-



I 

I 

indirect reference to this question in the minutes of the 

congregation is pointed out by Hyman Grinstein: 

The only reference to the legal point involved 
occurred when Jonas Hecht, the second hazzan, who 
sang with the choristers, was asked to leave the 
choir because "complaints had come forward to the 
effect that it was not proper of the hazzan to sing 
with the ladies in one choir and to run in and out 
twice during the service." The complaint about 
Hecht's running in and out twice during the service 
undoubtedly refers to his making his way up to the 
choir loft after officiating, first, at the Pesuke 
de-Zimrah and, later, at the reading of the Torah. 
Mr. Hecht's reply to the complaint stated that "the 
singing by the hazzan with the ladies in one choir 
was not prohibited by our Jewish laws but that the 
singing of ladies itself was not in accordance with 
the rites of the Jewish religion." The distinction 
made by Hecht does not seem to have impressed the 
board, for, in the fall, after the consultation 
with the membership, the trustees ordered Hecht 
moved from the list of choirsteers.(55) 

Anshe Chesed now joined Emanu-El as the only 

congregations during this time to permit choirs of male and 

female voices. As noted earlier, Shearith Israel still only 

allowed a mixed choir to perform at special occasions, such 

as the dedication of a new synagogue. 

The third choir to be organized was at B'nai Jeshurun in 

New York. "In 1855, Hazzan R. Herman trained a paid choir 

consisting of men and boys only."(56) Relying primarily upon 

the works of Sulzer and other unnamed composers, the choir 

performed on Friday night as well as Saturday morning. The 

New York Daily Times in 1856 referred to B'nai Jeshurun's 

choir of men and boys as "a novel feature in the religious 

services of the Jews in this city."(57) 

The establishment by 1857 of choirs at Emanu-El, Anshe 
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Chesed and B'nai Jeshurun was to begin to influence Shearith 

Israel as well. An advertisement was placed for a permanent 

choir master. Despite this first bold step towards 

innovation, the trustees still "did not approve of a choir 

for this congregation."(58) It took over thirty years of 

experimentation and questioning, but eventually a choir of 

men and boys became a permanent fixture of the worship 

i service at Shearith Israel.(59) 
i 

The minute books of Baltimore Hebrew Congregation from 

1863 provide valuable insight into another painful problem 

faced by many congregations: the organization and 

maintenance of a choir. 

It becomes our painful duty to notify you that in 
consequence of the want of volunteer support to the 
choir, we cannot continue without material aid. At 
first it was our pleasure to offer the services in 
the capacity of choristers impressed as we were, 
with the importance of such an improvement to the 
service, and we have endeavored to sustain the 
choir to this time with all the support our 
individual exertions could afford. But from the 
first serious difficulties surrounded it from the 
fact that female voices must be dispensed with and 
their places supplied by boys1 these who cannot 
control nature and at reaching fifteen years of age 
their voices crack, and also the fact that we 
cannot find even one voice of sufficient strength 
to be relied on in the production of new songs or 
difficult passages. To obtain volunteer tenors to 
supply the first singer was equally impossible. We 
are at last obliged to turn to the board for 
advice.(60) 

Signed by the members of the choir. 

It was not until January 12, 1870, that any decisive 

steps were taken concerning this problem. One may learn from 

the perusal of the minutes that this problem had been batted 
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back and forth for a number of years. It is a slow, tiring 

experience of arguments pro and con before changes were 

finally accepted. In 1870, however, one notes a decided step 

towards the Reform movement. The committee which had been 

appointed on October 4, 1869 to consider in what ways the 

ritual and service could be altered to allow for a more 

Pleasant atmosphere, submitted its report. In addition to 

various liturgical changes, the following is recommended 

concerning the choir: 

The organization of a choir either composed of male 
or mixed voices. The congregation at very 
considerable expense has endeavored to sustain a 
choir of male voices only but after a fair trai1 
have failed in giving such satisfaction as the 
congregation had a reasonable right to expect, and 
we have no doubt a choir composed of male and 
female voices would prove much less expensive and 
give more general satisfaction ••• (61) 

A strange turn of events concerning the role of the 

choir is to be found in the early history of Bene Israel 

Congregation in Cincinnati. Founded in 1824, the 

congregation dedicated its first bui1ding on September 9, 

1836. The following description is provided of that 

dedication ceremony: 

Mr. David I. Johnson officiated on the occasion, 
and chanted the consecration service1 he also led 
the choir of singers, supported by a band of musicJ 
the choir consisted of about twenty of the ladies 
and gentlemen of the congregation. Who did not 
enjoy supreme delight and heavenly pleasure, when 
the sweet voices of the daughters of Zion ascended 
on high in joyful praises to the great Architect of 
the universe on the glorious occasion of dedicating 
a temple to his worship and adoration? ••• The 
ceremonies and service being concluded, an 
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appropriate address was delivered by the Parnass, 
Mr. Joseph Jonas. The Sabbath evening service was 
then solemnly chanted by Mr. David I. Johnson, in 
which he was again harmoniously supported by the 
vocal abilities of the ladies and gentlemen of the 
choir ••• (62) 

As the years passed, the congregation grew steadily and 

soon it became evident that their present quarters were not 

adequate to accommodate its larger membership. A new 

structure was dedicated on the corner of Sixth and Broadway 

in 1852. An interesting incident took place at this time, 

when it was suggested that a mixed choir should be employed 

to enhance the beauty of the dedication ceremony. Very 

heated discussion followed and it was decided to dispense 

with female voices. This decision to dispense with the 

female voices came as a surprise, in light of the following 

observations by Joseph Jonas, a founder of the congregation: 

The original founders of our congregations were 
principally from great Britain and consequently 
their mode of worship was after the manner of the 
Polish and German Jews1 but being all young people 
they were not so prejudiced in favor of old customs 
as more elderly people might have been and 
especially as several of their wives had been 
brought up in the Portugese congregations. We 
therefore introduced considerable choral singing 
into our worship, in which we were joined by the 
sweet voice of the fair daughters of Zion •••• (63) 

As Jonas goes on to explain, this step can only be understood 

if we consider the fact that in later years a large German 

element had filtered into the congregation and managed to 

suppress these early reforms and instead institute customs 

that were prevalent in their birth places. This German 
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element that adhered to strict Orthodox tendencies retarded 

what might have been an earlier identification with the 

Reform movement.(64) 

In addition to the issue of a mixed choir of male and 

females, the other dominant question facing Reform 

congregations was the participation of non-Jews in their 

choir. The question posed here by Kaufman Kohler in 1903, 

could still be asked eighty years later: 

A far more important question than that raised by 
the employment of female choristers is whether 
non-Jewish choristers of either sex should be 
engaged in a Jewish synagogueJ whether the most 
sacred parts of the service should thus be sung by 
persons unable to enter into the spirit of the 
religious community which they represent. It is 
greatly to be deplored that this question has never 
received the serious consideration on the part of 
modern congregations which it really deserves.{65) 

This was not the first attempt, however, to address this 

most sensitive issue. The American Israelite of December 28, 

1888, in its editorial section attempts to provide a textual 

response to those whose question the participation of 

non-Jews in a synagogue choir. After refuting textual 

questions, the editorial concludes with the following 

practical concern: 

We can get no Hebrew singers, ladies excepted, 
because the Jewish young men, you know, have other 
pursuits ••• 

The polemics on both sides of this controversial issue 

were wide-spread. The American Hebrew, in its issue of 

Friday, June 23, 1911, printed an editorial calling for the 

-114-



removal of all non-Jewish participants in the religious 

service. 

The form of worship in Reform synagogues has 
frequently been criticized as theatrical. We 
believe that this ground of criticism can be 
largely removed by the exclusion of all but Jewish 
participants in the service. Is it not worth while 
for one of our leading metropolitan congregations 
to make the experiment?(66) 

In its issue of July 7, 1911, the American Hebrew 

published many of the responses to its editorial comment. 

Reactions could be found both favoring and rejecting the 

Papers editorial stance.(67) 

• • .It is a grave error to make birth the standard 
of sincerity. To reject non-Jewish singers on such 
grounds alone is evidence of the very narrowness 
and prejudice against which we so justly and 
persistently contend ••• It is a most commendable 
approach to that ideal to have sincere persons 
sing, whoever they may be. 

Henry Berkowitz 
Philadelphia, June 27, 1911 

• •• Musical ability should be the sole criterion. 
The religious views of the individual forming a 
choir have as much weight in considering the 
purpose for which they are employed as the color of 
their eyes ••• There is no reason why an Adon Olarn 
Of Sulzer or Lewandowski should not be as well sung 
by a Catholic as a Kyrie Eleisin by a Jew. • • 

c. W. Rubenstein 
Baltimore, Maryland 

The American Hebrew is to be commended for its 
stand in this matter. The employment of gentile 
singers by Jewish Congregations - some of which 
consider themselves conservative - is an 
unmitigated evil and a sign of the general 
degeneracy of our religious life ••• 

Rabbi Joel Blau 
Brooklyn, New York 
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The definitive Reform position concerning gentile 

singers in Reform Worship services is addressed by Rabbi 

Solomon Freehof in his book Refonn Jewi sh Practice. Here 

Rabbi Freehof analyzes this problem from the viewpoint of 

Jewish law. He notes that the question of gentile singers in 

a Jewish prayer service is not debated in traditional 

rabbinic literature1 the question never arose. The responsa 

literature deals with the question of inviting Christian 

musicians to entertain in the synagogue at a wedding, in 

honor Of bride and groom, which was regarded as a "mitzvah." 

Many rabbinic authorities permit the entertainment of bride 

and groom by Christian musicians even on the Sabbath, 

although there are opposing opinions.(68) Rabbi Freehof 

concludes his analysis by noting that "the recitation of 

traditional Hebrew blessing by a Gentile was not at all 

repugnant to Jewish law."(69) Therefore, within Reform 

circles the singing of a gentile in a worship service is 

acceptable. 

Despite this "official" position, the presence of 

gentile singers in Reform choirs remains troublesome for 

some. Isadore Freed addresses this concern in his article 

"Jewish Musical Style in Today's Choir Loft. " Freed askss 

"Is it possible for the gentile organist or singer to acquire 

a feeling for the subtle nuances of style which separate 

Jewish music from church music? Is it all possible for the 

non-Jewish participant to assimilate the characteristics of 
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Jewish style so that his music has an authentic quality? .. (70) 

Freed, like many of those responding to an editorial in 

the American Hebrew a generation earlier, believes that 

arnusical style is not a matter of blood or birthJ it is a 

matter of conditioning and cultivation ••• Jewish style is 

not a mysterious force with a locked-in secret. It is a 

combination of melodic, harmonic, rhytlunic and emotional 

elements which one gets to recognize through contact with 

them."{71) For Freed, the answer to the question of the 

non-Jew in the choir lies not in his banishment, but in 

education and exposure to Jewish liturgical music. The 

specifics of his proposal are outlined in his article. 

Alongside the hymnal and organ, the choir has evolved 

into one of the primary modes of musical expression in the 

Alllerican Reform synagogue. With roots dating back to the 

levitical choir of the ancient days, it allows for the free 

participation of women as well as the non-Jewish professional 

chorister. The conclusion of this work will analyze further 

the role of the choir in the ongoing "Participation vs. 

Performance" debate in the Reform worship service and its 

relationship to the organ and hymnal. 
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CONCLUSION 

This analysis set out to provide further insight into 

two primary questions: (a) what is the relationship between 

the three modes of musical expression discussed in this work 

and the ongoing "Participation vs. Performance" debate in the 

Reform worship service and (b) to what extent does the 

introduction of the organ, hymnal and choir into the 

synagogue service represent conscious modeling of dominant 

Christian culture, and to what extent does it reflect 

authentically Jewish modes of expression? Now that the 

proper historical context has been provided, these critical 

questions can begin to be answered. 

One significant factor discussed in this analysis which 

laid the groundwork for the "Participation vs. performance" 

debate was a growing sense of professionalism in synagogue 

life. The roots of this trend are already noticeable in the 

institution of the Hazzan - the first professional musician 

in Jewish life. The tension between the "performance" of the 

hazzan and the traditional worship service, based on the 

participation of the congregation under the leadership of the 

l·/ P 3 ll' fr or precentor, was already evident in the synagogue 

of the late Middle Ages. The movement towards 

professionalism and performance was further enhanced by the 

spirit of the Italian Renaissance in the early seventeenth 
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century. With the development of more complex musical forms 

and the use of harmony, synagogal music slowly became the 

domain of those who possessed the proper musical training and 

knowledge. The seeds of the conflict between "performance" 

and "participation" had been sown. 

The early movement towards reform, with its emphasis 

upon the decorum of the worship service, further exacerbated 

the schism. The development of professional choirs in Reform 

synagogues, designed to enhance the beauty of the worship 

experience, put still more distance between the pulpit and 

the pew. The hiring of non-Jewish voices then added to the 

"performance• aspect of the worship service. Contracts now 

symbolized the dominance of the professional in Jewish 

synagogal music, and with it a strong emphasis upon 

performance. 

The Union Hymnal of 1897 was the first official response 

Of the Reform movement aimed at balancing "performance" and 

•participation." As we learned from our sources, however, 

the hymnal, both in its original and revised versions, never 

adequately dealt with the problem. A vast majority of its 

contents could not be sung by the average congregant. The 

hymnal became an indispensable tool of the professional 

organist and choir. 

The tension between "participation" and "performance" 

has evoked much dialogue over the years amongst the leaders 

of the Reform movement. Eric Werner, in his article in the 

c.c.A.R. Journal of January, 1966 entitled, "What Function 
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has Synagogue Music Today?", addresses this dilemma directly. 

He asks: "To what extent should the congregation be an 

active particpant and/or passive recipient or listener?" 

According to Werner and others like David Gooding,( ! ) one 

must strike a balance between what Werner calls "art music" 

and "popular music."(2) One must not dominate the other. 

David Gooding, in a plea not to overlook the merits of "art 

music" in our effort to promote congregational participation 

writes: 

Perhaps our congregations, too, should sing, but 
ought we deprive them of the even greater and more 
intensely personal experience of that song which 
sings in the heart alone?(3) 

In recent years in the Reform movement, in response to 

an expressed need for greater emotional and personal 

involvement in the worship experience, there has been a 

return to a more participatory style worship service. Lay 

choirs composed of members of the congregation have replaced 

or augmented professional singers in many congregations. 

Songsheets or congregational songsters are commonplace. Soft 

sounding instruments, such as the guitar and flute, replace 

the dominating organ at many services. The proposal for less 

nperformance" and more "participation" has been the call of 

rabbis and laymen alike. 

The data presented in this analysis has demonstrated a 

very recognizable and dominant trend towards professionalism 

in synagogue music. This in turn has led to a tremendous 

emphasis upon the performance aspect of Jewish worship. What 
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the Reform movement is experiencing today is a direct 

response to a legacy of professionalism which has 

characterized it since its inception 175 years ago. 

A systematic approach to the question of authenticity 

requires an examination of two integral aspects of the 

controversy: first, and most obvious, would be the 

consultation of precedent; second and seldom pursued in 

depth, would be an analysis of the aesthetic aspects of the 

issue. 

As illustrated in each chapter, the early advocates of 

reform took the concept of historical precedent seriously. 

They attempted to ground their innovations in Jewish 

tradition and thereby to argue that what they were proposing 

was authentically "Jewish." The organ, for example, came to 

be identified by some musicologists with the ancient magrepha 

of the Temple in Jerusalem. Eric Werner went so far as to 

state that "the organ was used regularly in the Second Temple 

and is called magrepha in talmudic literature."(4) The 

historical roots of the choir were similarly traced to the 

levitical chorus of the first and second Temples. There are 

those supporters of the mixed choir who even attempted to 

demonstrate the participation of women in the ancient choir 

through their analysis of selected Biblical verses. Even the 

singing of hymns was traced back to ancient sources, with the 

chanting of short refrains, such as Amen, Halleluyah, Anenu 

and so on. 

As noted throughout this work, however, there exists 
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considerable disagreement amongst musicologists regarding the 

interpretation of these historical sources. Idelsohn and 

Sendry, for example, differ in their interpretation of the 

Biblical sources which "prove" the participation of women in 

the levitical choir. There is no unanimity of opinion which 

regards the magrepha of the ancient Temple as the forerunner 

Of the modern organ. The use of historical precedent, 

therefore, is inclusive in measuring the Jewish authenticity 

of these musical modes of expression. One must look beyond 

the realm of history for a complete understanding of this 

issue. The examination of historical precedent must be 

complemented by the second approach, namely, the 

consideration of the aesthetic aspects of the problem. 

The earliest innovations advocated by the Reform 

movement were those aimed at improving the decorum of the 

prayer service. In an attempt to make the worship service of 

the synagogue more aesthetically pleasing, numerous reforms 

were introduced. Despite the search for internal historical 

roots, many of these additions were based on the external 

influences of the Protestant Church. Although originally 

•borrowed" from the Church, these modes of expression have 

developed an authenticity of their own in the Reform worship 

service. Their continued use in the American Reform 

Synagogue over the past 150 years validates them as a 

legitimate form of Reform Jewish expression. 

The search for authentically Jewish modes of expression 

must ultimately lead to a thorough examination of both 
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historical precedent and aesthetic concerns. Reform Judaism 

has always insisted upon the consultation of tradition in 

making any decision regarding religious practice. Our Reform 

predecessors certainly took this concept seriously. At the 

same time, however, they were well aware that our tradition 

is shaped by external as well as internal forces. Guided by 

tradition and historical precedent but not bound to it, they 

incorporated forms of expression into their service which 

they felt would be aesthetically pleasing and enhance their 

religious experience. What originally may have been an 

"imitation of the gentiles" has become an authentic and 

accepted form of Reform Jewish practice. 

As demonstrated in this analysis, the organ, hymnal, and 

choir have each been an integral part of the growth and 

evolution of the Reform worship experience. It is my hope 

that this work has provided the historical context necessary 

to understand the role of these three modes of musical 

expression for our Reform predecessors as well as providing 

insight into their use in the present. 

-127-



J 

L_ 

NOTES 

Conclusion 

(1) See his article, "There is a Time to Sing and a 
Time to Refrain from Singing," C.C.A.R. Journal, (January, 
1966). 

( 2) 
Today?" 

Eric Werner, "What Function has Synagogue Music 
C.C.A.R. Journal, (January, 1966), 37. 

(3) David Gooding, "There is a Time to Sing and a Time 
to Refrain From Singing," C.C.A.R. Journal, (January, 1966), 
45. 

. ( 4) Eric Werner, "Jewish Music," in The Jews: Their 
H1s~ory, Culture and Religion, ed. Louis Finkelstein, 
(Philadelphia: Jewish Publication Society), III, 952-3. 
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EDITORIAL 
.: ' -... - - '": 

· ~- : . .'· THE. coronation honors bestmved 1lpon· 

_. English Jews · 2rc muoh · more meagre 

; .. ,lhan was usual under the reign of Edward 

VIL· To make 1he Attorney-General, Sir 

_ · Rufus Isaacs, a member of the Privy 

- : -: Cour1cil1 is n~r.ely fol lowing · IJrttedent 

and docs not count. ' Sir Sidney L:!e · h~ 
well e;irned his knighthood as editor of 

the "Dictionary of N::ition:i:l Biography" 

a11d Sir Frederick Cowen has h~n fo1 

•forty years oue of the 211os1 distingui~hed 

of che English ~posers . .Sir H. S. uon's 

baronetcy is oprob:ibly a reward for iJO· 

litical ser.·icc,, and that is all. It Jias al­

ways hern su~pec:ted ·~hat King George 

was ll'sS fa,.o:rablc 1owards Jews than his 

falhrr, antl .this !>Canty list of honors con­

firms the impression. 

Axn-SEmTISM in Aui;tria may be dy­

in£", hut it still shows signs of life. At 

THE AMERICAN HEBREW 

the first eleerions tc. . the Rl'ichstag a con· 

sidcrable number of anti-Semi tic candi­

dates have received a plurality of voles, 

and the party will probably ha,·e an ac­

c•ssion of strength in the new parlia­

ment. . .\n e\·en worse sign of the rKrude- • 

sc<nce of &11ti-Jewish. feeling is fo the 

report of a considerable number of death• 

at election riots in Galicia where, it i1 

staled, no lt:$S than thirty "Zionists" were 

killed. The form in which the rumor . 

reaches this country leads one to hop~ 

ihat it is exaggerated. The Zionists, a1 

such, do not take part in parliamcntar) 

cltctions. The rumor probably refers to 

the ;idh.,re111s of ~ome candidate of. the 

"Jewish Club"
0 

which has ra:her unwisely 

brrn fanned in the Austrian parliament 

t i1c position which they criticized Dr. \\' ise: 
for taking? 

The form of worship in Reform syna­

i:ogues has frequently been criticized as 

theatric:il. \Ve believe that this grou~o 
of criticism c.;in be largely removed by the 

exclusion of a.II but Jewish participants in 

the serv ice. Is it not worth 1A•hile for ona 

of our leading metropolitan congregations 

tu make the e"perimcnt? 

PEACE AS AN IDEAL 

THE e:xcellent series of short treatises 

entitled "'The Home University Library," 

i;ublished by Messrs. Holt, begins with k 

vo!ume on the History of \Var and Peace 

· by Mr. G. H . Perris. This gives in shon 

compass a history of the world from a 

novel standpoint. Mr. Perris is at pains 

JUDEO-CHRISTJAN CHOIRS. 

DR. H . .PnEJRA :\h:NDES is quite right 

iu his protest against non-Jewish singers 

iu J_cwish choirs. This is a matter which 

has grown up fosidiously, largely, we be­

lieve, because the 
0

members of concrc.i;::i­

tions have not given the subject any 

Chought. It is not at all a question o.f Re­

form. The choir stands to the congrega­

tion in the relation of assistants to the 

cantor. Surely no congregation would 

engage as its Chazan anybody but a Jew, 

no ma.tier how excellent his ,-oicc, and by 

the same•critcrion nobody but Jews should 

be selected :o assist him. 

' Jo trace the varfous influences in the his­

tory of man which make for peace or 

against it. Incidentally, of course, he dc­

\"otes some space to tl1e rise of the ide:il 

of peac~ in human consciousness, and this 

is where his exposition touches upon Jew-

It is no answtr to this criticism to say 

tha1 some Christian churches have Je,,.·ish 

singers in their choirs. If they like that 

ish interests. 

"The Jews arc the supreme instance ot 

high organizing power and intl'llKtual 

ability continuously dissociated from im­

i:~rial temptations and burdens." \Vith 

this sentence ~Ir. Perris bccins his account 

~£ the part which Israel has played in de­

, ·cloping the •deal of peace among the n:i­

tions. The Prophets, he declares, gin: 

the nl!arest approach the world has eves 

sttn to ·a religion of humanity. In ac­

ccrdance . with the ne":er school of histo-

sor.t of .thing, it is a matter between then. rians who trace economic· motives work-

and those Jewish choristers ·who Jor ing throughout history, he bases this su-

money arc willing to sing the praises ot / llr..macy of the Hebrew Prophets on the 

Che Trinity. l•or . our pu~lic worship, we · : fact that the -Israelites "'"ere .prevented by 

1hink a , higher standard is required. . I i--.:, U:eir geographical position .from joining 

...-ill be answered that the musical necessi- f: ;.c, ~Y •chemea o f world conquest. Ho11.·­

tics co~ first ~nd that it is impossible to'~~~~ diis may be, there can be no doubt as 

tind ] ewish lingers of proper • capadt}·:- ~~)o" d>e orjginal charac:er of Hebrew 11rop­

This w~ do .uot believe to be t rue., and -.:: ; hecy in this recard, -and the remaining his· 

even if .it ~re tnle, it °"'OUld not be. con-? . Co ry of the :world since that time has been 

elusive. ·"Unless there ·be sincerity in pub-.. :: the · increasiD&" sp~ad of peace a1 an 

he worship it may as · well he abandoned, · -: Jdeal. · · 

ar.d how can there be sincerity when it . Strange to G:Y· in another direction 

:is known that part of Jhose ,,..ho conduct Je...-s of later timC9 ha'·e helped on tolA·ard 

the service do not believe tliat which they makingo peace a PU! cf the desire of th~ 
proclaim? nations. Karl :Marx and Lassalle, by form-

ing an international · social democrac
0

)", 

ha\"e cri;ated a strong peace mo\"emenl 

among the 11.·orking classes by di,·ertin1; 

their . attention to social rather than to 

n.:Uional questions. Mr. Perris also points 

out that the foundation of the world's 

commerce on a credit system also makes 

for peace in the modern world. Thoui;:l. 

Prof. Sombart has somewhat (XaggcrateJ 

the part taken ~ Jews in founJing n1.:iJ­

ern indu~try on cro!dit, yet iht:y have cer-

\\/lien, a few months ago, Dr. \Vise ar-· 

ranged his joint services with several non­

J ewish congregations, a universal protest 

arose from Orthodox and Reform .Jews 

alike, that protest being based largely upon 

the fact that the worshippers could not 

freely and f111ly e"'prcss their beliefs, . an<t 

lhat in consequence the note of sincerity 

must be lacking. Docs it not occur 'lo ou1 

friends who count~nancc Christian chor­

i~ters that they put themselves fo .precisely 
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Christian Singers In Jewish Temples-Are They Out of 
Placel 

,·11>: :\ ~•F.•t('AS IIEnn:w 111nJ1 'ditnrin! co1111111111 11ft<111 1/1, ru,111 111/u­
nun- nf Dr. II. p,,r,ira Jfe11du n11 tire n11rstio11 of llu ftrupri~ly of linvi11g 
C!1r f.rtin11 .fi119rrs i11 JJ'lltt!}n1:111.t. Tll~. f1J.'/('lu:ing q1u.s1io11s t1..•rr1 1~111 lo n 
11111:1/.,•r of rahbis: (1) As lo wl1irtl1u 11 1.1 ro•nll_v " .'!'""' •ll••llu; ( l) ns lo 
1l1e '""s' re.<f>'l:11 :btr for 1/11 cn1111i/i.111 : (.l) •<•lrirllur 1/11 co11dilio11 '""""' b'. 
r,.,1difr r,.,,,,dird. 11'' giiu a fit~· n/ 1/1,, re,liirs r1r~it•1d, rnut-ing a ,,,,,,,_ 
1-rr f1;r n11r ,,,,t'I iss•u. 

..\r.11.1:<11 S<ll.OIST!:. enc• only lo the hut metho1I or di!ijlosini: 
T•• Tiu: _.), ~tr.R•C.\S Hr.eaEw: of the last namffi. 

In r~ply to your questions. I wish to say Tn Congregation Rod•ph Shalom, Phil:1.-
t~31 many }·ears :igo the Tru~t~s of Tem- d.,l~hia, •we ~1;ave ~ well-trained Jewi~h 
p;, hr:iel of Harlem pa~.ffl a law that Boy~' Choir which supplement• the regular. 
n.;n,• but Jen·i•h choris.ten be engaged for choir. 
i:• .:hoir. Xe"•rtheless. it found gTO:at \Ve seek Jewish singer-, for this chor1 
cf:ffirnlrr in inducing those concerned to and have a Jewish org;ani•t. .\V.e can.not 
lh~ 1:11 to this pro\'i~ion. The matter is always find Je .. ish singers, :md when •we: 
rn1ircly in the hands of the C:antors. Let find tlvrn the fact that ahey are Jews' by 
tnr two C•nlors' As~T:.tions re50lvc that. birth doet not necessarily insure their sin­
"""" but Jewish chorist•~ 'be eng:iged in ." •. cerity. It it C!Qually unfai1· to declare ah 
1!,, rhoin of their respective congrcg21 ion~'.. non-Jews :u out ol sympathy with our se,. 
::,,.,, it will he :\ fail aun,.,ftli. \Vhe~ ( : ,·ice and insincere in thci1· p:irticipation. 
hn'r hr~n iol<I th:it "~·ou cannol g<;t Jcw- 1: . {iuite the conlrary is .known to be true. In 
i•h c!i.,rist~n." I have always retorted Mwe • . most cases ~vhere ladies and gentlemen en­
l~n·I noi rlifficulty in getting Je,vish 'Ch:u:a- :: g:itre to become m~ben ·of the choirs in 
,.;,,~·.. The rr:ison is clear. A Chri"'i~a · Jewish congregation it is bf:-,·:iuse they art. 
\r.,,3n is unthink:able. \Vhen a Chrisri:ut ,· so far emancip~rd from Christological O• 
c;,...,ri•1~r in the synagogue i• unthinlnhlc: . other pr~s••ssions and 11rciudices, ~l'-"t 
:hi• •n1>11nly will pass away. ; they can enter with genuine <lcvoutness inlo 

llur there is yet <0<n .. 1hin, further to be ,' the Jewish worship. The mc-rc accident ol 
·~:.1. The u<u:il Je,.·ish cho~i~ters are oro- birth is no evidence either uf sincerity or 
:,.\i''"·ll mu;icians first and fast. The7 insincerity. " · · 
A•r J•"'· or Jewesses only by the accident . , \Ve unite annually 'with llnit:iri"n con-
ni hirth. They arc nearly always unre- g~g:itions in .Thanksgiving Day services. 
li:ii'""· if n"lt irreligious. 'flheir rel .. 1ion It i.s. to say the lca~I . an u11w.arranted fo-
l•• :he roni::rei!:ition is wholly commen:i:al. sinu:ation lo declare that "the note of sin-
1 lo~, . ., of :en found a kttner ar>J>rtti2li,,n cerity" is wanting in the songs of -patriol-
nf !he rcligiousncs~ of the Jewish Service iffi't, gnlitu.de and adoration ~vnich thrill 
in th~ aH'l'3ge Christian than in <he a1'er- our soul1 in that common <\vorghip. 
a~~ Jewi-h chorister. The voice that rings true is the 'Voice 

Thrrdnre. to make the cooir .the lead- that makes the souUul re~onse of the wor-
•r• nj •he cnngreJ!ation in ronJ:l' -wor!'hi!I ~hiper. To thal test we all yield ready ac-
." •!:e:r £unction as I understand it), some- quiescencf", and the wh<>le being responds 
t'i ' n~ mnre than your recommtndation is thereto even though the singer be out of 
!'ltt•f•<f for this de<ideralum. T·he volun· ~~t and though we know nothinq what-
l>r.· ~c.-;c-e in the choir of sons and daugh- <'Hr about his or her racial, social or re-
r•n nf the coni;:regation, under orofessiona• ligious st.:rtus. Indeed, the intellectua1 in-
lt~'1tr.hip. points ~he . w:iy. The -sinqinir tuprelations .. f religion, its dogmas and 
ft>:clit l'<'Bihly not be as good, but .... ha• ecclesi:utical sanction•. are sn1noethin,q" quite 
•e l~e mu~icallr we may gain religiou!Oly. • distinct from the devout emotions, hopeJ 
In thi. tnnnection. I would like to add and ye-arnings of the stiiritu:tl lire which 
thu I thin le lhe soloi~t in the choir should find a · universal · bnguage in music alone. 
I" a"-'!:<!i~. lt always chanj!es the! :;er- It is indeed a really gT.wc matter tc. 
;:117 fr"m a shrine to a co1Kert hall. \Vhen diminate every trace of hollowness from 
' 1 " "'""'· I ah,-ays feel like applauctin& worship. - It is a. itrave error to make mere 
"' '1i<!ing. birth the standard of sincerity. To reioc .. 

n I !Kin-Jewish singers on such around7'° alone · ne .ut \\'ord: Our KTUte;t· need in ou1 " 
h" i; an evidence of the verv narrowness a.nd 

.. _.,.~ _'!I nf song is congregational sin~ng. prejudice against which ~ve so justly antt 
:'"' r.11 th~t idea. is attained will the Jew- persistentlv contend. The i1ltal condition 
. ,., nudi,,:a in the synagogue become a is undoubtedly lo have the choir made ui-
rn,,~reg3tion. or devout Jews and Jewesses whose '!l2rti­

cipalion in the worship is sincere. It is a 
Vtry truly yours, most commend.able :i,pproach to that ide-ar 

M'.AUJtlCE H. HAR•ts. to have sincere persons ,ing. w.hoever the)' . 

j n11111 ~n ST.\~ OF S11<CER1TV. 

n Tiit . .t,~1ra1c.~s H!:Hnv· 
• Ti,.. nnte .,f sincerity .must resound 
- ~'"1:c!in,ll lhe wor~hir> as well in the 
1 • • , . .,-1 ~ . h . · ·· ,.rayrr. 1n : r el'll]Uent exhortation 
·~·I Ill !he h:irn•nnie~ or praise with which 
• ~ \~rk l'l r•,:r.mune with our 1'1aker I . . 

I IS lht dut~· or ("\'Cry self-respecting 
f,..,,~tl!'J~·n,.. In ririve m~I the insincere 
'~"'?i· i?:- hyp0xritical Ch:iun and the de­
l •:::uJ '"\M:.•1r~. :V?u.r inciuir,r has refet.· 

may be. Let us rem•mber that no inquisi­
tion has ever f>een effeoli"e in discovering 
sin~erity. 

Hi:1uv Buitownz . 
Philad1l,l1in, June :!!'/. 1911. 

]EWIS II SDIGER5 lur.vr.R~NT. 

To THE A ~t!RIC.\N Hr.ui:w: 
r. Not ' ' tr.Y gnve and not very new. 

.Tfle earlier \'olumes nf THE lu1u1cAN Hr.­
RREIY. Under Illy editorship,' wM! be found 
full or the s .. ~ compl~)(I.~· .11 is a "choice 
of ~\· i)s." ~~!1.u.se ~.f J 

lJJ 

2. The £rerruent insuhrmlinati,,n anrt ir­
r•verence of many Jewish si11gcr~. whr1 
chafe under requi•ite di~cipline :ind lake 
thoir duties very li1<htly. With few ('X<cp­

tion•, r have found gentile singf'r9 mo~ 
reverential. 

J. \Vith the growth of r..fintmtnt ~nd 

culture only. Pcrlrap• the r\hnighly is will­
ing to t:ilc:e the will for the deed when 
Christian choristers sing in a Jewish ser­
vice ; !hey mean ii well. 

F. llE SOLA MENr.!! . 

]£WISH S1:sr.ERS ARE TROCRlF.~O)IE.. 

To TRE A:wERlCA:f HEHEw: · 
· In response to your query I •would ""Y. 

I do not reg:ird the presence <Jf Christian 
singa:s in the choirs of Je,.-i!!h templcr- :r 
serious mQller. Good music in'J)ires Ille 

.:ind stt'engthen5 my reli!fiou~ss no mot-
t"r by whom it is rendered. •. I believe that·· .. 
manJ' otheu .fttl likewise. ·of course cort- · 
gruity might be better sernd if our si~· . · 
us wm-e Jewish. but the coafining of our ; '~ 
choin to such is beset . ,.ith very trouble- · . 

· ~me diRkulties. It is not easy in gtneral · 
.' to S<'<:ure 2.1:ceptable Jewish singers, oml " .•. ' 
iwhett they are ~ecured they are as far a~ • 

· my observation of a good many yean r:ocs. 
a source of c:on~derable annoy;a nee. The~ 

frequently presume upon' thrir Jewi~hnr•~ 
to a•k or e\·en ta~ a variety :an<l n1in.,I).:.; ,, 
of liberties which are subursive of n,., .,. '.. 
proper rondurt of a good choir. I h:.\·c . 
found this to be the opinion of other ral>- . : 

:bi~ also. r do not think. howt,·er. th:11 our · 
religious situation i• to be improvrd by· : 
this late~t prottsl of what ap11~ars to me 
lo be indicative of a desire of cerUin per­
sons to be in evidence. Many of •Jur re­
·formers are accused of a sens:itionali•m 
that aims to thrust ~hem into th~ lime­
light of public reco11T1ilion. This m:iy be 
true, hut T su9'0cct th:it some or our ortho· 
dox and s<><alled con5.t'rv~1ive brethren arc 
btginning to furnish a close ~ond. It Is 
true that our religious life i~ ·far front 
criticism. In !ms resaect it only e:•1.pres•OJ 
our -impe~fection. Instead of so m11c-h 
criticism of the rxtemals and ;ncidcntah 
of OUT religio"s observ~nce or non-<>hserv· 
anc:e let 11.• give onrselves to a -m')1c Ci<· 

tensiv., salf-~n1tinv :md self·in1nro••tuW!nt, 
and the rest will° -follow by logical sc-
quence. 

Au:,.ANDP:R LvnN!. 
526 Eighth Street. Brooklyn, N. Y. 

A CR01• ONLY FOR ·EsTsnrc PullrOs!!>. 

To TRI! AMIElllCAN HEnEw: 
In your letter requesting me to givt my 

vie'WS on mixed choirs in synal{OCl'\IU you 
state th:at. upon reAection, I w-;11 agree wit!t 
you as lo "the impropriety of dte continu­
ance of non-Jewish choristers in Je,~sh 

worshm." I regret to he comiiell~ In say 
that T do not al{ree with you on this point. 
The question ta.s come up often before. 
and it hn received from me du~ consid­
eration. 

I do not :icccpt your statomcnt thet the 
choir stands to the! c:ongrcgatoion in rela­
tion of assistants to l'he cantor. The choir 
is .an alle.npt on the part of :a Je'\vish con­
gr~ation lo enhance the beauty and im­
pres~ivene~s or its 1)Ublic l\"Orship in OU1 

modem -day with the aid or the musical 
art. T ·he quality of the mu~it' anrl the kinn 
~hould be the only criteria or a syn•go~ne 
choir. A cantor. bevund his individual 
part in the c:onduct oi the service. ;, u•e­
ful only· in so far as he can "J>preciate the 
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qa•1'1y, and prescriLe 1he kind of music 
furnished by the choir. \\1,:re 1hat j,; 

done l>y an able music commillcr or b• 
1 1hc rahhi himself, 1hc Canlnr can e;i.sil~ 

be dll'flcns~I wi1n, and that is the case 1n 
!Ome of the fargest congregations in lhe 
counlry. The Cantor is in fact sccond~ry 
10 the choir and your stalcm.,nt that "the 

! choir stands in relation af a.sistanls' 
_ Jhould really be re\"crsed. 

And llhe Cantor hinuelf, ho"·e\"Cr dc­
mut and learned, is nol chosen by 1he con­
crrgation on account of his fliety and learn­
ing, but on account of his musical .aLilitic.. 

• Eun where other qualities may be want­
ing, a fine '·oice will carry the day. Th., 
C;,ntor i~ \0 irtually only a living musical jn-
1tnimen1, to be used and paid for wher. 
.. rnceable, .to be discarded when worn 
oar. Iksidcs s inging, howHer, lie conducts 

• 1hc fynago1n1e ritual aad must b,, kuown to 
be a Jew. But he is not employed be­
cause he is known to be a J.,w, but b.,. 
uuse, over and abo\'e that, he is also ;, 
~ntor. 

l think it is \•ery plain that wh;it the 
Co11grcga1ions require, espcci .. !ly with rcf­
cr~ncc: lo their d1(1ir5, is gou1I am! ap1iro­
priate music. Music.al ability should be the 
sole crilcr;un. The religious \"iews of th~ 
indi~iduals forming a choir hav" as much 
•eight in considering the purpose for 
which they arc employed as the color of 
lhr!r eyes .. Nor do I be!i., .. e th" speciali­
iauon you >rn·ply .1ha1 J<!ws arc best a<lapt­
cd to the rendenn: of }<!wish music and 
Catholics to C:o.lholic music and tl:e like 
hu .anr fou"'fation in art or p'ychology. 
)lus1c IS m-usi.:. There is no re.ison why 
"' :\don Olam of Sulzer or a Lewan­
du\l.·ski s.hould not he as well sung by a 
Catholic as a Kyric Eld>on IJy a Jew. 

. The matter of religious sincerity as ti. 
th.! wards sung by a mixed choir is bcrc 
~ide tlhc question. \Ve do not select our 
sing~rs on a theological basis, but by a 
mus~cal t~H; 9nd l doubt if we on1y had 
Je·w1sh s.ingers, ,.-+l-c.?her we should reta11o 
1hcm only for their piety in case they -fell 
1hort of our musical .sla.ndard. Tht-y, too, 

. I am sure, -wouKl be paid for <.hciT ser-
1·icc.s, .and. it -w.ould be showing decidca 
prc1ud1cc 1n their favor 10 say 1hat it wa. 
their JcW'ish •fervor and 1101 llhcir musical 
ability (for which they were paid) that 
a~ded so onucb to the beauty of the scr­
"c". A trai~d ·.singer in .synagogue, 
church or opera -house is an arlist more o2 
Ir~~. ~n.d he 5-hould be .,ledgcd by no ot+ier 
cn1cnon ~·het~cr '1e is singing a hymn or 
J.I\ opcra11c aria, tihan ~ musical on~. 
• I sho'!ld be glad to sec more Jewish · 
•~ngcrs 1n our choirs, but only on cond..i­
l10~ that. they. fiavc musical ability. Ir 
their Jewish litrth should outw.,igh ent) 
oihu ".Onsidcration I should r:ather l1avt. 
no choir at a!ll. If. it is Jcwishne<.S w~ 
He ahcr 'WC should go about ;t in an­
othrr way. Let . us srlcct the young meri 
a.n~ warnrn '\l.i10 would be moved by re­
h1r1<>_us fcrver to assist Hie C:.nlor in the 
IC;'"lce, with .the quality of the music as a 
:.,·~~r , consideraiion. Let us be frank 

f .t II: let us ~y that "''e want no ho<ly 
~ ... ~~ngcrd, e-tnploycd as si11grrs. but younR­
:.a,i,.. •• i-:,n hJewt'sse.s, lo take tl~ir place. 
nni" l.. ,1 cy arc capable of doing S<J o. 
.,~1;;!1 111 a_ll events to stimulale the con­
~hn:. •10n " .llh thrir religious zeal. TI1e 
• ·nui..1 9uest1on would be solvc<I; tlicre 
findi;I:" nc nn choir. The difficulty lies in 
•·onl~ such Jews and Jc:-wcsscs ,.-ho 
the ·wo.Wh~uth· a'>sist the .Cantor and show 

rs •Pers an examrilc of holy zeal. 
811/timo,.r, J. fd. C. \\l.RUIE~STEIH. 

1>0~·111,~1":;..,t·~ Rabbi Jori Bln11 iu this s~~n-
1 r 1°11 11'1 1111 ~gq, m . 

THf. AMERICAN HEBREW 

Reform Rabbis at St. Paul 

aual Maetins 

eral commitlecs. The memorial addreu 
011 Prof. Ephraim Felclm"n was rc~d b~· 
Raht.i Charles Lev)", of Peoria, 111. A 
p.:.per on Leopold l...tY.!w was presented b~· 
R.~bhi Julius R;,pp;,(10rt. of Oiicago. 

(RJ• lelegraf'/i lo THE A MF.RICAN HEnRi-:~·. ) MOllday a.ftcrnonn there was a rouud 
ST. PAUL, July 3.-The twenty-second table discussion on "A Helpful Book of 

annual convention of the Central Confer- the Year," in which Rabbis S . ~- D~nard 
cnce of American Rabbis opened on F·ri- t:>f AlinrleaipoVis, IEugcnc Mannh.,imer..c.i 
day evening with scn~ces at the T"'1!plc Des Moines, aud Joseph Ranch, of Si~ux 
hcrt', Dr. Samuel Schulman, of New· Gty, pal1Acip;itcd. 
York, delivering lhc confe"'n"e sermon. During the morning, the co:nrnirtcc on 
On Sabbath morning, sct\·ices were thcld, Synagogal ·:\fusH: rrporlcd through RaJ.!,i 
111 which a scrvnon by Rabbi Afose5 J. Harry H. ;\fayer, of Kansas City, 1ha1 
Gries, of Oeveland, was delivered. The the Union Hymnal had been re,·ised and 
conference· proper opened on Sunday was now near completion. On~ thousand 
niomi11g, with pr ... yer by 'Rablri Da\';d dollars was appropriated to co11'14llcite the 
Al arks. Tflc roll ""II ~howcd -I.hat there work. 
were forty-fi\'c rabbis 'llrcscnt. A message ----
of gr~ings was TCceiv<!\i frcwn Claude G. (By lt:lcgraf.{1 la THE A 11t:RICAX Hcnc\\·.1 
:Montcfiore, among others, and on motion Tuesday, July 4--The committee on 
• return ahlegram w<IS sent to the lead- · Church and State of "A<hich Rabbi W. S. 
er of th., Lan<lon Jewish Religious UJ1oion. Friedman is chairman, reported thl• 
Dr. Max Heller. of New Orle;ins, thcr. morning. This committee had bC"Cn en-
rcad his ()residential mes!agc, -a large ex- gaged in various en1eriprise1 f.or the .,lim-
~act of which af)flears clsc\\'hcre in th•• ination of rclig;ous matter in the publ:c 
issue. schools, an.i ·had 1akt'a ·action against the 

TJ1e message was •received wilh thanks stage Jew. The committe" reported tha1 
and referred to a speci;il committee to con- it had received favorable ·replies from 1hc 
6idcr lhe rccommcnd:itions n>ade •n it. leadir,.I. ~heatrical producers and m-anagcn 
Repor1s ·followed by Rabbi Eph.raim an America, susta!nmg j1s objection.; 
Frisch, cnrrcspoding 'SccrctaTy, Rabbi against (he stage Jew. It J1ad also re· 
Julian _\forgcnstcrn, recording s~reolary, ccived word ·from certain book publishcrr 
and from other officers. TJ1e committee regarding obicctio~We school songs anG 
apflOinted to solicit funJs. for supcrannu- sectarian hymns. It recommcndccl osr.it· 
ated ministers, and for tracls, reportca ting from the .song hooks med in public 
thaot it had collected during the year, for schools suoh hymns as "Jesus, L:o.-er of 
the relief fund, $673.50: for the tract fund, My Soul," "Onw'3rd. Christian ~t.·l•licrs" 
$510.50. Dr_ Philips.on was cJ1aim1an of and "All Hail the Power of Jes:is' '.'\amc-
thc C01nmittee. cm the groun.i that they were objectiona-

Thc repoTt of the publication committee, life to Jewish children. It \1ad engag<!d in 
!Dr. A. Gutm.acher, di.airman, was then correspondence with i"egard to the exclu· 
-cc.ad. The Un;on Pr.ayer Book was intro- .sion of all rtf.,renccs to 5C'Ctariani$n. 
duced into five new congregations: the from the new consl!itutions of ::\c"' ~lcx-
total number of congregations and schools ;co Clnd Arizona. Jt had· also furthered 
now usiug it being 303. Since the -adOfl- the agimtion for the &br01:ation of die 
11ion of lhe Prayer Book 11Cvc1rteen years treaty . wilh Russ~, unless it respects the 
ago, 115.876 oopies · thave been sol.1. American passport.. 

On Sunda.. afternoon, Rabbi Louis ~obi Tobias Sc.hanfarbcr read a paper 
Witt, of Litt·lc Rock; Ark., rea.d a pa:pci . on The Problem of Ethical Instruction 1a 
on The BaisOs of · Mernb.,rship ;n the ··. the J:>ubJ.ic School. Ra'blii .!lfoscs J. Gries 
u\tnerican Synagogue, which :was followed ., spoke on tbe Religious Educ.ation Exhibit. 
liy a cli.;cussion of ;two flo-urs. · The pa- ~ ' aJ>d lhtte fDllowed a gencr.al discussion on 
~r advi~d the adoption of the -~hod '. - the 11roblcrn.! of religious schools. 
of having unaS6igncd p.!'WS, . tb~-abolition In the af~rnoon, IN. P.hiliopson 5P0ke oa 
o( a maximum 1:2x as a cond;rion of mcm- · -T.hc ~est Sen.;cc," Rabbi Leo Frank-
bcrship, and the abolition of all classes ot !in, of Detroit, on Religious School Work 
mambers-hi11 as n~ds the right to vote for ·High- Sc:bool Puipils, and Rabbi Gries 
at congregational meetings. . _. on Thr Text-book Commiss.ion. 

On. Sunday morning a.,pap~r .;,~· Ludwig · The confcnmce- endorsed the corres-
Philipp&on by Rabbi Joseph KOTnfeld, of pondence ~hool for teachers orp ni1cJ br 
Col1nn•111s, Ohio. was TCad oWitb a di!<:US- - the Jewish Chautauqua. 11nd ad,·i;ed mat 
sion by R.:.htn Mendel Silber. · it co-operate wil41 the Union of Americ•n 

On S1111Jay evening there ~as Q :round Hebrew Congregations on school text 
table di-scus&ion led by Rabbi Samuel · books. · 
Goldenson, . of Alhany, on "The Syna­
gogue and Social Service." 

Tohe conference. opened on "Mnnday 
morninG" .,...;1h a report b}· Dr. Joscpl1 
S1olz, of Chicago, a.s chaim1an of the 
arbitration committee. Dr. Stolz report­
ed tl\at not one cue had co~e before h is 
comr111icce for action. 

Dr. G. Dcntch as chairman of Contem­
poraneous H~s.tory re(lorts, presented his 
repori for the . year, and \•arious recom­
nicndAlions made. were refcrre~ to -scv-

ST. PACI .• MINI"., July 6.-The S(>Sian• 
on \\l.,dncsday dull with variou' repon~. 
The question of the rrcparation of a min­
istch' handbook •••as referred to the cst<'r 
ti\"e. The rcr><>~ of the social relisi<> •H 
union was al;o rcfarcd to the in<o:11:n" 
committee. The c,>nf.:rrn"e ·wa~ t~ 9"~ ·~ 
dnrins the ;d:ernoon and e\°cnin~ ot t :a 
!\I inncapul!• congrc:;:atiun. ..\ p2pcr w~~ 
read by Rabbi Harry Enelson on Leo;>OI•. 
Stein. 



:hri1tian Singer~ in Jewish Tem­
ples--Are They Out of Place? 

TPE :\." t:ru·C.\X ! I 1-:nllE\\" i~ to he con1-

ncn<lcd for its >tan<l in this matter. The 
r•n:il.-.ymcnt of _t:<"ntilc sin~er; by Jewish 
·'n?r<'t:at:on:<--="'"lllC of whkh consider 
~c':11!4'h·c; cnnsrr' ativ~i~ an unmitii::atea 
:•·ii and a sign or .the general degcncraC) 
•I our religious Ii le. 

The ch ief cau;e uf thi• .,,·ii lies in the 
~n;:rcga1ion th~m;ch·es. Xo serious 'cf­
iorl is made by them to secure Jewish 
•ingtrs. It seems as iF they had DO use 
ior Kos/.,, \'Oicc~-just the •:tmc as som._ 
lO~pibb. maintain:.-:) hy Je.,,·ish monc1. 
:i.-c no use for Kosher diet. \Ve pose "' 

1,o~·sttt=irians ?n C\'l'ry :ts..pcct of our l~fr. 
1\·~ h.H·e non·sc<:tari.:in ho!O(>itals, non­
'-ectarian home>, non-sectarian this ana 
·on-scc:a~i;rn that: :ind •O .,.., haYe non-
«tarian schoOls as w~ll. 

I By way 0£ co ntrast. I r..call the case 01 

~ friend of min~. a 1alen1ed J.,, .. ·ish or!t"n­
•t. who had heen employed by a Catholic 
hurch of thi~ ci:y. \\'hrn three or fom 
~t:ars agn a papal edict forbade the "mploy­
lnt nt (•I non-Catholic musicians, he wa• 
li•misH'•I witlt rri:rc:-t. In \'ain d id he lllJ· 

'1f,. In "'me J rw i~h congre~tions: he wa~ 
l·~l.t thar they must rmploy gentile mmr­
~iin• bc<'.ausc rrlusal !o hire th"m on the 

!
rnnntl of religious difference fllight :!ireed 

/\i~hus. Here lies the core of the prob­
km. Onr much-,·aunted non-sectarianism 
• i:r·•:11101rrl in morbid. CT.3\Cll ·fear. T.he 
r .:~:nh.·!. nn the ('nntr:uy, arc nnt ;rFr:lir1 

1 •• ; :: .... • t:n1111 oi ~~C'tari:t11isn1. Th~y do not 

t1 ;.·· ·::11i""' a 11°111-~~tar ian Ca~hol i ci~111, 
•l•il« ,,... :11.- ir;mt:cally tryini:- to 111:1ke the 
~··d·I l•l·I!"'' l" :hat \\"<" arc uon-scctari:u. 
Jn•> an•I _I·.'\\ i.•h 11011-scctarian>. 

\\"hi!,· pl;1.-in;: thr bl:..mc wh<'rc it rii:ht­
i,- l><"l<•n-.:'. "'" •hnu11l uni he hlinil lo lh~ 

nnuri,hrs an•I blandi;hn1~nts -as 11t;1de 1he 
1•nt'.lr r>aintetl devil of a jig-dancer popu-· 

-l;1r with the ~hO\V-IO\"CU. 

Y cs, t:ilcnt there is in plentitU<le, for we 
:ire a musical race, yet there is a scarcity 
of talent available for th., purpose. I IYH­

nes;;ed not long ago a •try-out of sinrien 
in a lo.: al synagogue which 11ricl~ itsel t 
on i1s conser\'alism. ..\ new quartctlc wa~ 
:nh-crlisecl for: and about ;o ~o ~ 1ing­
rrs hail to b., hrard helore the Four •·oice• 
could ·be scl<'Clcd. The almost lt'.l!al ab­
sence of Jewish awlicants wa1 apparent. 
It so happened that the younR- lady so- . 
prano ~\-hO was successful was Jowish-4>y 
merr accident. This case illustrates the dif­
ficulty in gc~ting suitable singers at -all, 
and Je\Vish singers in particular. In the 
case of female singers, the difficulty is still 
grMler and is based upon certain differ­
ences, lcn1peramenlal, •ncial, p•y.:holugira1 
- call them as you •list-bet\Vecn the aver­
a~e gentile woman and the average Jewish 
wo~an. 

The g~tile woman laku up ging;ng a. 
a :profession, as a means of .,arning a live· 
lihood; th" J .. wigh woman tak.,s it up a. 
an accomplishm..nt, an addir;on to •h.,,. 
gr:ac.,s. TI1e fonm4'r studi4's harder in ord4'r 
lo p<!l"f~ herself in h4'r pr.ofession ana 
height4'n her .,arning capacity: ~~ laLte1 
·studies just enough to enable •her to carry 
away the laurels of· the drawing-room or 
of ~he charity-concert. This difference, 
manifest to -all who are thoroughly ac­
t"IUaintcd with the situa1ion, is h:i.scd upo1. 
the ··fact that the u·eragc Jcwi•h won1a1o 
looks instinctively to matrimony ais ·her 
ultim:ite goal; while the ~wcrage gentile 
\H>a:.an is less apt to do •o. :\l11rcovcr, the 
g<·n1ile .woman, if married, continues 111 

her profc§§ion; while the Jewish woman, 
nncc \\'Cddcd, engai:cs in soci:il and domes­
tic :icth·ities :111d lea,·es to her husband the 
tnsk of pro•·iding for her nrccls. In fact, 
I believe that if the .nratter w(.'fe investi­
gntcd, it would be found that the majori·t) 
of fnn:ile sini:crs in our choirs arc niar­
rir1l gentile \\·omen. 

rr.11·:i,·:i1 1li1Ji,·ulli<·• in the way nf ·hirini: 
Jrn ;,r. -im:rn•. Nnt that there is a scar- T -hc remedy: There arc tl10~e wh<. 
<iry ni J··\\ i-h t:ilrnt. \Vhrn I pass througn suggest t·he organi>ation of voluntar) 
••~ 1hi,-:;1,,- p,..1,ul:itNI Jcwi•h clistricls 01 choirs compose•! of )l'l\

0 ish 111cn -..nd 
thi; ,·i1." .,11 :i :-;:ilth;i :h a·hrrnnun and heai wnmen rccru ilrd From amoni::: the mcn1· 
•hr l:i1,·;1 c»"n-hit noating on •the air hers ol the resi><':ti"e congregalion. They 
1 ~ro11;.:h 1hc otpr11 winrlows, I cannot ·waro "\\·ould, I think, work about as well as v_ol-
"ll the tho1u~h1 : Wh:it splenditl Cha.zonim untary teachers in our ·farcical Sundal' 
3:t•l :\le;lwr,·~im these lusty fellows. woulcJ schools . Fancy a Jewish girl gi,·inR' up 
n1.1kt· ~ nut 1hrrc ,.011 are-\Ve arc payini the prospect of. amusing ·he.rS<"lf at a <lin-
rhr pri~.: ior our ~cidenta!i~m. In fonner ner or dance for t~ sake of singin11. 
!C~rs ,.,ur h<.>pelul-ones prided themselve. Veslromru in the synagogue I Orhu'S ma) 
••n h..•in:::: ahlc to ~ ing a }"igd,1 / or a Kt- suggest t11c abolition of female choir ann 
J.•J!,,: : mJw:l'l.~y< our jerr11rsse dortt con- organ. I do not · think such a course ad-
>••l~r• ir an ;ic.:•mip! ishment 10 hit off a visablc. There can be no \-a.lid objectiur. 
!:="·!""! \"a!:•lcvillt·~ong "ith the sam< to the female voice in our synagogues, a~ 

:****************~*********~**************** 
* * * A~ individual executor may never have had any previou! ·: 
! experience in the duties he is called upon to perform, or he * 
* m3 y be npcrt in one, or possibly two, branches of his trust. : 
: - A Trust Company is a "professional" executor and its * 
* knowh.:Jge is the result of many years of experience in managing ;: 
: fstat~s, while the fee:> char!!ed are no greater than those allowed by * 
* aw to an individual. ~ · : 

* * : Franklin Trv.fl Company : 
ft 1'•1• ut (' .l!Jilt V/i1r, 166 MosTACUI STlt:l'T 1 B1c01:LY~ ~ * ·• .,.,~,,, O.!fi, r, St.»9 F1..·t.ro~ ST 1u:ET, 81uOX:L'l'l\I Wil/id•ul11ufh Uffiu , 901 B•oADWAY1 B10011Ll'" .Ji; 

is the only kind of bread to eat. 
It is the duty of every man to 
know the sanitary conditions of 
th"' bak.,,ry from which his bread ' 
comes. Disease germs are car- ' 
ried from unhealthy bakcrie , 

•' just as they are carried in milk ' 
;: from dirty stables. 
1: The Dahn & Son Bakery and ' 

the- Probst & Schomacher Bakery , 
'~ Invite insp.,,ction of their plants : 
, ' by all their thousands of cus- , : 
; : tomer.1. •rt1ey are models of , • 
, ' cleanliness in every respect. No ' 
1• ·: , ' dou llh II mixed by haind In thtm. , , 

:: PROBST & SGHOMAGHER ~: 
,• ·: 
'~ B .A Ii:. Ell. Y :• 
; : 99 Heywood St .. , Brooklyn ·: ~ 
~----__ -_-_ -- - _-__ -_-_-_- .. _. _- -_ -_-_ - _-_! 

«) HavP your winter gowns cl~ned 
htfore storing for summer. q No 
gown is too elaborate for u.5 to dyl" 
or clean. 

15T~RLl8HlrD NtAALT A CINTUllT 

BARRETT, NEPHEWS & CO., 
Uh1 Staten laland llreln• Ellltab l hhment 

Emuliwe OHices: 334 Canal Simi, New T~rk 
BROOKLYN BJllANCHE.91 

~~~·/';!~~n~l. TeleJ?bone ::~g r.•,.~:rttrtf 
188 PlerrepontSt... .. 2028 Mrdn 
02 Se•rnth A••· ... '703.i Prn""l'Pf"l 
1:122 Cort~l-,nn Rom] " · ft2 :J 6 1''l nth11!'h 

I BRA.NCR STORES ' EVERYWHERE 
Phone onr ne11.r•1t •tare 

CORSETS 
fl Oar Corsel Depullneal i1 not ucelled 
by ~DJ in Gr .. ter Ne.,. Vorlr, and we ask 
lhe opporlunily lo demonstr.lle this lo you. 
fl The Fu.ncesca Corset, our own d~siJ!n!l1 
is guu01.nteed to Rive ,au complete !:1.tisf::u:.­
lion. «J.One Hundred other models from 
which lo •elect. (LCorseu fitted &om 
$2.SD to $15.00. 

110111 Me~nn1, Corullm•l11-chlr11 

A.J. NUTTING & GO. Inc. 
FULTON &. SMITH STS., BROOKLlN 

T•leDbOD• 4 l 12 Dlaln 

THOMAS G. KNIGHT COMPANY 
PLUMBERS', STEAM, OAS, WATER, FAC­

TORY AND MILL SUPPLIES 
.Alway• ha•~ yalued and app"clahd lh• patro•· 

a~c cf the readcr1 of l>'ih papar. 
8119 p,._.rl 81., BBOOKLTl'f, N. y, 

CLEAN AND SAMIT ARY LAUNDER! NG. 
M.}la'f' clo1he1 come t n 10 a lauridry ln>m many 

1ort1 c i peo ple. II••• yourl1.u!ld~rtog done wherti 

ie": d!~ ·~~ 1~~! ~~~ ·~;'~b!91u~~t;r:::1t.).,Vf1 :: 
derl.•g. 

B.A:R.Hlr.R. BROTHW:l\.9, 
Atock. <.:o•tou11 An•I ••rnllY t..Aaodrr. 

3'>5 DO:A:-1 ST .• llROO KLT?t, N . Y. 

~el eiDbO D4'. 38:1 Tt'llllA.nHbar•h· 

THOMAS F. TAYLOR 
COAL 

W'OI\. W'AMILY U9Jr. 
1!188-.!!094 KENT A VENUE 

Foat of \V il1on Sr., Brooklyn, N. T. 
-·---·--· - - - 11 ........ 11 • • 1 ... .. ... _ ,.. ...... ft... 
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WOOD'S RINGS COUNTY BUSINESS SCHOOL 
BROAOWA.Y A.ND BEDFORD A.VE., BROOKLYN 

9 MONTHS BOOKKHPING 
SHHOGliAPHY 
TYPEWRITIHO $80 BOOKS 

.AND 
5TATIONEBY 
FREE 

Registered by the Baard of Regenu 

Menllon this adYertlsement and get 20'• discount an 7aar aeeoad 
lerm-rale pa)'ment. BEGIN NOW. 

J\'RlTE, CALL. OR TELEPHO/\'B FOR CATALOGUE. 

tloc cxai;~er.atcd orientalism C1f "Kol heisha 
en ah"' could noi a:ipcal to a.ny r:11ional 
hcing. As for the oq?an, I hold that while 
its pC1wcr lo aJousc reli~ious de,·otion and 
deep praycrfulnc5" m;iy he .mooted, there 
can +.e no <loubt ahour it~ •uscfolrkss 
a~ a help tow.ards dcc<irum. Esr~iall~· is 
its ,·alue in tnis regard noticeable in the 
nt'\\'Cr l"Ong-r~gati-Ons in and ahout Manha1-
toin. composed of th~ of.rH .i:en.-n1ion 01 
.l<'wi!h immigran:s ·from eastern Europe, 
of men and .,.·o:ncn •who arc honestly, al· 
mn51 1)ai11fu1l~-, stri,·inJ:' to m·ucome the 
handicap of centuries an<l centuries of ill­
rJj,.: i11lin~. In ~uch CUllf.:Tl'il•linns the er­
'··•: of lht' org~n u1>011 1·hc hch;n·iour 01 
1hr worshipc,.,. is in,ranraneous, one might 
u~-. au1nm.a1ic. Tn.,reforc, I, for one. 
11 <•:il<i nnt ad,·i,e the elimination of lhL 
or,; iin. 

Th~ real r~med~· migh1 lie with t.he ("."<· 

islini:" rhenloi:"ical in~tilulions nl this co;m. 
tn. Ru1 r.-crn1ly ~!'"'" cnn•iclcrcd -theh 
mi ssion to nc the training nf ser111oni~cr' 
alone; until the munificcnrc of a Schiff 
tn.idc 410,,ihle the vdcnsion of then- wnrk 
lo th., training of religious school teachers. 
Why not widen their ,~phore still further? 
I rt them add a regular conservatory fo1 · 
!he training <>f competent Chaumim ·a.ncl 
singoers. If sufficient inducement would ht! 
held out. students could be found. Gradu­
ates from such :a C<lnsHvatory rnii:"ht litllc 
by little ·raise the· status anci dignity 01 

Cl1azan11th in this country. \Ve n1ay not 
n:ne to ~ccruit our Cnazonim .from the 
Yiddish ~1.ag., or other incongruous carC<!.rs, 
a~ n oft the case 10-rlay. A cet'bin stand­
ar<I of ·~cbolanhip m;iy be · required· 101 
a:raduation-as . .for. instance, the abilitv to 
tr.ahslate ·H.,brcw .. prayers into fair Eni::· 
lish, a rudi1nentary knnw~dge of the 
·principles. of our faith, etc. I~ might b" 
necessary :too .st;pulate ~at men desirina: 
lo gndu:ite as full-fledged Chazonim must 
first serve for some time in synal:'01l"al 
choirs: .I~ might b~ t:\•en possible. in ordi:r 
to make oi choir-,,jngi11g a rernunerati,·i: 

profession , to unite the same with the office 
of r.,Jigious t"acher. In brief, I h:avc in 
mind the crc:aion of a sort of Jewish 
bos-clcrgi, which mii,!ht hold the esteem 01 

the Jowish public through th., prestige lent 
it by the recognized theological instinttions 
of America. 

As a .preliminary Sl"IJ it is absoluteoly 
neC'Cssary to procure statistical data con­
cHning conditions a.s they exist in our 
choirs. \Ve know not the P<'""'nlage of 
Jewish singers that m.ay be found in the 
latter, small tl1ough ;1 1..1ndoubtedlv is. \Ve 
arc groping in the dark-as us11~1. 

RADOI }OEL BLAU. 

Brot1kfy11, N. }'., lu11e 2Rth. J'91r. 

Beth Sholom of Ben•onh
0

ural 

Ten1ple Beth Sholl'.'ln look fom1al f>05· 
"es•ion of its new T<'lmpl., HO\l'e at ;13 
{]Uarterli• '"'"<!'ling on 'Monday evening 01 
last '"'~· Amo11:r the matt,,rs disposed of 
~•·a• the formal election of S:mrne\ \Veiner 
<1s C~ntor, and a contrihutinn to the fund 
for ti1c local Fourth of July celebntion. 

As md ~n pre,· i<>u~h· announced. !tic 
urnal cu11;iiln~nl of tlle scn·i<"t'& during th.c 
snmnier morrths was inaugurated on Fri­
day eveni11g. Begirtning Jasl Sahird:iy, the 
morning services, also, arc conducted by 
the Rablii <1nd 'llhe Cantor. · 

The Ent'Crt.ainmenl Comm
0

i1Ue, of whidJ 
J~ph Popper is chairman, ;, arrangini; 

I 
for a ga.h& night for the fomlal opening of 
t-hc Tm111lc Home. ·A .,iano, ani::clus . pi: 
anola ancl all ~urtmanc.u fiu·e been· -. 

I 
cured for the House. . · .. · . · .. · ··: ~- : .. 
· T.he . rec.,nt ~n..air · •..t1ief for~ •Sist«- . 

I flood .under U.e manag«nent of Mrs . .M. 
Wein·handlCT and ).frs. ~1. H . Brand wa"s 
in every rcgpect a most opronounced suocie.ss. .. •,\ .. ·._;. 

~fr.s: "Jacob Bl~k and }.[iss· · 1:.~111i<'i~'n: 
Block,· mother "nd siHcr of Dr. Siegfried 
Block of Brooklyn. •lirlc<I on Thursday 
for Europe, where th.,y wilt stay until th~ 
fall . . . . . . 

--- ----- --
Everything · Imported, But The Beer · ,; --D~~~;ti~- 1 
Our bottled beers are chosen by connoiseurs, because tbey back ap our 
claim that they arc equal to tbe finest beer& imported into this country. 
Why/ Because they are made of the very choicest imported Saazer 
Hops and the best obtainable Barley Malt. And they are made accord­
ing to the German brewing method. Ask your dealer, and see whether 

, you can 1&ecurc such a healthy, tasty bc\•eragc anywhere. 

; a!.~~ .. ~~~:o~~~J~2.~ ~-ER EVERGR!.~.~;:~:.t~~~,r., ! 
~.,,.-.,,..,...~--.-...._...-_.,j._·..!'------------------ -.-,.-.!' ________ ~ ..... --...--/ 

The Best Mort gage Investments 
Can tie Obt&l.aed fra~ tbh Com.pa.a7'• 

PRINCIPAL AND INTEREST GUARANTEED • 

!!~~E TITKJE 
~~~ANC6 .C:9 

~N~W VORK 

.and Wiiioughby Street., 
Brooklyn, N • Y. 
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WORLD RKNOWKltD 

HATS · 
THI!: Rl!:COONIZKD STANDARD OP 
EXCELLl!:NCE THROUGHOUT THE 

WORLD 
Bl!: UP TO YOUR OWN HIGH STAN­
DARD AND LET YOUR HAT Ill> A 

Ii:. N 0 :x . 
NEW TORK STORES1 

4!!1Z l'IUb A.Te. 
1!18 l'lflb .a. .. e. 181 BroadW&7 
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WILLIAM WISE&.SON 
One of tbc latgul ond but i•wolrJ 

•Ioele• in Greater Now Yo1k-na1hiag 
under 1' lcaiat. 

FLllBUSH m~ FlJllON ' m1u STS., 
BROOKLYN 

·.~ -------------------
' 

WISSNER 
PIANOS 

88 6th .A. VE., NEW YOllK'. 
&a8-A4• 'Fall•• lit •• -~ 

Do You Need Electrical Work7 
'l:'B...&.T is MT SPl!:CIALTY. 

I htt tac.Jlcd. .EJ.11:Uic..J E.;;iulpm••I In hM,.... 
ol fttich:GRL public buildln''· cbarcbn. hcteriu. nc. I 
raana•-~b ~tfacrioci-u:d •art 1.lllu o..- ai.-a 
i~rr:::!i tlillan &llJ' atbu cl.rc:lria• contndor. 
,,.h7 not,....,. Mf' Unt,-CCau:11tatlon ........ 

THOMAS H. COOPER, t•• Flalbwub A'l'e. Pb au• · &81 t Pro•i>eCI 

Pl~a•c mention Tur. ' ..\~1EMICAP' Hi:uwE\\' wh.-n writing tu or dealing "''ith our Adverti~s. 
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