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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 l1life. 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




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 alsc 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




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 /éd' was 'the
father of all such as handle the harp ( 7iy> ) and
the pipe ( ARgsY).' It is very unl%kely that
Jabal was a musician that actually _lived. It is
much more probable that the word d#£./2is intended
to convey the generalized conception of a
musician.(3)




Rothmuller further notes:
We have no description of either of the two
instruments mentioned in connection with Jubal:

the 97/ »and the 2¢-/¥. Usually 9.2 is

translated as 'harp' or 'lyre' and #»c¢-s¥as 'pipe!

or 'flute'. The 7&;?, therefore, was a

plucked-string instrument and the A¢g7¥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 sacrifical 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
altar; 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 cut 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




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 originj; 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)3 for gathering together the
congregation (v.7)3 for summons to war against
enemies (v.9)3 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 0f 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.(11l) 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




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 Synagoque

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




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 4NN 'QJ'L'standing—men', 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

.




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

NN I(Ju 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)."(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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guite 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 religiocus and other
communal occasions. They occupied much of the
time; in the Orient it is recorded that their
rendering lasted more than an hour. Pravers for
special occasions, or relating to the unhappy
contemporary national history, were the most
important innovations in the liturgy. These
pravers 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 Innogent III

(1215) ,decided to segregate the Jews as radically

as possible from their Christian fellow-citizens,

placing them in ghettos that were glosed aF .
nightfally 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 1in 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) 1In
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. 1In 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 double 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 stvle.

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, enjovyed 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 Rossl 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 music."(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

"HaShirim Asher Lishlomo - The Songs of Solomon", a play on

-11-




the first verse of the Song of Songs. In his introduction to
the work, written rather as an apclogy with the aim of
winning over Rabbis who opprosed 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

pecple 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 gquestion 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 Temples; 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. Idelschn 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 introductiocn
of the organj; the refashioning of traditional synagogue song
along the lines of church singing, where possible in
four-part choral style; 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 ungualified
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
yYears 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 1ts
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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 (,ngWVW, 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 pipe.

Three other similar references to this instrument appear in

the latter sections of the Bible.(1l) 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 incorrect; 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 "Ogob" 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 "Ugov" 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 10b 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."(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 "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 kXind 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 1in the Temple; 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 entitlied "The Organ
Controversy Reconsidered", cites an eighteenth century
traditional polemic against the use of the organ by David
Deutsch.(14) Deutsch'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 halill 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 in§ists
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 10b bears out this two-fold understanding
of the text: "hut 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 l1ife until
its introduction in Prague in 1594. Abraham Idelsochn 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 synagoque. 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 alsc 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 grocom, 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 pcocint 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 cof shevut (occupation forbidden on Sabbath
and festivals)j; (2) as a sign of mourning for the destruction

of the Temple, music in general is prohibited; (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'lela Jt/")/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-goyim 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 is unessential 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

Hatsedek

Shem Tov

based on

may also turn directly to the Responsa of Nogah
for an halachic understanding of this issue. Rabbi
notes that the objection of the Orthodox, which is

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 cnly 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
"apikorsim®"-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 will 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 tc note that, despite the controversial
nature of this issue, "this question was decided in the
affirmative by a unanimous vote without debate."(34)

Cne 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 Holdheim. Although
the conservative side was represented, most of the rabbis in
attendance were strong advocates of reform.(35) This strong
"balance 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 Elchim, 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."

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
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Charleston movement. Elzas argues on the basis of a
gquotation 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," 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

Synagoque, reaches a similar conclusion regarding the
innovations proposed at Beth Elohim in Charleston. He notes:
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 1824:

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 rebuild; we wish

not to destroy, but to reform and revise the evils

complained of; 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 scriptures; the promise and expectation of the
Mesiah; 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
destroved 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 wviolation 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 wvoted 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

o
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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 wvirgin, 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 'ideality' 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 civili
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 1n 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,
likxe 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 i
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 co-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 Sinali 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 English; commencing with the words
"how holy is this place," was sung in excellent style
by the choir. . .Then followed the usual evening
saervice 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 unigque 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 congregations; 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." 1It'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-El1, recordss the following:

The possession of the new place of worship awakened
newvw energy and raised fresh desires for
improvements in the divine service. An organ was
bought to accompany the choir; 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 "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. 1Isaac M. Wise,
then the Rabbi of the Congregation, recordss the followling

regarding the use of the organ in his Reminiscensest

An important question soon arose as to whether

it was permissible to use the organ on Yom 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 Yom Kippur." Our Maier

answered in great astonishment, "If the organ is

not to be played on Yom Kippur, our holiest day, of

what use is it?" That was enough for us. The

organ was heard on Yom 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
vear 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 periocdicals 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."(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 I.. 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 choir;
further, if we remove the Bimah, and place the
pulpit and the reading-desk near the Aron
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 resclved
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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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. 1In 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"

( rwdh AN ), Wise writes: "If the organ ever had been
r“do.)DID, it is no 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 centuries;

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 "Hallel" (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 l1line of
the verse. This was the form, as Rabbi Nehemiah
explained, in which the Shema 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 11?:3 n'g;, the prayer-modes remained as a rule
unrhythmical, and in the form of unison or responsive
singing.

In addition, great emphasis was put upon congregatiocnal
singing in unison "in one tone, with one mouth and in cne
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 I3 n'{? 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. They
assisted the W?P3 h'J; in singing all the prayers. 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
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American Jewish Hymnody," 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 forbaode
every kind of Biblical exegesis or Talmudic
interpretation offered in the synagoque, led to the
development of a literature of new prayers and
poetry. fThrough 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
"piyutim" (singular: piyut). Those who composed "piyutim"
were referred to as "paytanim." The effect of the "piyut"
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 goces on to give several illustrations of the
effect the introduction of the "piyut" had upon the worship
service.(10)

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

synagogue. Not only did the "piyut" 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."(1l1) 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. 0. 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 reador (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.(l14) 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," 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

"Teni" 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." 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 Ibin 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 phenomencn, 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'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)

—-60-




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 Jacok 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
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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 gquick order, he toock

from Gregorian chants, sequences, 0ld 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 gquite 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 cne

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-Jdewish 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, tc 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. l16a, 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," 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 the

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 congregatiocnal 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. "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 mocde 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

Pravers 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 criginal hymns, as we are quite poor in
this species of literature. The author hopes to
give a fresh impulse to Hebrew genius, to enhance
cur 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 volumes; 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 Unicn 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 Germah, 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."(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)
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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 Szcld 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. 1Its
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 Synagogque 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 iﬁcluded many of his own
compositions.

In a critical evaluation of late 19th century Jewish
hymnology in the United States, A. Z. Idelschn 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, remocved 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 prayers; 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 1852
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 music; 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 synagoque,
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

"existing 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.

<73 =




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 ocur 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

the

the

not

for

the

entrusted to Dr. Gottheil, who in addition to reviewing
work "made a new selection of about one hundred hymns,
ma jority of which are taken from non-Jewish authors, and
covering a sufficiently large range of subjects necessary
Jewish worship."(62)

The tremendous differences between the final product and

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. Yearbocock 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

hymnal.(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 ma jor 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 sentiment; 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 1life,
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."(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 1is 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 cf 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 ma jor
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 Neumark Chorale; Handel's tune now associated
with Nahum Tate's Christmas hymn, "While Shepards
Watched Their Flock by Night"; Hayden's tune now
associated with "O Worship the King"j Felice de
Giardini's tune "Trinity", now associated with
"Come, Thou Almighty King"; 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 for the

popularization of the Hymn Book, ?ut.also for the
stimulation of song and an appreclation 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 Cconference:

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. 1In 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'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

Committee 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

Hymnal.(89)
Conference Yearboocks throughout the remainder of the
18960'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

Committee 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-committee, 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 Praver, and is working in
co-coperation 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

Prazer.
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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, the new
C.C.A.R. hymnal, has made progress. A special
committee is doing the editing. Our committee has
no responsibility.

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 "Committee on Synagogue Music"
of the C.C.A.R. leave many critical gquestions 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

appear. 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
bPrecedent 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
initial1ly regquires, 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 1look 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
/'? N "experts"; 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.

—-94-—




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 bound to start at a much
earlier age, most probably in childhood. This is proven by
the Mishnah:

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 singj 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 regquired number (i.e. twelve

Levites standing on the Platform), nor did they

stand on the Platform; but they used to stand on

the ground sc that their heads were between the
feet of the Levites; and they used to be called the

Levites tormentors. (fﬂib “1%3) (4)
rﬂg; '9%3 is a play upon words discussed by Rashi. The
assonance with rqg; 130, "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 Temple; 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 guestion
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 Nortcn 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 Deborah; 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 1ife 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 part 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 Levitical

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 levitical 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 levitical
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 _aiy2/€AN
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 singing; "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 wives; 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 _Aimie) 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?"(15) (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) deaf; 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 'tomechim' 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
bprofessional choir is to be found in Sefer Yuhasen, which
describes the installation of the Exilarch in the ninth

L 4
century:

The Hazan intones ¥ ¢ P77, the choristers respond
to each sentence with//s» p/72». When the Hazan
begins the 44 ,,uwsy(pPs.92), the choristers respond
by singing _aiarnd 5/ where upon the entire
congregation recite the entire»ws3 /Yo7 to the
end. The Hazan then intones /» £—A4qyand the
yYoung choristers respond by singing rpwe e pooor .
From here the Hazan recites one sentence and the
singers respond with the next one and so forth up
to the Kedushah (of the 5./ -before Z -;"). The
congregation recites the Kedushah in a soft voice,
and the choristers sing it aloud. Then the young
men are silent and the Hazan alone continues until

=22+ Z.e’at which all rise for the Amida. 1In the
loud repetition of the Amida and Kedushah, the
choristers respond regularly until the end of the

TA3PD _As59, “z,2p» {42 “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
O0f 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 musical 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 Ferrara; 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 Temples; and that was
sufficient to close the malevolent mouths of the
Opponents,., Despite all they can say, I put all my
Frust in the honour and nurture of song and music
ln 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 extremist; 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 o0ld Jewish life and create an
entirely new Jew and Judaism. (29)

Solomon Sulzer, known as "the father of modern hazzanut

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

S¥nagogue 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."(31)

goal

Sulzer's guidelines in achieving this most difficult

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 intention 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 ground; 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 Jewishj 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 Idelschn:

(1) His form of expression distinguished itself by

a brevity and conciseness similar to the ancient

Hebrew style.

(2) No 1yrical 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.

(?) He further introduced the regular four part
singing, consisting of boys (soprano and alto) and
men (tenor and bass). In this innovation, however,

Fhe above mentioned Israel Lovy preceded him by

lnaugurating 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'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

well as in the Synagogue, under such rules and
regulations as shall be ad0pted. We shall thus

acquire a harmony in SLnglng and give a general

solemnity to our serv1ce, offend none and prevent

anything like discord in shool. . . .(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) 1In the same letter members of the choir are
identified, v, . .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
a8 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. Cochen,(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 synagogue; 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
éxcellent voices demanded regular increases in salary.
Participants requested compensation for expenses incurred in
their work. There was a significant increase in the turnover
0f 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
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indirect reference to this guestion 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 1list 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
service at Shearith Israel.(59)

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 CaPaClty of choristers impressed as we were,
with the importance of such an 1mprovement 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 boys; 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
Oor mixed voices. The congregation at very
considerable expense has endeavored to sustain a
choir of male voices only but after a fair trail
have failed in giving such satisfaction as the
congregation had a reasonable right to expect, and
ve 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 building 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 service; he also led
the choir of singers, supported by a band of music;
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

Vvocal 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 employved
to enhance the beauty of the dedication ceremony. Very
heated discussion followed and it was decided to dispense
vith 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 Jews; 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
vhat 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 synagogue; whether the most

Sacred parts of the service should thus be sung by

persons unable to enter intc 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

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

Friday, June 23, 1911, printed an editorial calling for the
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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 Olam
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 Reform Jewish Practice. Here
Rabbi Freehof analyzes this problem from the viewpoint of
Jewish law. He notes that the question of gentile singers in
8 Jewish prayer service is not debated in traditional
rabbinic literaturej; 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 asks:
"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
‘Musical style is not a matter of blood or birth; it is a
matter of conditioning and cultivation. . .Jewish style is
MOt a mysterious force with a locked-in secret. It is a
combination of melodic, harmonic, rhythmic and emotional
elements which one gets to recognize through contact with
them."(71) For Freed, the answer to the question of the
fon-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
American 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 "pParticipation 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
Participa?ion of the congregation under the leadership of the
HP3 D'J}'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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ceéntury. 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,(l) 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

1ntense1y 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
"performance" 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
résponse to a legacy of professionalism which has
characterized it since its inception 175 years ago.

A systematic approach to the gquestion of authenticity
Yequires 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
¥as 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
r'egards the magrepha of the ancient Temple as the forerunner
0of 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 reaim of history for a complete understanding of this
issue. fThe 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
vere introduced. Despite the search for internal historical
foots, 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
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