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INTRODUCTION 

David Nowakowsky (1848-1921) was a key figure in the 

development of the style of music so closely associated with 

the Brody Synagogue in Odessa . During his life, he was 

profoundly affected by important cultural, political, and 

social movements of the Odessa Jewish community of the 19th 

Century, chief among them the Haskalah or Jewish 

Enlightenment. In the following paper, I will attempt to 

demonstrate how Nowakowsky's music reflects the Haskalah 

ideals of combining Jewish tradition with secular European 

education . In order to support my claim, I will analyze 

several compositions for choir and cantor by Nowakowsky, 

showing both his thorough grounding in tradit i onal cantorial 

music and his profound understanding of European musical 

conventions . 

From the evidence presented in this paper, I have drawn 

the conclusion that Nowakowsky's music, as an extension of 

Haskalah ideals, indeed has a place in today's synagogues, 

particularly those of the Reform Movement. This I say in the 

context of Reform Judaism's claim that it is concerned with 

preserving the best in the tradition of our people, namely 

the commitment to honest, heartfelt worship and the highest 

development of the intellect. Just as the Baskalah exalted 

the ancient Jewish sources while simultaneously drawing 

inspiration from contemporary, secular, non-Jewish 

disciplines, so Reform Judaism claims to reconcile t~e moral 

lessons of the Bible with life in modern- day society, where 

Jew and Gentile learn•from one another. 

Danial Rosenfeld 2 



Any discussion of Nowakowsky must include a discussion 

of the Brody Synagogue as well as some historical background 

on Odessa, because this locale provided the setting in which 

he flourished. It is also necessary to give some attention 

to Pinchas Minkowsky, the cantor at the Brody Synagogue, 

under whom Nowakowsky served as choir master. Together they 

formed a partnership which bore a distinctive stamp forever 

associated with that synagogue . The Brody Synagogue or Shul 

functioned as one of Odessa's centers for the Enlightenment's 

literati and scholars among which Nowakowsky and Minkowsky 

counted themselves. Minkowsky had numerous close 

associations with leadi ng Haskalah figures and even produced 

a body of scholarly articles in several languages. The most 

palpable manifestation of the i nspiration behind these 

innovations was seen in the music that came out of the 

synagogue. In my analysis, ~ hope to demonstrate the feeling 

of awe and profound inspiration Nowakowsky expressed in his 

works as an example of the higher level of worship sought by 

the congregants at the Brody Synagogue. 

Daniel Rosenfeld l 



I. TKE JEWISH COMMUNITY OF ODESSA 

The City of Odessa 

Odessa was a relatively new city established in the late 

18th Century. It soon became a major crossroads and center 

for commerce between Asia and Europe, largely because of its 

prime location . The city began to take on the feel of a new 

land with all the trappings of a frontier settlement, 

eventually burgeoning into a thriving cosmopolitan community 

made up of myriad nationalities. 

Originally named Chadzi Bey, Odessa was established as a 

small garrison outpost by the Ottoman Empire on the Northern 

~im of the Black Sea.I In 1789, the Russians captured the 

settlement, incorporating it and the surrounding area into 

their empire. 2 The entire region became known as "New 

Russia," and Odessa itself was nicknamed "Yezsne Palmira"-

Palmira of the South because of the palm trees which lined 

its streets.3 Under the Ottomans, the inhabitants were 

primarily Turks, Greeks, Tatars, and Armenians . After the 

Russians captured the city, they imported many of their own 

so as to give the it a more familiar Slavic character. In 

order to do so, the Tsarist government tried to persuade 

Russian Orthodox peasants to move south in droves, enticing 

them with accounts of how verdant and bountiful the land was. 

The government also played upon their patriotic sentiments, 

convincing them of the necessity to serve the mothe~and. 

1 Samuel Vigoda, Legendary Voices v.l (M.P. Press, 
Inc., 1981), 40. 
2 Ibid . I 41. 

3 Ibid. 
Daniel Rosenfeld 



Aside from Russian Orthodox peasants, the Tsar pennitted 

and actually encouraged Jews to move to New Russia as well. 

Thus Jews from all over the region of the Pale, started 

moving down to the more remote setting of the southern 

Ukraine . Most of them came from the North, specifically 

Lithuania and the region of Galicia, largely to escape 

oppressive soc i al and political conditions . As more Jews 

migrated to Odessa from all over the Pale, the community 

continued to grow to the point where. by the 1880's, it 

oeci\ITI~ the second largest in all of the Russian Empire . ~ 

The Jewish community could in fact, be traced back to the 

time of the city's creation in the late 18th century, the 

oldest Jewish tombstone dating from 1793, and the Gemilut 

Hesed Shel Emet society (Hevra Kaddisha) having been founded 

in 1795 .s 

Under the influence of the enlightened, well-to-do Jews 

from the North, Odessa soon gained the reputation as the most 

modern, Western city in the Pale. The advantage to this was 

that its increasing conunercial development brought new 

capital and therefore material growth to its inhabitants. 

The disadvantage was that it had little sense of history or 

tradition wi th which people could identify. In the case of 

the Jewish population, this manifested itself in a high rate 

of assimilation. Jews from other locales often derided those 

who lived in Odessa for their ignorance of Jewish tradition 

and observance. Yet because of their assimilation, the Jews 

4 Encyclopedia Judaica. (Jerusalem, Keter Publishing 
House, Ltd.,1971), s.v. "Odessa," Dinur, Benzion. 
5 Ibid. 
Daniel Rosenfeld 5 



of Odessa were well versed in Russian language and literature 

and that of other Western European nations as well. 

Consequently, they helped spread the study of these subjects 

to Jewish communities throughout southern Russia and the 

Ukraine. 

The Impact of the Brody Jews on the Odessa Jewish Community 

Of particular relevance is the influx of Jews from the 

Galician capital of Brody. Formerly part of Poland, Galicia 

was eventually incorporated into the Austro-Hungar ian Empire. 

The city of Brody contained one of the most thriving and 

active J ewish communities in the region, and contributed 

greatly to Galicia's economic and cultural development. It 

thus became a major industrial center in the 18th and 19th 

centuries and a focal point of commerce between Eastern and 

Western Europe. Despite their economic success, the Jews of 

Brody could not ignore the growth of anti-Jewish sentiments 

in the region. Such sentiments combined with the lure of new 

economic and social opportunities motivated a good portion of 

them to move South into New Russia during the 1820's and 

1830's.6 As they di-0, they brought with them a solid 

tradition of learning and erudition which inevitably 

i nfluenced the already extant Jewish community on many 

levels. Soon conditions were right for the onset of the 

Haskalah or 19th century Jewish Enlightenment which Moses 

Mendelssohn had initiated earlier in Berlin. In fac~ the 

followers of the Baskalah or maskilim came to be known in 

6 Ibid. 
Daniel Rosenfeld 6 



Odessa as the "Brodyists."' Their social and economic 

standing put them in good favor with the ruling authorities 

and thus enabled them to gain considerable influence among 

their co-religionists. Consequently, the Odessa Jewish 

community became the first to be controlled and administered 

by the maskilim. 

One of the Brodyists' most important achievements was 

the creation of special schools and educational institutions 

for Jews . The first among them was a modern elementary 

school established in 1826 largely through the efforts of the 

scholar Bezalel Stern.B Here students studied Hebrew and 

Jewish subjects along with literature and disciplines taught 

in secular learning institutions. The creation of this 

school and eventually others like it signified the changes 

that were occurring in the region of the Pale, specifically 

the increased assimilation of its inhabitants into secular 

society as a whole. 

The Assimilation of Jews in Odessa 

The assimilation of the Jews in Odessa was largely the 

result of how ruling European governments attempted to meld 

all of their disparate nationalities into the general 

populace, so as to prevent them from corrupting the national 

identity. The Jews were just one of numerous peoples 

proverbially perceived by Christian European rulers as an 

obstacle to keeping that identity intact. 

7 Tbid. 
8 Encyclopedia Judaica, #Odessa," Ibid. 
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In Russia , the tsars had sought to assimilate all of the 

peoples within their empire by a variety of methods 

throughout their history. In the the first half of the 19th 

Century, Tsar Alexander 1 attempted to russify, or make 

Russian, his Jewish subjects by various means, not the least 

of which was to i nitiate numerous educational programs and 

create special schools for his Jewi sh subjects. Much of this 

was accomplished under the auspices of his Minister of 

Education Count S . S. Uvarov, who served in his position from 

1833 to 1849 . 9 Uvarov believed that Jewish students would be 

attracted to Russian education if the structure of their 

schools was predominantly Jewish. It was under his tenure 

that Jews were admitted into non-Jewish schools for the first 

time. 

9 Zipperstein, Ibid., 44 . 
Daniel Rose.nfel d 8 



II • THE RASKALAH 

Origins of the East European Haskalah 

The word Haskalah is translated from Hebrew as 

"enlightenme nt.," and the verb, l'haskil, means "to become 

wise."10 The Hebrew root of the word which, in Yiddish, comes 

out as sey.khel, means •'w isdom" and "good sense ... 11 It is 

therefore only appropriate that its followers were known as 

maskilim or those who make wi se or enlighten. 

Though the Haskalah began primarily as a literary 

movement, it soon began to effect other significant cultural 

and artistic mediums, like music. Around the turn of the 

century , figures like Eliakurn Zunser and Abraham Goldfaden, 

i n their songs, echoed the sentiments and views of a new 

generation which sought to l iberate their people from 

cultural as well as political oppression. They saw the 

oppression r ising out of the anti-Jewish mind set of their 

Gentile neighbors as wel l as what they believed to be the 

dogged adherence to an arcane , timeworn way of life in the 

shtetl . 

There was yet another important element which gave 

impetus to the growth of the Enlightenment. The swelling 

Romanticism of 19th Century Europe no doubt ignited the same 

artistic passions in the maskilim as in the rest of Europe, 

resulting in the need to find new forms of expression. Yet 

10 Ehud Ben-Yehuda, Ed., Ben-Yehuda's Pocket English-
Eebrew/Bebrew-English Dictionary (Washington Square Press, 
Inc., 10th Printing, 1968); Asher Tarinon & Ezri Uval, Hebrew 
Verb Tables (Tamir Publishers, 3rd Edition-1991). 
11 Irene Beskes, Passport to Jewish Music: Its History, 
Traditions , and Culture (Greenwood Press, 1994) , 146. 
Daniel. Rosenfeld 9 



in their works, the maskilim celebrated the Jewish people, 

constar.tly presenting themes from the Bible and life in the 

shtetl, themes which resound throughout the writings of 

figures like Mendele Mocher S'forim and Sholom Aleichem. 

Hebrew was celebrated as both the sacred language of 

Scripture, and as a modern, livi ng tongue in which J ews could 

express their highest, most profound thoughts, thereby 

drawing the connection between the anci ent legacy of the 

Bible and current intel lectual development. Reflected in the 

new literary trends set by the maskilim was a romantic 

yearning bound up with the aforementioned nationalistic 

leanings in which lay the roots of Zionism. In his biogr aphy 

of the Haskalah poet/novelist Gershon Shofman, Norman Tarnor 

offers the following insightful comments: 

There now appeared on the horizon a neo
romanticism which was wrapping the past in a 
mantle of holiness; the national movement of 
Zionism urged a renewed appreciation of the 
Jewish past 1 a return to Jewish sources, 
abandonment of Europe, and opted for aliyah 
to the ancient homeland.12 

Poems and verse from this period reflect an almost mil itant 

sense of unifying in order to proceed onward to meet their 

destiny with child-like optimism and idealism. A number of 

the pieces I discovered in the National Science Library in 

Riev were settings by Nowakowsky and Minkowsky of such poems. 

12 Norman Tarnor, The Many World of Gershon Shofman 
(Behrman Bouse, Ioc., 1989 ), 28. 
Daniel Roean~eld 10 



The Haskalah and Nationalism 

It is no coincidence that the Haskalah began to sprea~ 

and develop during the rise of nationalistic movements i n 

19th century Europe. Though one would be hard-pressed to 

consider the Haskalah a nationalistic movement, one cannot 

deny the historical connection between it and the inspiration 

behind such movements elsewhere l n Europe. Jews could not 

help but to be affected by the bl ossomi ng patriotic 

sentiments of the German and French citizens in whose midst 

they existed. Yet they were most likely aware that their 

Gentile counterparts would never truly consider them fellow 

countrymen. This realizati on led to the search for a 

nat i onal homeland for the Jews, a place they could truly call 

their own l and. Leading Zionistic figures like Theodor Herzl 

and Leo Pinsker expressed the notion that until Jews were 

able to govern themselves in the ir own country, they would 

forever be at the mercy of despotic l eaders who, at the 

slightest whim, could decide to annihilate them. The birth 

of nationalistic movements throughout Europe combined with 

the notion of Jewish peoplehood sparked the rise of Zionism 

which became inextricably linked to the ijaskalah. The 

maskilim saw the fledgling Zionist movement as a palpable 

means of liberating Jews from the oppressive conditions under 

which they were forced to live. At this time, Odessa became 

the major center of Zionistic activities in the Pale, 

spawning the creation of movements such as Hibbat Zion.1 3 

13 Encyclopedia Judaica, Ibid. 
Daniel Rosenfeld 11 



Ironically, Napoleon has been credited with helping to 

set the stage for Jewish nationalism. In 1799, he 

"identified" Jews as Frenchmen and gr-anted them citizenship.14 

In so doing, not only did he eliminate the greatest obstacle 

to the success of Jews in France, bllt he cleverly inspired 

their loyalty to the state by incorpor:-ating them into its 

citizenry. In 1807 , he recreated the Grand Sanhedrin in an 

attempt to grace his Jewish subjects with a sense of self-

government, however ephemeral it may have been. 15 As other 

European countries began to give voice to their nationalistic 

inclinations, so too the Jews of Europe began to experience 

and express the same inclinations. 

The Effect of the Haskalah and Nationalism on Music 

Of particular relevance to this paper is the connection 

between nationalistic movements of 19th Century Europe and 

the arts, particularly music. As the Haskalah developed in 

the wake of nationalism, moving steadily eastward, it 

inspired a cultural awakening on the part of Jews in the 

Slavic lands. Jews in Russia were influenced by the 

nationalistic fervor in music inspiring the proliferation of 

works based on distinctly Russian subjects and themes. In 

this setting, there arose the Russian Five, the five 

prominent composers who were touted as genuine products of 

the culture from which they hailed: Cui, Borodin, Balakirev, 

Rimski-Korsakov, and Mussorgsky. Tchaikovsky also achieved 

14 Irene Heskes, Ibid., 145 . 

15 Ibid. 
Daniel ROaen.feld 12 



fame as a result of Russian nationalistic leanings, though 

some of his detractors viewed his music as too heavily 

influenced by Western European esthetics and stylistic 

considera tions . 

The nationalistic urges in J ewish music were expr essed 

through folk songs, particu l arl y Yiddish. The movement 

toward Yiddish and Hebrew, mentioned earlier, came to 

symbolize the Jewish nationalistic trend in the literary 

community of the time, spawning the rise of figures like r.L. 

Peretz and Ahad Ha'am. The first conservatory-trained Jews 

composed formal works based on Jewish folk themes as an 

expression of their own unique heritage. 

A major figure in the move toward creating a distinctly 

Jewish music was Joel Engel (Yuli Dimitrievich Engel, 1868-

1927), who studied at the Moscow Imperial Conservatory.16 He 

collected Jewish folk songs from the shtetls of Russia and 

the Ukraine. In 1900, he published a collection of folk .. 
songs from Russian Jews.17 During this period, Jewish 

composers such as Ephraim Shklar, Michael Gniessin, Solomon 

Rosowsky and Lazare Saminsky, all of whom had studied under 

Rimsky-Korsakov, united in an attempt to preserve and 

propagate the real music of the Jewish people. Their efforts 

resulted in the creation of the St. Petersburg Society for 

J ewish Music in In 1908.18 

16 ibid. 
17 Ibid. 
18 Ibid. 
Daniel Rosenfeld 13 



II I. THE BRODY SYNAGOGUE 

One of the most important new institutions created in 

the wake of the East European Haskalah was the Brody 

synagogue or liberal synagogue of the Brodyists as it was 

known. It was the gathering place for leading Yiddish and 

Bebrew journalists of the movement such as Joachim Tarnopol, 

E. Soloveichik, L. Pinsker, and S. Ornstein who established 

the periodicals Razsvet, Zion, and Den . 19 A. Zederbaum who 

founded HaMeliz and Kol Mevasser also frequented the 

synagogue . 20 As more began to congregate at the Brody Shul, 

it came to symbolize the growth of the Haskalah in the Odessa 

Jewis h community. 

The Haskalah ideal of combining Jewish tradition with 

the best that secular education had to offer influenced the 

Synagogue on all levels, particularly in the areas of liturgy 

and music. It is only fitting that it would foster the 

development of a cantorial tradition which reflected this 

ideal. In addition, the Odessa maskilim sought to raise the 

service to a higher level, in contrast to what they saw as 

the rough, chaotic nature of traditional Jewish worship. 

Consequently, they instituted a series of innovations, 

inspired by those that had already taken place in Germany at 

the beginning of the Enlightenment. 

Among the numerous reforms they instituted was a general 

change in decorum to be achieved by eliminating such 

practices as extra aliyot to the Torah and incessant talking 

19 Encvclopedia Juda.lea, Ibid. 
20 Ibid. 
Oani.81 Rosenfeld 
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during services, both of which they believed corrupted real 

prayer. They also began to consider retaining a preacher who 

could hold forth in "what the maskilim called a living 

tongue," so as to afford their congregants more 

intellectually stimulating sermons.21 

Established in 1841, the Brody Synagogue was built along 

the lines of a German synagogue. 22 It existed in contrast to 

Odessa's other major synagogue, the Beit Knesset HaGadol 

which was established in 1795 or 1796, and came to be known 

as the Glavnaya or main synagogue.23 The Glavnaya had no 

regular rabbi, but instead hired Odessa's official rabbi to 

speak on several occasions during the year. During the 

1820's and 1830's, it was said to be in a decrepit neglected 

state. 2 4 One of the leading maski lim of the period, Abraham 

Baer Gottlober, was repelled by the chaotic, frenetic service 

he attended there in which he claimed to witness congregants 

pushing each other around and climbing over tables amidst a 

great din. 25 The one favorable component was the cantor, 

Bezalel Shulsinger who Pinchas Minkowsky described as uthe 

•true genius' of classical Jewish cantorial 111usic, 11 and who 

trained future noteworthy chazzanim including Joshia Abras 

and Ya'akov Bachman, both of whom ended up at the Glavnaya.26 

21 Steven Zipperstein, Ibid., 56. 
22 Ibid., 56-7. 
23 Ibid . I 51. 
24 I bid. 
25 Ibid. 
26 Ibid. 
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The Galicians did not like worshiping at t he Beit 

Knesset HaGadol in spite of Shul singer• s ability. They 

sought a synagogue where they could wield the same kind of 

influence as they did in Odessa's other Jewish institutions . 

Thus they established a new house of worship known as the 

Brody Synagogue which was supported exclusively by its 

members unlike the Glavnaya which received its support from 

the community . In order to maintain support and to control 

the unruly behavior associated with traditional shuls, the 

Galicians sold permanent seating. Among the other changes 

they instituted were to abolish the sale of aliyot and to 

expunge piyyutim from the service. In 1841 , they hired Nisan 

Blumenthal as their cantor, a position in which, according to 

the histori an Steven Zipperstein, he served until 1903.27 

Blumenthal was noted for employing a four-voice choir 

performing music "based heavily on German classical 

patterns. "28 But perhaps the most. noteworthy change was the 

introduction of instrumental music into the service, 

specifically that of the organ. 

The creation of the Brody Synagogue by the Galicians 

came to represent the split between t he maskilim and the 

traditionalists, particularly the Chasidim. In response to 

the protests of the latter group, the writer Osip Rabinovitch 

countered with vituperative remarks that the more traditional 

synagogues contained a raucous setting not at all conducive 

to worship in which uignorant, itinerant cantors shamelessly 

27 Ibid . , 58 . 
28 I bi d . 
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stood before the altar singing prayers to dance tunes picked 

up in taverns or inns . " 29 

Not al l maskilim rallied behind the Galicians i n support 

of the synagogue . Bezai e l Stern criticized the Brody Shul 

for not serv ing the interests of the local Jews from 

elsewhere in the Pale, and he decried the i dea of selling 

permanent seating as being unjustifiably exclusive. If 

others were not as critical, they certainly displayed 

ambivalence in their outlook on the institution . I saac Baer 

Levinsohn, though having l ong advocat ed synagogue reform 

including those i nsti tuted at the Brody Synagogue, believed 

that il was a greater priority to unify the d isparate 

elements of the J ewi s h community.JO 

In any c ase, the sharp criticism of the Galicians had a 

powerful enough effect to convince the l eaders of the Beit 

Knesset RaGadol to c lose their synagogue four years after the 

establishment of the Brody Shul, and to reconstruct a newer 

one along the lines of the former with space for a choir. 3 1 

They wanted the new shul to reflect the wealth and social 

standing of Odessa ' s Jews. Nisan Blumenthal performed at the 

dedication along with a choir of twenty-two voices.32 

Bezalel Stern delivered an address in German io which, among 

other things, be called for the unification of the Galicians 

and the founders of the new Beit Knesset HaGadol. 33 Over the 

29 Ibid. 
30 I bid. I 59. 
31 Ibid . I 60. 
32 I-bid. 
33 Ibid. 
Daniel Rosenfeld 17 



-

_, 
next ten years, leaders from both synagogues negotiated. The 

Brody Shul closed and reopened in 1863 when t;hey announced 

the construction of a new synagogue.J4 Located on 

Pushkinskaya Ulitsa (Pushkin Street), it became the best
.< 

known synagogue in the city, noted for its Moorish 

architecture and the organ music which accompanied its 

services. 35 

The Brody Shul remained, in many ways, a traditional 

Jewish house of worship. The chazzan wore a long tallit over 

his entire body during services. None of the prayers were 

omitted from the siddur, and congregants maintained the 

tradition of studying portions of Mishnah between Mincha and 

Ma'ariv. Vigoda describes a setting in which some worshipers 

could be seen shokeling to and fro with their prayer shawls 

covering .their heads, and bellowing out z'mirot during 

Shalosh S'udot, the third Sabbath meal, while seated around a 

long table. 

34 Ibid . , 61. 
35 Ibid. 
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rv. PINCHAS MINKOWSKY AND DAVID NOWAKOWSKY 

The Impo~ance of Nisan Blumenthal 

Pinchas Minkowsky together with David Nowakowsky ushered 

in a new era at the Brody Synagogue. As a resul t of the 

innovations they intr oduced, services took on a new 

character. It i s i mportant to note, however, that their 

style of worship did not develop in a vacuum; it was 

influenced by the work of their predecessors, most notably 

the synagogue's first cantor, Ni san Blumenthal (1805-1903).36 

The following account is taken from Cantor Samuel 

Vigoda 's book, Legendary Voices.37 Born in Yassy , Rumania , 

Nisan or Nisi Blumenthal received his f i rst cantorial 

appointment in Berditchev in the Ukraine at the age of 

twenty- one . Said to possess a pleasing, l yrical voice, he 

eventually moved to Odessa where, as stated earlier, be was 

appointed to the Brody Synagogue in 1841 . Vigoda likens him 

to Sulzer, saying that both desired to render the liturgy in 

a contemporary and musically affective manner, the difference 

between them being that Blumenthal adhered more to tradition 

than his Austrian counterpart. He composed a goodly number 

of works in which he attempted to combine"· . • cold Western 

logic and erudite, astute musicianship with the Eastern 

sentimentalism •.• into a most suitable synthesis."38 

Blumenthal is said to have been the first to introduce full 

choral settings of the liturgy into Russian synagoq~es. In 

36 Abraham z. Idelsohn, Jewish Music: Its Historical 
Development , (Dover Publications, Inc., 1992), 307. 

37 Vigoda, Ibid., 81-3 • 

38 Ibid. 
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so doing, he established the Brody Shul's reputation as a 

model for Russian synagogue choirs, attracting gentile 

listeners as wel l as Odessa's most prominent Jewish citizens . 

Eventually, the congregation subtly but resolutely decided 

that, after fifty years of service, Blumenthal had given his 

best, and it was time for him to relinquish his post. 39 This 

he did, though begrudgingly, and after a series of auditions, 

selected Pinchas Minkowsky to succeed him. 

Pinchas Minkowsky 

Pinye or Pinchas Minkowsky was born in 1859 in Biala 

(Beloya) Tzerkov in the Ukraine near Kiev, the son of a 

chazzan . 40 As a child, he received a sol i d cheder education 

and exce lled in the study of Talmud, so much so, that his 

father encouraged him to become a rabbi. By the age of 

sixteen, he was married and appointed to the Stempeny'er 

Synagogue . Soon after, he went to Kishinev to sing as a 

chorister under Nisi Belzer where he eventually replaced him 

as the chazzan of the Old Synagogue. It was here that he 

began his form.al cantorial studies under the tutelage of 

Nisan Spivak, and eventually became the chief cantor at the 

Chor- Shul or choral synagogue in that city. He would later 

study harmony under his choir-master, David Nowakowsky, as 

well as counterpoint and composition from Robert Fuchs. In 

1881 , he traveled to Vienna to study under Sulzer, then 

39 Steven Zipperstein, cited earlier, st~tes.that B~umenthal 
served until 1903, whereas Macy Nulman, in his Concise 
Encyclopedia of Jewish Music claims that Blumenthal retired 
in 1891. 

40 Vigoda , Ibid . , 90. 
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returned to the Ukraine to posts in Kherson and L~:m\berg (now 

Lvov in the Ukraine).41 From there, he proceeded t.o Odessa 

and was appointed cantor of the Great Synagogue olE Yevreysky 

Street , only to move a year later, this time to Kahal Adas 

Yeshuron in New York. Afterward, he returned to Odessa to 

succeed Nisi Blumenthal as chief cantor of the Brody 

Synagogue where he would remain for at least thir ty years. 

Among ot her things, Minkowsky was known for the sonorous 

quality of his voice, though it was said to be somewhat 

l acking in power. He was also known for his straightforward 

interpretation of the liturgy as evidenced by his reported 

shunning of excessive colora tura, needl ess repetition of 

words, and falsetto . 

Minkowsky gained recognition for his work off as well as 

on t.he bimah . According to Vigoda, he was appointed a chair 

as a full professor at the Odessa Conservatory, and also 

became the chairman of the HaZamir mu s i cal society . 

He was a prominent member of the group of i n t ellectuals 

headed by his acquaintance Chaim Nachman Bialik, and 

eventually set the poet's piece Shabbat Hamalkah (Sabbath 

Queen), a tune frequently heard today at Friday Ni ght 

services in many Reform synagogues. Though , many of his 

compositions still remain in manuscript form, he did publish 

a number of them, particularl y in the anthology Ta'ame i 

Zimrah. In addition, he published numerous scholarly 

articles in Yiddis h , Hebrew, and German on the subject of 

Jewish music . Among them were Die Entwicklung der 

41 Ibid . 
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synagogalen Liturgie bis nach der Refonnation des 19. 

Jahrhunderts (1902) and Moderne Liturgie in undzere Sinagogn 

in Rusland (2 vols., 1910)42 

Despite his reputation as a singer with a pleasing 

voice, Minkowsky was opinionated and wont to engage in 

debates over a number of issues. One in particular was that 

of recording chazzanut, an issue over which he incessantly 

attacked Gershon Sirota and Zevu lun Kwartin both in and ou~ 

of print. He derided them for selling out to commercial 

interests, though it has been suggested that his fiery 

criticism was motivated more out of envy than righteous 

indignation . 

In 1922, because of the political turmoil in the Russian 

Empire, he left Odessa for America one more time .4 3 After a 

disappointing reception, he survived for two more years with 

little or no major recognition. In 1924, the Jewish 

Ministers and cantors Association of America and Canada 

planned a major affair at Madison Square Garden where he was 

requested to perform, and where he would receive a special 

award.44 As fate would have it, a short time before the 

planned celebration, he fell down a staircase and broke his 

leg. Soon after, blood poisoning set in and, in January of 

1924, he diect.45 

42 Macy Nulman, Concise Encyclopedia of Jewish Music 
(McGraw Hill Sook Co., 1975), 174. 
43 Vigoda, Ibid., 93. 
44 Ibid., 94 . 

45 Ibid. 
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pavid Nowakowsky 

David Nowakowsky was born in Malin, a town near Kiev, 

and lived from 1848 to 1921.4 6 In his notes to the 1955 Out-

of-Print Classics edition of Nowakowsky ' s collection 

entitled, Gebete und Gesange, AbrahaJJI Binder states that the 

composer/choirmaster left home "due to an unbearable 

st:epmother. ,.47 He ended up at Berditchev, also in the 

Ukraine, where he enrolled i n the city's chor-shul. While 

there, he supposedly st:udied theory and counterpoint, though, 

in reality, he probably learned most of it on his own. In 

any case, he acquired enough of the appropriate skills to be 

appointed choi:master of the Brody Shul in Odessa at age 

twenty-one. He served there for fifty years, first under 

Nisan Blumenthal then under Pinchas Minkowsky, with whom he 

would eventual ly form a long- last:ing partnership. 

Initially Nowakowsky and Blumenthal had a number of 

fundamental differences. Blumenthal believed that it was 

possible to employ music from oratorios and operas in setting 

Hebrew texts so as to elevate them to a higher, more 

inspiring l evel. At one point, he set Psalm 113 to the music 

of the Hallelujah chorus from Handel's Messiah.4 8 This 

grated on Nowakowsky to the point where he felt compelled to 

protest. Although he appreciated such classics of the 

Western common repertoire, be believed that they had no place 

46 Macy Nulman, Ibid. 
47 A.W. Binder, Gebete und Gesange (for Shabbat), 
D.Nowakowsky (Sacred Music Press, Out- of-Print Classics 
Series #22, 1955), preface. 
48 Binder, Ibid. 
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in the synagogue . He thus set out to write his own works for 

this purpose. Ironically, much of his music is marked by the 

obvious influence of traditional European choral conventions 

as we shall see . 

According to Binder, Minkowsky's mellifluous voice 

combined with his superior musicianship and knowledge of 

harmony and counterpoint, enabled him to realize the full 

potential beauty of Nowakowsky's compositions. Among other 

things, Nowakowsky displayed an awareness of the traditional 

interaction between chazzan and congregation as distinct yet 

related participants in worship. This is evident in the 

structure of many of his settings which contain alternating 

sections between cantor and choir. The above- mentioned 

elements combined to give Sabbath services at the Brody Shul 

its reputation for excellence, drawing high-ranking Russian 

personages to attend. Both Minkowsky and Nowakowsky i nspired 

one another to the point where they each sought ever higher 

levels in their respective works. In this light , Binder 

points out that because of Minkowsky's highly developed 

technical sense, Nowakowsky felt compelled to create 

i ncreasingly complex arrangements. Consequently he began 

writing contrapuntal works for five to eight voices and for 

double choruses. Be even composed an oratorio based on Ha

azinu from Deuteronomy, in which Moses offers his song of 

farewell to the rsraelites.49 Minkowsky, in turn, was 

inspired to compose nume rous works himself, and sought out 

his choirmaster's assistance in these endeavors. 

49 Ibid . 
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Nowakowsky is noted for his choral arrangements under 

the apparent influence of the western European choral 

tradition which was becoming popular in Russian and Polish 

synagogues during the late 19th century. He represents the 

trend among numerous East European cantor/composers toward 

incorporating modern vocal styles and arrangements of the 

time with the traditional modes of the synagogue. As Binder 

states: "The thing uppermost in his mind was how to utilize 

the t.raditional prayer-motifs in his works, and how to 

express the Jewish soul through his music. Many have sought 

i t, but Nowakowsky was one of the counted few to succeed in 

finding ic . 1150 Binder claims that Nowakowsky was one of the 

first to create fugal themes based on Nusach. As an example, 

he cites the ''V'shamru'' in C minor from Shire David (to be 

ana l yzed later) . 51 In contrast, Binder cites the influence 

of opera as well as the the harmonic conventions of Russian 

music at that time in Nowakowsky's cantorial recitatives as 

evidenced in the closing section of "Tov l'hodos" also from 

Shire David. 52 Here, the composer creates a "majestic 

feeling coupled with superb musicianship and a deep Jewish 

consciousness."53 Binder also praises Nowakowsky•s ability 

to develop thematic material in addition to his adept 

contrapuntal renderings of musical material. My own analysis 

50 Idem, uTbe works of David Nowakowsky 
as the Greatest Composer of Synagogue Music,'' 
Tribune vol . 93 (Dec . 7, 1928); 36 . 
51 Ibid. 
52 Ibid. 
53 Ibid. 
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corroborates this. Despite his superlative praise of 

Nowakowsky, Binder criticizes him for occasionally failing to 

bring a true sense of Jewish feeling to his harmonies. 

Many of Nowakowsky's works remain in manuscript form . 

Among those that are published are the aforementioned Gebete 

und Gesange zum Eingang des Sabbath (1900),54 Shire David-

Kabbalat Shabbat, and Shire David-Tefilot Neilah (1895).55 

The Tenure of Pinchas Minkowsky and David Nowakowsky at the 

Brody Synagogue 

Under the tenure of Minkowsky and his choirmaster, 

Nowakowsky, a number of significant innovations to worship in 

Russian and Ukrainian synagogues took place . Chief among 

them was the introduction of the organ, mentioned earlier. 

According to Samuel Vigoda, this was originally Nowakowsky's 

idea. At first, Minkowsky was reluctant to acquiesce, not so 

much on religious or aesthetic grounds, but more out of 

practical deference to the more traditional members of the 

congregation. However, Nowakowsky soon had his way after 

composing a special setting of Unetaneh Tokef for mixed choir 

accompanied by organ.56 Minkowsky was suitably impressed and 

finally capitulated to his choirmaster, very likely after 

Nowakowsky convinced him that the organ would indeed 

complement his style. Nowakowsky then proceeded to sell his 

idea to the congregation's board of directors, and was 

eventually able to obtain a quality organ. 

54 Irene Reskes, Ibid., 50. 
55 Macy Nulman, Ibid., 189. 
56 Vigoda, Ibid., 91. 
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were favorably impressed, and some left the congregation in 

protest . In a ny case, history was made, as, according to 

Vigoda , this was the first or gan to be inst all ed in a Russian 

synagogue . 57 

A debate ensued during which a group of rabbis sought to 

have the instrument removed, referring to it as a H 'Treyf 

posul . '.,5a Yet Minkowsky 's solid Talmudic e ducation served 

him well, for he was able to offer Halachic evidence to 

justify the use of the organ at services . 59 Nonetheless, the 

rabbis and other critics remained unconvinced, likening the 

synagogue to a church and avoiding it at a ll costs . 

57 Ibid, 92. 
58 I bid. 
59 Ibid. 
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V. THE MUSIC: ANALYSIS 

I have selected three pieces as examples of Nowakowsky ' s 

compositional style and technique. They are Ana 

Tavo/Ashamnu, from his Atonement Oratorio, edited by Cantor 

David Lefkowitz; V'shamru from the volume of Shabbat music in 

the collection, Shire David: Gebete und Gesange from the Out 

of Print Classics series published by the Sacred Music Press; 

and Adonai Z'charanu as it appears in Volume III of Gershon 

Ephros' Cantorial Anthology of Traditional and Modern 

Synagogue Music for the Three Festivals . In discussing these 

pieces, the central thesis of the paper will become apparent, 

namely the importance of Nowakowsky's music as signifying the 

goals and ideals of the Haskalah. The following analysis 

contains examples of conventions and techniques employed by 

Nowakowsky which were developed by composers of the common 

repertoire in Europe. I based the bulk of my analysis on the 

pieces' thematic and hannonic content, particularly in the 

context of the dominant-tonic relationship as the central 

defining feature of Western music's harmonic structure. I 

thus refer frequently to the authentic cadence (V-I) i n 

examining the harmonic makeup of these pieces, because that 

is how tonality is traditionally established in Western 

music. I have also called attention to the use of the 

synagogue modes in numerous key places in the music. The way 

in which Nowakowsky presented them is crucial in giving each 

work its special character. I have attempted, though not in 

as great detail., to address other important elements of 

choral composition such as voic.e leading, vocal line, and 
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word stress. 1 hope the following analysis demonstrates ha.., 

Nowakowsky successful l y fused traditional European choral and 

harmonic principles with those of traditional synagogue 

music. 

Anah Tavo (See Appendix A) 

The f i rs t of the pieces to be analyzed is Nowakowsky's 

setting of Ana Tavo/Ashamnu from the High Holiday liturgy in 

parts VII and VIII of his Atonement Oratorio. It is scored 

for four-part choir and cantor, accompanied by organ. 

Nowakowsky most probably wrote for all male ensembles. Thus 

the soprano and alto lines wou ld have been sung by boys. The 

version which I analyzed was thoroughly edited and rescored 

by Cantor David Lefkowitz. 

The key of the piece is c minor although the B natural 

ear ly on in the first measure and the absence of an authentic 

cadence (V-I) until measure 5 suggests the Ahavah Rabah Mode 

on G. In the same measure, the choir enters, and introduces 

the main theme of the entire wor k. The bass line of the 

accompaniment in the first measure contains the G-C-G motive 

from which the theme soon evolves. The chorus sings in 

unison until measure 13 where they split for the first time, 

introducing a second, smaller theme. Here, on the words, 

"v'al titalam," the choir changes from singing a unison, 

straight melody to full chords, creating a distinctive 

contrast in texture. There are abundant accidentals 

throughout the piece, showing a good deal of chromaticism, 

particularly in places like measure 17- 18 in the bass voice 

and the accompaniment. This also results in an abundance of 
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passing and non-harmonic tones in both the solo l ine and the 

chorus. 

In Cantor Lefkowitz's edition, there are a number of 

important changes in meter. One occurs at measure 27 on the 

entrance of the cantor, changing f rom 4 / 4 to 3 / 4; then again 

at measure 51 where the sopranos and altos sing the f i rst 

main theme in 4 / 4 on the top line, a solo quartet s i ngs i n 

3 / 4, and the accompaniment plays in 6 / 4. In the quartet, the 

soprano voi ce picks up the cantor's melody. The overlapping 

of the three different parts i n di fferent meters creates a 

powerful drive and forward motion which endures through the 

rest of the piece. 

The Ashamnu section begins in the traditional responsive 

style with the cantor leading each statement of the Vidui and 

the choir repeating the words. It is interesting that in the 

response, however, the cantor's line is not reiterated 

verbatim in any of the other voices, only the rhythms. Here 

an antecedent/consequent relationship is created where the 

cantor initially states the prayer text, and the choir 

answers him, fonning a couplet on each piece of text. The 

theme heard at the beginning of Ana Tavo serves as an 

ostinato line in the bass and pedal sections of the 

accompaniment, and then is picked up by the choir in measure 

101 in what I teilll a chorai ostinato under the cantor's 

sustained G on uti-ta- ill!.n The ostinato continues until 

measure 109 where the rhythm changes from the steady drive of 

the quarter notes to half notes in the upper three voices. 

The soprano voice contains tbe second mini-theme introduced 
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back in measure 13. In measures 109-114, the successive 

entrances of the different voices toqether create an 

interesting polyphonic effect somewhat akin to hocketing in 

choral music of Western Europe during the late 

Medieval/Renaissance period. The piece winds down to a gra nd 

finish in the last three measures on ''ta - nu" of "titanu," 

Pnrling wirh a srrong v7 - r cnrlen~e. 

V'shamru (See Appendix B.) 

As mentioned earlier, Abraham Binder alludes to this 

piece as an example of fugal composition based on nusach. In 

the piece, Nowakowsky captures the feeling of nusach, yet 

renders it in a manner which bespeaks an unmistakable sense 

of traditional European chorale style. 

This setting of V'shamru, one of four in the collection 

is scored for Soprano, Tenor, and Bass, each divided into t wo 

parts. It contains two sections, the first in a 

straightforward chorale style, then the second in which the 

fugue is introduced. In the first section, the sopranos open 

with the first theme at the end of which the other voices 

resolve to a dominant. The opening measures indicate a good 

deal of tonal activity to come, specifically as seen in the 

Second Tenor voice where a sharp third appears, creating a 

genuine dominant chord in the third measure. Here we see 

Nowakowsky's understanding of functional harmony with his 

initial statement of the key, C minor, moving to a strong 

dominant chord on G. No sooner is this chord stated than 

when, on t he fourth beat, the· s natural shifts back to B flat 
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for a chord built on E flat . At this point, the soprano 

restates the theme in E flat major, the relative major key. 

Throughout the the first section, the theme is developed, and 

restated in various ways. From the pick- up to measure 16 

through the end of the section at measure 21, the theme is 

elongated, beginning in the soprano voices, then carried 

further in the lower voices. In these measures, the basic 

contour of the theme is retained and rendered quite 

effectively until it resolves again on a dominant chord, 

preparing the listener for more to come. 

In the second section, the bass introduces the new theme 

with a change in meter from 4/4 to 12/8. The three-note 

motive contained in this theme unifies the entire section as 

it will be repeated, inverted, and restated in various forms 

in all of the voices throughout the rest of the piece. 

Interestingly, Nowakowsky has set the words "she-shet" on two 

dotted quarter notes with a combined value of six beats, 

perhaps a subtle example of word-painting. In measure 26, 

the tenor states the theme with an accidental of A natural . 

The bass a lso contains two important accidentals, D flat and 

E natural wh ich, in the key of C, strongly sugges ts the 

Ahavah Rabah mode. This is also evidenced by how the bass 

progresses up the scale through measure 27. The piece will 

remain in the Ahavah Rabah built on C to the end. In measure 

43, the meter changes from 12/8 to 4/4 on the words, uu vayom 

hash'vi'i,~ introducing the stirring closing section with the 

idea of the Seventh Day as its central theme. A new subject 

is developed from earlier material and stated in the soprano 
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and tenor voices . Then, as if there is not already enough 

activity in this section, Nowakowsky implies a modulation to 

the Ahavah Rabah on F in measures 45-46. Yet in measure 51, 

there is a resolution to f minor. In any case, this appears 

to establish F as a new tonal center until the last measure, 

which ends on a C major chord. In this closing section, the 

composer has created a beautiful ambiguity between the 

tonalities of f minor and C major. In terms of functional 

harmony, f minor would appear to be the tonic with a 

resolution to the dominant. In modal terms however, this 

fits in perfectly with the mot ivic progression of the Ahavah 

Rabah. In measures 52-53, the chord built on B flat resolves 

to a chord built on C, offering a fine example of VII-I final 

cadence, typical of the Ahavah Rabah mode. In these last few 

measures, the voice leading is reminiscent of choral works 

from the early Baroque or Renaissance periods. One can 

almost hear the dramatic final cadence of a Palestrina or 

Gabrielli motet . The difference lies in that, instead of 

resolving to f minor, it resolves to C, but not C Major, 

rather, C Ahavah Rabah. 

Adonoi Z'choronu (See Appendix C.) 

This is probably Nowakowsky's best-known composition. 

Like the V'shamru analyzed above, lt contains t wo main 

sections, one a straight chorale rendering and the next, a 

fugue. According to c antor David Lefkowitz, the octave 

interval between the soprano and alto voices in the choral 

entrance were later added t~ the score. 
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The piece opens with a majestic introduction by the 

organ. Throughout the piece, I was reminded of passages from 

Grand Opera , particularly in the solo line . The descending 

l i ne of the cantor's voice in measure 10, as in numerous 

o ther pl aces, sounded as if it coul d have come directly from 

Verdi 's Requiem, creati ng a regal , awe-inspiring affect. 

Though the key is primari l y in f minor, the composer 

immediately suggests the Ahavah Rabah on c what with the 

accidental on E and the resultant augmented step between D 

flat and E natural. This effect is heard later on i n the 

piece, especially in the fuque section. The overall harmon;• 

shifts around between several tonal centers, creating an 

exciting sense of harmonic instability. Beginning on the 

dominant, there is no real resolution to the tonic until 

measure 6. It is difficult to view this as an authentic V- I 

cadence since there is no real chord, but rather an 

arpeggiated version of an f minor triad. Measure 8 contains 

the first full chord on A flat Major with the entrance of the 

solo voice. At times, some of the key changes occur rather 

abruptly without any real preparation such as in measure 8 on 

the entrance of the cantor's voice in A flat major, then 

several measures later with the immediate return to F minor, 

and further on in measure 42 with an instant modulation to D 

flat major. On the one hand, the piece's beginning creates a 

stirring affect with the fortissimo choral opening moving 

quickly to the more melodious entrance of the cantor. 

Perhaps the affect would have even been greater still if the 

opening section were a bit longe,:-, thus establishing f minor 
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as more of a tonal center. This would prepare the listener 

more for a modulation to the relative major, A flat. Then 

again, perhaps this was the intended affect, to create a 

sense of harmonic instability at the outse t. In one sense, 

such ambiguity implies the tension between the accepted 

conventions of European choral compositions and those of 

traditional cantorial recitatives which often display a less 

set, stable sense of tonality. 

Nowakowsky demonstrates a thorough understanding of 

western choral techniques of composition as seen in the 

voice-leading, counterpoint, and use of non- harmonic tones 

like suspensions and appogiaturas. An example of the 

composer's contrapuntal abi lity can be seen in measure J> 

with the contrary motion between the bass and tenor, then 

later in measure 88 between the soprano and alto. In the 

cantor's part at measure 57, there is a striking appogiatura 

on the word "a-retz," which offers more than a hint of 

operatic influence. Nowakowsky was also experimenting with 

chromaticism such as that in the tenor voice in m.38 on the 

syllable, unoi,H of uA-do- noi,w and then on the G flat in the 

alto voice in m.29. Throughout the piece, in fact, there are 

numerous accidentals in all of the voices which imply a slew 

of different tonalities at work. 

The piece is unified by a number of structural features. 

Host importantly, the simple moti ve of the dotted eighth note 

followed by a sixteenth stands out in the organ introduction 

in the first two measures, then again in m.7 in the choral 

entrance on the syllable , "z," .of "z-cho- ro- nu." In this 
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place, there is a sixteenth note rest instead of a fully 

dotted eighth. But the effect is the same . This mot1ve 

forms the nucleus of the opening theme of the ascending four 

notes heard in the choral entrance on ~Adonoi z'choronu . H 

The subsequent entrance of the fugue also contains the motive 

ln the soprano voice in m.84 on~ ... n' - vo- rech yoh me-a

to," then in each of the successive entrance s. NO'#akowsky 

adroitly reiterates the initial theme of the organ 

introduction in m.18 between the soprano and altos, and in 

doing so, restates the suggestion of the Ahavah Rabah on C as 

mentioned earlier. In addition to the unifying features 

mentioned above, the first section contains a repet1t1on of 

the theme sta ted in the choral entrance, first in m.6, a~ain 

in m.12, the n in tne cantor's voice in m. 14, and yet again in 

the chorus in m.62. In m.74, the basses sing an inversion of 

the the.me on, NLo hamesim.H 

I call attention to the solo line in m. 53- 54 which 

contains the leap of a minor 7th from B flat to A flat. As I 

become more familiar with Nowakowsky's music, I find this to 

be a characte ristic of his vocal lines. All of the solo 

pieces and passages I have encountered by Nowakowsky include 

jumps of large intervals in various places. Certainly this 

is the case in his setting of Psalm 20, Ya'ancha, as well as 

Od Yizkor Lanu. As a singer, I relish them. If implemented 

properly, such large intervalic leaps create a dramatic 

affect for both the singer and the listener. They also 

indicate the composer's unders tanding of the voice and his 

desire to rende r a t ext in a truly virtuosic manner . 
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As a-.-.e- :::,;,?::-:::~ and ev-ocative as th.-.sc pit.><'"°s 11 :l>. ~ · .,~ 

are ::o:: v : :: ::.:x::. -:e~a : :-. ,.-eaknesses. rn M2.J1Q.L1.'.shoi-om: ~": 

ex.amp:e . :...":e :;:y::a.t>:e st.!'.'ess appear-s t o be awkwa r-d 111 pla<'t.>s 

sue!-. as :.:: :...-.e c~o:-a: er.::.;·ance w1th the accent 011 the ·do· " : 

A-do-::c.: . a::c :.:-. :::ieasures 18 , m.34-.36 with the sLress on - \·0 · 

o: y ' - \-c-;-ec.': , a::c -:.her. at the beg1nni.ng of the fugue rn m. f':?-

::.!'le so?=a.-:o . ::.o ::ame a few. One could argue that tlas is 

a :-es~::. o: ::~e .:>,shkenaz ic pronunc1ation in which the ~ex~ :~ 

:-enderee. ::ve:: so, :rom a musical standpoint, Nowakows ky 

~:gnt ~ave :o~~c a nother way to set the words i.n these 

places . : r. 3ddition, some key changes occur a b1t too 

abrupt ly a~c car: even be j arring a t times. In western music, 

espec1al:y tllat of the 19th century, modulations generally 

take place a:ter cons iderabl e dominant preparation. In 

pl aces, Nowakowsky appeared to understand this concept, yet 

in others he did not. This rai ses the i ssue of how 

meticulously a composer should adhere to Western harmonic 

practices in synagogue music, particularly if ~t is to 

i nclude materi a l based on the synagogue modes. I believe 

that NOlo'akowsky generally combined both traditions very 

successfully, perhaps more so than any other synagogue 

composer of the 19th century. Perhaps his works suffer f rom 

a lack of thorough, formal grounding in compositional 

techniques of western music. In the end h01o•ever, his music 

contains more than enough spirit. passion, and magnit.ude to 

create a sense of awe and i nspiration su i~able to ~-orship in 

a place such as the Brody Synagogue. 
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VI. CONCLUSION 

Davi d Nowakowsky appeared at a crucial time in the 

history of the Jewish peopl e. It was a time during which a 

significant portion of them began to redefine their identity 

by questioning the old order while attempting to adhere to 

the timeless ideals that had defined them hitherto. They 

could not help but to be infected with the fever of rising 

nationa listic sentiments and Romantic inclinations that 

characterized the art and music of late 19th Century Europe. 

These factors combined to give impetus to the development of 

the Haskalah, compelling Jewish literary figures and 

composers of t he time to express the i r own unique i dentity 

through their works. 

As the Enlighterunent spread eastward into Pol and and 

Russia, it began inevitably to influence a new generation of 

aspiring writer s and musicians in those lands. Because of 

its newness and diversity, Odessa provi ded a fertile ground 

in wh i ch the ideas of the Haskalah could take r oot , Through 

commerce and t rade, t he Jews in tha t city had al ways come 

into contact with Western European individuals and thus 

Western European concepts of culture and civilization. As 

more Jews flocked to Odessa from the western nations, so they 

began to influence the Jewish community there, resulti ng in 

the creation of new educational institutions which combined 

modern, secular learning with t raditional Jewish subj ects. 

The same Jews also sought new places of worship, thus 

resulting in the establ i shment of the Brody Synagogue. 
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In the wake of 19th Century nationalistic movements 

throughout Europe, the maskilim attempted to define the 

Jewish people as a distinct ethnic group through art and 

literature. 1n the area of mus ic this r esulted in the 

creation of the St. Petersburg Society for Jewish Mus ic, 

mentioned earlier. Jewish composers of this period, like 

their literary counterparts exalted Wes t ern European 

aesthetic ideals in their work. The Brody Synagogue prov~ded 

a perfect setting for those who sought the union of Jewish 

tradition and Western European conventions in the music of 

worship. Through his compositions, David Nowakowsky became 

their spokesman. 

In my analysis, I have attempted to demonstrate 

Nowakowsky's understanding of the traditional concepts of 

Western music. In particular, he showed a firm grasp of 

functional harmony, particularly the dominant-tonic 

relationship, which has come to define Western music's 

harmonic structure. He also experimented with minor and 

major modalities throughout his pieces, creating a 

captivating tension for the listener as well as the 

performer. Furthermore, Nowakowsky effectively employed the 

device of the fugue, one of the hallmarks of European, 

particularly German choral music. There are numerous places 

in the fugal sections of his works which are reminiscent of 

the works of prominent Baroque choral composers. Elsewhere, 

he emulated the operatic conventions of the time by creating 

dramatically contoured vocal lines with striking high points 

and impeccably conceived phr~ses. 
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In addition to his knowl edge of Western musical 

conventions, Nowakowsky displayed an intimate familiarity 

with traditional Eastern European synagogue mu s i c in his 

constant use of the synagogue modes, particularly the A.havah 

Rabah. He a lso succeeded in creating the traditional dynamic 

between solo cantor and chorus in all of hi s choral works 

which I have encountered. The cantorial recitatives in these 

pieces beauti f ully c apture the nature of the text, a nd set 

the proper mood for both performer and worshi per. They also 

c onnote the spirit and passion which s h'liche i t zibbur have 

tradi t iona lly attempted to bring to their davening . 

I believe that Nowakowsky combined the t raditions of 

Western choral music with those of the synagogue more 

successfully tha n practically any composer I have yet 

encountered. Nowakowsky's synthesis of both traditions 

r esulted in a body of awe-inspiri ng works which were 

perfect l y suited to the needs o f the congregation a t the 

Brody Synagogue. Abraham Binder has expressed the same 

sentiments in even more extreme terms. As such, Nowakowsky 's 

music serves as a moving musical representation of the 

Haskalah ideal of drawing on the unique heritage of the 

J ewish people while simultaneously cull ing from the artistic 

and intellectual legacy of their Gentile neighbors. 

At their best, the works of David Nowakowsky represent 

heartfelt attempts to express the greatness and majesty of 

the Jewish religion in the context of contemporary existence. 

At their worst, they may overstate the composer's intentions 

in an occasionally unpolished, unrefin.ed form which may or 
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not detract from the desired effect of the works. One's 

opinion of Nowakowsky's music does not alter the fact that he 

sought to raise the synagogue service to new heights, a.nd in 

so doing, create an infinite ly more spi r itua lly captivating 

worship experience for everyone. 

His music serves as a living expression of the 

intentions behind the Haskalah which I believe to be at the 

ideological core of Reform Judaism: we are en joined to know 

and study the traditions and beliefs that have defined the 

J ewish people Erom its beginn ings . At the same time, we are 

expected to s ing a ~ song to God, always moving forward and 

upward toward the highest l eve l of spiritual and intellectual 

enlightenment we can attain. 
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