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HEBREW UNION COLLEGE-JEWISH INSTITUTE OF RELIGION 
NEW YORK SCHOOL 

Report on the Master of Sacred MUsic written Pro~ect subJlitted. by 

Garabpn Silina 

-in Partial Fulfillaent of· the RequireJ1ents for Investi ture 

At first glance, qne e.xpects Ger$hon Silins' thesis "The 
Synthesi~ of Tradition and Modernity in the cantorate of Lawrence 
Avery" to be just another flattering paen by an enthusiastic 
student for ·an adaired. teacher . Instead, Silins has produced a 
well-organized., often interesting\ paper e>tploring the aahy facets 
that coaprise the total eY,aluatiori of ~wrence Avery, the cantor, 
educator, musician and artist. 

The bioqra_phical material Was been culled from many interviews 
with Avery and those who know him. It 'is clear, concise and well 
docUJ1ented: an interesting, often touching-11e110ir, full of 
fascinating details and minutiae. Especially good is the 
analysis of Avery's pedagogy: the techniques, the styte and 
methods of co-unicating with students . Silins shows how his 
teaching had great influence on many students who became 
successful cantors . 

He speaks admiringly of Avery's ·compositions and
0

elaborates on 
his duties as a cantor in New Rochelle for aore than thirty­
eight years. "Avery's unusual collbination of voice , 
musicianship, religious grounding and performing enthusiasm have 
made him one of the finest cantors and singers I have ever. 
heard." / 

In his final chapter, Silins speaks of the music problems that 
continue to confound the Reform Movement. In regard to "nev­
trend mus~c," he aakes the point. that Avecy's influence aaong 
Reform cantors has been an especi.aily good one because he has 
always been an .adv'ocate of "participation, presentation. and 
improvisation , well-balan~ed between Cantor and congregatin." 

There is an appendix which include~ an arrangeJleJlt of Roit.aan's 
"Ahavat Olam" by Avery and "K'shosbana," a wedding so~g scored 
for tenor, ·flute and piano with an analysis by Lori Corrsin, a 
third-year student of the School of Sacred Music . Silins sang 
these two pieces at his Master's recital with qreat success, 
along with many other arrangeaents and coapositions by Avery. 
The proqram was beautifully performed and very well received . 
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Being a "noqaya b'davar~" I have fo~d it so•ewhat difficult to 
be completely objective in •Y association with Silins' thesis. 
However,· I aJl JaOre than pleased with the resul~ ~t i~ with 
great pleasure that I recOlllleftd this th•sis .f,er acce~ce. to~d 
the Master of Sacred Music deqree .., ' . ~ . 

-. ) 
Jun~, 1990 
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Respectfully submitted, 
Cantor Lawrence Avery 
Referee 
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My thank• to Cantor• Max Wohlberg , Ben Belter , Israel 

Goldstein, Richard Botton , Helene Reps , an4 Benjie-Ellen 

i 

, 
Schiller, to Dr. Paul M • . steinberg , Dr . La~enee A. Hoffman , 

and Rabbi Geoffrey Goldberg, to Mr• . Jan Peerce , Mr•. 

Lawrence Avery, Mr. Richard Eatz, Ma. Lori Corr•in , Ma. 

Nitza Silina, and· moat especially to Cantor Lawrence Avery . 
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Ill'l'RODUCTIOR 

-On August 19, 1$89, -ay wif• and i went to Beth Bl 

Synagogue in Hew Rochelle to hear Cantor L8'1"ence AVerf -~ 

chant Sabbath services. We arrived when he ' had ·reachl!d ~ 

Kul- Ahuvim or thereabouts. It was a real experience --

Avery is definitely one of .the finest can.tore and singers I 

have ever heard • . There ia a constant variation between 

chanting, "recitative" '<aa the aor~ tlorid) paasages are 

called in chazzanut) and congregational aelodiee , so one's 

interest is always active. Because he knew we were there, 

he put in some things that were specially directed at us; 

tor example, late in the Musat service, he used . part of ~he 1 

tune of Alter'• BaShir Sh'haL'viim, which he knew I was 

familiar with. He also u.sed ·a tune from -Don Carlo by Verdi. 

Avery's voice is a high, su~p.le tenor -- hia 

comfortable key is so much higher than the co~gregation's 
I 

that those who sing along often. do so an octave lower. .. At 

particu,Jar ' points, notably in the Tora!?- Service, he used 

unpr-!pared aodulati'Ona, ·or very briefly pi:_epared 

modulations, to enabie the congregation and participants to 

sing )tong aore easily. At all tiaes, he was harllonically 

"in control;" there was never a moaent of -biguity about 

the key. 

If there is one thing that particularly stands out in 
. 

~jS'trihik, it is his attention to the text. Be quite 

/ I 

I 
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frequently bring• out the d•fZ91h in worda, and one can 

almoat alwaya hear the aapik when it oc~•· 
~· 

· Por Avery, the whole act of •inging i• joyful, and the 
.. 

interplay of text and n99acb i• accoapanied by a feeling of 

exci teaent. I did· not get a aenae so 11Ucb of . ..tbe. drm of 
' . 

those texts tbat might be draaatically treat4td; it i• more a 

matter of love and care for each word, letting tbe listener 

make the c1r ... for biaaelt. 

Cantor Lawrence Avery coabines musical erudition and 

artistry with a broad knowlf4g• of husach and cantillation. 

As a teacher of cbazzanut at the Hebrew Union College-.Jewisb 

' Institute of Religion School of ~acred Music, he baa 

influenced a whole generation .of Reform cantors and rabbis. 

Thia paper wil} explore tbeae areas of hi' can~orate: bis 

musical training and background, bi• cantorial training, bis . 
studies of cantorial muai~, bis duties at .Betb Bl Synagogue 

in New Rochelle, New York, bis teaching at the Hebrew Union 
'· 

College-.JeJ!fiah Institute of Religion School of Sacred Music 
/ 

and his compositions of sacred music. It is baaed in part 
r 

upon interviews with Cantor Avery hi-elf and his atudents 

and .colleagues. 

, Cantor Avery has been ay teacher and coach .at the 

School of Sacred Music of Hebrew Union College-Jewish 

Institute of Religion, and I bave heard bia perform a wide 

v~iety of llUSic both in claa•;&Dd in concert. It baa been 

a privilege to hear him and to atudy with him. 

\ 

.. .. 
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I. 

Tradition is- a concept .fairly· well eetabliebed in 

relation to chazzanut. By .and large, we have a conceptio·--~ . / 

ot tradition in the varioua role• of the· chaz&an, in ter•s 

of his singing style, repertoire and coapoeitiona, and 

education. Bu~ ·the idea of modernity .is a little more 

ambiguous in this context. .It aeane something different in 

each of the roles ot the cantor , and, df couree, it has" 

changed over the course of our times. A.a it will be used 

. here, "modernity" means a willingness to inc.orporate aspects 

of secular musical culture, and eecular soclety-in general, 

in the role of the cantor., The Reform movement has b~en apd 
. 

continues to be open to such influences. It has eanctioned, 

over the years, non-Sewish soloiets Uiatead of cantor•, 

. organ-accompanied services, ~~tar-accoapanied eervices, and 

musical styles from every religious and secular aource. The 
I 

more traditi9nal strem of . .Judaisa are less accepting . P'or 

ex .. ple, many Orthodox authorities would frown even upon the . 
. presence of an opera singer on the bi~. ,In that view, "it 

seems to be clear tb'at although some opera stare do return · 

~ the pulpit on occaion to conduct eervicee, they do so 

compl•tely as entertainers; certainly they are no longer 

considered h!zzanim." 1 It is hard to iaag)-ne where such 

~ ~ s Leo Landaan, '1'M Cytor; M Bi1toric 
~(Rew York: Yeshiva On1vara1ty, 1972) p. 113. 

~ 
brapective, 
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extre- points of view could coae tog•t\l•r. One such pl'ace 

is the cantorate of Lawrence Avery. 

In the course of hi• cantorate, 'Lawrence Avery has 

ayntheeized qualitie• of t!adition ~ ~~J:Ai,t,and . in 

doing so has attained a unique, position .. an orthodbx• Jew 

who i• the cantor of a Coneervative synagogue; and who 

teaches •t what has bec9ae a training institution primarily 

tor Reform cantors. There he hae had a ~rofound influence 

on the course of the Refqra cantorate, while continuing to 
• • f 

have the respect of colleague• throughout the cantorial 

world, and the world of cl-•ical auaic - well. 

The center and source of Avery'• cantorate is his 

singing. Let us examine the singing s~yl•• ,of traditional 

chazzanut and see how Avery'• •inging rel•te• to thea. 

Traditional canto~ial auaic can be. •-n - having three 
-

main characteristic styles. On• i• the daveninq ("prayingn) 

style, used to .deliver prayer• rapidly and without excessive 
I . 

performance v.alues; that i•, the text i• not differentiated, 

the tune is rudi .. ntary, and there i• little expre-ion. 

Tile second, which I call the , "sung" etyle, is a little more 

ip.tentional, 110re lielodic and with aore attention paid to 

textual de~ails; thi• style i• used to bring out eections of 

• Avery i• orthodox wtth a ... i1 110•. The orthodox 
.1ewieh co..unity that be grew up in wae not religiously 
competitive; people ~ly did not try to oiatdo one 
another in relig1oaa obeel'VlmCe. ror 1D8tance, Avery 
recall• that no one "°" • lt!DDa outdoor•, 01' even a hat. 
The c~ity wae 1- •ortbDiGil• in tbat .we than even 
the Noden orthodox cOJmtanity 1• today . 

.. 
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t._he l~turgy. The thii'~, aieleadingly called •recitative ... fJ· 
cantors, ia much fuller in conception, and, it ueee all the 

interpretative and eaotional tools available to the singer. 
.. 

Uaually, the recitative atyle i• used for eaotionally 

intense .textual .. terial; it ia aleo the oppo~~ty for . the ' . . / ~ 

cantor to show all hi• auaical and exp~e••ive •kills .. 

Theae three etylea can be iooaely but inetrlictively 

compared with the three kinda of singing which make up 
~ 

eighteenth century Italian opera (e.g., Mozart.) Davening 

style ia like the r~citativ, aecco . ("d.ry recitative") which 

advances the plot. The "8Wlg" atyle of cantorial 111USic is 

similar to the recitatlvo accompa~to ("accompanied 

recitative",)• used for "rapid. chang .. of eaotion in the 

dialogue." The "recitative" in chazzaput .is •Qflt like the . . 
arioao, a "type of melody which waa neither 80 rhythmically 

free aa the recitative no~ so regular aa tbe aria, but stood 

somewhere ~tween the two."' 
' · 

In addition to these styles are the congregational 
I 

melodies which invite participation. ~requently, these 

• It ahou1d be noted 'that cantorial aueic is not 
accompanied by inetr1Ul9nt• in the worebip aarvice. But 
chora~ accoapaniaent often give• the .... gene~al impression 
aa does the orcheetral accoapaniaent in opera. When the 
music i• part of a concert pertoraance, it ia accompanied. 
In.any caae, it 1• the vocal approach which ia at issue 
here, not an actual accoapani .. nt • 

• Donald 3ay Grout, A Bitton ot W!at•p Nu!ic, (Mew 
York: w. w. •orton a Coapany, Inc., 1980), p. 313. 

\ 
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tunes have little to recommend them· in J1USical terms except 

that they are known or easiay learned by congregants . 

Traditional cantoria~ singing style brings a certain 

vocal approach to each of these styles. At its best, it ean 

be wonderful. But there is a tendency towards abuses in all 

these styles. The davenina style can sometimes be mumbled 

or almost glossed over by traditional cantors, since the 

congregants have th~ text .in front of them and should 

theoretically be following it. The "sung" style is often 

covered by cantorial ornamentation, to the point where the 

underlying tunes are obscured . And the ~recitat ~lves", in 

addition to being overly bedecked by obscuJ"ing ornaments, 

are often . "belted out" in a . quasi-operatic style that 

advances neither the prayer nor the musical values . 

• 
Avery brings to this music a meticulous concern for 

. 
textual and musical values and a crystalline musical style. 

Saralee Avery, Cantor Avery's wife and a fine singer in her 

' o~ right, remembers hearing him sing cantorial music very 

early .in his career. "It occurred to me that while he was . .. 
, trained in chazzones as a traditional chazzan, you know , 

' 
with all that that implied, with the dreydlach [intricate . 

. . 

• 

ornamentation] and whatever, his musical instinct led him to 

carry over~nto hi• davenina the kind of clear mu.sicality 

that one in many cases does not find in traditional 

chazzones .... " 8 Cantor Richard Botton, who studied with 

I 

e "'°~erview with Saralee Avery, .January 19, 1990 . 

~ J 
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Avery at the School of Sacred Music, was influenced by , 

Avery ' s singing while still a student. This influence c~e 

through Avery's singing itself, "by wha1t he did in class. 

You have to understand that there are people who may not • 

feel that his kind of chazzanut represents traditional 

chazzanut, there are traditional cha1:zanim ~llo say that to 

me , you know, it's too -- musical, you lqlow, there's not 

-
enough neshama [ 11 soul 1! ] there, but you listen to Larry 

Avery , you know that there's neshama there if you 

5 

listen to some of the Peerce recordings of chazzanut , you ' ll 

hear some of what Larry dbes .n• 

The way Avery approaches a piece of cantorial music can 

be seen in the way he teaches it . Here he is teaching a 

. -
piece of David Roitman ' s, Ahavat Olam, to a group of 

cantors : "You have to hear the trill. ... ' I really do not 

believe in the theory that says you go like a pianist in 

some of the embellishments we've seen h4re I think you 

have to hear, t.his is a big thing with me , about being able 

to hear the notes, to imaaine the notes b~fore you do them . 

. [I]f you imagine them correctly , they're going to come 

out. 11
., It is this attention to detail , imagining every note 

and executing it over and over until it is perfect , that 

gives Avery's singing its crystalline quality . Imagining 

• Interview with Richard Botton, January 22, 1990 . 

7 Lecture given by Law~ence Avery at the 1988 Cantors 
Assembly Convention, The Concord Hotel , Kiamesha Lake , New 
York. [Tr!Ulscribed from tape.] 
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the notes is only part of the story1 of course; one has to 

be able to sing them. Avery's exceptional vocal and 

expressive gifts 'l?'e what enable him to do what he does so 

well. In his teaching, one- hears th~t each time Avery 

demonstrates something, that demonstration is somehow 

' . exceptional, a bit of fioritura o~ an ·eabe~lishment 

perfectly executed, and frequently repeated, exactly as 

before, and each t -ime sounding spontaneous and genuine . It 

is almost athletic, like an olympic figure skater pract i cing 

the same figure again and again. 

In terms of repertoire, the traditional cantor in 

Europe generally acquired his material through 

apprenticeship as a meshorer accompanying a senio~cantor , 

before striking out on his own. In America, things were 

different; it was possible to purchase an entire repertoire 

from. a teacher, and this Avery did. But Avery's repertoire 

is much richer than any one source could supply . His 

sources include his father's n~sach and tunes, Young Israel 

melodies , the repertoire purchased from Shimon Reizin, the 

repertoire learned while a student at the School of Sacred 

Music (largely that of Moshe Ganchoff, Israel Alter and 

Adolph Katchko,) and a variety of materials that came into 

th cqllection of the library of the School of Sacred Music. 

Avery took these sources and ed~ted them to suit his own 

musical taste and skills and the realities of American 

congregational life . 

,.... 
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Avery's nusach is basically what he learned from 

Reizin , refined and enriched by all the material he has 
_J 

. 
enco)llltered since then. Por example, the School of Sacred 

Music uses a weekday nusach that was' written down by Avery. 

Where is it from? "I never knew weekday nusach until I came .-• 
to the School, and I studied- it with Bphros himself. His 

sources were, if you analyze it care~ully, Baer . .. . There 

was a morning service, an evening service ; he never did a 

Mincha service. And then of course, when Volume V of the 

Cantorial Anthology came out , it was all in there . . I 

realized that was my only source, and when I took over the 

[administration of the] practicum, back in the old building , 

I scheduled a few practica of weekda_y nusach . . . . I 

transcribed (some material which may have come originally 
~ 

from Alter] and I edited it , I revised it, I put the whole 

thing together . Al ter never did anything like that , and 

nobody else ever did anything like that. It ' s a nice 

Mincha, the one that . .. we use at the School . "• 

Avery has taught a gene~ation of Reform cantors at the 

School of Sacred Music , bringing them his unique approach to 

cantorial music. Cantor Richard Botton recalls that Avery 
. 

was very organized, th.at he used, for instance, nusach . 
charts• showing pausal and concluding phrases, the Kaddish 

• Interview with Lawrence Avery, February 18, 1990 . 

• The charts were created by Baruch Cobon, who had 
been a student of A. z. Idelsohn. 
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for various times. "He was an incredibly ordered human' 

being, well disciplined, an exceedingly magnificent musicfan . . 
and singer, so as a result, he moved me to feel very 

positive about even traditional cliazzanut, because he made 

it obvious that you could do traditional cbazzanut and yet 
,--~ 

be a singer , that the two could a.eld'." 10 tor a student with 

a traditional background, Avery ottered a sens~ of how to 

wo~k on traditional material in terms of its musical values . 

The finished product "could only come once you worked 

through the music from the point of view of form, from the 

point of view of ~astering the notes, and then going your 

own way, after that point. 1111 

Though Avery's own practice is orthodox, his teaching 

at his Conservative synagogue has also carried a message of 

' openness. One of his students who grew up in the Beth El 

community recalls that Avery, an observant .Jew, was open to .. 
the Reform movement. "He would never look down . He always 

~ 

explained to me that he thought some of the finest students 

in the School were women , long before .JTS' [.Jewish 

Theological Seminary) recognized women as cantors, he always 

trained the girls in the congregation. His ability to 

accept the Reform movement and to be involved, I think it 

enhanced all our educations and bis congregants' experience ; 

Interview with Richard Botton, .January 22, 1990. 

Irtterview with Israel Goldstein, .January 22 , 1990 . 



\ 

whether it was the music or the philosophy , we benefited 

from i t . n 
1111 

• .-

12 Interview with Richard Katz, January 23, 1990 . 

' r-· 
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II . 

Avery Jacob Cohen was born on March 24 , 1927 , in 

I 

Br9oklyn, New York • . His parents were Louis Cohen and Rose 

Bienenstok Cohen . Both were American born, his father of 

' 
,....- -.. .... 

Rumanian background and his mo~her of Galician bac ·ground . 
~ 

As a child , he attended publJc school until the second 
, 

grade, and then a yeshivah in Crown Heights . He entered the 

High School of Music and Art when he was thirteen and went 

to Juilliard after graduating from Music and Art . Be joined 
) 

the Navy in 1945 , serving for about a year and a half . He 

was cantor in a synagogue in Rockaway Park for three years , 

starting in 1947, and during thitL. time studied chazzanut 

with Shimon Reizen . He changed his name to Lawrence Ave r y . ~ 

in 1945 . In 1950 , while singing in the Juilliard opera 

theater , he met Saralee Liss , who was also singing in the . 
J u illiard opera theater. They were married in 1951 . In 

that year he became a student at the then three-year old 
• 

School of Sacred Music of' Hebrew Union College-Jewish 

I nst i tute of Religion, and be also began serving as cantor 

of Beth El Synagogue in New Rochelle, New York. The Avery s 

have ~wo children: ~isa Joy, born in 1957 an~ Adina Michal, 

born in 1961 . While still a student at the School of Sacred 

Music , Avery ~egan to be a teaching assistapt, and upon 

completi on of his studies, he continued to teach there . 
( 

Avery continued to perform i n opera and concerts during thi s 
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time,. often in duet progr~ w~th hi• wife. Since then, his 

life has beco- more and more centered on hi• congregation 

and his teaching duties at t .he School of Sacred .Music : 

' • 

-. ) 

I 

• 

/ . 
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III. 

l • 
Avery'• earlieet aeaory of ausic wae •inging at about 

four or five yaare of age. Be re-aber• the exciteaent when 

his father put hi• on top of the Chevrolet coupe and he sang 

"Brother can you spare a diae?" 1
• His tor 

by avocation who couldn't read a note, but bad le~rned 

canto~ial style by aeaori~ing it froa recordings. Avery ' s 

mot~er was a ausician with good public school training. She 

had .a habit of walking around eingin9 songs in eolfege. 

Avery recall•, •everybody in llY father'• faaily sang , 

everybody sang, they ~11 loved singing, and my father made 

singing an avocation. My aother'• faaily, no one was a 

professional musician , but her father was a, she said he was . , 
a chazzan. Either he was a ba'al tefillah for the High 

Holidays or he was a chazzan. He wae a etorekeeper , but he 

was a chazzan . And ay aother eang, her s i ster sang, 

everybody sang." 1 Avery's voice developed at around age 

seven or eight, and he was as~ed to sing a lot. His· father 

taught him how to harmonize in thirds as they walked to the 

synagogue . Be cou~d sing to "e" or "t " , though he was an 

alto. When he was ten, .a "good' and dreadful " thing happened 

-- his parents thought that he could be another Bobby Breen . 

1
• Except where otherwiee noted, for biograhical 

information, I aa indebted to Laifrence Avery . Interviews of 
September 13 and 20, 1989 , and Pebruary 18, 1990. 

Interview with Lawrence Avery, Pebruary 18, 1990. 

., 
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(Bobby Breen had been a child star with a phenoaenal 

reputation as a singer. He started out in a synagogue choir 
~ 

in Toronto at the age of seven, attracted the attention of 

musical connolseeurs and iapresearioe and aade aoae 

films.) 14 Avery's parent• took hia out of scho~l. Pora 
• 

year, he was dressed in cute outfits; he studied sing ng 

(with a retired Metropolitan Op•ra basso named Leon Rother,) 

draaa, pian~ and Eurythmics. He learned a whole repertoire 

of songs and audition pieces including the Schubert 

Serenade, Die Porelle, and Viennese ·waltzea. Publicity 

photographs were taken and a recording was aade. At the end 

of a year, the whole ·thing fizzled out. Avery was glad to 

get back to school. Later, at age eleven, he still had a 

foot in this world and he reaeabers taking the subway with , 
Beverly Sills from Crown Heights to various children's shows 

that they both were in. 

He had listened to opera from around the age of ten --

the Saturday broadcasts were a bone of contention with his 

father, who didn't want the radio turned on on Shabbat; the 

dispute was finally settled by leaving the radio on all 

Shabbat. He recalls hearing the broadcast of Bidu Sayao's 

debut in . Manon. 

His aother always encouraged his secular musical 

interests . When .he was thirteen, she gave hia the ~ar-

r 

14 Nath.an Stolnitz, Music in '•wish Life, Toronto, 
1957, p. •5. 
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mitzvah gift of a seat at the Metropolitan Opera. (She 

later bought him another; Avery has kept those seats for 

forty-nine yea~s.) Be dreamed of an opera career . 

When it was time to enter high school , Avery and his 

parents were left with two choices : Townsend B'2"ris, whifh 

was a special school with requirements in math and science , 

or the High School of Music and Art . Avery didn't do 

particularly well on ~hose science requirements, and so 

didn't get into Townsend Barris. He wanted to go to Music 

and Art . His father was against it, his mother approved ; in 

the end, he went to Music & Art . He auditioned with a Bach 

2-Part Invention and the Brahms Wieaenlied, and had no 

trouble. getting in. 

Music and Art was an enormo~ influence on him . It 

seemed like paradise. His friends' singing impressed him; 

they sang all sorts of wonderful songs. They had a chorus , • 

and studied theory and voice. Be s'11g in the senior chorus . 

~ At age fourteen he sang O du mein holder Abendstern , Eri tu , 

and Il balen, (all baritone arias , · even though he sang tenor 

in the chdir.) In four years, he learned repertoire i n . 
Italian·, German and Prench. His ambition w~ to ,sing opera. 

At the age of seventee'n he sang the solo in George 

K0leinai~er•s I Hear America Sinqina , which was cast by 

audition. This included a performance with the Goldman Band 

in Centrai Park and.Avery received a rev iew in t~e Herald 

Tribune 
./ 

/ ) ) 
ft . fine young baritone." 
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During bis high school years, Avery was a coW19ellor in . 
"sleepaway" camps, where he accoapanied ehowe and auaic:al 

programa on the piano. He had learned to chord melodies 
'1 

both from hie motlier and whi'le at tichoo·l, but at caap he was 

forced to read a lot of ~ic, to tranepo_ee , and t9 wri~ 
, .... 

out melodic lines and chord thea. ( 

Upon graduating from high echoo_l, he started private 

lessons with Gr,Jlce Leslie at the Henry Street Settleaent 

Music School. But he wante~ to go to 3uilliard, which upset 

Grace Leslie, who was insulted by this f PParent 

dissatisfaction with her teaching . She insisted that he 

.give a re~ital at Henry Street, to which about twelve people 

came, mostly family. Avery recalls that it was a big 

success. Be applied to 3ui lliard and was accepted .' His 

first voice teacher there was George Britton, who had had a 

mediocre career and had nothing to teach Avery . 

~ Later, he began to study... ~oice with Rene Maison, who 

had been a primo tenore at the Metropolitan Opera in th~ 
I 

late 1930' s. ,. Be encouraged ·Avery toward the use of mezzo-

voc! and the singing of light Prench repertoire, like "Le 

Reve" trom, Mass&J?.et's Manon . Avery topk repertoire classes 

with Sergius ICagen, who bad a great influence on him . 

a~n, a pianist, had accoapanied Marcella Seabricb and 

other fine singer• . According to composer Robert Starer, 

who worked clGsely with him, Jtagen ' • entirtlf life was devoted 

to vocal muaic . Kagen helped Starer to underetand how 

~) 
C· 
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language influences and shapes ausic; he was an important 

influence on a generation of accoapanists and singers. 1
• It t--' 

~ 
meant a gre~t deal when Avery was accepted into -Kagen's 

studio, with the co1111ent, "Maybe next year you'll try the 

Naumburg [competition]." 
~ 

Kagen helped hi• by •bowing hi• why hie singing' lacked 

color and why the phrases didn't take shape. He taught him 

that "a lot pf vocal technique tlifas phony, and that many 

vocal probfeas could be solved through mueical aeans , 

through musical paths, and that if one stopped thinking 

about the physical thing• that hap~n when you sing, and 

thought [instead] about the IJU,Sical gestures, that things 

would bappen." 1
• Kagen also had many ideas about the 

singing of florid music. He felt that one had to know 

' exactly what one was doing while singing florid music, that 

it could not be done "ju.et by ear . " He believed strongly in 

the power ot the singer to imagine the musical results he 

wanted. Por Avery, this idea bas been very important, 

although it wasn't able to give him Averything be w~ted in 

his singing. "Mine has been a limited voice, limited in 

range and limited in voluae, and no amount oJ wanting is 

going to give me a blazing B flat ·[like] Pavarotti . By the 

same token, these ideas of hie have helped me to sing 

1
• Robert Starer, Continuo, (New'York : Random House , 

1987), pp. 71, 76-77. 

1• Interview wtth Lawrence Avery, February 18 , 1990. 
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beautifully on pitch •. . . The whole concept of 

visualizing, of thinking ahead, is terribly important, and 

when I'm doing ~hat, I'm "on". • Kag.n was soaeone who said, 

you've got to think when ~you sing, but you don't think 

vocalism, you think the musical idea, you think the phrase, 

you think the gesture, you think the words. And t9iiat's-what 

singing is all about." 17 Kagen encouraged Avery to use the 

"mixed voice" and helped him to find repertoire, like Faure 

and Debussy, that used it. "There's a song called "L'ombre 

des arbres" from Ariettes Oublies or one of those cycles 
\ 

great song -- that was my pay-off song iat auditions." 1
• 

Kagen encouraged Avery, pus,hing him into competitions 

which be won. He also had many ideas about programming 

which have influenced Avery. Under Kagen's teaching, 

. . ' 
Avery's musical taste matured. "Be refined my feelings 

about certain kinds of music. So I grew to understand , 
. 

love, and appreciate -and perfora the songs of Hugo Wolf, 

which . never [bad been]' part of my life." 1
• 

Most important was the idea that one doesn't sing •notes 

but phrases, that the music moves and that upbeats must be 

treated like upbeats and downbeats like downbea~s . "He made 

music come alive, and that 's what .I try to do •••. 11
•

0 

1"7 

1• 

ao 

Ibid. 

Ibid . . 
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Avery auditioned for the Juilliard Opera Theater, arid 

I 

was accepted. There he had musical coaching, acting and ,--

' mov~ment as well as perforaing experience. Be did the ·part 

of Jacquino in Fidelio, Ba.8ilio in !he Marriaae of Pigaro 

and the Beggar in The Besmar'• Opera. In the sumaer of 1950 . -
he went to Tanglewood, performing with Leont\rne Price , among 

others . His first professional engagement was with the 

Little Orchestra Societf, under the direction of Thomas 

Scheraan, in De Palla'a opera Maestro Pedro's Puppet Show. 

After Juilliard , he won the National Music League 

Coapetition, and as a resul~ of this, he obtained 

professional management. Thia brought hi• opportunities to 

perform concerts and oratorio. 

After his marriage, he and hie wife explored the 
'I 

possibility of pursuing their careers in Burope. In those 

days it was considered neceaeary to do this to gain 

sufficient experience. They went to Thea Dispelc.er , a well­

known manager. s'he offered thea a year of contracts in 

provincial opera houses all over Europe. 

Up to this time, Avery had been able to steer his 

secular music career clear of aajor .conflicts with his 

religious upbringing. Be
0

would continue to perform in 

secular music over the next decade, but the direction of his 

life was about to change, and his enormous musical gifts 

turned towards the cantorate. This change was far from 
/ 

sudden; it reflected the other major musical influence in 

bis lite. 



: 

• 19 

IV . 

·A~ery•s father loved chazzanut. He was himself a 

chazzan , though essentially untutored. Avery recalls that 

his father was one of the founders of the Young Isra..t-, . ./ "" 
movement. He ser~ed aa cantor of a synagogQe for the High 

Holidays, and brought Avery along to ·s1ng with him and help 

out gene~ally . For his bar mitzvah, Avery davened 

Shacharit, Musaf and did the haftara (originally he learned 

the wrong one : it was one of the \shabbatot before Pesach, so 

he had to learn another one in two weeks . ) 

His father wanted him to study chazzanut. He found him 

a teacher , Shimon Raizen , who wrote music-for cantors . Many 

cantors born in the .twenties and thirties studied i l'll this 

way, according to Mark Slobin . Such cantors "describe . . 

the way they were trained in an unofficial, oral tradition 

that combined family i~f luenees , learning by osmosis from 

attending a wide variety of services, and a paid 

apprenticeship -- mostly just a set of lessons and choral 

back-up work -- with a EuroPttan-born master hazzan­

teacher. " •1 Raizen's teaching ~ethod was this : first, you 

settled on a p'rice : in Avery's eaae, he remembers, it· was 

•
1 Mark Slobin, Chosen Voices (Urbana and Chicago: 

University of Illinois Preee, 1989), p . 71. 

I 
r-• 



' 

20 

$60o.•• Por this money, you got a whole year'• repertoire, 

band-written. Raizen would write out au.sic and words and 

~ay, . "go home and learn 1 t." Raizen was · "one of the most 

important teadh.ers of t~e day. n•• In 19,6, when his father 

would have been about forty-six and Avery about nineteen, 
' . ............._ 

his father gave hia the job he had had as part-time cantor 

in a congregation in Rockaway P~k . Avery went there every 

weekend for three years, though his heart was not really in 

it . 

The Young Israel aoveaent w .. a great influence on 

Avery. Avery recalls that his father was iaportant in the 

creation of the Young· Israel movement, and until his teens , 

Avery himself belonged to it. Young_lsrael was orthodox but 

not unreasonably observant. Lay people were encouraged to , 
daven; they bad no professional chazzan. When he was 

thirteen, it w .. underatood that Avery would daven in the 

teen group, which was soaething that alaoat everyone wanted 

to do. There were many congregational tunea, generally i n 
. 

the proper nusach. When Avery started to study chaizanut at 

age 19, he was asked to officiate at the overflow service 

for the High Holidays at the Young Israel synagogue. It was 

hie first appearance as ·a profeaaional cantor . . 

•• Interview with Lawrenc Avery, September 13, 1989 . 
(In Chosen Voices, be recalls having paid $7SO for this 
service.) 

Slobin, Chosen Voice!, p. 72 . 



' During those years, Avery didn't know anything about 
_) 

Jew'ish muaicology or any systematic approach to nuaach . 
~ 
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Even when studying with Ra~zen, he jU.t bought the sheets of 

Ra~zen's music and ~earned th ... ' But Young I•rael 

strengthened Avery's religioua practice and gave him an 
• - -, 

opportunity to daven , even before he realiy knew what 

davening was. 

In 1951 Avery was ripe tor the next big step in h i s 

life, but it would not have been clear to anyone at the time 

just what that step would be. True , he was an ·orthodox Jew 
I 

who was more than ainimally trained in chazzanut . But he 

was also a performe.r · with a great love of opera , be was 

married to an opera singer, be w-. Juilliard trained, he had 

professional management, and he seemed to be at the , 
beginning of a proaising opera and concert career. Mrs. 

Avery recalls that during this period, they heard Moshe 

Ganchoff in concert. They were very taken with bis phrasing 

and swept away by his sensitivity . While singing at 

Tanglewood , Avery met a friend who knew about the School of 

Sacred Music . He recommended that Avery study there . They 

found out that Moshe Ganchoff was ' on the faculty , and Mrs . . 
Avery ,said , "you know, can ' t hurt ."•' At the time , Avery 

seems to have thought of cantorial work a• a sideline , a way 

to make some extra money. But although he bad a deep 

background in chazzanut already, he knew that there were ,,. 

. , . 
Interview with Saralee Avery, .January 19, 1 990. 

/, 

.. 
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things he needed to learn, and that seems to be what brought 

him to the School. 
~ . 

Avery .was already enrolled at the School when Mrs . 

Avery's voice teacher sent them to Thea Di4peker. They were 

considering whether to accept her of fer to set up for them 

' . 
the obligatory performance tour in ~rope,_ when the 

registrar of the School of Sacred Music , Pritzi Abrams , 

asked Avery. if he wanted to audition for the cantorial 

posi tion at Beth El Synagogue in Hew Rochelle . He said that 

he did . The couple went out to Hew Rochel.le, where be 
~ 

davened for them, and both were interviewed; Avery was 

offered the position on the . spot . They were given a weekend 

to decide . "~e agonized over it for a little while, but not 

very long . I . . . knew that Avery's life was wrapped up in , 
his religion , in his daveninq, those were all very important 

things to him, and his family . n•• 

•• l!tl.!1· 

' r-
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v. 

Avery's father had been •erving as - the cantor of 

congregation..Obev Zedek in Rockaway •Park. In 19•7, his 

father gave him that position. He went there every weekend 

for three years. Mrs. Avery ' recalls bearing him tht!re. "I 

remember saying to him, 'You know, you really don·' t belong 

in this synagogue' beca~se there wae a kind of 

crystal approach, a refined approach if you want to call it 

that, which was different fro• other traditional chazzonim 

whom I bad beard.n•• Avery was not happy with the work he 

was doing at Ohev Ze~ek; be felt be was not growing in the 

j ob . It was soon after this that be started at the School 

of Sacred Music . Not long thereafter, he accepted the , 
position of cantor of Beth El Synagogue of New Rochelle . 

Avery feels that he was an attractive candidate for 
. 

Beth El Synagogue because of hie orthodox background (the 

rabbi of the congregation at that time was orthodox) and 

because his Young Israel background inclined him toward 

congregational participation . There was an elderly shammes 

working at Beth Bl, and Avery began ~eaching bar mitzvah 

students to assist the shU.es. At the beginning, he was 

still a student, taking the train into Manhattan four days a 

week, and so he didn't do much besides davenina and bar 

mitzvah training : But he decided that in preparing the bar 
r 

•• Ibid. 
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mitzvah students, he would teach the• cantillation, which 

the shammes did not do. He also started making a recording 
~ 

for every child, which in those days meant putting the 

• 
portion on reel-to:reel tape and having a studio transfer it 

to a disk. The congregation also wanted him to do programs 
' . ~-.;;:_ ~ 

for the sisterhood and other functions. He enjoyed this, -

and it had the added dividend that he was able to sing these 

programs with hie wife, who was still then a student at the 

Juilliard. He recalls , "once we did a program that was 

rather questionable , because it was full · of love songs . and 

there we were doing it in the synagogue, and there were 

those who said they felt it wasn't proper to be doing such a 

romantic schtik in the synagogue, on the _pulpit. "n The 

programming opportunities increaaed, and included Jewish , 
Music Month prograaming , "Puri• Prolics,a and such things. 

It turned out to be a major aspect of the job, which Avery 

loved . "I love programming, I love inventing, putting 

together . A lot of it is a carryover from what I learned 

from Kagen. Kagen always said, you have to be skillful 

about that, you have to balance a program , you have to p ick 

light things and heavy things and tunny things, serious 

things .... . It was great tun. It was always great 

pressure as well , but after a while they began to expect a 

Channukah program, th4'Y began to expect a Purim program, 

they expected us to perform at the Dinner Dance . . . More 
r 

. 
Interview with Lawrence Avery, February 18, 1990 . 
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often than not, we would do them together, Sara was in grea't 

voice, and we would find a local accompanist."•• 

~s the congregation began to grow, the bar mitzvah load 

increased, and tn addition, Avery offe'red to teach music two 

afternoons a week . It wae a good way to reach children . ' before their bar aitzvah; he got to know the them at an 
early age. Originally . Avery taught in a room with a piano 

and an. overhead projector .- Since the advent of the portable 

keyboard, he finds this part of his duties much easier. 

since it is possible to carry the key~oard to the classroom 

instead of bringing the student• to the rooa with the piano . 

This minimizes class disruption. The curriculum he teaches 

has moved more and more toward synagogue melodies and 

nusach , at the request of the teachers and principal . The 
. , 

material he teaches comes 11 either from my head or from the 

nuachaot that I ' ve always lived with and taught .• .. I can 

arrive at a class and easily do twenty ainutes, ranging from 

the Birkat Haaazon to pop songs, to chaaeidic melodies, and 

in the end hopefully they come away with a reasonable 

cu;riculum. n•• 

In the sixties, Avery decided to .have a choral group in 

the Hebrew School. It had !ts ups and downs, but it enabled 

him to find talented children, thoee who might play an 

instrument or could sing. 

-
Ibid. 

!l!!s!· 
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Avery brought to hie singing of the s•rvices the same 

enthusiasm he brought to all bis singing. Cantor Israel 

Golgstein, who served as Avery's ·"overflow" cantor for the 

High Holidays for two year.•, feels "that: tor him every 

Shabbes is like he's doing it for the first time; it's a 
• 
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wonderful feeling to have, he's not jaded. The thing that I 

found strange was that in a synagogue that has resources, he 

was always content to go through the entire year . . . ~ 

capella with absolutely no choir. " 

Avery did try to institute an adult choir for services. 

Here, it was the orthodox rabbi, Rabbi Goloven.sky, who was 

reluctant. "He said, no choir, never -- I don't want a 

choir . . . . I once challenged him, wh~t if it was an all­

male choir? Be said, who will conduct it? I said, we'll , 
get a guy . He said, is he ahoaer ehabbaa? Where would he 

come from? He would travel to the eynagogue?" Avery 

him.self did not want to both sing and conduct the choir. I n 

that case, the rabbi said, 11 •we don't need it. ' He 
. 

was also afraid that if we did have a choir, it would become 
" 

a mixed choir. 1130 So there never was a choir for services , 

and to this day, Avery does even the High Holidays 

unassisted ~Y a choir. 

He did have a mixed choir called the "Beth El Chorale. 11 

They were never allowed to perfora at a service, but they 

did programs, and Avery gave them a wide range of 
,r 

' ,.--
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rttPertoire, auaic by Preed and Piket, for instance. They 

did "Va, peneiero" from Nabucco, and excerp.,te from .Judas 

Maccabeus. Avery recalls, "and then suddenly one year , 

21 

nobody showed up any more • • . thi• one took a job and that 

one moved ..• and it never came back •..• "a1 

• -~ 

His relationship with the children of the congregation 

is illustrated by the recollecti~n of one of his students 

there, Richard Katz . 

As I got a little older, I •tarted singing with 
the Hebrew School. One day Cantor Avery said 
eoaething about, was that comfortable (to sing], 
and I said eom&thing like, well why don ' t you try 
it in C aajor, and he •topped in his tracks. I 
didn't realize I'd said anything worth noticing, 
and Cantor Avery .started to play little games on 
the piano, he would say , what note am I playing 
and I'd tell him, and things like that -- he saw 
in me some sort of potential auaicianehip, and 
from then pn we developed a •pecial r-lati~nship, 
he was always like a second father to me . . .. 
For my Bar-Mitzvah ..• Cantor Avery sat me down 
and said, "Thie is the right way to do it and I 
want you to do it the right way, and yDu'll learn 
it the right way once and you'll know it the rest 
of your life" and he sat ae down and, of course , . 
. . he had everything written out in music, which 
for me was a cinch • • • and he taught me to daven 
Shacharit. One thing that was true wheb I was e 
kid and I see it with the Bar and Bat Mitzvah kids 
now, ie that he takes ue very seriously , invests a 
lot into all of us, it wae aore than an adult­
child relationship, it was more ~han the 
~elationship you have with, your teacher , •.. 
everybody becaae incredibly close with him, he was 
your • friend •. • and he really put everything he 
had into you.a• 

r 

Ibid. 

Interview with Richard Katz, January 23 , 1990. 
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VI. 

It see .. to have been Moehe Oanchoff that brought Avery 

to the School of Sacred MUsic. Avery heard Ganchoff in 

c oncert and was very iapreeeed with hia • • At the •ame ~ time , 
......... 

he knew that there was much he could learn from him. So 

~hen he discovered that G~choff wae teaching at the School 

of Sa~red MuSic, it was a natural move to go there . Once he 

was there, opportunities opened up for him . It happened 
. . 

that Ganchoff, •who didn't like to sing in the mornings , 

picked student• to demonstrate to the class, so [Avery] got 

some sort of a fellowship, and in fact, (he was] very 

organized, ao he used to run the claaa:-" 33 Avery was ready 

to graduate, but .be hadn't taken Isadore Preed'a f: lass in 

modal harmony . Although Avery felt that accompanying 

Ganchoff 's cla•••• had already taught him moat of what this 

class covered, Free~ wouldn ' t let him graduate without 

actually taking the course, so he came back to take it. At 

that time, both Ephroa and Ganchoff were unwell, so Avery 

ended up coaching five students and teaching courses in 

nusach and Shabbat Workshop • . After be graduated, he 

contin~ed ~eaching a workshop and coaching. 

During the years he baa taught at tbe School of Sacred 

Music, ·Avery baa been very active, not only teaching but 

serv.ing on committees and runningrprojecta, and always in 

Intervi.w with Ben Belter , 3anuary 31, 1990 . 

" 
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the midst of what waa going on. Be has brought in facul t~· 

mem~rs (including the · current director., dantor Israel 

Goldstein) and is administrator for •the practica, the 

student. performance requirement. 

If there is one outstan~ing, ~r~cter~~ry '. s 
teaching, it is his enthusiasm for the material, for· the 

per(or~ces of the s~udents, and their vocal progress . · 

Cantor Israel Gold~tein recalls that " the thing that I 

remember most, as far as his teaching was concerned , was a 

tremendous amount ot enthu~iasm to; the materi~l. · Nothing 

was too mundane to ~ taken seriously, nothing was too 

frivolous to be taken seriously, everything was given 

i.mportance, he was always a first-rate pedagog. " - Por 
. , 

Goldstein, whp had grown up in a cantorial ~amily, this was 

the first time he had learned how to approach and prepare 
. . 

the performance of the cantorial mat~rial he had always 

heard, the •proc~-· as opposed to the •product . " Tllat was 

when he understood that the 1 fi.nished produC't he heard ~rom 

his father and other cantors was not something that just 

happened, but was the result of aas~ering the notes, · form, 

and style of a piece ~d dnly 'then bringi.ng one's personal 

expression to it. 

One of the outstanding-features of Avery's method of 

teaching is his use of tbe piano as a teaching tool. He 

aimost always accompanies the '-terial, even when it is 

- Interview wi.th Israel Goldstein, January 22, 1990 . 
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music intended tor a capella pertoraance in the synagogue. r-'. 
~ t 

~or many ·etudente, the result i• that when they perform the 

music without acc~i .. nt~ they re .. llber the harmonies 

that Avery provided .in the claeerooa, which serve as an 
• underpinni1;1g to the tune. Thi• aakee it easier' o remeal> 

< the tune and easier to sing it in ·~ch a way that it~ 
, 

harmonic ·struct~e is clearly heard. The stylistic approach -

to a piece can also be comaunicated through the 

accompaniment. Cantor Benjie-E) len Sc~iller rec•lls ~alking 

past Can~or Avery's claaaroom and hearing him play an 

introduction to a V'sbaaru; "how he played the introduction 

was how the student began to sing it.• .. _ 

In contrast, the majority the classroom work in nusach , 
at the Cantors Inati tute of the Jewish Theologic_al Seminary 

is not accompanied. There, piano is used more for melodic 

illustration, and in a more limited way in terms of ~aonic 

support ... 

With hie dual background in' chazzanut and claeaica•l 

music, Avery is able,to teach the wide range of students who 

come to the School. "I don't think tba~ somebody . .. 
. 

could teach pur' students about ·traditional chazzanut without 
• 

a full sense of the musical world. I believe that you can't 

build • .• • a .. thod~logy ot te.ching cbazzanut and how to 

- Intervi9W with Benjie-Ellen Schiller, February 6 , 
1990. - Interview with Max Wohlberg, January 16, 1990. 

.. 
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apply it, especially how to apply it to the Reform r-1 
) 

$ynagogue, without the tremendous experience and knowledge 

of the classics, of opera, of oratorio, of art song; this is 

indiepensible. To a great extent, mo•t of our faculty have 

that, but he's rather extraordinary in th•~37 

The methodology of teaching chazzanut that Cantor 

Goldstein refers to 1s something that stands out in Avery's 

teaching . Cantor Richard Botton recalls, 11Avery had the 

ability to synthesize the whole business, and make it clear 
. ) 

to other people, he was able to put it down and say, 'here's 

what it is' plai~ and simple, this is a pausal phrase, this 

is a concluding phrase . .• [it was] very clear . " There 

was another aspect to Avery's teaching that Cantor Botton 

. ' recalls : "When you would sing for him, he would have respect 

for you, (sometimes he didn ' t have respect for someone, wi~h 

Larry if he didn't you would know it right away , ) but if he 

' respected you and you would sing something for him 1n 

a class , it was really ~ind of a master ' class, because he'd 

respect what you did but make some suggestions."- This way 

of conducting a class on the hig~est level , as i~ it were a 
. 

master class, is anotner special feature of Avery's 

teaching. 

eT ' Interview with Israel Goldstein, 3anuary 22, 1990 . - Intervie.w w!th Richard Botton, 3anuary 22, 1990. 
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The nusach that Avery teaches coae~ mQst1y from two 

sources, the nusach of Adolph ltatchko ... and that of Israel 

Alter,'° e~riched by many individual pieces from the work of 

other cantors. Nusach is, of course, a large~y -- .......... 

improvisational art which is governed by l aw ~d custom 

relating to the liturgy It- is iaportant for the student to 

learn to aove freely within the confines of the•• rules. 

The approach of the School of Sacred Music is to aove from 

the specific to the ge~er~l . The student first learns the 

material for a particular rubric (Eabbalat Shabbat, for 

instance) f r om Alter and Katchko. Then the music is set 

aside, and the student learns to chant directly from the 

Hebrew text , becoming independent of what is ' real!y an 

imprecise notation. As the structure of that particular 

nusach is internalized, it beco••• pofsible for the student 

to incorporate the work of other coapoaera or to improvise 

freely within the nusach. Soae students come to the S~hool 
I 

with" a background i ·n traditional nusach, and their progress 

is guided so as to use what they know i~ the most authentic 

and musically creative way . All students are required to 

perform in practica (which Avery assigns) twice a year; one 

of those a performance of a par.ticular traditional nusach 

·- f 
Adolph Katchko, A Th••aurus of Cantorial Lituray, 3 

Volumes, (New York : The Sacred Music Presa, 1986). 

'
0 Israel Alter, The Sabb&th Service, (New York : 

Cantore Assembly of America, 1968); The Peatival Service, 
(New York: Cantors Assembly of America, 1969); The Biah Holy 
Day Service, (Kew York: C&ntore Aaaellbly of Allerica, 1971) . 

., 
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(for instance, a student aight be aseigned to do the MUsaf 
-

service for Shabbat with Rosh Chodesh ~lessinge.) It is in 

the ' context of these perforaances. that the student can 

branch out into new material , depending on the backgrob.nd 

and interests of the student. , 

By way of comparison , nusach is taught very 4ifferently 
. . 

at the Cantors Institute. According to Cantor Max Wohlberg , 

"we do the reverse ; we start oul: with the basic nusach , 

whi ch I write out in notes and sing for them and sho~ them 

what it is and then we take various composers , we study 

their wo~ka where we identity, we recognize the nusach we 

have learned." ' 1 Both methods., that of the Cantors 

Institute and that of the School of Sacr"ed Music , apparently 

work well in training cantors . What it is interesting i s 

that ·Avery •a aethod appears to be similar to . the way 
I 

repertoire i a · taught in the claeeical worl~, where one 
-'1 \. 

learns specific pieces and perfects them, rather than 

learning a style in terms 6f its principles , and then .. 
\ 

applying those pri nciples to specific musical pieces . 

The eources taught at the Cantors Institute .app-ear t o 

be broad~r th~t~ose of the School- ~f Sacred MUaic. 

Because studen~ at the Cantor• Institute attend for five 

years ae opposed to four at the School of Sacred Music , 

Cantor Wohlberg is able to give aore of a sense of the r 

evolution o~, from the earliest . available volumes . 

~ t-1 
""~iew with Max Wohlberg, January 16, 1990 . 

• 

• ! 
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According to Cantor Wohlberg, the ba8ic te.xt ' of the Cantors 

Institute is Bm!r's Baal 'l'•fill!h (fir•t published in 1877 , ) 

though Katchko and Alter are also used, in addition to many 

others. ' • ~ . _,,. 
Although the bulk of the nusach taught at the School of 

Sacred Music is from Katchko and Alter, it is enriched by 

many individual pieces from other sources . Frequently these 

sources 'a.re notated in Cantor Avery's ~ietinctive hand , . . . 
revised from materials which ~ some ~ases he brough~ to the -' 

School'• collection. And in elective courses, he is able to 

teach a wider repertoire than the curriculum requires . 

Jfhen Avery came to the School of Sacred Music, it was 

the only place td learn how to be a cantor . · At that time , 

many ot the students were of a traditional inclina~ion and 
. 

serving traditional pulpits. In the 1950'•, the Orthodox 

and Conservative mo1'ttmenta both fouilded cantorial training 

schools. Yet Avery remained a; the School o~ Sacred Music, 

never teaching at other institutions. 'l'his appears- to be 

the result of a deep personal loyalty ~o the School, and a 

co-i ttaent to helping the S~ool' maintain its standards and . . 
to stay on an ev~n keel. It i• impossible to say what in 

what direction.a the School aight h&ve gone were it not for 

Avery; the Reform movement has been and continues to absorb 

a wi4e range of traditional and n&"n-traditional influences. 

According to Cantor Goldstein, director of the School, the 

deep respect in which Avery 1• held has helped to anchor the 

. . 
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Scho~l'• poeition as an inatitution priaarily for training ~-
~ 

cantors ,and, ae many con8ider it, lU pri~ institution 

for training cantors. In the worda of dr. Paul Steinberg, a 

past director of the School, "Be'• been a rock, an anchor; 
. . ' . 

helped give the Sch~ol etability and ~irection.•./ 

The following emple of Avery's teaching''style . 

deaonstr•tes something of his et~dards, and also so~ething 

of his lnf luence on the cantorial 1'f0rld. 

YQU ready, Benny? [Benny singe] 'fhat •a what we . 
would call 'intereeting•. ) Claughter] ["Be wants 
to sound like a chazzap!"] That'• a good co ... nt , 
3ack -- I'd like it to eound aore like the bel 
canto eingers that t(tt all imagine we are 

· [laughter] • •. [another cantor tries] That'• 
not right. Let lie tell you ••• we arrive at 
What We think iS the thing I 80 We HY 1 it IS good 
enough, and it really i• ~ good enough . 
Especially wh~n you're with aom~body ~ik• me, , 
because I'• very deaanding, and I'm really nutty 
about thing• like that . I want to hear Ml the 
not••· 'l'he first step is, you llUSt analyze the 
phr-e. You've got to know how aany note• there 
are in the phrase [and] in each group. • • . when 
I •ee a triplet { want to hear a triplet, and when -~ . 
I •- a group of fbur I want to hear a group of 
four • .•. because it aak•• all these phr-•• more 
effective • .- / ' 

Cantor Helene Reps recall• coaching with Avery in her 

last year as a student at the School . A9 a well-trained 

musi cian, she didn't need to •truggle with every note , and 

could have been tempted to • just read it off and say, well, 

I've got that and what'• next?" ·sut Avery "go•• over and 

over and polishes and thinks and analyzes . Be •truggles 
r 

- Interview with Paul M. Steinberg, 3anuary 29 , 1990 . 

Lawrence Avery, 1988 Cantore Aaaembly Lecture 

• .. 
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with every phr-•· I found that a very illportant f10del for 

my own ejcperience and my own preparation. If he, who can do 

it so well without even 'thinkiDg about it, stil1 studies, 

studies, studies ..• [I know that] , he re~lly, cares~ 

That's an influence on ay life."~ ~~ 

.. ) 

"' . 
.. 

I 

Interview with Belen• Repa , Pebruary 6, 1990. 
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VII. 

On January: 17, 1989., the School of Sacred Music hosted · 

its annual AlWIDi Day. Cantor Lawrence Avery was honored at 
• 

this event. Bi~ compositions were performed. and he tau ht a 

master class to the cantors who "9re present. Avery 
. , 

gathered together material• which were presented to those 
. 

who attended the AlWIDi Day. The booklet48 included 

coapoaitiona by cantors such as Glantz, Ganchoff and 
} 

Roitaan, transcriptions by Avery of pieces of chazzanut, 

Israeli songs, and a nuaber of Avery'• own compositions, 

some arranged by others and aoae arraqged by Avery hiaself . 

Included is a transcription of an Ahavat 01- by David . , 
Roitman, froa 1930 ... Avery has spoken about his treatment 

ot this piece: "I must confess to the following: ' I have 

really edited the piece . The piece was probably about 32 

measures longer . . ~ soae of the unbelievable coloratura . 
passages I've wiped out; I've adjusted the words as well as 

,. 
I could, because originally he says, "Ahavas Qloa, Bes 

Yisrgel, Alllcho Ohavto; all the wrong accents, but ·of course . 
that waa something of another era. And of course I've 

• 
transposed the piece, I've aade it in a kind of accessible 

• .. .r Lawrence Avery, Nu!ic R••ource 8ooklet for s.s.M. 
Alnapi Day, (Unpublished booklet, 1989). 

.. The piece is in the distinctive calligraphy that 
has characterized Avary'• aanu.cripta since he took a course 
in calligraphy at Beb•eW Union College in the a1d-1980's. 
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key, because the or.iginal of this was I think about four 

tones higher; you know, Roitaan had that etratoephe'ric kind 

of lyrico-leggiero tenor, he could just pop out high d's and 

high e flats wben•ver he wanted to; he pro~bly -P9k• •on 

high g's , like Nicolai Ged~, aoaething like that."'7 ... 
Al.t 

Avery's changes are . intended, it is cle1lr, to aake the piece 

accessible, but . st~ll within the context of Roitm.an's 

intentions. Por ~nstance, the 32 bars that Avery has 

excised represent the tiae conaiderationa J f t.he p~st, where 

c~ngregants would expect a auch long,er service than they do 

now. The so?"t of coloratura p-sages that Avery refers to 

were the hallmark ·of a different generation of chazzanut ; in 

• our time, the singing of lengthy recitatives in the 

synagogue has become a rarity. The change to Sephardic 

Hebrew transliteration and the adjustment of the text 

accents ~lso make the piece uaabl • .by modern Conservative 

and Reform cantors. In its original fora, ~he piece would · 

be of inte~est only to a scholar; Avery's version will be 
' used by cantors and heard in synagogues throughout the 

.Jewish world . 

~g the various ausical compositions to be found in 

thi•~ittle collection is a chart of the cantillation 

melodies for the Book of Ruth, the Book of Xohelet, and the 

Song of Songs. C~tillation, which he atudi.d'"with A. w. 

Bin~, has been an important coapoaitional tool for Avery; 

/ 
Lawrence Avery, 1918 Cantor• Aa .. ably lecture • 

.. 

' 
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in hie settings of tezta fro• Song of Song• ~ for exaapl~. 

the cantillation -lodies are noticeable·, ao•eti-• very 

prominently. Be also feels that it ia iaportant to teach 

cantillation to· congregants . ~inder ~:,,,. a ~e,_i--is~en 

it caae ·to getting the te'aaia' right, and th~ /great labor of 

· love in hie life was the little tiook that he published , 

called Biblical Chant." After Binder died, Avery took over 

the teaching of cantillation. Speaking to a group of 

cantors , he said "I f_eel verY) strongly that g . . . all of 

us, should know our te'aJl.im better than we know them , and 

that we should use the moat correct, the aost complete 

systems, that we should not be afraid."to teach an elaborate 

system to our chi ldren and to our balabatim· and t his has 
. 

really worked tor ae over the years ."- Avery uses 

cantillation as a prograaming tool aa well; • program of 

sophisticated muaic can be effectively broken up with ... . . 
inclusion of a text chanted simply in the pro~r 

I 

c~tillation . Progr-ing like this for hie synagogue also 

' educates the congregation to an appreciation of the use. of 

cantillation in hie coapoait~ons. 

Aaong •the tranecriptions in the booklet i• a simple, 

chant-like setting of Avadia Bayinu , ~hich Avery calls a 

" traditional Seder ·chant . " Thia is one of the Seder tunes 

he J;ecal~• fr.om childhood, here vendered in great detail , 

with every accent and creacendo clearly indicated. 

I 

- Lawrence Avery, 1988 Cantore Aaseably Le~ture 

, . 
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An intereeting piece which Avery put in thi• booklet is 
r-1 

a eetting of the text Rib9no Spl 01-. The text co-• from 
~ 

the 'the prayer book of the Refora aove-nt., Gate• of 
• 

- 4 Prayer, page~ 679-80 ,. which Avery indicate• on the 

aanuscript . Avery haa aet a nuaber of texts f;.oa_the Gates . _.,,, 

of Prayer. Thi• give• cantor• who are .. rving in Reform 

synagogues a chance to do cba.zza.nut using non-traditional 

texts which .are found in the Reform prayer book. Ribono 
.· 

Shel Olam is in a cantorial style, without accoapaniaent , 

though the harmoni•• are in~icated . · 

Avery like• setting texts which ha~ not been 

frequently set by otlier coapo••r~. " I like the idea of 

taking a text that nobody haa touchecl; that'• why I did the 

Rabbi Tarphon thing, I mean, I found that .text ~ I aaid, wow, 
• 

this is a wonderful text, this grab• -· What'• the point 

ot writing another OMJ' Rabbi llozor, what!• the point of 

writing another Ahavat Olaa • • • You know how aany Ahavat 

Olam's there are, and when you write •oaething that somebody 
I else has done · be~ore, you're obviously going to be ,. 

influenced by it • • •eo 

In addition to biblical ~d prayer book texts, Avery 

haa set tlle poetry of the I•raeli poet Raebel, like Balaila 

~ Ba &.-vaeer, and texte by Holocaust poet•, like I'd like to 

r 
- Gate• of Praur: The It!! JJnion ftaverb9ok, (Hew 

York: Central Conference of American Babbie, 1975) • 
. 

eo Interview with Lawrence Avery, Pebruary 18, 1990 . 



• 

~-

Go Away Alone, by A. Sinkova, froa the collection I Kever 

Saw Another .Butterfly. 
l 

In .the AlWlni Day collection i• an arrangeaent of a 

setting of the 23rd.. Paala by Max Wahlberg.• Avery was part 

of the preliminary editorial staff of the Chazzan's Manual . . ,.~ 
Cantor Wohlberg had subaitted this 23rd Psalm eett1.ng ; in 

the end it did not find its way into the collect~on. ~very 

liked it apd put a aiaple eett:lng to it. Soaetiae later, he 

thought to himaelf that one could go a step further and set 

the conventional translation of the Psalm~ In the aeantime, 
) 

his daughter was studyillg •inging and entered a competition 

wherein one of the require~ents was a religious piece in 

English. "So I thought, wow, I ' ll translate Chazzan -
Wohlberg's piece and let's see if it works, and it worked , 
very well, and these people at New Rochelle High S~hool 

heard real nuaach sung in English and •.. it works 

perfectly. 1181 

Avery is particularly fond of the David Rottman 

material in the School's collection, partly because he 

brought ' it to the School. Be had been introduced to 

Roitm.an ' s son Leo, and they became friends . Be knew that 

there was a tie be~ween Ganchoff 0and Roitman Ganchoff 

adored Rpoitaan, and actually succeeded Roitman in the same 

synagogue. First, Leo Roitman allowed Avery to tape a lot 

of old 78 rpm recordings that he had. Then he said, 
f 

91 Lawrence Avery, 1988 Cantors Aaseably lecture . 

. . 
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if you really car~ about this. I 1 ll let you see 
the· manuscr1pta. And be took out 2&15 pages of 
hand-written manuscripts that wi .. ly Raft.an 
hi-elf • • • • when he was in his late 50'•• 
decided to write ·evwrytbing down . Which included 
a certain aaount of just plain old m119Cb . . • . 
Because Leo saw that Sara and ·I were very 
enthusias tic and very ~cited • • • (he] gave ae 
the aanuscripta and said I co~ld do with tbea as I 
liked. I said I'd like to find a l!brary for' them 
and perhaps even publish th-. Be aaid, what a 
wonderful idea -- poppa will get published • . . 
and be contributed the whole collection to BUC. · • 
. . I published one i;.ooklet of a half a dozen or 
eo recitatives . and we nave ~be collection, . • • . 
Where I feel that abldenta can either take it or 
understand it or perform ·it properly, I aigbt 
revise a piece . of nuaacb and give it to th~a.•• 

.. ) 

' 

I 

' 

• 

Lawrence Avery, rebruary 18, 1990. 

• 

·. 
' 
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VIII. 

AS one of the ao•t influential teacher• of cantors at 

the School of sacred Mus±c, Lawrence Avery has occupied a 

pivotal position in the evolut~n of .Ua~c in tbe-ftttf-Q..I'm . / ............._ 

aoveaent · during a volatile perfod. There have been aan.y -
'> . 

43 

trends in the Refora cantorate during the last two decades -
. . 

- the . acceptance of woaen in .the cantorate ; the guitar-

accoapanied synagogue service, the rise of the soft-~ock 

style of "RPTY" llUSic _and it• )entry ~nto the -Ynagog'.ue, 

"folk-rock" services, the Chavurah aoveaent and its (often) 

lay-led services -- all these and more have made their 

p~esence felt at the School of Sacred MUaic . One of these 

trends is the inc,.reased presence of "NPTY" or so-talled "new 
. 

trend" ~usic in the Reform ~ynagogue. Thia music was 

"largely a product of the OABC caapa and the-youth groups of 

the Horth American '-•~•ration of Temple Youth (ltrrY). T~e 

new songs show the influence of American rock and folk sopgs . 
I 

and _.Popular Israeli melodies. Accompanied by guitar, they 

' lend the-elves to group participation. "- This music 

entered the Refora eynagogue · ~hro~gh rabbi• and cantors who 

were products of the youth aoveaent. Cantor Jeffrey 

Klepper, for instance, eaployed this new 11W1ical style to 

"change· the cathedral-like aura in Refora synagog'Ues by 

- Elli C. · Galed, "Synagogue Music Controversy , " 
Refora .Ju4a11a, Vol . 9 , Bo. S June, 1981 p. 1. 

, ,. 

.. 
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'' ~ l 

using th~ guitar as a aeana to create a feeling of inti11UlCY 

during services."~ There have been many ob~ections to the· 

adopti9Ji of this style of ausic largely on the grounds that 

"the new songs do not -1nta1n hi~h eno~h ~tandafds and 

should not be· used in the 9Y11agogue.• .. Nhatevar its 

quality i~ musical terms, th~• llWlic presents a homogenized 

and impoverished .Jewish musical language. Though it has 

sha)ten ~P the musical life of the Reform synagogue in an 

important and potential1y po•iti~e way, ~t speaks a ~ical 
language which is rooted ~either in a .Jewish vision of 

worship nor in a retspect for text . ;~• popularity arose in 

part out of a dis•atiafaction with the aw1ic that was . , 
prevalent in Reforasynagogues through the mid-1970's. 

Lawrence Hoffman, one of the most thoughtful critics of 
. 

Reform liturgy, sees in the older aw1ic of the Reform 

synagogue something th8t. "pointed to God in the distance, 

with masterful choirs ·singing fo~-part haraony ~omposed· in 

a key 'marked 'angels .only.'".. Por Botfaan, suc;:h "new 

trend" music repre•ent• the "eaergenceof. a distinctively 
•7 . , North American •ound;" he ~all• for "new auaic that will 

- Ibid. 
• - Ibid. 

r. . 

.. Lawrence Hoff~, The Art of '9bl1c Prayer 
(Washington, D.C.: '1'b9 Paatoral Preaa, 1988) p. 1?2. 

•
7 Lawrence Boff~, · "Beyond the Cat Stand," Reform 

.Ju4a1,., Vol . 18 Bo. 3, (Spring 1990), p. 25. 

• I 

. . 

.. 
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engage worahippera, aa auaic composed with the European . 

aesthetic in mind does not." .. 

At stake here see- to be the very survival of the 

Reform movement on the one hand, and the aurvtval o~ a • 

recognizably 3ewiah music within that aoveaent on the other. 

Critics like Hoffman and Klepper say that the movement 

cannot survive with ~ the music that brought it to the 1970's , 

that declining aeaberahip in Reform synagogues and declining 

participation in prayer among thoae _who reaain can be in 

part attributed to muaic which ia the do .. in of the expert, 

that . is, the cantor. Some Reform cantors are concerned that 

the changes being put forward will result in a 11USic which 

is no more 3ewiah in character or musical content than the· 

"soft rock" of the 70'a. 

Participation haa always been but one aapect of 

synagogue music, which baa three main elements: 

participation, preaentation, and improvisation. 
I 

"Participation ret'era here to aueic/aervicea in which the 

hazzan shares the responsibilities with the congregan~s ; 

presentation to preset services, ranging froa classic 

compoaition through trendy pop-baaed events; and 

-impro~ation to those moaenta of the aerv~ce when the 

hazzan feels moat ties to the ancient tradition of hazzanut 

J ' 
Ibid., p. 27. 

' 



' 

) 

a:nd fewest constraints on creativity."- ~ Among Refor• 

congregations , as we have seen, th~re is a strong movement 

to increase . the participation of the congregants and to cut 

back the contribution of the cantor; . that ;_....;-tb - ncrease 

the participation at the expense of_presentation and 

improvisation. 90 In t~e settings which are the Reform 

movement's main participatory material, sensitivity to text 

is often subservient to the rhythmic features of the music . 
. 

Cantors feel threatened by this trend; they often see in it 

a challenge to their aission to convey and illuminate the 

text and create a musical atmosphere appropriate to prayer. 

According to Slobin, cantors, in r e sponding to this 

challenge, "return repeatedly to the . , . ncttion of 

'balance' to indicate their attempt at finding the middle 

road between cant~rial and congregationai domination. . . 

11•1 It is at t his balancing point between participation, 

presentation, and improvisation, that we find Cantor . 
I 

- Lawrence Avery's role in the Reform moveaent. 

Avery grew up in the Young Israel movement, wh.ich , as 

the orthodox youth movem,nt of the 20's and SO's, was the 

chm.pion of congregational participation at that time. With 

.. Mark Slobin, Chosen Xoices, p. 195. , 
90 The trend towards greater participation on the part 

of the congregation •lso exiats in the Orthodox and 
Conservative streaaa; there, however, the connection with 
text through nuaach is stronger than in Reform • . ,. 

Mark Slobin, Chosen Voices, p. 197 . 
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this as his background, he then spent years studying with 

the most demanding masters of vocal excellence. When he 
• c 

became a full-time cantor, he ~egan the process of 

synthesizing these elements. Mrs. Avery recalls that.an 

"i.mportant part of Avery's davenina is that he decided " . 

47 

almost at the outset that he did not w~t to be the kind of 

chazzan who left bis congregation sitting there. His 

instinct was to e.ncourage them to prayer. And we ta.lked 

about it many times that there ha~ to be a) way to encourage 

the congregation to sing in a traditional service which is 

what he was in, and yet to give them aoments o~ chazzones, 

so to speak. And this is how his style came · to be ; I don't 

think it was conscious, I thick it was an unconscious 

instinct which took all of these things together . . . and 

made his style irito what it is today •. · .• It wasn't theft 

at . the start; at the start he was. doing aore 'singing' than 

'encouraging.•n•• The style that emerged was an "American, 
I 

eclectic style, ~where he's taken from all · of the traditions 

and ••de a style all his own, and he's affected generations 

of cantors." .. How does this style come across to 

congregants who h•ar him every week? "Por me it was always 

gre~. Cantor Avery always incorporated • • • a lot of 

congregational singing, soaething that I think was important 

to his father; he once explained to me that arcouple of the 

Interview with Saralee Avery, .1anuary 19, 1990. 

Interview with Richard Botton, .January 22, 1990. 
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melodies he used at the Schul were .. lodi•• that hi• father 

had taught hia. : • • There wa. alwaye ~ lot of 

congregational singing, and when there i•, thing• don't get 

boring, because you're not aitti-ng there and !~tenin 

After you'd gotten used to the .... aelody, C411tor Avery 

would bring a new one, ev•r.¥ Shabbat thing8 would be so 

familiar , but you'd hear •oaething different ••.. When you 

talk about the juxtapoaition of traditional and aodern -- my 

nephew will be able to_ sit and) hear thing8 that are familiar 

to him in the aervice~ a new modern, fun -lody to Adon 

~. and by the •- token, ay grandfather, who grew up on 

the E~t Side and was part of a boy'• choir, will say, 

that's the arrangeaent we did."- Mrs • .7an Peerce' and her 

late husband were meabers of· Beth !l Synagogue in Mew 

Rochelle when Cantor Avery began there. She recalls, "I can 

only tell you how aucli we enjoyed the service• at Beth El~ 

And .7an was • . very critical .•.• That'• the , 
interesting thing about Avery -- it haml't been going down 

at all: it gets better all the tiae." .. 

With this ae hi• background and congregational 

practictt, Awry ba8 been able to guide the a.fora cantorate 

through ita conteaporary aaze. While accepting and 

assimilating 11&ny of· th9 new trenda, Lawrence Avery has also 

- Interview with Richard Jtatz, .7anuary 23, 1990 . 

.. Interview with Alice P .. rce, •ebraary 6, 1.990. 

• . 
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present.a a conaietent, evolving vision of Jewish music to ~ 

his students. "Spirituality" is a word seldom heard from 

Avery. _But by ~~ntinuin~ to preserve, ' teach and extend the 

structure ~f tr~ditional Jewish music, building on a firm 
' . .,~ 

foundation, Avery is one of the.. architects o~ i- kind of · 

' 0 home 0 for Jewish .spirituality th~t has continued to be 

available wh~n needed . The Reform movement ha.s always been 

free to dispense with ritual or obligations it deemed 

unnecessary, but it has also ) een ready to re-adopt .those 

that Reform Jews coneider meaninghl. In 1922, for 

instance, the ~antillat~on of the Torah had not been heard 

' in Reform services in one hundred years when it was re--
introduced by A. N. Binder . .. It has since become a basi c 

1 

Jewish skill taught (to varying degree•) to aany of the bar 

and bat mitzvah students in the Refora movement . In the 

last two decades, along side all the other changes , there 

' · has been an incrementally increasing interest in nusach and 

traditional chazzanut in the Reform movement . There ~egan 
,. 

to be hea.rd in Reform synagogues nnsach for the Festivals , 

for Shabbat Minch& and Havdalah, and for the weekday 
# 

prayers. As tbese lind other traditions returned, there was . 
already present in Reform congregation. a cantorate which 

was tr~ined and rea~y to provide that etructurinq of time 

which is the characteristic of traditional chazzanut. 
r 

.. A. w. Binder, Stud1e• in Jew1ah Music : Collected 
Writings of A. W. Btp4!r , Yrene Heakea, ed . , (?few York : 
Bloch Publiahing Coapany , 1971), p. 23 . 

. .. 
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• .so 

Can'tor Lawrence Avery baa been a significant 
~ 

contributor to thie atate of affair•, help~ng the Reform 

movement to recover the babie• which i~ eoaeti-• has thrown 

out with the bathwater. 
' . -~ 

In hi• congregational cantorat~, Avery exe•plities 

participation and illprovisation. In hi• coapoeitions, he 
, 

touches the world of presentation. Bi• work exeaplities the 
. 

musical qualitie• valu.d by cantor• who care about •inging 

the text, by use of nuaach an) cantillation aotif• in 

addition to a full range of auaical ezpression. 

Avery'• cantorate ~s balanced between participation, 

presentation, and i'aprovieation . ~n i~ there is music of 

high vocal and textual standarde, where an educated , 
congregation can participate with the taailiar. but still be 

interested in the new, Sabbath after Sabbath. It is music 

tor youth and age alike ; and it ia uniquely and 
' . unquestionably .1ewish in origi.n and Aaerican in development . . 

Can this be an emple of the •new American sound" t.hat 

Hottman seeks tor the Reform aove .. nt?•7 

·ot courae, auch questions can never be answered in 
. 

theory, and llWlic is only· theory until it i• heard. But 
• 

Avery's ausic ia being heard in synagogue• throughout the 

Refora .110ve .. nt, where his atuaenta bring their veraion of 

I 
•T Max lfohlberg, Willi- Sharlin. and Ben Steinbei-g 

are aaong tbe other contemporary COllPO-r• of J'ewieh mwic 
who- work •tief 1- 1n aome way the needa exprea-4 by 
Hoffman; tber• are many cantors llboae work enrich•• the 
lives of tbeir congreganta in a •illilar -Y· 

• . 
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his chazzanut, hi• instincts and little tunes, hi• high 
. 

regard tor ausical quality -which 1• true to Jewish texts and 

the spirit ot prayer, a ••na• ot integr!ty · towar4 the art 

the_y serve which bear• it• own spir 1 tual .... age to the, 

worshippers they lead in prayer . 
; 

) 

f. 
' 

I 

' 

• 

• • 
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APPBlfDIX 

1. 

2. 

Ahavat Olam by David Roit~, arr. La:-renc~~~ 

K'Shoshana - The !few Weddini:i Soaa ·by Lawrence Avery ---... ......... ---~~------~------....-..-------------....--......... -.- < 
3. Analysis of K'Shoahana - The Kew Wedding Sona cy Lori 

Col'rsin 
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Musical Analysis of JC'Sboabana • . • The Rew Weddina Sona 

by Lori Corrain (Pebruary 1990) 

--• The piece is for piano and voice. The range of the · 

vocal line is from d below the staff tog above the . staff. 

The piece begins in G aajor, aovea to B flat aajor and then 

returns to G major. It has one cantillation aotif which 

repeats 7 tiaes (including 3 with aelo~ic variations , ) It 

is in,/ ,, but~ 6 d~fferent) rhythaa in the accompaniment : 

1. steady quarters (begins and end.a the piece; aeasures 1-
10; 3,-36 

2. steady eighth-note triplets; aeaaurea 11-17; 33 
3 . steady eighth-notes; .. aaurea 18-~; 31-32 
'· arpeggiated half-notes; aeaaurea 23-25 
5. treaolos in half-notes; aeaaurea 26-28 · ' 
6. tremolos in eighth-notes; aeasurea 29-30 

There is a fragaentary rhythllic aotif in the voice 

part, a pick-up of 3 eighth-note• in aeaaure• 2, 9, 1,, 18, 

' 20, 26-32; this figure gives a " flowing• feeling. In 

measure 3,, this figure is elongated into a pickup of ~ 

quarter-notes with feraate over each; this slows down the 

movement of the piece and indicate• the end of it. In 
. 

general, there are four aeaaure phrases and an •ASA• 
• 

structure, which i• also reflected in the aain tonal 

aoveaent. 

G major sections are chiefly quarters, halve• and 
/ 

eighths. The B-flat aajor eection has triplet• for half its 

extent, then goea ~ck to a duple feeling in eightha and 

halvee. 

• . 
\ 
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There are only 2 dynaaic indications, at aeasures 19 

and 36. . . 
The introductory baraoni•• 

quarter-note -. aarch-like rbytha) to ·end the piece. ...~ . c. 
· The . return of the "A" section (mttasurea 26 through the 

. 
end) elon~ates the- tonic a bit, but consists largely of the 

same harmonies as the first time. The accoapaniaent here is 

the "fastest" in the pie~e. as th, cbor~ 'ar• tr..Olos, ·then 

eight-notes and triplets (as in the 0 B" section), then back 

td quarter-notes. (Avery pull• rhythmic aaterials from the 

"B0 section into the "A" section in order l'o unify the 

piece.) 'I 

The chords are rolled in an arpeggiated aanner only 

when the voice is not singing (aeaaures 23-25). · The flute 

plays alone in those t~~e ae.,..ures. 

The flute part bas the melody on its own in aeasures 
I 

23-25, ~hen the voice ~s silent. 

The flute "answers" the voice throughout the "A" 

... . 

section, switches to whole and ti!lf notes supporting the key 

change to E-fl•t at .. aaur•• 11, 12 and 13. There is a 

secondary melody in the flute in aeasures 1• through 17. 

Then it is . in thirds with the voice in .. asures 18 through 

21. When tbe."A" section returns in,,aeaaure 28, the flute 

ret11rna to its "anawering" aode. 

• ,. 
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There is a particularly beautif~l moaent in measures 33 

and 34 when the flat VII• chord ie found with the flute on 

the 7th of the chord . • 

-. ) 

, 

• 
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