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WORDS ABOUT MUSIC

What follows is a sanpling of the colums which |
have Witten for my congregational Bulletin over the
past years. Sone of them are on universal subjects and
are applicable to all congregations; others deal nore
specifically with events which took place here in
Temple Beth El in Rochester, New York.

It seems to ne there are two ways in which these
can be used. The first is to reprint them as is. In
that case | would appreciate it if the credit were
given both to the author and to the congregation's
Bul | eti n.

The second way is to use the ideas of these colums
to guide you to witing your own.

In either way, you could return the favor by
sending me copies of whatever you do print.

Sanuel Rosenbaum
Adar 5742



On Life and Beauty

Judaisms flexibility and rationality are anong its
greatest virtues. In spite of what many think, even the
nmost Orthodox practice can be modified or even discarded
at certain times.

When there is no wine one may make Kiddush over beer.
In an emergency involving human |ife one may be exenpted
from observing the Sabbath. The Baal Shem Tov once
commanded his congregation to eat on Yom Kippur because a
pl ague was then raging in his country. Another great
hasidic saint, in the late nineteenth century, ordered his
congregation to bring nmoney to the synagogue on Yom Kippur
because the lives of two Jews of that community had to be
ransomed from the Czar. \Wile worship in the conpany of a
mnyan is desirable, one may pray at home by hinself.

But, nusic is a facet of Jewish life which cannot be
di scar ded. In most cases we could not onmit it, even if we
decided to do so. Can you inmagine merely reading the
Sabbath Kiddush? Can you imagine Kol N drei wthout its
plaintive and stirring nelody? Can you inmagine the prayer
for the dead, El Maleh Rahanmim wthout its mournful chant?
Tal mudic study is inpossible without the sing-song tunes to
mark question, conjecture and answer.

Music plays a unique role in the life of the Jew
Certainly, it enhances life; but it is far mre than that.
W study, pray, celebrate and mourn in the |anguage of
music. It is a part of life's fabric. In many cases it is
the fabric itself.



Caught Again

Once nore, a careful and know edgeabl e reader catches
us in an error. Some tinme ago, in connection wth thoughts
on the inescapable presence of music in Jewish life, we
carelessly made the statement "where there is no wine one
may meke Kiddush over beer."

Dr. Joseph Noble, who knew better, was kind enough to
point out nmy error and to send along the follow ng addi-
tional information which we are pleased to share with our
readers.

Wi le npbst people associate the word "Kiddush" with
the blessing borei p'ri hagafen, there is a definite
difference between the way we use wine in our sacred
rituals. The term "Kiddush" is applied only to the bene-
diction which we recite over wine on Friday evening or on
the opening evening of a festival. This Kiddush should be
recited over wine. Wwen there is no wine available it my
be recited over bread. The "Kiddush" which is recited
following the norning service on Sabbaths or festivals is
called "Kidusha Rabba" and may be recited over wine or over
any other beverage if wine is not available.

Qur statenent concerning making Kiddush over beer would
have been correct had we indicated that this was permissible
at the Havdal ah cerenony. The Shul khan Arukh (96.3) says,
"Just as it is mandatory to sanctify the Sabbath on its
inception, so is it mandatory to sanctify the Sabbath on
its conclusion over a cup of wine. This is the Havdal ah
cerenony. \Wen wine cannot be procured, Havdalah my be
pronounced upon another beverage which is the national
drink, water excepted." Some authorities say that even
mlk may be used for Havdalah. Eisenstein states "One may
use sweet tea or sweet coffee.”

Wne is also used for the benedictions at a circum
cision. Here only wine may be used, no substitutes are
indicated. At a Pidyon HaBen the benediction should be
said over a goblet of wine. If none is available any
beverage may be used. In a wedding cerenony, if no wine is
available the benedictions may be recited over beer. |If
neither wine nor beer is available the borei p'ri hagafen
is omitted and only the betrothal benediction is recited.
At the Passover Seder only wine is prescribed. One who
abstains from wine during the rest of the year because it
mght be injurious to his health should, nevertheless, try
to drink the prescribed four goblets. He may dilute the
wine with water or he may drink raisin wne instead.

"\



We are grateful for the additional information which
this error has elicited from Dr. Noble. However, all of
the foregoing only serves to underline the point which the
original colum made; that while in many cases substitutes
for ritual items are permtted, the chant or tune which
acconpanies the ritual is indispensible.

Just to be safe, however, we are laying in a large
supply of Israeli wine for Passover. W urge our friends
to do likew se.

L' chayim



Oh the Ofice of Hazzan

The Bible affords no evidence of congregational
prayer. \Wile there are nunerous citations of personal,
i ndi vidual prayers, no systemized routine is mentioned.
Wrship was carried on through the sacrificial reginen in
the Tenple in Jerusalem

In order to broaden participation for Jews who did not
live in Jerusalem representatives of each community were
invited to participate with the Priests and the Levites on
a rotating basis in the sacrifice of animal offerings.

When a representative of a far-off community was on duty at
the Tenple, those who remmined at home were required to
gather together at specific times to read appropriate
sections from the Torah. These groups were known as
meanedot and from this prinmitive assenbly did the synagogue
devel op.

When the Tenple was destroyed by the Babylonians in
586 BCE and the Israelites taken away into captivity, the
sacrificial regimen was abandoned. It was deened in-
appropriate to recreate Tenple activity on foreign soil so
long as the Tenple lay in ruins.

The captives, in need of sone spiritual ties wth
their honmeland and with their past, gradually began to
substitute prayer, the offering of the heart, for sacrifice.
By the time they were pernitted to return to Palestine, in
536, the tradition of oral prayer, although not yet
systematized, was well established.

G oups of worshippers formed thenselves into a
knesset and chose as their |eaders a Rosh haknesset and a
Hazzan haKnesset. The latter was not a prayer-|eader, but
probably an administrative official or caretaker; however,
here we neet for the first time the term which was to
beconme the official title of the cantor we know today.

(To be continued)



What |t Takes

Ve continue our informal survey of the devel opnent of
the off ice of hazzan

Traditional literature is studded with a great variety
of qualifications for the office of hazzan, many dating
back to nedieval times. \What stands out in all of themis
the very sharp difference in the requirements as set down
by the rabbis and those set down by the conmmunities. The
first standards were established in ancient times. The
M shnah stipulated that the hazzan "be mature, conversant
with the prayers, one who has children and whose heart is
centered on his prayers,”

In the Talmud, Rabbi Judah added to these, stipulating
that the hazzan be one "burdened by labor and heavy fanmily
obligations but who does not have enough to meet them one
who draws his sustenance from the field and whose house is
enpty, whose youth is unblenished and who is meek and
acceptable to the people, who is skilled in chanting with a
pl easant voice and who possesses a thorough know edge of
the Tanach and is conversant with the Mdrash, with Halacha
and Agadot and all the liturgical benedictions."

Additional requirenments were that he should wear a
full grown beard as evidence of maturity. Rabbi Judah the
Prince, specified that the hazzan be no younger than
twenty years.

Over the ages still more qualifications were added.
It is obvious, however that neither then nor now is it easy
to find an ideal hazzan, although Jew sh know edge, piety,
a pleasant voice and nusical skills certainly head every-
one's list of qualifications.

A rather bright student with whom | had occasion to
discuss the requirenents of poverty and extrenme need, asked
me why | thought such qualifications were inposed. |
answered that the rabbis believed that the hazzan nust be
one of the people, closely associated with their needs and
probl ens. Since nost congregations consisted of poor
people it seemed reasonable that the hazzan should also be
poor, and thus better able to understand their needs from
personal experience. The young man thought a while and
asked what would the rabbis have required of a hazzan who
served a rich congregation. Should he not |ikew se be of
the same status so that he could understand the needs and
problens of the rich?

| could not give himan answer but | patted him
fondly on the head.



More on the Hazzan

From time to time we have been pursuing an infornal
study of the devel opment of the role of the hazzan in the
synagogue. As a by-product of these studies, one must come
to the conclusion that Ecclesiastes was right - that there
is nothing new under the sun.

A case in point:

It was during the seventh century that great amounts of
poetic insertions into the service (piyutim began to nake
inroads on the Sabbath and holiday services. The early
hazzanim as you may remenber, were not only nusicians, but
often wote the words of the piyutim as well. Since the
piyutim were poetic in formit was not difficult to find
mel odi ous and pleasant tunes to acconpany them  These
became popular with the masses with the result they cut
into the time normally allotted for lectures (not sernons)
by the medieval rabbis.

Some scholars nmaintain that the piyutim became nore
popul ar than the rabbinic lecture because the latter were
spoken in Hebrew, which had become foreign to the Jews of
the Islamic [ands who spoke Arabic. However this theory
does not really hold up. The poetry, like the l|ectures,
was witten in Hebrew, and the poetic style probably made
it nore difficult for the average Jew to understand than
the rather straight-forward Hebrew of the Sabbath or
holiday |ectures.

Perhaps we are patrial, but it does not seem unreason-
able to conclude that the popularity of the piyutim was due
more to the nmusic than to |anguage differences. The truth
is, that the masses did not understand either the words of
the lectures or the words of the prayers. It was easier
for themto listen to the melodic song than to a |earned
di scour se. Furthernore, when the Enperor Justinian pro-
hibited study and preaching, the Jew substituted the
piyutim whose content was based on the sane raw material.
Thus, the nedieval hazzan took the place of the preacher by
chanting liturgical conpositions saturated with excerpts
from Jewish tradition. The nusical and poetic additions
conplicated the service in a technical sense. \Wile |ayman
could lead the daily services, the Sabbath and holiday
services now required the hand of an expert. And so, the
role of the hazzan devel oped along these |ines.

The resulting conflict continued alnobst to nodern
times. The rabbis, on one hand, trying to maintain the
austerity of the service; the hazzan, on the other hand,
trying to reflect and to respond to the mpod and need of
t he nasses.



Sone Quides for the Perplexed Hazzan

The Shul han Arukh is a conpendium of |aws governing
every aspect of living as a Jew. The codes which pertain
to the Hazzan are found throughout many sections of the
Shul han Arukh.  They deal not with theoretical matters but
Wi th practical ones: personal preparation for the Hazzan,
the attitude of the Hazzan toward the liturgy, requirenents
and qualifications of the Hazzan, special procedures for
the Amdah, the order of the services on Sabbath, festivals
and holy days, the blowing of the Shofar and the reading
from the Torah.

Here are sone of the items which regulate the manner
in which the Hazzan carries out the functions of his office:

"Since prayer, service of the heart, takes the place
of sacrifice, the Hazzan, standing before the Ark repre-

sents the image of the Kohen of old. It follows that nany
of the strict requirements of that office also apply to the
Hazzan. The rabbis suggest that n.. .he should be a nobdest

person, pure in conduct and thought, crowned with a good
nane and beloved by his congregation. He should have a
sweet voice and be adept at reading the Torah and the
Prophets and know the philosophical, historical and literal
meaning of the liturgy of the entire year.

"The Hazzan may not stand at the Amud in soiled or
torn clothing. It is desirable that he should wear a
special robe and head-covering while leading in prayer.
He should wear a tallit whenever he stands at the Anmud,
even at evening services when a tallit is not required.

"When chanting a brakha the Hazzan nust be careful to

stop after 'Barikh ata Adonai,' so that the congregation
may respond, 'Barukh Hu uvarukh Shno,' (Blessed is He and
blessed is H's name). He nust also pause at the conclu-

sion of each benediction so that the congregation may
answer ' Anmen.'

"When he reads from the Torah the Reader nmust be care-
ful to recite each word from the scroll. He may not chant
even one word from menory.

"The Hazzan who prolongs the prayers with song 'for
the sake of Heaven' and in honor of the Sabbath or a
festival, he is blessed. He who allows his voice to be
heard for his own honor and to gain favor with his listen-

ers, he is unfit for his sacred office. Nevert hel ess, it



is comendable to extend the Kabbalat Shabbat in order to
show our gratitude and joy for the Sabbath. Likewi se, the
Hazzan is bidden to prolong the introductory prayers of the
Maariv service at the end of the Sabbath in order to in-
crease the tine of holiness at the expense of the secular."”

An old prayer book contains the following neditation
for the Hazzan to be recited before he rises to chant a
service:

"I beseech Thee, my God and God of ny fathers. Be of
assistance to me as | stand in prayer for nyself and for
Thy people, the House of Israel. Renove from ny mind all
varieties of strange thoughts and anxieties so that ny
thoughts be not confused. Strengthen ny heart so that ny
devotion may be directed to Your Holy Nane and ny service
be consecrated; that | may have only good inpulses and not
be ruled by evil inclinations. And let ny heart |ove and
revere Thee so that | may stand before Thee to serve and to
sing in Thy name. My the words of ny mouth and the
meditations of my heart be acceptable before Thee, ny Rock
and ny Redeener, Amen."



Mre On The Cantorate

It is obvious that the first requirement of a cantor
is that he nust possess and know how to use a pleasant
voice. Additional basic requirenents are good intonation,
a discrimnating nusical ear and a broad know edge of

Judai sm including Hebrew, Bible, Iliturgy, custons, ritual
and practice. It is also extremely inportant that a cantor
have a foundation in basic nusical skills. It is helpful
if a cantor knows how to play a nusical instrument. Contin-

uing vocal, musical and religious study help to inprove the
cantor's skills and to broaden the area of his responsi-
bility and concern.

The cantor is one of the mnisters of the Jewish faith.
He should be a man of high noral standards and possess the
genuine desire to be of service to others.

A background of participation in synagogue and Jew sh
comunity affairs is nost helpful. Jewi sh education,
active involverment in Jew sh youth groups, attendance at
Jewi sh canps, and participation in junior congregation
services are all neans of gaining a proper background.

There are now three schools, one in each of the three
branches of Judaism where students may prepare for the
cantorate. Depending upon a man's background and ability
the course of study may be conpleted in three to five years.
Upon graduation the student receives a diploma as a Hazzan.

These schools are: School of Sacred Misic of the
Hebrew Union College-Jewish Institute of Religion (Reform,
40 West 68th Street, New York City; Cantors Institute of
the Jewish Theological Semnary of America (Conservative),
122nd Street and Broadway, New York City; Cantorial Training
Institute of Yeshiva University (Othodox).



Anot her New Tune?

Perhaps one of the least thankful duties of the hazzan
is his responsibility to refurbish the storehouse of
synagogue nusic with new tunes fromtine to time. There
are nmany reasons why the hazzan considers this a sacred
duty.

For one, rabbinic tradition admonishes us all, al taas
tefilatecha keva, "Don't," say the rabbis, "permt prayer
to become routinized." A new tune can illumne anew sone

negl ected facet of the ancient words. Then, too, why
should all our nusic be restricted to nelodies born out of
the Jewi sh experience in Russia, or Roland, or GCernany
somre century and a half ago?

No art style is eternal. Each generation, each era
develops its own favorite forms of artistic expression.
Wthin the lifetine of nmany who will read these words nusic
has gone through a number of revolutions in taste; style
and form inpressionism polytonality, jazz, barbarism
futurism neo-classicism tone-row, etc.

Yet, when we enter the synagogue we are faced by the
implicit command to turn off our nusical sophistication and
to attune ourselves to music which, although old, is no
nore the essence of Jewishness than that of our own tine.

On the other side stand the worshippers who decry
every new tune as an attack on "Tradition." They, too,
may have a point.

Wrship is, to a great degree, an act of |ooking back.
In our search for confort, peace, inspiration, courage we
turn to the old prayer book filled with ancient words.
Their famliarity, the feeling that these sane syllables
have conforted fifty or nore generations of Jews who
preceded us serve to enhance their antiquity. Wen a
wor shi pper sings the old text in an old, famliar and
confortable tune it makes him feel good.

(To be continued)



Anot her New Tune? (I11)

There is much to be said for the love of old tunes.
But there are some things we should think about.

The word "Traditional" is as misleading as it is nean-
ingless when applied to synagogue nusic. \Wose "Tradition"?
For what community? In what age? |Is the "Tradition" of
the nineteenth century hasidic shtibel the same as the
"Tradition" of synagogues in which the Jews of Tunis wor-
shipped in the thirteenth century? Even within the
confines of the East-European shtetl, was the "Tradition"
of the shneider-shul (tailors' synagogue) the same as that
of the katzev-shul (butcher's synagogue) which stood not
ten yards away?

In Israel, musicologists have recently isolated and
catal ogued over seventy different and authentic nusical
prayer traditions which developed over the long centuries
of Jewi sh dispersion. It would be alnost inpossible to
catal ogue the hundreds of thousands of variations wthin
these traditions which developed within each community.

The truth is that in Judaism "Tradition" nust include
all traditions, the good, the bad, the authentic and even

the spurious - everything that represents a time, a place
or a style in the Jewi sh experience. And our duty, both
hazzan and worshipper, is to continue to add to that

Tradition. Some of the old will fall away to be replaced
by the new, but in the process our prayer experience will
be refreshed, replenished and reinvigorated.



Beet hoven and the Jews

One may indeed conjecture as to the course which
Jewi sh nmusic mght have taken had Ludwig von Beethoven
becone nore active in it. It is interesting to note that
in 1825, Beethoven was invited by the Jewi sh community of
Vienna to conpose a cantata in honor of the dedication of a
new Tenple. Although he started to work on this opus,
nothing ever cane of it and another conposer conpleted the
wor K.

But it is known that he did becone extremely inter-
ested in synagogue nusic and becane famliar with sone of
its mtifs. You can judge this for yourself, if you wll
exam ne Beethoven's Quartet in C# Mnor. opus 131.  You
will easily hear a remarkable simlarity between the opening
thene of Myvenent 6 and Kol Nidre. It is even nore inter-
esting when we learn that the quartet was conposed in 1826,
just one year after Beethoven had received the commission
from the Jewish comunity of Vienna. O sonme interest is
the fact that in 1792, Beethoven fell in love wth Rachel
Lowenstein, a Jewess, who rejected Beethoven's offer of
marri age.

The Kol Ndre notif seens to have interested many
ot her conposers, Jew and non-Jew alike. Lalo, who was
Jewi sh, uses the theme alnost note for note in his
Synphony Espagnol. Max Bruch, a Protestant, developed a
whole suite for cello on this theme which he called, quite
appropriately, Kol Ndre. Wile the Kol Nidre motif is
certainly Jewish in origin and inspiration, Bruch utilized
the nelody as a novel thenme for a brilliant secul ar
concerto.

The work displays a fine technique and artistry but
expresses nothing of the atnosphere out of which the
original was born. There is little in it that brings to
mnd the feeling of awe, repentance and hope that ties
Kol Nidre to the Jew sh soul. It is easy to see that
Max Bruch never recited Kol N dre hinmself.



On Eating One's Wrds

One of the perils of witing is a careful reader. |
had hardly launched ny colum with what | thought to be a
documented hypothesis on Beethoven only to find ny exhila-
ration turned to ashes.

| was pleased to receive a letter from a perceptive
reader questioning nmy facts. Pleased, because the reader
was none other than the world fampous conposer, David
Diamond. M. Dianmond pointed out that many of the so-
called facts upon which | based nmy colum had long since
been exposed as fallacious.

Wth M. Dianond' s permission, | want to set the
record straight. Two itens in my colum caught M. Dianond's
attention: the invitation to Beethoven to wite an ora-
torio marking the dedication of a Vienna tenmple in 1825 and
the rumor that Beethoven had once asked for the hand of
Rachel Lowenstein in marriage, to be turned down by the
| ady because he was not Jewish. M information came from
"Jewi sh Miusic" a book by one of the early Jew sh nusicol -
ogists, A Z |Idelsohn, whose work, it would now appear, is
nore deserving of praise for the fact that it was the first
effort in this field than for its accuracy.

M. Dianond wites: "As | had suspected, |delsohn's
book on "Jewi sh Misic" has for long (particularly his
embroideries in footnotes, etc.) been the bottom steps of
a long ascent to nore detailed and proven know edge. Hi s
remark about the Jewish Community in Vienna and the invita-
tion to Beethoven to conpose a cantata is nowhere documented
by him and he gives no verifiable data as to where he got
this. Nettl's book of 1923 is also today considered
i naccurate and his Breslaur quote about the Kol N drei
started the whole tendency to attribute Op. 131's part 6
nmelody to "a simlarity" to Kol Ndrei. Oher than
Beethoven's wish to read up on Od Testanent stories in
case he should do a SAUL (after hearing Handel's SAUL),
there is no other source that refers to a Jewish comunity,
a conmission, or an interest in Hebraic nodes or cantilla-
tion. Musically, inre the Op. 131 slow novenent, part 6,
a study of the sketch books for that quartet will show how
he arrived at that thene: his usual way of starting wth
three or four notival notes and then, after arduous
net anor phosing of the growing notes as a phrase, establish-
ing them as a thematic relation of his opening fugue
subj ect .



"Now to Frau Lowenstein!! As Dr. Warren Fox,
(internationally recognized nusicologist) states, he has
never heard this name nentioned in Beethoven bibliography
and indeed never seen it or heard it discussed when articles
or talks have been given about Beethoven's innanorate.

Here again, with all respect to the title. Vienna's
WAHRHEI T of 1901 was a tinmely but today wholly discounted
journal of rather assuned than proven data. If the Library
of Congress will not come up wth sonething about Frau
Lowenstein | shall have to keep suspecting her as being a
figment of WAHRHEIT's editorial fantasy departnent."



The Jewish Misic Research Centre

As Jews, we are grateful for the establishment of the
State of Israel for many reasons. The political, histori-
cal and religious factors are obvious and well known.  Many
of us, however, are unaware of the great cultural activity
which goes on in that state and which may prove, in the
long run, to be anpbng the greatest of Israel's contribu-
tion to nodern tines.

In the field of Jewish music there is now in Israel
one central institution dedicated to the study of the
history of Jewish music and to its perpetuation. This is
the Jewish Misic Research Centre, established a very few
years ago at the Hebrew University of Jerusalem The chief
tasks of the Centre are to collect and study nusic, docu-
ments and literature relating to the nusical traditions of
the Jewish conmmunities from all over the world during their
long history. The Centre also carries on a program of
publication in this field.

It works chiefly along two lines. The ethnonusical o-
gical section is concerned with the recording on tape of
the early musical traditions of the Jew Wth the in-
gathering in Israel of representatives of alnost every
ancient and modern Jewi sh community it is still possible
tofind, in a relatively small area, those who renenber
the nusical traditions of their ancestors. As these |ast
authentic remants of those ancient comunities pass on it
will no longer be possible to record this material first
hand. Therefore, this section of the work is pursued with
the utnost intensity.

The second line of the Centre's activity concerns
itself with witten or historical documentation.

The work of the Centre is supported by an annual
allocation from Israel's Mnistry of Education and Culture
and from income from a fund established under the aegis of
the Friends of the Hebrew University in Italy. The Cantors
Assenbly is considering establishing a simlar fund here in
Aneri ca.

It mght provide food for thought that tiny Israel,
beset with a nultitude of problems from within and from
without, can find the time, the place and the funds to
devote to this esoteric scholarly work, while the American
Jewi sh community, the mpst affluent and powerful in the
world, continues to leave this and other inportant
cultural activities in the hands of individual, scattered
scholars, many working in ignorance of what the other is
doi ng.



Wat Happens To My Money?

Fromtime to time, friends in the comunity, partic-
ularly those concerned with the continuity of synagogue
music in this country, have made contributions to the
Schol arship and Publications funds of the Cantors Assenbly.
Their funds are matched by the hazzanim of the Assenbly in
the form of an annual assessment on each menmber.  gjnce
synagogue music is the cultural treasure of the entire
Jewi sh people it is fitting that hazzan and worshi pper
shoul d express their concern in such positive and concrete
terns.

This is in the nature of an informal report on what
the Cantors Assenbly does with these funds.

Each year, sone ten to twelve thousand dollars are
given in scholarship aid to the students preparing for the
cantorate at the Cantors Institute of the Jew sh Theol og-
ical Seminary of America. |In addition, an annual grant of
two thousand dollars is made to the Jewi sh Misic Research
Centre at the Hebrew University in Jerusalem  This year,
because there are special additional needs, the budget
projects scholarship gifts and grants of over twenty-six
thousand dol | ars.

Only three nmonths ago, the last of a half dozen
comercial publishers of Jewish music went out of business.
If Jewish nusic is to continue to be a vital and relevant
cultural force in our lives the publication of new nusic
and the republication of out-of-print classics nust be
conti nued. Inits short, thirty year hi stor%/, the Cantors
Assenbly has published forty-seven volumes of new and old
synagogue nmnusic, almost half of them commissioned from the
| eadi ng synagogue conposers of our day. During the comng
year, we are committed to the publication of three new
works:  one for use by Junior Congregations, another
containing 45 new, yet traditional settings of the high
holy day liturgy for Hazzan and Choir, and a third, which
will be a collection of songs, zemrot, hasidic nigunim
Israeli tunes, etc., for use by young and old on all
occasi ons. These three volumes will represent an outlay
of twenty-thousand dollars.

Last nonth we conpleted arrangenents to purchase and
to present to the Library of the Cantors Institute, one of
the outstanding private libraries of Jewish nusic in
Anerica. The collection includes not only hundreds of
publ i shed works, but countless manuscripts, articles,



books, journals, documents and nenorabelia relating to the
history of Jewish nusic and the cantorate. It WII
constitute a rich resource for cantorial students and
scholars. The cost: eight thousand five hundred dollars.

I am grateful, therefore, for the support of the many
friends of synagogue music in our comunity. | hope they
will agree that their noney and ours has been well spent.
The challenge to assure the survival of synagogue nusic
and the desperate need that it flourish and grow continue.

1D



Prayer: The Lost Art

Qur time is hardly one of spiritual uplift.

It should not come as a surprise that many find it

difficult to pray. The fires of doubt and cynicism have
been too well fed this last half century.

And yet, Jews continue to cone to the synagogue.
Seemi ngly undisturbed by the contradictions in our personal
lives, in spite of the state of the human situation, they
come in greater numbers than ever before. Not only do they
come, but they work, they gather noney and they build
magni ficent, even opul ent synagogues.

And, yet, the synagogues remmin strangely silent. Can
it be that in our thirst for decorum we have gone too far?
Possibly, but not likely. It is not the absence of conver-
sation that disturbs us. Anyone who ever sat with his
father or grandfather in a shul knows that something else

is mssing. It was a sound which you could alnost feel
between your teeth; the sound of prayer, warm exciting,
sancti fying. It humred and droned and throbbed filling

every corner of the synagogue and overflowed to the outside.

Qur fathers and grandfathers had a nigun which they
humred as they walked to the synagogue; a nigun for washing
the hands. There was a nusah with which they unpacked the
long tallis, unfurled it with practiced grace and wrapped
it around them And there was nelody - quiet, sad, intro-
spective, kedushah-evoking melody with which they prayed as
they prepared for prayer with prayer.

Today, the congregation sits, eyes fixed, eyes shallow,
focused on things far away from what is to come. They wait
for the rabbi to tell themthat it is time to pray.

Finally, it is time. The rabbi, the hazzan and the
choir perform their solos, duets, trios and ensenbles. But
the hum of congregational prayer, the surge and the breath
of prayer are frozen as if in a far away wastel and.

And the prayer, the prayer we so desperately need,
lies buried deep in the untouched recesses of the heart.



Praver: The Lost Art, Il

Rabbi s, hazzanim and concerned |aymen have not been
unaware of the demse of the art of praying. A great
nunber of cures have been suggested and tried. Mst of
them have failed; not for lack of sincerity or determ na-
tion, but for lack of insight into the real source of the
troubl e.

If people do not, or cannot pray, the logic went, then
there nust be something wong with the service. Therefore,
et us change the service:

Have it start later, finish earlier. Mke it shorter,
meke it longer. Put in an organ, take out the organ. More
English, less Hebrew. More Hebrew, less English. Better
refreshnents, no refreshments. Coffee hour, Kiddush. Oneg
Shabbat and even collation. Shorter sernon, |onger sernon.
More announcerments, |ess announcenments, annual Torah cycle,
tri-ennial Torah cycle.

Everything has been tried with the exception, perhaps,
of trading stanps. Along with the experinentation with the
service attenpts were made to bring the prayer book up to
date, to make it a nore useful tool in prayer.

The work on the prayer book was of a nore thoughtful
and scholarly nature.

It was argued, with some justification, that nodern
theol ogi cal thought demanded a new translation in order to
bring the prayer book closer to contenporary |anguage and
outlook. Such translations, the argunent continued, would
also better serve the needs of this generation of worshippers;
particularly those whose command of Hebrew was linited or
non- exi stent.

As a result, a nunber of new translations appeared
over the last twenty years. In the attenpt to bring tinme-
liness, particularity and finiteness to the neaning of the
ancient texts, the tinmelessness, the rhythm and the thrust
of the liturgy were lost. \atever the value of the new
translations, they serve scholarship and liturgical re-
search nore than they do the exercise of prayer. Each new
translation gives rise to nore criticism as the experts
haggl e over shades of neaning, nuances, poetic |icense, etc.
Thewoul d- be-wor shi pper finds only the new and strange
l anguage which is still different from the |anguage in
which the traditional Jew sh service is conducted.



Prayer: The Lost Art (I11)

The root of the problem of the lost art of prayer is
to be found in the illiteracy and alienation of the would-
be- wor shi pper. Attenpts to find a quick and easy solution
can not help but fail since they focus on changing the

tools of the worshipper instead of changing the worshipper
hi nsel f.

Adnittedly, the needs of the noment are urgent and
the short term nostrunms beckon enticingly. But they cannot
succeed. And each failure brings even nore frustration and
di sappointnent to the Jew, driving him further away from
the only path which will bring success; study and prepara-
tion.

It is time we faced the problem honestly. Let us turn
our attention to the Jew. No one in his right nind woul d
hope to enjoy golf or bridge or skiing, or to pursue a
profession or business without the proper preparation,
motivation, education and equipnent.

And even these are not enough. There nust also be
the inspiration gleaned from observing a skilled practi-
tioner pursue his art or profession.

For exanple, how do the concert hall, the ball park,
the theatre treat patrons? This is not to suggest that
prayer can be assigned to the category of entertainnent.
But there is sonething which can be learned from these
forms.

Each of these institutions exists only because of the
loyalty of its devotees, its fans. It is in the best
interest of the concert hall, the ball park, the theatre,
to make its product as accessible, as understandable as
possible. Yet no one would suggest that concert artists,
or an orchestra slow down the tenpo of a conposition so
that the novices can fpllow the score, or so that a patron,
hearing a Beethoven synphony for the first tinme, should
fully grasp all of the nuances and neaning of the work.

Nor does the theatre expose its back stage or its lighting
equi prrent to the view of the audience so that a new patron
may better understand the play. The professional ball team
does not sinplify the rules of the gane in order that the
man who attends once a year will get sonething out of it.
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On the contrary, the goal for these institutions is
to present the best, the nost authentic performance no
matter what difficulty this nmay present to the uninitiated.
In the nornmal course of events a man who is really
interested in music or the theatre or baseball wll read
a book, take lessons, attend enough concerts or ball ganes
so that he begins to understand what is going on. After
that he can participate at a level which brings him grow ng
satisfaction and pleasure.

A Jew cannot cone to the service spiritually naked,
intellectually bankrupt and liturgically wunskilled and
expect "to get sonething out of it." Prayer cannot be
achieved by merely being in a synagogue. It takes wanting,
it takes preparation, it takes knowi ng.

We cannot hope to revitalize prayer by catering to
the lowest level, or by changing the rules or the liturgy
to acconmmopdate the inept. W serve these better only by
conducting the nost authentic, the nost sincere, the nost
genui ne service which can be nustered. Such a service is
not necessarily the mpst "beautiful" which can be devised
unless we define beauty as that which is natural and
authentic, uncontrived and uncluttered.

The test for the effectiveness of a service is the
reaction of the experienced worshipper, the know edgeable
one. How does it affect hinP Let the novice sit anong
davening Jews and sooner or |ater the experiences of
others will guide and infect him



Prayer: The Lost Art (I1V)

Prayer is achieved nore by what we feel than by what
we know. During the very brief moments when we are truly
moved we are unaware of the literal neaning of the indi-
vidual words of the text. Rather we are affected by a
tune, by the ancient words, by the atnosphere, by the
antiquity of the act.

This is not to inply that ignorance of the neaning of
the text is a desirable factor in prayer. On the contrary,
one should know what he is praying for. But this he should
learn through study. At the noment when a prayer is
affective, the literal, line-for-line translation is not
only unnecessary but nmay even be a psychol ogi cal hindrance.

We have all seen Jews who know how to pray, who pray
three tines a day. W even nay have criticized them for
the speed with which they pray. It is not possible, we
think, for such a man, rushing through the Amdah, to be
able to concentrate on the full meaning of the text. But
he does know - from long prayer experience, from study -
that the paragraph which begins with Refaenu is a prayer
for good health; that Barech alenu is a petition for sub-
tenance and that S'lach lanu is a prayer for forgiveness.

We have all been present at a funeral at which a
mourner is not able to recite the Kaddish. For such
mourners the undertaker provides a pamphlet with the
Kaddi sh in Hebrew, in an English translation, and in trans-
literated form as well.

Wien the times comes for the nourner to recite the
Kaddi sh which does he choose? The English translation
which he can read easily and understand? O does he,
enbarrasing as it may be, choose instead to stunble
through the transliteration of "Yisgadal veyiskadash shmay
raboh...."

Even a person of high intellectual achievenent prefers
to struggle with the Hebrew rather than to read,
“Magnified and sanctified...." why?

Because, sonehow, deep within him the old unintelli-
gible but nystically inviting words evoke sonething which
the English, with all of its intelligibility, does not.

The novice can best be taught during the service by
exanple. If he is sincere he will derive benefit just
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from being in the mdst of other worshippers and identify-
ing with them Wen this is no longer sufficient he
should find an opportunity for study outside of the
service. If the woul d-be worshipper does not care enough
to inmprove hinself we should be courageous enough to wth-
stand the tenptation to |lower standards in order to
accommodate him
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10.

Ten Conmandnments for
Congr egat i onal Si ngi ng

Thou Shalt Sing!

Thou Shalt Sing with all thy heart, with all thy
soul, and with all thy mght.

Thou Shalt Sing fearlessly, ignoring the possible
wondering glances of your neighbors. They would
like to sing with you if they had the nerve and

they will sing with you, if you continue.

Thou Shalt Sing Joyfully, as it is witten by the
prophet Isaiah, "Sing 0 Heaven, be joyful, 0 earth,
and break forth into singing, O mountains."

Thou Shalt Sing Reverently, for nusic is prayer.

Thou Shalt Not be Afriad to Sing, for though an
individual may pray in prose or even in wordless
silence, a congregation must sing.

Thou Shalt Not Resist new melodies, for it is not
written in the Book of Psalms: "0 sing unto the
Lord a new song"?

Thou Shalt Not Minble the nelody, but shalt sing
it out loud, even if with occasional mstakes.

Thou Shalt Not Hesitate to sing together with the
trained voices of the Choir. They want you to
join with them

Thou Shalt Not Forget the words of the Psal mst:
"I will sing unto the Lord as long as | live."

Hazzan Robert Zalkin
I ndi anapolis, Ind.
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The Next Twenty Five

Life is a pendulum sw nging from excess to excess. In
order to keep one's balance one nmust be aware of where the
pendul um is at any one particular nonent.

On May 16th, | had the special pleasure and privilege
of enjoying an excess of praise. | think it would be
appropriate now to remind admrers, friends and nyself
that, seen from the perspective of that O ynpian height,
there are yet many things left to be done.

W have not yet succeeded in understanding the part
which music can and must play in our lives, if we are to
judge from funds allocated to the cause of nusic. Neither
our congregation, nor the Rochester Jewi sh comunity, nor
even the general Rochester conmunity keeps faith, in
dollars, with what it proclaims in words. Despite the fact
that nusic is an integral part of Jewish life, acconpanying
us in happy or sad cadences from the monent of our birth to

the noment of our death, we still do not boast a nusic
education program in our Religious School worthy of that
fact. It should also make one stop and think that out of

a budget of alnost $400,000 the congregation plans to spend
next year less than $6,000 on nusic.

The Jewi sh comunity often calls on me to provide a
nusi cal adornnment to some inmportant community occasion.
They ask, in vain, for the services of a chorus or an
orchestra or some other nusical group. Yet, year after
year, We fail to plan for or to provide the funds for such
organi zations to exist in our conmunity.

The Rochester community talks much about its |ove of
nmusic; yet the Eastman Theatre is very rarely filled and
the adninistrators of the Rochester Philharnonic still
have to scrounge for funds to keep that fine orchestra
alive.

This may seem |like a shabby way to repay friends and
admirers who went out of their way to be nice to ne but |
think that one repays kindness best with honesty. W have,
indeed, nuch to be proud of in terms of nusical achieve-
ment in Rochester, but we have not achieved nearly enough
to make us conpl acent.

It looks like another rough twenty-five years ahead.

&
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On Hazzanut *

(*From an address by Dr. Eric Wrner, Professor
Emeritus of Jewish Misic at the Jewish Institute of
Religion's School of Sacred Msic before a convention of
the Cantors Assenbly.)

"Let us consider the inportant question, is hazzanut
art or folklore. Cbviously, neither. For in nusical art
one version is preferred by the conmposer to the exclusion
of all others. It is folklore? Cbviously not. For real
folklore is limted to a relatively smll region and does
not mgrate over oceans and continents. Mreover, true
folklore is restricted to one |anguage. If hazzanut is
neither true folklore nor art nusic, what is it? W nmight
regard it as a stylized and acculturated tradition. \What
does "acculturated" nmean? It neans, generally, the adjust-
ment of a less developed civilization to traits and
concepts of a higher civilization.

"One nore elenent has to be considered before we can
survey the true nature of hazzanut: the legal status of
the Jewish comunity. Here in the United States the Jew sh
comunity has no legal status whatever, due to the separa-
tion of church and state in the constitution. Only the
i ndi vidual congregation enjoys a strictly private [egal
status. Yet the legal form of the kehillah could have
survived; the consistory, the consistoire still exist in
Europe, Africa, Australia and in part of South Anerica.

"A kehilla neans considerable underpinning for both
the rabbi and the hazzan. \here a good nusical training
and an organized kehilla come together there we find, first,
acculturation, then a close link with the art of nusic of
the period. The exanples of Paris, Vienna, Berlin, and
Frankfort during the 19th century come to mnd.

“"Where there is little musical training and no kehilla
the nusic of the synagogue remains conpletely arid or
pertrified. Passive assimlation and nusical decay set in
and neither tradition nor art music can unfold. This is
the case of Oiental Jewy and, alas, also that of Israel.
There prevails a false tradition which is gradually
fossilizing. Excepted from this petrification are only a
few elenents of Oriental Jewy which have saved traces of
their old folklore, among the Yenenites, the lIragis,
Kurdistanis, etc. \Were there is high nusical training
but no kehilla - only single congregations as is the case
here in America - we encounter occasional spurts and even
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concerted attenpts in the right direction. PBut we are not
protected by the rabbis; our cultural interests are not
chanpi oned by our educators; and in npost cases the
consequence is that the public remains indifferent, or at
best, |ukewarm

"Where there was little nusic training but a lot of
tradition and a closely knit kehilla, as was the case in
Eastern Europe, we find active assilimation, acculturation,
up to the point where nusical education becones respectable.
From then on the links with art nusic increase. That was
the situation in the great cetners of Russia during the
19th century. It led to the devel opment of stylized
tradition in the cases of Gerovitch, Novakovsky,

M nkowsky, etc."

What is our future?

1o



The Cantors Assenbly at 25

This year the Cantors Assenbly will mark its 25th
anni versary. It is a meaningful nilestone in terns of the
life of an organization but even nore neaningful in terns
of what actually has been acconplished.

The state of hazzanut before 1947, when the Assenbly
was founded, was in the nature of a personality cult, or of

a private art. In those days everyone knew the ten, twelve
or fifteen star hazzanim who went from synagogue to
synagogue thrilling congregations with their beautiful

interpretations of the liturgy. Each was an unique artist,
with his own style and voice characteristics but there was
no feeling of professionalism anong these men. Very few
of them shared their art with a colleague and very few of
them were concerned with the broader needs of congrega-
tions beyond the hours devoted to Sabbath or holiday
worship, or with the perpetuation of hazzanut.

One of the principle reasons for which the Cantors
Assembly was founded was to neke of this personal art a
profession of sacred service. The founders of the Assenbly
believed that while there was a continuing need for the
l[iturgy to be interpreted beautifully and neaningfully
there were broader needs in each congregation for a
personality who was trained in the liturgy but who would
not be satisfied with nerely chanting it; one who would
be concerned with dissemnating it and enriching it and
meking it part of our people's cultural heritage.

Over these 25 years we have striven nightily to attain
this goal. There no longer exists the once-a-nonth-hazzan
or the artistic interpreter who can survive on a synagogue
circuit. Each hazzan of the Assenbly is today totally
involved with and concerned for the broad needs of his own
congregation, in teaching, counselling and helping to
enhance Jewish life wherever possible.

Over these 25 years we have helped to establish the
clergy status of the hazzan in several land-mark cases in
the courts of our country. W have raised standards for
the profession and standards of nusical taste in our con-
gregati ons. We have carried on a program of continuing
in-service education and a program of publication which
has produced some 25 volunmes of synagogue nusic.

Qur proudest achievenent is the inmpetus we gave to
the establishnent of a school for the training of hazzanim



and in the continuing support the Assembly provides for its
survival. Almost from the very beginning of our existence
we began to raise the funds and to convince people that a
school for hazzanim was the only way in which we could
guarantee the continuity of synagogue music in Anerica.

The Cantors Institute was born as a result of our
efforts. Over the eighteen years since, over $300,000 has
been raised by hazzanim in communities across the |and.

25 graduates are already full-fledged nenbers of the
Cantors Assenbly. The Institute continues to grow in
acconplishnent and in quality.

This celebration is as much the celebration of the
Anerican Jewi sh commnity as it is ours, for, in the |ong
run, the Cantors Assenbly would be neaningless if it could
not have the understanding, cooperation and help of Jews
in congregations all over the country.

Let me congratulate you as | know you will want to
congratulate the Cantors Assenbly. A contribution towards
the sacred work of the Assembly on the occasion of this
anniversary would be nost gratefully received.



The Dilemm

O all the arts, says Professor Abraham Heschel,
hazzanut nost reveals the soul of the artist. Al creative
artists leave a piece of thenselves in their work, but it
is not always exposed. The voice, sincerely raised in
prayer, is always an evocation of what is in the heart and
mnd of the hazzan, bared and open for all to sense.

Beset by the know edge of his own inadequacies, the
hazzan must, nevertheless, be the spokesman, the sheliah
t zi bbur, of those whom he would lead in prayer. Because
only one broken heart can fully understand another and only
one who has himself been defeated by life's problens can
fully understand the frustration of another loser, it mght
seem that the best hazzan is one who best expresses the
frustrations and the disappointments of his congregants
because he hinmself has experienced them Yet, the hazzan
who is hinself defeated by life is, in the end, a poor
sheliah tzibbur. For the act of prayer is an act of faith,
an expression of the possibility of hope. Prayer for the
sake of the nechanical repetition of fixed texts is nean-
i ngl ess and purposel ess.

What is required is that the sheliah tzibbur should
know intimately the doubts and the pain which beset his
people and yet, at the same tine, be able to articulate the
hope and the promise that are the birthright of every human
being. It is for this purpose that the hazzan enlists the
art of music.

And this is the great dilemma: How, at the sane tineg,
to be sincere, understanding, honest and open and, yet,
conscious of the strict disciplines of the nusical art.
Hazzanut is a difficult synthesis of art and faith.

One might think that the hazzan should cone to the
amud without prior preparation and allow his own thoughts
and feelings about the liturgy at that particular time to
express thenselves as they will. Isn't there sonething
inherently preneditated, and therefore dishonest about
preparing an enotional response in advance?

We might agree except for one thing.

The hazzan's sacred duty is to be nore concerned with
the needs of those he leads in prayer than with his own
needs. For their sake he cannot cone unprepared, hoping



that in the excitement of the noment he will create a
prayer-song which will evoke the desire to pray in others.
Before he can lead in prayer, he nust lead to prayer. Like
a teacher, who nust skillfully map out his classroom
procedure in advance - no matter how thorough his know

| edge of the subject - so the hazzan nust give careful
attention beforehand to what he will sing and how he will
sing it. Sincerity and piety are fundamental and inportant
but vocal line, artistic interpretation of the nusah and
the text are vital if he is to gain the attention of the
wor shi pper and involve himin the act of prayer.

To be at once artless and artistic, that is the
dilemma of the hazzan.
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As W Turn A Corner

The last forty years have seen a welcone revival of
interest in Jewish music and in synagogue nusic in partic-
ular. Aside from the historic, sociological and econonic
reasons, and in purely nusical terms, the great figure of
Ernest Bloch and the unabashed Jewi shness of his nusic
constitute the chief inspiration of this revival. Following
Bloch's exanple a flood of talented conposers turned their
attention to the liturgy and to other sacred texts and
sought, through these efforts, identification as Jew sh
conmposers, or better, as conposers of Jewi sh nusic.

The decades that followed gave us the creativity of
men |ike Jacob Winberg, Lazare Sami nsky, Joseph Achron,
Zavel Zilberts, Max Helfman, A. W Binder, |sadore Freed,
Shol om Secunda, Lazar Weiner, Herbert Fronm Sanuel Adler,
Charles Davidson and others. The period was marked by the
founding and growh of two national cantorial bodies,
Cantors Assenbly (Conservative-400 nenbers) and the
Anerican Conference of Cantors (Reform 150 nenbers); the
establishment of two schools for the training of cantors,
synagogue nusicians and conposers; the National Jew sh
Music Council to highlight the creation and celebration of
Jewi sh nusic through annual festivals, publications and
conpetitions.

There have devel oped also, a number of additional
formal and information national and local societies and
groups whose primary purpose is to highlight Jewish nusic
through performance and discussion. During the last two
decades at |east six mgjor publishers of Jewi sh nmusic were
doing a thriving business in this field.

As we prepare to nove into a new decade the Cantors
Assenbly asked me to conduct a survey on the progress of
this revival. How goes it with Jewish nmusic? Are we
reaping any fruits? Has the revival brought us to a high
plateau, or a rising scale of interest or has it, contrary
to what is happening everywhere else, experienced a
defl ation?

I will share with you, in the next issue of the
Bulletin, the results of ny survey. | confess that |ess
than 75 of my colleagues responded; sone 300 were polled.
For this reason alone ny statistics may be open to question.
But | doubt that they can be entirely disregarded. And |
wonder, too, whether the neager response is not, in itself,
a statistic of the highest creditability.
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Some Sobering Statistics

As pronmised, the results of a recent survey on the
state of Jewish nusic today. The statistics are quoted at
random but taken together they form a pattern.

In congregations where the late Friday evening service
is the major service of the week, on the average, less than
a half hour of that service is devoted to nusic. (Most
services last one hour and a half). The half hour of music
is divided in varying proportions anong hazzan choir and
congregation.

In the great mjority of congregations the professional
choir and the professional quality of singing are things of
the past. A partial or wholly volunteer choir now partic-
ipate in the service.

Wi le the average Sabbath norning service lasts from
two to two and one-half hours, the largest regular attend-
ance is attained only for the last hour of the service of
which no more than 30 minutes is given over to music.

Mst Jews still come to the synagogue on the high
hol i days. Less than 30% of the average four-hour service
is allocated to hazzanic, choral or congregational music.

The average congregation last year (1968) spent a
mexi mum of seventy dollars on the purchase of synagogue
nusi c.

To ny know edge, not one of the three cantorial
schools has graduated a single, qualified teacher of
Jewi sh nmusic. | am not now speaking of cantorial graduates
who can and do teach Jew sh nusic.

The Junior Congregation is where the foundation nust
be laid for an understanding and appreciation of synagogue
nusic. Mst of those canvassed are led by teachers of
Hebrew, or by lay volunteers who have little nusical know
ledge, training or talent.

The average student who attends a religious school is
offered a maximum of twenty minutes of instruction in
Jewi sh music per week, usually led by a teacher with no
special training in Jewish music. The curriculum offered
in nost cases anpunts to a few songs from Israel and a
nunber of holiday songs.
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There does not exist today a single text book of
Jewish nusic for use in the religious school. (Most
students are taught from illegally copied song-sheets, or
from hone-nmade ones, run off on the congregation's m neo-
graph machine.)

Congregati ons whose annual school budgets varied |ast
year from $25,000 to $200,000 all managed to spend exactly
the same ampunt ($50) on rmusic and nusic materials for
their schools.

There renmains today in this country only one
publisher specializing in Jewish nusic. Fifteen years ago
there were nore than a half dozen.

During the '40's and '50's a host of internationally
known singers of Jewish art and folk music appeared
regularly before the American Jewi sh public. Today, one
man remains in the field and it is no secret that he nust
seek a high-holiday hazzanic position in order to make a
['iving.

As nmuch as 80% of the nusic heard at services in the
Anerican synagogue today was conposed before 1900. In
some, nDre progressive congregations, as nuch as 50% of
the music was conposed before 1940. In no case is nore
than 20% of the repertoire conposed of nusic created after
1940.

Sonme comments on these statistics next week.
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Speculating on_ Statistics

One does not need to be a prophet to fortell, from the
limted statistics on Jewish nusic reported here |ast week,
the passing of the professional synagogue choir. The
reasons for this phenonenon are nmny: they have as nuch to
do with our time as with specifically Jewish or even
nmusi cal factors. There is abroad in the world a universal
spirit of ennui, of dissatisfaction and disenchantnment with
all kinds of forms, rituals and institutions which
synbolize an organized establishnent.

In the theater, the proscenium gave way to the thrust
stage in the early days of the last decade. It was soon
followed by the appearance in the audience of actors and
action. The carefully wought play, every detail, nuance
and climax planned by the craftsman playwight is now out
of fashion. It has been replaced by the Theater of the
Absurd and by inprovised "happenings." First costumes and
then clothing have been discarded in the attenpt to achieve
"honesty," "natural ness,” "spontaniety" and "TRUTH " The
theater today gives us nuch to ponder but | would venture
the thought that there is nore spontaniety, honesty,
natural ness and truth in a few lines by Shakespeare or
Shaw or even, Neil Sinon, than in entire plays by lonesco
or Brecht. Certainly, there is nore art.

In nusic a simlar revolution is underway. The
synphony orchestra as a living institution seens doomed.
Sone of the causes are indeed economic but these are out-
wei ghed by the sentiment that the synphony orchestra is a
luxury we can do without: a token of opulence and affluence
that we cannot afford in these bitter and tragic days.
Truth and beauty and artistry, some say, are kept from us
by the iron curtain of the formality, the ritual and the
etiquette of the synphony concert. Truth and beauty and
artistry are nore real, nore accessible in Aice's
Restaurant than in the Alice Tulley Hall of Lincoln Center,
they would have us believe. Two concert artists have even
tried to pierce the barricade between audience and perforner
by appearing in sweatshirt and slacks instead of the
traditional white tie and tails. Interesting, but not one
critic reported that Chopin or Beethoven profited from the
i nnovat i on.

Now, what has all of this to do with the synagogue
choir?
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So, Wat About the Choir?

A synagogue choir of professional caliber nakes a
nunber of contributions to the service. The first of these
is variety. The voice of the hazzan, no matter how beauti -
ful its quality or artistic its use, can become nonotonous,
or at least, lose its inpact when it is heard alone, un-
acconpani ed over the course of a mmjor service. The choir,
with its rich variety of vocal and harnmonic colors refreshes
the ear. In the process it helps psychologically to renew
interest in the liturgy, gives an enotional lift to the
congregation, and when the hazzan resunes, everyone benefits
anew from the contrast.

But the choir is an asset not only because of the sound
of its song, its tone and texture, but because of the nusic
itself. So many of the nelodies which the congregation
sings and |oves and considers as its very own were origi-
nal ly choral conpositions which caught the imagination and
the hearts of Jews over the years and were literally
wrested from the choir and firnly established as "congrega-
tional nelodies.”

In our own service, En Kanmocha by Solonon Sul zer, Av
Haracham n by Dunajewsky, Vayehi Binsoa and Hodo Al Eretz
by Lewandowski, to nane only a very few, were originally
choral pieces.

Not all choral pieces have been treated so. The great
mgjority of themremain in the realm of the choir, too
complex to be sung by the congregation, yet noving and
uplifting to listen to.

This is not unique to the synagogue. \Wat opera |over
cannot whistle or hum or sing the Quartet from Rigoletto?
Yet he will sit transfixed through the entire opera even
though he can only reproduce a small fraction of it by
hi nsel f. Qobviously there is benefit and even a sense of
achi evenent and communication which can be derived just
from listening.

Some people feel that the synagogue choir sonmehow
stands between them and Cod. It nmay be that they are right,
but if they are it will be an innovation that goes contrary
to much of nmusical and Jewi sh history.

Al classical nusic from the Baroque of the 16th

century through the atonality of our own time was created
to be listened to. If, here and there, a listener can hum
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a phrase or even a section of a synphony or an aria, or a
Schubert song, it is all to the good. But a nusic |over
woul d not want to wipe out all nmusic that he could not sing
hi meel f. The very art of listening to nusic is a spiritual
experi ence. Heschel argues that the spiritual experience
in the concert hall is of a lesser order than that which
can be felt in the mdst of a sincerely worshipping congre-
gation. How nuch nore elevating, then, can be the act of
listening to liturgical nusic in the synagogue?

Finally, the choir adds richness and lustre to the
service in a manner which cannot be duplicated by the
unison voice. Its existence is a prod to conposers to
create new conpositions, new ways of praying to God. It,
alone, can create the climaxes which are so inmportant to a
nmeani ngful service. These, in turn, enhance the voice of
the hazzan, or the mighty unison song of the congregation,

and nost inportant, lend inspiration, courage and support
to the lonely worshiper.



A Special Sabbath

Odinarily this space is reserved for some of ny
thoughts on the nusic of the synagogue. Today, | would
like to share with you the fruits of the |abor of a number
of young people who prepared two source books for the
Shabbaton held in our congregation early in April. | read
the material and was filled with a true sense of joy: the
words rang with a special kind of nusic to me. Fol | owi ng
are two quotations from the source book on the Shabbat
prepared by Sharon Kowal. It should prove to be of confort
to those who, fromtime to time, have doubts about the
future of Jewish life in America.

"Are you ready for Shabbat?"

"M nuchah is no casual word in the Bible. It is
usually translated as rest, but it is also the Biblical
term for peace, harmony, calm and the good life. It is
much nore than physical rest. It is the peace that comes
from being at peace with God. It is the harnony that cones
when. one's work is blessed.

"At the end of the first psalm of Kabbal at Shabbat,
Psalm 95 (L'chu N ranena) we are told that the generation
of the wilderness did not earn Mnuchah. They angered God
and wought evil, and there is a law in the spiritual life
that he who causes strife does not earn M nuchah,

"He who does not trust God but nust constantly prove
his own power may achieve many things. He nay have
pl easure and power, wealth, honor, and strength. But he
cannot have M nuchabh.

"Now we understand why Psalm 95 is placed at the
begi nning of the Kabbalat Shabbat service.

"The Sabbath is the end product of the six days of the
week. One cannot be cruel and callous six days a week and
still hallow the Sabbath. W cannot be bound up in greed
and hostility six days a week and enjoy inner peace on the
sevent h.

"What are we? What have we done with the week that
has gone by? Are we ready to rest?

"The Sabbath is not sonething automatic that cones
each week at a set time. Mnuchah is sonething that nust
be earned anew each week.

"Are you ready for this Sabbath?"



"What is prayer?”

"Prayer is an experience. Prayer is a way of speaking
in a world where no one can hear.

"When do we pray?
"W pray three times a day. W pray when we are at

peace. W pray when we are filled with love and also when
we are filled with hate.

"Where is prayer?

"Prayer is in the synagogue. Prayer is in the heart.
Prayer is anywhere we can sense God.

"For what do we pray?

"W pray for our desires. W pray for self-satisfac-
tion. W pray for the good of others. W pray for inner
peace.

"To whom do we pray?

"Prayer is to God Prayer is to the trees and grass.
Prayer is to ourselves and for ourselves.

"Why do we pray?

"W pray because we were conmanded to do so. W pray
because our needs in life are many. We pray because there
is something in us, whether it be a love, a hate, a joy, or
a sorrow, which is bursting and can no |onger be contained.

"Who nust pray?

"Prayer is for all men. Prayer is for the faithless
man whose wounds cause him pain. Prayer is for the grieving
and the exulting alike. Prayer is for everyone who has ever
| aughed or cried.

"How do we pray?

"We pray with all our hearts and souls. W pray in
the same way we enjoy nature's beauty. We pray with that
within us which asks, "How do we pray?"

| hope that you will feel as | do that these words
constitute a special kind of nusic. (To be continued)
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Shabbat on  Conti nued

The theme of the Shabbaton was Jewish Mysticism and a
source book on various aspects on that subject was prepared.
This is a subject which is very little known or understood
by most of us. The source book was, therefore, truly a

revel ation. It dealt with such exotic things as "The Three
Aspects of the Soul," "The Spirits of the Dead," "The
Potency of the Nane of Man, " "The Name of God," "lncanta-
tions," "Synpathetic Magic," etc. I think that you will be

interested in the introduction which was prepared by Mriam
Gross, Howard Crane, Debby Roxin, David Wllach.

"It is difficult for nost of us to grasp the concept
of Black Magic and Mysticism in the Jewish Faith. Though
it may not be an official part of the religion and is not
and was not recognized by rabbinical authorities, super-
stition played an inportant part in Judaism during the

Mddle Ages. It is amazing to look back to the ideas con-
sidered strange by us today that were once as well accepted
as Nixon by the silent mjority. It is also of interest to

note the nysticism of Medieval Germany that lingers in our
contenporary society is no longer associated with Black
Magi c. Nevertheless, this is where the roots of nany of
our traditions lie.

"How did the Jewi sh people ever get involved with such
"taboo" practices? Though the Jews were isolated in
ghettos, they were not quite as isolated as we have been
led to believe. The ideas and practices of the outside
(Christian) world had no trouble filtering through. These
practices were greatly modified and adapted to fit the mold
of Judai sm

"Even if growing superstition seemed to be the rage of
the commn people, the Rabbinate frowned upon nystical
under t aki ngs. They undertook to stanp out the line of
practice, but were unsuccessful. Jewish magic and super-
stition had become the religion of the commn folk, starting
around the eleventh century, and continuing until the six-
teenth. Because of the fact that the "folk religion" was
an unrecogni zed and then unofficial Judaism it is rarely
studied or acknow edged today."
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The Sounds of the Seder

Passover is an especially fine time for singing. It's
spring, it's a holiday and new hope is on the horizon. In
the synagogue, if you listen attentively you can hear the
uniquely original festival nodes which clothe the old
prayers in new colors. There is the Hallel with its
poi gnant bitter-sweet minor node: the nystical and beauti-
ful prayer for "Tal," in which we beseech the Almghty to
be gracious to the land of Israel and to bless it with dew
during the conming dry season. And there is the original
and distinctive pattern for the chanting of the brakhot of
the Amidah with the final note left hanging in the air,
unfinished and yet sonehow conplete.

But the best singing is heard at the Seder. There
are sone who claim to be tone-deaf but npst of these are
really only ear-lazy. The nelodies of the Seder are so
simple, so much the creativity of the whole Jewi sh people,
so inherently and instinctively Jewish that it is hard to
believe that one could sit at a Seder and not join in,

The Four Questions are traditionally sung to the sane
nigun which students of the Talnud have been using in
their study for centuries.

Dayenu, with its recurrent joyous refrain, is hard to
resist, They hymms which are collected at the end of the
Haggadah and sung at the pleasure of those sitting around
the table have come to us from Jewi sh comunities all over
the world - from Germany, Yenen, from Eastern Europe and
even from Spain.

Passover is a tinme for singing. It is a tine of
freedom One of the freedoms | wish for you is freedom
from the inhibitions which may have kept you from joining
in the singing!
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Song_Power

The nelody of Kol N dre became, over the ages, the
best known and nost noving of all the nelodies of the
Ashkenazi ¢ synagogue. Sormehow it has the power to reach
and to nove even the nost disinterested peripheral Jew.

If one needed additional testinony that words alone, no
matter how elegant, are not enough for a Jew at prayer, he
need only step into a synagogue on Kol N dre eve, the
holiest night of the year.

Empty and deserted much of the rest of the year it is
now packed to overflow ng. | mpendi ng judgment hangs sus-
pended, nmist-like, in the air. Al wait for Kol Ndre.
And then the Ark is opened, the holy Scrolls brought forth
and the Hazzan begins to chant Kol N dre.

The notes shine like stars. In them you hear the
heartbreak and the nisery of the Jew sh people; the pain
and the anguish of the bitter centuries. Your soul quick-
ens and you sway in response as if pulled by some unseen
string. For an instant, the man in front of you is your
grandfather, wapped in his white kittle, prayerbook noist
with his tears. He, too, is swaying. He to your tenpo and
you to his. You blink and it is over. You are back in the
present. Unconsciously you touch the pages of your own
prayerbook and they, too, are moist. Wth those tears?

You glance at the words of Kol N dre, enigmas in their
Ar amai c. So you look to the facing page, to the transla-
tion, and you are shocked. There is no poetry, no prayer,
no majesty. Merely a dry-as-dust ancient formula; a
bl anket, legalistic release from unfulfilled pronises.

And then you understand the power of a song.

L' shanah tovah tikateva vitechatenu.



Zeni r ot

The Sabbath is enhanced by a large treasure of poens
and songs which are sung around the Sabbath table. These
table songs, called "Zemrot," nmay be traced back to the
Second Tenpl e.

The Jew is bidden to make the Sabbath a delight. It
is natural that nusic should be involved in carrying out
this commandnent. The zemrot helped the Jew to enjoy the
Sabbath and to shut him off nmonmentarily from the pressures
and persecutions which surrounded him

The "payyetanim" conposers of sacred poetry, cane
into vogue in the Mddle Ages. My of the tunes for their
early poens, being borrowed from the secular and alien
songs of the day, became very popular. Many found their
way into the prayer book and into everyday religious life.
The Sabbath synagogue service is rich in such poetry; L'cha
Dodi, El Adon, Yismach Mshe, Ein Keloheinu, Adon Oam are
but a few exanpl es.

Many piyyutim bearing the unmstakable influence of
the nystical beauty of the "Kabbalah" and of the Biblical
"Song of Songs" became popular zemirot. Since the early
poets were Sephardim nost of the early zemirot were set to
Sephardic tunes. Centuries later, the zenirot becane
especially popular with the hasidim of Eastern Europe, for
their roots go deep into the nysticism of the Kabbal ah.
They reset them to their own joyously rhythmc or deeply
meditative nelodies.

Certain zemrot became associated with specific Sabbath
meal s: the festive neal of welcome on Friday evening, the
rel axed Sabbath noon neal and the nelancholy third neal
(Seuda Sh'lishit) which follows the Sabbath nap and carries
with it portents of the secular week about to begin. The
hasidim eager to extend the Sabbath instituted still
another table session at Havdalah tine called "Melaveh
Mal kah," marking the inminent return of the Sabbath Queen
to heaven.

The zemirot tunes are many and varied, reflecting the
conmunit ies all over the world in which Jews found a haven.

In tines past, when Jews lived in small, wdely
separated villages and towns, they waited eagerly for
guests from afar: not only for the news they mght bring
but also for the opportunity to hear a new synagogue tune
or zemrabh, It was one of the few ways, in those sinple
times, in which the Jew brought variety and fresh beauty
into the narrow confines of his own life.
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A Purim Story In Tine For Purim

One of the first things | did when | resumed ny duties
last nonth was to invite a number of young wonen to parti-
cipate in the Family Megillah Service by reading a portion
of the Megillah. | was in the nidst of this process when
Julia Goldberg, of our Tenple Library staff stopped by
quite coincidentally, with "something interesting" to show
me.

The "sonmething interesting” was a three colum
clipping from the February 22nd, 1964 issue of the
Denocrat and Chronicle, topped by a picture of a mch
younger Hazzan surrounded by a nunber of boys and girls
who were preparing to read the Megillah at that year's
Purim service. It brought me up with a start. | had just
not realized that this lovely Beth El tradition was that
old, 18 years to be exact. The coincidence and the nunber
18 were too good an omen to go unnoticed. One doesn't
sneeze at Hai (18), especially if one has undergone
coronary surgery.

The young people who joined in reading the Megillah
in 1964 were Sara Ruderman, now pursuing a career in voice
and conputers in New York: Shelly Mchlin, now Shelly
Projansky - mnarried to a Professor of Physics in Ithaca
and the nmother of two lovely children; Arnold Rosenberg,
now a successful attorney with the New York Tel ephone
Conpany; M chael Shafer, who long ago earned his nedical
degree and has been pursuing a nunber of highly technical
specialities in San Francisco; and Jan Coldberg, Julia's
son, who is an electrical engineer in California, married
and the father of one child.

It produced a lovely monent of nostalgia for ne and |

thought it was worth sharing with you. Nahas fun kinder
is always wel cone.
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The Songs of Selihot

Just as the Selihot liturgy serves as a prelude to the
H gh Holy Day season so does the music serve as an overture
to the nusical riches of the solem season about to begin.
The nusical mde is a sonber one but particularly mving to
Jewi sh hearts. Technically, it is an amalgam of several
Western mnor scales and is known to synagogue musicians as
the Penitential Mde. Its use is not restricted to this
service or to the High Holy Day season. It can also be
heard in nore sinple form at the daily service and at
certain moments on Sabbaths and festivals.

Just as an overture presents snatches from the nusic
of the opera about to begin, so the Selihot Service presents
highlights of the nmpst nmoving sections of the Rosh Hashanah
and Yom Kippur liturgies. The beautiful, majestic and
al ways inspiring Kaddish of the Days of Awe is heard for the
first time since the preceding Yom Kippur. The piyyutim
the sacred poetry of the Selihot Service, are particularly
suited to nusical ornanentation since they were originally
witten to be sung. Many of the payyetanim were, them
selves, hazzanim  Since these poens are not part of the
"mat beah shel tefillah" (the coin of prayer - those
prayers which are specifically required for each service),
the musical nodes vary widely, offering a rich collection
of tunes and chants. The noving "Sh'ma Kol ei nu" prayer is
heard again in its plaintive plea for God's attention, as
is the mmjor congregational confession, an alphabetic
acrostic beginning "Ashamu, bagadnu, gazalnu...."

Strangely enough, this soul-baring confessional is
sung, not in a sad nminor, but rather in a brilliant major
nmode.  Wen pressed for an explanation one scholar
explained that Jews are so confident of God's nercy and
justice that they confess readily, openly and wthout fear.

Wiile the Selihot Service is essentially a personal
one the needs of the people Israel are never forgotten and
the service closes with a prayer for the redenption of
I srael, "Shomer Yisrael."

W look forward with you to Saturday evening,
Sept ember 26t h.
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High Holy Day Reprise

A nunber of menbers of the Tenple Famly were kind
enough to comment on the beauty of the nusic of the high
holiday services. There was special praise for the
i nnovative use of folk and contenporary material for the
Martyrol ogy section of the Yom Kippur service, both for the
spoken words and the nusic. Conplinents are always pleas-
ant, but what pleased me nost is that no one said that they
had "enjoyed" the services, but rather that they had been
touched by them

For the nmany who inquired and for others who may be
interested | am pleased to supply titles and sources.

The opening passage read so beautifully by Ms. Daniel
Chazanoff was from MIton Steinberg's "A Believing Jew"
Rabbi Elkins chose his readings from the panphlet "Contem
porary Prayers and Readings," copies of which are now
available at the Sisterhood Book Shop.

| sang three ghetto songs. The first was "Es Brent,"
by the well known folk poet and conposer, Mrdecai Cebirtig.
“Fire: Fire: Qur shtetl is burning. Don't stand there
with fol ded hands. If the shtetl is precious to you help
us put out the fire!" The second song was a noving re-
telling of Bialik's poem "Mishelach un Shloinmelach.” In
that poem Bialik rhapsodized over the translucently fragile
Jewi sh children of the shtetl. He described them for us as
they played on the grass and in the snow. The new tragic
parody which | sang says, "Es shpielen zich ner nit kein
Moi shel ach,  Shl oi el ach. " "No longer do Jewi sh children
play on the grass and in the snow. Only the Polish forests
remenber and mourn for them" The words are by Jacob
Papi rni koff, the nusic by Israel Alter.

| transcribed the third song, "Mdeh Ani" as it was
sung for nme by a great Jewish artist who was herself a
survivor of the death canps, Sara CGorby. She gave ne
neither the nane of the poet or of the conposer. "Mdeh
Ani" is the first prayer which Jews recite upon arising in
the norning. Perhaps your nother helped you to recite it
when you were a child as did mne. It is a sinple affirma-
tion of faith and an expression of thanksgiving to the
Almighty for having seen us safely through the night. In
the song, a survivor tries desperately once again to
recite "Mdeh Ani" but finds that she no |onger renenbers
the prayer. She begs God to help her to remenber, to cone
out to neet her. She wants very nuch to find her way to
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Hm but she just does not know the way. She warns that
in her shattered state she could easily be msled by the
foe still lying in wait.

The closing selection was Lazar Winer's "Kaddish."
Wi le the Hazzan chants the ancient words, the choir inter-
jects searing remnders of the uncounted atrocities which
the Jewi sh people has endured over the centuries. During
the last days of Elul 5732, Minich was added to that I|ist.
| arranged the text from ny own vivid inpression of the
closing lines of Andre Schwartz-Bart's "The Last of the
Just."

It is good to know that the Martyrology was nade
meani ngful for so many. It is even nore satisfying that
our efforts touched and noved Jewish hearts to perform the
sacred mtzvah of remenbering.
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Songs and Knedl ach

If there was ever any doubt about the wide variety of
tunes which exist for any given Jewish liturgical text,
that doubt nust be dispelled by a quick check anong friends
on how they sing the songs of the Haggadah. Such a check
will reveal the broad spectrum of cultures and civiliza-
tions in which Jews, at one tinme or another, found thenselves.

Very little serious research has been done on the
origins of even the better known Haggadah tunes, to say
nothing of the infinite nunber of |esser known ones. Hut,
perhaps, we can make a begi nning.

The tune for Mah N shtanah, the notivating device for
the Seder, comes from the study-nigun so fanmliar to those
whose Jewi sh education includes Talnud learned in the East
European fashion. Since the Seder is intended primarily as
a denonstration lesson for children on the Jewish struggle
for freedom it is natural that the folk, in its w sdom
should have borrowed for this lesson the samenotif used in
other forms of Jew sh study.

Kadesh U r'chatz, the outline which lists the fourteen
steps of the Seder and which is acualy not a part of the
Haggadah, is sung prinmarily in tw ways: One tune traces
its origin back to the Jewi sh community in Babylonia;
another, is in the mnor nmode which is traditional for the
week-day Shaharit. The same nbde is wutilized, wth some
m nor exceptions, for the long section of explanatory and
historic material which constitutes the parent's answer to
the Four Questions, beginning with Avadi m Havinu.

O course, the hasidim with their great love for song,
have a field-day at the Seder. The Haggadah tunes of the
Makarever and Karliner hasidim are especially beloved. They
add variety and spice to the nusical fare by borrow ng
mel odic thenes from the high holidays, from the Selihot
liturgy and from other festivals, as well. Chasal Sidut
Pesah, for instance, is sung by the hasidimto the tune of
the piyut in Neilah, Enkat M sal dekha.

The very popular nelodies for Adir Hu and Had Gadya,
which are Mddle-Ages Gernan in origin are rejected by the
hasidim in favor of nelodies which seem more faniliar to
t hem (Hence, they think, more Jewish.) Alas, a little
investigation shows that their tunes are as Slavic in
origin as the rejected ones are Gernanic.



It is interesting to note that alnost all nusical
traditions agree on the nmanner in which the Ten Plagues are
enuner at ed. These are read out in a dull, nonotonous, one
or two-note chant, as if to teach that human suffering, no
matter how richly deserved, is hardly a subject for exulta-
tion.

As might be expected, when it is tine for Hallel at
the Seder, all traditions use the nmobde in which it is sung
in the synagogue. It is also remarkable that Hallel is one
of the few prayer sections whose nusical node (natural
mnor) has been accepted alnost universally, in Sephardi
as well as Ashkenazi congregations.

The hasidim conclude the Seder with a Had Gadya tune
which is based on the nobde of the Haftarah. Most ot her
comunities, especially in America, prefer the madrigal-
type tune on which nost of us were raised.

Al of the foregoing is nerely to celebrate again the
rich and varied mnusical heritage which is ours. \Wile we
naturally prefer what is fanmiliar, at the Seder - where
the Haggadah itself is such a nulti-hued tapestry, a little
experimentation with a "different" tune nmight be in order.
In our hone, guests are encouraged to sing "their" tunes as
wel |l as ours. \hatever the tune, the Haggadah nust be sung.
A Seder without singing is like a Haggadah wi thout kredl ach.

A joyous Pesah to all.
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Fulfilling A Trust

W have already spoken of the inplicit obligation of
the Jew to preserve Jewish tradition and also to enrich and
expand it. For a long tinme after the inmigrant days of the
early twentieth century Jewish nusic in general and syna-
gogue nusic in particular fed itself on the past. The
traditions of Eastern Europe, of Germany and of other
Jewi sh communities were transplanted bodily onto the Aner-
ican scene. Strangely enough, it was the Yiddish theater
that showed the first and greatest creativity and the
ability to adapt itself to new situations and a new cul -
tural atnosphere. By the early thirties there were fifteen
Yi ddi sh theaters functioning in the New York City area. At
| east twelve of these were predonminantly nusical theaters
produci ng dozens of new works each season.

The synagogue, however, enjoyed no such good fortune.
Here tradition was harder to rennld. Young Jew sh conposers
who should have been influenced and encouraged to turn their
talents to the synagogue, had no choice except to turn to
Second Avenue or to Broadway where their talents were better
appreciated and better paid.

It was not until the early fifties that it occurred
to Anerican synagogues and to organizations interested in
the preservation and enhancenment of Jewish nusic that
conposers were human beings who needed to be wanted and who
needed to nake a living from their craft, A nunber of
| eadi ng synagogues, anobng them the Park Avenue Synagogue of
New York and the Tenple on the Heights in Ceveland, at the
instigation of their hazzanim David Putterman and Saul
Meisels, instituted annual programs of commissions to
Jewi sh conposers. These prograns have been flourishing now
for two decades.

Thanks to the sensitivity and generosity of our own
Sisterhood, Tenple Beth El can now join the ranks of this
sel ect group. Last nonth the Sisterhood extended a
commssion to Dr. Samuel Adler, Professor of Conposition at
the Eastman School of Misic, to wite a suite of three
pi eces for the high holy days. Entitled, "Hnay Yom HaDin,"
the suite contains exciting new settings to three of the

maj or texts of the liturgy: "Un 'taneh Tokef," "Hayom
Harat O am’ and "EI Meleh Yoshev A Kisei Rahamim" The
prenmiere performance of this work will be heard on Sunday

evening, December 14th as part of the Beth E Forum Concert.
The chorus of the State College at Geneseo under the direc-
tion of Dr. Robert Isgro will join me in that performance.

What ever the reaction to the pieces thenselves the
fact remmins that Sisterhood has already perforned a
creative mtzvah in that it has made it possible for a
talented Jewish conposer to think about and to express
himsel f on portions of our high holy day liturgy.
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\What ever Happened to
Mendel son and \Wagner?

Over the past years weddings at Beth El have undergone
a quiet revolution. Wthout protests, strikes or even the
threat of violence, brides and groons have come to under-
stand that a Jewish wedding should reflect, in every way
possible, the traditions, the custons and the culture of
the Jewi sh people.

Since the marriage service is held in the synagogue and
the rabbi and hazzan are invited to sanctify the occasion,
it is proper that the same standards which we observe at
ot her synagogue services should hold, as well, for the
nmarriage service. Gone is the day when the hazzan or the
choir needed to borrow from Italian opera, or from German
lieder or from Russian folk-songs in order to inpress or to
entertain the congregation. W now understand that the
prosody of our liturgy fits best the cadences of nusic
whose roots go back to our own land and our own history.

So it has become with the marriage service. The
strains of Wagner or Mendelson are as alien to a Jew sh
wedding as a Verdi aria is to Kol Nidre.

The inmgrant generation may have felt a need to blend
into the Arerican culture as quickly as possible, so it was
understandable that they permtted what their neighbors
considered to be "traditional wedding nusic" to be heard at
Jewi sh  weddi ngs. It was inportant for them to feel that
their religious rites were not substantially different from
those of the majority culture.

We are a long way past the nelting-pot stage. \Watever
el se the social fernent of these last years has produced,
one thing we have |earned: Every man has the right, nore,
the responsibility to express hinmself in his own unique
fashion. Young people call it "doing their own thing."and
i mgine they have discovered something new. The rabbis
taught, centuries ago, the uniqueness and individuality of
every man and the respect due this uniqueness from others
and from hinself.

Fortunately for us we have a four thousand year old,
wi de-ranging culture from which to draw our uniqueness. In
addition, Jewish creativity in nusic is far beyond what our
smal | nunber might lead one to expect, both in quality and
quantity.

So, Wagner and Mendel son will not be m ssed. Bl och,
D anond, Adler, Winer, Secunda, Kosakoff, Ellstein, Ben
Haim Fromm Schalit, Bernstein and Mlhaud - to nane
only a few - stand ready to take their place.
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Artistry and Sincerity

There are those today who see elegance, style, wit,
art and virtuosity as synmbols of the decadence of our cul-
ture. In all fields of artistic endeavor there are those
artisans (not artists) who are catering to this anti-beauty
mood by reverting to primtive forms.

In the field of education this mood shows up in the
demands of sone students to decide who is to teach them
what and how he is to teach; firmy believing that their
own lack of know edge can be nade up for by their sincerity.

In the synagogue this mood reveals itself in attenpts
to question the role which the choir, or even the profes-
sional hazzan takes in the service. The theory is that one
who is know edgeable, one who has worked at perfecting a
sacred or nusical craft, i.e., one who is "artistic" cannot
possibly be as real or as sincere in prayer |eadership as
the less know edgeable, less skilled |ayman, whose sincerity,
somehow, s never questioned.

It might be relevant, in the fact of such a nood, to
rem nd ourselves of the way in which previous generations
| ooked upon hazzanic virtuosity. | draw your attention to

such an appraisal which appeared, unsigned, in a recent
issue of the "Adas Israel Chronicle" of Washington, D. C

"When people attended services daily as well as
Sabbath and Holidays, they actually welconed variety.

"At periods of wthdrawals from popular culture, and
especially when prayer texts became fixed, interpolations
were frowned upon, and sometines with anple justification,
for there were tines when the additions nay have vul garized
the service. It was in this period that the era of the
virtuoso hazzan set in, whose purpose it was to clothe the
routine text with skilled and imaginative variations.

Music was a potent instrunment in worship, and lent excite-
ment as well as novelty to the service. The hazzan, by the
beauty of his voice, the tuneful content of his chant,
brought ecstasy to the recitation of the prayers.  Thus,
people would often attend two services on a given Sabbath
or Holiday - once to fulfill their sacred duty; the second
time to draw an added neasure of inspiration through the
medi um of the cantorial chants.

"The length and verbosity of the traditional service,
whi ch was substantial, invited the need for variation and
novelty. Since the text could not be changed, why not
change the nelody? Because of a cutting down in their
traditional length, services in the contenporary synagogue
have been nore or less standardized. The need for varia-
tion, however, still exists.”
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VWhat Goes On at a
Cantors Convention?

The inevitable questions came this week upon our
return from the 23rd annual convention of the Cantors
Assenbl y. I's there much singing? Wat do cantors talk
about at a convention? Wy do you open a professional
convention to |aymen?

Yes, there was a lot of singing not only at concerts,
wor kshops, denpbnstrations and services, but you could pick
up a new Hashkivenu or a Rosh Hodesh bentsh'n in the
| obbies, the dining room on the sundeck or even in the
health club. One soon becane accustoned, too, to sone
hundred or nore hazzanim doing their daily vocalizing in
the privacy of their rooms; the walls are thin and the
voices strong. Singing is an art which demands constant
practi ce. The layman is understandably puzzled by the bed-
lam of a hundred vocalizing hazzanim but to the professional
it is a good sign that his colleagues are concerned with the
perfection of their art.

This year, hazzanim talked and argued about a wide
variety of subjects. They were joined by seven rabbis, six
composers, thirteen Eastman School of Misic singers and
instrunentalists, one rabbinical student (our own Seynour
Rosenbl oon) one cantorial student and one doctoral candi-
date in education. Anpbng the topics discussed were, "Can
the Sabbath Service Survive the Seventies?" "The Challenges
and Responsibilities \Wich Conposers and Hazzanim Share,"
“Anot her New Prayer Hook? An analysis of the new Mahzor
soon to be published by the Rabbinical Assenbly." The
results: Scores of new questions to ponder, some answers,
some new ideas and many nore questions to be explored at
future conventions.

Finally, we invite laymen because every man who prays
with fellow Jews is, in a real sense, a hazzan. Hazzanut
is the medium of Jewi sh prayer. No matter how limted his
vocal skill, the davening layman nust sing, or chant at
prayer, on his own, or as he follows or joins with the
hazzan. Utimtely, the success of the mssion of the
hazzan to lead Jews to prayer and in prayer lies with the
congregation. If they join with him his prayer is authentic
and novi ng. If they sit silently as he "prays" for them all
is lost. Hazzan and congregation are inextricably bound
together every day of the year, why not at a convention
where the ties that bind them together are under discussion?

If all of the foregoing sounds interesting, make a
note. Next year's convention of the Cantors Assembly will
take place at Gossinger's beginning Sunday, My 2nd.
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A Horn By Any Other Nane

In a learned and fascinating article in a recent issue
of the "Journal of Synagogue Miusic,"™ Dr. Alfred Sendrey,
nusi col ogi st, author and nusic-historian points out a
nunber of glaring inaccuracies in the way the Hebrew nanes
of the instruments mentioned in the Bible have been trans-
lated, or better, ms-translated.

Qur specific know edge of the nature and sound of
music in Biblical tinmes is practically nil: alnmost no rec-
ords from that time remain. But we did think, until Dr.
Sendrey came along, that we had a fairly good idea of what
the instruments used in those days were like and hence were
able to deduce what the nusic mght have sounded Iike.

The first translation of the Bible into English was
made by John Wecliffe. This was followed shortly by a
reputedly "inproved" translation by John Hereford. Both
men lived in the 14th century and based their work al nost
entirely on the Geek Septuagint and Latin Vulgate trans-
lations of the Hebrew. There is little evidence that they
were fanmiliar with the original Hebrew.

These were followed by a nunmber of additional trans-
lations which continued the glaring misconceptions of the
earlier translators, at least as far as nusical terms were
concer ned.

Some exanpl es:

Ugab is alnost universally translated as "organ."
This error was probably due to the fact that in classic
Geek all nusical instrunents are referred to as organum
mousi kon.  What the translators did not take into consider-
ation was the fact that such a conplicated instrument as
the organ could never have been constructed by the ancient
Hebrews, just fresh from a long, nonmadic existence.

Sendrey selects "pipe" as being the accurage translation.

Take the word kinnor. It is alternately translated as
"psaltery,” "harp," "zither" or "lute." It was not until
the newest translation of the Msoretic text appeared in
1962 that the kinnor was finally established as a "lyre."
This news will probably be disconcerting to the Yiddish
folklorists who always pictured David playing the violin.
It will take some readjustment to replace fiddeleh
(affectionate form for violin in Yiddish) with "lyre.”
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Even so famliar an instrunent as the shofar gets
translated in half a dozen different ways. Sendrey
suggests we should settle for "horn" or "ramis horn.”

Sendrey's article is filled with many nore such
exanples of clarifying scholarship. | recomrend you read
it, either by borrowing the Decenber issue of the "Journal
of Synagogue Misic" from the Tenple Library or by sub-
scribing to this interesting and informative quarterly. |
will be glad to arrange the sidduch* for you.

5%



Why So Little From Israel?

| am often asked why so little new sacred nusic is
being created in Israel. One mght expect that the Holy
Land, whose Tenple's songs inspired the entire ancient
world and provided the roots for our own sacred nusic as
well as that of the Church, night now be experiencing a
r enai ssance. Schol ars and nmusicians agree that the study
of and the inspired use of Biblical cantillation nodes
could open the way to a new flowering of Jew sh sacred
music. There are others that feel that over the centuries
Jewi sh nusic has been subject to pollution, assinmilation
and acculturation. There can be no revival of Jew sh
sacred nusic, they say, wuntil it undergoes a thorough self-
cleansing by know edgeabl e schol ars.

Wth these possibilities open both to creative artists
and to Jewish nusicologists it is disappointing that so
little new sacred or cleansed nusic has come out of Israel.

A nunber of Israeli conposers has shown interest in
the Bible but nore for its historical and national relevance
than for the purpose of creating new liturgical nusic.

A few conmposers have been noved to create new litur-
gical music by commissions from this country, but
unfortunately there is no one in Israel to ask or to
encourage an |sraeli conposer to conpose nusic for Israel's
synagogues. Israeli conposers are generally not synagogue-
goers; nmost of them stand aloof from ritual and prayer.

The synagogue |eadership has shown little inclination
to attract nusicians or a nusic-loving public. Paradoxi-
cally, it was the Socialist kibbutz nmovement which first
encouraged poets and conposers to create new literary and
nmusical forms for the traditional Jew sh festivals -
Pesah, Rosh Hashanah, Yom Kippur, Sukkot. Here, too, the
enphasis was on the cultural and the ethical precepts of
Judai sm rather than on its liturgical forns.

The ban on instrumental nusic, so often interpreted
as being derived from a spirit of national mourning for
the ancient Tenple was, in reality, based on the inpulses
of an art-suspicious period. The Church, in its early
years, banned excessive nusic because it was remniscent
of the Jewish practice in King Solonon's Tenple
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I sl am banned musicasadetracting el enent fromthe
core of its belief. W Jews found a sentinental reason.
But now, with Jerusalem united and the Tenple site once
nore in Jewi sh hands, the time for mourning a two thousand
year old catastrophe should be at an end. I srael should
lead the way to returning to the synagogue the deep
spiritual meaning and the artful splendour that were the
Tenple's golden age of ancient Israel.



What  About |srael ?

A nmusical work is the product as nuch of the
conmposer's own period and surroundings as of the creative
faculties of the artist hinself. \Wiile it is of little
interest to search for nationalistic trends, for regional
traits, or spiritual leanings in a work of art, it nost
certainly does belong to its period as well as to the place
where it was created. Many are the exanples in nusic
history of conposers who were voluntarily or involuntarily
transplanted to a new environment where the nusical climte
was different from that in which they grew up originally.

Fl emi sh conposers who enmigrated to Italy in the early 16th
century sought the warmer and livelier atnosphere of the
sunny south, and their nusic conposed in Italy took on a
different character. Beethoven and Brahms exchanged their
cold birthplace cities in Northern Germany and went to live
in cosnopolitan Vienna. Hungarian-born Liszt felt best in
the nusical atmosphere of Paris. Chopin abandoned his
native Poland for France, as did Russian-born Stravinsky
sone eighty years later. And though characteristic
features of style and expression link the early works of
all these conposers and their nmature nusical creations,
profound changes in nusical outlook and style were natu-
rally brought about by their adoption of a new country.

For these great masters of European nusic a change in
domicile neant a new colouring of their works or a synthesis
of various styles. For the Jew sh conposers who left their
countries of birth to settle in the land of Israel, to find
a new home, the situation was slightly different. Not only
did they come to a new continent, so to speak, which had
nothing of the civilization and cultural tradition in which
they had grown up, but they also soon acquired the feeling
that they were called upon to contribute, by their very
creative work, to the upbuilding of the old-new country.
Their previous notions seemed curiously out of place in the
new surroundings. Acclinmatization was inperative.

(More Next Week)
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More About the Misic of |srael

Israel received the bulk of its citizens in three
aliyot. The first to cone were the Russian-Polish Jews.
These were followed, decades later, by Jews from Central
and Western Europe, escapees from the Holocaust. Mbst
recently Israel's cultural nosaic was enriched by the
African and Asiatic inmgration.

Each of these aliyot contributed equally to the basic
trends in Israel's nusic of today, as far as the old and
m ddl e-aged conposers are concerned. The conposers hailing
from the Eastern-European countries, in which a profound
Jewi sh renai ssance had come under way, developed in the
spirit of Eastern-European art-nusic coupled with the feel-
ing for Jewish values. The conposers from Central and
Western Europe had gone through the schools of nodernism in
the nineteen-twenties; their know edge of Jewish folk nusic
and Jewish life in general was much |ess devel oped than
that of their colleagues from the east.

The aliyot from these different zones brought many
composers to the land. Alnost none cane from the African
and Asiatic countries; at least, not as creators of nusical
art works as the West understands them  But all musicians
from the ancient countries are conposers. A nelody or an
instrumental tune is conposed, that is to say, put together
while it is performed, on the basis of nost ancient fornulas,
and of handed-down schemes of elaboration, ornamentation
and variation. Acquaintance with their singing and playing
proved a welcone attraction to the western nusicians wth
open ears and hearts, and while many anong the public at
| arge, accustomed to listening to Beethoven and Tschai kow
sky, Chopin and Brahns, if not to the Beatles, dismss
genuine singing and playing of the kind as "non-European",
"Primitive", "Mnotonous", conposers studying this nusic
know they return to the roots of all musical art.

Those anobng Israel's conposers - and their nunber is
growing - who have absorbed something of these roots, have
cone to understand the power of expression, the attraction
of variety, the intellectual as well as the sensual pleasure
of singing and playing as the nusicians of ancient tradi-
tions do. At last, a synthesis is being acconplished in
some |sraeli conpositions, of East and West, of the tradi-
tional and the nodern of the rule-bound and the experi-
ment al - free.



More on Israeli Misic

The earliest attenpts at coming to terns with the
newy conquered world were, naturally, arrangenents and
el aborations of folksongs. Sone of these attenpts were
doomed to failure, as the conposers applied western harnony
and conposition technique to tunes denmanding quite a
different treatment.

And which were the tunes, really?

The first aliyot of Eastern-European immgrants
brought nmterial collected by nenbers of the Jew sh Fol k-
lore Society of Petersburg, hassidic tunes and dances, and
liturgical nusschaot from their countries. There was little
in them of genuine Jewish heritage. Slav elenents had
changed ol d nel odies and rhythns.

The first Palestinian conposers, nen |ike Rosowsky,
Engel, set poens by Bialik and other early poets to nusic
in the vein of what they had known in their old lands and
the nodern Hebrew linped along in false prosody for a |ong
time until the metric rules of the reborn Hebrew |anguage

were acknow edged.

Musically the next wave of inmigration from Central
and Western European countries brought children's songs
and fol ktunes from countries with quite different nusical
traditions. Only in the late forties and early fifties
did the African and Asiatic Jewi sh immigration acquaint
the musicians and the public at large with folklore of
really ancient heritage, being of, and belonging to
Israel's geographical region and cultural clinate.

(Mre next week)
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Still Mre On Israel's Misic

Some of the composers who have nost successfully
synthesized the styles and tradition of Eastern and Wstern
nusic are Jacob Stutchewsky, Paul Ben-Haim Joseph Tal,

A. Boscovich, Menahim Avidom Mrdecai Seter and Odeon
Partos. These conposers, anong others, have given inpetus,
direction, instruction and exanple to the younger conposers.

An excellent exanple is the above-naned Gdeon Partos,
who has nost successfully blended tradition and nodernism
East and West, in his creativity. Hs piece, "Yizkor" will
be heard at the next Forum concert on Sunday, March 22nd.

Partos has thoroughly mastered the nusic of tone-rows,
serial nusic, as practiced by nost of the inportant com
posers of present-day western nusic, and he has |earned of
the deep-rooted parallelism between the Eastern conception

of tone-rows and the nbst ancient tone - and nel ody-nodel s
known as raga in the Indian world and as nmagamat in the
Arab Near-East. His instrumental conpositions, like the

Viola Concerto No. 2, the Quintet for flute and strings
"Magamat”, the "lImmges" for large orchestra, and "Visions"
for chanmber orchestra, are all proof of his talent to
synthesize and conbine Near-Eastern elements and nodern
techni ques of elaboration.

Anong the younger conposers, we must nention Ben-Zion
Orgad, Yehoshua Lakner, Abel Ehrlich and Yizhak Sadai - as
musi ci ans who have tried to come to grips with the musical
world of the East. Still younger are Anmi M' ayani, Noam
Sheriff. And in the nusic acadenies of Jerusalem and Tel
Aviv there is developing a nunber of conposers whose nanes
wi |l probably soon be famliar to all of us.

No mention has been nade here of the lighter side of
musi cal composition, which, as may be expected, follows in
a simlar, although sinpler vein. Best-known in the field
of lighter synphonic nusic and oratorio is the late Marc
Lavry, a master of his craft in his own right, whose works
are often performed in Israel and in the world at |arge.



The Sound of Yiddish

The character and style of a people are often reflected
in its language. Wth its determnedly precise convoluted
construction, its gutteral pronunciation and clipped
prosody. Cerman aptly nmirrors the CGerman people. On the
other hand, French, fragile and elegant as it falls from
the lips, evokes imges of candlelight reflected in crystal,
heady wine and beautiful wormen. |Italians nanage to sound
apocal yptic nerely asking for directions to the nearest bus
st op.

If one had to capture the essence of Yiddish in a word,
it would be nusicality. Mre than any other |anguage
Yiddish lives and breathes on cadence, intonation and
nuances of sound. This is hardly surprising when you con-
sider how deeply nusic infiltrates Jewish life.

The names of Jewish children - Mreleh, Soreleh,
Chanel eh, Avreneleh, Chayimel - sing with an inner nelody
all their own. How warm and lilting are words |ike

Shabbesdi g, maneh, licht-bensh'n, heilig, freiheit. How
much better to be a kabtz'n -a word reniniscent of the
clash of cynbals - than a pauper -a word which gives off
the sound of pennies, dropping into a collection plate.

O take the Yiddish one-syllable exclamation, Nu!

Spoken largo et sotto voce by an inportant ballebos at
the synagogue's eastern wall it conveys an unnistakable
warning to the rabbi or the hazzan to get on wth it. In-
toned in a mezzo soprano range on a descending nelisma it
coul d nean: "Well, why shouldn't he get the Mftir aliyah?
After all he paid for the repair of the roof." 1In a soft
addol cendo or addolorate it could convey, "Wat did you
expect from hinP? He hardly learned Al eph Bes!" Two short
staccato Nu's in succession convey pure dishelief or
ast oni shrent : "She will marry hinP"

What brings all this to mind is the appearance |ast
week of a new issue of "Jewi sh-Roots," a periodical devoted
to preserving and spreading the music of the Yiddish word.
Under the redaction of the award w nning poet, I|srael Eniot,
the issue boasts a wide variety of Yiddish stories, poetry,
articles and essays in the original and in translation.
Anong these is an article by Deborah Karp, a short story by
Hannah Robfogel Fox and ny own translations of three fables
by the suprenely talented fablist, Eliezer Steinbarg.

"Jewi sh Roots" is available at the J.Y. or at the
Si sterhood Book Shop. Buy a copy and sing a little.
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More On the Misic of Yiddish

The recent colum on the lyricism of Yiddish attracted
an unusually large nunber of comments. | am particularly
pleased with a note which | received from Hazzan WIIiam
Bel skin G nsburg of Philadelphia, a regular reader of our
Tenple Bulletin:

"Dear Sam

"I am taking time out from ny normal "humdrunt to
tell you how nuch | enjoyed your recent article in your
Tenple Bulletin concerning the nusical sound of Yiddish.
Once in a great while | pick up a Yiddish newspaper and
revel even in the advertisements. There is something about
a mother tongue which evokes a warm nostalgia. Perhaps it
is the music of the words as you suggest or their associa-
tion with sweet bygone experiences. Too bad that most of
our young people in this generation are interested in
acquiring a few words sinply as a vehicle for understanding
jokes, as in Leo Rosten's "The Joy of Yiddish."

"I can renenber the ponpous GCernanic Yiddish which our

forebears used for "State" occasions - "Sie sind heflich
ei ngel aden tzu der hochzeit" etc. or "es is unz galungen
tzu arrangeeren - dem hochgeshetzten" etc., etc. - all

smacking of cold formality, lacking the warmy responsive
reaction to the dimnutives you mention.

"This generation still uses an occasional Yiddish

expression to remenber a parent or grandparent "M father
or grandfather used to say" etc. Wat of the next
generation?

"WIl you put a copy of "Jewish Roots in the mail for
nme?
Bill"

Those who may want nore than nostalgia can still join

the adult class in Yiddish held each \Wdnesday evening
from8 to 9.
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A Touch of Brass

During the last two decades thousands of Israeli
youngsters have spent uncounted hours in various w nd bands
and ensenbles that have been formed since the establishnent
of the State, in big cities, developnent towns and agri-
cultural settlenents.

VWherever norale was low, as a result of terrorist
bonmbi ngs, border attacks, economc stress, one of the first
steps taken for changing the atnosphere has been to build
up a youth band; wtness those at Beit Shaan, Kiryat
Shermona, Maalot as sanples. In the big cities, those
youngsters who learn any instrument at all, choose a wnd
instrunment. Mst of the marching bands or w nd ensenbles
come from the underprivileged neighborhoods where parents
cannot afford high fees for professional nmusic instruction.

There is sonething especially appealing about a band
i nstrunent. It is easier to get than a violin or piano.
It is nore fun to join a wind group, harnonize with
friends, or perform before an audience as part of a large
body of music makers.

A few Israeli nunicipalities have the vision to under-
stand the sociological as well as cultural benefits from
supporting instruction in band instruments and w nd
ensenbles.  They nmake provision to provide sone funds.

Mbst other comunities are not so fortunate.  Another
difficulty is procuring good instrunents, any instruments
for the youngsters. Prices in Israel are three times as
high as in other countries. On instruments sent by bene-
factors from abroad, recipients have to pay a 200% custom
tax and other charges which nmakes it inpossible for themto
accept the instrument.

The Misic Foundation for Youth Misic Projects in
Israel is a non-profit organization with a nulti-faceted
program for furthering nusic education in Israel through
schools, canping projects, semnars, etc. They are currently
engaged in procuring instrunents for needy Israeli children.
Through a special arrangenent with the Israeli governnent
instrunents brought into the country by the Misic Founda-
tion go without charge to the eager young nusicians.

The Misic Foundation is asking all Anerican Jew sh
comunities to begin a canpaign to search out basenents
and attics for unused but playable w nd instrunents of all
kinds which can be contributed through the Misic Foundation
to an eager and needy child in Israel.
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To highlight this canpaign, the Eastman School's world
famous "Wnd Ensenble," under the direction of Donald

Hunsberger, Wl present a concert in the Eastman Theater
on Sunday afternoon, April 20 at 3:30. Open to the entire
community, admission will be by the contribution of a

usable instrument, or by a gift of $5 or nore. Gifts,
whether of an instrunent or of noney, are tax deductible,
and a tax deductible statenent will be given to every con-
tributor.

Here is a painless and rewarding way in which to help
Israeli children to make use of instruments that have |ong
lain silent and to make a tax deductible contribution to a
good cause all in one act. W urge parents and children
to search their homes and their consciences and to contri-
bute unused wi nd instruments to this worthy project.



The Cantorate as a Career

Musi ¢ and song occupy a very special place in Jew sh
life. These are not art forms which are tacked on to life
but integral parts of life itself. The Jew worships and
studies with song. He sings at times of rejoicing and,
al though sadly, he sings in time of sorrow

From the synagogue's earliest days the hazzan has been
both the creator and custodian of its nmusic. Jewish tradi-
tion holds that the Synagogue nmpdes and special tunes
descended with the Commandrments thenselves; as if to teach
that they are as sacred, as vital and as inviolable as the
Law itself.

In the past quarter century the Anerican hazzan has
expanded his interests, his skills and his efforts to
include anong his responsibilities every aspect of Jew sh
mel os, from the nursery tunes of little children to the
nmost conplex choral and orchestral works.

Neverthel ess, the hazzan renmains now, as always, first
and prinmarily a sheliah tzibbur, the emissary of the con-
gregation in prayer before the Holy Ark. Standing there,
his awesome responsibility is to illumnate and to illus-
trate the words of prayer and study in order that those who
worship with him may experience new insights into their own
lives and into the faith and ideals of the Jew sh people.

The hazzan's job does not end there. The nature of
the Anerican synagogue affords him additional challenges
and opportunities. These center around the synagogue's
function as a Bet Hamidrash, a house of study, for young
and old. The hazzan may becone involved in teaching Jew sh
musi ¢, cantillation, choral singing and folk songs to
students of the religious school and to adults enrolled in
the synagogue's adult education program  Mst hazzarrim
today also have the responsibility for the instruction of
Bar and Hat Mtzvah candi dates.

The hazzan also shares with the rabbi the responsi-
bility of visiting the sick, conforting the bereaved and
officiating at joyous occasions. A nunber of hazzanim
have distinguished thenselves in varied fields of Jew sh
endeavor while maintaining their posts as hazzanim  These
men are neking contributions to Jewish |ife as conposers,
concert artists, poets, witers, educators and innovative
program pl anners. A nunmber of them are pursuing advanced

44



Jewi sh study and research.
all hazzanim

vi si on.

Such opportunities are open to
They are limted only by a man's talent and

A career in the cantorate can be a rewarding,

a
fulfilling and a constructive one.
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The Research Center

We have had occasion previously to refer to the great
work being performed quietly by the Jewi sh Misic Research
Center of the Hebrew University. The Center exists
primarily to collect and study docunents relating to the
musical tradition and the nusical life of Jewish comunities
during their historical developrment and in the fostering of
musi cal and scholarly research and publication in this
field.

From a recent Research Report of the Jewi sh Misic
Research Center we glean the follow ng nugget of inform-
tion on the subject of the original appearance and sound of
the Biblical instrument described as a "nebel." A recent
study by Dr. B Bayer of the Jewish Msic Research Center
ained to locate all nentioned sources of the instrument to
the end of the period of the Second Tenple, to arrange them
as precisely as possible in chronological order and to
interpret them by strict criteria of evidential value.

The nebel (in Geek, nabla, in Latin, nablium is
mentioned, in addition to 27 Biblical references, five
times by Creek witers through the Third Century B.CE.;
twice in the Apocrypha; three tines in the Dead Sea Scrolls;
three times in the works of Josephus and six times in the
M shna.

Dr. Bayer concludes that it is probable that the nebel
came into use in the Kingdom of Israel at the end of the
Eighth Century B.C.E. and at approximately that tine in
Judea as well.

After the Restoration, the nusician-Levites of the
Second Tenple instituted a string orchestra of Kinnorot
and nebalim in inmtation of the Msopotanmi an court orches-
tras. The nebel seens to have been in use in Phoenicia,
Al exandria, Geece and Rone as well. The instrunent was a
relatively large one, inelegantly shaped, (for the G eeks)
with a deep and sonewhat raucous tone. Dr. Bayer believes
that it contained nore than the twelve strings of the
kinnor, that they were thicker in texture, plucked with the
fingers, and that the nebel functioned nerely as an
acconpanying instrument. The accepted inpression which
identified the nebel as a type of harp is not supported by
the evidence which seems to indicate quite definitely that
it was a special type of lyre, Dr. Bayer conjectures that
it is a nebel which is inprinted on the ancient coins of
Bar Kokhba.

K



KO. N DRE:
Gol den Mel ody for Tarni shed Wrds

The Kol Nidre ritual continues to fascinate ne. There
are probably nore nyths and |egends woven around its nelody
than alnmst any other liturgical thene heard in the syna-
gogue. Most synagogue music falls into the category of
what nusicians call "program music." That is, nusic com
posed to express a theme, an idea, to tell a story, or to
enhance the text of a prayer. Actually, the prinmary task
of the hazzan is to nake the words of the liturgy nore
meani ngful, nore nmoving, nore relevant. It was and is
considered vulgar to use a nmelody which has no integral
relationship to the text nerely to introduce a lovely tune.

Kol Nidre is the outstanding exception to that rule.
It is the nelody that stands out, that touches the heart,
that noves the worshipper. The words add absolutely
nothing to its nysitcal attraction.

What do the words actually nean?

As we approach Yom Kippur we are reninded of our past
errors for which we hope to receive forgiveness from the
Almghty. And we shall ask for forgiveness wth words.

But words are not always infallible nor are they always
pure and contrite. W are led into nost of our pitfalls
with words nisspoken, poorly chosen, inappropriately
delivered, inproperly deceptive. How can words alone bring
us the forgiveness we seek?

The words are nothing nore than a dry, legal formla
whi ch need careful thought and interpretation to make them
meani ngful and binding. But any nelody that would attenpt
to translate them faithfully into song cannot possibly be
noving, or even interesting. Cbviously, the strength and
longevity of the Kol Nidre nelody cones from association
Wi th poignant monments in the Jewish past, and draws upon
our menories, our longings and our hopes as Jews.

The Kol Nidre text was already in use in the 9th
century. It, therefore, evolved well before the Spanish
Inquisition. Wat's nore, many Sephardi communities, which
are nuch closer to the Spanish Jewish tradition than those
of European Jews, did not recite Kol Nidre at all. So we
can be quite certain that Kol Ndre did not originate, as
the legend has it, as a ritual of absolution for Marranos
who wanted to be forgiven their oaths to be faithful
Christians so that they might join their Jew sh brothers
in prayer.
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Anot her legend, |ess known, also involves the
Marranos but concerns the nusic and not the words. It
proposes that the Kol N dre tune originated as a series of
phrases used as a code for Marranos. Wen a Marrano
attenpted to enter one of the secret Yom Kippur services he
was made to pass from one watchman to another. He woul d
chant a phrase and would receive the next phrase in
response. He would then be directed to the next watchman
until he reached the actual service and joined his fellow
Marranos who were risking their lives to be Jews again on
this holiest of days.

Though this story is quite attractive it has not won
wi de support since in those Sephardi conmmunities where Kol

Nidre is now chanted, the nelody which we all love so nuch
is not used at all. However, the legend is inportant for
another reason. It proposes that the nelody is built up

out of separate nusical phrases. Even a cursory inspec-
tion of the nelody would seem to bear this out.

The opening phrase of the Kol N dre tune was
originally sung without words as a sort of overture, as
though the hazzan, in awe and trepidation, was timdly
knocking at the Gates of Mercy. Such introductions, or
overtures, as quite comon in the Jewish liturgical tradi-
tion. The major section of the high holy day Shaharit
service is introduced by the word "Hamelech," the King,
which is sung without words before it is actually articu-
lated. This is also true of the first word of the Am dah
when chanted by the hazzan in his repetition.

Musi col ogi sts have analyzed each phrase and have
clearly identified them Oiginally, it is thought that
these phrases were patched together according to the taste
and preference of the hazzan. The conbination which we
know now was probably not formalized until the late 18th
century.

Whatever its origin, it is alnost inpossible to
explain the nelody's nystical attraction. This is the
Jewi sh song par-excellence and it achieves its grand status
without any help from the words. For nore than two cen-
turies this melody has been linked to the holiest day of
the Jewish year. It has become the song of the soul seeking
God, the nelody of a people striving to be like Hm
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Wien Hazzani m Gat her

Take it from those who have attended the annual con-
ventions of the Cantors Assenbly, they are unique. By
conmparison they make the conventions of all other Jew sh
organi zations seem pale, drab and downright boring.

The Cantors Assenbly is the only professional organi-
zation in the Conservative Mvenent that invites laymen to
attend. The reasoning behind this philosophy is sinple:
the sacred work of hazzanim has to do with people, with
motivating, W th teaching, with inspiring and with [eading.
I ssues and problens, challenges and goals which hazzanim
face are in a real sense shared by the nen and wonen of the
congregations they serve.

The Twenty-Fifth Anniversary Convention wll be held
at Gossinger's from Sunday, April 23rd through Thursday
afternoon, April 27th. Those who have been to previous
conventions know that one never lacks for nusic from early
morning to late at night; formal and informal concerts,
recitals, workshops and just plain singing for the fun of
it can be heard throughout the hotel. This year, in addi-
tion to the over four hundred nenbers of the Assenbly and
probably an equal nunmber of lay people the list of lecturers
and artists reads like a page from Wio's Wo: Dr. Bernard
Mandel baum Chancellor of the Jew sh Theol ogical Sem nary,
Dr. Jacob Neusner, Professor of H story at Brown University,
Dr. Eugene Borowitz, noted |ecturer, publisher and student
of contenporary Jewish life, a nunber of distinguished
rabbis, the Children's Chorus of the Metropolitan Opera
House, 2Zvi Zeitlin, internationally fanous violin virtuoso,
four young stars of the New York City Center Opera Conpany,
the Columbus Boys Choir, a large chorus from the Eastnan
School of Misic under the direction of Professor Sanuel
Adl er, and many nusical surprises.

April is not too far away. If you would like to avail
yourself of a rare opportunity to attend a convention of
hazzanim now is the time to plan for it. A special conven-
tion rate will be offered to guests and nenbers alike. For
further information and for reservation blanks, please call
Hazzan Samuel Rosenbaum
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| Could Have Told Them

Directly after conpleting his singularly successful
concert in our synagogue last nmonth, talented, peripatetic
Zvi Zeitlin left on a two nonth tour which took him half
way around the world. Ten days ago he wound up in Israel
for half dozen performances with the Israel Philharnonic.
Al though now a citizen of the United States, Zeitlin's
heart belongs to Israel, having come there with his parents
at a very early age and having made his reputation as a
child prodigy there. Always popular with Israeli audiences
Zeitlin looked forward to a warm wel cone and to adding new
critical acclaim to his international reputation.

But he reckoned w thout the |egendary stubborness of
the Israelis. He had programmed for his appearances wth
the orchestra the Schoenberg Violin Concerto; admttedly a
modern work, but one which Zeitlin had already played sone
thirty tines with great success and without protest all
over Europe. After two well received performances, the
orchestra managenent reported that it had received com
pl aints about the concerto from subscribers who were
scheduled to attend the renmmining concerts. Frightened at
the possibility of an audience strike the nanagenent
persuaded Zeitlin to perform the Mendel sohn Concerto in
pl ace of the Schoenberg in his renmining appearances.

After one "safe" performance, the managenent had
second thoughts about its timdity and reschedul ed the
Schoenberg work.

The entire affair becane the subject of an aval anche
of letters to the Israeli press, pro and con Schoenberg.
Even that arch-conservative, Yohanan Boehm Misic Editor of
the Jerusal em Post, voiced his enbarrassment at those
Israelis who categorically refused to give the work a
hearing. This would be sad enough were it to happen in
ol d-fashioned places like Paris, London or Vienna but for
Israelis, who snap up every new invention, every new
techni que and gadget, who have shown the world a new
approach to living, and who have rewitten the book of
nmodern warfare, to turn a deaf ear to a new piece of nusic
i s shocking.

It may have been a shock to Boehm or even to

Zeitlin, but hardly to ne: | still bear the scars of
En Kel ohenu,
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