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 Background research on the distinctive historical contexts, social dynamics, and 

musical repertoire and practices drawing on archival material on German Jewish 

sacred music located in libraries, national archives and in other institutions and 

collections, located primarily in Israel and Germany.

 To analyze the practices of preservation of oral traditions in writing and the 

agency of musical innovators (cantors, composers, arrangers etc.) in shaping new 

liturgical practices up until WWII.

 Ethnography of post-war German-Jewish communities and networks of amateur 

music collectors and researchers engaged on the subject. This perspective 

highlights the contemporary relevance and representation of the musical 

tradition in question in relation to the archival material. The concept of “usable 

past” determines what elements of the past communities remember or have 

chosen to remember and which of these they enact in quotidian lives.



Few theoretical observations

• “De-Lewandowskisize” research and performances of 
German-Jewish liturgical practices by stressing its 
immense variety (especially in small cities and villages 
and later in diasporas), fluidity, individuality, diverse 
chains of transmission, continuities and discontinuities.

• Agency of new technologies: music printing and 
recordings.

• Problematizing the Ashkenaz I-II paradigm

• Music as a resource for the production and auto-
production of emotional stances, styles and states in 
religious life and for the remembering of emotional 
states. (Tia DeNora 2002)



Case Study

The Sabbath and Holyday Torah Service



“Hagbaha” (1832)

A poem by Gabriel Reisser
celebrating “die bekannte
Ceremonie…”

Social awareness of early 
maskilim regarding the public 
symbolism and emotional input 
of the Torah service ritual



A translation of 
“Hagbaha” into 

Hebrew by Shadal

with an extended footnote 
celebrating the “minhag ha-
qadmon me’od” (very ancient 
custom) of lifting and reading 
the Torah and details about its 
sources, such as Masekhet
Sofrim.



Torah Service: Main Features

 Evolved over a millennium and still 

differs in various traditions.

 The text is a Florilegioum, a stringing 

together of biblical verses creating a 

liturgical composition, combined with 

entire Psalms.

 The emergence of the Torah scroll from 

its ark, its presence in the midst of the 

congregation before, during and after 

its reading, forms the ritual highpoint of 

the [Sabbath] service.

Ruth Langer, "Sinai, Zion, and God in the Synagogue: Celebrating Torah in Ashkenaz.“ in Ruth Langer and Steven 
Fine (ed.), Liturgy in the Life of the Synagogue: Studies in the History of Jewish Prayer (2005): 121-60.

 Ritual drama with active congregational 

participation that creates excitement through 

the movement of bodies and the creation of 

“noise”.

 Act of instruction becomes a ritualization of 

the myth of Sinai in sacred time. Ritual reading 

of the Torah not simply an act of study but a 

reenactment of Sinai itself.

 Non-halakhic status of the Torah service liturgy 

is reflected in the lack of extensive rabbinical 

treatment of it (except for the reading itself). 

Addressed mostly as minhag.



Torah Service: Structure

 Opening of the Ark, handling of the Scrolls and subsequent prayers.

 Procession with the Scrolls around the bimah or around the synagogue. 

 The actual readings, Torah and Haftarah, with their blessings.

 Special prayers, e.g. prayers for the New Moon.

 Ashrei.

 Procession with the Scrolls back to the Ark. 

 Concluding prayers and closing of the Ark.



Torah Service: Corpus of 
Musical Settings

 Twenty-eight settings of the Torah service were analyzed 

out of a corpus of more than two hundred written sources 

of Ashkenazi (German) liturgical music (which not all 

include the Torah service).

 Statistics from these twenty-eight sources show the 

relative proportions between the texts endowed with a 

musical setting.



Section Name of piece # Performers

Opening of the Ark 

and Procession

Eyn khamokha 11 Hazzan, except 2 for choir, 3 for hazzan + choir, and 1 for choir + soli.  

Av harachamim 11 diverse settings for cantor and/or choir. 

Vayehi binso’a 18 diverse settings for cantor or choir, except 3 for both together.  

Ki mi-tziyon 19 diverse settings for cantor or choir, except 3 for choir + soli. 

Barukh she-natan 17 Choir, except 6 for cantor + choir. 

Shema Yisrael 16 Cantor + choir, except 2 for soli + choir, and 1 for hazzan. 

Ehad Eloheinu 16 Cantor + choir, except 2 for soli + choir, and 1 for hazzan.

Gadelu 21 Hazzan, except 1 for soli, 1 for choir and 1 for cantor + choir. 

Lekha Adonai 21 Choir, except 1 for hazzan. 

Romemu 12 diverse settings for choir or cantor + choir. 

Al hakol 3 2 for cantor and choir, 1 for cantor. 

Reading of the Torah, Hatzi Kaddish, Blessings, Reading of the Haftarah

Special prayers: New Moon, Ashrei, etc.

Returning 

procession and 

closing of the Ark

Yahallelu 18 Hazzan, except 1 for cantor + choir. 

Hodu al eretz 19 Choir. 

Uvenukho yomar 10 diverse settings for cantor and/or choir.

Mizmor le-David 3 Choir. 

Etz hayyim hi 15 diverse settings for cantor and/or choir.

Hashivenu 15 Choir, except 4-5 for cantor/soli + choir, and 1 for hazzan. 



Torah Service

Microanalysis of a single verse



Torah Service: A Sample

Gadelu (Ps. 34:4)

[a ]   י ֣ה אִתִִּ֑ יהו  ל֣וּ לַּ דְּ ו׃[ b]גַּ ָּֽ ד  מ֣וֹ יַּחְּ ה שְּ ָ֖ מ  רוֹמְּ וּנְּ

[a] Proclaim the greatness of Adonai with me, 

[b] and let us exalt His name together



Torah Service: Context of Gadelu
Prelude to the Procession on the Sabbath

אֵל הק"חו ע יִשר  מַּ ד'  האֱלהֵינוּ' שְּ :אֶח 

ד ק"חו דול אֲדונֵינוּ. אֱלהֵינוּאֶח  דוש . ג  א: ר"ובהוכ"ויובראש השנה )ק  נור  מו( וְּ :שְּ

לוּ להחזן דְּ ו. אִתִי' גַּ ד  מו יַּחְּ ה שְּ מ  רומְּ :וּנְּ

ךָ הקהל רֶץ' לְּ א  יִם וּב  מַּ ש  הוד כִי כל בַּ הַּ ח וְּ נֵצַּ הַּ אֶרֶת וְּ תִפְּ הַּ ה וְּ בוּר  גְּ הַּ ה וְּ דֻל  גְּ :הַּ

ךָ ה ראש' לְּ כל לְּ נַּשּא לְּ מִתְּ הַּ ה וְּ כ  ל  מְּ מַּ :הַּ

מוּ ה דוש הוּאאֱלהֵינוּ' רומְּ יו ק  ל  ְְּ הֲדם רַּ חֲווּ לַּ תַּ הִשְּ : וְּ

מוּ ה דוש האֱלהֵינוּ' רומְּ שו כִי ק  דְּ ר ק  הַּ חֲווּ לְּ תַּ הִשְּ :אֱלהֵינוּ'  וְּ



Torah Service: Gadelu Settings
 Most settings, as expected, are for cantor solo, although there are a few choral settings by 

Sulzer, Weintraub and Goldstein. In two cases the choir enters on “Neromemah” reflecting 

the plurality of voices in the text.

 Melodies are short and simple, tending to syllabic recitatives without fixed meters. Some 

melodies draw motifs from the nussah of the day (Sabbath or Holyday).

 If there is meter, then it is double meter except for Sulzer, Lewandowsky, Berman and 

Goldstein who set their arrangement in triple meter.

 About half of the settings open with a raising fourth, a clear declarative gesture 

accompanied by prostration by the cantor (symbolic humility).

 Final cadence may be on tonic but in many cases the ending is on the dominant or 

subdominant leading to the opening of the next text (“Lekha Adonai Hagedulah”) in the 

tonic.

 When there is harmony, it is simple and static, except for few modern exceptions where a 

more expressive harmony is employed as in the cases of Herman Berman (contrast 

minor/major) and Josef Goldstein (diminished IV).



Jephet, Schire Yeschurun (Frankfurt, 1856)

Clear meter and lyric, descending symmetric melodic setting in 

Phrygian mode.

Torah Service: 
Samples of Gadelu

Friedman, Shir Lisch’laumau (Berlin, 1901)  

assertive, declarative ascending movement in major, asymmetric setting, 

second half of the verse includes build-in rhythmical elongation.



Ehrlich, Liturgische Zeitschrift (Berkach, 1850~), two out of five (!) settings. 

(1) chordal motifs in wide range. 

(2) use of traditional HHD motif and tripartite rhythmic structure.

Torah Service: 
Samples of Gadelu



Deutch, Vorbeterschule: vollständige Sammlung der alten Synagogen-Intonationen

(Breslau,1871), simple recitation (v-ii-i) pedagogical goal, variant reproduced in Baer, 

Baal–t’fillah (Gothenburg, 1877).

Torah Service: 
Samples of Gadelu



Sulzer, Schir Zion (Vienna, ca. 1838) for the Sabbath

Quartet of soloists from the choir in call and response, symmetric melody 

(three bars each), syllabic setting set in triple meter. Sulzer’s model can be 

found in later arrangements of Gadelu. 

Torah Service: 
Samples of Gadelu



Weintraub, Schire Beit Adonai (Königsberg, 1859)

Inspired by Sulzer. Choral response only on “shemo yahdav”. 

Torah Service: 
Samples of Gadelu



Josef Goldstein (1837-1899), Sabbat Gesänge (Wien, 1862)

Experimental approach at an early date (1862!) in spite of inspiration in Sulzer (3/4 

meter, responsorial setting). Repetition/echo of first half of verse by soloists, 

change of meter, secondary dominants, cadence ivm-I.

Torah Service: 
Samples of Gadelu



Cantor Benno Weis (b. Frankfurt, 1910, in NYC’s KAJ
since 1940) collection at the Dartmouth Jewish Sound 
Archive. Self-recorded in NYC, 1960s. More 
elaborated, “cantorial” version of Gadelu for the High 
Holydays Torah Service that is not registered in the 
written documents examined so far.b

Torah Service: Samples of Gadelu
Oral traditions “inscribed” 

in recordings’ archives



Sulzer, Schir Zion (Vienna, ca. 1838) for Rosh Hashanah.

Torah Service: 
Samples of Gadelu



Sulzer, Schir Zion ed. Joseph Sulzer (Vienna, 1905). for Rosh Hashanah. Zavel Kwartin, 1907

Torah Service: Samples of Gadelu



Preliminary conclusions
 Torah service in the German-Jewish space became a ground for 

liturgical music experimentation for which varied musical resources 
were recruited.

 The nature of the texts of the Torah service, i.e. the florilegium of 
Biblical verses as opposed to entire psalms, dictated diverse musical 
strategies of composers and performers.

 Certain patterns became in the course of time “traditional” especially 
when the mechanisms of printed music reproduction and the formal 
training of cantors in schools became widespread. 

 Continuation of German-Jewish traditions in their non-European 
diasporas (Americas, Israel, Australia) perpetuated older practices of 
Torah service though they also continue to innovate.


