
NOTE TO USERS 

This reproduction is the best copy available. 

® 

UMI 





Sephardic Influences in the Liturgy of Ashkenazic Orthodox Jews of London 

Naomi Cohn Zentner 

Department of Musicology 

McGill University Montreal 

October 2004 

Advisors: Lloyd Whitesell and Roe-Min Kok 

A Thesis submitted to McGill University in partial fulfillment of the requirements of the 
degree of Master of Arts in Musicology 

© Naomi Cohn Zentner, 2004 



1+1 Library and 
Archives Canada 

Bibliothèque et 
Archives Canada 

Published Heritage 
Branch 

Direction du 
Patrimoine de l'édition 

395 Wellington Street 
Ottawa ON K1A ON4 
Canada 

395, rue Wellington 
Ottawa ON K1A ON4 
Canada 

NOTICE: 
The author has granted a non­
exclusive license allowing Library 
and Archives Canada to reproduce, 
publish, archive, preserve, conserve, 
communicate to the public by 
telecommunication or on the Internet, 
loan, distribute and sell th es es 
worldwide, for commercial or non­
commercial purposes, in microform, 
paper, electronic and/or any other 
formats. 

The author retains copyright 
ownership and moral rights in 
this thesis. Neither the thesis 
nor substantial extracts from it 
may be printed or otherwise 
reproduced without the author's 
permission. 

ln compliance with the Canadian 
Privacy Act some supporting 
forms may have been removed 
from this thesis. 

While these forms may be included 
in the document page count, 
their removal does not represent 
any loss of content from the 
thesis. 

• •• 
Canada 

AVIS: 

Your file Votre référence 
ISBN: 0-494-12711-2 
Our file Notre référence 
ISBN: 0-494-12711-2 

L'auteur a accordé une licence non exclusive 
permettant à la Bibliothèque et Archives 
Canada de reproduire, publier, archiver, 
sauvegarder, conserver, transmettre au public 
par télécommunication ou par l'Internet, prêter, 
distribuer et vendre des thèses partout dans 
le monde, à des fins commerciales ou autres, 
sur support microforme, papier, électronique 
et/ou autres formats. 

L'auteur conserve la propriété du droit d'auteur 
et des droits moraux qui protège cette thèse. 
Ni la thèse ni des extraits substantiels de 
celle-ci ne doivent être imprimés ou autrement 
reproduits sans son autorisation. 

Conformément à la loi canadienne 
sur la protection de la vie privée, 
quelques formulaires secondaires 
ont été enlevés de cette thèse. 

Bien que ces formulaires 
aient inclus dans la pagination, 
il n'y aura aucun contenu manquant. 



ABSTRACT 

Sephardic Influences in the liturgy of the Ashkenazic Orthodox Jews of London 

N aomi Cohn Zentner 

This thesis examines Sephardic melodies that were adopted into the liturgy of the 

Ashkenazic Jews in London during the early twentieth century. The work begins by 

presenting a history of Sephardic and Ashkenazic Jews from the time they settled in 

England to the end of the nineteenth century. Through an analysis of social and religious 

changes taking place among English Jews of the nineteenth century, this thesis explicates 

reforms in the synagogue service that led to the inclusion of polyphonie music into the 

synagogue and eventually, to the incorporation of Sephardic melodies into Ashkenazic 

synagogue practice. The attempt to canonize the music of Ashkenazic Jews in England 

was manifested in the widely successful Handbook of Synagogue Music (1889, revised 

1899). The second edition is the focus of this thesis. Edited by Francis Lyon Cohen and 

David M. Davis under the auspices of the United Synagogue and the Chief Rabbi, this 

volume included Ashkenazic pieces by English as well as non-English Jewish composers. 

Fifteen melodies of Sephardic origin from the Sephardic compilation The Ancient 

Melodies, compiled by David de Sola and Emanuel Aguilar in 1857, as well as from The 

Music Used in the service of the West London Synagogue of British Jews, compiled by 

Charles Verrinder in 1880 were included in the 1899 edition of the Handbook. This thesis 

examines the reasons these Sephardic melodies were chosen for inclusion by the editors 

of the Ashkenazic Handbook during a period of reform. 
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RÉSUMÉ 

Les influences séfarades dans la liturgie des Juifs orthodoxes ashkénazes de Londres 

N aomi Cohn Zentner 

Cette thèse examine les mélodies séfarades qui furent adoptées dans la liturgie des 

Juifs de Londres au début du XXe siècle. Elle débute par une présentation de l'histoire 

des Juifs séfarades et ashkénazes depuis l'époque où ils s'installèrent en Angleterre 

jusqu'à la fin du XIXe siècle. Une analyse de l'évolution sociale et religieuse intervenue 

parmi les Juifs anglais du XIXe siècle permettra d'expliquer les réformes opérées dans 

l'office aboutissant à l'introduction dans les synagogues de la musique polyphonique, et 

par la suite, à l'incorporation de mélodies séfarades dans la pratique synagogale 

ashkénaze. La tentative de consacrer l'usage de la musique des Juifs ashkénazes en 

Angleterre apparaît manifestement dans le succès remporté par le Handbook of 

Synagogue Music (Guide de la musique synagogale), paru en 1889 et mis à jour en 1899. 

L'étude de la seconde édition de ce guide constitue la pièce maîtresse de la présente thèse. 

Édité par Francis Lyon Cohen et David M. Davis sous les auspices de la United 

Synagogue et du grand rabbin, ce volume comprend des airs ashkénazes, œuvres de 

compositeurs juifs anglais ou non anglais. Quinze mélodies d'origine séfarade extraites 

du recueil séfarade The Ancient Melodies compilé par David de Sola et Emanuel Aguilar 

en 1857, ainsi que du The Music Used in the service of the West London Synagogue of 

British Jews, composé par Charles Verrinder en 1880, furent insérées dans l'édition de 

1899 du Handbook. Cette thèse examine les raisons pour lesquelles ces mélodies 

séfarades furent choisies par les auteurs du Handbook ashkénaze durant une période de 

réforme. 
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Introduction- Overview 

Following the expulsion of the Jews from Spain in 1492, a clear distinction 

evolved between Sephardic and Ashkenazic Jews in the realms of language, custom, and 

liturgical tradition. As a rule, each group maintained its own customs, with continued 

internaI influences within the Ashkenazic or the Sephardic sphere. However, in Western 

Europe, Ashkenazim and Sephardim li ved at close quarters, and there rare occurrences of 

cross fertilization occurred. This thesis argues that the musical influences Sephardic Jews 

had on their Ashkenazic counterparts in late nineteenth-century London, as reflected by 

the adoption of musical repertoire, can be included in that specialized category.1 

Many of the Jews living in England in 1880 lived an Anglicized life. They 

maintained English values, enjoyed equal rights, and lacked in the realm of Jewish 

learning. Already in the 1820s, the synagogue service changed gradually in response to 

the gentile view of Jewish rituals, so that Jewish religious ritual would be compatible with 

Jewish secular life and beliefs. For example, only men in top hats were allowed the 

honorable Aliyah LaTorah (ascent to the reading of the Holy book of Moses); clergymen, 

then called "ministers," wore canonicals; and decorum was deemed of the utmost 

importance. 

Also reformed were the musical aspects of both Ashkenazic and Sephardic 

synagogue ritual. Choirs were introduced in the 1840s, and gained increasingly in 

popularity, such that new choirs were rapidly established in synagogues, and appeared as 

a weekly feature in Shabbat and festival services by the 1880s. The music sung by these 

1. London was chosen to serve as a case-study for this thesis because of the resources available; 
however, Sephardic musical influence is evident in other parts of England as weil. 
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choirs tended to be too complex for the community to join in the singing; in fact, it was 

sometimes too challenging for even the trained schoolboy choristers to perform correctly. 

As a result, intricate music used in the services exc1uded the lay members of the 

congregation from participating. In fact, by that time the community in sorne synagogues 

served only as an audience instead of as participants.2 Because the choir and cantor 

exc1uded the need for a congregational response, congregational rejoinders in the 

appropriate places during the prayer service diminished. This situation gave rise to the 

need for a synagogue hymn book, comprising melodies for the synagogue services for 

Shabbat and festivals that facilitated congregational participation and choral musical 

performance. 

In 1889, the first version of A Handbook of Synagogue Music: The Voice of 

Prayer and Praise (henceforth "Handbook") was published, with a revised version 

printed sorne ten years later. Edited by B.L. Moseley and Francis Lyon Cohen, the 

Handbook was intended to be the hymnbook for Ashkenazic Anglo Jewry, used by 

congregants in conjunction with the Siddur, the daily prayer book. The Handbook-

which comprised the melodies sung in synagogue during the Jewish year-was 

invaluable to cantors, choirmasters, choristers and congregation members for everyday 

usage. Historically, the Handbook has also served as a document of the standard Western 

European synagogue music repertoire. Its immense popularity, as evidenced by the 

release of a revised edition in 1899 and five subsequent editions over the course of the 

next 65 years, testifies to its musical significance in the British Jewish community. While 

2. In a sermon given in 1884, Simeon Singer, the New West End Synagogue minister, bemoaned the 
passive role of the congregation, with the service divided between the choir and reader. See quote on p. 35. 
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it is difficult to determine how the editors chose musical material for the Handbook, it is 

simpler to ascertain the volume's musical sources. 

Of the many non-English musical sources, we can cite numerous examples, such 

as the works of Solomon Sulzer, Louis Lewandowski, and Samuel Naumbourg. Anglo-

Jewish composers included Julius Lazarus Mombach, S. W. Waley, Charles Salaman, 

Rev. Marcus Hast, and David M. Davis. Also used were preexisting Anglo-Jewish 

musical compilations, such as The Music Used in the service of the West London 

Synagogue of British Jews, edited by Charles Verrinder for the Reform synagogue. 

This thesis focuses on one source in particular: a number of melodies originally 

from the Spanish and Portuguese, or Sephardic, Jews. Fifteen melodies of Sephardic 

origin appear in the Handbook of Synagogue Music. My research and comparison reveal 

that nearly aIl were taken from The Ancient Melodies of the Spanish and Portuguese Jews, 

edited by David Aharon de Sola and arranged by Emanuel Aguilar in 1857.3 Why did the 

editors of the Handbook, compiled for the usage of Ashkenazic congregations, decide to 

include melodies that had never been part of the traditional Ashkenazic repertoire? This 

issue will be explored further from different angles. 

Firstly, including Sephardic melodies in Ashkenazic synagogue music 

compilations was not an unknown phenomenon. Viennese cantor Solomon Sulzer had 

published two Sephardic melodies in his publication Schir Zion (Vienna, ca. 1840), pieces 

3. Emanuel Abraham Aguilar and David Aaron de Sola, eds., The Ancient Melodies of the Spanish and 
Portuguese Jews (London: Wessel and Co., 1857). This book inc1udes 71 melodies and an extensive 
introduction. It was compiled in 1857 by David Aaron de Sola, the cantor of the Spanish and Portuguese 
London synagogue, who originated from Amsterdam, and the melodies were harmonized by composer 
Emanuel Abraham Aguilar. Its purpose was to preserve and lay out the historical research of the Spanish 
and Portuguese oral traditions. This is the earliest print source for the main body of traditional Spanish and 
Portuguese melodies. 
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that he might have heard in Vienna' s Sephardic congregation. 4 Parisian Samuel 

Naumbourg had documented sorne songs of the local Portuguese community in his 

collection Agudath Shirim, possibly for general interest as weIl as to add variety. 

Research shows that the Ashkenazic synagogue in Paris used several Sephardic melodies 

up to the end of the nineteenth century.5 The Reform congregation in Hamburg, and later 

a similar congregation in London, chose to adopt Sephardic pronunciation and melodies 

in an attempt to break away from the standard traditional Ashkenazic customs and create 

something "new.,,6 

Underlying these phenomena was the assumption among sorne that Sephardic 

traditions were, to sorne extent, more historically accurate.7 Thus, the Reform community 

of Hamburg employed David Meldola (1780- 1861), a Portuguese cantor from 

Amsterdam, who introduced tradition al Portuguese melodies into Hamburg's Reform 

temple. Portuguese melodies sung there continued to spread to other Reform Synagogues 

in Germany, including Berlin. Louis Lewandowski, a Jewish composer of Berlin, 

included a Portuguese melody in his KaZ Rinnah U'tefillah (1882). 

4. Edwin Seroussi, Spanish Portuguese Synagogue Music in Nineteenth-Century Reform Sources fram 
Hamburg: Ancient Tradition in the Dawn of Modernity (Jerusalem: Magnes Press, 1996),43. 

5. Ibid., 44. 

6. For more on the Spanish and Portuguese music used in the Hamburg Reform Synagogue, see Seroussi, 
Spanish Portuguese Synagogue Music in Nineteenth-Century Reform Sources fram Hamburg. Another 
trend prevalent in the Haskalah movement (on which 1 elaborate later on) was a rejection of bath the 
religious Eastern-European small-village Judaism and the Ashkenazic Jewish tangue of choice, Yiddish­
the Judeo-German dialect favored by Ashkenazic Jews. Spanish and Portuguese customs, music and even 
pronunciation offered a viable alternative to the Ashkenazic Orthodox Judaism eschewed by the Haskalah 
movement. 

7. "Intellectuals within the Reform circles maintained that the Sep hardi pronunciation of Hebrew was 
more correct from a historical perspective." Ibid., 41. 
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The West London Synagogue of British Jews, a Reform synagogue established in 

1840 also adopted Sephardic pronunciation and other Sephardic customs, including sorne 

melodies originating in the Spanish and Portuguese synagogue.8 Interestingly, Sephardic 

melodies in the Reform repertory appeared later in the Handbook. Since the Reform 

hymnbook was published before the Handbook, this tome was another source of 

borrowings, in addition to the Ancient Melodies of the Spanish and Portuguese 

Synagogue. 9 

The 1889 Handbook had fewer Sephardic melodies than its revised edition, 

published in 1899, therefore 1 chose to focus on the latter which was also the volume 

more popularly used. While Francis Lyon Cohen edited both versions, David M. Davis 

only edited the second. The editors of the Handbook clearly had great influence over the 

decision to include Sephardic melodies. David M. Davis, choirmaster of the New West 

London Synagogue, arranged many of the melodies in the Handbook while also including 

sorne of his own compositions. 1 believe that his coauthor, musicologist and Reverend 

Francis Lyon Cohen, played a greater role of the two in the choice of material. 

ln 1892, Herman Adler, the Chief Rabbi of the Orthodox Ashkenazic 

communities in London, wrote a pamphlet urging choirmasters under his auspices to 

utilize melodies of simple contour to encourage congregational participation. 10 Sephardic 

melodies had developed into a style especially suited to communal singing, since the y 

were usually sung by congregations in Sephardic synagogues. This may partially explain 

8. The congregation's membership of Ashkenazic and Sephardic Jews, coupled with internai politics, 
probably shaped the decision to incorporate Sephardic melodies and employ Sephardic pronunciation. 

9. For a lengthier discussion of the six Sephardic melodies that appear in the Reform hymnal and were 
adopted into the Handbook, see Chapter IV, pp. 85-86. 

10. For a guote of the Chief Rabbi' s words, see Chapter III, p.52. 
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why Sephardic melodies were incorporated into the Handbook. Appendix B, example 2 

Havu Ladonoi provides a good example of "simple contours" in Sephardic music that 

were attractive to the editors of the Handbook as easier for the community lay members 

to join in. The melody has a narrow melodic range (a fifth), uncomplicated rhythmic units, 

no modulations, and is highly repetitive. 11 

Many characteristics rendered Sephardic melodies appropriate for inclusion in the 

Handbook: They sounded different, but enjoyed unquestioned status, as they were already 

in use by the Orthodox Spanish and Portuguese community. Moreover, the y were simple 

and repetitive with small melodic ranges and few modulations, making it easy for the 

congre gants to sing along. Cohen himself found Sephardic melodies to be significant 

historical milestones in the development of Synagogue music. As 1 show later in this 

thesis, his training as a music historian played a role in the incorporation of Sephardic 

melodies into the Handbook. 

Even today in 2004, Sephardic melodies are still sung in most Ashkenazic 

synagogues in London. They fulfilled a social and musical need when introduced into the 

Handbook and today continue to serve a function in the prayer service. 

Il. For a more complex sample of a melody that would be more difficult for the community to join in, 
see Appendix B, example nO.6- Av Harochamim (no. 68 in the Handbook); this was composed by Samuel 
Naumbourg and arranged by Francis Lyon Cohen. Its numerous chromatisations and melodic range of more 
than a tenth would make it challenging for non professional voices to sing. 
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Chapter 1- Reforms in Synagogue Ritual among London .Jews in the Nineteenth 

Century: An historical background 

Introduction 

By the second half of the nineteenth century, major changes had been 

implemented in the rituals of Orthodox synagogues in London. Sermons were given in 

English, prayer was parti aIl y abridged, and rabbis and cantors were dressed in canonicals 

greatly resembling Anglican ministers of that time. 12 To the mass of primarily religious 

Eastern-European Jews who began arriving in waves in England during the I880s, this 

phenomenon must have been quite disturbing. Were these the same Jews who had 

emigrated from European communities only a few generations ago? What influences 

could have possibly provoked a synagogue manner so foreign to traditional Judaism in 

other parts of the world? 

The aforementioned characteristics of English Jewry, which occurred concuITently 

in other parts of western Europe albeit in different patterns, were due to the unique 

historical circumstances and intense sociological process that occuITed over a four 

hundred-year period. An attempt to research these historical and sociological causes 

necessitates an extensive analysis of the English Jew's background, religiosity and 

mindset. While a thorough examination of this topic is beyond the sc ope of this work, this 

chapter highlights the main points emphasized in CUITent literature on the subject. 

12. Todd M. Endelman, The Jews ofGeorgian England 1714-1830: Tradition and Change in a Liberal 
Society 1714-1830 (Philadelphia: The Jewish Publication Society of America, 1979), 160-163. 
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Sephardic and Ashkenazic Jews in England13 

Following their expulsion from Spain and Portugal in 1492 and 1497 respectively, 

Jewish Conversos immigrated to eastern and western Europe and to the newly discovered 

America, continuing this trend weIl into the seventeenth century. Spanish and Portuguese 

Jewish immigrants became an important financial force in their new countries of 

settlement, due to their experience in international trade, financial connections within 

Spain and Portugal, and vast knowledge of the trade routes from the lberian Penin sula to 

the New World. The contribution of Sephardic Jewry (many of whom were successful 

international merchants) to their new homelands' economies led to their official 

recognition as indi viduals and as communities, sometimes affording them legal rights that 

were unheard of in other places where J ews settled at the time. 14 Yet, there were times 

when they had to hide their Jewish identities. In England, for example, several Spanish 

and Portuguese Jews lived incognito disguised as Spanish Catholics from the early 

seventeenth century, until Oliver Cromwell agreed unofficially to allow Spanish and 

13. The term Sepharad, taken from Ovadiyah, verse 20, was adopted in the Middle Ages to mean Spain. 
At that time, Germany was called Ashkenaz, originating from Genesis 10: 3, Jews originating from 
Germany-Poland were termed Ashkenazim, or Ashkenazi Jews, and the Spanish and Portuguese Jews were 
termed Sepharadim, or Sephardic Jews. Today Sephardic is applied loosely to Jews of Mediterranean­
Spanish origin and Ashkenazic refers to Jews of Franco-Polish-German origin. Cecil Roth, The History of 
the Jews in England (London: Oxford University Press, 1964), 136, n.\. 

14. Yosef Kaplan, An Alternative path to Modernity; The Sephardi Diaspora in Western Europe (Leiden 
and Boston: Brill, 2000), 5\. Kaplan differentiates between Sephardic Jews and Spanish and Portuguese 
Jews, maintaining that the Spanish and Portuguese were not the 1492 expellees but rather those Jews who 
stayed behind and became "New Christians". Sorne of these were Conversos who secretly practiced 
Judaism, while others did not. Many of these families were among the Jews who f\ed from Spain to 
Portugal in 1492 and were forced to convert five years later. Only towards the end of the sixteenth century 
did these families leave Portugal and Spain to create new communities in Venice, Amsterdam and south­
west France, and later other centers in Europe and the Americas 
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Portuguese Jews to reside in England in 1656 while professing their Judaism openly. His 

decision was motivated mainly by economic, but also religious and political reasons. 15 

With the immigration of several rich Sephardic merchants from Amsterdam and 

elsewhere in the sixteenth century, the Jewish population in England was predominantly 

Sephardic until the early eighteenth century. Sephardic Jews immigrated to England from 

Portugal, Holland, Italy, France, Germany, and North Africa throughout the eighteenth 

century. Nevertheless, by the end of the eighteenth century, only two thousand Sephardic 

Jews were living in London, due in the main to their rapid assimilation into the non-

Jewish English population. 16 

The first Sephardic Jews living in England-who posed as Catholics in Spain, 

Portugal, and France-had learned to adopt the external signs of European culture 

without surrendering their religious beliefs. Even those Sephardim who had not lived 

incognito were receptive to the social and culturallife of their non-Jewish surroundings. 17 

In eighteenth-century England, Sephardic Jews were more (outwardly) anglicized than 

their Ashkenazic counterparts while retaining Jewish beliefs and customs. 

In matters of dress, speech, manners and the like, bourgeois Sephardim were 
indistinguishable from their non-Jewish counterparts. They cultivated non-Jewish 
learning, composed poetry, plays and philosophical treaties in European 
languages, and still attempted to preserve the learning and customs of traditional 
Judaism. For the Sephardim who settled in England and for their children the 

15. For an extensive description of the admission of Jews into England in 1656, see Todd M. Endelman, 
The Jews of Britain 1656-2000 (London: University of California Press, 2002), 19-27. 

16. Vivian David Lipman, A Histary afthe Jews in Britain since 1858 (New York: Holmes and Meier, 
1990),5-7. In comparison, by the end of the eighteenth century the number of Ashkenazim living in 
England was 20,000. For more on the rapid assimilation of Sephardic Jews into non-Jewish society, see 
Todd M. Endelman, Radical Assimilation in English Jewish history 1656-1945 (Bloomington and 
Indianapolis: Indiana University Press, 1990), 1-32. 

17. Sephardic Jews living in Protestant areas such as Hamburg and Amsterdam that were more tolerant 
toward Jews did not have to hide their identity. Upon arriving in England, the se Jews were compelled to 
assume Catholic appearances and attend mass, etc' ... See Endelman, The Jews of Britain. 18. 
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acquisition of English manners and attitudes did not represent as dramatic a break 
with the past as it did for their Ashkenazi coreligionist. 18 

Having adopted non-Jewish patterns of life, educated Sephardim entered English upper-

class circles much earlier than Ashkenazic Jews. This was due in part to the social and 

cultural makeup of the Ashkenazic communities, who had lived among non-Europeanized 

Jews for the most part before immigrating and were uncomfortable socializing with 

upper-class non-Jews. Another reason was the fact that the Ashkenazic Jews did not 

accumulate enough wealth to enter upper class circles until the beginning of the 

nineteenth century, whereas the more established Sephardim had settled earlier and 

entered these spheres a century earlier. 19 

Between 1700 and 1830, the Jewish population in England increased by 2500 

percent, primarily due to the immigration of Ashkenazic Jews. By 1730, the majority of 

Jews were Ashkenazic, and by 1837, ninety percent of the community was Ashkenazic in 

descent, originating from Holland, Germany, Central Europe, and communities in Eastern 

Europe,z° Members of the Sephardic community continued to occupy important positions 

in British society, but were heavily outnumbered by Ashkenazim.2\ 

The Sephardic openness to general non-Jewish culture was countered by 

Sephardic institutional adherence to religious traditions. This control was clearly 

articulated by the creation of the Mahamad by the Ascamot they gave in 1663.22 

18. Endelman, The Jews ofGeorgian England, 120-121. 

19. Ibid., 251-263. Wealth and acculturation to the English way oflife were the most important 
prerequisites for outsiders attempting at that time to enter upper-class English life. 

20. Ibid., 172. 

2l. For example, the first Jew to be knighted was Sephardic Moses Montefiore in 1837, following his 
election as sheriff of London. In 1846, he was made a baronet. 
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The Mahamad shaH have authority and supremacy over everything and no person 
shaH rise in the Synagogue to reprobate the decisions which the y may take nor 
shaH they draw up papers conceming it, and the y who shaH do so shaH be subject 
to the penalty of Herem.

23 

In general, the Sephardic religious establishment was reluctant to reform their 

ritual, refusing to implement even those changes that would be permitted according to 

Jewish law. This rigidity inadvertently prompted members of the Sephardic synagogue, 

who had urged reforms in the services in the 1820s and were rebuffed, to branch off and 

create the reformed West London Synagogue in 1842?4 

Sephardic Jews in their new countries of settlement tended to view their previous 

lives through rose-tinted glasses?5 Wh en reflecting on their ancestors' lives in the Iberian 

Penin sula, the y tended to exaggerate their pro minent positions and influence, as weIl as 

their learning, wisdom and wealth. The Jewish communities of the past in Spain were said 

to have exceeded an the other Jewish communities of the Diaspora in every respect. By 

romanticizing their former lives, Sephardic Jews were laying the foundation for what later 

became the myth of Sephardic superiority through which they viewed their entry into 

upper class English society as "natural." 

22. The Sephardic Mahamad was the governing committee of the Spanish and Portuguese synagogue, 
based on the model of the Amsterdam and Venice ex-Converso councils. It was the Mahamad that had the 
authority to give the Ascamot, meaning the laws and regulations-the se were the civil and religious laws of 
the Spanish and Portuguese community. 

23. See Albert Montefiore Hyamson, The Sephardim of England: A History of the Spanish and 
Portuguese Jewish Community (London: Methuen and Co., 1951),28. The term Herem implies 
excommunication from the Jewish community. 

24. David Feldman, Englishmen and Jews: Social Relations and Political Culture, 1840-1914 (New 
Haven: Yale University Press, 1994),49-51. The complete control enjoyed by the Spanish and Portuguese 
Mahamad over every aspect of Jewish life in their community from readmission in 1656 till the nineteenth 
century is weil illustrated in Hyamson, The Sephardim of England. See in particular, 27-29. 

25. For sources on the next two paragraphs, see Todd M. Endelman, "Disraeli and the My th of Sephardi 
Superiority," Jewish History 10, no. 2 (Fal1 1996): 21-36 
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With the emigration of poorer, less well-educated Ashkenazic Jews to Western 

Europe, Sephardic Jews tried to find a stronghold that would distance them from their co­

religionists; they were mortified at the prospect of being identified by non-Jews with the 

newly-arrived emigrants' undesirable image. This desire to dissociate from immigrant 

Ashkenazim strengthened their obsession with their Sephardic lineage, leading them to 

deploy the myth of the Sephardic nobility in an effort both to redirect any anti-Semitic 

sentiments that might arise and to enhance their own self- image. 

In the words of Endelman, "The core of the myth ... was the belief that Jews from 

the Iberian Peninsula were different in kind from other Jews, that they were superior by 

virtue of their culture, leaming, wealth, descent, or indeed, even blood.,,26 Among the 

consequences of this racial myth was Sephardic contempt for Ashkenazic Jews, which 

resulted in the Sephardim's adoption of discriminatory measures against their co­

religionists from the seventeenth to late eighteenth centuries. In Amsterdam, these 

measures included prohibiting Ashkenazic women from attending services in Sephardic 

synagogues and revoking the membership of Sephardic men daring to marry Ashkenazic 

wives. In London, the tension between Sephardic and Ashkenazic Jews was less severe. 

However, there is evidence that the Bevis Marks synagogue authorities imposed 

humiliating restrictions on the celebration of "mixed" marri ages during the eighteenth 

century. 

In contrast to the financial, social and cultural success of Sephardic Jews, 

Ashkenazic immigrants to England were in a much less fortunate position. Sorne three 

hundred Ashkenazic immigrants were living in London by the beginning of the eighteenth 

century, and between 1700 and 1750 around six thousand Ashkenazim immigrated to 

26. Ibid., 22. 
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Britain, mostly from central Europe.27 By and large, these were poor refugees. Their 

standard of general culture was lower and economic occupations more humble, resulting 

in their dependence on affluent Sephardic Jews. In fact, they were often employed as 

servants in Sephardic households?8 Although the comfortably established English 

Sephardic community helped the newly arrived immigrants settle in their new country, 

the Sephardim did not consider them their equals.29 Ashkenazic Jews differed from 

Sephardic Jews in many aspects: pronunciation of Hebrew, prayer rituals, melodies and 

cantillation. Ashkenazim appreciated and cultivated rabbinic scholarship; the y spoke 

Yiddish, the Judeo-Gerrnan dialect.3o When they first arrived in England, the y were 

strictly orthodox in practice and in 1753 showed little interest in acquiring Naturalization 

of Rights from the House of Lords, compared to the Sephardim who had much interest in 

it. 

After the 1800s, Ashkenazic immigrants constituted the majority of immigrants 

arriving in England. Like their predecessors, they came from humble socioeconomic 

background and tended to be traditional, at least for the first few generations. The newly-

arrived Ashkenazic immigrants held fast to their religious traditions, which offered a 

27. Endelman, The Jews of Britain, 42. 

28. Immigrants were often peddlers and street traders, and beginning in the 1760s, petty criminals as weil. 
Ibid., 71. 

29. On the topie of the Sephardic eommunities' attitude toward the Ashkenazie immigrants in Western 
Europe, see Kaplan, An Alternative Path to Modernity, 51-77. It is important to note that a handful of 
Sephardim also immigrated to England during the eighteenth century. Yet, in eontrast to the Sephardim 
who arrived in the seventeenth century, most Sephardie immigrants arriving during this era were pOOL 

30. Cecil Roth, History olthe Jews in Englalld, 197. 
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familiar island of comfort amongst a sea of foreign customs and language upon 

encountering a new land. 31 

During the first haif of the nineteenth century, Jewish immigrants to Britain had 

come mainly from Central Europe. After 1850, a greater number began arriving from 

Eastern Europe. The emigration from Eastern Europe was partially instigated by Nicholas 

the First's persecution of the Jews in the Russian empire in the 1840s and other wars, 

pogroms and epidemics. 32 Poverty and changing Eastern European economy also caused 

the mass immigration to the West. 

The Process of Acculturation 

It would be rnisguided to assume that Ashkenazic Jews of Poland and Germany 

arriving in England were experiencing their first encounter with the modem world?3 In 

Germany, in particular, many ancient Jewish communities had been exposed to European 

culture from as early as 1700. In this regard, immigrant experience was not homogenous. 

Jews from places such as Posen and Bavaria, with traditionalist Jewish communities, 

tended to be less modem than those from the more cosmopolitan Amsterdam and Berlin. 

Those hailing from upper-middle class homes had been exposed to a greater extent to 

European culture and learning than those from more impoverished families. In England, 

31. Steven Singer, "Orthodox Judaism in Early Victorian London 1840-1858" (Ph.D. diss.,Yeshiva 
University, 1981), 138-143. Endelman claims that religious laxity was commonplace among the lowest and 
the highest classes, due to both groups' close connections to non-Jewish society. See Endelman, The Jews 
of Britain, 54-55. 

32. Lipman, A History of the Jews in Britain, 12-13. The persecution of Nicholas the First included 
conscriptions of Jewish children for military service, restrictions on Jewish economic activities, and 
limitations placed on practicing traditional Judaism. Other reasons for leaving Eastern Europe were the 
Crimean war, the cholera epidemic in western Russia in 1868, the Lithuanian famine of 1868-9, and the 
Odessa pogrom in 187l. Beginning in the 1840s and 1850s, England was used as a stop en route to the 
United States. 

33. The following two paragraphs are based on Endelman, The Jews ofGeorgian England, 120-123. 
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Ashkenazic immigrants became acculturated at speeds proportionate to their income; the 

higher the economic status of the immigrant, the speedier his transition. Like Sephardic 

immigrants of the past, well-to-do Ashkenazim intemalized the values of English life and 

remodeled their own lives and the life of their community based on these newly acquired 

values. They changed their dress, diet, education, and sexual behavior. Sorne central 

elements, such as synagogue worship and Jewish education, were retained in modified 

forms, while other characteristics-the long beard, central European dress and Yiddish 

language-were abandoned relatively quickly. 

Examining the immigrants' relation to the issue of beards offers a window into 

the process of Anglicization. As one of the most distinctive Jewish characteristics, 

beards were among the first elements of Jewish life to be abandoned by the Anglo-

Jewish middle class, in an attempt to adopt the clean-shaven look of wealthy Georgian 

gentlemen. As early as 1729, a foreign diplomat noted that if one saw a Jew wearing a 

beard one could be certain that he was either a rabbi or a very recent immigrant.34 For 

Ashkenazic traditionalists, beards were not just a characteristic that set Jews apart from 

their non-Jewish counterparts; they were also an explicit prohibition mentioned in the 

five books of Moses. 35 However, the practice was so widespread by the early nineteenth 

century that even recent immigrants felt obliged to shave off their beards in order to 

secure employment as teachers in the homes of other well-to-do Jews. 

Religious leniency characteristically occurred with Jewish immigrants arriving 

in England, Ashkenazic and Sephardic alike. Endelman claims that religious leniency 

34. Ibid., 122. 

35. Leviticus 19:27. "Thou shall not destroy the side-growth of your beard." Chief Rabbi Hirschell 
Levin was greatly opposed to shaving off beards and reprimanded his congregants in the 1750s for 
transgressing such a serious law. 
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was widespread among the upper- middle class Jews, even by the 1730s or 1740s?6 

Laxity of observance of Jewish law was not motivated by ideological reasons. In 

contrast to the Haskalah movement in Germany, most English Jews stayed within 

Orthodox frameworks but ignored those elements of observance which were simply 

inconvenient to their daily lives?? Endelman appropriately labels them "Non-Observant 

Orthodox Jews.,,38 Understanding the leniency in the observance of Jewish law by 

those Jews commonly termed as Orthodox Jews enables a better grasp of their later 

drives for reforms in the Orthodox synagogues. As they accustomed themselves to 

general English life in many aspects, including religiosity, there was no reason to 

prevent the entry of English influences into the synagogue. 

Legal Status 

For the first few decades after the Jews were unofficially readmitted into England 

in 1656, they saw themselves primarily as Jews and rarely, if ever, as Englishmen. This 

classification of identity was partially due to the circumstances created by the readmission 

of the Jews into England. When Dutch Jews wrote petitions appealing to Oliver Cromwell 

for official recognition of Jews already living in England during the early 1650s, they 

never received an answer. However, once they had openly admitted that they were Jews 

(in the petition) without a notable protest, it became clear that it was safe to request a 

36. Endelman, The Jews of Georgian England, 132-34. 

37. The Haskalah was an ideological Jewish movement that encouraged disseminating modern European 
culture among Jews. It began in the 1750s in Germany and spread to Galicia, Lithuania and Russia. 'The 
Haskalah movement contributed towards assimilation in language, dress and manners by ... fostering loyalty 
toward the modern centralized state. It regarded this assimilation as a precondition to and integral element 
in emancipation which Haskalah upheld as an objective.' Encyclopedia Judaica, s.v. "Haskalah." 

38. Endelman, The Jews ofGeorgian England, 154. 
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place of worship and a burial ground, which they were permitted to have in 1656. The 

lack of legal permission was to the Jews' benefit. Because there had been no formaI 

admission, no special rules were given to the Jews as a prerequisite for their admission, 

and the y had no special status. In contrast, Jews in other parts of the continent had to 

conform to prescribed conditions, if they were tolerated at al1. 39 

English Jews were granted many of the rights given to Christian citizens from the 

time they were admitted in the seventeenth century, privileges unheard of elsewhere in 

Europe. English-bom Jews had the same legal status as other non-Anglicans and thanks to 

the absence of special anti-Jewish statutes, were not treated as second-class citizens. 

Because there were no laws preventing Jews from pursuing specific occupations or 

restricting the size of Jewish settlements, Jews did not feel that they had to fight for legal 

rights.40 The long joumey to achieving full emancipation began in 1833 and came to 

complete fruition in 1858, when Jews were finally exempted from taking an oath on the 

Christian Bible if they wanted to become members of the House of Commons.41 

In essence, the circumstances of English Jews differed from that of their European 

counterparts not only in the absence of English legal anti-Semitic discrimination but also 

with regard to the relative ease with which laws that did disable them were repealed. 

39. Lipman, A History of the Jews in Britain, 4. 

40.Endelman, The Jews ofGeorgian England, 272-278. The only legal obstacles to obtaining full 
political rights were the Christological oaths which had to be taken by anyone wishing to participate in 
public life. 

41. For more on the process of emancipation of English Jews, see Michael C. Salbstein, The 
Emancipation of the Jews in Britain: The Question of the Admission of the Jews to Parliament 1828-1860 
(London: Associated University Press, 1982); Jacob Katz, Out of the Ghetto: The Social Background of 
Jewish Emancipation, /770-1870 (Syracuse, New York: Syracuse University Press, 1998), Maurice 
Freedman, ed., A Minority in Britain: Social Studies of the Anglo-Jewish community (London: Vallentine, 
Mitchel & Co.,Ltd., 1955),37- 47. 
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Social Acculturation 

Following emancipation in 1858, English Jews were not harassed by political or 

social anti-Semitism-yet another realm in which the behavior of non Jews toward Jews 

in England vastly differed from that of the continent.42 

The social acceptance of English Jewry since their admission in 1656 had great 

influence on their social behavior. Because the y felt accepted and even relatively on par 

with general society, many Jews were at ease and adapted their behavior to that of 

Englishmen. This was particularly apparent in the wealthy upper class circles into which 

Sephardic Jews were quick to integrate, due to their wealth and history of acculturation in 

their lands of origin. 

Efforts to immigrate to England between 1798 and 1815 were thwarted, as a result 

of the French revolution and Napoleonic wars. The result was a considerably lower rate 

of immigration - and a Jewish community that was increasingly British born and of 

British ancestry.43 Lower rates of immigration also caused Jews to gain financial stability, 

with many rising to the middle class even before full emancipation was achieved in 1858. 

As fewer impoverished immigrants arrived, native-born English Jews did not have to care 

financially for their newly- arrived poorer co-religionists. 

By the nineteenth century, English Jews felt at home; their average economic and 

social status was relatively high whereas their degree of religiosity diminished in direct 

relation to the extent of their acculturation. 

42. For more on the effects of the emancipation on British Jews, see Israel Finestein, Jewish Society in 
Victorian England (London: Vallentine Mitchell, 1993), 154-179. See in particular his chapter entitled Post 
Emancipation Jewry: The Anglo- Jewish Experience. 

43. Vivian David Lipman, "The Victorian Jewish Background," in Victorian Jews through British Eyes, 
eds. Ann and Roger Cowen (Oxford: Oxford University Press, 1986), xii. 
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The immigrant came poor, observant and hard working: as he rose in the social 
scale, he aped the attitude of the older established families, including, of 
course, their religious view. As the older settlers disappeared through drift, 
intermarriage or sterility, the one-time immigrants took their place and were 
themselves replaced by a more recent set of arrivals.44 

This quote tells of the repeated cycle of immigration, acculturation, and often 

assimilation. In these cycles, fresh immigrants would have similar social status and 

religiosity to those who preceded them. English coreligionists who had become anglicized 

during their time in England looked askance at their brethren; they perceived the new 

immigrants to be old-fashioned and embarrassing. By and large, established English Jews 

thought that new immigrants (with their foreign language and foreign customs) did not 

promote a healthy image of Jewish people to general English society. This notion was 

particularly strong during the Victorian era, when respectability and propemess were 

perceived as crucial characteristics of law-abiding English citizens. The political 

emancipation granted to English Jews promoted the feeling that they truly belonged in 

English society and ultimately drove them to try to live up to the Victorian image of the 

emancipated liberal Jew. 

The granting of equal civil rights in Europe beginning at the end of the eighteenth 

century empowered Jews to feel that they did indeed have a place as Jews in general 

society. As termed by Endelman, "the corrosive effects" of the emancipation were that 

Jews either abandoned their religion completely or began to implement changes in Jewish 

rituals, one of which will be addressed in this thesis. With political emancipation, English 

44. Norman Cohen, "Trends in Anglo-Jewish religious life," in Jewish Life in Modern Britain, eds. 
Julius Gould and Saul Ash (London: Routledge and Kegan Paul, 1964),47. 
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Jews - as new citizens of Western society - felt compelled to modernize their religious 

services and the movement for religious reform began.45 

Reform and Anglicization 

In central Europe, where emancipation had been achieved from the start of the 

eighteenth through the late nineteenth centuries, large numbers of Jews left Judaism 

completely and converted to Christianity. This mass flight prompted the initiative to 

reform traditional Judaism, (first in Germany, and subsequently spreading to other 

European countries and to America), offering an attractive alternative to abandoning 

Judaism altogether that would preserve Jewish identity for the coming generations. These 

movements advocated reform of certain Jewish beliefs and law as weIl as that of 

synagogue rituals and traditions.46 The reforms discussed and executed in the newly 

created Reform Temple in Hamburg (1817) began more than twenty years prior to those 

made in England. The actual changes to the rituals by the reformed German Jews were 

more far-reaching than those eventuaIly made by the English Jews. 

By mid-century [1850s] those favoring reform had introduced drastic changes in 
the religious life of many Jewish communities in Germany ... among the more 
advanced proposaIs were the elimination from prayers of references to the 
Temple sacrifices, to the ultimate restoration of the Temple, and to the return of 
the Jewish nation to the Roly land in the messianic times. Restrictions on Shabbat 
activities were to be reduced as inappropriate to modern conditions and some 
even urged the transfer of the Shabbat from Saturday to Sunday ... such changes 
were regarded as likely to facilitate the acceptance of Jews as equal citizens of 
their countries of residence.47 

45. Vivian David Lipman, History of the Jews in Britain" 7. Poignant is the question of maintaining 
Jewish identity in tolerant surroundings. The corrosive impact that emancipation had on Judaism as a 
culture and religion is a relatively new area of research. This is exemplified in Endelman, Radical 
Assimilation in English Jewish History. 

46. Lipman, History of the Jews in Britain since 1858, 21. 

47. Ibid. The drastic changes initiated by the Reform movement in Germany in the 1810s were not the 
only reaction to the emancipation and secularization. Changes in Jews' status in society in Germany, 
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Synagogue Services in England of the early nineteenth century were commonly 

described by non-Jewish visitors as being disordered and indecorous. 48 When non-Jews 

visited the Hebrew hou ses of prayer out of curiosity, they often commented on the 

"disgraceful babblings" and "barbarie shouting in disharmony." In Steven Singer' s 

Orthodox Judaism in Early Victorian London 1840-1858, he elaborates on this point: 

Services, as they were conducted in the early nineteenth-century English 
synagogues were far from models of propriety in Gentile terms. There was an 
unrestricted amount of movement and conversation by the congregants during 
prayers. Individuals arrived and departed at will, with little consideration for the 
time announced for the beginning and end of public worship. Some of those 
present loudly uttered passages from the prayer book as the spirit moved them, 
often with no regard to the place that the rest of the congregation had reached in 
the liturgy ... the general impression made by the synagogue services of the time 
on those regardi~~ them from an English perspective was clearly one of disorder 
and strangeness. 

In an era when laws preventing Jews from being members of the House of Lords were 

being repealed and Jews were becoming equal citizens in every way, Jews felt that it 

was important to maintain a respectable image of their community. In one of the earliest 

moves to anglicize Jewish worship, the Ashkenazic Great Synagogue of London 

instructed its cantor to wear canonicals in the mid- eighteenth century.50 In the early 

coupled with a reaction to the ideas of the reform movement, yielded more minor reforms in the Ortho do x 
community as weIl. This inspired the Neo-orthodox movement, which combined a strict adherence to 
traditional ritual and laws with acceptance of aspects of secular modernity that did not contradict normative 
Jewish law. 

48. Singer, "Orthodox Judaism in Early Victorian London 1840-1858," 130. 

49. Ibid., 131. Singer refers to a description of services in the early nineteenth-century English 
synagogue as recorded in a newspaper article: Morris Joseph, "The Synagogue Fifty Years ago," Jewish 
Chronicle, 13 November 1891. 

50 .. A description of canonical dress is given: " ... a long black robe with a pair of white ribbons hanging 
at the front of the neck." Endelman continues:, "In a mezzotint of Isaac Polack, Hazan [cantor -NCZ] of the 
Great Synagogue at midcentury, shows him dressed in such a manner. With his clerical robes, his three 
cornered hat, his powdered wig and his clean shaven countenance, he is indistinguishable from a minister of 
the Church of England." Endelman, The Jews of Georgian England, 160. 
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1820s, several members of the Great Synagogue suggested changes to the synagogue 

service. These included limiting the time for Mi Sheberakhs [prayers in honor of those 

donating money to the synagogue] and training English-born cantors to replace foreign­

born ones from central Europe. Both proposaIs ended in failure; the former due to a lack 

of alternate means to finance communal activities, and the latter due to an absence of 

English-born cantors capable of teaching the younger generation a different version of 

prayers than that already practiced.51 

More radical changes to the service were suggested during the nineteenth 

century, mostly intended to imbue worship with formality and dignity. In 1824 and 

1827, children were prohibited from making loud noises purposely to interrupt the 

reading from the scroll of Esther on Purim in two of the large Ashkenazic synagogues, 

the Hambro and the New Synagogue. In 1829, the eIders of the Spanish and Portuguese 

synagogue approved shortening the singing of psaims and making synagogue 

proclamations in English. 

English Jewish progressives were not interested in phiiosophically rationalizing 

Judaism, Iike their German reformist counterparts. Endeiman in The Jews of Georgian 

England argues that most of the reforms instigated were cosmetic and did not change the 

internaI content of the prayers. That is, English Jews were apparently more occupied with 

the appearance of Jewish worship than with its ability to move the congregation 

spiritually, changing those elements of traditional ri tuaI discordant with British conduct. 

51. Endelman, The Jews ofGeorgian England, 160-161. 
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It is inconceivable that the anglicized Jews who promoted these reforms were 
ignorant of Christian opinion about Jewish worship. To a large degree, their own 
complaints about Jewish worship were derived from what the non-Jewish world 
thought- not in the sense that they borrowed them directly, but in the sense that 
they had intemalized the standards of the English upper class and were applying 
h h . d" 52 t em to t elr own tra l11on. 

The reforms of the 1820s were not radical, and because they remained within the 

context of tradition al Judaism, they did not represent a break with the community's unity. 

In the 1830s, several members of the Bevis Marks Spanish and Portuguese synagogue 

proposed more drastic and revolutionary reforms. They requested the shortening of sorne 

prayers and elimination of others, asked to begin the service at a later time, and 

recommended the establishment of a choir that could sing responses to the cantor in place 

of the congregation. The refusaI of the members of the Mahamad to comply with these 

requests was one of the primary causes for the eventual establishment of the Reform 

synagogue. 

The first movement to create a Reform synagogue does not appear to have been 

based upon the earlier German reform movement. Rather, the initial decision to create the 

West London Synagogue of British Jews was influenced by social, religious and even 

practical factors. In 1840, twenty-four affluent members of both the Sephardic and 

Ashkenazic communities broke off from their original communities to create a reform 

synagogue. They were motivated by the desire for a shorter and "more decorous" 

(namely, a more orderly and respectable) service as weIl as their need for a place of 

worship near their homes in central or West London as opposed to the City of London 

52. Ibid., 163. 
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where the rest of the synagogues were located.53 The Sephardic founding members had 

unsuccessfully tried to create a branch of the Spanish and Portuguese synagogue in close 

proximity to their residences in the 1830s. Although this idea gained support in the 

community, it also drew strong opposition, eventually resulting in a rejection of the 

motion.54 

Wh en these Sephardic Jews discovered a group of Ashkenazim with common 

needs and views, they met in 1840-41 and subsequently released a joint declaration. The 

families founding the Reform Synagogue included the Sephardic Moccattas and the 

Ashkenazic Goldsmids, who were among the wealthiest and most highly respected 

families in London.55 In addition to the matter of distance from their homes, other 

considerations including decorum, respectability and convenience were expressed in the 

said declaration. 

We, the undersigned, regarding Public Worship as highly conducive to the 
interests of religion, consider it a matter of deep regret that it is not more 
frequently attended by the members of our religious persuasion ... we ascribe it 
to ... the lengths and imperfections of the order of service; to the inconvenient 
hours in which it is performed; to the unimpressive manner in which it is 
performed and to the absence of religious instruction in our synagogues. To these 
evils, we think that a remedy may be applied by the establishment of a Synagogue 
in the Western part of the Metropolis, where a Revised Service may be performed 
at hours more suited to our habits, and in a manner more calculated to inspire 
feelings of Devotion ... 56 

53. When the first immigrants arrived in London, they settled in the City of London and the are as to its 
east. After 1825, affluent Jews moved to the western part of the city, which was more comfortable and 
spacious but not within walking distance of the synagogues. Jewish law prohibits traveling in any manner 
except by foot on the Shabbat. Affluent Jews who gradually moved to central and West London in the 
1820s and 30s would have found it difficult to walk to the City of London, where the rest of the Jewish 
community and religious institutions were located. 

54. For a discussion of the entire episode of the creation of the West London Synagogue of British Jews, 
its establishment and its consequences, see Hyamson, The Sephardim of England, 269-299. 

55. Feldman, Englishmen and Jews, 50-51. 

56. See Hyamson, The Sephardim of England, 280-281. 
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The changes proposed did not imply a fundamental difference of opinion with 

mainstream Judaism in the realm of theology and were mainly practical in character. 

Because theological issues seemed less important to this group of English Jews, their 

prayers were not changed to the same extent that they were in Reform synagogues in the 

continent and in the United States. In fact, the British Reform synagogue included more 

additions to the prayers than alterations. The service was still in Hebrew, prayers for the 

retum of the Jewish people to the Holy Land remained unchanged, and male worshippers 

even kept their heads covered in synagogue, in contrast to Reform congregants in the 

United States.57 Whereas the Reform movement in central Europe was based on 

systematic "scientific" bible criticism, the West London Synagogue of British Jews 

believed in the validity of the Written Law (The Five Books of Moses) but rejected the 

authority of the Oral Law. They aboli shed the second day of all Jewish holidays, which 

originated in rabbinic Orallaw, and called for the introduction of a new revised prayer 

book, which was published in 1842. Their denial of Jewish Orallaw's validity provoked 

Ashkenazic Chief Rabbi Solomon Hirschell to issue a caution, stating that "Any pers on or 

persons declaring that he or they reject or do not believe in the authority of the Oral Law 

cannot be permitted to have any communication with us Israelites in any religious rite or 

sacred act.,,58 The Spanish and Portuguese community even reacted by excommunicating 

members of the Reform synagogues. However, the excommunication was revoked a few 

years later. 

The London Reform congregation neither attracted a mass membership nor did it 

gain a position as the representative of acculturated Jews, as happened in Germany and 

57. Vivian David Lipman, History of the Jews in 8ritain since 1858, 22. 

58. James Picciotto, Sketches of Anglo-Jewry, ed. Israel Finestein (London: Soncino Press, 1956), 319. 
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the United States. The English members of the Reform synagogue were more 

conservative and moderate in their desire for changes and thus closer in ideology and 

practice to the Orthodox denomination at the time.59 Although the personal observance of 

many members of Orthodox synagogues did not differ radically from that of their Reform 

counterparts, the former chose to remain loyal to their synagogue and not join the more 

liberal Reform synagogue. However, the changes made by the Reform synagogue did 

influence Orthodox Jews. Most of the upper-class Jews, who were more progressive than 

their middle- and lower- class counterparts, concurred with many of the Reform 

movement' s critiques of their Orthodox rituals; and although they did not join the 

establishment of the Reform synagogue, were interested in anglicizing and modemizing 

the rituals in their own synagogues. 

In 1842, members of the Ashkenazic Great Synagogue drew up a memorial 

suggesting the elimination of monetary offerings and advocating a later hour for the 

start of services. The memorial promoted the necessity of regular sermons in English 

and demanded that prayers either be recited by the congregation in unison or sung by a 

choir.60 

In 1845, Rabbi Nathan Marcus Adler was appointed Chief Rabbi. The choice of 

a progressive Neo-Orthodox advocating decorous change within the framework of 

Jewish law for this leadership position presented an opportunity that such reforms might 

59. Singer claims that there was a general neo-karaite tendency among progressive Jews in London at 
the time. This inclination meant that many progressive Jews rejected rabbinic authority while accepting the 
authority of what they perceived to be laws emanating from the bible. See Steven Singer, "Orthodox 
Judaism in Early Victorian London 1840-1858" (Ph.D. diss., Yeshiva University, 1981),306-307. 

60. Singer, "Orthodox Judaism in Early Victorian London 1840-1858," 135. 
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be accepted within the Orthodox synagogue.61 In an attempt to imbue a sense of 

decorum in Orthodox congregations and prevent his respectable congregants from 

relocating to the reform communities, Chief Rabbi Adler published his view on how a 

proper synagogue service should be led. The Chief Rabbi's Laws and Regulations, 

published in 1847, attempted to create a more "solemn" atmosphere for praying, like 

that of the newly-established Reform Synagogue. In it he agreed to the majority of the 

demands presented by the progressive members of the Great Synagogue.62 Children 

under the age of four were not admitted to services, and it was explicitly forbidden to 

move around during service, talk, and leave early. A limitation was placed on the 

number of monetary offerings recited. Responding loudly to the cantor was forbidden, 

and prayers were to be recited by the congregants together with a choir.63 

The opposition to these reforms, voiced primarily by lower- and middle-c1ass 

Jews, was presented as an attempt to adhere to Jewish law, but was often termed as such 

out of ignorance-since most of the changes made did not transgress Jewish law.64
. In 

1870, the "United Synagogue" in London was established. The United Synagogue, 

61. Rabbi Dr. Nathan Marcus Adler, Chief Rabbi between 1845 and 1890, was followed by his son, Dr. 
Herman Adler, who served as Chief Rabbi between 1890 and 1912. 

62. Feldman, Englishmen and Jews, 6. 

63. Singer, "Orthodox Judaism in Early Victorian London 1840-1858," 148-163. With the reform of 
traditional rituals in English synagogues, the lower- and middle-class Jews were those opposing the 
suggested changes. Singer daims that the immigrant background of the members of this social group 
affected their opposition. As foreigners in a strange environment, they adhered to every detail of the prayer 
service as they knew it; "[t]he synagogue provided them with an anchor of emotional stability in an 
otherwise strange and often incomprehensible world." See Singer, "Orthodox Judaism in Early Victorian 
London 1840-1858," 140. 

64. However, eventually sorne of the reforms did go against Jewish law, among them the late hour in 
which morning prayers were to start. "The most radical innovation he [Chief Rabbi Nathan Adler] 
sanctioned was the division of the Shabbat and festival morning service to accommodate West End Jews 
who did not want to attend services that customarily began at 8:00 or 8:30 in the morning. Yielding to 
pressure from communal oligarchs, he ruled that the early service (Shacharit) might be held t'rom 8:30 to 
9:30 and then a second service (Kriyyat ha-torah and Mussaj) might follow, after a break from Il :00 until 
1:00." Endelman, The Jews of Britain, 118. 
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conceived by Chief Rabbi Nathan Adler, began as a financial union of the five large 

synagogues in London and eventually sought to group the Ashkenazic Orthodox 

synagogues in the London area under one organization, headed by the Chief Rabbi.65 

In the 1890s, Herman Adler, the son of Nathan Marcus Adler, succeeded his 

father as Chief Rabbi and endorsed an even larger range of changes.66 He had studied 

with Rabbi Rapport in Prague in the 1860s, where synagogue reforms were already taking 

place. From the very beginning of Herman Adler' s appointment, requests from Ministers 

for changes in the liturgy were made under his auspices. Members of the latter's 

synagogues who were moving up the social scale wanted grander synagogues with more 

decorum in the services. To pre vent them from leaving the Orthodox synagogues the 

Chief Rabbi chose to accommodate sorne of their requests.67 

Chief Rabbi Herman Adler attempted to introduce select external changes that 

would encourage more progressive members to remain Orthodox while violating as few 

Jewish laws as possible. As part of these changes, a mixed choir of both men and women 

65. Aubrey Newman, The United Synagogue 1870-1970 (London: Routledge and Kegan Paul, 1976),9; 
Steven Singer, "Orthodox Judaism in Early Victorian London 1840-1858," 130. The idea was to try to 
provide for the needs of members who moved into areas distant from their synagogues without competing 
for each member's monetary contribution. It is important to remember that each synagogue member had to 
paya membership fee that financially supported the synagogue. The solution was to pool the financial 
resources by uniting the congregations in a way that when members moved to other neighborhoods and 
started new synagogues, the older communities could help the newer communities. The Act of Parliament, 
constituted in 1870, stated that ail religious observances of the Ashkenazic synagogues in the United 
Synagogue were under the supervision of the Chief Rabbi. See Vivian David Lipman, History of the Jews 
in Britain, 25-26. The five Synagogues included in the original United Synagogue were: The Great 
Synagogue, The Hambro, The New, and their branch synagogues, the Central and the Great Portland Rd. 

66. For the following paragraph 1 am grateful to Mf. Graham Morris, who is currently writing a doctoral 
dissertation on Chief Rabbi Herman Adler. 

67. It could be argued that by being flexible and receptive to changes in the synagogue, Adler succeeded 
in preventing sorne of the members of the community from breaking off and joining the Reform 
affiliation-as there was only one Reform synagogue in England until the 1930s and no Conservative 
movement. In contrast, in the United States, the rigidity of the Orthodox community indirectly encouraged 
the creation of Reform and Conservative affiliations. Today, the vast majority of affiliated Jews in England 
belong to the Ortho do x communities, whereas the majority of affiliated Jews in the United States belong to 
Reform and Conservative synagogues. 
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was introduced into the synagogue, although Adler never allowed the organ to be played 

on the Shabbat.68 He required Anglican clergymen' s garb of his Jewish religious leaders, 

who were called "ministers," as part of his leniency in issues not directly prohibited by 

Jewish law. 

Chief Rabbi Adler encouraged and financially supported the creation of a 

hymnbook for the congregants of the United Synagogue synagogues that instituted a 

tradition for singing prayers akin to the Protestant hymnbooks of the time. Francis Lyon 

Cohen was elected by the United Synagogue Council to edit The Handbook of Synagogue 

Music for Congregational Singing in 1889, intended as the official United Synagogue 

Handbook. 69 

Conclusion 

Loyalty to tradition remained sound among upper-class Jews in England to a 

greater extent than in similar communities during the nineteenth century on the European 

continent. The majority of wealthy English Jews who saw themselves as progressives did 

not break completely from Jewish Orthodoxy, nor did they join or found Reform 

communities, as did their counterparts in Germany and the United States. English Jews 

were able to express their modemist views within the realm of Orthodoxy. At the same 

time, Orthodoxy underwent a relatively moderate metamorphosis to accommodate the 

68. Other changes inc\uded the omission of Birkat Cohanim (the priestly blessing) and no grand festive 
service on the second day of festivals. In response to some of the questions posed to the Chief Rabbi, he 
permitted the repetition of the Mussafservice on Shabbat to be omitted on the grounds that Sephardim also 
customarily omitted it. 

69. Francis L. Cohen and B.L. Moseley, eds., Shirei Kenesset Yisroel: Handbook of Synagogue Music 
for Congregational Singing (London: Spottiswoode and Co., 1889). See also Francis L. Cohen and David 
M. Davis, eds., The Voice of Prayer and Praise: A Handbookfor Congregation al Singing (London: 
Greenberg and Co., 1899). 
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anglicized Jews' way of life. These changes, which eventually became the prevalent 

custom in England, incorporated ancient Jewish tradition employing the newly acquired, 

publicly accepted norms of the time. Time was to be respected in England, as were the 

prayer and cantor. Children were not to disrupt prayers and clergymen donned the garb 

distincti ve of clergymen. 

Non-Jewish social views and beliefs were fundamental to the creation of these 

new reforms and greatly influenced the social standing to which these Jews aspired. 

Because of the unique social and historical elements leading to the reforms in synagogue 

ritual in England, distinctive musical customs were created, which will be further 

discussed in the coming chapters. 
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Chapter 11- .Jewish Liturgical Music in Nineteenth-Century London 

The introduction of choirs into Jewish LiturgiO 

The first documented use of polyphonic music in the synagogue can be traced to 

ltaly. The ltalian- Jewish composer Salamone di Rossi of Mantua (c. 1565- after 1628), 

published his compositions of polyphonic synagogue music Hashirim Asher LiShlomo 

(The Songs of Solomon) in early ltalian Baroque style in 1622.71 These elaborate 

compositions, however, were never popularly accepted contemporaneously by the Jewish 

community. Two hundred years later, the choral music of Viennese cantor Solomon 

Sulzer, was adopted regularly in the synagogue service. While Sulzer operated in the 

moderate Reform temple of Vienna, his influence eventually spread to the Orthodox 

synagogues. Idelsohn argues, "From 1835 till 1876 practically every modem Synagogue 

in Central Europe as weIl as in Eastern Europe reorganized its music according to 

S ulzer' s servi ce. " 72 

Reforms to the Ashkenazic Synagogues in London 

ln 1841, this change found its way into the musical aspect of the liturgy of the 

Ashkenazic Great Synagogue of London. Previously a reader was accompanied by a 

70. The Ashkenazic !iturgy can be roughly divided into Nussach and melodies. Nussach connotes 
ancient traditional modes in chanting style which vary according to the occasion. The Nussach tends to be 
the more permanent part of the !iturgy, changing very !ittle and very slowly over the generations. Melodies 
are open to constant replacement and renewal. My thesis focuses on the melodies, which are usually 
composed or adopted by cantors. Open to constant replacement and renewal, they have more mobility and 
flexibility. For a good definition of Nussach, see Judit Frigyesi, "Preliminary Thoughts Toward the Study of 
Music Without Clear Beat; The Example of 'Flowing Rhythm' in Jewish Nusah," Asian Music 24, (1993): 
126-146. 

71. Salomone di Rossi, HaShirim Asher LiShlomo, Venice, NP, 1622. 

72. Abraham Z. Idelsohn, Jewish Music; fts Historical Development (New York: Henry Holt and Co., 
1929),257. 
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Bassista, (a bass singer) and a Zingerel, (a child with a treble voice). The Bass and chi Id 

would customarily accompany the reader in Baroque style: sixths and thirds. In 1841, as 

part of the reforms to the service of prayers, a boy' s choir singing four-part harmony in 

Western European style replaced the Bassista and Zingerel. 

The first Ashkenazic choir to sing in an English synagogue in 1841 represented 

part of the trend that spread across Europe. The use of a choir in the Great Synagogue 

around the same period as the establishment of the Reform synagogue is not coincidental. 

1 believe that Chief Rabbi Nathan Marcus Adler' s efforts to keep liberal minded Jews in 

the Orthodox synagogue and prevent them from joining the Reform synagogue 

contributed to the creation of the choir, at least initially.73 

Israel Lazarus (Julius) Mombach, a German immigrant who began his musical 

career as boy Zingerel in the Great Synagogue, eventually became choirmaster of the 

Great Synagogue, and held that position from 1841 to 1880. He was renowned as a 

composer of choral synagogue music. Within a few years, the Great Synagogue's 

introduction of a choir was paralleled by other synagogues. Thus, choral arrangements 

became very popular. In fact, Mombach' s choral arrangements, together with the choral 

music of Solomon Sulzer, Samuel Naumbourg and Louis Lewandowski, blossomed and 

developed into a staple of choral synagogue music in the Commonwealth?4 By the end of 

the nineteenth century, the choral trend had spread and most large London synagogues 

73. The Spanish and Portuguese Synagogue also decided to establish a permanent choir in 1838, when 
members of their community contemplated leaving the community and starting a Reform Synagogue as a 
response to the lack of reforms. Establishing the choir was indirectly motivated by an interest that sorne 
liberal members of the synagogue took in the choral services used in the Reform synagogue at the time (see 
quote by Seroussi on page 38). 

74. Alexander Knapp, "The Influence of German Music on United Kingdom Synagogue Practice," 
Jewish Historical Studies 35 (1996-1998): 180. 

34 



had choirs. However there were those who thought that the incorporation of choral music 

into services transformed the community into an audience and prayer into a performance. 

S. Singer, the minister of the New West End Synagogue, said (in a sermon in 
1884) that decorum had gone too far for "the reader and the choir ... divide 
between them the whole service, the congregation remaining for the most part 
passive, listening to the proceedings .. .In the days before choirs had become a 
recognizable auxiliary of the synagogue service the whole congregation joined 
audibly in the appropriate responses." 75 

Singer described the phenomenon of an audible decrease in congregation al responses in 

the service, which was directly related to the introduction of the choir into the synagogue. 

Since choirs had been included in synagogue prayers in the 1840s, increasing passivity 

became commonplace, and during the I870s and I880s a strong desire to retum the 

service back to the congregation surfaced. 

Editorials in the Jewish Chronicle criticized this lack of participation, but the 
writers did not propose a retum to the traditional audible responses. They argued 
instead for "congregational singing." The Chronicle deplored, in 1872, the 
displays of the "science of harmony" and it suggested that the synagogues adopt 
"easily leamt melodies ... such as [the] beautiful hymns of the Church of 
England."76 

This observation is of interest since it appears that the Anglican Church was going 

through similar reforms in an attempt to simplify the music it used in services. 

By the early nineteenth century there was a tendency, deplored by sorne writers, 
to chant the canticles and to replace anthems with simple hymn tunes or 
adaptations of popular melodies. Excerpts from Handel' s oratorios and from 
Haydn's and Mozart's masses (adapted to English texts) were also frequently 
used as anthem substitutes after 1800.77 

75. Steven Sharot, "Religious Change in Native Orthodoxy in London 1870-1914: The Synagogue 
Service," The Jewish Journal of Sociology 15, no. 1(1973): 70. 

76. Ibid. 

77. The New Grave Dictionary of Music and Musicians, 2d ed., s. v. "Anglican and Episcopalian Church 
Music." 
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By the ISSOs, most synagogues in London had their own choirs and choirmasters. 

Most if not aIl central European Jewish immigrants settling in England at that time were 

accustomed to choirs being an integral part of the synagogue. 

Sephardic Music in the Nineteenth Century 

The same social and religious processes fueling musical reforms in Ashkenazic 

synagogues in London brought about musical changes to the Sephardic synagogue service. 

Because the first Sephardic Jews in England came from Rolland, it is not 

surprising that traditions in the Spanish and Portuguese community in London stemmed 

from the Spanish and Portuguese community of Amsterdam.78 These traditions included 

the structure of communal institutions, the Ascamot, the rules of the congregation, and 

even the architecture. The edifice of the Sephardic Synagogue of Bevis Marks in London 

was modeled on the Spanish and Portuguese synagogue in Amsterdam; when the former 

was inaugurated in 1701, the Dutch community donated a replica of their own candelabra 

to adom the synagogue.79 The Spanish and Portuguese synagogue in London often 

brought in cantors from Rolland, including David Aharon de Sola, author of The Ancient 

78. It is important to note that the Amsterdam repertory was originally based on the North African and 
Ottoman Sephardic traditions, since the first cantors brought to Amsterdam were from Salonika and Fez, 
Morocco. See The Grave Dictionary of Music and Musicians, 2d ed., s.v. "Jewish Music, III, 4: Liturgical 
traditions of the Sephardi: Iberian roots." As a result, the North African influence existed in the London 
Spanish and Portuguese community as weil. 

79. Appendix C, Illustration 2 shows the original brass candelabra in the Spanish and Portuguese 
Synagogue in Amsterdam while Illustration 1 shows the candelabra donated to the Spanish and Portuguese 
Synagogue in London in 170l. Illustrations 3 and 5 show Ashkenazi synagogues exhibiting candelabras of 
the same style. The adoption of Sephardic style candelabras in Ashkenazic synagogues may be a further 
attempt to model the Spanish and Portuguese light fittings as weil as their seating plans (mentioned in 
footnote 96). 
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Melodies. 80 Musical traditions from Rolland were employed in the London synagogue 

and many of the same melodies are still sung today by both congregations (with local 

variations). According to Seroussi, 

No other Western Sephardic community owes more of its tradition of liturgical 
music to Amsterdam than the Spanish-Portuguese community in London. The 
long tenure in London of cantor David Aharon De Sola, the "learned chazzan," 
between 1818 and 1860 was a decisive factor in consolidating this tradition ... 81 

During the seventeenth and eighteenth centuries, the liturgy of the Spanish and 

Portuguese synagogue in London was sung to the monophonie traditional melodies, in 

contra st to the new choral compositions utilized by the Amsterdam Sep hardie community 

at that time. 82 In the nineteenth century, the decline in religious behavior and synagogue 

attendance as weil as pressure from the more progressi ve members of the synagogue, led 

Hacham Raphael Mildola to introduce a choir to the Spanish and Portuguese synagogue 

for a special occasion in 1824. Members of the community committee in 1838 decided to 

establish a permanent choir as: 

the introduction of a choir in the Performance of Divine Worship in Synagogue 
has tended ... to the promotion of order and solemnity and it is therefore expedient 
that steps be taken to establish it upon a permanent and solid foundation. 83 

80. Seroussi, "The Ancient Melodies,", 104-5. Other musical sources of influence include the North 
African tradition, Gibraltar (which influenced Dutch Spanish and Portuguese synagogue music), and the 
Livorno Sephardic-Italian tradition, from which two of the great scholars serving as Hacham in the 
Sephardic community - Raphael Mildola and Binyamin Artom - originated. 

81. Edwin Seroussi, "New Perspectives on the Music of the Spanish and Portuguese Synagogues in 
North-West Europe," Studia Rosenthalia 35, no. 2 (2001): 309. 

82. Seroussi, "The Ancient Melodies," 106. 

83. The Sephardic commiUee's decision to found a permanent choir is quoted in Albert Montefiore 
Hyamson, The Sephardim of England, 276. Another change implemented during that time was sermonizing 
in English rather than Portuguese. See Ibid., 272. It is important to note that establishing a permanent 
Sephardic choir preceded Ashkenazic practice. 
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After 1839, the choir sang regularly in the Spanish and Portuguese synagogue. Its purpose 

was to replace congregation participation in the prayers and lend the service an air of 

decorum. In Hyamson's volume, The Sephardim of England, he guotes a reguest by the 

synagogue leadership that members refrain from singing loudly so that "the service 

generally may be conducted with greater order and the chanting of the choir be free from 

interruption.,,84 Seroussi comments, "In London, as weIl as in Amsterdam, sorne 

Portuguese Jews had been attracted by the Choral services of the liberal synagogues. 

Introducing choirs was one way to haIt this trend away from the Portuguese 

community.,,85 However, introducing the choir did not prevent many members of the 

synagogue from moving to the Reform synagogue, established in 1842.86 The Spanish 

and Portuguese choir was neglected and lacked a skilled musical director. As such, it 

failed to fulfill the general expectation of lending an air of majestic reverence to the 

prayers. 87 The most effective reorganization of the choir was achieved only in 1880 by 

conductor Elias Yashurun, who standardized the choir structure, repertoire and function 

in the prayers. 88 

It is difficult to determine how the sonority and performance of the musical 

liturgical traditions differed between Sephardim and Ashkenazim. In an essay introducing 

his compilation The Ancient Melodies of the Spanish and Portuguese Jews, de Sola 

guotes Moritz Steinschneider's criticism of German and Polish cantors' renditions of 

84. Hyamson, The Sephardim of England, 288. 

85. Seroussi, "New Perspectives," 308. 

86. For more on the creation of the Reform synagogue, see Chapter l, pp. 25-28. 

87. Seroussi, "The Ancient Melodies,", 108. 

88. Ibid. 
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Ashkenazic melodies in England during the late 1840s. "The se singers are so wanting in 

attention to the original simplicity of the music that their ornamentation far surpasses the 

bravura of Italian opera singers ... the recitation of the Sephardim, kept closer to its 

original simplicity ... underwent fewer changes, owing to the nature of their public 

service being more rigid and unchanging."S9 De Sola disagreed with Steinschneider, 

claiming that works by Sulzer, Naumbourg, and others greatly improved the synagogue 

music of the "German congregations.,,90 

Ashkenazic and Sephardic musical practice in the Nineteenth-century English Synagogue 

Ashkenazic and Sephardic choirs utilized different musical material, different 

harmonic styles and each functioned differently in their respective services. Sephardic 

and Ashkenazic melodies had originated in different time periods and geographical 

reglOns. 

Western European Ashkenazic melodies were usually diatonic and based on 

standard Western European harmonic progressions, while Eastern European Ashkenazic 

melodies were based on Eastern European synagogue modes (such as the Ukrainian 

Dorian) that sounded more "oriental." Sephardic melodies, on the other hand, were based 

on the major, minor and Dorian modes. 

The melodies were probably the greatest differentiating factor between Sephardic 

and Ashkenazic choirs. It is difficult to characterize uniform features of Ashkenazic or 

Sephardic melodies. Ashkenazic melodies traditionally featured a wider melodic range 

89. Aguilar and de Sola, The Ancient Melodies, 15. 

90. Ibid. 
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and were less repetitive than their Sephardic counterparts. The two traditions appear to 

have been separate with relatively few, if any, common melodies prior to the introduction 

of Sephardic melodies through the Handbook. 91 

From the mid-nineteenth century, both Ashkenazic and Sephardic choirs in 

England sang four-part harmonies based primarily on the Western diatonic system. The 

Ashkenazic pieces usually originated as harmonized pieces, due to an ever-increasing 

repertoire of specially-composed choral music in the nineteenth century by both English 

and foreign composers, whereas the Sephardic pieces were mostly traditional melodies 

sung by the congregation and later harmonized for choir accompaniment.92 Ashkenazic 

choral music of the time used complex German style of harmonization, in which each 

voice had an independent part in quasi- contrapuntal style and the harmony featured more 

modulations whereas the Sephardic style of harmonization was more homophonic and 

simple, employing note-by-note harmonization in quasi- keyboard style. 

Another difference between Ashkenazic and Sephardic choirs is the amount of 

prayer in which the choir participated. The Ashkenazic choir began to accompany the 

Shabbat service at a much later time in the service than did the Sephardic choir. 

Ashkenazic choirs began to sing only after the completion of Shacharit, the morning 

service, for the prayer at the removal of the Torah scrolls from the ark, with the words 

91. In 1902, Francis Lyon Cohen discussed in the Jewish Encyclopedia the adoption of Sephardic 
melodies (following their appearance in the Handbook thirteen years earlier) into Ashkenazic and Reform 
practice. Moreover, it is known that a few Ashkenazic melodies were adopted by Sephardim, such as Maoz 
Zur, although the date and circumstances of these adoptions is unclear. Ashkenazim may have been familiar 
with the Sephardic melody for Lecha Dodi since Isaac Nathan included this Sephardic melody in his 
collaboration with Lord B yron in the 1820s. For an elaboration on these themes, see Chapter III. 

92. The tem "traditional" here denotes the use of these melodies in the community even before a choir 
was introduced into the prayer service. The actual origin of the Sephardic melodies is discussed in Chapter 
III and IV. 
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"Ein Kamocha." In other words, a third of the service would take place without the 

choir' s participation. The Sephardic choir, on the other hand, started at the beginning of 

the Shabbat prayers (as soon as aU choir members arrived) which are the Zemiroth, 

according to the Sephardic tradition.93 

The Ashkenazic choir performed the prayers as performance pieces that awakened 

reverence in and inspired the congregation, which rarely joined in the music making. The 

Sephardic choir's function was to accompany congregational singing; therefore, their 

music remained relatively hymn-like and homophonie. Rabbi David de Sola Pool of the 

Spanish and Portuguese Synagogue in New York explains: 

The Hazzan and choir guide the congregation al singing ... but essentially the 
service of worship rernains with the congregation. lndeed in sorne of the rnost 
familiar and best loved hymns, the choir is expected to follow and not to lead the 

. 94 
congregatIon. 

The harmonie style influenced the level of congregational singing greatly; simpler 

harmonie progressions were easier for non-musicians to sing. Therefore, it can be argued 

that Sephardic harmonies remained simple because of its function in the community, 

since they were especially suited to communal participation. 

93. Daniel Halfon, interview by author, digital audio recording, Jerusalem, Israel, 2 December 2003. 

94. David de Sola Pool and Tamar de Sola Pool, An Old Faith in the New World: A portrait of the 
Shearith Israel 1654 -1954 (New York: Columbia University Press, 1955), 157. Quoted in Mark Slobin, 
Chosen Voices; The Story of the American Cantorate (Chicago: University of Illinois Press, 1989),206. 
[My italics] 
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Sephardic Presence in Ashkenazic liturgy 

As mentioned, the myth of Sephardic superiority was such that the small but rich 

and powerful Sephardic community considered itself the Jewish nobility.95 This myth 

influenced Ashkenazic Jews' and non-Jewish peoples' views of Sephardim at that time to 

the extent that many Ashkenazic immigrants even claimed Sephardic origins. Strikingly, 

Ashkenazic Jews did adopt Sephardic names and synagogue seating, beginning in the 

1770s with the building of the Great Synagogue of London.96 One of the reasons the 

Reform synagogue was attracted to the Sephardic traditions is the preconception that they 

were more ancient and closer to the original Hebrew traditions.97 The adoption of 

Sephardic pronunciation and musical compositions by the Reform synagogue appears to 

have influenced the Orthodox adoption of these melodies, as will be studied further. 

Conclusion 

ln the nineteenth century, choral music was introduced into English synagogues 

from synagogues in continental Europe. Indeed, the desire to create a more decorous and 

respectable service resulted in the introduction of choirs into the synagogue. The mostly 

Western European Ashkenazim were influenced by the Judeo-German choral tradition, 

95. Todd M. Endelman, "Disraeli and the My th of Sephardi Superiority," Jewish Histary 10, no. 2 (FaU 
1996): 21-36. For a detailed explanation on the myth of Sephardic superiority, see Chapter l, pp. 13-14. 

96. Yosef Kaplan, An Alternative path ta Madernity. The Sephardic seating is generaUy facing the center 
of the synagogue while the Ashkenazic seating worldwide is facing the front. However, in most Ashkenazic 
synagogues in England, nearly aH of the congregants face the center in what seems ta be a clear Sephardic 
influence. 1 believe that Ashkenazim chose to model their own synagogues' seating plans off their 
Sephardic coreligionists, especially in light of the fact that Bevis Marks was the large impressive synagogue 
in their area at that time. Appendix C, Illustration 1 shows the original seating in the Sephardic synagogue 
of Bevis Marks (facing the center) and Illustrations 3, 4 and 5 show seating plans of Ashkenazic 
synagogues showing the congregants facing the center. 

97. See guote by Edwin Seroussi in footnote 7 on the Reform's belief in the origin of Sep hardie 
pronunciation. 
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created as a consequence of the Reform movement. The Sephardic Jews, on the other 

hand, were influenced by the Spanish and Portuguese synagogue in Amsterdam that had 

established its own choir. 

However, by the 1880s, sorne believed that the changes made in the Ashkenazic 

synagogues had been too radical and that it was necessary to again encourage 

participation from the congregation. Sephardic musical practice involved congregants 

directly in their synagogues' musical practice and thus served as a model of synagogue 

services for the Ashkenazic leadership. 

One could claim that Cohen and Davis's inclusion of several Sephardic choral 

pieces in their choral anthology for the Ashkenazic Orthodox United Synagogue The 

Handbook of Synagogue Music came, in fact, as no surprise. 
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Chapter III - Francis Lyon Cohen and the Background of the Creation of the 

Handbook of Synagogue Music 

The Handbook of Synagogue Music: Basic Functions 

In 1887 a meeting of the Choir Committee of the Council of the United 

Synagogue, including aIl choirmasters and Chazzanim (cantors) of the London 

communities under the Chief Rabbi was convened. The purpose of the meeting, in which 

every participant was asked to suggest suitable compositions, was an attempt to improve 

choral synagogue service by initiating a collection of harmonized liturgical melodies 

which would be the choral hymnal of the United Synagogue. Its results were the eventual 

publication of Shirei Kenesset Yisroel: A Handbook of Synagogue Music for 

Congregational Singing in 1889, jointly edited by Francis Lyon Cohen and B.L. 

Mosely.98 In 1898 the Handbook was already out of print and ripe for revision. It was re-

issued as The Voice of Prayer and Praise: A Handbook of Synagogue Music for 

Congregational Singing (referred in this thesis as the Handbook). This second edition, 

published in 1899, was edited by Cohen together with a new collaborator, the composer 

and choirmaster David Montague Davis. The broader repertory of music included in the 

second Handbook and its immense popularity (apparent from its six editions and 

familiarity to aIl Ashkenazic cantors in London today) have made it more suitable to be 

the subject of this thesis than its predecessor. 

98. The first edition of the Handbook was published as: Francis L. Cohen and B.L. Moseley, eds, Shirei 
Kenesset Yisroel: A Handbook of Synagogue Music for Congregational Singing (London: Spottiswoode and 
Co., 1889). It went though further alterations nine years later and was recompiled as: Francis L. Cohen and 
David M. Davis, eds., The Voice of Prayer and Praise: A Handbook of Synagogue Music for 
Congregational singing (London: Greenberg and Co., 1899). 
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Cohen and Davis remarked on the circumstances leading up to the 1899 edition: 

The Choir Committee of the Council of the United Synagogue of London ... came 
to the conclusion that one of the first steps toward that improvement of the 
Service of Song which they had in view, lay in the more general instruction of 
choristers by note and not by ear. . .it was obviously necessary that. .. there should 
be av ail able one convenient and inexpensive volume from which aIl the melodies 
in ordinary use could be taught.99 

Throughout the I880s and I890s, most synagogue choirs comprised schoolboys who 

were musically semi-literate, resulting in an embarrassingly low musical and linguistic 

level of choral performance by western standards. Perhaps the most important goal of the 

Handbook, as stated above was to upgrade and enhance the performance of London's 

Orthodox synagogue choirs, particularly their difficulties in singing Hebrew and in 

reading music. 

the aim [of the Handbook] ... of eradicating that excessively faulty treatment of 
the Hebrew by which sorne choirs have been invidiously distinguished, and to 
follow the original intentions of the sacred poet rather than afford incongruous 
opportunities for facile vocalization. lOo 

In matters of text, choirs had previously mis-accentuated Hebrew wordS. 101 To 

remedy these eITors, the editors revised the text and its relation to the music, taking into 

consideration problems of Hebrew pronunciation. For example, they prevented musical 

accents from being placed on the wrong syllables and took into account English 

99. Cohen and Davis, eds., The Voice of Prayer and Praise: A Handbook of Synagogue Music for 
Congregational Singing, v. [Myemphasis]. 

100. Ibid., vi. 

101. Correct accentuation of Hebrew song texts is tricky. The music can position a mistaken accent on a 
portion of the text by placing the beat and upbeat in the wrong places. 
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pronunciation in their transliterations of Hebrew wordS. 102 In addition to the problem of 

pronunciation, sorne schoolboys and adults in the choirs could not read music, yet were 

expected to memorize parts of complex compositions. The Handbook offered two ways to 

resolve this predicament. First, soprano and alto parts (sung primarily by children) were 

notated in the tonie sol-fa, taught in many elementary schools, as well as in staff notation. 

Secondly, complex harmonies were rearranged and intricate melodies simplified so that 

choirboys who were not trained musicians would be able to sing the elaborate 

compositions of Sulzer and Naumbourg with relative ease. 

In discussing the significance of the Handbook in his article "Synagogal Music" in 

the Jewish Encyclopedia, Cohen mentions that the music included the entire Ashkenazic 

synagogue repertory: 

In 1899 the London Handbook, revised by Cohen and Davis, on improved tines, 
sought to cover with wide choiee the whole region of synagogal choral song in 
the "Voiee of Prayer and Praise," invariably associating congregational responses 
with the traditional intonation of the Chazzanut, and paying due regard to the 
tonie sol-fa notation taught in British elementary schools. 103 

The guote reveals that that the editors of the Handbook intended it as an anthology of the 

choral synagogue music at that time. According to Cohen, the incorporation of 

congregational responses into the cantor' s intonation was also important. 

Choirboys were not the only group targeted by the Handbook. According to the 

preface-in which Cohen and Davis explain their reasons for compiling this tome and 

their ideas for its usage-the editors saw the Handbook as an opportunity to educate the 

102. The German system of pronunciation of vowels was retained, but the English system of consonant 
pronunciation was used. For example, the key to transliteration given by editors of Iiturgical music in 
German-speaking countries such as Sulzer would have used the letter Z to represent the letter Zaddik 
(indicating the German "ts" sounding) while the Handbook used Z to represent the Hebrew letter Zayin, in 
accordance with the British pronunciation of Z. 

103. The Jewish Encyclopedia, s.v. "Synagogal Music." 
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masses. They were hoping to see it used by every member of the synagogue as a kind of 

Jewish hymnal, hence its title: a Handbook of Synagogue Music for Congregational 

Singing, which had also been the title of the previous edition of the Handbook. Cohen 

suggested that the entire congregation use the Handbook in conjunction with the prayer 

book. 

It will be found profitable for the congregants to use the volume in synagogue as 
a companion to the Siddur (Daily Prayer Book) ... the Music as weIl as the Text 
must necessarily be in the hands of every worshipper who would wish to take a 
seemly part in the singing. 104 

Cohen concludes his preface by saying-

But most may be done [by the synagogal boards to support the musical and spirituallevel 
of the singing] by encouraging the study of the contents of this volume in the Religion 
classes, and especially in the family circles amongst their congregations, so that when the 
voice of prayer and praise is uplifted in their synagogue, "young men and maidens also, 
old men and children together, shaIllaud the name of the ETERNAL.,,105 

Rabbi Geoffrey Shisler had already noted about the first edition of 1889: "It was 

intended that members of the congregation would have one each and use it to follow the 

singing during the course of the service. One wonders how many people there were, even 

in those days, who were able to sight-read a piece of music !,,106 

The attempt to create a hymnal had been even more of a priority in the 

Handbook's original publication in 1889, which apparently had great and ultimately 

unrealistic expectations of its function. The order of the 1889 Handbook was akin to that 

of the prayers, and even its actual proportions-approximately half the size of the next 

edition-made it c1ear that this was meant to be a hymnbook to be held in the hands 

104. Ibid., vii. [The emphasis is mine] 

105. Ibid., viii. [The emphasis is mine] 

106. Geoffrey Shisler, "Samuel Alman 1877-1947" http://www.chazzanut.com/articles/alman.html. 
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during service. These elements lead one to assume the Handbook's first edition attempted 

to offer a hymnbook to accompany the prayers. 107 Whereas the 1889 Handbook did not 

include an index of the musical pieces, the latter revised edition did. An index facilitated 

the identification of each piece outside its liturgical context and was especially useful in 

cases where there were a number of melodies for one text. 

Pre-existing Sources of English Jewish Melodies 

Melodies sung in Ashkenazic synagogues prior to the publication of the first 

edition of the Handbook were rarely documented. One of the very few documented 

sources of Jewish English melodies sung in the first half of the nineteenth century is A 

Selection of Hebrew Melodies Old and New, a collection of Hebrew melodies to which 

Byron's words were set. 108 This work included sorne of Nathan's own settings of 

Byron's poems. 

Although Byron claimed "to write words for a musical composer who is going to 

publish the real old undisputed Hebrew melodies which are beautiful and to which David 

and the prophets actually sang the 'songs of Zion,.,,109 the claim of the antiquity of these 

melodies was questionable. Apparently, only nine were taken from the synagogue and it 

107. The revised version of the Handbook (1899) included melodies which did not appear in the 1889 
edition. This absence may be because Francis Lyon Cohen had not yet come across them. In 1896, he used 
new Sephardic melodies in his publications and lectures. Thus, it is possible that he first encountered them 
in his research for these publications. l discuss this topic in greater length in a later section of this paper. 

108. Isaac Nathan and Lord Byron, A Selection of Hebrew Melodies, Ancient and Modem, eds. 
Frederick Burwick and Paul Douglass (Tuscaloosa: University of Alabama Press, 1988). See also Jeremy 
Hugh Baron, "Byron's Passovers and Nathan's melodies," Judaism, 51, no. 1 (Winter 2002): 19-29. 

109. Baron, "Byron's Passovers," 20. 
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is difficult to determine how many of those were "ancient." We can treat this collection as 

samples of Hebrew melodies sung by Ashkenazi congregations in the 1820s. 

One of the Hebrew melodies set to Byron's poems is Maoz Zur and the other is 

the Sephardic Lecha Dodi. Isaac Nathan (1790-1864) was an Ashkenazic Jew and it is 

surprising that in the 1820s-seventy years prior to the publication of the Handbook and 

thirty-five years before the publication of de Sola's compilation oftraditionai Sephardic 

melodies-he chose Lecho Dodi as one of the Hebrew melodies for this collection. It is 

possible that Nathan decided to include it after hearing the melody in a Spanish and 

Portuguese synagogue service. Nathan himself was assisted by John Braham (c. 1774-

1856) (born Abraham), a cantor who converted to Christianity and became a well-known 

tenor in London at the beginning of the nineteenth century. According to Hugh Baron, 

"[t]o publicize Nathan's edition John Braham helped with the music, co-authored the 

book, and was given haif the profitS.,,110 Aithough Braham's role seems insubstantial, he 

may have advised Nathan in his choice of melodies and as a cantor, may have 

encountered Sephardic melodies in Sephardic synagogues or upon meeting Sephardic 

Chazzanim. 111 

The Handbook's Prescriptive and Descriptive Role 

It is illuminating to examine the choice of musical material included in the 

Handbook and the guiding principles which steered editorial decisions as to what music 

110. Ibid., 19-29. 

Ill. Braham visited Florence and Venice in 1797. These cities had substantial Sephardic communities 
where he may have learned the melody Lecha Dodi sung by Spanish and Portuguese Jews in the European 
Diaspora. 
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ought to be included. Did the United Synagogue committee dictate the style of melodies 

and harmonies to be incorporated, or did the editors enjoy complete artistic liberty over 

the final choices? It is difficult to secure a clear picture of the decision-making process. 

How can we tell whether the Handbook reflected the tradition of melodies used in 

contemporary London or whether it dictated what its writers believed should be sung? 

What evidence can we apply to help us determine whether the Handbook was descriptive 

or prescriptive? 

Ethnomusicologists use the term "descriptive" for transcriptions describing a 

musical event; they use "prescriptive" for musical notation (such as a score) instructing 

how a piece should be played. The question remains whether the music included in the 

Handbook describes contemporary existing musical practice or attempted to recommend 

the use of yet-unknown melodies. 

Many of the melodies appearing in the Handbook were newly composed by 

mostly Jewish English contemporary composers while other compositions were adopted 

from extant sources which had not been in use up to then in English Ashkenazic 

synagogues. Both these types of compositions included in the compilation were 

unfamiliar to United Synagogue congregants and thus prescriptive in function. David M. 

Davis, choirmaster of the New West End Synagogue and co-editor of the Handbook with 

Francis L. Cohen, included some of his own compositions in the compilation. The same is 

true of Samuel Alman, choirmaster of the Great Synagogue, Bayswater and Hampstead 

synagogues, who upon editing the third edition of the Handbook (1933) included a large 
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portion of his own compositions in the appendix, as a means of introducing his music 

into London synagogues. 112 

Pieces by Beethoven and Mendelssohn were specially arranged by the authors of 

the 1899 Handbook for parts of the synagogue service by adding words from the 

appropriate prayers. These were considered "new" music as they had never been sung in 

the synagogue. In these cases their adoption by cantors and choirmasters was reinforced 

by the Chief Rabbi' s endorsement of the Handbook. 

The vast majority of melodies in the Handbook were already in use in London 

synagogues and were therefore descriptive in function. Examples included the choral 

compositions of Julius Mombach, the first choirmaster of the Great Synagogue from 1841, 

which were popular Anglo-Jewish hymns in the second half of the nineteenth century. 

Cohen and Davis obtained the rights to Mombach' s compositions and included them in 

the Handbook together with works by other English Jewish composers, such as M. Hast, 

H. Wasserzug, and David M. Davis. In addition, the Handbook inc1uded the compositions 

of Sulzer and Naumbourg, whose choral compositions were already in use in the mid-

nineteenth century, as evidenced by de Sola's introduction to The Ancient Melodies 

(1857).113 

Thus the Handbook comprised both melodies already in use as weIl as those 

introduced as tunes to be sung. For example, fifteen melodies in the Handbook are listed 

in the index as "traditional-Sephardic" meaning that they were already in use. How did 

these melodies, originally sung exclusively in the Spanish and Portuguese synagogue, 

112. Some of these compositions may have already been in use wh en he was serving as the choirmaster 
of the Great Synagogue. 

113. Aguilar and de Sola" The Ancient Melodies, 15, n. 14. 
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come to be inc1uded in the Ashkenazic Handbook? What did the editors consider in 

choosing the latter? Reasons seem to range from the musical features of the pieces to the 

personalities involved in producing the Handbook. In terms of the music the Chief Rabbi 

and United Synagogue organization wanted to endorse the singing of choral music by 

congregations. The Chief Rabbi encouraged choirmasters to use simpler melodies to 

encourage congregational participation: 

l entreat the worshippers not to imagine that Divine Service can be performed 
vicariously for them but to offer up the prayers with concentrated attention and 
fervor, and to join with heartiness in the responses, psalms and hymns. In order to 
enable the congregants to do this, l would ask the choirmasters to use the simplest 
harmonies and to eschew aIl melodies of an omate and florid character. 114 

Harmonie and melodic simplicity appear to have been decisive factors in the choice of 

extant melodies not previously sung. Since the Sephardic melodies were often simple 

melodically and harmonically, this criterion might afford us sorne insight into why 

Sephardic melodies were incorporated into the Handbook. This idea will be further 

examined in chapter IV. The personalities involved in the Handbook were another 

important factor in the choice of music inc1uded. l contend that Francis Lyon Cohen was 

instrumental in incorporating Sephardic melodies into the Handbook and that his editorial 

decisions triggered the adoption of Sephardic melodies in Ashkenazic Synagogues 

throughout London, a tradition that continues today.1l5 

114. Herman Adler, The Ritual: The Reply of the Chief Rabbi (London: Wertheimer, Lea and Co., 
1890).[ My italics] 

115. Since Francis Lyon Cohen served as editor of the previous edition of the Handbook and more is 
known about his choices due ta his academic activity in the field of Jewish music, 1 chose ta focus on him 
rather than on David Montague Davis. However, Davis must have played a considerable raie in arranging 
the pieces, considering the magnitude of musical material that was arranged and harmonized. 
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Francis Lyon Cohen (1862-1934) was both a rabbi and musicologist, educated at 

the University College London and at Jews' College, London. Cohen taught at Oxford 

University after which he became a minister in the Synagogues of South Hackney, 

London (1883-85), Dublin (1885-86) and Borough New Synagogue, London (1886-

1904). In 1905, he became Rabbi of the Great Synagogue of Sydney until his death in 

1934; the position was the Australian parallel of the Chief Rabbi in England, albeit with 

less organized authority.1l6 Knapp writes: 

As a musicologist he is perhaps best known for his work as the music editor (and 
author of most of the entries on Jewish music) for the Jewish Encyclopedia (New 
York 1901-5). He wrote numerous books, articles and pamphlets on Jewish music 
in general and on synagogue music and Gregorian Chant in particular, was 
sometimes editor to the Choir Committee of the United Synagogue and taught a 
cantorial class at J ews' College. 117 

Francis Lyon Cohen was commissioned by the Choir committee of the Council of 

the United Synagogue to arrange and edit the choral hymnal of the United Synagogue 

together with D.M. Davis in 1899. 

Cohen apparently had special interest in Sephardic melodies, which he originally 

heard in the Spanish and Portuguese synagogues in London. llS In addition, he took every 

opportunity to include Sephardic melodies in his activities as a musicologist and expert 

on Jewish music. He introduced them to the general Jewish public as well as to musicians 

and musicologists. Examples abound in his prose publications and the melodies he 

included in the Jewish Encyclopedia (1901-1905). 

116. Encyclopedia Judaica, s.v. "Cohen, Francis Lyon." 

117. Alexander Knapp, "The Influence of German Music on United Kingdom synagogue practice,", 182. 
Cohen's various publications are elaborated upon discussion later in this chapter. 

118. By 1899, two active Spanish and Portuguese Synagogues were fa und in London. One was the Bevis 
Marks synagogue, inaugurated in 1701 and situated in the City of London; it is the oldest synagogue in 
England. The second, named Lauderdale Rd. and inaugurated in 1895-6, was a branch of the former, 
situated in Maida Vale, an are a in which more Jews were living at the time. 
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At a time when Ashkenazic rabbis were encouraging congregational singing, the 

Sephardic model of community participation in the prayers was especiaUy attractive. 

Cohen advocated congregational participation, a practice borrowed from Sephardic 

custom. His musicological training is evident in his inclusion of Sephardic melodies, 

which he felt were historically significant in the development of synagogue music. 119 

By examining sorne of Francis L. Cohen's choices of material and writings on 

musical topics, we may ascertain his views and preferences for Jewish music and 

understand his choices as editor of the Handbook. Cohen' s writing reflects his 

appreciation of Sephardic melodies' unique qualities. He admires their antiquity, their 

preservation over generations, and their performance practice with aU the community 

joining in. The sources that 1 have chosen to examine are sorne of his entries in the Jewish 

Encyclopedia ("Adonoi Melech", "Ashira", "Selihah", "Hamabdil"), a five-part lecture he 

gave on Jewish music (The Rise and Development of Synagogue Music) and two 

collections of music he compiled and edited (Lyra Anglo- Judaica and Zemiroth Israel). 

Sephardic Melodies in the Jewish Encyclopedia 

We begin with Francis Lyon Cohen's contributions to the Jewish Encyclopedia 

between 1901 and 1905. These entries willlikely illuminate sorne of the aforementioned 

agendas. In composing the concise bibliography of each Sephardic entry, Cohen 

mentioned the number of the melody in de Sola and Aguilar' s Ancient Melodies and its 

number in his own compilations, if relevant, such as Zemiroth Yisrael, or the Handbook. 

119. The historical significance Cohen attributes to the Sephardic melodies is evident from a quote in his 
lecture, "The Rise and Development of Synagogue Music," where he attributes historical importance to the 
Sephardic melody "Tov Lehodot"; "Sorne idea of the first synagogue music rnay be gained from the singing 
of two widely known psalm melodies ... the first of them is the oldest chant surviving for Psalrn xcii, sung 
upon the Shabbat day." 
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He was familiar with Libro dei Canti d'!sraele, Antichi Canti Litugici dei Rito degli Ebrei 

Spagnoli compiled by Federico Consolo (1841-1906). Consolo focused on the sacred 

songs of the Leghorn Jews, descendants of the Jews expelled from Spain. Cohen 

mentions his name and book in the bibliographies of the musical terms. 

An example of Cohen' s affection for Sephardic tunes is his description of the 

Sephardic form of the song Hamabdil in the Jewish Encyclopedia: "Of its many musical 

settings the finest is the following old Spanish melody.,,120 

Cohen' s belief that Sephardic melodies are eminently suitable for congregational 

singing is conveyed in his article "Adonoi Melech" in the Jewish Encyclopedia: 

In the Sephardic Liturgy ... the melodies are intended more for congregational 
singing than for the cantor' s elaboration ... The Sephardim have more traditional 
strains suited for rende ring by a congregational unison, and as a result these 
melodies have varied but little in local tradition. In the Ashkenazi liturgy, 
however, the cantor was from ancient times, not so much the leader of the 
congregational song as the practiced vocalist who musically interpreted the text to 
the listening congregation. 121 

This paragraph also implies that Cohen was familiar with the Sephardic liturgical 

practices, which 1 believe he came to know through visiting the Spanish and Portuguese 

services in London during that time. 

Another quote along this line appears in his article on "Selihah": 

The Sephardic recitation of Scriptal verses is calmer and more chant like than the 
Ashkenazi, if only because so much more falls on the congregants as compared 
to with the Precentor [chazzan] in the former. 122 

Keeping in mind Chief Rabbi Adler' s request to select music suited for aIl worshippers to 

join in, Cohen' s observation helps us understand why Sephardic melodies-appropriate 

120. Jewish Encyclopedia, s.v. "Hamabdil." 

121. Jewish Encyclopedia, s.v. "Adonoi Melech." [The emphasis is mine] 

122. Jewish Encyclopedia, s.v. "Selihah." [The emphasis is mine] 
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and habitually used for congregational singing-were so significant to him, eventually 

leading to their integration into the Handbook. 

In his articles in the Jewish Encyclopedia, Cohen exhibits an admiration for the 

special qualities of the Sephardic melodies. He is impressed by their antiquity and 

preservation, and by the communal singing, creating a musical simplicity absent from 

many Ashkenazic synagogue songs. 

Az Yashir in Cohen's Writing 

Cohen appeared to be interested in origins and antiquity, and hence his deep 

interest in the Sephardic melodies to which he often attributes ancient roots. 123 Cohen 

also seems to have been particularly fond of the melody for Shirat Hayam (Song of the 

Sea) beginning with the words "Az Yashir" or "Ashira". In his entry on "Ashira" in the 

Jewish Encyclopedia, Cohen provides three notated examples of melodies sung in the 

different Jewish communities; two are Sephardic. 124 He implies that the song should be 

123. The issue of the antiquity of oral musical traditions is complex. In this case, sources contradict 
Cohen's claims of a melody originating in the Temple era. De Sola (1857) and ldelsohn (1929) both place 
its date at a later period; ldelsohn claims that it originated during the seulement in Spain, while de Sola 
asserts in his introduction to The Ancient Melodies that it undoubtedly originated from the period prior to 
the Jewish seulement in Spain. In the case of oral traditions, it is difficult to ascertain precise dates of birth 
to melodies. There may be traditions as to when melodies were first introduced, and in that case, the 
information depends on which informant a researcher queries and believes. Cohen tended to aUribute more 
ancient dates of origin to the melodies, claims often disputed by other researchers. 

124. The first example Cohen cites in the entry of "Ashira" is his own transcription of a possible 
Ashkenazic rendition, since the melody remains fluid with no fixed notes. He writes that this special 
melodic mode was only used for the singing of certain verses that were to be emphasized (this is an 
important point, because when Ashkenazim eventually adopted the Sephardic melody, they used it only for 
emphasis on certain verses). The second version of the melody is a transcription by Consolo in his Libro dei 
Canti d' fsraele, which Cohen claims to be the freest amongst the Sephardic versions, and the third version 
cited is the melody in question which Cohen says he was taken from de Sola's Ancient Melodies. 
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sung by the congregation as a whole (" ... the rabbinical exhortation [is] that it should be 

chanted standing and with melody, and with gladness,,125 ). 

He has interesting theories as to how the same ancient formula developed in two 

different variants by the Ashkenazim and the Sephardim over the centuries. He argues 

that Ashkenazic custom gradually came to be the intonation of the chazzan only, while 

the Sephardim, who were more inclined in general to congregation al singing, chanted Az 

Yashir together, and over the years it developed into a more formaI, rhythmic melody (see 

p.67 -68 of this chapter for more on the common origins of Ashkenazic and Sephardic 

melodies). It is interesting to note that although he cites both versions, he included only 

the Sephardic version of Az Yashir in the 1899 Handbook, published three years before 

the Jewish Encyclopedia. Perhaps his choice was motivated by the fact that the Sephardic 

version was more songlike than the Ashkenazic version-which is a type of cantillation, a 

melody with a given formula akin to the chant for reading the Torah and not suitable to 

include in a choral Handbook whose target audience is congre gants and choristers rather 

than cantors. 

Az Yashir as an Illustration of Cohen's Interest in Sephardic melodies 

In a lecture by Cohen at the Anglo Jewish Exhibition in Albert Hall in the 1880s 

on the Rise and Development of Jewish Music (discussed later in this chapter), Cohen 

daims that Az Yashir is the only melody dating before the dispersion (before 70 A.D.).126 

Cohen elaborates on its significance: 

125. Jewish Encyclopedia, s.v. "Ashira," 

126. Francis Lyon Cohen, "The Rise and Development of Synagogue Music," 80-l35. 
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We have been listening to the best defined and most rhythmic version of this melody, 
being the form long followed by the Jews in Spain. They had a distinct tradition to the 
effect that this was the form of the song as it was chanted by Miriam and her companions 
at the Red Sea. Whether that be true or quite the reverse, we may accept the melody as 
having directly descended from the form heard in the temple. 127 

This explanation helps us understand Cohen's attachment to this melody, introducing it to 

aIl of the communities in England via the Handbook and even transporting it to Sydney, 

Australia, wh en he relocated there. 128 

Cohen also disseminated the melody outside the synagogues. Since Cohen was the 

first advocator and staff chaplain of the English Jewish Lads' Brigade in 1896, it is hardly 

surprising to discover that the Az Yashir melody was used for accompanying their parades. 

Cohen reported this "new usage" of the melody: "Quite recently its [the melody's] martial 

conception had been interestingly emphasized in its adoption for the Parade March of the 

Jewish Lads' Brigade.,,129 

Cohen believed that this Hebrew melody was one of the oldest in existence, taking 

this assumption to the extreme by tracing it back to the Temple itself. 130 

127. Ibid., 94. 

128. Cantor Nathan Gluck, who hails from Sydney, testifies that in the Great Synagogue of Sydney, 
where Francis Lyon Cohen served as rabbi between 1905 and 1934, Az Yashir was sung every week in the 
Shabbat morning service until the 1980s, a custom not practiced elsewhere in Australia. (Nathan Gluck, 
interview by author, digital audio recording, London, England, 4 February 2004.) It is probable that Cohen 
imported this custom to Australia with him. 

129. Jewish Encyclopedia, s.v. "Ashira." 

130. As a musicologist interested in the origins and antiquity of melodies, this notion of antiquity must 
have impressed him greatly. See footnote 123 for a discussion on the antiquity of oral traditions. 
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The Use ofTwo HalleZ melodies in Cohen's Writings 

When Cohen discusses the term Hallel (festive psalms) in the Jewish 

Encyclopedia, he emphasizes the antiquity of HalleZ melodies that can be heard in the 

Sephardic tradition and continues: 

Many such melodies, often of marked beauty, have been preserved in the 
synagogues of the Sephardic ritual. A rich store of them will be found in the 
collections of De Sola and Consolo. Typical, and of particular interest bec au se of 
their use in many Ashkenazi and Reform Synagogues are the [following] two 
well-contrasted melodies here presented ... J3l 

This paragraph teaches us sorne very important insights. Firstly, according to Cohen, the 

Sephardic melodies mentioned here-which appear as nos. 62 and 63 in the Handbook-

were sung in Ashkenazic synagogues by 1904, at least fifteen years after they were first 

printed in the 1889 edition of the Handbook. 132 This is significant because this is the only 

mention in the Jewish Encyclopedia of the adoption of a Sephardic melody into the 

Ashkenazic liturgy. Secondly, the melodies were also sung in 1904 in the Reform 

synagogue, although this was to be expected-because they appear in The Music Used in 

the service of the West London Synagogue of British Jews, published in 1880.133 

131. Jewish Encyclopedia, s.v. "Halle\." For the appearance of the melodies in the Handbook, see 
Appendix B, examples la and lb. 

132. The two Sephardic melodies for Hallel (no. 62 and 63 in the Handbook) originate from Aguilar and 
de Sola, The Ancient Melodies, 39- 40. Melody number 42 "Hallel" which appears as "Halalu [sic) (no.2) 
Odecha (no.1)" no. 62 in the Handbook; and melody no. 43 "Hallel" in the Ancient Melodies which appears 
as "Hodu: On no (no.2)" no. 62 in the Handbook. 

133. Charles G. Verrinder, ed., The Music Used in the Service of the West London Synagogue of British 
Jews, 6 volumes (London: Novello, Ewer and Co., 1880),80-84. 
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The Origin of the Juxtaposition of the Halle! melodies 

Another interesting point we learn from Cohen's entry on Hallel in the Jewish 

Encyclopedia is the fact that melodies no. 62 and 63 in the Handbook are presented in it 

one after the other. Originally in the Ancient Melodies, they were placed in consecutive 

order-but there is no evidence that they were performed together in the Sephardic 

synagogue. 134 This juxtaposition probably stemmed from the Reform synagogue, since 

the melodies in the Reform hymnbook The Music used in the Liturgy of the West London 

Synagogue of British Jews appear in the same alternating pattern in which they appear in 

the first Handbook (i.e., ABAB). This suggests that Verrinder, editor of the Reform 

hymnbook, was the first to join them together into one unit and that Cohen adopted the 

Reform practice in the Handbook. Cohen may have heard that Verrinder juxtaposed the se 

two melodies in the same manner, or witnessed them sung in this form in the Reform 

synagogue serVIce. 

Cohen chose to join them together as one composition on more than one occasion 

as part of other changes made in the functions and placements of the Sephardic melodies 

he incorporated into the Handbook. 135 

Before turning to the manner in which Verrinder and Cohen combined the two 

tunes, it is important to clarify the form of the Hallel prayer. The Halle! service is recited 

only on festivals, as it is the prayer of thanksgiving. Comprising psalms (numbers 113-

134. The two melodies are currently sung on two different occasions in the Spanish and Portuguese 
synagogue. No. 62 is sung on Chal Hamaed Pessach (the four days of Passover between the two festivals 
on the first and second days and the seventh day). It is also sung as the melody for the Piyut (liturgical song) 
"Lech Leshalom Geshem uvo Leshalom TaI", which is sung as part of the prayer for the dew on the first 
day of Pessach (Passover). No. 63 is sung on the first day of festivals as part of what is termed the "big" 
Hallel (meaning it is grand and festive compared to the "quickie" Hallel which is sung on days of Chal 
Hamaed, days of semi-festivals). 

135. Other changes in function appear in Chapter IV, pp. 75-78. 

60 



118), it tends to be sung, rather than chanted, because of its festive atmosphere. What 

Francis L. Cohen seems to have been proposing was the use of these melodies as a kind 

of musical theme throughout the Hallel service, although there is no indication that these 

melodies were ever used by the Spanish and Portuguese community together in this 

manner-or even that they were both used for the same festivals. The following chart 

shows the psalms of the Hallel service (beginning halfway through the service), and the 

tune that should be sung, as suggested by Cohen. 

Psalms Beginning with words Melody suggested by Francis Lyon Cohen 
numbers (no. in Handbook) 
(versesl 
117 Hallelu es Adonoi 62 (A) 

118 (1-4) Hodu ladonoi 63 (B) 

118 (5- 20) Min Hameitsor --
118 (21- 24) Odecho ki Onisani 62 (A) 

118 (25) Onno Adonoi 63 (B) 

118 (26-29) Baruch Habo --

Melody A begins with the words- "Halelu es Adonoi Koi Goyim"; Melody B is 

employed for the singing of "Hodu Ladonoi Ki Tov", followed by a repetition of Melody 

A for the verse of "Odecho Ki Onisoni"; and the finale is a reprise of Melody B sung to 

the words "Onno Adonoi Hoshioh No". In the first edition of the Handbook, both 

melodies were written in the manner described in the chart, and Cohen used them again in 

the revised Handbook, where the two tunes appear successively on the same page but are 

not written in that form. The title accorded to no. 62 is both Halalu [sic] and Odecha, and 

the title of no. 63 is both Hodu and Onno, implying that this melodic structure was still 

advocated. 
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In Cohen' s compilation of Traditional Hebrew Melodies for piano, the two 

melodies are joined as two themes of the same piece in the following form: 136 

1- Melody A- (no. 62) 

2- Melody B- (no. 63) 

3- Melody A- (no. 62) 

Francis L. Cohen's lecture on The Rise and Development of Synagogue Music 

Authoring several pamphlets and articles on Jewish music, Cohen appears to have 

found it very important to further the Jewish community's knowledge of Jewish music. 

One example is his lengthy paper The Rise and Development of Synagogue Music, a 

collection of lectures he gave at the Anglo-Jewish Historical Exhibits in 1887 in the 

Royal Albert Hall in London, and published that same year. 137 In it he divides Jewish 

history into five main periods and traces the development of Jewish music through these 

ages. He presents many interesting, though outdated from a contemporary standpoint, 

ideas on the origins of Jewish musical traditions and melodies. We read Cohen's 

publication to gain insight into his musical views, considerations and preferences a mere 

three years before he published the first edition of the Handbook. 

Not surprisingly, Sephardic music plays a major role in Cohen's writing, as is 

reflected in the plentiful quotes in the musical examples. These citations prove Francis L. 

Cohen's extensive knowledge of and interest in Sephardic music. 

136. Cohen and Pauer, Traditional Hebrew Melodies, no.12, p.13. 

137. Cohen, "The Rise and Development of Synagogue Music," 80-135. 
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The first musical example he cites is Psalm 112 with the Sephardic melody for 

Tov lehodot, later incorporated into the Handbook (no.20). Cohen explains why this 

musical example was chosen: 

... sorne idea of the first synagogue music may be gained from the singing of two 
widely known psalm melodies ... the first of them is the oldest chant surviving for 
Psalm xcii, sung upon the Shabbat day.138 

This comment implies that Francis L. Cohen chose to incorporate this Sephardic melody 

because of its historical significance. 1 believe that historical importance played a role in 

determining which melodies were eventually included in the Handbook, since the 

cantillation style of this melody was not especially conducive to congregational singing. 

The musical illustration of Tov Lehodot provided in Cohen's lecture is notated 

differently from the Sephardic tune in de Sola and Aguilar' s Ancient Melodies, the sole 

published English Sephardic source by 1860.139 Cohen's version differs in three ways: it 

begins from a different part of the phrase; it is written in a different key and in the time 

signature of 3/4 rather than 4/4; and it has more elaborations and a much slower 

performance indication (see Appendix B, examples 7a, 7b and 7c for Tov Lehodot 

according to the Handbook's version, the Reform version, and the Ancient Melodies 

version). Could this me an that Francis L. Cohen transcribed this melody from an oral 

source and not from the only published Spanish and Portuguese music in England? The 

melody's notation in the lecture is almost identical to that given in the Handbook, 

published in its early edition in 1889; two years after the lectures had been published. 

Both versions are in the same key and have the same phrasing. The only difference is the 

138. Ibid., 8l. 

139. Aguilar and de Sola, The Ancient Melodies, 6. This piece is termed "Tov Lehodot" by the 
Ashkenazim and "Mizmor Shir" by the Sephardim. For an explanation on the difference in titles between 
the Ashkenazim and the Sephardim, see Chapter IV, p. 72. 
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note lengths, since the given illustration in the lecture was sung to the psalm's English 

translation while the original Hebrew words are retained in the Handbook. 

The Reform hymnal is a possible source for both the lecture and later the 

Handbook, since it deals with irregular rhythms in the same manner. Measure 16 in the 

Ancient Melodies includes a triplet and four sixteenth notes, while both the Reform 

hymnal (in m. 27) and the Handbook (in m. 23) use the same note length division of a 

dotted eighth with a sixteenth, a quarter and four eighths. Both Reform and Handbook 

examples use the same time signatures and key signatures and even the lengthening of the 

quarters to halves to fit the measures is identical in both sources. The similarity of the 

layouts implies that Francis Lyon Cohen's source for this~ephardic melody was the 

Reform hymnal and not de Sola's The Ancient Melodies, since it pre-dated the lecture and 

the publication of the Handbook by over fifteen years. 

Cohen chose to illustrate ancient melodies to which newer texts were linked in his 

lecture with the Sephardic melody used in the Spanish and Portuguese synagogue as 

Lecha Dodi; he explained that the melody has a Moorish origin and was used as the 

musical setting of a later sixteenth-century poem. 140 This melody appears to have been 

copied directly from the Sephardic Ancient Melodies, since the phrasing, key, and time 

signature are virtually identical; the same musical arrangement was used when it was 

adopted into the Handbook. 141 

To elaborate on the difference between the Sephardic and Ashkenazic music 

Cohen used the Sephardic chant for Ibn Gabirol's "Judge of aH the Earth" not included in 

140. Cohen, "The Rise and Development," 114-5. 

141. Aguilar and de Sola, The Ancient Melodies, p.5, n.7. See Appendix B, examples 5a and 5c for The 
Ancient Melodies version and the Handbook version. 
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the Handbook. Francis L. Cohen's decision to exclude the Sephardic melody from the 

Handbook may be informative. One of a very few Sephardic melodies in his lecture not to 

be included in the Handbook, it is a solo piece with many melismatic elaborations and no 

clear beat, very difficult to perform from notation. These characteristics may have 

rendered it inappropriate to include in a choral hymn book, because its performance 

requires a high level of musicalliteracy. 

Two musical compilations wriUen and edited by Francis L. Cohen that reflect his 

approach are Zemiroth Israel: Traditional Hebrew Melodies (1896) and Lyra Anglo-

Judaica (1891).142 The first is a compilation of Hebrew melodies arranged for piano by 

Ernest Pauer, and the second is a hymn book of Jewish tunes without words arranged for 

f .. 143 our-part smgmg. 

Lyra Anglo-Judaica: Cohen's educational motivation 

ln Lyra Anglo-Judaica (1891), four pieces are specifically cited as Sephardic. 

Three of them were taken from de Sola and Aguilar' s Ancient Melodies, while one is said 

by Cohen to have been adapted from Naumbourg's "Agudath Shirim".144 None ofthese 

melodies were included in the Handbook. 1 understand this to be strong evidence that 

Cohen's use of Sephardic melodies in the Handbook was not only aesthetic but 

142. Cohen, Zemiroth Israel. Born in Vienna in 1826, the virtuoso pianist Ernst Pauer immigrated to 
England in the 1850s and eventually became a professor at the Royal Academy of Music. At that time, he 
had studied piano with Mozart's son, counterpoint with Simon Sechter, and composition with Lachner. He 
became well-known as an editor for Augener of London, for whom he arranged man y orchestral and choral 
pieces for piano. Most were secular non-Jewish compositions arranged for popular use by amateur piano 
players. 

143. Cohen, Lyra Anglo- ludaica: A Collection of Psalms and Hymns. 

144. Melody no. 3 Bemotsaei in Lyrica ludaica is an arrangement of no. 23 p. 22 in de Sola's Ancient 
Melodies, entitled there "Bemotsae Yom Menucha·'. 
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educational in the broadest sense. Francis Lyon Cohen found these fifteen melodies 

pleasing to the ear but also wanted to open his public's ears to the wealth and qualities of 

Sephardic music in general. It is important to remember that this hymnbook was written 

three years after the first edition of the Handbook had been compiled, and it appears that 

Cohen's wish to continue introducing new Sephardic melodies into the Ashkenazic 

repertoire motivated him to add these three "new" melodies into Lyra Anglo-Judaica. 

Zemiroth Israel; Traditional Hebrew Melodies (henceforth Traditional Hebrew Melodies) 

Cohen wrote the preface and chose the songs later transcribed as piano pieces in 

Traditional Hebrew Melodies (1896) of which seven out of twenty-eight are Sephardic. In 

the preface he elaborates on each melody's uniqueness and historical background. These 

explanations reveal the motivation behind his selections for the Handbook. 

In the preface Cohen states that while the purpose of this compilation was not to 

represent the antiquity of the Hebrew melodies, he would have liked to represent the 

different historicallayers of Jewish music that can be found in his day . 

. . .in a collection of airs arranged for the pianoforte, such as occupies the following pages, 
the opportunity would scarcely offer itself for the presentation of. .. the most ancient and 
most characteristic forms of Hebrew melody preserved by Jewish tradition. Of these the 
oldest, the cantillation in which the scriptures are recited ... is an unaccompanied 
recitative, built up of very brief melodic phrases which interpret the accents ... The form 
next oldest, the Hazzanuth, according to which the prayers generally are intoned, is a free 
florid development of very short model themes anciently set apart for the particular 
service ... This form ... is likewise hardly suitable for transcription for the pianoforte. 145 

Cohen apologizes that he does not include an example of the oldest melody preserved in 

Jewish tradition, the bible cantillation, and the second oldest form, Chazzanut, because 

they cannot be represented properly in a harmonie transcription for keyboard. That he felt 

145. Cohen, Zemiroth Israel, ii. 
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a need to apologize at aIl cIues us in on his self-defined educational mission, to represent 

the historicallayers of Jewish music in his writings and compilations. 

The Sephardic melodies incIuded in this compilation are Lecha Dodi, Mizmor Shir, 

Az Yashir, Hamabdil, Hallel, El Norah and the Hakafoth. AIl had been entries in the 

Jewish Encyclopedia. Cohen wrote that Lecha Dodi is a tune more ancient than its words: 

"The chant is thus very much older than the verses, as indeed its Morisco- Spanish 

character would denote.,,146 

The common origins of Sephardic and Ashkenazic melodies 

A theme in Cohen's writings was his claim that Sephardic and Ashkenazic 

traditions shared common sources. Cohen wrote in the preface that Az Yashir is an ancient 

melody that might have a common origin for Ashkenazim and Sephardim. 

Despite the modern character of the air, it is undoubtedly of an ancient original 
which would have displayed closer affinity with the form in which the 
Ashkenazim intone the "Song of Moses" when it occurs as the Lesson of the 
Day ... in the earliest times the Reader of the Lesson intoned this song of victory 
in a vocal imitation of a trumpet flourish, from which the still partly fluid 
cantillation of the North [Ashkenazim] and the fixed rhythmic chant ofthe 
Southern Jews [Sephardim] have both descended. 147 

In Cohen' s article on the term Az Yashir in the J ewish Encyclopedia, he commented 

similarly on the common origins of the Sephardic and Ashkenazic melodies. He asserted 

that the same motives sung in free flowing rhythm in the Ashkenazic tradition became a 

rhythmic melody in the Sephardic synagogues, due to the characteristic congregational 

146. Ibid. 

147. Ibid .. iii. 
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singing of the latter. 148 However, the alleged corn mon source is by no means given as a 

reason for the adoption of Sephardic melodies into the Ashkenazic liturgy; there was no 

link between the origin of the melodies and their contemporary practice. He finds that 

many Ashkenazic and Sephardic melodies for Hallel also appeared to have had common 

origins. He theorizes that the two simply developed in different directions, based on the 

influence of the surrounding non-Jewish musical style as well as other factors. In his 

Traditional Hebrew Melodies, Francis L. Cohen claims that these Hallel melodies, 

" ... [originated] in the Netherlands, and [were] based on old themes common also to 

Ashkenazim." 149 

Conclusion 

Francis L. Cohen was an Ashkenazic musicologist interested in the sources and 

ages of Jewish melodies. He was particularly engrossed by what he perceived to be 

ancient melodies. He mentions Sephardic melodies in his writings and categorizes them 

as older than Ashkenazic, stemming from antique sources. His special interest in 

Sephardic melodies may be part of the reason that he introduced them into the 

Ashkenazic Handbook. However this decision could be seen as problematic, because he 

essentially placed the community' s need for suitable, familiar melodies second to his own 

interests in musicology and Jewish musical history. 

In his Traditional Hebrew Melodies, Cohen implies that he would have liked to 

include musical examples of ancient Jewish music but had been prevented from doing so 

148. Jewish Encyclopedia, s.v. "Ashira." 

149. Cohen, Zemiroth Israel, iii. 
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because of their "incompatibility" with western European piano notation and 

harmonization. Sorne of the Sephardic melodies that eventually appeared in the 

Handbook were featured in his academic lecture on the evolution of Jewish music 

through history, the Rise and Development of Synagogue Music (1887). It is possible that 

while researching this talk, he encountered interesting musical examples which he 

subsequently included in the Handbook's first edition published in 1889. 

When assembling Traditional Hebrew Melodies (1896), he included Sephardic 

melodies not previously included in the first edition of the Handbook seven years earlier. 

This gesture might suggest that he continually searched for Sephardic melodies that were 

interesting for him to study and promote. 150 

Cohen must have realized how appropriate Sephardic tunes were in the context of 

musical reforms in 1880-1899 London. At that time, Sephardic melodies were being used 

by the Reform synagogues both in England and abroad, and the London Orthodox 

community too was influenced by synagogue reforms introduced by Reform Jews. He 

concluded that Sephardic melodies are simpler and easier to sing, a result of the 

Sephardic centuries-long tradition of congregational singing. Sephardic melodies were 

simpler, more repetitive and had smaller ranges. (An analysis of Spanish and Portuguese 

musical features appears in chapter IV.) Sephardic harmonies had fewer modulations than 

most pieces in the Ashkenazic liturgy, thus young boys could learn more readily to sing 

them. 

On a trip during January and February 2004 to London, 1 asked Ashkenazic 

Orthodox cantors and Jewish musicologists what they thought had drawn Francis Lyon 

150. He may have exercised similar considerations in his inclusion of non-Sephardic music in the 
Handbook, an interesting claim that expands beyond the parameters of this work. 
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Cohen to the se Sephardic melodies. These cantors and musicologists generally replied, 

"Maybe he just liked them." Cohen's attraction and fascination with Sephardic melodies, 

as reflected in his written sources, imply that this answer is indeed within range of the 

truth. 
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Chapter IV- The Sephardic Melodies in the Ashkenazic Handbook of Synagogue 

Music 

The Ancient Melodies 

Fifteen out of the three hundred and ten melodies in the Ashkenazic choral 

compilation Handbook of Synagogue Music; The Voice of Prayer and Praise are listed in 

the index as "traditional-Sephardic.,,151 AIl were first documented and organized in David 

A. de Sola and Emanuel A. Aguilar' s The Ancient Melodies of the Spanish and 

Portuguese Jews (London, 1857).152 These melodies were used in the Spanish and 

Portuguese communities' liturgy, and most still are today.153 Seroussi argues in his article, 

"The Ancient Melodies: On the Antiquity of Music in the Sephardic Liturgy" that de Sola 

wanted to preserve the traditional Spanish and Portuguese oral repertoire he had leamed 

in Amsterdam and heard in London wh en he moved there. 154 Thus The Ancient Melodies 

documents Sephardic melodies extant before the 1860s. De Sola explains his aims in his 

preface: 

to improve the public or private worship of all our brethren Israelites ... for it is not 
only to our brethren following the Sephardic Liturgy, that these melodies solely 
interest or exclusively appertain; for, even as the sublime hyrnns to which they are 
joined, they are the common property of ail Israel and have now been available to 
all ofthem ... 155 

151. For a list of the Sephardic melodies and their function in the prayers, see Appendix A, chart 1. 

152. Aguilar and de Sola, The Ancient Melodies. See also footnote 3. 

153. As attested by the choirmaster of the Spanish and Portuguese synagogue of Lauderdale Rd. London. 
Morris Martin, interview by author, digital audio recording, London, England, 1 February 2004. 

154. Edwin Seroussi, "The Ancient Melodies: On the Antiquity of Music in the Sephardic Liturgy," 
Pe 'amim 50 (1992): 99-131. See also Ibid., 118. 

155. David de Sola, The Ailcient Melodies, 2. [The emphasis is mine.] 
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De Sola died three years after The Ancient Melodies was published but his legacy 

continues. In most London Ashkenazic synagogues today Az Yashir, a Sephardic melody 

from The Ancient Melodies continues to be sung. De Sola would have appreciated this 

phenomenon as it reflects his wish for Sephardic melodies to be used by non-Sephardim. 

Sephardic Pronunciation and N ames 

Sephardic and Ashkenazic pronunciation of Hebrew differ for reasons stemming 

from linguistic influences in their respective countries of settlement. A sentence written in 

Hebrew sounds very different when uttered by an Ashkenazic Jew and when said by a 

Sephardic Jew. For example, an Ashkenazic Jew would say "Oz Yoshir Moishe Uvenei 

Yisroel" whereas a Sephardi Jew would pronounce the same words "Az Yashir Moshe 

Ubnei Yisrael." In the following chapter phrases and names of songs will look different in 

transliteration due to nuances in pronunciation. For example, the Ashkenazic "Uvo 

Letsiyon" would be pronounced "Uba Letsion" by the Sephardim. Additionally, 

Sephardim tend to name songs from psalms by their first line; for example, they caB a 

song Mizmor Shir, whereas Ashkenazim use the second line of the psalm as its title, e.g. 

Tov Lehodos. These differing approaches to titling have resulted in two different titles for 

the same song. Hebrew terms and titles in this thesis will be written in accordance with 

the source (Ashkenazic or Sephardic) discussed. 
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The Creation of the London Spanish and Portuguese Custom 

According to Seroussi, the source of many of the variations and differences 

between the London and Amsterdam Spanish and Portuguese oral traditions was de Sola 

and Aguilar's volume The Ancient Melodies. 156 Emanuel Abraham Aguilar, the musical 

editor and arranger of The Ancient Melodies, was a musician and composer trained in the 

Western European musical tradition who tried to reconcile the oriental-sounding music of 

the Spanish and Portuguese community with the conventions of European art music. 

Among others, he adjusted melodies and rhythms in the former in an attempt to resolve 

the difficulties of notating Judeo-Spanish music using Western notation. Seroussi claims 

that because sorne of the Sephardic intonations and cantillations in the prayers lacked a 

regular beat-a concept foreign to Aguilar-Aguilar "fixed" the fluid rhythm into 

Western style, with measures and regular time signatures, so that the music would be 

easier for a choir to sing. The melodies, originally monophonie, had to be harmonized for 

the choir of the Spanish and Portuguese synagogue. Aguilar' s diatonie rewriting and 

harmonization of the melodies oeeasionally Ied to dissonances. Aguilar also cast 

harmonies in homophonie textures mueh like Anglican hymns. Aeeording to Seroussi, 

Aguilar' s versions of the Sephardic melodies were so popular they became the "London" 

tradition of these melodies. Aguilar' s arrangements remain influential. Even today the 

Spanish and Portuguese community of London sings either Aguilar' s melodie 

b d h· 157 arrangements or more recent ones ase on IS. 

156. Serroussi, "The Ancient Melodies", 110. The following paragraph is based on Seroussi's article. 

157. An example of the similarity between Aguilar's melodic version of the Spanish and Portuguese 
melodies and a current-day Spanish and Portuguese rendition of these melodies was revealed during an 
interview with Mr. Morris Martin, Choirmaster of the Spanish and Portuguese Synagogue in Lauderdale Rd. 
Morris Martin, interview by author, digital audio recording, London, England, 1 February 2004. 
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Chart 1: Location of Sephardic Melodies in The Handbook of Synagogue Music for 
Congregational Singing and their source The Ancient Melodies ofthe Spanish and Portuguese 
Jews 

Name of Melody Numberin Name of Melody in Numberin 
in Ancient Ancient Melodies Handbook of Synagogue Handbook (page) 
Melodies [1857] (page) Music [1899]158 

Adon Olam Appendix (p. 62) Adon Olom (No.9) No. 335 (p. 276) 

Adonai Melech No. 34 (p. 34) Adonoi Melech (N 0.1) No. 67 (p. 45) 
Hallel for Shabbat No. 25 (p. 24) Beseifer Chayyim No. 211 (p. 173) 
Hall el No. 42 (p. 39) Halalu (No.2): Odecho No. 62 (p. 42) 

(No.l) 
Hallel No. 43 (p. 40) Hodu: Onno (No.2) No. 63 (p. 42) 
Mizmor LeDavid No. 13 (pp. 10-13) Hovu Ladonoi (No.l) No. 16 (p. 8) 
Lecha Dodi No. 7 (p. 5) Lecho Dodi (No.2) No.16 (p. 14) 
El Nora Alilah No. 36 (p. 35) Lema'an Yezammer'cho No. 279 (p. 218) 
En Kelohenu No. 46 (p. 43) Odecha (NoA) No. 161 (p. 129) 
Az Yashir Moshe No. 12 (p. 9) Oz Y oshir Moshe No. 50 (p. 33) 
--- --- Shomreini (No.3) m No. 261 (p. 205) 

Memorial of the Departed 
Mizmor Shir No. 8 (p. 6) Tov Lehodos (No.l) No. 20 (p. 20) 
Uba Letsion No. 14 (pp. 14 -15) Dvo Le-Tsiyon No. 278 (p. 217) 
Vaani Tefilati No. 15 (p. 16) Va' ani Sefillosi No. 43 (p. 29) 
Yigdal for No. 38 (p. 36) Yigdal (No.2) NO.29 (p. 24) 
Festivals 

In his comprehensive preface, de Sola notes that all Sephardic melodies may be 

d · 'd d . h b . 160 IVI e mto t ree su categones: 

158. Some melodies in the Handbook were given numbers as weil as text titles since several melodic 
versions were presented for the same text. 

159. No. 260 in the Ashkenazi Handbook, the melody Shomreini. is labeled Sephardic in the index but 
does not correspond with any of the Spanish and Portuguese melodies in the Ancient Melodies. Some 
similarities can be found between the melody "Shomreini" in the Handbook and no. 28 in the Ancient 
Melodies, which is called Michtam LeDavid and continues with the words "shomrieni el" with a common 
first melodic phrase. This is curious; if miscopied, why is the second phrase so different? What is its source? 
Fragments of the same melody appear in Francis Lyon Cohen's Traditional Hebrew Melodies for piano as 
no. 25 in a slightly altered manner with the omission of the first and third phrases. The melody was sung at 
burial services. Today, a similar refrain is also sung on Yom Kippur in Kol Nidrei as Te/ila LeDavid by the 
Spanish and Portuguese community, and as a piyut (liturgical strophic song) sung on Yom Kippur morning 
- Elohim El Yakar. 

160. De Sola, "An Historical Essay," in The Ancient Melodies, 16. 
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1- Ancient melodies composed before the Jews settled in Spain. Example: Az Yashir 

(no. 12). 

II- Melodies composed in Spain that were influenced by Arabie or Spanish music and 

subsequently introduced into exiled Jews' various countries of settlement after the 

expulsion from Spain (1492). Including: Mizmor Shir (no. 8), Mizmor LeDavid 

(no.13), Uba Letsion (no.14), Vaani Tefilati (no. 15), Hallel (no. 25), Adonai 

Melech (no.34), El Nora Alilah (no. 36) and Yigdal (no. 38). 

III- Melodies of a later period, composed after the Spanish expulsion, influenced by 

melodies of the neighboring nations in their new lands of settlement. This 

category includes - Lecha Dodi (no.7), Hallel (no. 42), Hallel (no. 43) and En 

Keloheinu (no.46). Adon Olam (Appendix p. 62) composed by David de Sola 

(which has become a most popular Sephardic melody in Ashkenazic synagogues 

today), is included in this group. 

Abraham Z. Idelsohn, a renowned scholar of Jewish music, noted seventy years 

later: "The se [tunes in de Sola and Aguilars' Ancient Melodies] are mostly adopted tunes 

of Dutch origin from the seventeenth and eighteenth centuries, only less than half of them 

being trace able back to Spain.,,161 Rowever, Idelsohn believes the Sephardic melodies 

from pre-1492 Spain include: Az Yashir (no. 12), Uba Letsion (no. 14), Adonoi Melech 

(no. 34), and Hallel (no. 42). The rest of the melodies originated from the Spanish and 

Portuguese settlement in Rolland. 

161. Idelsohn, Jewish Music, Its Historical Development, 338-9. 
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Changes to Sephardic Texts and Melodies in the Handbook 

While the editors of the Handbook included fifteen of the Sephardic melodies 

published in de Sola's Ancient Melodies, they often changed the melodies' contexts. As a 

result, sorne of the rnelodies were allotted to different texts or to different religious 

functions in Sephardic and Ashkenazic traditions. 162 

An example of a melody changing functions is Adonai Melech, no. 34 in the 

Ancient Melodies, which was adopted into the Handbook as Adonoi Melech (no.l), no. 67. 

Although the text remains unaltered in both Ashkenazic and Sephardic sources, the 

Handbook editors changed the circumstance on which it was to be sung. In The Ancient 

Melodies it is part of the prayers for the High Holidays (Rosh Hashanah, the Jewish New 

Year and Yom Kippur, Day of Atonement).163 Cohen and Davis used it as Adonoi Melech 

for regular Shabbat services. 

The reason for this might be that a traditional Ashkenazic Adonoi Melech (no. 213 

in the Handbook) had already been established as the customary melody for the High 

Holidays. Moreover, it is more acceptable to introduce new melodies for Shabbat than for 

the High Holidays. The festive High Holidays have their own specialliturgical modes and 

melodies which congregants expect to hear as part of their synagogal experience on that 

holiday, which occurs only once a year. Because Shabbat occurs once a week, introducing 

a suitable new melody can be perceived as refreshing. Adonai Melech, sung today on the 

162. The following melodies remained in their original Sephardic function wh en adopted into the 
Handbook: Adon Otam, Az Yashir (no.12), El Nurah Alilah (no. 36), Hallet (no. 42), Hallel (no. 43), Lecha 
Dodi (no. 7), Mizmor LeDavid/Havu Ledonoi (no. 13), Mizmor Shir/Tov Lehodos, (no. 8) Uba Letsion (no. 
14 in the Ancient Melodies), and Vaani Tefillati (no.15). 

163. This and other information regarding the current musical practices of the Spanish and Portuguese 
synagogue in London was documented with the assistance of Mf. Morris Martin, choirmaster of the Spanish 
and Portuguese synagogue on Lauderdale Road, Maida Vale. Morris Martin, interview by author, digital 
audio recording, London, England, 1 February 2004. 
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High Holidays by the Spanish and Portuguese Jews in London, is sung by Ashkenazim 

for Shabbat. 

Another ex ample of a melody' s function changing is the adoption of the Sephardic 

Yigdal for festivals (no. 38 in The Ancient Melodies). The Ashkenazic Handbook assigned 

this melody for Shabbat evening with no mention of festivals, although in the Sephardic 

practice it was and is allotted for the Shalosh Regalim (the three pilgrimage festivals). 

Again perhaps Cohen and Davis thought it easier to introduce a new melody for Shabbat 

than for festivals. 164 

Two examples of contrafacta exist among Sephardic melodies in Ashkenazi 

liturgy. Melody no. 25 in de Sola and Aguilar's Ancient Melodies is Hallel for Shabbat, 

but in the Handbook its text was changed to Beseifer Chayyim, a special prayer for the 

New Year. The Sephardic melody for En Kelohenu (no. 46 in de Sola' s Ancient Melodies) 

is an interesting case for changes that may have stemmed from a number of different 

factors. When first adapted to the Handbook in 1899, it was designated as the tune for 

Odecha in the festive service of Hallel. 165 Today it is sung in both Ashkenazic and 

Sephardic synagogues as En Kelohenu, its original Sephardic context when written in The 

Ancient Melodies. One possible reason for the inclusion of the Ashkenazic practice may 

be the inclusion of the melody in its original context (as En Kelohenu) in the West 

London Reform hymnal (1880) by Charles Verrinder. 166 1 suspect that this melody's 

constant presence in this function in the Reform Synagogue together with its use in the 

164. Even so, Cohen and Davis did try to incorporate Sephardic melodies in festivals too. Hallel (no. 25) 
originally for Shabbat in the Ancient Melodies was designated for the High Holidays as Beseifer Chayyim. 

165. Cohen and Davis, The Voice of Prayer and Praise, 129. 

166. The intluence of the Reform hymnal is discussed further in pp. 85-87 of this chapter. 
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Spanish and Portuguese synagogue could have influenced Ashkenazim to revert from its 

function as designated in the Handbook to its original function. 

Another possible reason is that the melody had existed as En Kelohenu in the 

Ashkenazic synagogue before the Handbook became popular, and that the Handbook 

editors were merely changing the tune's function that had been sung previously to 

different words. Altematively, En Kelohenu could have been adopted into the Ashkenazic 

synagogue directly from the Sephardic synagogue as an oral tradition, or with the 

mediation of a cantor. 167 

Harmonie styles 

1 have suggested in the conclusion to chapter III that one of the reasons Sephardic 

melodies were adopted into Ashkenazic practice at a time of musical reform may have 

been due to their simple hymn-like harmonies that emphasized melody and were simpler 

for a group to sing. This the ory assumes that the harmonization found in de Sola and 

Aguilar was adopted along with the melodies. Numerous melodies were indeed adopted 

with their Aguilar harmonization almost intact. These include: Beseifer Chaim (no. 211 

in the Handbook), Havu Ladonoi (no. 16), Uba Letsion (no. 278), and Yigdal (no. 29). 

However Cohen and Davis also transformed the mostly homophonie harmonizations of 

Aguilar into a more polyphonie texture, probably to suit the musical tastes and standards 

of Ashkenazic Jews in London, since The Ancient Melodies had been published more than 

thirty years earlier. 

167. Today, Sephardim use this melody only for weddings and as Kaddish on festivals. Morris Martin, 
interview with author, digital audio recording, London, England, 1 February 2004. 
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One illustration is comparing measures 9-13 in Halalu/Odecho no. 62 in the 

Handbook (Appendix B, example la) with measures 4-6 of Hallel no. 42 in The Ancient 

Melodies (Appendix B, example le). This comparison includes a few interesting elements. 

Firstly, the Handbook editors retained the D minor key yet changed the time signature 

from 4/4 to 2/4. The text- music relationships have been changed. In terms of harmony 

and voice-Ieading in the Sephardic tradition example le is a rare example in which each 

textual phrase is not sung simultaneously in all the parts, but is presented imitatively. 

Harmonically, ex ample le stays mainly in its tonie D minor, occasionally using 

the C# as a passing tone (C# is the leading tone over a dominant fifth on A leading to the 

tonie D in measures 3-4) while the editors of the Handbook colored the tonal palette of 

example la with tonicizations (for example, a tonicization to the subdominant [G minor] 

in measures 10-12). Example la also illustrates how modulations and chromatic passing 

tones were added to Aguilar's simpler harmonization in example lC. 168 In example la the 

first chord of measure 10 is used as a pivot chord (v chord in D minor and ii in G min or) 

while the second chord functions as the dominant of G minor. G minor is tonicized from 

the middle of m. 10 to m. 12. In measure 12 the dominant seventh chord on the last beat 

leads back to the tonie D minor. 

With such changes Cohen and Davis's arrangements seem to have combined the 

best of both worlds: the relative simplicity and clarity of Sephardic melodies and 

harmonies, with the harmonie and contrapuntal density of German/ Central European 

musical style th en accepted in London. In sum, the Handbook editors changed Sephardic 

168. Aguilar·s harmonizations were homophonie with few modulations. 
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music to conform to London musical norms in a time of social, religious and musical 

reform. 

Melodic characteristics 

As mentioned in the thesis Overview, a number of Continental Ashkenazic 

synagogues sang Sephardic melodies and several nineteenth-century Ashkenazic 

liturgical compilations inc1uded Sephardic melodies. 169 The Hamburg Reform synagogue 

established in 1817 chose to use Sephardic melodies as a substitute for German chorales. 

The Sep hardi rendition represented sorne of the more attractive features 
commonly attributed to the chorale: a short rhythmic and easily- memorized 
melody, sung by the congregation either in unison or in a responsorial manner, 
and a clear enunciation of the text. 170 

According to this quote Sephardic melodies were inc1uded in the Reform liturgy 

because Sephardic melodic characteristics and Sephardic performance practice were 

deemed suitable for community singing. The following analysis attempts to define 

melodic features of Sephardic melodies inc1uded in the Handbook and to speculate why 

the y were attractive for the purposes of the Handbook. Because of my interest in the 

melodic qualities of the melodies, only the melodies and not their settings will be 

analyzed (i.e. monophonic not harmonic analysis). 

169. Seroussi, Spanish Portuguese Synagogue Music in Nineteenth-Century Reform Sources fram 
Hamburg, 43, 49. For example, Abraham Baer's Baal Tfilah, published in 1883, included twenty 
Sephardic melodies. 

170. Ibid., 49. 
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Chart 2: Melodie Characteristics of the Sephardic Melodies originating from Spain (according to 
de Sola) 

Melody in Melodie Closed Open Salient Mode 
Ancient range melodic melodic features 
Melodies pauses pausesl7l 

(scale (scale 
degrees) degrees) 

Az Yashir Sixth 3-2-1 3-1-2-3 Repetitive Major 
3-2-2-1 motives 

Mizmor seventh 4-3-2-1 4-3-2 m. 1-3= Minor 
Shir m. 8-11 

Yigdal seventh 3-2-1 1-6-5 Sirnilar Major 
melodic 
pauses 

Mizmor sixth 4-3-2-1 1-2-3 Repetitive Phrygian 
leDavid motives 

Uba Fifth 4-3-2-1 4-3-2-1-2 Phrase Major 
Letsion ending 

motives 
Vaani Sixth 3-2-1 5-4-3 Repeated Major 
Tefilati 3-4-5 motive 

Hallel Octave 2-7#-1 1-2-3-4-5 Repeated Minor 
motive 

Adonoi Sixth 1-7#-1 3-2-1-7 Repeated Minor 
Melech motive 
El Norah Seventh 3-2-1 7-1-2 Variations Major 
Alilah ofthree 

motives 
Yigdal Octave 3-2-1 1-6-5 Repeated Major 

motive 

Analysis of the melodies that de Sola claimed originated from Spain yields several 

common characteristics. Eight out of the ten melodies have relatively narrow melodic 

ranges (mostly sixths and sevenths) and comprise repetitive motives and phrases. "Open" 

171. When using the term "open melodic pause," 1 refer to the end of the musical, but not always textual, 
phrase (a type of musical "question mark" that resolves in the next phrase). The term "c\osed me\odic 
pause" refers to the end of the musical and textual phrase. 
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ending phrases end on the second or third scale degree in six out of the ten melodies (a 

characteristic Sephardic feature) rather than on the fifth. Pauses are often preceded by 

specifie melodic motives. 

Two examples of Sephardic style melodies follow. The melody of Havu Ladonoi 

is entitled Mizmor LeDavid in The Ancient Melodies (Appendix B, example 2). The 

Handbook sets it in G major probably to facilitate use of the (relative) tonic sol- fa system, 

however since the melody ends actually ends on a Band G does not appear in the entire 

melody, l conclude that the piece is written in a Phrygian mode on B. Example 2 has open 

melodic pauses on D, the third scale degree, in mm. 3, 10 and 19. Particular motives are 

used preceding melodic pauses. For example, D is reached through an ascending B-C-D 

motive (see mm. 2-3, 9-10) or B-C-D-(E)-D in mm. 17-18. 

Appendix B, example 3 - Uvo Letsiyon set in A- flat major, is said to have 

originated from pre-1492 Spain, and has open melodic pauses on both B flat, the second 

scale degree (mm. Il,20 and 47) and C, the third scale degree (m. 24, 30, 35 and 39). In 

this melody, there are distinctive melodic motives before each type of melodic pause. The 

melodic motive which appears before a pause on C is an exact repetition of four eighth 

notes: B flat-C- D flat- B flat -CC), (mm. 23, 29, 34); The melodic motive always 

preceding a pause on B flat is an exact repetition of four eighth notes: D flat-C-B flat-A 

flat -(B flat), (mm. 10, 19,46); and the ending motive leading to the tonic appears as two 

variations of a descending tetrachord from D flat to A flat (mm. 2, 13-15,48-51). 
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Chart 3: Melodie Characteristies of Melodies Written after the Spanish Expulsion (according to 

de Sola) 

Melody in Melodie Closed Open Salient Mode 
Ancient Melodies range melodic melodic features 

pauses pauses 
(scale (scale 
degrees) degrees) 

Lecha Dodi Octave 3-2-1 3-2-1 Repeated Phrygian 
motive 

Halle1 Octave 5-1 6-4-5 Repeated Minor 
motive 

Halle1 Octave 3-2-1 3-4-2 Repeated Major 
phrase 

En Kelohenu Seventh 3-2-1 1-7-6-5 Repeated Major 
rhythmic 
motive 

Adon Olam Octave 3-2-1 3-4-2 Repeated Major 
1-2-2#-3 motive 

According to de Sola, the melodies in this category were composed after the 

Spanish expulsion. Not surprisingly, their melodies reflect the influence of Western art 

music (as they were written in a Western European environment). Compared to the 

previous group of Sephardic melodies, these aH have a slightly larger melodic range 

(sevenths and octaves), however, the open melodic pause, usually ending on the second or 

third scale degrees remains typical of Sephardic practice. Another typical Sephardic 

practice -the use of the same scale degree for both open and closed melodic pauses- also 

remains, as seen in Lecha Dodi (Appendix B, example 5b). 

One melody in this category with very prominent Western features is Adon Olam 

in F major composed by de Sola (see Appendix B, example 4). The melody's 

characteristics lend themselves weIl to traditional Western harmonic settings. Pauses take 

place on the first scale degree (mm. 2, 10, 16, 19,27,33), second scale degree (mm. 8,25) 

and third scale degree (mm. 4, 12,21,29) throughout the song. This melody was clearly 
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composed with harmonic considerations in mind. For example in m. 8 a cadential six-

four chord, articulated in the soprano as a sustained A (the 6th of the six-four chord of the 

tonic) leading to G (the fifth of the dominant) reveals the cadential thinking in the 

melody.172 

Lecha Dodi (Appendix B, examples 5a, 5b and 5c) is set in F major in the 

Handbook. Melodically it ends on A, and as a monophonic piece it could have been in the 

Phrygian mode. A rhythmic motive of four sixteenth notes is prominent throughout 

ex ample 5b (mm. 2, Il, 15) in a lively and dance-like mood. Another accented rhythmic 

motive of: a dotted eighth, a sixteenth and two eighth notes, appears repeatedly 

throughout the piece (mm. 3,7, 12, 13, 16, 17, 19,24). The same scale degree (A) serves 

as both the open melodic pause (mm. 4, 13, 17, 21) and the closed one (mm. 8, 25) which 

is a characteristic Sephardic trait. The Sephardic rhythmic and melodic musical features 

mentioned may be part of the reason that Ashkenazic congregations didn't take to it. 173 

After analyzing sorne of the melodies chosen by the Handbook editors, it appears 

that the majority of melodies (nine out of fifteen) exhibit what 1 have called Sephardic 

traits. Melodic pauses tend to occur on second and third scale degrees; the melodies are 

highly repetitive (featuring only one or two phrases per song); moreover, they are 

172. In Amsterdam at this time, complex compositions for choirs were commissioned and performed in 
a style influenced by Western Art music. However, this was not the case in London (Seroussi, "The Ancient 
Melodies," 106). Originating from Amsterdam, David de Sola may have been influenced by the complex 
Dutch compositions he was familiar with from his childhood, which were more compatible with the more 
Western choral style of the Handbook. This might explain why Adon Olam is among the two most popular 
Sephardic melodies sung in Ashkenazic synagogues in London heretofore. 

173. None of the Ashkenazic research participants in present-day London was familiar with Lecha Dodi 
from the Ashkenazic liturgy. Nathan Gluck, interview by author, digital audio recording, London, England, 
4 February 2004. Moshe Haschel, interview by author, digital audio recording, London, England, 5 
February 2004. Alexander Knapp, interview by author, digital audio recording, London, England, 4, 6 
February 2004. Graham Morris, interview by author, digital audio recording, London, England, 2 February, 
2004. Richard Rosten, interview by author, digital audio recording, London, England, 28 January 2004. 
Pessach Segal, interview by author, digital audio recording, London, England, 3 February 2004. 
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relatively simple when compared with contemporary synagogue choral music such as Av 

Harochamim by Naumbourg inc1uded in the Handbook (Appendix B, example 6). 

Probably these differences in musical style attracted the Handbook' s editors who 

rnay have thought the Sephardic rnelodies refreshing and interesting to inc1ude in the 

Ashkenazic services. In addition, the partial adoption of the melodies by the Reform 

synagogue may be another factor influencing their incorporation in the Handbook. 

Melodies Adopted into the Handbook via the West London Synagogue Hymnal 

Six of the fifteen Sephardic melodies in the Handbook were published earlier in 

1880 in Charles Verrinder's The Music Used in the service of the West London 

Synagogue of British Jews, the hyrnnal of the Reform synagogue. 174 They are: Tob 

Lehodot, Az Yashir, Hallel (rnelodies no. 62 and 63 in the Handbook), Yigdal and En 

Kelohenu. The adoption of Spanish and Portuguese rnelodies in Verrinder' s work as weIl 

as of Sephardic pronunciation reveals the cultural connection between the West London 

Synagogue of British Jews and the Spanish and Portuguese synagogue, the rnother 

comrnunity from which they branched off in 1840.175 

Since the Reform hyrnnal was published in 1880, ni ne years prior to the 

publication of the Handbook's first edition, an interesting question arises. Could sorne of 

the Sephardic melodies have been introduced into the Handbook via Verrinder' s work? 

Since only six Sephardic melodies appear in the Reform compilation, this could 

obviously not serve as the source for all of the Sephardic rnelodies inc1uded in the 

174. Verrinder, The Music Used in the service of the West London Synagogue. 

175. For more on the establishment of the West London Synagogue of British Jews, see Chapter l, pp. 
25-28. 
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Handbook (which has fifteen such melodies). Comparison of key signatures and time 

signatures reveals that the melody of Lecha Dodi was appropriated for the Handbook 

directly from the Sephardic Ancient Melodies, with no mediation. However four 

Sephardic melodies in the Handbook seem to have been indeed taken from Verrinder's 

hymnal. For example Az Yashir appears in the Handbook in a musical arrangement that 

first appeared in the Reform hymnal. The version in the Handbook and in the Reform 

hymnal exhibit more similarities in key, rhythmic pattern and harmony with each other 

than with the version in the Ancient Melodies. 

The arrangement of Tov Lehodot in the Handbook also appears to have been 

mediated through its adoption by Verrinder, who changed its title from "Mizmor Shir"­

taken from the first words of the psalm-to its second line "Tov Lehodot" (Appendix B, 

examples 7a, 7b and 7c). In Chapter III l conclude that the similarity between the 

Handbook and Reform versions implies that Cohen and Davis' s source for this Sephardic 

melody and its harmonization was the Reform hymnal. 

As l have argued in Chapter III, Verrinder' s Reform hymnal had influenced the 

Handbook's version of two Hallel melodies (Appendix B, examples la and lb). Verrinder 

had juxtaposed the melodies in his compilation; likewise the Handbook combined both 

melodies as described earlier. The harmonization of both melodies (nos. 62 and 63) in the 

Handbook version and the Reform hymnal are very similar (although the latter was 

arranged for organ and choir which was changed in the Handbook) and differ from that in 

The Ancient Melodies. 

Given the number of similarities shared by the Handbook's and Verrinder's 

versions, the latter apparently served as a partial source of the Sephardic melodies in the 
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former. It is highly probable that Cohen leamed of the existence of these songs through 

Verrinder's compilation. Verrinder had demonstrated musical examples for Cohen's 

lecture, so the two men knew of each other' s work. 176 

Fifteen melodies of Sephardic origin were included in the Ashkenazic Handbook 

for a variety of reasons. Their main sources were the Ancient melodies of the Spanish and 

Portuguese Liturgy and The Music Used in the service of the West London Synagogue of 

British Jews. Their distinct musical characteristics were sometimes altered to facilitate 

their acceptance as per contemporary musical standards (1880) in London Ashkenazic 

synagogues. However, they retained most of their Sephardic characteristics. 

176. Cohen, The Rise and Development. As referenced earlier in this work, Cohen gave his lecture in 
1887 while the Reform hymnal was published in 1880. 
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Conclusion 

In the preface to the first edition of the United Synagogue's Handbook, the editors 

had voiced their criticism that contemporary London Ashkenazi synagogues' choral 

practice had evolved in such a way that it virtually excluded congregation al responses: 

... in the present century his [the cantor'sJ Meshorerim or vocal accompanists, 
developed into the four-part choir of men and boys, there was manifested from 
the very first a tendency on their part to oust the congregation from 
participation in the service of song by arrogating to themselves the singing of 
the refrains and responses. This tendency became naturally more marked in 
proportion as the character of the psalms and anthems grew more elaborate ... 177 

They concluded that the Handbook should steer away from such practice and encouraged 

more congregational participation in the singing. As a result of this sentiment, the music 

included in this and the subsequent edition of the Handbook was chosen according to its 

compatibility with congregational singing and arranged accordingly. Melodies that 

featured characteristics desirable to the editors for their compilation were adopted into 

both the first and second editions of the Handbook, which were intended for all 

congregation members to use together with the prayer book, similar to the Reform custom 

in which a congregational hymnal was employed. 

The Sephardic synagogue service encouraged congregational participation; 

Sephardic choirs accompanied congregational singing rather than performing to 

the congregation during services. Unsurprisingly, those Sephardic melodies with 

musical qualities suited to communal singing were adopted into the Handbook and 

eventually incorporated into the Ashkenazic service. Other possible reasons for 

their adoption include their difference from Ashkenazic music which would add 

variety to the liturgy. Fifteen Sephardic melodies first documented in The Ancient 

177. Cohen and Moseley, Shirei Kenesset Yisroel, v-vi 
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Melodies of the Spanish and Portuguese Jews (1857) were selected for inclusion 

in the Handbook, a number via Verrinder, and were thus introduced into the 

liturgy of London Orthodox Ashkenazi Jews. Four Sephardic melodies were 

copied directly from the Reform source into the Handbook. Handbook editor 

Francis Lyon Cohen may have learned these four melodies via his pers on al 

acquaintance with Charles Verrinder. Cohen became familiar with the eleven 

remaining Sephardic melodies through a personal interest in Sephardic music 

which he included in his research and publications as a musicologist specializing 

in Jewish music. 

Upon inclusion in the Handbook, the occasions and texts to which the Sephardic 

melodies had been designated in the Sephardic services were often modified, as were 

sorne of the harmonic arrangements. Cohen and Davis, editors of the second edition, 

added modulations and chromatic passing tones to the Sephardic harmonizations, in 

attempt to create a medium between Sephardic-style melodic and harmonic simplicity and 

the London Ashkenazic taste which at that time favored harmonic density and diatonicism. 

1 believe that this thesis raises many questions that provide a platform for further 

research. The music included in the Handbook reflects the editors' attempts to change the 

atmosphere of the liturgy of Orthodox English Jewry. A close examination of the music 

in the Handbook would establish the criteria for their selection and could ascertain 

whether these pieces fulfilled the editors' expectations. The results of such scholarly work 

are significant due to the Handbook' s immense popularity and its role in shaping the 

music of the English synagogue service. 
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Future research could look at the influences of the Reform movement on the 

Orthodox community in London. For example, the musical influence of the Reform 

synagogue on the Orthodox community in London ranged beyond the incorporation of the 

Sephardic melodies into the latter' s liturgy. The Reform synagogue influenced the 

establishment of many choirs in London and many compositions used in the Reform 

services were eventually adopted into the Ashkenazi repertoire (e.g., En Kelohenu by 

Charles Salaman). 

Sephardic communities have lived in close proximity to Ashkenazic communities 

throughout Western and Central Europe since the Spanish expulsion in 1492, yet their 

musical influence on communities in cities such as Amsterdam has yet to be fully 

studied. 178 Research on communities in Amsterdam, Venice and Paris would greatly 

enhance the current knowledge on the topic and shed new light on the conclusions of this 

thesis. 

178. Edwin Seroussi has traced Sephardic influences on Reform musical practices in Hamburg, 
Germany. See Seroussi, Spanish Portuguese Synagogue Music. 
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Appendices 

• Appendix A- The Sephardic melodies in the Ashkenazic liturgy 
• Appendix B- Musical examples 
• Appendix C- Illustrations 
• Appendix D- Ethics Approval 

AppendixA 
Chart 1: The Portion of the Prayers to which Melodies marked "Traditional- Sephardic" 
in The Handbook of Synagogue Music {Or Congregational Singing were sung: 

Halle! Prayer 
According to Jewish Tradition, the Prophets ordained that six psalms of Hallel (literally, 
praise) be recited on each festival, to commemorate times of national deliverance from 
peril and give thanksgiving to the Lord. 
1. Onno Adonoi Hoshi 'oh No (Please, Oh God, save us): Hodu LaAdonoi (Give thanks to 
God) 
2. Hallelu es Adonoi (Praise God): Odecho NO.1 (1 thank You) 
3. Odecho No. 4 (1 thank You) 

Shabbat Prayers: 
4. Adon Olom (Master of the Universe) [Sung in the conclusion of the moming service] 
5. Hovu Ladonoi (Give unto God) 

[Sung after the Torah reading when the Torah Scrolls are retumed to the Ark] 
6. Adonoi Melech (God reigns) 

[Sung in the moming service when the Torah Scrolls are removed from the Ark] 
7. Lecho Dodi (Come my Beloved) 

[Sung in the evening service to we1come the Shabbat] 
8. Oz Yoshir Moshe (Song of the Sea) 

[Sung in the moming service commemorating the splitting of the Red Sea] 
9. Tov Lehodos (It is good to thank) 

[A Shabbat Psalm sung in the evening service] 
10. Va 'ani Sefillosi (As for me, my prayer) 

[Sung in the aftemoon service when the Torah Scrolls are removed from the Ark] 
Il. Yigdal (May He be exalted) 

[Sung in the conclusion of the evening prayers] 

Festive Prayers: 
12. BeSeifer Chayyim (In the Book of Life) 

[Sung during the Days of Repentance as a special insert to the Silent Prayer] 
13. Lema'an Yezammer'cho (So that my soul might make music to You) 

[Sung during the conclusion prayer of the Day of Atonement (Yom Kippur)] 
14. Uvo Le-Tsiyon (A redeemer shaH come to Zion) 

[Sung during the conclusion prayer of the Day of Atonement (Yom Kippur)] 
15. Shomreini El (Watch over me, God) 

[Memorial of the Departed] 
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Appendix B- Music 
Printed sources 

Example la: Halellu/Odecha no. 62 in Handbook 

62 HALALU. (N\l 2): ÔDECHO.(NI? 1.) 
• Psalm CXVII; CXVIII, 21- 24. 

Key.F. 11!dJ~·r 11'1 :1'1 .1'1 If .1'1:~ 11'1 :- Id :-.d Ir :r 
Œ{/I/(.\I))h,Jil~,.t, d :d .d d .d:t, d: l, :-.1,);:::\ 

Traditiomil. 

1
'" :"'.f" 1 
l, : .S!!,:~~,f 

m.l 

1. Ihl -
21. Il 

(~:I)-eis 

là . III eH àdô- noi kol gô - yilll, ,hah - bè- cbu - bu 
dl' . cho ......... ki 'il . ni - ,~ni, 

"dû - 1I0i •.••.•.•. ho-yc-soh ZOH, 

1
5 :-.f" If .l'l:f.r 11'1 :l'l.r Id :d 
t, :de r.r:r.- {:::~ .t, );. '.:'.1, 

vat - fui li ..... Ii - SllU­
hi llÎf - los h'ci - nei-

f.r .. f ;~ .r l'i!l. : l'l. :.1'1. 1.1\· :.-..l, Il 
1)1.1.,;1,.1, .1h . .,1J:!!~' .1!,::-A, 

m.8 

m.l 

m.7 

Il1illl: ~,Ki gO-YaI' '0 - lei-nu ('hus - di, \'c-è-III('s iî.dô-lIoile~û - 1 m. il-l'Ill - ynh! 
'oh. 22. E - VCII rnoà-suhab-bô - ni", ... ,. ho-yè- soh ... lc-rôsh pin-noh.23.l\Iei­
!lI1. 2·l.ZehhoyyôII"o - soh il, - dô - noi, no - gi _ lohv~-nis,m(>-choh ..... vô. 

Example lb: Hodu-Onno no. 63 in Handbook 

63. Psalm CXVIII.1-4, 25. HÔDU: ONNO.(N9 2.) Tradition;!!. 
K F.lls:- Il :-.s 1~_:-·fll1l:8 If :sIOl1:f 1011 : .. flr:-Is :-Il:-.s Is :-.fll'1:S} 

cy . 0:_1_:_. ~JL Id:d l, :t,ld:d a:::EJj,:_ d: 1-:- r :1, Id:d 
------ -~ =----- ~ '" 

Rt'sjJoll .• ,.. 1. Hô -
~. YÔ 

2:;. On 

- ~ la~ô. ~. k~ tçv, ...... \ ki. ............. . 
- m'ru no ~els A. • hu - rOI!, ...... 1 b"· . shi _ 
- no a - do - - nOl....... hats _ _ li _ 

11 5.f:1.f'l'1:r Id :-I-:-llr :-.OI1ls.f:l'l~ 11'1 :5 Id :- .t'I~ :1 If 
il :- 1- :t, d :- 1_:_ ~ It,:- d ': 1- :1, .se, l, :- 1-
~ 1":1 ~ 

:r l 
:1,1 

IOIll .... chas - dô. 12.,\,i,-
- - 'oh no.! 4. Yi, -

mar ... , . 
uù'u .... . 

--------=--no .... . 
no ..... y~r -

~ -!o: 
el. ...... ad", 

('hoh. . . . . . . . . lIo.~· ..... On - no 11 r!ô -!I d :-.r It,:- 1~:-'1'1 IS .f :fl1.r 11'1 --=-.s.Jd :t, 
l ~:- t, :-_:.:I-==~:':;'-_-.,...c.lT ...... ==:;::t,_ld :S, Il, :t, Id :r 

l, __ : se-;-TT, : l, 1
1'1 :- 1- :-f)~' 
se,:- 1- :- '11' 

eil: .... 'l 
n01, .... . 
noi .... . 

Ûd/!'l'ÛO, see Nt;l62. 

ki . . . . . . . . . . . . . . . . . . . .. l''ô - lom tha, - dô. 

1 
hô - - ,hi - - 'oh 110. 
hats - li ehoh ........... no. 

Rp~prmsp AUer Hn!h:/, se-e N96, Knddh,,·h. SPI;': Pilrt 1 
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Example 1 c: Hallel no. 42 in the Ancient Melodies 

HALLEL. 
1 

.A. LL E G ROM ODE RAT 0 (.: = 11:J) 

Nf} 42. 

m.3 L 

Ici _ ga ba~ a _ lt! _ nu chas':' 

tlhe_ b", a _ q _ mim ,ga _ b;U" a_ 

m.6 
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Example 2: Melody of Havu Ladonoi, harmonized as no. 16 in the Handbook 

12 

Miz - mor le Do vid: Ho - vu_ la-do - noi __ be - nei_ei - lim 

l.Hovu ladonoi ko - vod_ vo oz. 
2.Kol adonoi cha - tseiv _ lahavos_ eish. 
3.vayechesof ye - '0 ros, 

1':\ 

1 F 
Hovu 
Koi 
uve 

ladonoi kevod shemo, hishtacha -
a-

~~ cr U IR U 1 El U 1 r 
B 

:11 F UIOU I 
vu la - do 
do 
hei - cho 

r 
mo_ 

bar Ko 

1 F 

noi be - had 
noi_ yo 
10_ kul 

ras _ ko desh ... Vayar - ki dein_ ke 
chil_ mid bor, yochil ado - noi _ mid -
10 o-meir ko - vod ... 

• 
Jl U 1 f ;0 1 r Il 

lei 

deish. 
gel, L'vo - non 
Koi a - do 

- ve- Sir - yon ke - mo_ 
ve - Sir - noi ye - cho 

ven 
leil 

re-ei 
ay-yo 

mim. (2. A) 
los, (3. A) 
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Example 3: Melody of Uvo Letsivon, harmonized as no. 278 in the Handbook 

Rather slowly 

,~IIII~ i P 1 P' ~ F 1 F Eli j 1 P' ; F 1 U 1 1 F P D 1 FFI 
mf 

U - vo le-Tsi - yon go - eil, U - le",ho - vei _ fe - sha be - Ya - a -

8 1':'1 ~ 
,~llh~ ~ liB 11':'1 ! II=- 1 ml ~ == - :: == cr F F cr il FrF FF P' ~ il? t 

= . f . .. kov, ne - um a - do __ no!. Va - a - ni, _ zos be-n - SI 

o - som, 0 - mar a - do noi, ru - chi a - sher '0 - le 

2~ 

,~IIJ,~ F P P 1 r 1 FFI r 1 F P P 1 tfôD FFI FFI 
cho u -de - vo rai a - sher sam - li be - fi - - cho, 10 yo-

1 FFI 
mu - - - shu mip - pi - cho, u - mip - pi zar - 'a -

39 

,~IV F 
1':'1 

IF r lm IF F IF r IF mir F 1 
cha, u - mip - pi _ ze - ra' zar - ta - cha, 0 - mar a-

46 ~ Slower i 1 ~ ~ 1':'1 
~ ~'I, 0 n 1 r ! 1 F r 

do - - - noi, mei - 'at - toh ve - 'ad 

99 
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, ~ Jl l, 

'0 - lom. 
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Example 4: Adon Olom by D.A. De Sola arranged by Samuel Alman. No. 335 in 
Handbook 

m.7 

m.13 

m.21 

m.2S 

..... ..... 

335. ADON OLOl\1. (N99) 
DE- SOLA - S. A. 

Key F I:m 1 m :- Im.r :d.r 1 d :-.r Id :111 1 s :- Is.f :1I1.f 1 m:- 1-:8 If!.:.:·-:;.J·~:- Il :- 18 :111 1 
:d d:- It.:- d :-.t. Id:d d!- Ir'- d:- 1-:111 .1!1.!:::.!.<J.:- d:- 1- :d 

"'" 
IV 

1. A.dôn ô 
3.Vé- a 
s.Ye-hu 
,.Ve - hu 

--'.! 

I~ 1':;'" 

.J-.L ;--~ 

lorn ........ a -sher 
cha-rei... ...... kich-lôs 
c: cl}od ........ v~ - ein 
el - 11 ........... ve - chay 

mo - loch 
hakkôl 
shei-ni 
gâ-a·li 

~: .. .... ,:: .... ;~ ~. 

1
1-1 '" 

1 flf Il.' Jo r 1 ,r.=- P.J .J J J. J 

hë - tt . rem k~l.... ;:e 
le - vad do ..... yun-
lê· ham-shil lô....... le­
ve -tsur chev - li....... be-

[. .,~ .- - • 1 

Jr r l' 
, 

J--..., I~J .J. J 

"- -ü) - tSlr.. UlV - m ........ 2. Le-els -naa - soh ... . 
.. A A 

,e - chef· t50 ........ kol a-
(a) lôch nô - m ........ 4. Vê-hu ho-yoh ... . ve - hu .... hô - veh, ve-
(5) - hach - bi - roll ...... 6. Be-li' 
h)· eis ... tso - roh ...... 8. Ve-hu 

rei . shis ... . 
tlÎs si.. ... .. 

be - li ...... s~ch - l~s, ve-
u - mo - nos........ 11 me-

./.Il 
1-1--

,~ 

, 

...J---,.. 1. j.~ .- -- 1 ~ . 
-, j; t::' f'"-'" " '-t io' 1 T f' 1 1 

rJ ,J, 1'1' rJ· l' ,J ......... J PJ ; ........ ,J 1. 1 J I~ 
. 

... .. .. 
'",-zi\i ....... me - lechshc.mô nik-ro ....... 9.Bc-yo -
14J·hu yih'- )'th.......... he· sif - () - roh ... .. 
!6J'lühq • oz............ vè· h<}m - ll1i~- 1'011... .. 
!~)-1l0'i ko - SI............. b" - yom - t:k-ro ....... 

dô af - kid ru . 

\I m :-1-:5 \d':-IS:5 Il :-15:'" Ir :5 lm :f lm :-flr:'" lm :-Im.r:d.r Id :-.rlrl:m 1 
d :5,1,1 :t, d :-I-:d d :-I-:d d:r Ir :d d.- It ... d d .-Ise,.- J, .-.t,II,.d 1 

J. _. L_. 

'(9)·chl b~ - els ....... 1 - shan ... \e - 0 - - 1· roh.1U\e-lm ru - ch! ...... g'" 

" 
u 

. 

il :-18.f:"'.f 1'" :-1-.5:8 Id' :-18 :-1 1 :-.t 'd'.l ;f.r 1 ~ ;-.r 1 r :-Id ;0 III 
li :ta,lt.:- d;- 1-.m:111 In:- Id:- ll:- 1 :-.1, s, ;-Id ;-.t, t , :-18,:0 1 ....---... 

.À .L-- 1 ~ 1":'1 
. --

~r il ----1-0 .. ---1 , "'--' ~ f-...-/' l' r,,--r" 

l-l J/"") r~.tJ .,J.-;j ,.r-..;. )' J~' )' cJ~Î- .. 

'\ (lo)·vi y () ,i ........ a dô - noi ...... Ji ......... \k - lô ......... i - ~~~ 

100 



m.6 

m.12 

m.l? 

m.22 

Example Sa: Lecho Dodi no. 18 in Handbook 

18. LECHO DÔDI (Ng 2.) 
Tradition'I!. 

l ·f I! :S Is,e.JTl,f .s .1 I~·f IJTl·,! :1,s.f,JTl Ir 
Key F.. r ,.,:r JTl.r .d ,r .1'I.d ~ •. t. d .,r :f ,1'1 .r ,d t. 

L~ - dloh dô - di. ........ lik _ l'a,; k,ll -ll)h.~. 'l';;-uei 

:s 
:r 
shab _ 

~ -=--- -- -= 

~IS ,f .f'l,"I" :d.JTl If .,r :8.r I~ .,~ 
1 1'1 ,r .d ,t. :d.d 1. :s •• t, .,t, :d 

lJos ........ ne - kab hl' - loh .... . 

$fi 

II
·f 1 S:S 1 S ,f ./0'1 ,e :8 .1 1 
.r f'l:r JTl ,1" .d ,r :JTl .d 

1. Sho - mûr v':to - <:h01" .••.•.. h'llih. 
~. Lik - l'as shab - bo~. Hi-

ft f .,1 :s.f l 'rel ~". 1 s : S 1 s ,f .[Il ,f:s .1 1 L...d. :L-J 
Il r :t, .t, d .,t l :d .t, d:r d . :- .de r.d :t, 

bUI" ...... P • <:hlO,(, ...•••. Rish.mi - '0 - - - nu EIlliam!.yu -

,~~~C~'~~IIi1~~.nie~i~.~le~-rC!'h!Ohl'!·!·~·~·~·K~i~rh~l~.~m~e::~_~k~O!Ari·i·i·i·i·~·~·!·~·~·~·~h~a~b~~_~~~l'(~'~-~ 

1'1 

~ 

: 

'\ 

11·JT1 .,r :JTl.f 1 dS 
1 t, :- .t, 

ehoù, .. , Allô _ noi 
I:hr,h, . .• Mei _ ro,;h 

H. 
~h,.ill1 
Sôf 

r 

:s .s 
:r .r 
u - l'siC 
ma-'à 

"" "" 
\00' ... 

r-1 J ~ .. 

:d' ,t .d' ,Ils .,1 :ta 
:d d:-
e - cho.\ 

.ta Il :L..4 
.d d :.LdJ 
Il -sh'môe 

1 
JT1 .,f :5 .f,JTl } 
d .,r :111 .r,d 
chud ....... Le _ 

mik _ _ ke - dem ne - su - - I:hoh, .... ' .••.. 

~ 

1 
f ,JT1 .f ,r:JT1 .JT1 1 L...!..1l' :L-J 
r ld .r ,t,:d.~ ~ .t, 
e - - l'l'S, ve· Il'; - h il -
seh, b'machà..sho - l'oh te-chil-

7J .. ~ JTl .,r:JTl 
1 d .,t, :d 1 

• loh .... . 
- loh .... . - -.;... 

\.0 100. 1 j ! .[ 1 

... l' J J 1 ~ ... 
" 1 -The Oth~l' verses simllarJ.r. 

N<l20 tollow8. 
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Example 5b: Melody of Lecho Dodi harmonized as no. 18 in the Handbook 

Le - choh do - di __ _ lik - ras __ kal - loh ____ pe-

r 
nei shab - bos 

Fine ~ 

Il 
- ne - kab - be - loh __ _ 

D 1 r r 
Sho - mor noi 
Lik - ras shab 

~ 

r I[FrFD ~ 1 

chor b'dib - bur__ e - chod, Hish - mi 0 - - - nu 
bos le - chu ve-nei - le choh, _ Ki hi me kor __ _ 

/6 

,~ Cd B 1 €Ji;) D 1 r [llmErl tf?p P 1 r QI 
Eil ham'-yu chod, _ Ado - noi e - chod_ u - sh'mo e -
hab - b'ro choh, _ Mei - rosh mik ke - dem ne - su 

chod Le - sheim u - l'sif - e res, ve - lis - hil loh _ 
choh, Sof ma - a - seh, __ b'macha - sho - voh te-<:hil - loh _ 
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Example 5c: Lecha Dodi no. 7 in The Ancient Melodies 

LE CHA DOD 1. 
ANDANTE 
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m.l 

m.6 

m.n 

m.15 

Example 6: Av Harochamim by Naumbourg no. 68 in the Handbook 

68. 
AV HORACHAMIM. 

NAUMBOURG- F. L.C. 

Key A.ll s, :d IfTI :S 
t s, :s, Is, :d 1

8 :- If :f If :f IJlt.fTI :r.r Ir :- Id :-\J11a :d '.h....J, 1 
d :-I-:d t, :t, It, .t, :t,.t, t, Il,:- l, :- Il, :-

Av ho-ra-f'ha - milll, hpi - ti-voh vi-I"è-tsû-nè - eho ... cs Tsi- - -
/11 .. ++ 1 1----- 1 1 1 j 

,." '" "" "" 1. 

@) r r r 1 

•. J /11/"11/('. .d. J'J J J J -
; . 

" 1 1 1 
'=' 

llJlt :-1- :S, Is, : d IJlt 
se,:-I- :s, s, : - 1-

yûn, tiv - IIch ..... . 
/ Il loi 1'1 ~ ~. 

tJ fi r' 'r J/!fj .. 
1 1 

: · · 
" 1 1 

llà :-.1 It :1 I~ :-
:-.d Ir :d : -

mûs Ye-ru-"ho - \1) -
/'J .. /'t J. l' ~ J J 

· 
tJ l" 111 1 

ulJ· ~l 
· " 1 \1' 1 l, • 

Atm 1 

1 1 .; 'tI 'tI i-I 1-------1 1 1 
= 

1 .J.J ~J'11 -& bJ .J~ 
1 
:s IS:- 1 f 
:ta, 1, :- 1-

eh" - mùs ... 
1 1..---.... 1 

. 
'1 1 

loIJ .. J-.---J 

1 ,-, 

:f If :- 1 ~;1' 
:t, t,;- It, :-
Yè - ru - sho-

1 1 1 

J J 1 

J~ 

Ir :- Id :d l 
t, :- Il, :l, j 

- 10 - yim,chfJ-

l. J 1 

.J. .J J 

s ct f c. 
Is : 1 SJlt' :-.1'1' 1 l'l' :r' .d' If :d' 1 f' :1'1' } 1 t, : dl :-.1 Ita· :- .ta : l Il :1 
vim. Ki viS - cho Il', - vnà bn-toch-nu. 

1 1 i'" 1..--...1"0 '" 1 ,d 1 · · . 
J b~. 

'tI 10" 1 1 
1 CI! 

·l')· J ;bJ .l J J'f!. 
· 

llre':- 1- :re'l"'s;- It ;1 Is :f 1fT1;r Ir;- Id ;d Id;- Id ;t, Id ;-1- :-11 
11 ':-,1-:1 Id:_I_ t, :t, It,;- t,:-ll, :fe, s,:- Is, ;f, ",,:-1-:-

Me - lcch, Eil..... romve- nis- - 80 .. A - dôn 'ô - 10 - mim 
I~ 

. 
/", .. 1+ 1 1 1 1 1 · · 

tJ 

,~11lJ f 1;. 1 1 1"--'1 l'tj r r ~j .-
=# HJ it& J/lllj H ..J. dt. n -si .L ,1 
· 

"\ 
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m.tO 

m.20 

m.28 

Example 7a: Excerpt from Tov Lehodos no. 20 in Handbook 

20. TÔV LÈHÔnÔS' (N~ 1.) 
Tra,litional. 

Psalm XCII. 

IfII:r Id :t, li. Il Key G.pt, Id :r Il'ld :fII 
(1.1111 i, Il'}l:se, 1, : t, : SI Ir :r.d It, :-11'l 

S:J, :1. Ise.:- 1, 
:1'1 
: l, lî, :l'l 

:}. 1. :1. 1. :se. 1, .. 

1. TôVl'hô - dô".,. 'lIa - d,; lnlJj , ~u - l'r.a/llImeil' l'"him+ho ... rEl - yôn.(2D) 
5. Mah go-di; - lu ma"j'''St,'!'hll ail? nfli, m'û, 1 'om~ k!I"." math,;hè-vl,/ - se~hn. 
U. bh ba - 'al·, ..• 10 ~'I'.- ""1 Il - chell I,J.".. \YO - l\'tne8 Z"". 
7. Bit' - ôaduthoim kt; - mû, . . •. ebt-'V, va - yu - t!;i _ tSII kllI.,. pO'alej 0\'1'11/" 

10. Vat - tn _l'l'Ill ki- ";'eim ka .. ni, bal- bî - si Ill' - "Ii{·/lIt'III'il':ll_ nI/II. 

11. VaUa '1 eit 'd - ni be :;hu - roi, a.kko-mim'().! ai 1l1rpiilmtj,.;}~Cma~lOhll)lI - illij. 
12. Tsaù-Idik kattn-mol·. .• yif - roch, k'e _ rez Ibal - Lè - J,'" - Inônyisgeh~.:in) 

j: t, 1 d :r 1'" 
B l : se, l, : t, d 

:l'l 1 r :-.d Itl 
:5, se, :1. se, 

:fII 1'" :1'1 11'1 :1'1 11'1 :r Id :t, Il. 
: 1'1 l'l:fII l'l :1'1 fII:r d :t, 1, Il 

/ Il l.I 1':\ 

. 
III 

,:~ ~ 1. J ~ ! ~~--f Ii!~ 1 1 r 

" 

J .~ ~ ~ ~ ~ J 1 1 1 

,l, ~ ! ~ " ~ .l.IJhag-gld bab-bokercha!;-de .. I:ho, vee - mu - no-se_eho ...• bal-h'l_ 1o,.., 
(7) le - hish .. sho-m',lom'à - dei., .. 'afl.S. Vllt - tohmo_rôm l"il-tolll à _ dû - !loi. 
1:J.Sh'su .. Um bè -vois il. .. dû noi, fù:hats-l'ôs è _ 10 - bl'i-nu yal' _ rii-lln. 

{
:t l 

:f, 1 
Llo. ,:,1 •• se, Il' :- 1 t , : I~ 
f, :f, 1.:- se, : l, ...... 

Dt. 

1
'"1 .,se. ;1. 
I,r :1' Id' .t :1 .se IL~ :t t 

1'1 :- 1'1 :- 11'1 :1'1 1 ----
/1111 '~"'I 

;;;;:::::-.... 
1 

.., 

, 
1; ~~. r----~ CIS~'(" ~::::J nm ~ ~l l-

.1 '-----1 1 
:3. 'A - ),,\ 
n, Ki hin 

14. 'Ô,I - y'nu 

11
P.'··:,U'lt 
!'( .:j'l. Pl 

'0 - sûr, .•... 
neih ..... 

: 1 
:Pl 

_ vun, •..•• , 

r 
va'Îi. - I,'i........ no -
,1,_ _ y've.. cho ad'Î_ 
he - Sl'l -

I~ It. :-I t, 
l, :- se,:- se, 

~ 

- wl;a­
_ noi. ... , 

voh, . , .. dt, .. 

: t" .t, 1 d 
:se, .se. 1, 

:r .r 
:t, . t. 

(a) 11'1. .•.. hig - go - yôn, , .. , . , , . be _ chin -
(9) ki hill _ nl'ih ôYl-, - \'1' tho, yû _ vei 

nô.'. 4.l\i sillllllat'll.tanllià-!li) .. 
ftu,. . . . . . . . . . .. ~I(lfil 

(1-\) shd - nim vi; _ l'a- :tnan .. nlm .. , .. yi h'yu. I~,.L\·-hag .. gifl klYo-
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Example 7b: Mizmor Shir no. 8 in The Ancient Melodies (Tov Lehodos in Handbook) 

6 

a i< Voci. 

MIZMOR SHIR. 
A:-;D~NTE MAESTOSO ("':::120) 

Cnis. 
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Example 7c: Excerpt from rob Lehodot in the Music Used in the Services o(the West 
London Synagogue of British Jews 
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Appendix C- Illustrations 
Illustration 1- The Spanish and Portuguese synagogue of Bevis Marks, inaugurated in 
1701 The seats in the synagogue face the center as is the Sephardic tradition. The brass 
Candelabra was donated by the Spanish and Portuguese community of Amsterdam. 

(Source: www.sephardim.org/Neveh Shalomlinterior.html) 

Illustration 2- The Spanish and Portuguese synagogue of Amsterdam inaugurated in 1657 
The seating plans, Holy Ark and even candelabra of Spanish and Portuguese synagogue 
in London was modeled according to that in Amsterdam as can be seen in the similarity 
between both 

The Port ugueSB synagogue, 1675, considered lhefinestin Holland, 
is based on a modelol Solomon's Temple and faceseast, loward 
Jerusalem. The Ark is made of fine 8razilian wood 

(Source: www.minotaurz.com/minotaur/letters/Ho17 .jpg) 
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Illustration 3: The Hambro Synagogue [Ashkenazic], Fenchurch Street, 1725-1893 
Note the seating arrangements and the shape of the candelabra similar to that of the 
Spanish and 

(Source: http://www.ec1ipse.co.uklexeshul/rothl) 

Illustration 4: The seating plan of the Great Synagogue, Nineteenth century 
N ote the seats facing the center. 

E!iB PI lil 
~ 
~ 
~ 

(Source: http://www.eclipse.co.uklexeshullroth/) 
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Illustration 5: Interior of Synagogue, nineteenth century (from Illustrated London News, 
January, 1890) Note the top hats, the candelabras and the seating arrangements. Only 
congre gants sitting directly behind the Bima( the raised platform in the center of the 
synagogue) are seating facing the front (see chart in illustration 4) the rest of the 
congre gants are facing the center. 

(Source: http://www.eclipse.co.uklexeshul/roth/) 
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Appendix D: Ethics Approval 

; Mc Gill 

Re"ëarch Ethics Board Office 
845 Sherbrooke Street West. room 47.9 
M.outreal, Quebec H3A 21'5 

August 10,2004 

Ms. Nuomi Cohn Zentner 
Faculty of Music 

RE: Sephardic Influences in the Liturgy of Ashkenazy Ortbodox Jews in London 

The above research project received retrospectÎve ethics review and was found to have been conducted in 
an ethically accept;\ble manner. 

Blame Ditto, Ph.O. 
Chair. Research Ethics Board-) l 

(:,: Prof Lloyd \\t'hitescli 
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