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History of music in the biblical period The history of religious Jewish music spans the evolution of cantorial,
synagogal, and Temple melodies since Biblical times. The earliest synagogal music of which we have any
account was based on the system used in the Temple in Jerusalem. The Mishnah gives several accounts of
Temple music. Three musical forms were identified by scholars of the period, involving different modes of
antiphonal response between cantor congregation: All of these forms can be discerned in parts of the modern
synagogue service. Please help improve this article by adding citations to reliable sources. Unsourced material
may be challenged and removed. August Main article: Jewish prayer modes Jewish liturgical music is
characterized by a set of musical modes. These modes make up musical nusach , which serves to both identify
different types of prayer, as well as to link those prayers to the time of year, or even time of day in which they
are set. There are three main modes, as well as a number of combined or compound modes. Traditionally, the
cantor chazzan improvised sung prayers within the designated mode, while following a general structure of
how each prayer should sound. There was no standard form of musical notation utilised by the Jews and these
modes and synagogue melodies derived from them were therefore handed down directly, typically from a
chazzan to his apprentice meshorrer descant. Since the late eighteenth century, many of these chants have been
written down and standardized, yet the practice of improvisation still exists to this day. The synagogal reading
of the parashah the weekly extract from the Torah and the haftarah section from the Prophets , may recall the
melodic tropes of the actual Temple service. In practice the cantillation often echoes the tones and rhythms of
the countries and ages in which Jews lived, notably as regards the modality in which the local music was
based. Traditional religious music[ edit ] This section needs additional citations for verification. June Learn
how and when to remove this template message Synagogues following traditional Jewish rites do not employ
musical instruments as part of the synagogue service. Traditional synagogal music is therefore purely vocal.
The principal melodic role in the service is that of the hazzan cantor. Responses of the congregation are
typically monophonic â€”the introduction of a choir singing in harmony was largely a nineteenth-century
innovation. However, during the mediaeval period among Ashkenazi Jews there developed the tradition of the
hazzan being accompanied for certain prayers by a bass voice known in Yiddish as singer and a descant in
Yiddish, meshorrer. This combination was known in Yiddish as keleichomos. There are many forms of song
which are used in Jewish religious services and ceremonies. The following are notable examples. With the
piyyutim liturgical poemsâ€”singular: The hazzan sang the piyyutim to melodies either selected by themselves
or drawn from tradition. Piyyutim have been written since Mishnaic times. Most piyyutim are in Hebrew or
Aramaic , and most follow some poetic scheme, such as an acrostic following the order of the Hebrew
alphabet or spelling out the name of the author. Pizmonim are traditional Jewish songs and melodies praising
God and describing certain aspects of traditional religious teachings. Jews of Greek, Turkish and Balkan origin
have songs of the same kind in Ladino , associated with the festivals: Some melodies are quite old, while
others may be based on popular Middle Eastern music , with the words composed specially to fit the tune.
Zemirot are hymns, usually sung in the Hebrew or Aramaic languages, but sometimes also in Yiddish or
Ladino. The words to many zemirot are taken from poems written by various rabbis and sages during the
Middle Ages. Others are anonymous folk songs. The baqashot are a collection of supplications, songs, and
prayers that have been sung for centuries by the Sephardic Aleppian Jewish community and other
congregations every Sabbath eve from midnight until dawn. The custom of singing baqashot originated in
Spain towards the time of the expulsion, but took on increased momentum in the Kabbalistic circle in Safed in
the 16th century, and were spread from Safed by the followers of Isaac Luria 16th century. Baqashot reached
countries all round the Mediterranean and even became customary for a time in Sephardic communities in
western Europe, such as Amsterdam and London. Nigunim are generally wordless. Nineteenth-century
synagogue music[ edit ] Changes in European Jewish communities, including increasing political
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emancipation and some elements of religious reform, had their effects on music of the synagogue. By the late
eighteenth century, music in European synagogues had sunk to a low standard. Charles Burney visiting the
Ashkenazi synagogue of Amsterdam in , wrote: At my first entrance, one of the priests [i. After this three of
the sweet singers of Israel [ At the end of each strain, the whole congregation set up such a kind of cry, as a
pack of hounds when a fox breaks cover It is impossible for me to divine what idea the Jews themselves annex
to this vociferation. Contemporary Jewish religious music Secular Jewish music[ edit ] This section needs
additional citations for verification.
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Within the traditional Jewish community, cantoral and chasiddic melodies were the musical standard. This
trend dramatically accelerated with the Six-Day War. The Reform Movement, which previously had used
Ashkenazic pronunciation of Hebrew reflecting a German-Polish tradition , switched to Sephardic
pronunciation reflecting the way Israelis spoke. From almost the beginning of Reform worship, the music
centered around the use of organ and choir. Carlebach gained fame for bridging between the folk world and
the traditional Jewish Hasidic tunes. Jewish rock At the same time as the folk revival made waves in Jewish
worship, established composers like Gershon Kingsley and Ray Smolover utilized contemporary genres like
jazz and rock in their compositions. Influence of the rock world came to the Orthodox world with bands like
the Diaspora Yeshiva Band , founded in by American-born student-musicians at the Diaspora Yeshiva in
Jerusalem. Periodically Jewish music jumps into mainstream consciousness, with the reggae artist Matisyahu
being the most recent example. Their music combines lyrics by Woody Guthrie , the famous American
lyricist, with classical klezmer tunes. This section does not cite any sources. Please help improve this section
by adding citations to reliable sources. Unsourced material may be challenged and removed. January Learn
how and when to remove this template message Shlomo Carlebach is considered by many to be the most
influential Jewish songwriter of the last half century. Michael Isaacson grew up in Reform Jewish summer
camps and was the primary innovator in Jewish camp music. He has since established himself as a prominent
composer of synagogue music. It sets traditional religious Jewish texts to its own compositions, as well as
composes original Jewish inspirational songs. The band is unique in that it adheres strictly to the Jewish laws
of kol isha and performs only for female audiences. Debbie Friedman , another product of Reform Jewish
summer camps, was the first woman to set religious Jewish texts in the American folk genre , rendering them
easily accessible and popular across the denominations. Her settings of the prayers for the Havdalah ceremony
and the " Mi Shebeirach " prayer are ubiquitous in virtually every Jewish community. Safam , a six-man band
founded in Boston in , prides itself on a "Jewish-American Sound: Modern trends[ edit ] Trends in the
Orthodox community[ edit ] In recent years, the time lag in style between the broad music world and its
adoption by the Jewish music world had been decreasing. Many groups and singers have released albums with
noticeable influences from contemporary pop, rock music, etc. This is partly a result of a new wave of young
Jewish musicians arriving out of yeshivas and universities. Examples of this trend include The Chevra with
clear pop-boy band overtones and dance moves and Blue Fringe with its extended jam sessions echoing Phish
and the Dave Matthews Band. One type of music that is very popular among Orthodox artists and their
listeners usually consists of a formulaic mix including brass , horns and strings. These songs are often a joint
effort by a composer and an arranger with the singer having little to no input[ citation needed ]. Many of the
entertainers are former yeshiva students who perform in dress suits. Many have day jobs or are studying in
kollel and sideline singing at Jewish weddings. Musical background and training varies from no formal
training to very high levels though rarely academic. Lyrics are most commonly short passages in Hebrew from
the Torah or the siddur , with the occasional passage from the Talmud. Sometimes songs with original lyrics
compiled in English, Hebrew or Yiddish deal with central themes such as Jerusalem , the Holocaust , Jewish
identity , and the Jewish diaspora. As a solution to the Jewish law against men hearing women singing ,
Jewish boys choirs became popular in the s. Currently the Miami Boys Choir led by Yerachmiel Begun is
perhaps the most popular, with a number of albums amongst the top record sales in Orthodox Jewish circles.
Trends in the Reform and Conservative communities[ edit ] The Reform Jewish summer camps continue to be
a source of contemporary Jewish worship music, where artists like Craig Taubman , [14] Dan Nichols , [15]
Rick Recht , [16] Josh Nelson, [17] Alan Goodis and others have shared their newest compositions with the
latest generation of campers. Nichols and Recht are among the leading Jewish rock singers of the present day
and remain extremely popular among Jewish summer campers. The lyrics of these songs are generally written
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in English with some Hebrew or Yiddish phrases. Parallel performers exist in Israel with the lyric in Hebrew
or Yiddish.
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The reason for this, as Philip Bohlman argues in Jewish Music and Modernity, is that Jewish music in
modernity exists not within a definable space or time, but rather at moments of disjuncture â€” in between
regions, amid moments of transition and transformation, and at the border of ethnic, religious, and social
boundaries. Jewish music, as an aesthetically autonomous object in Jewish society, was conceived of for the
first time at the modernist moment, when Jews entered the public sphere of modern European society,
broadening the purely ritualized devotional function that music formerly served. Bohlman demonstrates that
Jewish music, in responding to the political and aesthetic challenges of modernity, is inherently hybrid,
unstable, and dynamic. It represents a dynamic site where national, ethnic, and gender identities are
constructed and contested. In other words, music participated in the transformation of modern Jewish identity
itself. It culminates a trilogy that traces the history of music in Jewish communities worldwide. Jewish Music
and Modernity , which completes the trilogy, traces the musical life of various Jewish communities in Europe
spanning from the eighteenth-century Haskalahâ€”the Jewish form of Enlightenmentâ€”until the Holocaust.
Thus, the trilogy presents an interesting chronological inversion, one that implicitly raises one of the many
historiographical issues that the present book explicitly challenges. Rather than constructing a trajectory of
Jewish musical history along a route that begins in the timeless, authentic Eastern Mediterranean and that ends
in historically corrupted form in Europe with the Holocaust , Bohlman argues for a much more nuanced and
dynamic approach to understanding Jewish music in modernity. In each of the three volumes, as in each
chapter of this book, Bohlman navigates a musical landscape of transition, conflict, and confluence, past and
present. Hence his primary focus, in the present volume, on various border regions of Central and Eastern
Europe, from where a great variety of musical traditions emerge. He begins his journey in Jewish villages of
Central and Eastern Europe; that is, not at the center of the modern city, but at the periphery, where Jews
found refuge from cities in times of adversity, and where the exchange between Jews and non-Jews became
audible in folk music ch. During the course of this history, folk ballads, liturgical music, satirical and political
songs, popular songs in various dialects, popular broadsides, cabaret, and opera comprise the musical material
on which the author focuses. Bohlman persuasively argues that Jewish music is a hybrid amalgamation of
many places, musical and linguistic varieties, and ethnic identities; it is both Jewish and non-Jewish. But
Bohlman is not only interested in the products and places of Jewish musical history; he is also interested in the
processes behind them â€” the composers, performers, performance practices, and technologies of written and
oral reproduction, to which he devotes equal amount of space. Combining archival and ethnographic fieldwork
with analytical frameworks drawn from both musicology and ethnomusicology, he pieces together fragments
from a polyphony of voices, past and present, to provide a rich, indeed dense, and highly nuanced study. For
example, the recollections of current inhabitants of former Jewish communities are juxtaposed with
explorations of abandoned synagogues, historical and literary narratives, ethnographic records, and folk songs
ch. This fragmented approach both documents the dynamics of negotiation and transition that characterizes
Jewish musical history, and underscores the slippage between myth and history, present and past, in Jewish
historiography. The book therefore resists an overarching narrative or teleological impulse; rather, disjuncture
determines its content and form. The fragmented montage of such diverse materials and topics, however, is
disorienting, leaving the reader with the arduous task of assembling a whole from its disjointed parts. Further,
some of the more obscure remarks are left unexplained. Whether or not these assertions about music add up,
they deserve fuller elucidation with substantiating references. Indeed, the paucity of detailed references in
general seems odd, especially given the interdisciplinary readership that this book demands. Similarly, in
order to make Jewish musical life more audible 31 the book would benefit from more musical examples and
more substantial musical descriptions. Oxford University Press,
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Author In East European Jewish culture, the very term music signifies modernity. The Yiddish word muzik,
itself probably of recent origin, would not have been used by performers and musicians to cover the sweeping
range of intoned, chanted, sung, and played textual and instrumental sounds and compositions performed over
the nineteenth and twentieth centuries. In the nineteenth century, starting well after similar developments in
Western and Central Europe, internal Jewish values about humanly produced sound clashed, overlapped, and
combined with contemporary European attitudes and practices in fruitful ways. By the late nineteenth century,
music had become a hallmark of the Jew as a figure in the European mind, while Jews themselves were ever
more energetically involved in a variety of professional and expressive musical vocations. The cantor, the
klezmer, the folk singer, the composer, and the concert performer all moved into modern Jewish history in
their own ways. At the same time, the conservatism and comfort that music offered meant that a significant set
of older Jewish attitudes and materials would endure. With increasing urbanization, the occasions and venues
for music making and consumption increased significantly in the late nineteenth century. Some Jews moved in
and out of a limited set of musical zones, while many were involved in most or all of them as performers or
spectators. The arrival of mediated formsâ€”sound recordings, radio, filmâ€”only multiplied the ways in
which Jews could express themselves musically. Music and Sacred Text The many forms of intoned, chanted,
and sung prayer stretch along a continuum of liturgical and paraliturgical performance that ranged from the
personal to the professional, from the domestic to the public, and from the everyday to the once-a-year e. The
musical beautification of sacred texts also speaks to the issue of hidur mitsvah, the adornment of a sacred
obligation, as a necessity for making prayer work; this can be interpreted as an opening for an aesthetic as well
as ritual layer in the performance of sacred text. Yet the acoustically tight spaces of both sanctuary and home
meant that girls grew up hearing and absorbing the inflections and melodies of male sacred song. Folk Song
Dzhum, dzhum. Label of an early twentieth-century recording performed by G. Lebedev for Siren Grand
Record, Russia. YIVO The sphere of expression denoted by the folk song seems more amenable to the usual
sense of the term music. Singing permeated Jewish communities, crossing age, gender, class, religious, and
ideological lines. East European Jews had a large and eclectic repertoire of songs and felt comfortable singing
in public at appropriate times. Here the sacredâ€”secular line blurs with regard to paraliturgical songs sung at
the Passover Seder [listen to a recording ], after Sabbath meals with songs known as zmires [Heb. The notion
of collective singing spread to modern social movements, including Zionism and socialism, and entailed
frequent ritualized song performance at public events. One woman described the chicken-preparation sessions
that a group of women would share before a holiday, and how she was asked to sing to lighten the work: In
such stories, the communal need for music reflects an appreciation of its power and beauty, along with the
recognition of individual excellence. Personal music making also flourished. For babies too young to
understand song texts, a young woman might sing her heart out about her past loves, her life before her
arranged marriage, or about the hardship of her family life; but for children old enough to be instructed, she
might offer songs extolling Jewish values. Many Yiddish folk songs are centuries old, and show similarities to
coterritorial repertoires and even texts. Jews shared musical texts and tastes with Germans, Poles, Ukrainians,
and others. Yet among the most treasured items in the Yiddish repertoire are songs of literary origin, penned
by writers of the Haskalah period from the mid-nineteenth century on, or by masters of the Yiddish theater in
its early street or later institutional forms. The leading Yiddish folk song scholar Chana Mlotek has shown
how a tune for a song by Sholem Aleichem spread through Jewish networks across a huge territory of Russia
within just a few months. Music and Communal Life In the emerging urban centers, the proliferation of
dynamic social movements brought ideology-specific music to many sectors of the Jewish population.
Bundists, Zionists, and religious factions all found their voice in collective song. Choruses, often with mixed
Hebrew and Yiddish repertoire, began in the early twentieth century, alongside and performing with
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communal ensembles such as mandolin orchestras. Beyond social movements, music spilled out into the
streets of communities across the region. A rich tradition of hoyf-zingerâ€”street singersâ€”and itinerant
instrumentalists filled the courtyards and marketplaces of small towns and big cities alike, throughout the
interwar period. Extant amateur film footage shows violinists in town squares, and commercial films detail the
sometimes romanticized life of wandering musicians, classically in the American-produced movie Yidl mitn
fidl Yidl with His Fiddle; [listen to a recording ]. Contemporaneous Polish-produced films such as Der dibek
The Dybbuk ; [listen to a recording ] or the Soviet Yidishe glikn Jewish Luck; portray a teeming musical life.
Instrumental and Concert Music The interaction between tradition and modernity is nowhere clearer than in
the evolution of Jewish instrumental music. Severely restricted to celebratory occasions by a sanction against
the use of instruments in sacred services partly to commemorate the loss of the Temple, and its associated
music, in Jerusalem , instrumentalists carried on family traditions of performance within male lineages. The
theater and nightlife of the cities enhanced performance opportunities even as the older klezmer styles
persisted. Russian composers, as early as Mikhail Glinka â€” , took an interest in Jewish traditional melodies.
In the late nineteenth century, the founding of music conservatories coincided with the growth of mass culture
in Eastern Europe, allowing Jewish musicians to slowly gain standing and employment as both performers and
composers of art and popular music. This development was typically two-sided: Music in the Holocaust
Period. All the types of music just listed circulated among the populations restricted to ghettos , camps, and
partisan fighting units from to Eloquent testimony by survivors relates how crucial music was to morale in
extreme situations. Songwriters grafted new texts onto old songs and composed new ones as a way of
providing continuity and hope [listen to a recording ]. Jewish music survived the depredations of both Nazism
and Stalinism. Recent musician immigrants to the United States have provided accounts of the often covert
survival of Jewish music in the Soviet Union, including popular songs, sacred song, and instrumental tunes.
The revival of ethnic and religious culture in Russia and Ukraine began in the s with a return to traditional
styles among the remaining Jewish population, with help from American sources. In particular, the U.
Anthologies of East European Jewish music, from publication of manuscript sources by Ukrainian Jewish
ethnomusicologist Moisei Beregovskii reflecting his work of the midsâ€”s to Israeli-based collections, have
dramatically expanded our range of reference. The preference for melodic material varies regionally in terms
of scales and modes as well as with respect to borrowings from coterritorial sources. The lack of relevant
scholarship makes it hard to be precise about local variations, but we have some sense of genre-based
preferences. Regarding instrumental music, the influence of southeastern sounds, from the Ottoman
borderlands such as Bessarabia and Transylvania , became paramount in the nineteenth century. Cantorial
music reflected the strong impact of operatic stylings and westernized choral arrangements [listen to a
recording ]. Hasidic music [listen to a recording ], with its combination of domesticated non-Jewish tunes and
composed sect-specific melodies, demarcated off its own eclectic, yet distinctive, musical sphere. Trends
unrelated to the tastes of the many surrounding non-Jewish music cultures could spread widely across Jewish
networks, as with the influence of the Romanian doyne sound [listen to a recording ] as far as Lithuania. Many
types of East European Jewish vocal and instrumental music, sacred and secular, shared similar leanings with
respect to melodic stock and performance manner. Underlying varied genres and forms is a common aesthetic
that makes it hard to say that any one domain of Jewish music dominated. An overarching tasteâ€”a set of
preferences for musical items, genres, and stylistic devicesâ€”infused the interlocking zones of musical
activity, despite the diversity of geography and social layering. We have yet to write the history of, or even to
describe adequately, the whole picture of this rich musical world. Rothstein, and Michael Alpert, eds.
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The author welcomes comments and queries from all interested readers, in the hopes of expanding upon the
ideas put forward here please mail to our Tzimmes address. Moshe Denburg, Introduction The Jewish people
and their music have their roots in the Middle East, specifically in the land of Israel, and their branches
everywhere. They have lived, for over years, amongst many cultures, both Eastern and Western - from Iran to
Israel, to the Western Mediterranean and North Africa, to Europe, and most recently, the Americas. Thus,
there is a unique property of Jewish music that defies geographical location. This property can be called
inter-cultural synthesis. For millenia, Jews have been global wanderers; from the beginning of the common
era, about years ago, until quite recently, they have lived amidst many cultures not their own. To preserve their
identity, in a sea of foreign culture, Jewish people have always deemed it wiser to incorporate foreign cultural
elements into the Jewish mainstream than to resist all outer influence absolutely. Thus, to a large degree,
Jewish Music is a cross-cultural phenomenon, the music of the wanderer. Undoubtedly, certain Jewish ritual
musical forms have their sources in antiquity, but the idea of creative adaptation has been a hallmark of Jewish
musical life for a very long time; thus, Jewish Music has many faces. Music of the Middle East generally
belongs to the modal , or melodic traditions of music. Here harmony , as it has been practiced in the Western
World, is not emphasized. It should be noted that today, in popular forms, Western style harmony can also be
heard; but the source traditions of music have rarely borrowed Western harmony. The functions of music in
the Middle East can be described as follows: Music as a Religious Vehicle - This includes the music of
communal worship in Mosque , Synagogue, and Church , and the music of mystic ritual Sufis , Hassidim , and
others. Music as a Celebratory Vehicle - This is music of both a popular and religious nature played at life
passage events Weddings, Bar-Mitzvas , Bat-Mitzvas , Anniversaries, etc. It also includes certain dance forms
such as belly dancing and folk dancing in general. One is the Ashkenazi, or Western stream. This includes
Klezmer , and is music originating in Eastern Europe and extending to the rest of Europe and the Americas.
The third stream is the Mizrahi, literally Eastern, and refers to the music of Jewish people who resided over
the centuries amidst Arabic cultures. Of course these three streams are not completely separate, but do in fact
intersect in many places see diagram 1 below. It includes Klezmer music. It has come to denote the musician
himself, thus incorporating a point of view that regards the musician as the vehicle or instrument of a higher
source. Other than Hebrew - the tongue of the Bible - the language of speech and song is mainly Yiddish
Judeo-German ; nowadays, English and other local languages have come to play a large role in Jewish Music
of the Ashkenazi stream. Yiddish - Beginning as an offshoot of Medieval German in the 10th century, Yiddish
developed as a unique hybrid of German, Hebrew, and whatever other languages Jewish people spoke in the
various countries where they dwelled. Thus, there are Slavic, Polish, and many other words in Yiddish. They
took with them a 15th century version of Spanish called Ladino Judeo-Spanish. Much musical repertoire is in
this language. The interaction between these peoples and the communities in the countries where they lived,
gave rise to a cultural expression that incorporates many melodic and rhythmic elements of the Mediterranean.
Ladino - Ladino is a form of Spanish, ca. Over the centuries it has integrated many Hebrew words as well as
words from the various tongues spoken where these Jews made their homes. Generally, this encompasses the
following countries: In song, the main language used is Hebrew; local languages have also been used, most
notably, Arabic. Sephardi and Mizrahi Differentiated In current parlance the terms Sephardi and Mizrahi are
often used interchangeably. The reasons for this are as follows: Secondly, and significantly, in Israel today
there are two major religious delineations, each represented by a distinct Rabbinate and liturgy - the Sephardi
and the Ashkenazi. The membership of the Sephardi religious community includes most, if not all,
non-Ashkenazim. This makes sense, since over the centuries the Sephardi and Mizrahi Rabbinates were
connected much more intimately with each other than either was connected with the Ashkenazi. This has
especially been true in more modern times as the Ashkenazi communities moved more and more northward
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and westward. Thus, Mizrahi and Sephardi have been taken up as terms that are meant to imply one another.
However, in order to learn something about the sources of Jewish musical culture, placing Sephardi and
Mizrahi together in one basket leaves much to be desired. The Mizrahi element is much more involved with
non-Western modes, instruments, and forms of expression; it also has no inherent connection with Ladino.
The Sephardi tradition is somewhat of a bridge between the Mizrahi and the Ashkenazi - it has some
connection both with Eastern and Western forms of musical expression, as one might expect from a culture
sprung up on the shores of the Mediterranean. Jewish Music - Devotional and Secular As mapped out in
diagram 2 below, Jewish Music can be classified as either devotional or secular, depending on its content and
function. Hazan , who utilizes specific modes and melodies, and the art of Biblical cantillation , with its
ancient tradition of neumes and modal chanting. Other Religious Music - Melodies utilized to heighten
devotional fervour, especially the melodies of the Hassidim ; also, religious poetry, sung in the Synagogue or
at home. One of the main features of Devotional Music, especially when utilized in Synagogue ritual on the
Sabbath and other holy days, is that it is almost entirely Vocal. Though today, in certain Jewish
denominations, accompanying instruments such as the Organ are utilized in worship, the emphasis on
congregational song and the art of the Hazan has always been, and still is, paramount. Secular This is music
played at life passage events: Weddings, Bar-Mitzvas , Bat-Mitzvas , and other communal celebrations. Both
instruments and voice are utilized in this music. It can be very rhythmic and have popular, even romantic
texts. One may include in this category all Jewish Folk and Popular Music whose context lies outside the
religious domain. Devotional and Secular - Interchange Between the two categories there may be some
exchange. For example, devotional texts are often utilized for songs sung and played in a more secular setting.
On the other hand, tunes from a secular source, sometimes from the music of the surrounding non-Jewish
culture, find their way into the Synagogue. Many secular tunes have been set to traditional texts and used in
the act of worship. The interface, as it were, between these two spheres, is the Congregational Song see
diagram 2 below. These are the songs and melodies that perform a dual function - they can be heard both at
worship services and at general celebratory events. These two categories of Jewish musical expression apply,
with variations, to Jewish communities everywhere, be they Ashkenazi, Sephardi, or Mizrahi. Jewish Music Devotional and Secular View Summary To summarize, Jewish Music is typified by cultural diversity, and
draws upon the resources of the many cultures in which Jewish people have lived. The uniqueness of Jewish
Music is to be found in the way Jewish musicians have integrated outer influences and new ideas into their
traditional framework. Thus Jewish Music is innovative, vibrant, adaptive, and many sided, and yet rests upon
a firm foundation of shared religious and communal experience.
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Oxford University Press Format Available: Sounding Authentic considers the intersecting influences of
nationalism, modernism, and technological innovation on representations of ethnic and national identities in
twentieth-century art music. Walden discusses these forces through the prism of what he terms the "rural
miniature": This genre, mostly inspired by the folk music of Hungary, the Jewish diaspora, and Spain, was
featured frequently on recordings and performance programs in the early twentieth century. Furthermore,
Sounding Authentic shows how the music of urban Romany ensembles developed into nineteenth-century
repertoire of virtuosic works in the style hongrois before ultimately influencing composers of rural miniatures.
Walden persuasively demonstrates how rural miniatures represented folk and rural cultures in a manner that
was perceived as authentic, even while they involved significant modification of the original sources. He also
links them to the impulse toward realism in developing technologies of photography, film, and sound
recording. Sounding Authentic examines the complex ways the rural miniature was used by makers of
nationalist agendas, who sought folkloric authenticity as a basis for the construction of ethnic and national
identities. Scholars interested in musicology, ethnography, the history of violin performance,
twentieth-century European art music, the culture of the Jewish Diaspora and more will find Sounding
Authentic an essential addition to their library. Drawing upon three decades of research in European sacred
music, Philip V. Bohlman calls for a re-examination of European modernity in the twenty first century, a
modernity shaped no less by canonic religious and musical practices than by the proliferation of belief systems
that today more than ever respond to the diverse belief systems that engender the New Europe. University of
Chicago Press Format Available: When we think of composers, we usually envision an isolated artist separate
from the orchestraâ€”someone alone in a study, surround by staff paperâ€”and in Europe and America this
image generally has been accurate. Only when Japan began to embrace Western culture in the late nineteenth
century did the role of the composer emerge. In Composing Japanese Musical Modernity, Bonnie Wade uses
an investigation of this new musical role to offer new insights not just into Japanese music but Japanese
modernity at large and global cosmopolitan culture. She shows that modernist Japanese composers have not
bought into the high modernist concept of the autonomous artist, instead remaining connected to the people.
Articulating Japanese modernism in this way, Wade tells a larger story of international musical life, of the
spaces in which tradition and modernity are able to meet and, ultimately, where modernity itself has been
made. David Michael Schiller Language: He further asserts that this process of assimilation is performed by
the music itself - that Jewish music assimilates into the Western tradition of art music when it appears in the
form of concert genres like the oratorio, cantata, and symphony. In rethinking the Jewish works of Bloch,
Schoenberg, and Bernstein as part of the legacy of assimilation, David Schiller sheds new light on an
important aspect of their cultural and aesthetic achievements. Since the appearance of The Bay Psalm Book in
, music has served as a defining factor for American religious experience and has been of fundamental
importance in the development of American identity and psyche. Timely, challenging, and stimulating, this
collection will appeal to students and scholars of American history, American studies, religious studies,
theology, musicology, and ethnomusicology, as well as to practicing sacred musicians. Resounding
Transcendence is a pathbreaking set of ethnographic and historical essays by leading scholars exploring the
ways sacred music effects cultural, political, and religious transitions in the contemporary world. With
chapters covering Christian, Muslim, Jewish, and Buddhist practices in East and Southeast Asia, the Indian
subcontinent, North America, the Caribbean, North Africa, and Europe, the volume establishes the theoretical
and methodological foundations for music scholarship to engage in current debates about modern religion and
secular epistemologies. It also transforms those debates through sophisticated, nuanced treatments of sound
and music - ubiquitous elements of ritual and religion often glossed over in other disciplines. Resounding
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Transcendence confronts the relationship of sound, divinity, and religious practice in diverse post-secular
contexts. By examining the immanence of transcendence in specific social and historical contexts and
rethinking the reified nature of "religion" and "world religions," these authors examine the dynamics of
difference and transition within and between sacred musical practices. The work in this volume transitions
between traditional spaces of sacred musical practice and emerging public spaces for popular religious
performance; between the transformative experience of ritual and the sacred musical affordances of media
technologies; between the charisma of individual performers and the power of the marketplace; and between
the making of authenticity and hybridity in religious repertoires and practices. Broad in scope, rich in
ethnographic and historical detail, and theoretically ambitious, Resounding Transcendence is an essential
contribution to the study of music and religion. Find Your eBooks Hereâ€¦.
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7: An Overview of Jewish Music
Jewish Music and Modernitydemonstrates how borders between repertories are crossed and the sound of modernity is
enriched by the movement of music and musicians from the peripheries to the center of modern culture.

Artikel bewerten Jewish Music and Modernity demonstrates how borders between repertories are crossed and
the sound of modernity is enriched by the movement of music and musicians from the peripheries to the center
of modern culture. Bohlman ultimately challenges readers to experience the modern confrontation of self and
other anew. Is there really such a thing as Jewish music? And how does it survive as a practice of worship and
cultural expression even in the face of the many brutal aesthetic and political challenges of modernity?
Bohlman imparts these questions with a new light that transforms the very historiography of Jewish culture in
modernity. Based on decades of fieldwork and archival study throughout the world, Bohlman intensively
examines the many ways in which music has historically borne witness to the confrontation between modern
Jews and the world around them. Weaving a historical narrative that spans from the end of the Middle Ages to
the Holocaust, he moves through the vast confluence of musical styles and repertories. From the sacred and to
the secular, from folk to popular music, and in the many languages in which it was written and performed, he
accounts for areas of Jewish music that have rarely been considered before. Jewish music, argues Bohlman,
both survived in isolation and transformed the nations in which it lived. When Jews and Jewish musicians
entered modernity, authenticity became an ideal to be supplanted by the reality of complex traditions. Klezmer
music emerged in rural communities cohabited by Jews and Roma; Jewish cabaret resulted from the
collaborations of migrant Jews and non-Jews to the nineteenth-century metropoles of Berlin and Budapest,
Prague and Vienna; cantors and composers experimented with new sounds. The modernist impulse from Felix
Mendelssohn to Gustav Pick to Arnold Schoenberg and beyond became possible because of the ways music
juxtaposed aesthetic and cultural differences. Jewish Music and Modernity demonstrates how borders between
repertories are crossed and the sound of modernity is enriched by the movement of music and musicians from
the peripheries to the center of modern culture. In addition to his work as a scholar, he is a pianist and the
Artistic Director of the Jewish cabaret ensemble, the New Budapest Orpheum Society. Transcription,
Transliteration, And Translation ; Prologue: Music at the Border of Myth and History ; 2. The People Without
Music History: Rediscovering Jewish Music in the Mediterranean ; 3. Inventing Jewish Music ; 5. Jewish
Music Collecting in the Mirror of Modernity ; 6. Parables of the Metropole ; 8. Mirrors of Selfness in Jewish
Music ; 9. Staging Jewish Music ; Epilogue:
8: Jewish Music and Modernity - Oxford Scholarship
Jewish Music and Modernity (review) Abigail Wood Music and Letters, Volume 90, Number 4, November , pp. (Review)
Published by Oxford University Press.

9: Download [PDF] Jewish Music And Modernity Free Online | New Books in Politics
Jewish Music and Modernity demonstrates how borders between repertories are crossed and the sound of modernity is
enriched by the movement of music and musicians from.
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