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Jerusalem’s unique, urban, soundscape contains within it a wide range of elements that adeptly reflect the city’s fascinating, human vista and the cornucopia of cultures, religions, and communities sonorously living in the same city side by side. Thus, alongside vocal or musical elements that are inherently religious or spiritual (the church bells, the calls of the muezzin to prayer), Jerusalem's airspace trills with administrative or civic sonorous elements that seem to be devoid of sanctity (the shouting of shop keepers, the horns of motor vehicles and so on). While some parts of the urban soundtrack are heard by all in the public sphere—though publicly performed especially for various groups of residents or visitors—other parts are comprised of sounds created and performed in intrinsically private spheres, but these too metamorphose into various configurations that become part of Jerusalem’s all-inclusive, urban, sonic tapestry.
As Abigail Wood demonstrated in her studies, a close study of the city soundscape’s constantly altering and coalescing components may very well reveal both those obvious and concealed shifts in the communal or religious balances of power in the city, as well as the internal sociocultural processes that each community undergoes on its own. This revelation may be perceived explicitly, as the sound itself becomes the subject of public discourse, or, subconsciously, as most people remain oblivious to it.[endnoteRef:2] In this context, the far-reaching changes to Jerusalem’s demographics over the last 150 years—especially, the dramatic numerical growth of the Jewish community, is undoubtedly reflected in the changes to the character, the composition, and the ideological significance of the urban soundscape. With this in mind, this article focuses on one distinct element in Jerusalem’s soundscape—the Jewish Ashkenazi cantorate—taking into account the enormous changes it has undergone, both within the synagogue and beyond its walls, during the period stretching from the concluding years of the nineteenth century to the middle of the twentieth. Special emphasis will be placed on the ideological significance attributed to the changes by the local Jewish community’s disparate groups.[endnoteRef:3]  [2:  Abigail Wood, “Urban Soundscapes: Hearing and Seeing Jerusalem,” Tim Shephard and Anne Leonard (eds.), The Routledge Companion to Music and Visual Culture (New York and London 2014), 286–293; Abigail Wood, “Sound, Narrative and the Spaces in Between: Disruptive Listening in Jerusalem`s Old City,” Middle East Journal of Culture and Communication, 6 (2013): 286–307 Author’s Note: Note corrections for English-language version.]  [3:  For a close reading of the pragmatic and ideological meaning of Jewish cantorship in the Old City of Jerusalem’s Jewish Quarter, see A. Wood, “The Cantor and the Muezzin`s Duet: Contested Soundscapes at Jerusalem`s Western Wall,” Contemporary Jewry, 35 (2015): 55–72. Note that this study is rooted in a specific context and only surveys the last several decades. ] 

We should note that the sonic quality of the cantorate from a professional standpoint was exceedingly poor at the beginning of the aforementioned period. Thus, in describing the professionalism of Jerusalem’s Ashkenazi cantors in the early twentieth century, cantor and veteran radio man, Ephraim Di-Zahav (Goldstein), dolefully uttered the following words:  
“In Jerusalem, in those days, there were no professional cantors, rather there were respected laymen whom God had granted pleasant voices who would volunteer to lead the services…and this R’ Leib, who was a pharmacist the rest of the year, was one of [Jerusalem’s] most renowned prayer leaders. That is to say, his voice was neither especially appealing nor clear since he was an aged Jew, but when it came to crying he was a professional and the [peoples'] hearts quaked [when they heard] his prayers.”[endnoteRef:4] [4:  E. Di-Zahav. Sifrei Yeryshalayim: Sippurim min ha-Avar ha-Karov (Jerusalem, 1955), 15.] 

This gloomy description parallels what others have written, including Meir Shimon Geshuri, pre-eminent scholar of Jewish music, and Israel Ben Zakai,  one of Jerusalem's first cantors: "Sixty years ago cantorship in Jerusalem was of very poor quality, one might even say, nonexistent. Any full-time yeshiva student whom God had blessed with a voice (who was, that is to say, not hoarse)…became a ‘cantor.’ Nothing more was called for. If he was also blessed with a bit of ‘culture’ and knew how to trill–he was deemed a superb cantor.”[endnoteRef:5] 	Comment by Microsoft account: אני מניח שהמחבר לא מתכוון ל – ululate. [5:  Y. Zakai (Bardaki), “Mi-Zikhronot Yemei ha-Neurim,” Akiva Zimmerman (ed.), B’ron Yahad: Me-Olam ha-Hazzanut ve-ha-Musika ha-Yehudit (Tel-Aviv, 1988), 481. For Geshuri’s description, see M.S. Geshuri, “Tzlilei Hazzanut ve-Hazzanim be-Ir ha-Atikah,” Y. Ramon & Y.Z. Wasserman (eds.), Yerushalayim ha-Atikah (Tel-Aviv, 1958), 136–139. ] 

However, within a few decades, the situation changed quite significantly. Thus, in 1939, several Jerusalem synagogues—some recently constructed and striking—already had a permanent cantor on the payroll (for the High Holidays or the entire year), and a few even had professional children's choirs. Some of the city's cantors (as well as guest cantors from abroad) even occasionally performed on the stage in municipal theatres and movie houses or had their works played on the local Mandatory radio station. Furthermore, in the census taken by the Jewish Agency in 1939 of Jerusalem's Jewish population, thirty-five people characterized themselves as cantors, and at least twenty of them were Ashkenazi.[endnoteRef:6] [6:  Y. Ben Aryeh, Yerushalayim ha-Yehudit ha-Hadashah bi-Tekufat ha-Mandat (Jerusalem, 2012).] 

This article, based on a wide variety of primary and secondary, scholarly sources, first examines the factors that brought about this dramatic change in the character and public standing of Jerusalem’s Ashkenazi cantorate. Then it discusses how the local cantorial scene reflects other extremely meaningful cultural, societal, and ideological processes taking place in the city. The process we will discuss began during the years preceding World War I and was symbolically concluded during the tenth celebration of the State of Israel’s independence. This event was marked in Jerusalem by a festive prayer service accompanied by a cantor and choir in the new synagogue inaugurated in Heikhal Shlomo. At this event, several notable figures who spearheaded the process as well as additional synagogues and institutions which had taken part were given their due.
Cantorship without Musical Notes: Jerusalem Prayer Leaders up to the First World War
Notwithstanding our lack of adequate historical sources, various contemporaneous reports enable us to conclude that in the 1870s there were dozens of active synagogues, half of them Ashkenazi. They were established and opened one after another as a consequence of the constant and rapid growth of the Jewish community in the city and its continuing ethnic and social diversity.[endnoteRef:7]  Most of the synagogues were relatively small, were often set up in private homes, and were only intended to accommodate several dozen attendees. The poorly designed state of most of the synagogues accurately reflected the economic instability of most of the city’s Ashkenazi community. The two exceptions to this rule were two enormous synagogues whose size and public standing set them apart. Inaugurated in the Jewish Quarter during the second half of the nineteenth century, they were Bet Yaakov (“the Hurvah”), an Ashkenazi-Perushi synagogue, and Tiferet Yisrael, an Ashkenazi-Hassidic one.[endnoteRef:8] These two synagogues were distinguished from the others both by the way they were punctiliously run and by the singular personalities and functionaries who served them over the years, including their prayer leaders and cantors. In light of the exodus from the Old City in the late 1870s, the number of synagogues in the new city grew significantly, reaching about 200 in the first decade of the twentieth century.[endnoteRef:9] Nonetheless, while some of the new synagogues played a relatively central role in the city, most remained very small, primarily serving the inhabitants of the neighborhood they were located in.[endnoteRef:10]	Comment by Microsoft account: נא להבהיר את כוונתך בביטוי "עיצוב דלה"? התכנון? השימור?  [7:  On Jerusalem synagogues during the second half of the nineteenth century, see, for instance, Y. Ben Aryeh. Ir be-Re’i Tekufah: Ha-Ir ha-Atikah (Jerusalem 1977), 337–355.]  [8:  On the Hurva synagogue, its establishment and public importance, see, primarily, A. Morganstern et al, Ha-Hurva: Shesh Me’ot Shanim shel Hityashvut Yehudit bi-Yerushalayim, 2010. On Tiferet Yisrael, see, for the most part, R. Gafni et al (eds.) Gavoha me-al Gavoha: Bet Knesset Tiferet Yisrael ve-ha-Kehillah ha-Hassidit bi-Yerushalayim (Jerusalem 2016). ]  [9:  In 1908, A.M. Luntz counted 224 active, Jerusalem synagogues, 64 of them in the Old City. (A.M. Luntz, “Batei ha-Knessiyot ve-ha-Midrashot” Land of Israel Calendar, 14 (1908/9), 43–46.]  [10:  Y. Ben Aryeh. Ir be-Re’i Tekufah: Yerushalayim ha-Hadashah be-Reshitah (Jerusalem 1981), 365–369, 623–624; R. Gafni, “Rishonim be-Kodesh: Batei ha-Knesset ha-Rishonim mi-Hutz le-Homat ha-Ir ha-Atikah bi-Yerushalayim” Ariel 173 (Heshvan 2006): 40–57. ] 

Given this situation, it is not surprising that only a few cantors were hired on a permanent basis in Jerusalem, and this was primarily during the holidays by the two large synagogues in the Old City. Thus, for instance, the Hurva synagogue employed Shlomo Bardaki as a cantor for years. Bardaki was probably the only cantor in the city who knew how to play the violin, compose new melodies, and read musical notes.  Bardaki who earned twenty Napoleons per annum sometimes even had his family members help out, accompanying him as a choir.[endnoteRef:11] While the Tiferet Yisrael synagogue did not hire a professional cantor, during its early years the veteran Cantor Bezalel Shulsinger, who had made Aliyah from Odessa and lived his final years in Jerusalem, presided there. Unlike Bardaki, Shulsinger did not know how to read musical notes and he did not even manage to train cantors in Jerusalem who would follow in his footsteps.[endnoteRef:12] As indicated above, alongside these two relatively well-known cantors who served exclusively in the large synagogues, there were some prayer leaders who were well-thought of who led services in other synagogues throughout the city; however, they did not have permanent positions and they received a pittance (if anything at all) for their troubles.[endnoteRef:13]   [11:  See Zimmerman, “Yerushalayim – Hazzanim Seviv Lah,” Shanah be-Shanah, 1997, p. 370; Geshuri, Tzlilei Hazzanut, 37; Bar-Zakai, Me-Zikhronot Yemei ha-Ne’urim, 481.]  [12:  On Shulsinger and his accomplishments in Jerusalem, see, primarily, P. Grayevsky, Ha-Hazzanut bi-Yerushalayim Lifnei Shishim Shanah, Haaretz, 1/10/1930, 3; M. S. Geshuri, “Tarbut ha-Neginah be-Eretz Yisrael,” Areshet: Sefer Shanah shel Iggud Sofrim Dati’im (Jerusalem, 1944), 472; Zimmerman, “Yerushalayim–Hazzzanim Seviv Lah,”370.]  [13:   For a literary depiction of the final years of an unnamed Jerusalem cantor who knew how to read musical notes set in this period, see Di-Zahav, Sifrei Yerushalayim, 49–54 (My thanks to Professor Edwin Seroussi for pointing this source out to me many years ago.)] 

Geshuri, in his survey of the Jerusalem cantorate during this period (which was only written in the mid-1950s), asserts that the main reasons why Jerusalem’s Ashkenazi cantorship did not flourish during this period were the wrenching communal poverty and the dearth of local, professional prayer leaders and musicians. This notwithstanding, he adds another reason that is quite surprising: 
“We may assume that the Jerusalemites’ lack of training in cantorship stems from the fact that the great majority of the Jerusalemites were Torah scholars who set aside time to immerse themselves in Torah every day and accustomed themselves to lead the prayers even on the Sabbath or the holidays; among them were individuals with pleasant voices who were well-versed in the various versions of Jewish prayer. The unschooled ignoramus was basically absent from their ranks. Therefore, there was no vital need for a cantor, and they could function without him.”[endnoteRef:14] [14:  Geshuri, Tzlilei Hazzanut, 137. See too: Geshuri, “Le-Toldot ha-Hazzanut be-E”Y,” M. Cohen (ed.), Bet ha-Knesset: Ma’amarim u-Masot (Jerusalem, 1955), 111–113.] 

Thus, from Geshuri’s perspective, the dismal state of the local cantorate somewhat paradoxically stemmed from the scholarly nature and the high intellectual bar of the local Ashkenazi community, and not (just) from its inferior musical education. Whether we accept this hypothesis or not, the local community’s lack of connection with the non-Jewish, European musical traditions—which influenced the cantorial scene in Europe itself—was probably also partially responsible for the state of affairs that Di-Zahav, Geshuri, Bar-Zakai, and others describe. Whatever the reason, beginning with the second decade of the twentieth century—or, more accurately, from the beginning of the period of the British Mandate—this state of affairs underwent a process of unrelenting change due to the array of cultural and societal factors I will delineate below.
From Amateurism to Professionalism: New Personalities, Colleges, and Institutions	Comment by Microsoft account: הכוונה למכונים – שאכן נקראים colleges לפעמים.
The Jerusalem cantorate’s restructuring and reconceptualization during the period of the British Mandate—and the rise in its public standing and the deepening of its cultural influence on the city—seem to be the result of several factors acting simultaneously. The two most important developments were the economic stability that the Jews of Jerusalem gradually achieved (especially after the recovery from the terrors of World War I) and the rapid and unrelenting numerical growth of the Jewish community. At the beginning of World War I the city numbered about 45,000 Jews (and at the end of the war about 28,000), but during the period of the British Mandate, the community rapidly grew, reaching about 80,000 people in 1939 and about 100,000 people in 1947.[endnoteRef:15] As the Jewish demographic in the city dramatically grew, the Ashkenazi community’s power also steadily increased. From the beginning of the 1930s, for the most part, groups of immigrants from Central and Western Europe—some of whom were less conservative religiously, and were much more familiar with the global cantorial scene—began to settle in Jerusalem. While it is true that only a small number of the immigrants who settled in Jerusalem during this period would have declared themselves distant from religion, this notwithstanding the power of the city’s conservative, Ashkenazi zealots gradually decreased. Thus, in the census undertaken by the Jewish Agency in 1939, 75,000 of the city’s Jews participated and only 5000—at the behest of the zealous Ashkenazi movements—chose to abstain. Among these movements was the Jerusalem branch of Agudat Yisrael.[endnoteRef:16]  [15:   On the changes in the character and composition of Jewish society in Jerusalem during the British Mandate, see Y. Ben Aryeh, Yerushalayim ha-Yehudit ha-Hadashah, especially 1815–1818, 1825–1828.]  [16:  Ben Aryeh, Yerushalayim ha-Yehudit ha-Hadashah, 1823.] 

In addition to these economic, demographic, and cultural factors, the tremendous improvement in the ability of European Jews to communicate with their co-religionists in pre-State Israel meant that from the 1920s and onwards, Jews in pre-State Israel were exposed to a lot more reading material about the pre-eminent cantors and could even listen to some of their well-known compositions on the gramophone. In addition to this factor, we should also add several more: the development of an urban, cultural life that was Western in its orientation, which led to large cultural events being held in Jerusalem, including cantorial concerts;[endnoteRef:17] the nationalist, ideological context that laid the groundwork for innovating some of what went on in the synagogues, including its liturgy (a phenomenon that will be addressed extensively below); [endnoteRef:18] and, of course, the fact that several professional cantors and musicians became active in the city heavily influenced the growth of this field, both due to their very presence and because of their students and disciples whom they trained to follow in their footsteps. [17:  On this, see D. Kroyanker, Ha-Meshulash ha-Yerushalmi: Biografiyah Urbanit (Jerusalem, 2011), 32–50.]  [18:  R. Gafni, Tahat Kippat ha-Le’om: Batei Knesset ve-Le’umiyut be-Eretz Yisrael bi-Tekufat ha-Mandat (Sde Boker, 2017).] 

From this perspective, it seems probable that the key figure to understanding the eventual blossoming of the city's new cantorial scene was Abraham Zvi Idelsohn (1882–1938), who arrived in the Holy Land in 1906 when he was about twenty-four. Idelsohn trained as a cantor and even learned musicology in Germany. He was pre-State Israel’s most significant figure in the field of documenting and researching Hebrew songs and music at the beginning of the twentieth century, and he produced many studies of great diversity and spectacular importance to the study of Jewish music.[endnoteRef:19] During the fifteen years he lived in pre-State Israel, Idelsohn primarily devoted himself to recording the various Jewish ethnic groups’ liturgical music, proclaiming without fear what he considered to be original, primal Jewish music—deeply rooted in the foundational Jewish consciousness—and what was not.[endnoteRef:20] Indeed, during those years Idelsohn rejected the local Ashkenazi music both as a matter of principle and for ideological reasons; however, there is no doubt that ultimately he contributed to its becoming ensconced in the public consciousness.	Comment by Microsoft account: Recording?	Comment by Microsoft account: האם זה סיבה אחת או שתי סיבות? [19:  Between the years 1914 and 1932, he published ten volumes comprising his Thesaurus of Hebrew Oriental Melodies which is still foundational to almost all areas of research in Jewish music, its roots and its sources.  ]  [20:  Over the years, much has been written about Idelsohn and his accomplishments during these years. See, for instance, Adler, Bayer, and Schleifer, Sefer Abraham Zvi Idelsohn (Jerusalem, 1986); S. Borstein, “Shirah Hadashah Atikah: Moreshet Abraham Zvi Idelsohn ve-Zamarei Shorashim” Cathedra, 128 (2008): 113–143; Also see Idelsohn's depiction in his autobiographical writings which he published both during his time in pre-State Israel and later.  A.Z. Idelsohn, "Mi-Mehozot ha-Aretz," Land of Israel Calendar, 18 (1913): 31–65; A.Z. Idelsohn, “My Life: A Sketch,” Jewish Music Journal, 2 (1935): 8–11.] 

As a researcher and educator, during his years in Jerusalem, Idelsohn worked to disseminate Jewish music and root it firmly in the public consciousness in many ways: by teaching in several educational institutions; by documenting and recording cantors, paytanim (singers or authors of liturgical poems), and poets from diverse ethnic groups; by producing educational materials and song books for different communities; by publishing articles in various venues, to keep the issue in the public eye; and, ultimately, by ambitiously founding the Shirat Yisrael Musical Institute in Jerusalem in 1910 along with his partner-student, the Jerusalemite cantor and scion of the Old Yishuv, Shlomo Zalman Rivlin. This new institute had a dual purpose: to research and document all Jewish music wherever it was to be found and to immediately alter the nature of the local synagogues' liturgical music, providing it with an invigorating  and nationalistic identity: 	Comment by Microsoft account: Singers?
“Indeed, there is another practical side to this thing and that is to create poets who are worthy of the name, who will revere song and will be an honor for Israel…the purpose of the institute is to develop cantors for all the miflagot [ethnic groups], which are stylistically different. Cantors who know and recognize the value of their goal, which is to arouse and refine the emotions of the members of their ethnic group, and who will know that they are standing in for the High Priest…and the [lofty] stature of this sort [of the new cantors] will augment the nation’s sense of self-worth and resurrect its strength, for they will sing a primal song of Israel to the nation.”[endnoteRef:21] [21:  Abraham  Zvi, “Makhon le-Shirat Yisrael,” Ha-Or, 13 (Nisan 1911/5671): 1–2. See too, for instance, “Neginatenu ha-Le’umit,”  Ha-Shalah, 21 (Av 1909/5669–Tevet 1910/5670): 446; “El Aheinu ha-Sefaradim u-me-Shorerehem,” Ha-Herut, 27.5.1910; On the founding of the joint institute by Idelsohn and Rivlin, see too: B. Bayer, “The Announcement of the ‘Institute of Jewish Music’ in Jerusalem by A.Z. Idelsohn & S. Z. Rivlin in 1910,” Yuval, 5 (1986): 24–35 ] 

Admittedly, Idelsohn's short-term goals did not reach fruition, primarily because of budgetary constraints (in particular because of the outbreak of World War I). Ultimately, he even gave up on fundamentally altering the situation in Jerusalem, in part because of the conservative bent of most of the local Jerusalemite population, and in 1921 he left pre-State Israel never to return. However, he did leave behind his partner in founding the institute, Shlomo Zalman Rivlin, who soldiered on implementing—albeit with certain changes in emphasis—the work and vision of his teacher and friend. 
It should be noted that the partnership between Idelsohn and Rivlin was not an obvious one.  Rivlin was a cordon bleu member of the Ashkenazi Old Yishuv, far distant from Idelsohn’s spiritual and ideological views. This notwithstanding, he also spent many years involved in cantorship and in teaching music to hundreds of cantors and young students, and he too aspired to create a new, Jewish liturgical music, which among other things would reflect the societal renaissance taking place in Eretz Yisrael.[endnoteRef:22]  Rivlin, the son of one of the leaders of the veteran Ashkenazi community, had functioned as a cantor in Jerusalem from his youth, but with Idelsohn’s arrival and assistance he began to learn to play music, to harmonize, to develop his voice, and to read musical notes, and in 1911 Idelsohn even gave him a certificate signifying these accomplishments.[endnoteRef:23]	Comment by Microsoft account: לאן מפנה ה"שם"? [22:  Rivlin and his many accomplishments over the years have also been the subject of several reviews. See, for instance, E. Horowitz, “Ha-Hazan Ba’al he-Hazon: Li-demuto shel ha-Hazan Shlomo Zalman Rivlin, z”l,” Yedi’ot ha-Makhon ha-Yisre’eli le-Musikah Datit, 4 (1963): 354–360; R. Gafni, “Hinukh, Tefillah, ve-Darshanut: Al Mifalav ha-Hinukhi’im shel S.Z. Rivlin bi-Yerushalayim” Y. Rivlin and Y. Rozenson (eds.), Talmidei ha-Gr”a be-Eretz Yisrael: Historiyah, Hagut, Realiyah (Jerusalem, 2001), 76–83. Additional information about his decades-long activity can be found in the introductions to books containing his sermons, "Midrash Shlomo” (Jerusalem, 1953), 3-22, and his son’s book: S.S. Rivlin, Shirat Shmuel (Bnei Brak, 1996), 7–35.]  [23:  Rivlin, Shirat Shmuel, ibid., 14. See too Bayer, Idelsohn and S.Z. Rivlin’s proclamation above.] 

Rivlin, himself, continued to promote cantorship in the city for dozens of years and he ran a children’s choir and synagogue named Shirat Yisrael in downtown Jerusalem until he died in 1961.  In addition to this, he took part in many other musical, educational, homiletical, and scholarly endeavors that branched out to include the study of Jewish music and the world of the cantorate with which he had begun his career.[endnoteRef:24]  [24:  See, for instance, S.Z. Rivlin, Ha-Magid Doresh Tzion (Jerusalem, 1960); S.Z. Rivlin, Kol ha-Tur – Be-Ikvot Meshiha (Jerusalem, 1947); J.C. Epstein and S.Z. Rivlin, Milon Ivri, Angli ve-Yiddish (Jerusalem, 1924). ] 

Idelsohn and Rivlin’s impact on the development of the cantorial scene in Jerusalem proved decisive: Aside from shifting Ashkenazi cantorship—for the first time!—closer to the public eye and cultural consciousness of the city, the two trained (at first both, and later just Rivlin) many additional local cantors who quickly made their ways to synagogues throughout the city.   One of the most renowned was Yisrael Bar-Zakai (Shlomo Bardaki—the Hurva’s cantor’s—grandson) who notwithstanding his descent from a distinguished family belonging to the Old Yishuv studied with Idelsohn, though admittedly in secret, at first:
One day, one of the guys came up to me…and told me in confidence: You know, a learned and diplomaed cantor named Idelsohn has arrived in Jerusalem…I propose we both approach him to test our voices. I was enthusiastic about his proposal, simply because I wanted to see with my own eyes what a diplomaed cantor looked like… we took the side streets to reach him…we each snuck up to him individually, so no one would cause us any harm.”[endnoteRef:25]	Comment by Microsoft account: האם זה כוונת המחבר?	Comment by Microsoft account: Or, “stumble upon us”? [25:  Bar-Zakai, Me-Zikhronot, 482.] 

Within a few years, Bar-Zakai himself—who had purchased musical instruments along with Rivlin and was taught by Idelsohn how to play— became one of Jerusalem’s premier cantors and replaced his grandfather at the Hurva synagogue.[endnoteRef:26]  Thus, for personalities such as Rivlin and Bar-Zakai, the opportunity to obtain practical, cantorial tools enabled and perhaps even encouraged them to transition from one community to another, as they gradually left behind their conservative roots and began to operate in a far more nationalistic and liberal sphere.[endnoteRef:27]  [26:  Ibid., 483.]  [27:  On the fascinating figure of Bar-Zakai, see R. Gafni “Me-Hafkadat Diglei ha-Gedudim ha-Ivri’im li-Kevurato shel Jabotinski: Ha-Hazan Yisrael Bar Zakai be-Ma’avak al Amidatah shel Yerushalayim,” Ha-Uma (in press).] 

In addition to training individual cantors, another significant long-term impact the Shirat Yisrael Institute had was establishing the institute’s professional children’s choir which ensured that there would be an adequate number of musically trained youngsters in the city in the future, as well. In what could be seen as a response to Rivlin’s choir—and, presumably, due to Shirat Yisrael’s influence—another children’s choir was established in the city in the 1920s that was trained in the Educational Synagogue that operated in the Tahkemoni School, and performed there all-year-around.[endnoteRef:28]  Thus, those spearheading this process—first Idelsohn and Rivlin and later their successors—succeeded in creating a new generation of local youngsters knowledgeable in cantorship, and, thus they succeeded over time in changing the very character of Ashkenazi prayer in the city.	Comment by Microsoft account: דברי מחבר: כדאי לומר משהו על בית הספר החשוב הזה.
 [28:   On the choir and the synagogue that operated in the Tahkemoni School, see R. Gafni “Mi-Pi Olelim ve-Yonkim: Korot Bet ha-Knesset ‘Ohel Shem’ be-Bet ha-Sefer ‘Tahkemoni’ bi-Yerushalayim,” Derekh Aggadah, 9 (2006): 9–113. ] 

Meir Shimon Gershuni, a researcher of Jewish music, attempted to take this process to the next level (a level, which, when all was said and done, was not reached) by transforming the amateur cantorate in the city into a professional one. To do so, he initiated and founded the National Association of Cantors in Eretz Yisrael in Jerusalem in 1939.[endnoteRef:29] At the first conference arranged by the institute, some decisions were made, among others, to try and collaborate with national institutions on advancing the cause of professionalizing the cantorate; to take the initiative in unifying the various ethnic group's prayer versions;  to assist refugee cantors who had immigrated from Europe and had not yet found work; and, most importantly, to fight for the status and wages of the professional cantors who had a musical education, and prevent them from being pushed out of the synagogues in favor of amateur prayer leaders.[endnoteRef:30] From this perspective, the association functioned as a professional one in every respect, and it advanced its members’ causes for at least the first few years.[endnoteRef:31] While Geshuri and his partners did not manage to run the association for very long (primarily because of the economic difficulty caused by the war), the very fact of its establishment seems to indicate a new and ambitious stage in the Ashkenazi cantorship’s quest for public standing, especially in Jerusalem but also beyond its environs.  [29:  Geshuri, Tarbut ha-Neginah, 473.]  [30:  “Hahlatot Ve’idat ha-Hazzanim, ha-Menatzhim, ve-Hovevei ha-Shirah ha-Datit be-E”Y,” Ha-Olam, 15/6/39, 41; M.S. Geshuri and S. Hochberg, “Al Pe’ulat Igud ha-Hazzanim,” HaAretz, 2/8/39, 8.]  [31:  See, for instance, “El ha-Hazzanim” Ha-Tzofeh, 27/6/41, 3.] 

As an aside, we should note that the transformation of the Jerusalem cantorial scene from that of hobbyists to that of professionals, in every sense of the word, mirrors a process that occurred during the British Mandate in various other professions. This transpired because the mandatory government wished to actively regulate the level of professionalism in certain fields and, therefore, issued government regulations. Furthermore, this increasing professionalism was a result of the dramatic growth and increasingly complex composition of the pre-State Jewish community in Jerusalem and throughout the land.[endnoteRef:32] From this perspective, there is no doubt that the changes which transpired on the local scene reflect parallel processes—and, indeed, much more extensive ones—that took place throughout the Yishuv (the Jewish community in pre-State Israel) during those very years.	Comment by Microsoft account: איות של לובסקי והבהרת הביטוי המונהב. [32:  On this, see, for instance, E. Katvan & N. Bartal, “Eikh Hok Nolad?: Al Pekudat ha-Meyaldot, Migdar ve-Hasdarah Profesionalit bi-Tekufat ha-Mandat” E. Katvan, A. Shiloh & R. Halperin Kadari (eds.), Hukah Ahat u-Mishpat Ehad le-Ish u-le-Ishah: Nashim, Zekhuyot, u-Mishpat bi-Tekufat ha-Mandat” (Jerusalem, 2011), 469–513. See too Asaf Lahovski’s research on the processes of regulation and legislation in fields related to the legal world in Eretz Yisrael/Eretz Yisraeli law during this period. ] 

The Search for a Cantor ‘Loyal and Devoted to Zionism’: The Nationalistic Dimension and Its Significance 
In addition to all the factors mentioned above, the nationalist, ideological impulse also had a significant role to play in introducing professional cantorship into some of Jerusalem's synagogues, especially into the largest, central ones. This, in the context of a wide-ranging attempt underway in Eretz Yisrael since the beginning of the British Mandate to reshape the worlds of prayer and the synagogue to make them consonant with the nationalist, ideological narrative that was gradually taking shape and to the historical and cultural events within which the synagogues existed and operated.  As a result of this unique encounter between religious tradition, on the one hand, and the nationalist framework on the other, beginning in the 1920s many synagogues adopted a host of cultural and liturgical innovations that became part of their very identity and by extension of the identity of their members who were associated with the Zionist movement. 	Comment by Microsoft account: תוספת המתרגם
The nationalist ideology’s incorporation into the synagogue took place in many ways relating to both its substantive and physical aspects. Among others, these included, introducing the Hebrew language and making the Sephardic pronunciation sovereign in the synagogues; designing the synagogues, both in terms of their architecture and their interior design, with the regnant set of nationalist, visual symbols in mind; the composition of new liturgical texts or the updating of well-known ones; and also the creation of a human and social space that would function as an arena for an inherently nationalist community.[endnoteRef:33] Obviously not all the synagogues adopted the new, nationalist panoply in its entirety, and they differed from one another by the degree or speed with which they chose to integrate it. Be that as it may, the influence of this process is evident in both the large, central synagogues in Jerusalem and Tel-Aviv and in the smaller, local synagogues throughout the country.  [33:  For a depiction of this process, see, Gafni, Tahat Kippat ha-Le’om, at length.] 

As part of this process, some of the nationalistic synagogues chose to change the prayer service's character by introducing professional cantors into the synagogue—at first, in a spontaneous fashion, and later with clearly stated intent and this unambiguous goal in mind, coupled with a willingness to spend not insignificant sums to attain that goal. This, both to differentiate the nationalist synagogues from the conservative Ashkenazi ones and in recognition of the significant roles played by art and music—both religious and non-religious—in the creation of local, nationalist culture. Thus, for instance, in Shmuel (Lew/Lou) Lober’s—one of the Yeshurun synagogues’ founder’s memoirs, he describes how upon arriving in Jerusalem,  “I keenly felt the need for a modern, traditional house of prayer….there was a crying need for such a synagogue, with true decorum and congregational singing.”[endnoteRef:34] And, indeed, we should perceive the adoption of professional cantorship in the Yeshurun synagogue—one of Jerusalem’s pre-eminent nationalist synagogues—or in the Educational-Nationalist Ohel Shem synagogue located in the Tahkemoni school, as part of the overall adoption of the nationalist system by the synagogues—a trend that influenced their choice of names, their physical design, and, of course, the liturgical arrangement they used.[endnoteRef:35] Once this trend took hold in these major synagogues, without a doubt this influenced the other synagogues in the city, including those that had greater reservations about nationalism and its manifestations, such as the Hurva synagogue in the Jewish Quarter or synagogues functioning in the traditionalist, north end of the city.[endnoteRef:36]	Comment by Microsoft account:  נא להבהיר את קיצור השם.	Comment by Microsoft account: איות של Susser (כאן ובהמשך) [34:  L.L. Lober, “Yeshurun 1923-1983,” M. Susser (ed.) Sefer Yeshurun: Bi-Mela’ot Shishim Shanah le-Histadrut Yeshurun (Jerusalem, 1983), 37.]  [35:  On the significance of cantorship in the Yeshurun, see, for instance, M. Selifo, “Hazzanut bi-Yeshurun,” Tz. Korekh (ed.) Alei Ayin: Bimlot Shivim Shanah ke-Histadrut Yeshurun (Jerusalem, 1994), 22–26. On the significant impact of the nationalist ideology on Ohel Shem, see R. Gafni, “Siddurei Tefillah u-Batei Knesset Hinukhi’im be-Eretz Yisrael bi-Tekufat ha-Mandat,” Dor le-Dor 44 (2013):  446–455.]  [36:  On the Hurva synagogue’s ideological misgiving over this decision-making process during the British Mandate and its direct influence on the cantorial scene there, see Y. Paz, “Ha-Hurva bi-Tekufat ha-Mandat: Zikaron ve-Semel,” Morganstern et al, Ha-Hurva, 153–155; Gafni, Tahat Kippat ha-Le’om, 272–275.] 

 Aside from the importance of the decision itself to adopt professional, Ashkenazi cantorship, which would distinguish nationalist synagogues from the others, at some point this also affected the ideological bent of the cantors who were hired in some of the synagogues or the nature of the synagogues' hiring processes. Thus, for instance, at the founding meeting of the Association of Cantors that Geshuri innovated, the conference summary emphasizes the need to create a new framework for the cantorate in Eretz Yisrael, within whose rubric the role and character of an Eretz Yisrael cantor (a cantor-farmer would even be preferable), consonant with the nationalist character of the pre-State Yishuv, would be formed.[endnoteRef:37] In other cases, this proclamation did not merely remain on the drawing board but rather influenced the selection of the cantor and his character. [37:  Geshuri, Le-Toldot ha-Hazzanut be-Eretz Yisrael, 117–119; Zimmerman, B’ron Yahad, 495–496.] 

One of the first synagogues in Jerusalem to hire a professional cantor, as I mentioned above, was Yeshurun. This happened for two reasons: firstly, because of the synagogue’s complete identification with the nationalist narrative, and secondly because most of its founders had immigrated from the United States of America and Western Europe and were used to such a prayer service. Admittedly, in the synagogue’s early years, there seem to have been cantors who worked voluntarily. some of them members of the congregation itself and, at one point, Cantor Shlomo Zalman Rivlin;[endnoteRef:38] however, this situation changed in 1937 when the synagogue decided to choose a professional cantor to preside over the services. [38:  On the changing nature of the cantorship in Yeshurum over the years, see M. Nulman, “Jerusalem’s ‘Yeshurun’ Synagogue: A Historical Overview,” Journal of Jewish Music and Liturgy, 17 (1994–1995): 15-–30] 

The election process included publishing announcements in several European, Jewish journals and newspapers (including the cantor’s monthly published in Poland: Di Shuhl un die Chasanim Welt [The Synagogue and the World of the Hazzanim][endnoteRef:39]) and was the occasion for cantors abroad to send numerous letters and recommendations in competing for this highly desirable post in Jerusalem (or, at least, for permission to enter the country…).[endnoteRef:40] While the synagogue’s published announcement did not include an ideological requirement specifying that the cantor identifies with the Zionist movement, many of the applicants did emphasize in their letters that they were ardent fans of the Zionist project and were committed to it. Thus, for instance, Dr. Yitzhak Lust from Cracow wrote to the synagogue administrators: "I do not need to add that from my youth, I have been an active Zionist and I also can speak and write in Hebrew.”[endnoteRef:41] Likewise, Cantor Gershon Hertz Margaliot wrote from Vienna: “I have yearned to make aliyah to the Land of Israel all my life….I am now having difficulty bearing the suffering of exile and I wish with all my heart and all my soul to make Aliyah to the Land and work in the [national] homeland.”[endnoteRef:42] 	Comment by Microsoft account: Perhaps, ardent? [39:  On this journal and its global influence, see A. Zimmerman, “Olam ha-Hazzanim: Iton shel Olam she-Ne’elam” Kesher  4 ( ): 113–117.]  [40:  M. Susser, “Hazzanim bi-Yeshurun,” M. Susser (ed.), Sefer Yeshurun, 18–21.]  [41:  Ibid., 20.]  [42:  Ibid.] 

It seems that the cantors themselves understood that any cantor who wished to preside in a synagogue like Yeshurun would first have to prove his bona fides regarding Zionism and its goals. Ultimately, the synagogue’s leaders chose Cantor Yehuda Leib Miller, who had served in the Great Synagogue of Vienna before making Aliyah and who was himself an ardent Zionist.[endnoteRef:43] Therefore, it seems, that even if the synagogue leaders had not originally specified this requirement, they took it into account when choosing him. And, indeed, with his election, David Zvi Pinkas wrote to one of the Jerusalem synagogue’s leaders that they chose a man who is “not only a first-class cantor but also a Jew who has always been loyal and devoted to Zionism.”[endnoteRef:44] This process also demonstrated that like other means, the adoption of the professional, Western cantorate—led by a skilled professional, preferably of a Zionist bent—assisted the synagogue in proclaiming loud and clear its nationalist identity. So, indeed, it is no surprise to discover that according to newspaper reports from 1938—around the time Cantor Miller was appointed by the Yeshurun— several other Ashkenazi synagogues in Jerusalem also hired cantors, albeit primarily during the High Holiday season and still with minimal pay.[endnoteRef:45]  [43:  See A. Zimmerman, “Ha-Hazzan Yehuda Leib Miller,” Susser (ed.) Sefer Yeshurun, 22–23; Zimmerman, B’ron Yahad, 362–364.]  [44:  Susser, Hazzanim bi-Yeshurun, 21.]  [45:  Meir Bar Ilan, “Min ha-Hayyim bi-Yerushalayim,” Ha-Tzofeh, 28/8/1938, 3. On the excitement generated in Jerusalem by Miller’s arrival, see “Ha-Hazzan Y.L. Miller bi-Yerushalayim,” Ha-Tzofeh, 18/2/1939, 4. For additional coverage, see S. Glitzenstein, Di Shuhl un die Chasanim Welt, Shevat 5669/1939. ] 

Beyond the Synagogue Walls: From Organized Prayer to Popular Cultural
In light of the increasing popularity of cantorial music in Jerusalem—and the gradual changes in the ideological bent and the demographic composition of Jerusalem's Jewish community—it was completely natural for the cantorate in its next stage to leave the confines of the synagogue and, while not shedding its sacral role, become a conduit for municipal culture and entertainment. And, indeed, beginning in the second half of the 1920s (or, to be more precise, from the 1930s and on) another popular cantorial scene was created in Jerusalem that not only appealed to synagogue goers (and the Ashkenazi population) but also to a far wider and more diverse audience.	Comment by Microsoft account: אם זה התחיל בשנות העשרים, למה זה מדויק יותר להגיד שזה החל בשנות השלושים? אולי כדאי לבחור בטוי אחר.
As Kroyanker, Ramon, and others describe at great length, beginning in the 1920s a new cultural atmosphere took shape in Jerusalem that was more Western and liberal in character.  Doubtless, this was partially a result of the new government's cultural influence but it was also the result of the Jewish majority population's increasingly diverse preferences and its interactions with other communities in the city.[endnoteRef:46]	Comment by Microsoft account: נא להבהיר כוונת "שם" בהערה. [46:   Kroyanker, Ha-Meshulash ha-Yerushalmi, 32–50; A. Ramon, “Ha-Historiyah shel Mercaz ha-Ir Yerushalayim (1860-2000),” Kroyanker et al (eds.), Yordim ha-Irah: Mercaz ha-Ir Yerushalayim—Historiyah, Temunat Matzav ve-Tokhniyot Hithadshut (Jerusalem, 2011), primarily 37–49. See too A. Liber, London be-Yerushalayim: Tarbut be-Rahavei ha-Ir (Jerusalem, 2018).] 

Within this rubric, ten large theatres and movie houses were established in Jerusalem over a few years—most of them in the commercial center that developed in the new city—and, thus, both Western cafe and dining cultures took root and grew in the city.[endnoteRef:47]  As part of this same phenomenon, a Western musical scene also developed in Jerusalem, at whose center were several outstanding composers and performers who settled in the city, and under whose influence public concerts were performed in the theatre and movie house halls.[endnoteRef:48] The formation of a local, cantorial scene for the public was therefore almost a fait accomplis and this impulse manifested itself in several different ways. [47:   On cafes and movie houses as cultural hubs in Jerusalem during the British Mandate, see Ramon, Ha-Historiyah, 47–49; Kroyanker, Ha-Meshulahsh ha-Yerushalmi, 39–60; Ben Aryeh, Yerushalayim ha-Yehudit ha-Hadashah, 947–953. ]  [48:  J. Hirshberg, “Musikah Ma’aravit bi-Yerushalayim ha-Mandatorit,” Y. Ben Aryeh (ed.), Yerushalayim bi-Tekufat ha-Mandat: Ha-Asiyah ve-ha-Moreshet (Jerusalem, 2003), 443–449.] 

The first and most obvious innovation, in this respect, was publicizing prayer services that would take place in the synagogues at their regular times with a professional cantor presiding. These performances were open to the general public, sometimes for free and sometimes for the price of a ticket. In the collection of Jerusalem pashkevilim (wall posters or pasquinade) published by Binyamin Kluger, there are several dozen posters devoted to cantorial performances—most take place in the synagogues themselves and are open to the public.[endnoteRef:49] [49:   B. Kluger, Min ha-Makor: Ha-Yishuv ha-Yashan al Lu’ah ha-Moda’ot, 2 (Jerusalem, 1980), 175–191.] 

As Abigail Wood noted, posters or advertisements of this sort are crucial to constructing the identity of the urban soundtrack because they reify its very existence—and the changes it undergoes—even for those who do not enter the synagogues, but prefer to remain outside them.[endnoteRef:50]  [50:   A. Wood, Lishmo’a ve-Lirot et Yerushalayim, 291–292.] 

Among the cantors who performed some had been born and trained in Jerusalem—including, Shlomo Weissfish, Yehoshua Neeman, and Yisrael Bar-Zakai; some had immigrated to pre-State Israel during that period, and some were visiting Eretz Yisrael for a brief time. Thanks to the proficiency of the professional children's choirs described above, sometimes they also participated in these festal prayer services.  A few of the most well-known synagogues associated with such prayer services were Yeshurun and Yeshivat Meah Shearim in the new city; however, the Hurva synagogue in the Old City also took part. This was the case both in the 1920s when the synagogue was still running like usual and drawing relatively large numbers of attendees and also in the 1930s and 1940s when fewer and fewer people frequented the Jewish Quarter, forcing the leaders of the Hurva to fight for its standing, and even for its very ability to continue functioning as a synagogue.[endnoteRef:51] Therefore, the cantorial performances that took place in the Hurva had special significance and there is no doubt that the appearances of world-class cantors in the synagogue, including Yossele Rosenblatt (1933) and Zevulun Kwartin (1926?) helped the synagogue in its struggle to maintain its standing.  [51:   On the unique and changing status of the Hurva during this period, see Paz, Ha-Hurva bi-Tekufat ha-Mandat, 149–170.] 

In addition to the organized prayer services presided over by professional cantors, during this period “Oneg Shabbat/Holiday”  events began to take place in the city streets, and in time cantorial pieces were also integrated into these festivities. Sometimes they were performed by especially well-known cantors and in a few cases with the accompaniment of a choir.[endnoteRef:52] The synagogues (including the relatively small ones) took advantage of this development to expand their activities and gradually metamorphosed into more diverse community centers. When similar types of public events became common, even though they had entirely different, social or even political goals to them, local cantorial performances were integrated into them as well.[endnoteRef:53]	Comment by Microsoft account: האם תוכל להבהיר את הכוונה כדי שאוכל לדייק יותר בתרגום? [52:  See, for instance, “Oneg Shabbat be-Bet ha-Kerem” HaMashkif, 12/8/41, 3; “Yerushalayim: Asefot, Hartza’ot, Shiurim,” Ha-Tzofeh, 29/9/42, 4. ]  [53:  “Ha-Aliyah le-Regel shel ha-No’ar ha-Agudati,” Ha-Boker, 17/4/41, 8.] 

The next step to take—perhaps, even the most obvious one—in transforming cantorship from being part of a religious service into being an artifact of popular culture was accomplished by extracting the cantorial performances from the synagogue and carefully, and quite intentionally, hosting them in the theatre and cinema halls. During the second half of the British Mandate—especially during the 1940s and on—cantorial concerts were held in such venues: either on the High Holidays themselves (as the theatres were transformed into synagogues for the public when necessary), or in the context of weekday shows, which could even be attended by those living far away from the hall, or for those who preferred to attend organized prayer services in the synagogues.[endnoteRef:54]  [54:  See, for instance, Cantor Yehoshua Delin’s performance at the Orion movie theatre in 1940 (Kluger, Min ha-Makor, 190), and the Shirat Yisrael choir’s performance at the Eden movie theatre in Jerusalem (Ibid., 176). ] 

As the access to technology improved, people could listen to recordings of renowned cantors before they arrived in Jerusalem, and the appearances of more than a few especially outstanding cantors were accompanied by adoring and detailed press coverage.[endnoteRef:55]  [55:  See, for instance, Y. Vinitsky, “Li-Tefillato shel Leib Glantz,” Ha-Tzofeh, 26/1/47, 3; “Ha-Hazzan Pinchuk Yavo la-Aretz,” ibid.; Y. Bardaki, “Tefillat ha-Hazan Rosenfeld,” Ha-Boker, 19/5/39, 5; M. Bar-Ilan, “Od Mashehu le-Inyan ‘Hazzan Ba la-Medinah’,” Ha-Tzofeh, 5/4/46, 5.] 

Thus, by the end of the British Mandate, the Jerusalem cantorate had become a commodity consumed both beyond the walls of the synagogue and outside the hours of prayer, and it had become a faithful mirror of the nature of the cultural life created in the city during this period. Furthermore, the cantorate's curious move outside the intrinsically religious sphere made it accessible to wider audiences who until that time had expressed no need for it, and also turned it into a familiar and beloved part of the socio-cultural life of the city. However, this process, as is only natural, also had other ramifications that lead to various ideological displays and even sometimes to altercations that reached the newspapers, the radio, and were even heard in the city's neighborhoods themselves.  
In the Movie Theatre Hall and in Meah Shearim: The Jerusalem Cantorate and Haredi Society
In light of the Ashkenazi cantorship's becoming a fixture of Jerusalem cultural life—and, in light of, the reformulation of the liturgical and ideological realms of the synagogue—we should not be surprised to discover that on at least several occasions the local cantorate found itself at the center of a halakhic, social, or ideological conflict with not only the Haredi ideologues at the northern end of the city but also with others. In this context, we should note the unique composition of Jerusalem's Jewish community, which included both zealots and liberals at the time. Indeed, in the decades since the being of the twentieth century—and, especially, since the end of World War I—the influence of the Ashkenazi zealots had decreased as it found itself cut off from most of its traditional economic resources, as well as from the centers of decision-making both on the municipal and Yishuv-wide levels. Thus, the local Haredi community gradually became a hardline ideological opposition group that opposed any innovations in the realm of women’s rights (and their right to vote in elections for the Jewish communal institutions); in the nature of the chief rabbinate; in the way in which Sabbath observance was shaped in the city’s public square; and in a host of other political and ideological issues.[endnoteRef:56] As Menachem Friedman has shown, since the concluding years of the British Mandate, internal Jewish conflicts have occasionally included physical violence.[endnoteRef:57]  [56:  On the crystallization of the Ashkenazi, Haredi community’s character in Jerusalem during this period, see, at length, M. Friedman, Hevrah ve-Dat: Ha-Ortodoksiya ha-Lo Tzionit be-Eretz Yisrael, 5678-5697 (1918-1936), (Jerusalem, 1988).]  [57:  M. Friedman, “Irgun Lohamei Yahadut [AL”Y] Mahteret Datit Haredit Erev Kum ha-Medinah,” I. Etkes et al (eds.), Avnei Derekh: Masot u-Mehkarim be-Toldot Am Yisrael Shai le-Tzvi (Kuti) Yekutiel (Jerusalem, ?), 379–396.] 

Naturally, these issues also found expression in the realm of the synagogue, as the zealots established special synagogues in their image or fought over the control or the character of the religious activities in the central or symbolic synagogues.[endnoteRef:58]  While it is obvious that certain conflicts also transpired in other cities, outside of Jerusalem, in Jerusalem the matters were of greater import and received more exposure. This was both a function of the relative strength the Haredi community in Jerusalem possessed in organizing itself and because of the city’s centrality in the Jewish consciousness, which naturally drew the attention of many both in the city itself and beyond to the cultural war transpiring.  [58:  On the establishment and the unique, conservative decrees in the synagogues belonging to the Neturei Karta group in the city, see Gafni, Tahat Kippat ha-Le’om, 173–174. On the battle over control of the central synagogues between the conservatives and their opponents, see, for instance, Paz, Ha-Hurva. ] 

        The performances given by famous, guest cantors in the various movie houses in town, both on the Sabbath and the holidays and on weekdays, were one source of tension. For the traditionalists and even for some of the more liberal religious Jews this felt like an insult to the sanctity of the prayer, as these performances took place in venues that were inconsonant with their holy character. Thus, for instance, in describing the performance-prayer service given by Cantor Leib Glantz in Jerusalem, which took place in a movie theatre, Yonah Cohen, a journalist for Ha-Tzofeh, wrote a particularly biting piece:
"It is best to stress right at the beginning: This prayer service held in a theatre is a desecration of God's Name. Neither is the holy adorned nor is there even a spark of sacred sentiment. Sabbath prayers, Sabbath people, in a wholly mundane atmosphere. When you enter the corridor leading to the hall to greet the Sabbath Queen, you are greeted by a cornucopia of photographs and drawings of female film stars….before the Evening Prayer a British policeman comes up to the stage—a Shabbos goy—and with a grin on his face moves the candles from one place to another."[endnoteRef:59] [59:  Y. Cohen, “Ha-Pinkas Patuah ve-ha-Yad Roshemet: Hamishim Shenot Itona’ut” (Jerusalem, 1995), 101.] 

As I mentioned above, this issue became a matter of public debate on several occasions in Tel Aviv as well. However, in Jerusalem, these discussions took on greater significance, if only because they were part of a broader constellation of issues that were hotly contested—issues that led to serial confrontations between the Haredi population and the rest of the community. Thus, it is not surprising that while the debate in Tel-Aviv died down after a few years, in Jerusalem itself the matter was still fodder for debate years after the State was established.[endnoteRef:60] We should also note that just as some opposed holding prayer services in movie houses, some also protested well-known cantors performing in synagogues since they were tainted by having performed in theatres and event halls.[endnoteRef:61] [60:  See, for instance, M. Bar Ilan, “Da’at ha-Kahal: Hilul Yom ha-Kippurim,” Ha-Tzofeh, 13/10/46, 3; “Agav Takanah Tovah,” Ha-Tzofeh, 27/8/47, 3; A. Zimmerman, “Zakhor Ezkerenu Od: Parashat Hayyav shel ha-Hazan Moshe Koussevitsky be-Meloa’t Me’ah Shanah le-Holadeto,” (Tel-Aviv, 1999), 88.]  [61:  On this, see the poster distributed in Meah Shearim decrying Cantor Zevulun Kwartin’s visit to Heikhal ha-Yeshiva in Meah Shearim. (Kluger, Min ha-Makor, 180)] 

An even more serious clash that also occurred in the city due to the growth of the Jerusalem cantorate was part of the activities undertaken by a particularly zealous group of Haredim. The clash occurred in Meah Shearim and reached its climax with the torching of a book store that played and sold cantorial recordings.[endnoteRef:62] The first report of the store’s owner—Aharon David Weissfish—receiving such threats was published in the Jerusalem press as early as 1943.[endnoteRef:63] Later reports even quoted pashkevilim that had been published denigrating the store owner, a Torah observant man who was accused of the following: his store “provides menuvalim (disgusting materials) to all Jerusalem! … we will demolish, obliterate, devastate, cut off, uproot, and so forth.” Several unknown Haredi groups signed the pashkevilim, including “Shomrei Emunei Yisrael” (Defenders of the Faith of Israel), “The Haredi Youth,” “Fighters for the Existence of Religion in Israel” and more.[endnoteRef:64] After a year of threats and repeated vandalism, in June 1947 Weissfish's shop was torched and Weissfish was severely burnt when trying to fight the fire. The police investigation determined that the posters sent to the shop owner before the arson were printed by people belonging to the Va’ad ha-Edah ha-Ashkenazit in Jerusalem (in other words, the Edah Haredit). In August 1947, ten members of Neturei Karta were even tried for “in the month of June twice causing harm to Mr. A. D. Weissfish in the Meah Shearim neighborhood, set fire to his store in which pettiphone records play that contain cantorial material and Jewish folklore.”[endnoteRef:65]  	Comment by Microsoft account: סאוואט או סוויט? ע' בהערה למטה. וכיצד מבטאים את השם?	Comment by Microsoft account: לא מצאתי תרגום מדויק בינתיים. [62:   On the context of these events, see Friedman, Mahteret Datit Haredit, 379–380.]  [63:  Gershon Savat, “Pinkas Yerushalmi: Ha-Hitkomemut be-Meah Shearim,” HaAretz, 3/10/43, 2. For a brief depiction of the store, see Kluger, Meah Shearim Sheli (Jerusalem, 2014), 298.]  [64:  G. Savat, “Pinkas Yerushalmi: Min ha-Nimusim she-ba-Ir,” HaAretz, 13/6/46, 2.]  [65:  “Hehel Mishpatam shel 10 mi-‘Neturei Karta,’” HaAretz, 22/10/1947, 7: “Huhramah Mekhonat Ketivah shel Mesitim,” Al HaMishmar, 29/6/47, 3.] 

Clashes such as these testify, in and of themselves, to the growing presence and strength of the cantorial repertoire in the vocal and cultural soundtrack of the city, and, therefore, also to the degree of cultural danger that groups of zealots in the Haredi community believed it presented. From this perspective, these early clashes—in addition to the early clashes about Sabbath observance in the public square—are undoubtedly the first shots fired in the worsening conflict about a whole host of diverse halakhic and ideological issues dividing the Haredi and the secular/religious populations in Jerusalem during the early years of statehood.[endnoteRef:66]  [66:  On the beginning of the religio-cultural conflict among the diverse communities in Jerusalem during the years following the founding of the state, see too M. Friedman, “’Neturei Karta’ ve-Hafganot ha-Shabbat bi-Yerushalayim. 1948-1950,” A. Bareli (ed.), Yerushalayim he-Hatzuyah 1948–1967 (Jerusalem, 1995), 224–229. K. Kaplan, “Hithavutam shel Ma’agalei Hibadlut be-Kerev Haredim Kana’im: Amram Blau ke-Mikreh Mivhan,” Zion, 77 (2011): especially, 194–201.] 

Indecision on Live Radio: Ashkenazi Cantorship on Early Radio Broadcasts
Along with the ever-increasing consolidation of the cantorate's role as a local cultural-musical phenomenon, the new technological advances allowed it to also take to the airwaves and enter the recording studios. The most important radio station was the Hebrew Mandatory radio whose broadcasts exposed cantorial music to audiences ever-increasing in size, and prompted a public conversation about halakhic, ethnic, and cultural issues as one. 
While the broadcasts on Mandatory radio were by their very nature not limited to Jerusalem residents; I believe that they are relevant to our discussion, primarily because a significant number of those cantors who took part served in Jerusalem and were an inseparable part of the local, cantorial scene described in this paper. 
Kol Yerushalayim began broadcasting in Hebrew on the seventh of Nisan, 1936 under the aegis of the Palestine Broadcasting Service (PBS), the British Mandate’s radio station in Eretz Yisrael, which broadcast in English, Hebrew, and Arabic. At first, there was only one hour of Hebrew programming in the broadcasting schedule; however, the Hebrew broadcasts were quickly expanded and during the early 1940s, the radio station was even split into two separate broadcasting channels, English-Arabic and English-Hebrew. It only took a brief time for the Hebrew broadcasts to become an extremely significant vehicle for expressing nationalist sentiment and assist in imprinting the nationalistic ethos, the Hebrew language, and additional ideological campaigns on the hearts of its listeners.[endnoteRef:67]    [67:  A. Almog, “Reshit Shidurei ha-Radiyo be-Eretz Yisrael bi-Tekufat ha-Mandat: Interes Tzioni-Yishuvi o Mandatori-Koloni’ali?” Y. Ben Aryeh (ed.) Yerushalayim bi-Tekufat ha-Mandat: Ha-Asiya ve-ha-Moreshet, 219–249 (and to responses to the article, ibid.); T. Leibes and Z. Kampf, “’Hallo! Yerushalayim Medaberet’: Hahya’at ha-Dibbur ha-Ivri be-Radiyo ha-Mandatori, 1936–1948,” Cathedra, 133 (September 2009): 105–132.] 

From the very first, the radio station’s Hebrew programming directors decided to integrate content of a religious or traditional nature. Among them was the journalist and Jerusalem-based cantor Ephraim Di-Zahav.[endnoteRef:68] Binyamin Tzvieli, another Jerusalemite journalist, joined him and became the director of religious and traditional Jewish programming at the station in the 1940s. The two were surrounded by much public controversy, which reflected the complexity and diversity of the Jewish community in Jerusalem, in particular, and throughout Eretz Yisrael, in general. Thus, in the very first months of the station's history, on Fridays, they broadcast a program that included passages from the weekly Torah and Haftorah readings alongside Sabbath songs and cantorial pieces. However, since the program was broadcast after Shabbat began during the winter months, the directors were careful not to air live instrumental pieces, but rather only recorded ones or live cantorial pieces without an instrumental accompaniment. This quasi-halakhic solution—which also reflected the lack of clarity during that period regarding the use of electricity on Shabbat—was also adopted in programs with cantorial pieces that were broadcast on Sabbath afternoon.[endnoteRef:69] However, the qualms about broadcasting cantorial pieces on the Sabbath did not die down, and after a few years, all the cantorial programming was moved to Friday afternoon. This solution, we should note, also failed to satisfy all the critics.[endnoteRef:70]  [68:  On Di-Zahav and his accomplishments, see, for instance, A. Zimmerman, “Efrayim Di-Zahav (Goldstein)—Itona’i ve-Hazan,” Kesher, 20 (Fall 1996): 93–96. R. Gafni, “Tzlilim min ha-Avar ha-Karov: Kovetz Sippurim Nishkah shel ha-Hazan ha-Yerushalmi ha-Mushma mi-Kulam,” Et-Mol, 231 (Kislev 2014): 31–33.]  [69:   The programming schedule of the Hebrew Hour can be found in issues of the journal “Jerusalem Radio” which appeared during that period. See too, Y.Y. Fraenkel, “Da’at ha-Kahal: Al ha-Tokhnit shel Sherut ha-Shidur,” Ha-Tzofeh, 16/6/47, 3.  ]  [70:  “Shinu’im be-Tokhniyot Radiyo Yerushalayim,” 23/4/43, 9; Meir Bar Ilan, “Be-Olam ha-Radiyo,” Ha-Tzofeh, 17.2.43, 3.] 

 Other issues regarding the broadcasting of cantorial pieces on the radio that were debated in the press included musical-ideological criticism regarding some of the pieces chosen to be broadcast, including the assertion that they sometimes reflected the city’s non-Jewish soundtrack ("several times liturgical music was broadcast that employed ‘novel’ melodies that belong in the non-Jewish places of worship and whose sonorous tones are no different than those to be found in churches”).[endnoteRef:71] [71:  M.B. (Meir Bar-Ilan, Editor of Ha-Tzofeh), “Be-Olam ha-Radiyo,” Ha-Tzofeh, 12 Adar 5703, 17.2.43, 3.] 

Others feared that playing cantorial pieces and parts of the prayer service on the radio would lead the listeners to gradually stop coming to the synagogues (“to habituate people to such a degree of comfort that with the constant evolution of things they will stop frequenting the synagogue and make do with cantorial pieces that pour out of the radio speaker”),[endnoteRef:72] and some complained, in principle, about the increasing number of hours devoted to broadcasting cantorial pieces and prayers during the all-too-few hours devoted to Hebrew-language broadcasting. [endnoteRef:73]	Comment by Microsoft account: האם הכוונה להתפתחות טכנולוגית או להתפתחות הרגלים גרועים? [72:  Shabbtai Don Yihye, “Be-Ikvot ha-Yamim,” Ha-Tzofeh, 24 Elul 5704, 12.9.44, 2.]  [73:  A. B. Yaffe, “Al Galei ha-Atar,” Al HaMishmar, 23 Tamuz 5707, 11.7.47, 8.] 

Among those who were positive about broadcasting cantorial works, there were still internal debates about other relevant issues, some of them of a highly ideological and societal nature. Thus, some argued against giving air time to cantors who recited prayers using the Ashkenazi pronunciation (and not the spoken Sephardic pronunciation which was regnant in the Zionist Yishuv),[endnoteRef:74] and were more in favor of balancing Ashkenazi religious music and Sephardic or Oriental music, on the radio, as in the entire public sphere ("Jerusalem Radio must ensure that enchanting singers take the stage during Sephardic religious programming…the disdain for Sephardic and Oriental artistry that the radio is accustomed to, stems from, it seems to us, the absence of a reliable individual who is intimately familiar with the Sephardic experience").[endnoteRef:75]	Comment by Microsoft account: מחייבי? Those who demanded or those who were positive about? [74:   S. Rozovsky, “Mi-Seviv le-Radiyo,” Haaretz, 7/8/36, 15; On the adoption of Sephardic pronunciation, in general, in Hebrew radio broadcasts during that period, see Leibes & Kampf, 118–123.]  [75:  Ipkha Mistaber, “Ogmat Nefesh,” Hed ha-Mizrah, 10 Mar Cheshvan 5705, 27.10.44, 2.] 

Thus, it seems that the public debate about cantorial broadcasts on the radio itself attests, first and foremost, to the dramatic change in the size of its audience, its quality, and its popularity. And, no less importantly, it attests to the public's recognition of the composition and significance of the local soundtrack and its realization that various decisions about the soundtrack are intrinsically significant from an ideological perspective. Therefore, it is not surprising that the two periodicals covering the radio stations during the British Mandate (first, Jerusalem Radio, and later "Ha-Galgal”), also provided relatively extensive reviews of the cantorial broadcasts and their contents.[endnoteRef:76] Thus, they were granted additional importance as focal points for the debate over authentic societal and ideological priorities.[endnoteRef:77] 	Comment by Microsoft account: איך מאייתים ויזר באנגלית? האם ה"שם" בהערה 147 מפנה לגולדשטין? עדיף, א"כ, לכתוב "גולדשטין". [76:  See, for instance, Y. Vinitsky, “Ha-Hazzanut Mahutah ve-Atidah,” Ha-Galgal, 13 (5704/1944), 24; “Madur ha-Hazzanut be-Radiyo Yerushalayim,” Ha-Galgal, C, 5 (14 Elul 5705/1945), 14–15; A. Goldstein, “Gershon Efrat ve-ha-Antologiyah ha-Hazzanit Shelo,” Ha-Galgal, C, 18 (24 Kislev 5706/1946), 19; Idem., “Retzitativit ve-Improvizatziayah be-Hazzanut,” Ha-Galgal, C, 43, 11; A. Goldstein, “Ha-Hazzan ve-ha-Compozitor Yehoshua Viser,” Ha-Galgal, 12; “Leib Glantz Gadol Hazzanei Dorenu,” Ha-Galgal, D, 24 (17 Tevet 5707/1947), 22; “Leib Glantz be-Radiyo Yerushalayim,” Ha-Galgal, D, 32 (14 Adar 5707/1947), 22; A. Goldstein, "Ha-Hazzan Pinchuk (Pinchas Segal),” Ha-Galgal., D, 46, p. 9]  [77: For a systematic review of cantorial radio broadcasts during this period, see R. Gafni, “Hazzanut mi-Tokh Teivah,” Segulah, 137 (2022), 23–29.] 

Ten Years Later: An Appraisal
On Lag Ba’Omer 5718 (8/5/1958), as part of the semi-official celebrations of the State of Israel’s tenth birthday, the Heikhal Shlomo building, the seat of the Chief Rabbinate in Western Jerusalem was inaugurated, and within it sat a meticulously designed, model synagogue. At the synagogue’s dedication ceremony, which was attended by members of the government and public figures, Cantor Moshe Stern and a children’s choir under the direction of Tzvi Talmon—himself a cantor and a Jerusalemite, trained in his youth by Shlomo Zalman Rivlin—performed.[endnoteRef:78] The inclusion of cantorial works in the festive ceremony—which was even broadcast live on the radio—seems to express the success of the revolution in the cantorate’s status in Jerusalem, which had interested so few people at the beginning of the British Mandate period. Furthermore, it also seems to reflect the nature and composition of Western Jerusalem’s new urban soundtrack in which the vocal presence of the other religions was far less felt, remaining for the most part on the eastern side of the municipal boundaries. Thus, the integration of the cantorate in the ceremony indicates that cantorship is a national symbol in and of itself, recognized as such, even by those who rarely frequent the synagogue. [78:  On the dedication of Heikhal Shlomo’s synagogue and its symbolism, see R. Gafni, Mikdash Me-at: Batei Knesset Mukarim ve-Nistarim bi-Yerushalayim (Jerusaelm, 2005), 103–108; Z. Warhaftig, “Ha-Rabbanut ha-Rashit ve-Heikhal Shlomo,” A. Warhaftig & S. Katz (eds.) Ha-Rabbanut ha-Rashit le-Yisrael: Shivim Shanah le-Yisudah, C, (Jerusalem, 2002), 1066–1088. ] 

Indeed, during the decade that had passed since the founding of the State of Israel, Ashkenazi cantorship had continued to consolidate and even enhance its local stature: in the synagogues; via the visits and performances of well-known cantors; via broadcasts on Israeli radio, where cantorship had become a fixture, earning a beloved place; and perhaps even because it became a memorial of sorts to the Jewish world that had been destroyed in Europe.[endnoteRef:79] All this, even though some continued to complain about the discrepancy between the status of the cantorate and cantors in the United States of America (and in pre-Holocaust Europe) and their status in the Land of Israel, especially in Jerusalem.[endnoteRef:80] [79:  On the cantorial broadcasts during the State’s early years, see, for instance, Meir Bar Ilan, “Hazzanut ke-Bakashatekha,” Ha-Tzofeh, 18/5/55/ 3; A. Alon, “Ha-azinu le-Pirkei Hazzanut ke-Bakashatekha,” http://cafe.themarker.com/post/3438296/ ;]  [80:  On this matter, see, for instance, the periodic reviews of the journalist and musician Gershon Sweet, “Pinkas Yerushalmi,” HaAretz, 9/2/1939, 3; Sweet, “Pinkas Yerushalmi,” HaAretz, 3/10/1943, 2. For more on the Jerusalem cantors’ wages and financial status, see Meir Bar Ilan, “Min ha-Hayyim bi-Yerushalayim,” Ha-Tzofeh, 28/8/1938.] 

There is no doubt that the changes wrought in the Jerusalem cantorate’s dissemination, professionalism, and cultural standing reflect far broader societal, cultural, and ideological processes that took place in the city during this period: the migration of individuals and communities from the conservative communities of the zealots to ones more, and the cultural contacts among the Jewish communities themselves; the continuing strengthening of Western cultural life in the city which heavily influenced both the religious sphere and other public spheres as well; and the first development of professional excellence in various fields, including the areas of music, theatre arts, and more. Thus, the story of the rise and consolidation of the cantorate is not only about itself, but about a rich human, cultural, and urban realm that is constantly changing. Indeed, the following decades saw another tumultuous change in the cantorate’s standing—both in Jerusalem and throughout the entire country—where it once again became heavily marginalized both in terms of quantity and in terms of its place in the public eye. However, the factors that brought about this shift are far beyond the scope of this paper.
 


