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Introduction

Experiencing Sara Levy's World

Nancy Sinkoft

In the opening scene of Aaron Halle Wolfssohn’s hilarious and biting satiri-
cal play Laykhizin und fremelay (Yid./Ger., Silliness and Sanctimony, 1796), aes-
thetics and Jewish tradition are pitted against one another, with Jewish women
the leading culprits in a headlong rush into excessive and ruinous modern-
ization through music—both instrumental and vocal.! Wolfssohn (1756-1835)
was a maskil, an enlightened Jew, and a member of the first generation of
Prussian Jews to attempt to live as modern Europeans. In 1785, he arrived in
Berlin, the capital of both the Prussian Aufkldrung (Enlightenment) and the
Haskalah (Heb., Jewish Enlightenment), an ideological movement dedicated
to the modernization of Ashkenazic Jewish culture and society.? A gifted
author in three languages, Wolfssohn soon became part of the circle around
the renowned philosopher Moses Mendelssohn, and began to write for the
Hebrew Haskalah journal, Ha-me'asef (The Gatherer), becoming its sole edi-
tor from 1794 to 1797. Dedicated to the early Haskalah’s moderate pathway
of modernization, which sought to encourage Ashkenazic Jewry to shed what
maskilim (Heb., plural of maskil) believed was obscurantist piety and reform
it in the spirit of “reasonable” religion without succumbing to the blandish-
ments of the pseudo-Enlightenment, Wolfssohn found himself—with other
maskilim—in a state of despair toward the century’s end.® The audience for
their enlightened works beyond their own circle of Jewish intelligentsia was
the sons and daughters of the Jewish bourgeoisie. Yet this group seemed to be
headegl solely toward becoming modern Germans, abandoning the world of
their ancestors almost as quickly as they discarded the Yiddish vernacular for
High German.* They—and especially their headstrong daughters—were the
primary targets of his satire.
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The plot of Laykhtzin und fremelay, inspired by Moliere’s Tartuffs, unfolds in
the home of a Prussian Court Jew, Reb Henoch, a recent returnee to devout
religious practice who has hired a certain Reb Yoysefkhe from Poland to tutor
his son, Shmuel, in traditional Jewish subjects, such as the Talmud and biblical
commentaries.® The Polish-Jewish tutor, however, is a sanctimonious and hypo-
critical charlatan who has designs on the hand of Reb Henoch'’s spoiled daugh-
ter, Yetkhen, whom he tries to woo—all the while chasing the household maid
and being a regular client at a working-class brothel.” The other characters in
the play are likewise flawed. Yetkhen herself is depicted as beautiful, intellectu-
ally and musically gifted, but superficial; her mother Teltse, as mildly hysterical
and oblivious; and her gentile suitor, Herr von Schnapps, who kidnaps Yetkhen
(a pun on his name) for ransom money, as criminal.® The play’s only hero is
Uncle Markus, the prototypical maskil: sage, calm, and reasonable.

Wolfssohn not only deployed ideological and linguistic markers to express
his dismay at the wrongheaded approaches to modernity undertaken by both
the rigidly pious and the licentious freethinking, but also directly addressed
the ways in which the arts, especially music, functioned as part of the aspira-
tional culture of modernizing elite Prussian Jews in the eighteenth century.
In act 2, scene 4 of Laykhtzin und fremelay, Reb Yoysefkhe interrupts Yetkhen as
she is playing on a keyboard instrument—likely a pianoforte or harpsichord—
to declare his marital intentions. Although his bourgeois patron, Yetkhen’s
father, has approved the match, Yoysefkhe is soundly rebuffed by the impe-
rious girl, who asserts her will—that distinctive feature of the Enlightenment
self—to set him straight. The scene ends, presaging Yoysefkhe’s failure, with
his striking the piano in frustration. Yetkhen cries out, “Mein schénes Klavier
ist ganz kaput” (“My beautiful piano is completely destroyed”).?

Why did Wolfssohn focus on Yetkhen’s engagement with music, in this
scene highlighting her skill as a keyboardist and in earlier scenes emphasizing
her vocal prowess?!? Because music—its individual study and performance, its
patronage through financial support of a composer’s domicile as well as the
commissioning of pieces, singing, and the hosting of private and semipublic
concerts—formed an indispensable part of the lives of the Berlin Court Jews in
the last quarter of the eighteenth century.!! For enlightened eighteenth-cen-
tury Europeans, music was an essential component of Bildung, the broad ideal
of individual moral improvement, ethical cultivation, and aesthetic refine-
ment that would foster a more capacious civic sphere.!? Ardent proponents
of Bildung, Jewish modernizers, the ideologically motivated maskilim, and the
acculturating members of the social elite considered engagement with aesthet-
ics and practice of the arts crucial to their negotiations with European culture.
Both men and women were deeply engaged with the cultural, social, and lin-

guistic transformations of Prussian Jewish society.
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Gender mattered in these transformations. Elite Jewish men and women
partook of European culture differently, and there was different symbolic
value in the ways in which their participation was interpreted. Although the
maskilim sought to transform “the Jews” generally, they focused their efforts
on Jewish men. Prussian maskilim viewed traditional Jewish education, whose
goal was to form talmidei hakhamim, male Torah scholars, not members of the
Gebildetebiirgertum (the educated and cultivated middle class), as an obstacle
to Bildung, and waged a full-throated assault on traditional rabbinic pedagogy.
They attacked it for its lack of standardized curriculum and trained teachers,
its almost-exclusive focus on study of the Talmud, and its dependence upon
Yiddish—a language considered a shameful “jargon” or bastardized dialect of
German by modernizing Jews—as the oral conduit for sacred Hebrew scrip-
ture.!3 Prussian maskilim sought to transform young Jewish men into modern
Jews capable of mastering mathematics, grammar, and geography, among
other subjects vital to integration, and of learning Hebrew grammar to help
revitalize Jewish society.}

Daughters were another matter entirely. In traditional homes, girls in
Ashkenazic Jewish society learned religious essentials mimetically through their
domestic relationships with their mothers, aunts, cousins, and sisters. Maskilim
were slow to include Jewish daughters in their modern pedagogical efforts.1®
Yet the elite court Jewish families of Berlin supplemented their daughters’
education, in order to rear them to be cultivated bourgeois housewives, with
instruction in what can only be called the “gentile” arts: writing, speaking, and
reading in German and French; dancing; singing; and studying, commission-
ing, enjoying, and performing music.!® Keyboard lessons were a required part
of the bourgeois training of such young women.”

Benefiting from royal patronage under Frederick the Great and bourgeois
economic development, the arts and sciences grew among Berlin’s cultural and
intellectual elite, which included Huguenots, German Protestants, Catholics,
and Jews. This dynamic cosmopolitan environment proved fateful for Jewish
history. In contrast to the rest of Prussian Jewry, Berlin’s wealthiest Jews
enjoyed royal privileges after the Seven Years’ War that allowed them to par-
ticipate broadly in the stimulating environment of the capital.!® Music played
a pivotal role in the social gatherings—generally referred to as “salons”™—cre-
ated by German-Jewish women.® It was performed, listened to, and discussed
by the salonniéres and their guests, carefully chosen cultured individuals who
could appreciate what was being played.2

Born in Berlin in 1761 just as the city was becoming a center of the Prussian
Enlightenment, Sara Levy was among the select and highly visible cohort of
Jewish women actively engaged in becoming modern Europeans and for whom
music was a critical vehicle in that process.?!
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Empowered by his wealth and connections to the court as the principal sup-
plier of the Prussian mint, her father, Daniel Itzig, was able to create a lifestyle
for his family commensurate with that of elite gentiles of his period. Striving
to integrate into nonJewish society, Itzig adopted the mores, values, and social
practices of the surrounding culture, building an extraordinary home, collect-
ing art, becoming a patron of music, and insisting that his children, includ-
ing his daughters, become proficient musicians.??> He hired Johann Philipp
Kirnberger, a student of Johann Sebastian Bach, to teach Hanna and Bella,
the family’s two eldest daughters. Sara’s younger sister Fanny, later a promi-
nent Viennese salonniére in her own right, was an instrumentalist who helped
establish the Gesellschaft der Musikfreunde, and later created the music hall that
became home to the Vienna Philharmonic Orchestra.23 She and her husband
Nathan von Arnstein hosted Mozart in their home in 1781, and entertained
numerous other important composers and performers in Vienna.?4 Sara, who
studied music with Wilhelm Friedemann Bach, was a gifted keyboardist, cited
by both Jewish and non-Jewish writers for her skill. Levy played the harpsichord
and the fortepiano, and owned instruments made by the famous Strasbourg
craftsman Friedrich Silbermann.2

Sara played music at gatherings in her home and in the more public set-
ting of the Sing-Akademie zu Berlin. She would become a patron of Friedemann
Bach and, later, of his brother Carl Philipp Emanuel. Her patronage extended
to numerous Jewish causes as well, including the Jewish orphanage in Berlin.
She was also an avid collector, acquiring an enormous number of music manu-
scripts and printed editions by composers of her own day and from the previ-
ous generation.

Being a “young lady at music” did not necessarily mean playing solely for
oneself.? Music making allowed elite women to blur the boundaries between
the private, domestic female sphere and the public, male one. The eighteenth-
century salon, though domestic, was not completely private; as Christoph Wolff
notes, an orchestra of the size common in the eighteenth century could easily
have fit into Levy’s music rooms.2” Levy often performed for an audience at
home and—stretching the boundaries of expected female behavior—she also
played for friends and acquaintances in the public venue of the Sing-Akademie
zu Berlin, which had been founded in 1791 by Carl Fasch, a harpsichordist to
the Prussian court.

Levy’s relationship with the Sing-Akademie illustrates the central role that
Jews played in the creation of German musical history and in laying the
groundwork for Felix Mendelssohn’s later initiation of a public Bach revival.
After her husband Samuel Levy’s death in 1806, Sara became particularly
active in the Sing-Akademie and later donated her collection of music—which
included instrumental pieces, solo works, chamber music, symphonies, and
keyboard concertos, many by the Bach family—to the institution in the care
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of Carl Friedrich Zelter, who had been appointed to the directorship of the
Sing-Akademie in 1800. Zelter, in turn, became particularly committed to the
works of J. S. Bach, performing excerpts from his Passions, Masses, and can-
tatas at a time when it was not common practice among the general public to
revisit the music of the past century. Zelter would become the music teacher
of Felix Mendelssohn in 1811, when Abraham and Lea Mendelssohn moved
their family to Berlin from Hamburg, and would pass on his ardor for Bach to
his remarkable student, ensuring continued interest in Bach’s music. We may
assume that some of Mendelssohn’s zeal for the Bach tradition came from his
maternal grandmother and great-aunts, including Sara Levy.28

In 1823, Abraham and Lea Mendelssohn formally converted to
Protestantism, having baptized Felix and his siblings at birth, and addfad
Bartholdy to their surname to distinguish themselves from their Jewish famfly.
Sara Levy, along with her sister Fanny and some other members of the family,
remained faithful to her origins. Sara and her husband had no children, and
she left a large proportion of her considerable fortune to the Jewis}.l orphan-
age mentioned above.?? Natalie Naimark-Goldberg, in her contribution to t.he
present volume, contends that Sara Levy’s active participation in the Jewish
community of Berlin was quite unusual within her circle, apparently reflect-
ing a conscious decision to adhere to her family’s religious traditdons. She
combined her participation in and dedication to German and European cul-
ture with her uninterrupted commitment to Jewish affairs in a way that other
women, including some of her relatives and most of her friends, did not. I.Je\./y’s
deep engagement with music—even with a tradition dominated by Christian
motifs—did not threaten her Jewishness.

Though Sara Levy’s life intersected with the major social, ideological, politi-
cal, and musical issues in the history of the European, German, and Jewish
Enlightenments, she has been largely ignored. In the notso-distant past,
most scholars focused on the salonniéres as examples of radical assimilation.
The Jewish women of Berlin were seen as a litmus test of Jewish continu.ity in
the face of rapid modernization. For Heinrich Graetz (1817-91) and Shimon
Dubnow (1860-1941), master historians, respectively, of the nineteenth and
twentieth centuries who wrote Jewish history as part of a spiritual and national
commitment to modern Jewish existence, the salonniéres were traitors who sev-
ered their ties to their religion and people.3? In contrast to the traditional-
ist and nationalist views, pioneering feminist historians, seeking role models
for independent women, praised the Jewish women of late-eighteenth-century
Berlin as proto-feminists who successfully challenged the patriarchal conven-
tions of traditional Jewish life.! Only recently has scholarship on the circle
of modernizing Jewish women in Enlightenment Berlin shifted away ff"om a
preoccupation with those who chose to assimilate radically by converting to
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Christianity. As we will see, Sara Levy stands out among other Berlin salonniéres
for her resolute commitment to Jewish life. Viewing her choices within a spec-
trum of complex, distinctive paths to modernization helps us to understand
the entangled relationships among the Enlightenment, the Haskalah, accultur-
ation, and secularization in the lives of late-eighteenth-century German Jews,
both men and women.

Sara Levy'’s life also appertains to the field of music history generally and to
German music history specifically. Examining her life allows scholars to probe
how elite German Jews participated in the arts to construct and respond to late-
eighteenth-century ideas, including philosophy and aesthetics, as part of their
acculturation. The engagement with the arts among the Itzigs, Mendelssohns,
Levys, von Arnsteins, and other late-eighteenth-century Jews played a decisive
role in German culture, a role that has not always been recognized by musicol-
ogists and scholars of German musical history. Levy’s passion for Bach and his
legacy engages questions of musical historicism and its relationship to the pro-
cesses of canonization of German and European art music in the eighteenth
and nineteenth centuries. Levy’s involvement with the Sing-Akademie and its
archive illuminates the role Jews played in creating, protecting, and preserving
the German musical heritage. The musical commitments of elite Jews in Sara
Levy’s circle also stand in dialogue with the male, textual Hebraist Haskalah.
Indeed, as recent scholarship has emphasized, music played an important
role in the modernizing ideology of the first maskil, Moses Mendelssohn, who
viewed aesthetics as a key vehicle for uplifting his fellow Jews.32

Because Jews were central to the formation of the German middle class
in the nineteenth century and music making was key to their aspirations, it
behooves scholars to take more seriously the role of women like Sara Levy—
and of the music she performed and patronized—in social class formation,
as Marion Kaplan did in her pioneering study of the nineteenth century,
The Making of the Jewish Middle Class: Women, Family, and Identity in Imperial
Germany.23 Fortunately, historians of Jewish modernity have begun to recognize
how music making—as much as the acquisition of a literary European educa-
tion—was a component of Bildung. Playing and listening to music could lead to
refinement and the development of character. And obviously, Sara Levy’s life
is fertile ground for women’s historians who seek to understand how gender
informed Enlightenment ideals, the creation of a civic sphere, educational pre-
scriptions, and every other aspect of German culture at the turn of the nine-
teenth century.34

Finally, reexamining the ways in which Jews in Sara Levy’s world interacted
with Christian musicians and music reopens the debate about the Prussian
Enlightenment’s tolerance of Jews. Decades ago, in his Tradition and Crisis:

Jewish Society at the End of the Middle Ages—first published in Hebrew in 1958—
Jacob Katz argued that eighteenth-century Berlin had successfully become a
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“neutral society,” one that offered the possibility of full Jewish participation in
and integration into German society.?> He reevaluated this term in 1973, con-
cluding that modern German nationalism, born in the late eighteenth century,
had not been able to expunge the Christological bias against Judaism, even
in the heady days of the sympathetic friendship and intellectual camaraderie
between Moses Mendelssohn and Gottfried Ephraim Lessing.3® In his revised
view, Katz concluded that late-eighteenth-century Prussia had only created a
“semi-neutral society.”3”

Katz’s reconsideration of the degree to which modernizing German Jews
could be accepted into non-Jewish society at the end of the eighteenth cen-
tury speaks to the vast issue of the historiographic reassessments of the
Enlightenment that continue to this day.3® Our volume grapples with the role
of aesthetics in the Prussian Enlightenment in that reassessment, particularly
with the legacy of negotiations of Jews and Christians over the “universality” of
the music so beloved by both. Ruth HaCohen defined “the music libel against
the Jews” as “the historical categorization of the Jew as a producer of noise in
a Christian universe conceived of as dominated by harmonious sounds.” She
observed that many of the key texts of the Prussian Enlightenment, includ-
ing Bach’s Passions and Handel’s oratorios Samson, Israel in Egypt, and Judas
Maccabeus, “exemplify and anticipate artistic articulations of ‘communal
modes’ of sympathy, solidarity, and redemption in the centuries to come. [Yet],
concomitantly, they also harbor latent modes of alienation and discrimina-
tion.”%? The European Enlightenment unquestionably contained paradoxical,
at times contradictory messages about Jews and their Europeanness; even the
individuals who have come to be regarded as the most sympathetic to Jewish
inclusion were skeptical of the success of Jewish integration.** This ambiva-
lence played out musically, producing both harmony and dissonance.*! Our
volume does not shy away from that ambivalence.

On her own terms, Sara Levy was a fascinating and unusual person, whose
legacy as a gifted musician allows us to experience her world and musical pas-
sions with all of our senses. She crossed cultural and intellectual boundaries of
the early modern period, negotiating a variety of environments while maintain-
ing her own religious identity. Levy did so while participating actively in and
contributing to a broader cultural context in which secularization, moderniza-
tion, and interfaith sociability, issues that are still relevant today, were central if
contested subjects of discussion.

This volume is the result of an international symposium, “Sara Levy’s World:
Music, Gender, and Judaism in Enlightenment Berlin,” held at Rutgers
University in September 2014. It seeks to explore anew the role of gender,
music, aesthetics, modernity, anti-Judaism, and Jewish identity in Sara Levy’s
world. It strives to interpret the experience of the Jewish women of Berlin
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through their own subjectivity and not through the lens of a maskilic parody
or through either German or Jewish nationalist historiography, and to allow
scholarship from a multidisciplinary perspective to enrich our understanding
of the historical, musical, and philosophical contexts that shaped Sara Levy’s
role in German musical history—particularly in her family’s commitment to
preserving the legacy of the Bach family’s corpus—and Jewish modernity. We
have included articles by musicologists, intellectual and social historians, and
scholars of modern Jewish thought and philosophy to create a polyphonic per-
spective on Sara Levy’s world.

Our book is divided into three sections. Part 1, “Portrait of a Jewish Female
Artist: Music, Identity, Image,” treats Sara Levy the person, analyzing her
place within the Jewish Enlightenment as well as her roles as patron, collec-
tor, keyboardist, and active participant in the preservation of the Bach musical
legacy in late-eighteenth- and early-nineteenth-century Berlin. In some ways,
this section could be considered “compensatory,” ensuring that Sara Levy gets
her rightful place in history and, in so doing, expanding the canvas on which
German musical history has been written. Yet this is not a case of “add women
and stir.”*? The neglect of Sara Levy’s role has also distorted the significance
of the Court Jewish phenomenon and extends to issues as broad as the rela-
tionship between aesthetics and social class formation, the role of Jews in cul-
tivating musical historicism in late-eighteenth- and early-nineteenth-century

Prussia, and the engagement of maskilim in what musicologist Ruth HaCohen -

has called the project of “sonic” integration.*3

Chapter 1, Marjanne E. Goozé’s “What Was the Berlin Jewish Salon
around 1800?,” looks carefully at the genesis, high point, and demise of the
female-hosted salon in late-eighteenth-century Prussia. Despite the paucity
of sources generated by the salonniéres themselves, historians have none-
theless projected their own visions onto these women. Goozé emphasizes
that the salons, which she considers liminal or extrasocial spaces, primarily
allowed elite Jewish women to attain an education in German secular cul-
ture. Growing out of and functioning simultaneously with male-led reading
circles, they featured discussions of books read privately as well as reading
aloud, play acting, card playing, social interaction, and music. These intimate
environments included Jews and Christians until the Napoleonic occupation
of Berlin in 1806, which radically changed the political atmosphere that had
encouraged the development of the salon.

In chapter 2, “Sara Levy’s Musical Salon and Her Bach Collection,”
Christoph Wolff examines the history of Sara Levy’s collection and the archive
of the Sing-Akademie zu Berlin. It builds on the archival evidence uncovered
in 2001 with the rediscovery of the collection of the Sing-Akademic in Kiev,
and places the archive within the context of Sara Levy’s musical and cultural
worlds. The chapter also explores Levy’s participation and lasting impact upon
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the musical culture of the Sing-Akademie as an institution, with special refer-
ence to members of Levy’s extended family who contributed to it—especially
Felix Mendelssohn. The “Bach Cult” that Levy cultivated in the late eighteenth
century reached its full expression in the Bach revival that Mendelssohn and
his contemporaries initiated, beginning in the 1820s.

Chapter 3, Natalie Naimark-Goldberg’s “Remaining within the Fold: The
Cultural and Social World of Sara Levy,” examines to what extent Sara Levy
was an intrinsic part of the circle of elite female Jews in late-eighteenth-
century Berlin whose embrace of modernization led to radical assimilation,
including conversion. Naimark-Goldberg argues that Levy was a commit-
ted Jew who remained involved in Jewish causes and institutions, including
her support of the Haskalah and Jewish education, throughout her life. This
engagement was matched by her involvement in elite musical circles of her
time. Naimark-Goldberg demonstrates that Levy combined her participation
in and dedication to German and European culture with her continuous
commitment to Jewish life.

In chapter 4, “Women'’s Voices in Bach’s Musical World: Christiane Mariane
von Ziegler and Faustina Bordoni,” George B. Stauffer continues the examina-
tion of gender in eighteenth-century German musical history, illustrating that
women played a crucial role in shaping the work of one of the most important
composers of the preceding generation, Johann Sebastian Bach. His chapter
focuses especially on the Leipzig poetess Christiane Mariane von Ziegler, who
wrote texts for nine of Sebastian’s cantatas, and on Faustina Bordoni, who
appears to have sung the “Laudamus te” at the first performance of the Missa
of the B-Minor Mass in Dresden in 1733. In their gender, if not their religion,
these women foreshadow the significant role that Sara Levy would play in the
transmission and reception of the venerable Bach’s music.

Part 2, “Music, Aesthetics, and Philosophy: Jews and Christians in Sara
Levy’s World,” treats the social and ideological implications of Sara Levy’s
world, specifically focusing on Christian—Jewish relations as they affected social
interactions, musical commentary, religious polemic, and the role of Jews
and Judaism in nineteenth-century German national culture, components of
which became virulently anti-Jewish. These chapters explore anew the legacy
of Lutheran anti-Judaism; the social meaning of conversion; the question of
the “universality” of Christian music performed, commissioned, and preserved
by Jews; and the personal negotiations of Sara Levy, who remained part of the
Jewish community until her death, when many of those most dear to her had
adopted Christianity.

Chaptew 5, “Lessing and the Limits of Enlightenment,” is reprinted from
Martha B. Helfer’s full study, The Word Unheard: Legacies of Anti-Semitism in

German Literature and Culture, about latent anti-Semitism in the classical
German literary canon.** This chapter reconsiders the literary legacy of the
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great Enlightenment author Gotthold Ephraim Lessing (1729~81), Germany’s
most famous advocate of religious tolerance and an icon of interfaith friend-
ship. Reexamining Lessing’s three major works promoting tolerance toward
Jews and Judaism—the theological treatise The Education of the Human Race
(1780) and the two plays, The Jews (1749) and Nathan the Wise (1779)—Xelfer
finds a persistent tension running throughout this oeuvre, which helped to
shape the rhetoric of anti-Semitism that subsequently informed German cul-
ture’s views of Jews and Judaism.

Elias Sacks turns back to the “first” modern German Jew, the philosopher,
intercessor, and biblical translator and commentator Moses Mendelssohn,
to draw our attention to his important but littlestudied translation of the
Psalms and treatment of biblical music. In chapter 6, “Poetry, Music, and
the Limits of Harmony: Mendelssohn’s Aesthetic Critique of Christianity,”
Sacks presents a Mendelssohn who deploys his aesthetic commitments not

merely to defend Judaism, but also to critique Christianity. He shows that -

one of Mendelssohn’s strategies for insisting on the suitability of extending
civic rights to the Jews was to showcase the aesthetic richness of the Jewish
tradition, especially through the sonority of biblical poetry. Even more sub-
versively, Sacks claims that Mendelssohn also believed that fundamental
theological and ethical problems plagued Christianity. Without a tradition
of reciting the biblical text musically through a system of vocalized cantil-
lation, Christians could not hear God’s word and were thus deprived of the
biblical text’s essential meaning. Sacks’s chapter complicates the view that
Mendelssohn read the Psalms as a proof text for his belief in a common uni-
versalist ethos shared by enlightened Christians and Jews.

Chapter 7, Yael Sela’s “Longing for the Sublime: Jewish Self-Consciousness
and the St. Matthew Passion in Biedermeier Berlin” investigates the ways in
which commitment to music and the aesthetic intimately shaped the lives—
both internal and external—of the elite daughters of the Jewish bourgeoisie
in late-eighteenth- and early-nineteenth-century Prussia. Sela explores how
Rahel Levin Varnhagen (1771-1833), a Jewish woman in Sara Levy's circle,
responded to the most dramatic musical event of her lifetime: the revival of
Johann Sebastian Bach’s St. Maithew Passion in 1829 at the Sing-Akademie, a
venture initiated, organized, and conducted by Felix Mendelssohn Bartholdy,
Levy’s great-nephew. Sela claims that Varnhagen’s engagement with the aes-
thetics of the sublime—as well as her understanding of the function of music
and poetry in modern music—help to explicate the vexing issue of Jewish
reception of the Lutheran ideology embedded in Bach’s work among the
members of Sara Levy’s circle.

Part 3, “Studies in Sara Levy’s Collection,” turns directly to the music col-
lected and preserved by Sara Levy and her family, examining how music
collecting can be interpreted as a social practice, one that gives insight into
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identity formation and ideological commitment.5 In chapter 8, “Duets in the
Collection of Sara Levy and the Ideal of ‘Unity in Multiplicity,”” Rebecca Cypess
turns to the collections of Sara Levy and her sisters Fanny von Arnstein and
Tzippora Wulff (later Cécilie von Eskeles), arguing that the sisters had a spe-
cial interest in music for like instruments: duets for two flutes and two violas,
and, especially, keyboard duos and double concertos that could be played on
two harpsichords, two fortepianos, or a harpsichord and fortepiano together.
Cypess’s chapter explores the theoretical underpinnings of the duos in Sara
Levy’s collection through descriptions of performance and aesthetics by both
Jewish and non-Jewish writers with whom Levy was likely familiar. She also
adduces Moses Mendelssohn's writings to suggest that shared musical experi-
ences could help to cultivate a sense of Einheit in der Mannigfaltigheit—"“unity in
multiplicity.” Cypess claims that the musical duo may thus be understood as a
metaphor for—and enactment of—an ideal of a social and religious sphere in
which Jews and non-Jews could maintain their individual identities even as they
built a common culture.

Chapter 9, Steven Zohn's “The Sociability of Salon Culture and Carl
Philipp Emanuel Bach’s Quartets,” also interprets musical compositions, in
this case the three late quartets for flute, viola, and keyboard, Wq. 93-95,
composed by Carl Philipp Emanuel Bach for the Berlin salon of Sara Levy,
as a reflection of social practice. These pieces’ unique scoring and progres-
sive style set them apart from Bach’s earlier chamber music. Building on
Christoph Wolff’s observation that the music displays “an evenly balanced
instrumental discourse that permits the composer to engage in a lively,
intense, and witty musical dialogue” and that it served as “a fitting interlude
to the verbal conversations” at Levy’s salon,*® Zohn argues that it is precisely
this conversational quality that marks Bach’s quartets as exceptional within
his oeuvre. In their alternating gestures of reciprocity, concession, and sub-
version, Bach'’s quartets represent a shift away from the aesthetic of inward
self-expression, seen most clearly in his solo keyboard music, and toward an
“outward” aesthetic emphasizing the type of human deportment and socia-
bility characteristic of Levy’s literary-musical gatherings.

Barbara Hahn'’s appendix, “The Salonniére and the Diplomat: Letters from
Sara Levy to Karl Gustav von Brinckmann,” gives new documentary evidence of
Sara Levy’s interfaith sociability. Roughly twenty letters to and from Sara Levy,
written between 1796 and 1819 in French and German, found in the archive
of Swedish diplomat Karl Gustav von Brinckmann (1764-1847), attest to the
active avenues for atypical friendships and interfaith sociability afforded by
salon culture. Sara Levy met Brinckmann, the son of Secretary Hans Gustaf
von Brinckmann and Countess Beata Kristina Leijon Manor, at the close of
the eighteenth century, when his professional duties brought him to Berlin.
He had received a strict Protestant religious education as a child. The letters
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between Sara Levy and Brinckmann cover a broad range of shared cultural
interests, including music and literature. Reproducing four complete letters,
together with excerpts from others, in their original language and in English
translation, the appendix allows readers to enter the intimate world of inter-
faith friendship at the turn of the nineteenth century.

In addition to the text of these chapters, we are pleased to provide read-
ers with access to a newly released recording of music for solo keyboard or
for small chamber groups played, collected, commissioned, or underwritten by
Sara Levy (The Raritan Players and Rebecca Cypess, In Sara Levy’s Salon, Acis
Productions BO6ZYP8SRN). Readers may access this recording by going to the
website www.acisproductions.com/saralevyaudio and entering the password
shown in the front cover of this volume. The website includes ample program
notes to supplement the multisensory experience of Sara Levy’s World.

Immanuel Kant’s iconic Enlightenment salvo, “Sapere aude!” (Dare to knowl!),

charged his fellow Europeans to possess fully their own rationality and apply it
to understanding and shaping the world. In her own time, Sara Levy did not
hesitate to know herself and the world around her. This volume is our effort to
explore all the facets of Sara Levy’s complex world. In so doing, we also hope
to give Sara Levy her historical due, honoring her selfhood as a woman, a musi-
cian, a Jew, and an enlightened person.

Notes

1. Wolfssohn wrote the play in a mixture of Judeo-German and Yiddish—with
both languages using Hebrew orthography—which allowed the playwright to
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version was published the same year. On the play, see Joel Berkowitz and
Jeremy Dauber, ed. and trans., Landmark Yiddish Plays: A Critical Anthology
(Albany: SUNY Press, 2006), 10-18, and Shmuel Feiner, The Origins of Jewish
Secularization in Eighteenth-Century Europe, trans. Chaya Naor (Philadelphia:
University of Pennsylvania Press, 2010), 219-20. On Wolfssohn, see Jutta
Strauss, “Aaron HalleWolfson: Ein Leben in drei Sprachen,” in Musik und
Asthetik in Berlin Moses Mendelssohns, ed. Anselm Gerhard (Tibingen: Max
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Enlightenment, trans. Chaya Naor (Philadelphia: University of Pennsylvania
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INTRODUCTION = 13

Sons, 2004), 3:141-43; David Sorkin, The Tmﬁsformation of German Jewry, 1780~
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