
1 

 

Solomon and Sinatra: The Song of Songs and Romance in the Church 

Robert Case 

A Sunday School Class 

Faith Presbyterian Church 

Tacoma, Washington 

2016 

 

Part 2 

 

The American Songbook is comprised of three categories of songs: 

 

 Tin Pan Alley songs (or popular low culture) 

 

These are songs written for specific performers to concertize or record. These songs came out of 

vaudeville and didn’t fit a story (libretto), they were just songs written for a general audience 

(i.e., theater circuit, sheet music, records, radio and clubs) and were designed to be as rapidly 

popular as possible for a particular entertainer. The names that are primarily associated with 

Alley compositions are Hoagy Carmichael, Jimmy Van Heusen, Burt Bacharach, Richard 

Whiting, Gordon Jenkins, Duke Ellington, Johnny Mercer, Mack Gordon, Harold Adamson, 

Walter Donaldson, Harold Arlen, Sammy Cahn, Al Dubin, Gus Kahn. 

For example: 

 “You will be My Music” 

 
“You will be My Music” is a lovely “torch” song written specifically for Frank Sinatra. A 

“torch” song comes from the phrase “carrying a torch” as a synonym for unrequited love, which 

comes from Shakespeare’s most sexually explicit poem, Venus and Adonis (Venus 149): “love is 

a spirit all compact of fire” which was influenced by 1 Corinthians 7:9, “it is better to marry than 

to burn with passion,” which, in turn, was influenced by the Song of Songs 8:6. This torch song 

was written by Joe Raposo specifically for Mr. Sinatra to sing on his 1973 album, Ol’ Blue Eyes 

is Back. The song was arrange by Mr. Sinatra’s good friend and wonderful arranger, Gordon 

Jenkins. Mr. Raposo's lyrics tended toward wistful and melancholic introspections on life, nature 

and love, perfectly suited for Mr. Sinatra who insisted the album be composed entirely of 

Raposo's compositions. But the record company balked and prevailed over Sinatra, limiting him 

to just four songs. Writer Jonathan Schwartz wrote that Mr. Sinatra idolized and popularized 

Raposo and his music, and commonly referred to him as "Raposo at the piano" or "the genius" 

(All in Good Time, 2005) 

 

“When all the songs are out of tune And all the rhymes ring so untrue When I can't find the 

words to say Or the thoughts I long to bring to you. When I hear lonely singers Who are just as 

lost as me Making noise, not melody. Then you will be my music You, you will be my song 

Yes you, you will be my music I can't wait any longer if I'm wrong. I'll never find the words to 

tell you All the things I need to say And I'm afraid that as time goes by That someday soon 

you'll go away. And I'll be lost and trying Trying for songs I'll never sing Wanting you, 

https://en.wikipedia.org/wiki/Nature
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wanting you is everything. You will be my music Yes, you will be my song You will be my 

music I can't wait any longer if I'm wrong I can't wait any longer for my song.” 

 

(“You will be my Music” performed by Frank Sinatra)(3:52) https://www.amazon.com/You-Will-Be-

My-Music/dp/B00FFNQY66/ref=sr_1_1?s=dmusic&ie=UTF8&qid=1469751024&sr=1-

1&keywords=you+will+be+my+music+frank+sinatra  

 

 Hollywood songs (or popular middle culture) 

 

These songs are commissioned for specific movies, usually occasional or theme songs, and were 

songs written for a vast fly-over movie-going audience between New York City and Los 

Angeles. These songs were like Broadway songs but were not controversial, and while they 

sometimes moved the movie plot along they did so with inoffensive joy and happiness and 

cheerfulness. But it wasn’t just the movie moguls that were concerned about filling the seats of 

their theaters. There is a story told about Broadway’s JJ Shubert, the president of the Shubert 

Organization, the owner of the largest vaudeville theater chain in America. Told once that the 

seats in his Majestic Theater in Manhattan needed repair, Mr. Shubert barked, “The only thing I 

want covering my seats are asses!” (Michael Riedel, Razzle Dazzle: The Battle for Broadway, 

2015). The names usually associated with Hollywood songs are Harry Warren, Henry Mancini, 

Johnny Burke, Jimmy McHugh, Kelmar & Ruby, Ralph Rainger, Richard/Robert Sherman. 

 

For example: 

“You make Me Feel so Young” 

 
"You Make Me Feel So Young" is a Hollywood song composed by Josef Myrow and Mack Gordon 

for the 1946 musical film Three Little Girls in Blue, starring June Haver, Vivian Blaine, and Vera-

Ellen. The lyrics tell the story that love makes the lovers feel like kids (“tots”) again. Love causes 

“spring has sprung,” “wonderful flings to be flung,” “bouncing the moon like a toy balloon” and “even 

when I am old and gray I’m going to feel this way.” Listen for the twittering of birds by the flutes and 

wedding bells. The song was featured in the 1950 movie I’ll Get By starring June Haver and Gloria 

DeHaven and in the 1951 film, As Young as You Feel, starring Marilyn Monroe. Of course, Frank 

Sinatra made the standard recording. 

 

“You make me feel so young. You make me feel as though Spring has sprung And every time I 

see you grin I'm such a happy individual. The moment that you speak I want to go and play 

hide and seek I wanna go and bounce the moon Just like a toy balloon.  You and I are just like 

a couple of tots running across a meadow pickin' up lots of forget me nots. You make me feel 

so young. You make me feel there are songs to be sung, bells to be rung And a wonderful fling 

to be flung. And even when I'm old and gray I'm going to feel the way I do today because you 

make me feel so young.” 

 

(“You Make Me Feel So Young” performed by Frank Sinatra)(2:56) https://www.amazon.com/You-

Make-Me-Feel-Young/dp/B00DZ3AIHE/ref=sr_1_1?s=dmusic&ie=UTF8&qid=1469750879&sr=1-

1&keywords=You+make+me+feel+so+young  

 

https://www.amazon.com/You-Will-Be-My-Music/dp/B00FFNQY66/ref=sr_1_1?s=dmusic&ie=UTF8&qid=1469751024&sr=1-1&keywords=you+will+be+my+music+frank+sinatra
https://www.amazon.com/You-Will-Be-My-Music/dp/B00FFNQY66/ref=sr_1_1?s=dmusic&ie=UTF8&qid=1469751024&sr=1-1&keywords=you+will+be+my+music+frank+sinatra
https://www.amazon.com/You-Will-Be-My-Music/dp/B00FFNQY66/ref=sr_1_1?s=dmusic&ie=UTF8&qid=1469751024&sr=1-1&keywords=you+will+be+my+music+frank+sinatra
https://en.wikipedia.org/wiki/Popular_music
https://en.wikipedia.org/wiki/Josef_Myrow
https://en.wikipedia.org/wiki/Mack_Gordon
https://en.wikipedia.org/wiki/Three_Little_Girls_in_Blue
https://en.wikipedia.org/wiki/June_Haver
https://en.wikipedia.org/wiki/Vivian_Blaine
https://en.wikipedia.org/wiki/Vera-Ellen
https://en.wikipedia.org/wiki/Vera-Ellen
https://en.wikipedia.org/wiki/Marilyn_Monroe
https://www.amazon.com/You-Make-Me-Feel-Young/dp/B00DZ3AIHE/ref=sr_1_1?s=dmusic&ie=UTF8&qid=1469750879&sr=1-1&keywords=You+make+me+feel+so+young
https://www.amazon.com/You-Make-Me-Feel-Young/dp/B00DZ3AIHE/ref=sr_1_1?s=dmusic&ie=UTF8&qid=1469750879&sr=1-1&keywords=You+make+me+feel+so+young
https://www.amazon.com/You-Make-Me-Feel-Young/dp/B00DZ3AIHE/ref=sr_1_1?s=dmusic&ie=UTF8&qid=1469750879&sr=1-1&keywords=You+make+me+feel+so+young


3 

 

 Broadway songs (or popular high culture) 

 

These are songs written to fit into a story, a libretto, to move the narrative along towards a 

conclusion with specific song purposes throughout the play. These songs were carefully crafted 

according to the critical standards of a sophisticated urban – Manhattan - audience who had a 

history of attending theatrical productions and could distinguish between well-crafted songs and 

badly-crafted songs. There is a history and a tradition, and thus an expectation of excellence in 

this music. Songs in Broadway plays that were a bit edgy or salacious were dropped or changed 

when the play was made into a movie because movie studios had too much at stake to finance a 

flop in Peoria. Three examples are: Betty Comden/Adolph Green songs from Bells Are Ringing 

“I Can Cook, Too?”, “Come Up to My Place?” “Some Other Time”; from On the Town word 

changes to “New York, New York;” from Guys and Dolls the Frank Loesser song “Marry the 

Man Today”. The names that are associated with Broadway songs are well-known George M. 

Cohan, Jerome Kern, Irving Berlin, Cole Porter, Richard Rogers, Lorenz Hart, Oscar 

Hammerstein, Burt Lane, Frank Loesser, Lerner & Loewe, Schwarz and Dietz, Jule Styne, 

Andrew Lloyd Webber, Stephen Sondheim, et. al. 

 

Note: Generally excluded from the American Songbook canon are: *jazz and ragtime 

compositions, which tend to be non-vocal instrumentals, *patriotic songs, such as marches and 

band music, *religious hymns which tend to be written for groups, *rock and roll and hip-hop, 

which are musically elemental and ordinary, *childrens’ nursery rhymes, *maybe, blues, soul, 

country-western songs. 

 
Concerning my interest in Jewish composers and lyricists, I knew the Song of Solomon talked of 

love between two people and contained romantic imagery, but it was all clouded by allegorical 

and typological and dramatic interpretation, and frankly the book didn’t speak to me at all. It was 

kind of confusing and, more distressingly, irrelevant to my life. But there were enough 

references to the Song in things I was reading that I was intrigued by the book. 

 

Israel in the Old Testament is referred to as the Old Testament “Church” (ekklesia) since that is 

what Stephen called her in Acts 7:38 (“congregation in the wilderness”) and what the Septuagint 

(Greek translators of the Old Testament in the 2
nd

 century BC) called her in Deuteronomy 9:10 

and 18:16 (cf, Deuteronomy 4:10). In the LXX, the Hebrew word qahal meaning “assembly” is 

translated ekklesia. In 1 Corinthians 10:1 Paul refers to Moses and the escaping Israelites from 

Egypt when he writes, 

 

“For I do not want you to be ignorant of the fact, brothers, that our forefathers were all 

under the cloud and that they all passed through the sea. They were all baptized into 

Moses in the cloud and in the sea. . . they drank from the spiritual rock that accompanied 

them, and that rock was Christ.”  

 

And this was written to a Gentile church in Europe. Furthermore, the New Testament Church 

practiced the Aaronic blessing giving to “Israel” in Numbers 6:24-26, and the writer of Hebrews 

tells us that Moses “regarded disgrace for the sake of Christ as of greater value than the treasures 

of Egypt (Hebrews 11:26; cf, Hebrews 2:12 and Psalm 22:22, “In the midst of the congregation 
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(ekklesia) I will praise you”). So, there is a direct line connecting the Old Testament Church to 

the New Testament Church to Faith Presbyterian Church. 

 

I will be referring to the Bible as the a “Songbook” because Old Testament scholars (eg, William 

Albright, Archeology and the Religion of Israel, 1942; Eric Warner, The Sacred Bridge, 1948), 

have noted that the development of poetry and music were coincidental in the Old Testament 

Church: Whatever was poetry was sung, so reading Old Testament poetry – in our case, the Song 

of Songs - is akin to singing Old Testament songs. Indeed, the practice of synagogue cantillation 

(Latin = canticum = song), which is the singing/recitation/chanting of lyrics reflecting the 

rhythm and sequence of words rather than notes, comes from the lyrical harmony found in 

biblical poetry. The syntactical structure of the sentence rather than the metrical form of the 

musical phrase determines the music in cantillation. It’s not happenstance that many of the best 

American Songbook composers were sons or nephews of synagogue cantors. 

 

The great Jewish scholar of ancient Israelite music, Alfred Sendrey, wrote,  

“Of the numerous portions of the biblical text kept in even meters, the didactic poem 

were evidently taught to the youth. This pedagogical procedure may have been greatly 

facilitated by the regular metric structure of the material in question. Certain of their 

narrative portions and also some song-like patterns are broken up into strictly separated 

single parts which impart to them a folksong-like character. To this category belongs 

particularly the Song of Songs” (Music in Ancient Israel, 1968). 

 

The British lyricist W.S Gilbert (1836-1911) had a particular fondness for the historical books of the 

Old Testament, believing that no work in literature surpasses them for “simplicity, directness and 

perspicuity and sheer narrative power” (Ian Bradley, You’ve Got to Have a Dream, 2004). 

 

“Psalm 55 (Haazino Elokim = “O LORD give ear”)” 

 

Russian-born cantor Gershon Sirota (1873-1943), known as “the Jewish Caruso,” singlehandedly 

established cantorial music during the first half of the 20th century - golden age of cantorial music - as 

the equal of other vocal styles, including opera. Alan Dershowitz, the Harvard law professor, once 

said, “Sirota was the greatest cantor in the world.” In 1907, Sirota assumed the position of cantor at the 

prestigious Tłomackie Street Synagogue in Warsaw, Poland. He gave concerts around Europe and 

America to sold out crowds. While cantor at the Tłomackie Synagogue, he also began recording his 

music, the first specifically Jewish records ever made. Unfortunately, he was caught in Warsaw during 

the Nazi invasion of Poland in 1939 and was not able to leave the city. He spent his final years living 

in the Warsaw Ghetto, and died in the Warsaw Ghetto Uprising in 1943 when he was 70 (cf, 2001 

movie, Uprising). Sirota’s musical talents caused the great Roman Catholic Italian tenor Enrico 

Caruso to state, 

 
“Thank God [Sirota] has chosen to employ his heavenly gift in a different field and I do 

not have to compete with such a formidable challenger in opera” (Samuel Vigoda, 

Legendary Voices, l981). 

 

https://en.wikipedia.org/wiki/Great_Synagogue,_Warsaw
https://en.wikipedia.org/wiki/Warsaw
https://en.wikipedia.org/wiki/Nazism
https://en.wikipedia.org/wiki/Warsaw_Ghetto
https://en.wikipedia.org/wiki/Warsaw_Ghetto_Uprising
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Here is the great Sirota singing Psalm 55 (probably around 1915) in Yiddish, somewhat like we 

do when we sing the Nicene Creed in our worship service, but what emotion and melancholy in 

his magnificent voice. Imagine David singing his lament. 

 

“Give ear to my prayer, O God: and hide not thyself from my supplication! Attend unto 

me, and hear me: I mourn in my complaint, and make a noise;
 
Because of the voice of the 

enemy, because of the oppression of the wicked: for they cast iniquity upon me, and in 

wrath they hate me.
 
My heart is sore pained within me: and the terrors of death are fallen 

upon me.
 
Fearfulness and trembling are come upon me, and horror hath overwhelmed 

me.” 

 

(“Psalm 55 Haazino Elokim” performed by Gershon Sirota)(3:53) 

https://www.youtube.com/watch?v=iFJGVOMgmCE  

 

In a 1925 article in the magazine American Hebrew, George Gershwin, commenting on the 

Jewish composers in the American Songbook at the time said good music, 

 

“must have feeling, a quality possessed to a great degree by the Jewish people. The 

Hebrew chants possess a peculiarly plaintive wail which gives them a universal appeal. 

Men like Al Jolson and Eddie Cantor owe their great success to the intense Jewish feeling 

they possess for melody.” 

Gershwin must have referring to the Jewish “plaintive wail” of the Old Testament Church. But 

even before Gershwin, Francis Bacon (1561-1626), the English philosopher, noted in his essay, 

“Of Adversity,” that calamity for the Old Testament Church was a major theme of their music: 

 

“Prosperity is the blessing of the Old Testament; adversity is the blessing of the New; 

which carrieth the greater benediction, and the clearer revelation of God’s favour. Yet 

even in the Old Testament, if you listen to David’s harp, you shall hear as many hearse-

like airs as carols; and the pencil of the Holy Ghost hath laboured more in describing the 

affliction of Job than the felicities of Solomon.” 

 

The wailing and mourning songs of late Old Testament Church was given a modern face in the 

1920s when a young, but already successful Richard Rogers, met the older and still unsuccessful 

Cole Porter in Venice, Italy. Dining with Noel Coward, Richard and Mary Rogers, Mr. Porter 

peppered Mr. Rogers with questions about theatrical success. The Jewish Rogers was typically 

generous with advice and encouragement. At the end of the evening Porter confided to the party 

that despite his failures on Broadway, that night he had figured out the secret of writing hits – 

“I’ll write Jewish tunes.” Rogers laughed, but later realized that Porter was serious and had been 

right. Porter’s future hits (such as, “Night and Day,” “You’d Be So Easy to Love,” “In the Still 

of the Night,” “So in Love”) would be “minor key melodies which are unmistakably eastern 

Mediterranean,” Rogers would later note in his autobiography (Musical Stages: An 

Autobiography, 2002. 

 

https://www.youtube.com/watch?v=iFJGVOMgmCE
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In the Old Testament Church, wailing and lamenting was a craft and a professional guild for both 

men and women: 

 

Jeremiah 9:17 

“This is what the LORD Almighty says, ‘Consider now! Call for the wailing women to 

come; send for the most skillful of them. Let them come quickly and wail over us, till our 

eyes overflow with tears and water streams from our eyelids.” 

 

(cf, Esther 4:1; 2 Samuel 1:18-27; I Kings 13:30; 2 Chronicles 35:25; Ecclesiastes 12:5; 

Jeremiah 9:9, 16; 22:18; 48:36; Ezekiel 27:30, 32; Amos 5:16-17; Zechariah 12:12-14; even the 

New Testament: Matthew 9:23; 11:17). 

 

These professional wailers would cry loudly, tear their clothes, and throw dust on their heads as 

expressions of grief (cf, Ezekiel 27:30-32). Furthermore, these pros are to teach their daughters 

to properly wail and mourn (Jeremiah 9:20, “Hear, O women, the word of the LORD, and let 

your ear receive the word of his mouth; teach to your daughters a lament, and each to her 

neighbor a dirge.”). The singing of the tragic refrain is to be a family business. The Babylonian 

Talmud confirms this: 

 

“In Palestine, it is customary that whenever a professional lamenter comes around people 

say: ‘Let those who are sore at heart weep with him.” 

 

As to the question of why the Jews and not us Christians contributed all this wonderful music, an 

initial observation: Of the top three dozen composers and lyricists of the Great American 

Songbook during the first 3/4
th

 of the 20
th

 century, 75% were Jewish
1
 – an overwhelming 

dominance by a tiny 2% of the American population. Did this dominance have something to do 

with the Old Testament Church’s songs of romance and sorrow, particularly the Song of Songs? I 

think so. 

 

God gave to the Jewish people enormous intellectual and creative gifts and talents. Mr. Caruso 

could have taken some comfort in knowing that by 2010 over 30% of the Nobel Prizes have gone 

to Jews – a percentage approximately 13 times higher than would be expected based on the size 

of their population. So their brilliance wasn’t just in vocal talent. Charles Murray, the Quaker 

social scientist, wrote in his 2003 book, Human Accomplishment: The Pursuit of Excellence in 

the Arts and Sciences, that even though less than a quarter of a percent (1/4%) – not even 1% - of 

the world’s population is Jewish, by 1950 the percentage of first-rank Jewish artists, musicians 

and writers in the world equaled 20% of the first-rankers. As evidence, Murray cited the 

numerous Nobel Prize winners. The first Nobel Prize winner awarded to a Jew was given in 

1905 to Albert Einstein, only four years after the prizes were initiated. 

 

                                                           
1
 Just to name the “A” squad: Jerome Kern, Irving Berlin, Cole Porter, Richard Rogers, Larry Hart, Oscar Hammerstein, 

George and Ira Gershwin, Alan Jay Lerner, Stephen Sondheim, Sammy Cahn, Harold Arlen, Johnny Mercer, Hoagy 

Carmichael, Harry Warren, Jimmy Van Heusen, Johnny Burke, Dorothy Fields, Jimmy McHugh, Vincent Youmans, Duke 

Ellington, Al Dubin, Ted Koehler, Burt Bacharach, Hal David, Johnny Green, Howard Dietz, Frederick Lowe, Yip 

Harburg, Julie Styne. 
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According to the College Board, the average SAT for Jews is 1161, the highest among any 

religious or ethnic group in the United States, and is considerably higher than the general 

American average of 1020. 87% of college eligible Jews are currently enrolled in college, verses 

40% of everyone else. Jews make up 25% of the student bodies at Ivy League universities and 

30% of Ivy faculties (“In an Effort to Lift Their Rankings, Colleges Recruit Jewish Students,” 

Daniel Golden, WSJ, 4/29/02). 

 

This issue of Jewish superiority has been with us Americans for over a century, since the great 

Jewish immigration to America in the 19
th

 century. In 1899, Presbyterian Mark Twain wrote an 

article in Harper’s New Monthly Magazine, entitled “Concerning the Jews,” in which he noted 

that Jews, comprising only ¼% of the human race, at that time, was 

 

“a nebulous dim puff of stardust lost in the blaze of the Milky Way. Properly, the Jew 

ought hardly to be heard of; but he is heard of, has always been heard of. He is as 

prominent on the planet as any other people, and his importance is extravagantly out of 

proportion to the smallness of his bulk. . . what is the secret of his immortality?” 

The “secret of his immortality,” I submit, is found in the chosenness of our God.” 

 

Much more can be said about Jewish superiority, but my focus is on popular songwriting. Many 

of the great Jewish songwriters were not conscious of composing out of a Jewish mindset or 

ethos, but rather composed out of just great God-given talent for appropriating a variety of 

themes and styles - they were masters of pastiche (cf, Solomon Secunda, “The Melody 

Remains”). Oscar Hammerstein related the story that he came to Jerome Kern with the idea for a 

proposed musical, Messer Marco Polo, based on a story laid in China about an Italian and told 

by an Irishman. Mr. Kern liked the idea. When Mr. Hammerstein wondered what kind of music 

he would write with all these nationalities, Mr. Kern replied “it’ll be good Jewish music (Hugh 

Fordin, Getting to Know Him: The Biography of Oscar Hammerstein, 1995). Only a handful of 

these outstanding Jewish songwriters were observant Jews, in any sense of the word. Jewish 

musicologist Lazare Saminsky wrote that “there was not a drop of the Hebraic in [George 

Gershwin’s] music, not a cell of the blood of Jacob (Music of the Ghetto and the Bible, 1934). I 

take issue with Dr. Saminsky’s comment, but you get his point. This fact is reminiscent of Job 21 

where Job, the observant Jew, gives the common complaint that the nonobservant Jews prosper 

because of God’s goodness – His common grace (21:12-13, “They sing to the music of 

tambourines and harp; they make merry to the sound of the flute. They spend their years in 

prosperity and go down to the grave in peace.”) 

 

20
th

 century Jewish composers lyricized biblical themes without proper attribution, and in all of 

this we can see the beautiful and happy Providence of God at work. Didn’t the Jerusalem Jewish 

theologian, Paul of Tarsus, say in 53 AD (according to King James), “For now we see through a 

glass darkly.” (1 Corinthians 13:12) and didn’t the New York Jewish lyricist Howard Dietz, 

unconsciously picking up on that theme, say in Depression era 1931, “What is life but dancing in 

the dark” (“Dancing in the Dark” in Band Wagon)? 
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None of this lyricizing is more evident than in the: 

 

 ever popular secular Christmas songs written by Jews: 
 

“Winter Wonderland” (Felix Bernard/Richard Smith, 1934) 

“The Christmas Song” (Torme/Bob Wells, 1945), 

“Sleigh Ride” (Leroy Anderson, 1946) 

“Let it Snow! Let it Snow! Let it Snow!” (Sammy Cohan/Julie Styne, 1945), 

“White Christmas” (Berlin, 1942), 

“Rudolph the Red Nosed Reindeer” (Johnny Marks, l939), 

“It’s the Most Wonderful Time of the Year” (Edward Pola/George Wyle, 1963), 

“Silver Bells” (Jay Livingston/Ray Evans, l951), 

“I’ll Be Home for Christmas” (Kim Gannon/Walter Kent, 1943), 

“Rockin’ Around the Christmas Tree” (Johnny Marks, 1958), 

“Holly Jolly Christmas” (Johnny Marks, l965).  

 

 the annual Easter songs: 

 

“Easter Parade” (Berlin, l933)  

“Here Comes Peter Cottontail” (Steve Nelson/Jack Rollins, 1949), 

 

 American (not Israel) patriotic songs:  

 

“God Bless America” (Berlin, 1918), 

“America” (Paul Simon, 1968) 

“America” (Bernstein/Sondheim, 1961) 

“Only in America” (Barry Mann/Cynthia Weil, 1963) 

“Coming in on a Wing and a Prayer” (Loesser, 1943) 

“The Bombardier Song” (Rogers/Hart, 1944),  

“Vic’try Polka” (Cahn/Styne, 1943). 

  

The main reason usually given for Jewish composers and lyricists writing holiday and civic 

celebration songs is money – a consistent income, year after year. But I have a different view – 

God’s kindness to the nations (cf, Job 22:18; Psalm 36:7-8; Romans 11:12) 

 

 


