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Introduction

This thesis is a study of the lives and the works of Yehuda Halevi and Heinrich
Schalit. It tells how the creations of a poet from eleventh and twelfth century Spain
influenced the musical compositions of an Austrian-German-American composer from
the 20" century. The axis from which these two artists lived their lives was their faith.
Both Halevi and Schalit found comfort in Judaism and their productivity was the proof of
their passion.

Both Halevi and Schalit lived during tumultuous times and endured many cultural
and political changes in the countries where they lived. Yehuda Halevi lived during a
time when relations between Christians, Muslims, and Jews were relatively peaceful.
This lasted until invading nations took over certain areas of the country. What once was a
leisurely life became difficult and trying. Jews were persecuted and often caught amid
battles between the Muslims and the Christians. Halevi sought at the end of his life to

journey to Israel in order to escape the changing political climate.

Schalit lived in Germany during in the carly 20" century. At the time he moved

there, cultural life was grand and his work was appreciated. Hitler rose to power,
however, and everything about the country changed. With his family’s life in jeopardy,
Schalit moved to Rome, then to England, before finally reaching safety in the United
States. There he continued his compositions.

In Part [ of this thesis, I give detailed descriptions of the lives of both Yehuda

Halevi and Heinrich Schalit. In Chapters One and Two, the lives of Yehuda Halevi and




Heinrich Schalit are outlined respectively. This is designed to familiarize the reader with
their lives while highlighting certain major events. This, in turn, enables the reader to
understand in greater depth the compositioné of Halevi and Schalit within the context of
their lives.

In Part II, [ have written about the influence of the poet Yehuda Halevi on the
composer Heinrich Schalit. The reasons Schalit loved Halevi’s poetry are detailed, as
well as several of his works using Halevi’s poetry. The song cycle, Visions of Yehuda
Halevi, was chosen for poem analysis and music analysis. The five poems of Halevi’s
used in the song cycle are analyzed in detail. The first two movements of Schalit’s song

cycle are analyzed in detail, with an overview of the last three movements. I will show

how Schalit uses the florid poetry of Halevi to create one story in the song cycle.

The purpose of this study is threefold. This first objective is to familiarize the
reader with the lives of Yehuda Halevi and Heinrich Schalit, both talented individuals but
not well-known outside of certain circles. The second is to show how the writings of
Halevi influenced the compositions of Schalit, in turn, helping him to create his own
Jewish identity within his musical creations. Finally, the third objective is to show what

God meant to both these men and how Judaism was a central point in their lives.




Chapter One: The Life of Yehuda Halevi

Yehuda Halevi was a Si)anisll Jewish poet from the eleventh and twelfth
centuries. He ‘remains one of the most universally known writers from this time period.
Halevi grew up in an affluent environment and found himself in an era that tolerated
- diversity. In Halevi’s adult life, however, the climate in which he lived began to change
and he was witness to atrocities against the Jewish people. With the tide changed, so did
his yearning for closeness to God, and his desire for passage to the land of Isracl'
increased. In addition to his poetry, Halevi is also well known for his philosophical text,
the Kuzari, where a king questions a rabbi on the many facets of the Jewish faith before
finally converting.

In his life, Halevi wrote poetry that covered the spectrum of human feeling and
experience. His voice was one of friendship, love, lust, carnal passion, and God. Halevi
wrote about Zion and the pain of exile. With his own search for God, his devotional
poetry captures the deep prayer of a people. Halevi’s love for God and Israel, speaks of
an emotional attachment that is relevant in every age. Throughout the ages, he has
inspired writers, composers, and artists in their vision and expression of God and Israel.
This chapter will cover his life and the time in which he lived.

When looking at the extraordinary life of Yehuda Halevi, a good place to begin is
by examining the period in which he lived. The particulars of his youth and adolescence
laid a foundation for the later experiences that developed him into the writer and the man

he became. Halevi’s poetry was heavily influenced by the surrounding culture, In his

! Although Halevi may not have used the word Israel, for the purposes of this theéis, [
will be referring to it as Israel.




adult life, he bore witness to the persecution of the Jews. In response to this, he used his
art to express his growing awareness of his people and the importance of Israel. Later in
Halevi’s life, due to circumstances in his surrounding environment, he had a .faith
awakening. This awakening is reflected throughout Halevi’s works.

The period from the sixth through the fifteenth century—coined the Middle Ages
by Renaissance Jews— brought forth plethora of experiences for the Jewish people.
There was much death and destruction, but in certain areas there was also considerable
growth. The Iberian Peninsula was where much of this expansion and development took

place for the Jewish people. A key element to this occurrence was the shift of power in

the region. After the Muslim Abbasids captured Babylonia, the Umayyad Abd al-Rahman

fled to the Iberian Peninsula. He established the center of his rule in Cordoba, and his
grandson, Abd al-Rahman III became the khalif of Cordoba in 929.

There had been Jews in the Iberian Peninsula since the Roman times. After the
break up of the Roman Empire, the peninsula was taken over by the Visigoths, a
Germanic tribe, in the sixth century. The Visigoths had converted to Christianity and
were not fond of the existing Jews so they instituted harsh laws over them. They believed
that being Jewish was innate so they could not convert to Christianity.

In thg eighth century, when the Muslims invaded, one can imagine how the Jews
must have welcomed them. To the Muslims, the Jews were considered dhimmi, a nearly
equal status as themselves. Dhimmis were considered people of the book and were
respected by the Muslims, Indigenous Jews who learned Arabic were allowed to work in

government and to become courtiers.




Muslims and Jews flourished together during this time period, which is commonly

~ referred to as the “Golden Age of Spain” in Jewish historical works. There was a
resurgence of Jewish life at this time, mostly due to the influence of Hasdai ibn Shaprut.
Hé served as court physician to Abd al-Rahman III and al-Hakam I, the successor to Abd
al-Rahman. Because of his relationship with al-Hakam II, Abd al-Rahman III’s son, he
was able to acquire the literary works of the Jews in the East, which the Jews in Spain
had not been exposed to. He was thus able to educate Spanish Jews from this material®.
Jewish authors wrote prolifically. With the freedom allowed under the Muslim
rule, they were able to look to t.heir language, literature, and Bible, and elevate them.
They began to write philosophical works, piyyutim, or liturgical poems, and secular
poetry. Their writings were heavily influenced by the surrounding Arab culture. Hebrew

poetry took on an Arabic meter, and the language used was similar to that in Arabic
poetry. Some of the greatest Jewish thinkers have come from this time period: Moses

Maimonides, Salomon Ibn Gabirol and Yehuda Halevi are only a few of them.

Much of the poetry came from Jews studying in the courtier schools. The courtier
course of study began with a foundation in Hebrew script. By the age of five, children
were learning Torah. Their subsequent early education was primarily in Bible, Mishnah,
Talmud and Hebrew poetry. They did not begin to study philosophy and areas outside
Judaism until after they were eighteen. The students in the courtier schools finished their
studies with courses in metaphysics and many moved on to coxﬁplete their education and

became doctors. “Unlike the Roman and Germanic conquerors of Spain, the Arabs and

2 William Halo, David Ruderman, and Michael Stanislawski, Heritage: C‘z’viliz&rion and
the Jews, Source Reader, (Westport, Connecticut, Praeger), 96.




Jews attached the greatest importance to the intellectual education of youth. Even though,

to both races, this may primarily have meant religious education, nevertheless it covered

all branches of science as well.>”

The Hebrew language was also experiencing a renewal;
it was being used and taught more in schools.

Yehuda Halevi was one of the prominent Jewish thinkers that came out of this
peried. Depending on which sources you look at, Ychuda Halevi was either born in
Toledo or Tudela in 1075, Halevi was a courtier, well immersed in the tradition of the
courtiers and the surrounding culture. According to Eli Barnavi, “Under Muslim rule,
Judah Halevi, apparently from a wealthy and learned family, received a comprchensive_
education in both Hebrew and Arabic.*”

When he was still young, Halevi won a writing competition and also made a very
important friendship. He and Moses Ibn Ezra became lifelong friends’. These two writers
produced vast amounts of secular poetry of wine, of love, and of lust. This poetry
possesses an erotic beauty while exhibiting an open reflection of .their lifestyle at the
time. Halevi and Ibn Ezra also wrote poems of friendship to each other, expressing the
“mutual admiration and the deep attachment between them,®” as Kayser puts it. Though
Halevi’s works achieved greater popularity than Ibn Ezra this never came between the

two friends.

3 Halo, Ruderman, and Stanislawski, 96.

* Cecil Roth, Encyclopedia Judaica, (Coronet Books, 1994), 355, see Judah Halevi.

3 According to Encyclopedia Judaica Abraham ibn Ezra is his name. According to other
sources, his name is Moses Ibn Ezra. According to Kayser, Abraham Ibn Ezra and
Moses Ibn Ezra were relatives, perhaps brothers. Other sources make mention of either
Moses or Abraham and talk about a son called Isaac. Some sources also say that the Ibn
Ezras were a family of importance and wealth while others say they were poor.

SRudolf Kayser, The Life and Time of Jehudah Halevi, New York, NY, Philosophical
Libraries, 1949), 69.

I




These are two examples of Halevi’s poetry at this time period:
Ophra

Ophra washeth her garments in the waters

Of my tears and spreadeth them out in the -
sunshine of her radiance.

She demandeth no water of the fountains,
having my two eyes;

And no other sunshine than her beauty.

A Slave To Love

By the life of our troth, my love, by thy life
and the life

Of love which hath shot an arrow at me,

Verily have I become a slave to Love, that
hath pierced

Mine ear, that hath cloven my heart in twain’.

When Halevi was born, the political climate in Spain was quite peaceful;

however, these conditions began to change in 1090 following the invasion of the
Almoravides, another Muslim group, from Africa. The Almoravids expelled the Jews
from all positions of influence. In addition to this grievous change, there were frequent
anti-Jewish riots and massacres®. “With the coming of the Almoravides from Africa and

their conquest of Muslim Spain (after 1090), the position of the Jews in Andalusia

’ Nina Salaman, Selected Poems of Jehuda Halevi, (Philadephia:The Jewish Publication
Society of America, 1924), 45, 51.

8 Eli Barnavi, 4 Historical Atlas of the Jewish People, New York: Schoken Books,
1992), 94.




deteriorated, and Judah Halevi left Granada’. For the following 20 years he traveled

through numerous communities'’.”

There continued to be battles for land in Spain between Christians from the north
and the Muslims who controlled the south with Jews perpetually caught in the middle.
Slonimsky writes in his introduction to Halevi’s Kuzari:

As the years went by, however, and he witnessed one Jewish community
after another going down in destruction as it was caught between two fires
in the advance of Christian armies, a new light dawned on him, (Halevi),
to which he gave expression in a new type of poetry — an insight which
found mature and conscious formulation in his later and most powerful
~ poems and the great prose work of his closing years. This insight — that
whoever won in the struggles of the reconquista, [srae] was bound to lose,
that, although some powerful court Jew might find protection for his
people in the north as they fled their burning homes in the south, such
asylum would be merely a refuge built on quicksand — slowly ripened into
conviction.!
Yehuda Halevi witnessed the battles from the north by Christians and the south by
Muslims for Spain, and he began to see that the Jews would remain caught in the middle
and would be expendable. Halevi writes in a poem, “Between Seir and Kedar (i.e.,
Christian and Moslem), my army is lost. Whenever they fight their fight it is we who fall,
and thus it has been in former times in Isracl.'?”
These events gave rise to a poetry centered on God and Israel rather than on love

and wine, though there are some who would argue that his poetry was always centered on

God. After being present to see the persecutions of the Jews, Yehuda Halevi makes a

? According to other sources he was a doctor in Cordoba at the time and decided to leave.
Writer Henry Slonimsky, in his introduction to the Schocken Books’ edition of the
Kuzari, states that he worked as a doctor in Toledo.

1% Roth, 356.

' Y. Slonimsky, Judah Halevi -An Argument for the Faith of Israel, The Kuzari, (New
York: Schoken Books, 1964), 20.

12 Slonimsky, 21.




deep personal change in his writings and his lifestyle. He moved away from poetry of

frivolity to poetry focusing on God and Israel. His new poetry speaks of the fate of [srael.
“They, (the poetry), are marked with grief over the loss of God’s proximity which was
Israel’s distinction of old; they depict conditions in Spain; they lament the loss of
Jerusalem to the Crusades."®” Yehuda Halevi made almost a complete change in his
writings and his lifestyle. He rejected everything that had been his whole way of life.
Halevi knew that not only was he embracing Zion and God, he also returned to a
religious life as well. The following is an example of one of his poems about God:

At Night

Recently thoughts of You awoke me

and allowed me to behold the fullness of your Grace.
Clearly they demonstrated how Your image, the soul,
is intertwined with me — neverending miracles!
And did my believing heart not see you, as if it had
been there at Sinai?
Your visions sought. Your splendor
entered me, to submerge in my dark clouds.
And then my meditating startled me up from my bed,
to bow before Your Glory, Lord!*

Yehuda Halevi began to focus inwardly on a nationalistic ideal and he created a
philosophical work called the Kuzari. In this book, Halevi uses the factual story of the
conversion of the Khazar king to reveal his inner philosophical beliefs. The Kuzari was
written toward the end of his life, in 1130-1140. Slonimsky writes:

(It) is a book of defense...a defense of a despised religion; despised, we
may add, not merely by the world, by the two great religious powers who

between them divide the inhabited globe, but secretly also by the educated
and powerful among its own adherents. ..Judah Halevi still opposes to that

13 > Slonimsky, 21.

' Franz Rosenzweig, Ninety Two Poems and Hymns of Yehuda Halevi, (New York: State
University of New York Press, 2000), 12.




world a philosophy of history or more strictly a theology of history,
whereby a supreme place is vindicated for his people and for its religion in
the economy of world events'”,

This work was a monumental composition of Jewish philosophy and theology.
The book’s title in Arabic is Kitab al-Hujja waal-Dalil fi Na\r al-Din al-Dhalil ("The
Book of Argument and Proof in Defense of the Despised Faith"). On his path towards
choosing a faith that encapsulates his view of God, the king first spcaks to a philosopher,
then a Christian, then a Muslim and finally to a Rabbi, before finally deciding to convert
to Judaism. The Rabbi in the book ends up making aliyah. In Hartman’s book, Israel and
the Jewish Tradition, he wrote, “Many scholars regard the Kuzari as the finest and most
authentic expression of the traditional Jewish worldview'®.”

There are a number of important scholars, the latest of which is Ross Brann in his
book The Compunctious Poet, who have interpreted Halevi’s life as divisible into two
parts, before and after his religious transformation which led him to reject his life of
luxury and pleasure. However, there are an equal number of scholars including Dr.
Martin Cohen and Dr. Stanley Nash, from Hebrew Union College-Jewish Institute of
Religion, who contend that this theory of radical transformation is exaggerated'’. They
maintain that Halevi’s poetry is not more than a mirror of the mulitifaceted nature of
Spanish Jewish courtier poetry, in which love, occasionally ribald in nature, can coexist
with heartfelt religious devotional expression. Raymond Scheindlin in his two books
Wine Women and Death and The Gazelle would seem to subscribe to this more “holistic”

view as well.

I3 Slonimsky, 23.

'8 David Hariman, Israelis and the Jewish Tradition, An Ancient People Debating Its
Future, (New Haven, Conneticut: Yale University Press, 2000), 27.

17 Personal communication.

.




Yehuda Halevi yearned for Israel. Some call him the first Zionist. In his book,

Hartman writes: ’
In Israel today, for example, religious nationalists regard Halevi rather
than Maimonides, or other medieval thinkers as the spiritual precursor of
religious Zionism. His great love for the Hebrew language and poetry, his
yearning for Zion, and his interpretation of exile as a national disease, an
unnatural condition preventing the full flowering of the spiritual potential
of the Jewish people, have contributed to the widespread perception of
Halevi as the prototypical philosopher of modern religious Jewry and one
of the most beloved spiritual forebears of modern Zionism'®,

Not only does he yearn for Israel, but Israel is ever-present in his writings. The article on
Yehuda Halevi in the Encyclopedia Judaica states:

Judah Halevi's decision to emigrate to Erez Israel, a gradual one, reflected
the highest aspiration of his life. It resulted from a complex of
circumstances: intense and realistic political thought; disillusionment with
the possibility of secure Jewish existence in the Diaspora; intense longing
for a positive, redeeming act; and the prevalent messianic climate, which
so affected him that he once dreamt that the redemption would come in the
year 4890 (1130 C.E.).

The decision was strengthened by his religious philosophy, developed at
length in his book the Kuzari and in many of his poems. This philosophy
maintained the unity which ensues from the relationship between the God
of Israel, the people of Israel—to whom He chose to reveal His truth
through His prophets—, Erez [srael—the "Gate of Heaven," the only place
where prophecy is possible—, and Hebrew—the language of Israel. From
this it clearly followed that the ideal existence for the Jews was attainable
only in their own land".

These next two poems show us his yearning for Israel:
Between East and West

My heart is in the East, and I myself am on the western edge.
How could I enjoy drink and food! How could I ever enjoy it!
Alas, how do I fulfill my promise? My sacred vow? Since
Zion is still in Roman bondage, and [ in Arabic bonds.

All goods of Spain are chaff to my eye, but

The dust on which once stood the tabernacle to my eye®*!

'8 Hartman, 26-27.
1 Encyclopedia Judaica, 356.
20 Rosenzweig, 234.




A Compelling Force
Already my heart rose to the house of the Lord
but I still dreaded homelessness.
Then He, who is rich in wisdom, created a reason for me not to be homeless;
thus He provided for me the meaning.

Therefore at cvery resting place I prostrate myself,
And thank Him for every step that [ advance®'.

Towards the end of his life, Yehuda Halevi began a pilgrimage to Israel. The
events of his travels, however, are not clear. According to the article on his life in The
Encyclopedia Judaica, we can gather that he took a boat and landed in Egypt®*. While he
was there, some sources say that he almost decided to stay there. Friends of his

encouraged him to remain. The Encyclopedia Judaica

Judah Halevi boarded a ship at Alexandria, bound for Erez Israel, but its
departure was delayed by inclement weather. From the elegies written in
Egypt and from the Genizah letters which mention his death, it could be

concluded that he died about six months after reaching Egypt and that he
was also buried there®,

There are some stories, or legends that say he made it to the Holy Land. This legend

states that he arrived in Israel but was killed just as he reached the gates of Jerusalem.

Yehuda Halevi has impacted our liturgy, our music and our relationship with
Israel. The poetry of Yehuda Halevi is found in the Sephardic siddur and has even found
its way into the Ashkenazic prayer book. For example, Yom L ‘yabasha is a Halevi poem
recited in many synagogues on Pesach morning immediately following Tzur Yisrael in

the Geulah section. The compilers of the reform siddur and machzor, Gates of Prayer

21 Rosenzweig, 244.
2 Encyclopedia Judaica, 358.
2 Ibid.
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and Gates of Redemption, sought innovation and added several piyyutim including Mi
Yitneini, by Halevi, into the liturgy. Composers of Jewish music were also inspired by the
poetry of Halevi. When Franz Rosenzweig translated the poetry of Yehuda Halevi into
German in 1920 Germany, many composers, including Heinrich Schalit, began
composing music to his magnificent poetry. Schalit loved the imagery Halevi used,
especially in his poetry about God. Among many compositions written in Germany and
later in the United States, he wrote the “Visions of Yehuda Halevi,” with five poems of
Halevi’s for voice and piano. Popular songs in [srael today are even based on the poetry
of Halevi.

Yehuda Halevi’s life is told through his writings. The most moving aspect of
Halevi’s life is his utter humanness. He is inspiring not only because of his masterful
Hebrew style but because of his variegated output from poems of love, wine and

friendship to poems that reflect his longing for his God and Zion. His life and his work

have touched so many and continues to do so.
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Chapter Two: The Life of Heinrich Schalit

Heinrich Schalit (1886-1976) was one of the most prolific composers of Jewish
liturgical music in the twentieth century. His music includes some of the most complex
and deeply spiritual music found within the synagogue genre. Heinrich Schalit was a key
figure in the transformation of Synagogue music in the 20" century, especially in
Germany. Schalit’s style in the main derived from his own inward impulses rather than
the popular trends of the time. His music is widely used in synagogues around the
country. Schalit’s compositional style, while sophisticated and complex, carries with it a
measure of subtlety that lends itself to the Reform Synagogue service. In the introduction
to Michael Schalit’s biography of his father’s life, Rabbi Philip S. Bernstein says, “He
tells us what he hears, and it is pure, honest, classic, beautiful, and devout. To him Jewish
music does not so much enhance spirituality. It is spirituality®.” We need not try to apply
those words to the music, which flows from Schalit’s compositions. They are already
present in the sounds that e.manate from them.

Heinrich Schalit was born in Vienna, Austria on January 2, 1886. He was born to
Joseph and Marie Schalit, further filling out a growing family?’. Schalit’s father, Joseph
Schalit, was m.arried previously to Josephine Fischer Schalit. Josephine and Joseph had

two children, Isidor and Bertha. This was a difficult time for Joseph and his first wife.

24 Michael Schalit, Heinrich Schalit: The Man and His Music, (Livermore, CA, published
bsy the author, 1979), 2. '
25 All of the information regarding the biography of Heinrich Schalit, unless otherwise
noted, was obtained from Michael Schalit’s biography about his father: Michael Schalit,
Heinrich Schalit: The Man and His Music, (Livermore, CA: published by the author,
1979).
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Joseph was a Hebrew Scholar and an avid Zionist. He worked in agricuiture but after the
wedding decided to pursue his dream of beginning a Hebrew press in Vienna. It was
Zionist in nature and its language was Hebrew.

Unfortunately for the Schalit family, the paper failed for two reasons. First, the
people in Vienna in the late 19™ century could neither read nor understand Hebrew.
Second, another Jewish newspaper was started around the same time. This second
newspaper became a huge success because it was in Yiddish, the main language spoken
by the Viennese Jews. Joseph did find a new occupation; he began working on inventions
and writing short stories.

In the ensuing years there were dramatic changes in Joseph’s life. He and his wife
had another child who unfortunately died. Soon after, Josephine herself perished after
contracting tuberculosis. Joseph eventually remarried Maric Lothringer, and the t§vo of
them had three children, Leon, Heinrich and Frida. Once again Joseph changed jobs, “he
became a prokurist, an accountant and legal representative for a Jewish liquor firm that
imported Carmel wines from Palestine®®.” Joseph found that with his new marriage, his

luck changed as well. The Schalit household was a lively and active place. In addition, it

was indeed of generous size and full of childish activity.

Heinrich’s youth was full of opportunity. His siblings, Isidor, Leon, and Bertha
had a significant impact on Heinrich when he was approaching his teen years. Isidor was

very studious and preparing to leave for medical school in the University. Leon and

28 Lori Salzman, Heinrich Schalit: Hamavdil Bein Chol L ’'Kodesh, (New York, Hebrew
Union College-Jewish Institute of Religion School of Sacred Music, 1996), 3.
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Heinrich spent a lot of time together. Leon was a close friend of Theodor Herzl>’ and was
active as a Zionist. It is highly possible that Heinrich’s Zionist influences from his father
Joseph and his brother Leon, led to his own Zionistic beliefs™, Bertha was a skilled
pianist and was constantly practicing in their home. Heinrich was prodded carly on by
Bertha and his father to pursue his budding talent in composition. In short, the Schalit
home was one of diversity that fostered talent and creativity in any form it came in.
When Schalit was still very young, it was discovered that he had a visual defect,
called ambiopia, or double vision, which was rarely diagnosed in those days. At some
point, Heinrich also had an accident while playing, resulting in further loss of his sight,
Ultimately, his vision was no more than 1/50 that of a person with normal vision,
Heinrich was composing by the age of ten. A family friend visited the Schalit
home and listened to one of Schalit’s compositions. This meeting led to Schalit’s
enrollment in the Jewish School for the Blind, primarily to study with Josef Labor on
piano and corﬂpositionzg. These studies with Labor didn’t last long, however. Once the
students discovered that Schalit had partial sight, they gave him the nickname, “The
Seeing Eye.” Labor discovered Schalit could see and would no longer teach him. He felt

that he should only teach students who were completely blind.

27 Theodor Herzl, (1860-1904) was born in Budapest. He was the founder of political
Zionism, the World Zionist Congress, and the Zionist Congress. He studied law in
Vienna but was a journalist in his career. His strong beliefs were radical at the time. Herzl
felt that the only way to solve the Jewish problems was by a mass exodus to their own
Jewish land. See David Bridger, The New Jewish Encyclopedia, New York, NY,
Behrman House, Inc., 1976), 202, 203.

28 L ori Salzman, 5.

2 Josef Labor (1843-1924) was a blind musician who studied at the Konservatorium.
Upon his graduation in 1863, he was appointed as the chamber musician for the King of
Hanover. He returned to Vienna to teach and compose, but Labor would only teach blind
students.
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In addition to his studies in piano with Labor at the Jewish School for the blind,
he studied choral singing with Josef Singer. Josef Singer (1841-1911) was the successor
of Salomon Sulzer as the Oberkantor at the Seitenstetengase Synagogue in Vienna. In
addition to his teaching at the School for the blind, he attempted to establish the first
school for cantorial music®.

Heinrich went on to study at the Vienna Konservatorium. This
environment was highly stimulating for the young musicians attending the
school. Schalit was privileged to study piano with Theodor Leschetizky.
Leschetizky specialized in teaching each student according to the student’s
needs. Heinrich’s teacher for composition was Robert Fuchs, one of the
best teachers for composition in this period. “Robert Fuchs' music is

distinctive in a low-key way, and can be mistaken for derivative of his

predecessors Schubert and Brahms, and sometimes strongly hints at the

music of his pupil Mahler’'.”

The year 1906 was an eventful one for Heinrich. While he studied at the
Konservatofium, his father fell ill and his sister Bertha married and moved away.
Heinrich received his diploma on July 15, 1906. At this point, he entered into the annual
competition for excellence in musical composition. Schalit submitted a quartet for piano
and strings, Op. 2 and on December 29, 1906 he won one thousand Austrian crowns for
this entry. Due to his father’s illness and being unable to work, the Schalit household
desperately needed the money so Heinrich gave the prize money to his mother and father.
Unfortunately, Joseph died a short time later.

Heinrich had probably already decided to move when his father fell ill. Shortly
after his father’s death, he kept to his decision, though it was undoubtedly difficult to

leave his mother there alone. He moved from Vienna to Munich, a city that held many

3% Lori Salzman, 6.

31 Eric Schissel, The Instrumental Music of Robert Fuchs,

http://www kith.org/jimmosk/schissel.fuchs.html; accessed on 12 December 2006;
Internet.
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oppoertunities for him. The two cities were similar in that they both had a high
appreciation for music. The summer before his move to Munich, Schalit spent several
weeks at Castle Itter in the Tyrolean Alps as a resident musician and guest of Herr
Meyer, a weapons manufacturer, and a music lover. The time Schalit spent here was quite
rewarding. Each day, he spent hours composing, playing through repertoire with Frau
Meyer, and hiking in the woods that encompassed the castle. Heinrich was eager to begin
his career as a performer and a composer.

Munich received the talents of Heinrich Schalit in all its facets. He attracted the

attention of musical Munich with his teaching of voice and piano, his performances, and

his compositions. Schalit finished one work after another. His first published work was a
quintet for piano and strings, Vier Characterstucke fur das Pianoforte Op. 1 in 1909. He
published many more works after that. Performances were given of his music and always
received favorable reviews.
Once World War I began, life in Munich changed dramatically. The once
cheerful city was now depressed. Work was difficult to find. The situation
in Germany only further strained Schalit’s difficulties being a musician
and nearly blind. Food was scarce and the community was distraught with
news of deaths on the front lines.

It is around this time that a shift occurred in Schalit’s compositions. The
environment of his upbringing in Vienna was anti-Semitic and in Munich, with the
climate of the war, anti-Semitism grew. All of Schalit’s musical training was secular as
well. “Heinrich Schalit’s musical career took an incredible change in direction during and
after the terrible years of World War 1. His compositions began to bear the stamp of an

unmistakably Jewish personality*2.”

32 Michael Schalit, 27-28.
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According to Michael Schalit, there are some definitive reasons for Heinrich
Schalit’s “spiritual conversion®.” He was terribly disturbed by the war and wanted to
begin writing works that dealt with these and other raw emotions, rather than his previous
compositions that primarily resulted from his triumph of having mastered certain
compositional techniques. The war was indeed a catalyst for Schalit’s compositions that
bore a Jewish mark. Dr. Gerhard Herz quoted Heinrich Schalit in an article about Schalit
. in Munich:

The psychological experience of the war years and of the period afier the
war led to a decisive turning point in my creative work, and at the same
time to the termination of my ‘romantic’ period. The conviction of my
being Jewish penetrated my musical work more and more and reminded
me of my responsibility**.

Schalit also began to realize some of his own limitations and saw that his shorter
compositions were where his talent really shone, rather than in longer compositional
works. In addition, two other influences for Schalit’s change were the musicologist

Abraham Zvi Idelsohn®® and the paetan Yehuda Halevi, (Schahit’s affinity for the poetry

of Yehuda Halevi will be expounded upon in subsequent chapters). It is at this time, that

33 Michael Schalit, 27.

** This quote of Dr. Gerhard Herz was taken from Dr. Yehoash Hirschberg’s article on
Schalit and Ben-Chaim in Munich. Dr. Yehoash Hirschberg, Heinrich Schalit and Paul
Ben-Haim in Munich, in Yuval: Studies of the Jewish Music Research Centre, Volume IV
gJ erusalem, [srael, The Magnes Press, The Hebrew University, 1982), 135.

5 A.Z. Idelsohn, (1882-1938), was a Jewish musicologist who wrote the very significant
work, Thesaurus of Hebrew-Oriental Melodies. Not only did this work introduce Jews,
primarily Jewish musicians, to non-European Jewish music, but this work traced the
oriental sounds of the Jewish music from Jews living primarily in Arabic countries, as
being the most closely related to the music from the Temple period. After being drafted
into the Turkish army in WWI, he moved to the United States and was appointed
Professor of Liturgy and Jewish Music at Hebrew Union College in Cincinnati. Idelsohn
was the author of almost 200 books other than his Thesaurus. See Abraham Z. Idelsohn,
Jewish Music: Its Historical Development, (Toronto, Ontario, General Publishing
Company, Ltd., 1992), xi-xiii,
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Schalit settled into the composition of Jewish folk and liturgical musical works and was
only slightly influenced by the radical European musical trends of the carly 20" century.
These two Jewish masters were the inspiration that fueled Schalit’s bloom into musical
maturity.

As stated earlier, Schalit decided to focus his career in the composition of Jewish
music. He studied Jewish source music and came to the conclusion that Jewish liturgical
music needed to be authentically Jewish. Jewish music at this time was highly influenced
by the sounds of Lewandowski, who discarded the traditional sounds of Jewish music,
absorbing more of the German choral church sound of that era. Schalit was attracted to
A.Z. Idelsohn’s volumes on Jewish music and its oriental roots.

The summer of 1920, Schalit stayed at a guest house in a resort named Obersdorf
Im Kleinen Walzertal and met a young woman named Hilda Schork. She was attracted to
him at first because of his pi;cmo playing and a romantic relationship between the two
ensued. Hilda was from Manheim, not far from Munich and after the summer holiday
was over, the two continued to correspond with one another. Hilda and Heinrich were
married July 18, 1921. On April 28, 1924, Heinrich and Hilda had their first child, a boy
name Joseph Josiah, “in memory of Heinrich’s father, Joseph, and after one of the kings
of ancient Israel*,”

In 1927, Heinrich Schalit won a competition for the position of organist and
music director for the Great Synagogue of Munich. The cantor of the synagogue was

Emanuel Kirschner’’, Kirschner was deeply opposed to the music of Lewandowski. He

36 Michael Schalit, 31.
37 Emanuel Kirschner, (1857-1938), was an important figure in Jewish music. He was
very interested in the roots of Jewish music and especially did not want it corrupted by
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and Schalit must have learned much from each other as they both were set in returning
the sound of Jewish liturgical music back to an authentic Jewish sound. Though he was a
composer himself, soon the two became good friends.

The climate at the time was growing mo'rc and more anti-Semitic. Surprisingly
though, the Jews in the area did not notice it. They considered themseives Germans and
citizens of the Jewish faith, or “Staatsburger Judischen Glaubens.” Around this time,
Schalit met Rabbi Phillip S. Bernstein. Bernstein wanted tov bring Schalit and his family
over to the United States. His first step, however, was to convince his congregation to
bring Heinrich over for four months as composer-in-residence to their congregation
Temple B’rith Kodesh in Rochester, NY. An invitation was extended and Heinrich
accepted it. He left November 1, 1930.

Though his time in Rochester was prolific for Schalit, the ultimate goal of
securing a position af the synagogue was not met at this time. Heinrich was able to delve
into the American scene of synagogue music and composed a number of hymns for the
Union Hymnal published by the CCAR.

The summer of 1931, Heinrich was commissioned to compose a service for the
Berlin community. Alexander Weinbaum, the choir director of the Lustzonstrasse
Synagogue, where Rabbi Leo Baeck officiated, strongly disliked the heavy Germanic

music that was common there. When Schalit’s Eine Freitagabend Litugie, was first

trends from surrounding influences. Kirschner adopted another important principal by
recognizing the clear distinction between Minhag Polin and the south-German tradition.
In Munich he had to follow the southern German traditional minhag. Kirschner, however,
previously used Minhag Polin, which comes from Chazzanut of Hungary, Russia,
northern Germany, and Austria. He felt that the Southern German Chazzanut was closer
to the ancient origins of Jewish Liturgy than Minhag Polin. Kirschner’s Ideology can be
seen in his four-volume work, T hilot I'El Elyon. See Hirschberg, 131,132,
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performed at the Lutzowstrasse Synagogue in Berlin, with Max Janowski at the Organ
and Oberkantor Hanns John, it was not an immediate success among congregants though
many were awed by its power. Critics compared it to Bloch’s Sacred Service saying that
while Bloch aims for the oratorib, Schalit aims for the sacred.

Schalit was at the height of his musical output and his V’shamru is a choral work
of intense strength and integrity. The music spoke the text from a depth quite remarkably
never heard before. His style is very much opposite the style of Lewandowski. In his
Friday Evening Liturgy, Schalit claimed usage of the oriental motifs that Idelsohn speaks
about in his research for threc movements. According to Dr. Yehoash Hirschberg, only
one movement directly quotes Idelsohn while the other two merely hint at the oriental
sound*®, He did not abandon the Ashkenaz sound entirely either. Several of the
movements contain motifs of Ashkenaz music as well.

During this time in Munich, Heinrich Schalit collaborated with Paul Ben-Haim
(then Frankenburger) in many areas involving their music. They performed each other’s
music and held joint concerts. Schalit encouraged Ben-Haim to abandon his secular
music for music that was Jewish in nature, religious and/or sacred. Schalit impressed
upon him the need and the duty for Jews to compose authentically Jewi'sh music. Paul
Ben-Haim eventually moved to Israel where he was key in the development of an Israeli
clas;ical sound in the young country”.

The political situation in Germany grew worse. The Schalit family had now

grown to five people; a second son Michael was born on March 10, 1930 and a third son,

3 Hirschberg, 139.
% Information gathered about Paul Ben-Haim was gathered from the article written by
Dr. Yehoash Hirschberg

T~
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Theodor, named after Theodor Herzl, was born March 6, 1931. They found themselves in
the midst of the rising anti-Semitism that was riveting the country. After an eviction from
their apartment due to a downstairs neighbor who was a Nazi officer, the Schalit family
relocated to a less comfortable neighborhood.

Hitler was elected chancellor of the “Third Reich” on January 30, 1933. Shortly

after this, Germany was converted into a totalitarian government. Anti-Jewish policies

were put into effect, excluding Jews from taking part in German national and cultural life.
The establishment of the first concentration camp at Dachau, a suburb of Munich,
occurred as well. Michael Schalit writes:
When Heinrich Schalit was threatened with “spending his next vacation at
Dachau,” he felt that he and his family were in great danger and that
Jewish history was going to be repeated. Nazi policy was too blatantly

Jew-hating and Jew-baiting for Heinrich to want to put up with life in
Germany any longer*’.

Rabbi Bernstein once again attempted to obtain work for Schalit in the United
States. Bernstein offered him a job as organist and music director at Temple B’rith
Kodesh in Rochester, New York. Because of his poor eyesight, however, he was unable
to obtain a visa to come to America. The American vice-consul issuing visas said to
Schalit that there was no need for blind immigrants in America.

Thankfully for the Schalit family, shortly after this development, something
positive did occur. A position for choir director opened up at the Tempio Israelitico
(Great Synagogue) of Rome and it was offered to him. The Schalit family found a greater

sense of security for the next five years while living in Rome.

“® Michael Schalit, 37.
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The move to Rome, while for the time being was a safer environment than in
Germany, held other challenges for the Schalit’s. In general, the standard of living was
lower in Rome and people lived on much less. Those people in the middle class, found
themselves always on the verge of financial sceurity or financial ruin. Schalit and his
family found themselves in this category. Their home was smaller and the neighborhood
where they lived was not as nice as where they had lived in Germany. In order to afford
such a “luxury” it cost the Schalit family one and a half month’s salary on rent each
month.

The move to Rome was also a cultural shock to Heinrich and Hilda. Since they
were German, they were called, “Tedeschi,” Germans living in Italy. Despite this, the fact
that they were Jewish was not of concern. Michael Schalit wrote in his book that the
Italians overall were very friendly to their family. A main difficulty for them all was the
language barrier. Heinrich Schalit, apparently, was near fluent after six months, while
Hilda was not near a level of fluency even after five years.

Schalit was addressed as Maestro Enrico Schalit at the Tempio Israelitico in
Rome. Though the building had an organ, this synagogue was traditional and did not use
musical accompaniment for the Sabbath. Men and women were separated during services
and Schalit was forced to come up with a musical liturgy minus musical instrumentation
for most services. Schalit learned the liturgy of the Italian Jewish Community, an entirely
new liturgy for him. Creating musical settings for the prayers, hymns, and responses must
have been an exciting, if often tedious, new venue.

While in Rome, Schalit wrote one of his more significant works of his life, his

Dance Suite for String Orchestra, originally named, Chasidische Tanze, (Hasidic Dances,
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Op. 34). This work was so popular because though it was Jewish in nature, its sound had
universal appeal. It is based on original Hasidic melodies. As Michael Schalit writes it,
“Heinrich intended the work to be a musical monument to Hasidism and to its founder,
the Baal Shem Tov*'.” Schalit felt inspired by the Hasidic movement, because of its
mystical component and the exuberant personality of the Baal Shem.

Bernstein continued to work on securing the Schalit family voyage to the States.
He and Schalit kept in touch during his years in Rome. Bernstein convinced Schalit to
send him copies of his music so he could sell it for him in the United States. He
continued to encourage Schalit to procure a visa to come to the States.

On October 23, 1938, the Rome-Berlin Axis was established. The Nazis had
found their way to Italy. Jews were excluded from public forums, and Schalit was
informed by police that the family would have leave Italy. Voyage out of the country
proved increasingly difficult. Through the British embassy, the Schalit family was able to

find safe passage to England. Major Hadley, of the British embassy, knew of Schalit’s

music. He was able to help them out of Italy. In addition, he found Major M. Gilbert

Micholls, who sponsored the Schalit family once they reached England. They left Rome
in the beginning of March 1939, once again escaping the terrible devastation that
threatened the existence of the Furopean Jewry.

The British Government granted few of the masses that wished to immigrate to
England permission to do so. Once the Schalit family had made it safely to England, they

found themselves in the midst of the depression. Therefore, the British Government did

1 Michael Schalit, 41.




not allow them to be gainfully employed. They shared a home with another family and
were sponsorcd and sustained by Major M. Gilbert Micholls.

Soon after their arrival in England, Germany invaded Poland. Two days later,
Britain declared war with Germany. In declaring war against Germany, Britain also
sought out any German “refugees” that were living there. Hilda and Heinrich were safe
with visas, passports and a letter from Otto Schiff. Unfortunately, because of his age,
these documents did not protect Joseph, their eldest son. He was arrested by British

Police and taken to an internment camp. During the rest of their time living in England,

Hilda and Heinrich received letters from Joseph but did not see him again for several

years. He was finally released after the war.

While in England, Schalit had no piano and all of his compositions were locked
up in storage. This led to feelings of increasing restlessness. The year and a half he spent
in England, Schalit had no creative output.

In August 1940, the remainder of the Schalit family in England, Heinrich, Hilda,
Michael and Theodor traveled to Liverpool. After many medical exams, ensuring their
health for immigration, they were finally en route to America. They boarded the S.S.
Duchess of Atholl and the next day began their voyage to the United States.

Their route was from Liverpool to Quebec. After arrival at the port of Quebec on
August 23, 1940, the family went through customs and immigration; then went by bus to
Rochester, NY. A member of the board of Temple B’rith Kodesh met the Schalits. The
following day they moved into their own apartment in Rochester.

Rabbi Bernstein kept his promise of a position for Schalit. Schalit became the

music director and organist for Temple B’rith Kodesh. Once there, he had to hurry to
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learn the nuances of the American Reform Liturgy in order to prepare for the upcoming
High Holidays. Schalit began to comp.ose again and published several works.

The economy of the time was poor. Though Schalit’s salary did not increase, the
prices for everything else did. He was forced to look elsewhere for employment. He was
offered a position at Congregation Beth El in Providence, RI. After a summer vacation in
the Adirondack Mountains, the Schalit family moved to Providence.

The congregation in Providence supported Schalit and encouraged his creative
output. Schalit devoted much of his time and energy to his compositions. He was
proBably at the highest point in his compositional career. Not only was he able to write
with flourish, he was also able to publish and perform his own music. Schalit’s
compositions were spread to Reform congregations across the country.

The Schalit family spent a summer in Colorado. During the visit, Schalit spoke to
the Rabbi at Temple Emanu-El iln Denver. There was some talk of a position opening up
for him, Schalit enjoyed the climate of Colorado, and when he returned to Providence,
spoke of certain health conditions that made it necessary for the family to move there.
Whether the symptoms were real or psychosomatic, the family moved nonetheless.

Heinrich and Hilda moved to Denver in November, 1948. Hilda was especially
excited because once there, they moved into their first house. Quite unfortunately for the
family, the job at Temple Emanu-El never materialized. In order to earn a living, Schalit
taught piano and voice. He also assembled a small community choir and periodically

gave concerts. In addition, he continued to compose. Because his income was still not

sufficient to live on, Hilda found work as a bookkeeper.
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In the fall of 1949, Schalit was offered a job at Temple Israel of Hollywood.
Heinrich and Hilda kept their home in Denver and they moved to Hollywood to fiil
Schalit’s one-year contract with the congregation. While there, he did a lot of
composition centered around the weekly worship services and other musical programs
held by the congregation.

After their year in Hollywood, the Schalit’s returned to their home in Denver and ‘
continued their life as it had been before. In the years 1950 and 1954, both Heinrich’s
brothers, Leon and Isidor Schalit passed away. ’l_‘his loss was understandably very
difficult for Schalit.

Despite the major changes going on in the composer’s life, during the next years,
Schalit continued his vast musical output. He republished his Eine Freitagabend Liturgie
for the American Reform Synagogue. The title changed to, Sabbath Eve Liturgy,
(Liturgia Shel Leyl Shabbat), and was released and well received in congregations around
the country. The premier of Sabbath Eve Liturgy took place at Stephen Wise Free
Synagogue in New York City, January 4™ 1952, At that time, A.W. Binder was the music
director there and he was quoted saying:

This is one of the important synagogue musical works of our time, and we
may well be proud that Schalit is in our midst. This work should be seen
and heard in every synagogue choir loft in our country. It will bring
freshness into services which go from week to week without change®.
Among his new compositions, he wrote Sabbath Morning Liturgy, which was as well
received as his Sahbath Eve Liturgy. Often, he re-compiled and edited previous works,

publishing them in different compilations, different languages, and in different settings.

The different settings often meant that he took what was once written for solo voice and

2 Michael Schalit, 56.
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reworked it for choir or he took a piece written for Baritone and re-published it for
Soprano voice.

In 1958, Heinrich and Hilda made a permanent move to their recently built
mountain home on a hillside in Bendemere Vailey, Upper Bear Creek Canyon, six miles
west of Evergreen, Colorado. This move meant that Hilda could live in her element and
Schalit could live with tranquility. Michael Schalit wrote:

For Heinrich it was an escape to the silence he had always craved. The
stillness of the mountains helped him concentrate. It helped him hear that

inner sound, that melody and that harmony which he labored all these
years to express™.

Schalit continued to compose while in Evergreen. On his eightieth birthday, he was
invited to Rochester, NY, where he attended a concert of his musical compositions at
Temple B’rith Kodesh. He also reconnected with Rabbi Phillip Bernstein, his long-time
friend.
One of the more significant moments in Schalit’s professional life occurred on
April 13, 1975. The Denver Symphony Orchestra performed his, Dance Suite, for string
orchestra. After the performance, the audience gave Schalit a standing ovation. This
indeed must have been a truly magnificent moment in Schalit’s life.
Heinrich Schalit died in his sleep on February 3, 1976. He was ninety years old.
Michael Schalit quotes his father saying:
It is my firm conviction that the composer of sacred music has done his
part as well as the prophet and thinker in the making of religion. Music,

the most affecting of all the arts, has the power to create and to express
religious emotions which words alone cannot do**.

3 Michael Schalit, 59.
4 Michael Schalit, 60.




As a community of Isracl, we should be grateful that such a musician lent his precious

gift from God, to our houses of worship.




Chapter Three: Heinrich Schalit Meets Yehuda Halevi

Heinrich Schalit was introduced to the poetry of Yehuda Halevi at a crucial point
in his life, during what Michael Schalit calls Heinrich’s “spiritual conversion.” This
“conversion,” as discussed in detail in Chapter Two, refers to the period during which he
began composing music that was Jewish in style or subject.

In 1917 at the home of Dr. Elias Straus, a president of the Jewish community in
Munich, Schalit was first introduced to the poetry of Yehuda Halevi. Schalit saw how the
poet showed great dedication to God in his fluid Hebrew poetry. According to Michael
Schalit, “The lovely simplicity of Halevi’s poems inspired Heinrich deeply. A creative
spark had transcended centuries of time, entering his mind and soul, inspiring him to give
the poetry a new, musical interpretation®

Schalit’s first work composed using the poetry of Yehuda Halevi was a collection
of five songs called Seelenlieder, (Songs of the Soul, Op. 16). It was published in 1921
by Universal-Edition. These songs were written for bass. The performances of this work
received good reviews. Michael Schalit writes:

With these songs Heinrich Schalit had found a genuine, personal musical
style. He had freed himself from the conventions of Romanticism, His
new style was based textually and musically on the idiom of the Jewish
religion, and he oriented his style to traditional Jewish folk music. Thus,
he was only slightly influenced by the radical trends of modern European
music, as it was composed in the late 1910°s and early 1920°s. Heinrich’s
artistic development represents a spontaneous return to religious art. This

was a functional change which necessarily involved a change of musical
material.

5 Michael Schalit, 29.
% ibid.
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The publication of Franz Rosenzweig’s"’ German translation of Yehuda Halevi’s
poetry gave Schalit further creative outlets. The translations were so exact, he opined,
that the original Hebrew language could be heard. During the years 1924-1926,
“Heinrich’s heart and soul were filled with the lofty sentiments of Halevi’s poetry, and he
spent his time at his piano and specially built music desk, creating music to fit the
texts™.” At one point he considered changing his name to Chaim, to represent his Jewish
identity. In the time period of 1916-1926, he published the two Hymnische Gesange,
(Hymns, Op. 20, 21 and 22) and the Seelenlieder mentioned earlier, sacred songs based
on the poetry of Yehuda Halevi, Heinrich Heine, and on a Biblical theme.

After Schalit won the position of organist for the Great Synagogue of Munich, he
published the hymn In Ewigkeit, (In Eternity, Op. 23). This work was his first choral
piece, including harp, violin and violin chorus, organ and choir. The usage of choir
proves to be a new tendency in Schalit’s compositions. Michael Schalit writes, “His
subjective and personal preoccupation with God, as manifested in the Seelenlieder, now
required the collective form of a choral work because this corresponded more closely to
the needs of the congregation@.” In Ewigkeit was based on a poem of Yehuda Halevi’s.
The performances of his newest Halevi work received excellent reviews. He was praised

for his, “pious devotion and fervent absorption in the spirit of Halevi’s poetry’.”

47 Franz Rosenzweig, (1886-1929), was a writer and philosopher, considered
existentialist-religious. He was one of the most influential thinkers of his time. He wrote
several books, one of them the translation into German of Yehuda Halevi’s poetry. See
Michael Schalit, 68-69.

*® Michael Schalit, 31.

* Michael Schalit, 34.

* ibid.
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The next couple of years proved to be of great importance in Schalit’s life. He
continued his study in the current trends of Jewish liturgical music, seeing that the music
by Sulzer and Lewandowski turned Jewish prayers into romantic songs and opera arias.
He felt Jewish liturgical music should express the deepest spirituality that lies in the heart
of the Jewish people.

Throughout his life, Schalit continued to write works based on the poetry of
Yehuda Halevi, When he finally arrived in the States, assisted in his immigration by
Rabbi Philip S. Bernstein, he worked in synagogues as composer and organist. His output
of music continued to flow from his pen. Much of Schalit’s earlier compositions of
Halevi’s poetry are in German, based on the translations of Franz Rosenzweig, and only
occasionally in Hebrew or English. Most of his later compositions, however, are in
Hebrew and English, based on the translations of Nina Salaman.

In 1947, he wrote Mee Yitnaynee, O Would that I Might be a Servant Unto Thee,
and in 1952 and 1954-1956 respectively, Schalit composed Seven Sacred Songs, for solo
voice and Songs of Glory, for choir. Each composition is several movements long. From
each of these compositions, one movement a within the composition is from a poem of
Halevi’s. Kiryah Yefayfeeyah, a choral work published in 1971, was also based on a
poem by Halevi.

Schalit wrote Vision of God, a choral piece, set to a Halevi poem in 1951. I_n 1970,
Heinrich Schalit wrote Visions of Yehuda Halevi, a song cycle for solo voice. The Visions
was published around this time period as well; it is an orchestral work with choir with

one movement set to a poem by Yehuda Halevi. Among Schalit’s many compositions,

four significant works, Vision of Love, Vision of God, Visions of Yehuda Halevi, and The
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Visions, all mention the word “vision.” In Michael Schalit’s book, he writes, “Heinrich’s
own preoccupation with his visual handicap, moreover, is revealed by his use of the word
“vision” in at least four of his compositions°'.” It is interesting that at least three of these
four compositions either contain or are solely comprised of poctry by Yehuda Halevi.
One wonders, whether or not the vivid and colorful images created by Halevi’s usage of
words in his poetry was a factor in Schalit’s deep connection to it.

Schalit loved poetry about God. It is plainly obvious from his choice of poems
and of poet. When looking at the song cycle, The Visions of Yehuda Halevi, the poet and
the composer together bring us through a spiritual journey. It remains clear that the
poetry of Yehuda Halevi, more than the poetry of any other poet, was the most influential
on the compositions of Heinrich Schalit. While he wrote music based on the poetry of
other poets, the sheer volume of works Schalit wrote using Halevi’s poetry outnumbers

all the others combined.

51 Michael Schalit, 27,
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Chapter Four: Yehuda Halevi Poem Analysis

Poetry of Yehuda Halevi from
The Visions of Yehuda Halevi By Heinrich Schalit

KALLAH L’CHA CHALTAH

Translation by Nina Salaman:

She goeth out to meet Thee--the bride that Anon TR N SN NY WN O
longeth for Thee. by Tl e v ’

Since the day she could no more supplicate Rt A Y11 FINDINY
in Thy sanctuary, she hath pined for Thee. Al -h"? : 'b}" 12 Ny

She is abashed each time she would be going AN9Y N9Y Y9 Y DM} NN D

up to the holy mount, {
For she seeth that strangers go up, but not

she.
And she standeth afar off, worshipping toward
Thy Temple from every place whither she is

N2 MONWN PN Toym

N3 WK CYPR Y20 1920

exiled.

The words of her entreaty she sendeth, an nmn :[7 ﬂD:?\? NINH 2T
offering to Thee,

While she hangeth her heart and her eyes NNZN TNOI DI PN NI
upon thy throne. ‘

Look though and listen and hear her cry: ﬂ.’!:l})’ﬂf_):? YA IMND GRWD

She is calling in the bitterness of her heart and ) ) o )
her fainting soul. ‘ngb; 1\,9 N ny 9;! n;b -vg:l nzs-]lj

Translation by Deborah Avery and Dr. Stanley Nash:

The bride that pined for You, has gone out to greet You.

From the day she could not pray in Your Sanctuary she has been ill.

She was distressed each time she went up to the Holy Mountain,

Because she saw strangers going up where she could not.

She stood from afar bowing,

Facing Your Sanctuary, from every direction in which she has gone into exile.
The words of her supplication she sent to You as an offering.

Her heart and her eyes facing the direction of your throne she poised and lifted,
Look down and hearken and listen to her cry.

She cries out in the bitterness of her heart and pining soul.

Schalit composed the Visions of Yehuda Halevi for solo voice in 1970. Several of

the movements are actually reworked from previous compositions both in English and in
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German. The Visions of Yehuda Halevi is comprised of five movements, each movement
a separate poem. These movements are written in the original Hebrew with an option for
English. The English Schalit used, and which I will be referring to, is from Nina
Salaman’s translations of Yehuda Halevi’s poetry. For this section, I will be analyzing
three of these poems and compositions.

The first movement is the poem Kallah L’cha Chaltah and in English, The Bride
that Longeth for Thee according to Salaman’s translation®’. The sadness and pain that this
poem conveys is clear from the onset of the poem. These are the words of someone shut
out, abandoned, and ashamed. This someone is the people Israel. The bride in this poem
is Israel, following the allegorical interpretation of the Song of Songs as a love song
between the people of Isracl and God. The bride tries to reach God, first physically, then
through prayer, then through a gaze. While most interpreters see the Song of Songs
differently, as songs of yearning and physical love between earthly lovers, there are many
in devout Jewish and Chrislian circles who conceived of Shir haShirim as a love poem
between Israel and God. Using the allegorical interpretation of Shir ha-Shirim we see the
parallels with Halevi’s poem quite clearly. However, Shir ha-Shirim deals mostly with a
love that remains in the present, sometimes requited and sometimes not. Kallah L 'cha
Chalta addresses a kind of sequel to the original story, a narration of the aftermath of the
love, of the love being taken away:. It is virtually another chapter, and it is somewhat
reminiscent of the Jewish legend of the Schechinah which accompanies the Jewish people
in their Exile. This poem is the continuation of the enduring love affair between God and

the people of Israel.

52 Salaman, 109.
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What feels so moving in this poem, is how real the bride, or rather [sracl, is,
Halevi creates an image_: of someone in clear physical and emotional pain at the loss, or
separation from a loved one.

The dramatic action in which the bride pines for God is truly captivating. First the
bride goes out to greet God and is taken ill when she can not pray in the Sanctuary. She
sees others going where she cannot and so she stands from a distance, facing and
surrounding the sanctuary from every direction in which she has been banished. This, of
course, represents the scattering of the Jewish people to the many countries of their
dispersion or golah. Next, she sends out her prayer as an offering. Following this she lifis
her eyes towards God’s throne. Finally she cries out in bitterness from her heart and soul.
This poem shows a clear physical reaction to the reality of having been shut out by
circumstances from God’s presence. The bride cannot conceive that it is God who has
banished her. This is true to Yehudah Halevi’s world-view that we see expressed in many
of his poems and in the book The Kuzari. It is wrong and foolhardy to assume, as Israel’s
enemies have assumed, that the Jews have been banished from God’s favor. In several
poems analyzed by Raymond Scheindlin in The Gazelle®, we read how God’s true
beloved, Israel, ridicules her silly rivals, the flirtatious female symbols of Islam and
Christianity, for believing that their temporary closeness to the lover, God, has any
enduring significance.

The emotions that surface here are clear, palpable and sated with pain and

yearning. The bride pines for God. She becomes distressed when she is unable to go up

33 Scheindlin, The Gazelle, “Who want to win him for themselves, those desert-asses!”
(New York, Philadelphia, Jerusalem: Jewish Publication Society, 1991), 54.




and pray at the Holy Mountain while others, strangers arc allowed free access there.

Finally she feels bitterness in her heart and agaih pining in her soul.

One can indeed wonder whether or not this bride recognizes that she is kept out
because others have captured Jerusalem, or because this denial of entrée remains a
punishment by God. Did God shut ﬁer out, or did the strangers?

“Since the day she could no more supplicate in Thy sanctuary, she hath pined for
Thee,” is a rather dour and difficult phrase. Does it refer to the Israclites being cast out
and exiled by God as referred to in Tanach? With this understanding, the destruction of
the Temples becomes the fault of Israel and the separation of God, sending the Shechinah
to us, is the Shechinah’s punishment as well. Raymond Scheindlin’s reading seems to
support this interpretation that banishment was the Jews’ punishment for not keeping
God’s laws and for turning to idolatry. Raymond Scheindlin, in his book, The Gazelle,
states that, “These lines by Halevi evoke the Jews’ poignant feeling of being left out by
history, passive spectators of the great events being orchestrated by Christian and Muslim
empires and determining their fate®.” He states that this poem also goes into the concept
common in the three monotheistic religions that God abandons those who disobey God’s
rulings. The fact that the Jews lost Jerusalem to other countries proves that God no longer
favors Judaism.

Another way of looking at this liturgical poem does not blame the Jews, and
Professor Stanley Nash, in disagreement with Scheindlin, leans strongly towards this
interpretation. This triumphalist stance of the Jews merely states the trégedy of the

Israclites no longer being able to worship in the Temple since its destruction. “She hath

3% Scheindlin, 33.
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pined for thee,” indicates the loss she feels, the loss Israel feels in exile, the loss of God
and the Temple, but hope is never lost. The idea that Jews were blamiﬁg themselves and
internalizing the views of their enemies seems to be completely out of character for
Halevi, according to Dr. Nash. Dr. Nash believes that Scheindlin is reading back into his
ihterpretation of twelfth century texts points of view, such as post-Holocaust theology,
that developed only much later™.

The section that speaks of the bride bowing, facing from every direction she has
gone into exile, confirms that this is a description of the exile of Israel and of Jerusalem
having been taken by another people, “strangers.” As stated earlier, this poem is
saturated with pain and suffering. It is amazing that in the 12th century, Halevi could
capture so precisely, the image of Israel and her despair while in exile. The view taken in
this thesis in weighing the varying interpretations of Israel stance leans towards that of
Scheindlin, allowing the reader to see Halevi’s theology in a direct line of development
from the dire prophecies of the Bible to the notion of the Shechinah accompanying the

Jews in their Exile.

*3 Personal Communications.
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YA’AVOR ALAI R’'TZONCHA

Translation by Nina Salaman:
Let Thy Favour pass to me, 3570 M2Y R/ 73X 9y 12y

Even as Thy wrath hath passed; . .
Shall mine iniquity for ever WP NP3 1Y/ Y o2iven

Stand between me and Thee? WPRIRY AN/ WpAR R 13
How long shall I search . ,

For Thee beside me, and find Thee not? R 7 PP/ DIN2T 0323 7T
O Dweller amid the wings of the Cherubim S NI IRY/ —0™MY DTV
That are outspread over Thine Ark, IMiven npYa) oM/ iRy YRy 9K
Thou hast enslaved me unto strangers ’ '
While I am the man of Thy right hand.

My Redeemer! to redeem my multitudes

Rise and look forth from Thine abiding place.

Translation by Raymond Scheindlin:
Pour over me your pleasure

As once you poured your rage.
Must my sin between us

Stand from age to age?
How long until you join me?

Must I wait in vain?

You who dwelt on Cherubs’

Wings, in Temple spread,
Made me slave to strangers,

Who was your garden bed,
Savior, look from heaven,

To save my throngs again.

Translation by Deborah Avery and Dr. Stanley Nash:
May Your favor be directed to me,

Just as Your anger was directed to me.

Wiil my sin stand forever and ever between me and You?
And until when shall I seek You next to me

And You will not be there?

You who dwelled on the Cherub’s wings

Which were spread over Your ark.

You have made me a slave to strangers

Whereas [ am the pillar at Your right hand.

O, my Savior to save the masses,

Arise and look down from Your heavenly abode
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This poem is the second in the song cycle The Visions of Yehuda Halevi by
Heinrich Schalit. By means of his grouping these poems in a particular order, Schalit
creates a kind of narrative between the first and the second movements, While this poem
Ya’avor Alai R’tzoncha lacks the language of the bride and the lover abandoned, we can
assume, having read the first poem, that this remains the bride, or at least the collectivity,
of Israel, begging God once again to embrace her/it. (This poem actually uses first person
masculine language while speaking to God.)

Halevi uses the word, zarim, once again to denote the strangers who have taken
over Jerusalem and the Holy Mountain. Unlike the first poem, this poem is less colorful, -
or to use Scheindlin’s words, “unadorned.” It is, however, rather intimate and personal.
We are dealing once again with a personal God and a personal relationship of the speaker

_ (who represents the collectivity of Israel) to God.

From the beginning of the poem, Halevi’s words set up intimacy and smallness of
scale®®. Once we reach verses 4 and 5, it is clear that God is made grand and untouchable
while the person, or Israel, remains small. “You who dwelled on the Cherub’s wings
which were spread over Your ark, You have made me a slave to strangers, whereas [ am
the pillar at Your right hand.” On page 117 of The Gazelle, Scheindlin writes,

In a poem of long lines and rich visual imagery, such a sentence might not
stand out, but among the short, plain sentences of this poem it produces a
noticeable change in rhythm and texture, highlighting the contrast between
the speaker and God, It points forcefully toward the transitive verb at the

beginning of verse 5 that describes God’s only action mentioned in this
poem: the enslavement of Israel to strangers.

56 Scheindlin, 117.




When reading the poem, one element that stands out as different from the
previous poem, Kallah L'cha Chaltah, is that the poem remains in the first person
singular. This usage allows the reader to feel that these words are personal, and possibly
refer to them. Like any prayer of supplication, the admission of one’s sin is bared before
God and a request for God’s forgiveness is uttered. Scheindlin writes, “It has been noted
that the repeated use of the first person singular lends the poem the intimacy of private

conversation®”.” It is not until we reach the end of the poem that the subject of the poem

as Israel is revealed, “You have made me a slave to strangers, whereas [ am the pillar at

Your right hand.” This obviously refers to Israel. Scheindlin continues, * But by verses 5-
6, the personal tone is so well established that it carries over emotionally even to the last
lines, making the people as a whole feel like a single worshipping individual®®.”
Scheindlin also writes that it may appear to the reader that the writer of the poem is
actually referring to himself, using the people as a “symbol for his own personal
experiences and feelings®.” In the subsequent poems in the Schalit song cycle, this
profound analysis, of the writer referring simultaneously to himself, even as he refers to
the peoplehood of Israel, will be proved quite significant.

I believe that in using this poem as the second in a series, Schalit takes us to the
second chapter of a story. We move from Israel, the bride and her love with God, to a
relationship on a more personal level, finally showing us that it is once again referring to
the symbiotic relationship that exists between God and Israel. While both poems speak of

God and Israel and their relationship, what appears to be different is the matter of size.

37 Scheindlin, 118.
58 ibid.
59 ibid.




While Scheindlin sees smallness of stature against God’s grandeur in this poem, one
could not say the same about the previous poem. [srael surrounds God’s throne from
every direction of her exile. This paints a picture of Israel’s grandness. If anything, Israel
in Kallah L’cha Chaltah is made larger than God, or at least geographically and spatially,
more encompassing, within the borders of the pocm, of God. To emphasize her pain and
suffering, Halevi has created an Israel, with endless dimension. With this second poem,
Ya'avor Alai R'tzoncha, Schalit takes us away from the image of I[srael on a grand scale
to a more personal relationship, be it with an individual or with Israel, creating a different
balance between God and the people.

The very fact that Ya'avor Alai R’tzoncha is an acrostic, spelling out “Yehudah,”

reinforces the sense of personal intimacy in the poem.
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’ , ' 4
SH'NAT OLAM PR P RIY 203 1 P9I DOY 20 1P DR1PY
Translation by Nina Salaman: PR DY 072 YRER KD A-T3% hRan 039 9 nivYY?
To meet the fountain of true life I run; - SPPR ’Y) B9V Ny W A—oivna inhmb wam

Qs LT, A T Ko 3 vig g

Beside Him have I fear or dread of none.

O that a dream might hold Him in its bond!
I would not wake; nay, sleep should ne’er
depart.
Would I might see his face within my heart!
Mine eyes would never ask to look beyond.

Translation by Raymond Scheindlin:
Toward the source of life, of truth, I run.
Impatient with a life of vanity,
To see my Master’s face is all I want,
None other do I fear, none else revere.

If only I could see Him in a dream,
I"d sleep at ease, not caring if | died.
If I could see His face within my heart,
My eyes would never turn their gaze outside.

Translation by Deborah Avery and Dr. Stanley Nash:
Toward the source of true life, I run.
Therefore have I become disgusted with a life of futility and emptiness.
" To see the face of my King is my sole direction,
- Therefore will I neither fear nor revere but Him.
If I could be granted to envision him in a dream,
Then would I sleep an eternal sleep and not awaken.
If I could envision his face in my heart internally,
My eyes could never desire to gaze outside.

While Scheindlin begins his analysis of Sk 'nat Olam by pointin:g out that it is
probably not a liturgical poem, Nina Salaman, in her book, “Selected Poems of Jehudah

Halevi” lists this poem under “devotional” poetry. The Oxford dictionary®® defines

% New Oxford American Dictionary, 2005,

IS
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“liturgical” as “of or related to liturgy or public worship. “Devotional” is detfined as “of
or used in religious worship.” These definitions are closely related and yet, it is
interesting that Scheindlin and Salaman read the two poems so differently. Scheindlin
does regard this meditational, almost philosophical, poem as the type of poetry that is
usuatly incorporated in public worship services.

When reading this poem, it is casy to miss the mystical undertones that are found
in it, Halevi writes that he wishes to envision God in a dream. He wishes to see God
there, and if he were to see God in his dreams, then he would never leave the dream state.
In isolation this statement alone might have been one we could have missed. However,
the poems that follow in Schalit’s song cycle, K'vod ’cha and Mikd 'shei El, lead us to an
understanding of Halevi as a spiritual mystic, on the journey to experience a direct
connection and a direct encounter with God. In this poem particularly, Halevi bégins with
a beautiful phrase, “Likrat m’kor chayei emet arutsah,” which in Scheindlin’s reading is,
“Towards the source of life, [ truly run.” Scheindlin dwells more on the phrase “mekor
chayyim,” which evokes the name of Solomon ibn Gabirol’s famous philosophical work
Mekor Chayim and elicts the philosophical symbolism of flowing or emanation that is
associated with neo-Platonic philosophy. Halevi’s running towards God is hence the

return of the soul to God according to the system of the neo-Platonists.

Another way of looking at the line, “Towards the source of true life, I run,” is by

pulling out the words “chayei emet” and linking them to “olam ha'emet.” “Olam
ha'emet” is synonymous with “Olam haba,” and is another way to refer to the after life.

In Sh’nat Olam the true world is the world to come and the speaker is yearning to be




there and therefore willing to forsake all material pleasures and benefits of this earthly
life.

Schein;llin makes a very strong casc in his analysis, and it would probably be
easily to reconcile Scheindlin’s view with the allusion to “olam ha-emet,” the afterlife.
Scheindlin writes, “The ‘source of life’ is of course, God, from whom the soul directly
emanates®'.” According to Scheindlin, as noted, the term “source of life” is a term that
comes from the “Neoplatonic legacy to medieval Jewish thought®.” Neoplatonism is

found in the texts of poets from the Spanish Golden Age, as well as in the philosophy®.

Furthermore, according to Scheindlin, Halevi’s poetry is similar to that of Dhu ‘I-
Nun al-Misri, a Muslim mystic. Al-Misri wrote, “My wish is that once before I die I
might know Him for an instant.” Scheindlin believes that Halevi, in his desire for contact

with God, not only shuns vanity, or the empty transitoriness of life, but Halevi’s whole

futile personal existence. He wishes for everything in his life to be filled with God and

for the rest of it to just fall away.

In this poem, the writer wishes for a vision of God, possibly a mystical vision, an
experience of God in his dreams, This mention of a nightly visit in his dreams is related
to themes in secular love poetry. Scheindlin writes:

The mystic’s longing to see God in a dream is related to a theme of secular
love poetry, where the separated lovers are said to visit each other in

night-visions. To see the beloved in a dream is one of the chief desires of
the frustrated lover in Arabic and Hebrew love poetry®.

5! Raymond Scheindlin, 200.

52 ibid.

63 ibid. and New Oxford American Dictionary.
5 Scheindlin, 200.
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This comparison is interesting. If we can assume an intended parallel, then we recognize
that in this poem, we read more than just the mystical whims of a soulful poet, we see a
frustrated lover who wishes to behold the face of his beloved. This goes back to Halevi’s
previous usage of the love between God and Israel as the love between a bride and
groom, as in Kallah L’cha Chaltah. The difference here Sh’nat Olam is that this love is a
personal love.

Although longing for visions of God was common for the poets of the Golden
Age, this poem is very typical of Halevi®. In the last line of the poem, “If I could
envision his face in my heart internally, my eyes could never desire to gaze outside,” we
understand that Halevi wants an internal experience of God as well. This elaborates on
the previous line, where the poet wishes to envision God in his dreams. Beyond the night
visions, we know that Halevi desires a true, all-encompassing, “internal” experience of
God that would be more than a dream-state. Then, he would never leave the presence of
God.

It is interesting that Sk 'nat Olam is the third poem of Schalii’s song cycle. Here,
in this poem we leave the broken hearted lover that has been abandoned and exiled from
God’s presence. In the poem, Ya avor Alai R 'tzoncha, or Galut as Schalit titles the
movement, the question, “How long shall I search for Thee beside me, and find Thee
not?” has changed. Halevi still longs for God beside him. However, it seems as though in
this poem, Halevi courts God to come to his side with promises of faithfulness. The same |
longing found in the previous poem has changed from a quiet pain to a confident

urgency. The relationship between God and the poet has progressed. If we compare it to

65 Scheidlin, 200. ‘
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Kallah L’cha Chaltah, we find an even greater development. Israel is no longer the

abashed bride crying for God from the depths of her soul, she has moved on to personal

intimacy and courtship.




K’VOD'CHA

Translation by Nina Salaman:
My thoughts awaken me with Thy name,
And set thy mercies before me.

They teach me of the soul Thou hast formed,
Bound up within me; --it is wonderful in mine
eyes!,

And my heart seeth Thee and hath faith in
Thee
As though is had stood by at Sinai.

I have sought Thee in my visions, and there
passed
Thy glory by me, descending in my clouds.

My musings have roused me from my couch
To bless Thy glorious Name, O Lord.

Translation by Raymond Scheindlin:

My meditations on Your name aroused me,
They set before my face Your acts of love,
Revearled to me the soul that You created—
Bound to me, yet past my understanding.

My heart beheld You and was sure of You,
As if I stood myself at Sinai mountain.
I sought You in my dreams; Your glory passed

Before my face, on clouds descending, landing.

My thoughts awakened me to rise from bed,

To bless Your glorious name, O Lord, commanding.
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Translation by Dr, Stanley Nash and Deborah Avery:

My reflections have awakened in me
An awareness of Your holy Name.

And they display Your gracious deeds before me
They make me understand the subject of the soul

Which You have created
It is connected to me and yet,
It is beyond comprehension for me.

My mind perceived and believed in You with such certainty

—-—




As if T had been one of those standing at Mount Sinai.

Seeking You in my most mystical reveries

Your Glory passed before me and the cloud of your Presence descended over me.
These deep reflections prompted me to leap from my bed -

In blessing Your glorious Name, Adonai.

With the poem K’vod’cha, we move to another level of Halevi’s poctry, This
poem is more complex than the previous poems in Schalit’s song cycle. We are moving
with the poet past the mere dream of behvolding God’s Presence to the cusp of mystical
vision.

The poem, K 'vod cha begins with the poet meditating and becoming aware of the
mysteries of God’s name or essence. Halevi’s attempt at mystical experience is palpable

in these phrases. The tradition of Jewish mysticism is finely linked with God’s name. It is

common for a Jewish mystic to use the tetragramatton, the four-letter name of God, to

meditate on®®. Scheindlin writes that Halevi’s thoughts awakened him, rather than any

other morning noises®’. His initial reading slightly changes the meaning of the first
phrase. It seems, however, that despite Scheindlin’s interpretation here, it remains
possible that his reflections have actually awoken something inside of him: an awareness
of God’s name. This meditative achievement appears to be a primary goal of the mystic.
Beyond this experience of awareness, lies the encounter with God’s presence.

With the awareness of God’s name comes knowledge of more than mere words.
Though the soul itself stays beyond comprehension, the poet finds an ability to
understand his connectedness to a soul that was fashioned by God. Each morning, in

Birchot HaShachar, the prayer Elohai N’shama, is recited. There seems to be a

% Gershom Scholem, Major Trends in Jewish Mysticism (New York: Schocken, 1941),
56, 133, 137, 210, 213.
57 Scheindlin, 167.
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connection here to Halevi’s motif in this poem. The same word, y 'tzartah, with a mapik
in the frey, means “You created her/it,” in reference to the soul. The prayer, Elohai
N'shama, speaks in depth of this soul that God created:
Elohai, n’shama she natata bi, thorah hi. Atah v'ratah, atahy’tzartah,
atah n’fachtah bi, v'atah m’shamrah b’kirbi. Kol z’'man, she han’shama
b 'kirbi, modeh ani l’fanecha.
- God, the soul you have given me is purc. You formed it, You created it,
You put it in me, and You guard it within me. All the time that my soul is
within me, [ am thankful before You.
This could give us another context for the deep reflections Halevi is speaking about. At
the end of the poem, the poet leaps from the bed. Perhaps he was meditating, and perhaps
he was sayingvthe morning prayers. While we are given no real hint as to when the hour
of Halevi’s deep reflections take place, Scheindlin apparently agrees that he awakens in
| the morning, because he writes, “Neither the morning sun nor birdsong awakens the poet
here.”
The soul remaining beyond comprehension is mysterious. According to Rabbi
Larry Hoffman, there is no real reference to the soul in the Torah. The only time it is
spoken about is in the beginning when God breathes the breath of life into Adam and
Eve. Here, the soul is actually the breath of God. Rather, the word we use today for soul,
neshama, means breath in the Torah®, Halevi, however, uses the word nefesh for soul in
this poem.

When the poet says, “My mind perceived and believed in You with such

certainty, as if [ had been standing at Mount Sinai,” we know that he is speaking about

%8 Scheindlin, 167. :

% Rabbi Lawrence A. Hoffman, Traditional Prayers, Modern Commentaries Volume 5:
Birchot HaShachar, (Morning Blessings), (Woodstock, Vermont: Jewish Lights
Publishing, 2001), 127.
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the revelation of Torah at Mount Sinai as the ultimate certainty of God’s existence and of
His having chosen Israel. When Halevi continues, “Seeking You in my most mystical
reveries, Your Glory passed betore me,” what comes to mind almost instantly is God
passing before Moses on Mount Sinai and not allowing Moses to see His face. Scheindlin
finally comes to the point that after all this “revelation” experienced by the poet, he must
not have been referring to a physical wakening in the beginning of his poem. Halevi was
experiencing a spiritual awakening, if not a prophetic dream’. Scheindlin writes:
For the religious thinkers of the Golden Age, the revelation on Mount
Sinai represented the highest level of spiritual development attainable by
mortals, and Moses, the man who had come closest to fulfilling this
human spiritual potential. Halevi’s dream is thus in keeping in a general
way with the religious sensibilities of his age.
Perhaps in his dream, Halevi—obsessed as he was with the national
history and seeing revelation rather than creation as the central fact of
religious life—translated the theme of his meditation into the language of
this particular biblical episode and woke believing for a moment that he
had experienced a “vision of God” comparable to the one beheld by the
ancient Israelites’.
As this is the fourth poem in the Schalit song cycle, we find again that there is a
simple progression from one poem to the next. The final culmination of this poem results
in the transformation of Halevi from a wistful poet, hop<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>