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INTRODUCTION 

The purpose of this thesis is to provide a cootenw.l framework for and analysis of 

the sacred works of composer Fred crick Piket (I 903-1974). A p~ music theorist. 

professor of composition., conductor and most significamly, a cam.poser, Piket achieved 

notable recognition in Europe 2ll.d America with the publication and pciformance of his 

secular orchest.ral, vocal, and chamber wor& as well as his prolific outpouring of sacred 

works for the syxugoguc. 

Frederick Pik.et did not come to writ.c sacred music wnil the latter part of the 

l 950's. His compositional style wu alrc:a.dy well-csublished and devdoped, having 

completed c.nca.sivc musical studies in Vienna. Bcdin., and Barcclo.02. The great 

co.m.postts of the late nineteenth and twentieth century such as Debussy, Strauss, Mahler, 

Bartokand Hindemith were among Piut's greatest influences. Piut distinguished 

himsdf among the composers of the twentieth cc.atwy through his ~ of several recwri:ag 

techniques or devices including sectional COlltrast, in.dependence of voice and 

accompaniment, ostinato passages or motifs, recurnnt use of pa.rallc.l motion and blocked 

chordal passages, as wdl as an occasional use « the nu.sach and Jewish modes. It was 

Piket' s skillful uriliz3tion of these musical techniques which gave his compositions their 

unique sound and flavor. his imporwn to note that even though one can cite cxmiples of 

nus.ch in a number of P.ikct' s works. it h2s become clear through musical a.nalysi.s as well 

as speaking to students and collc2gues that Pik.et had an aversion t.o being coafuied to 

what he thought were strict musical fo.anulas. Piket described his reticence t.o using 

nusach as an "allergy", thw the title of this document. 

The chapt.cn ahead will provide an in-depth co.ntcnuali:zaton for Piket's sacred 

music by pnmdiog iosight iat.o his musical background and training, Jewish eduation 

and idear.ity. professional encavors both in Eu.rope and America. as well as personal 

accoww of his litt fmm funily, friends, and colleagues. Further,~ will be an analysis 
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of Pih£' s musical style including an exami.oation of the musical influences which hdpcd 

sh.ape it. Following a close look at this musical language. there will be an in-depth analysis 

of several of Pi.kct's sacred compositions which best exemplify these recurrent 

compositional techniques. Lastly, this thesis will include a comprehensive and complete 

a.ta.logue of both the sacred and secular works of this imprcssivdy prol.i£c composer. 
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CHAPTERONE 

"It is just a little over ten yea.rs since I cntCRd the fidd of Jewish sacred music. first 

as an organist a.ad later as a.a arranger and composer. I must confess th.at I myself 

can hardly believe that I am here today as your guest a.ad leeturer. Let me say that 

I am very proud of this and also deeply moved because I fed I have, so fu-. offered 

JjnJe to deserve this honor. God willi.ag, I hope to bring you more in the future 

a.ad to please you with my work." 
-F reden.ck Pikct in his lecture for cam.ors presumably at 

Hebrew Union College: Music of the Synagogue: Yetterday, Today and 

Tomorrow; [ ca..1950] 

It is a care musician who possesses e:ttnordim.ry skill and ability mixed with a 

humility of soul and graciousness of spirit. As a composer who possessed both, Frederick 

P.i.kd s impressive talent as wdl as keen musical mind became the vehicles th.rough wh.ich 

he was able to mak.c a name for himself as a conductor. theorist and composer. 

Pik.ct was ham en JanU2l)' 6, 1903 in Istanbul. T w:kq, to parcm.s Josef and Paula. 

His musical bleou emerged at the age of 6ve when he began to study the violin. While be 

never would have considered h.imsdf a "violinist", Pik.ct played the instrument wdl into his 

high school ycan. From 1924-1929, he was given the opportunity to study at the famous 

Vienna State's Academy of Music. In order to be a more fully rounded artist, be also 

immersed himsdf in the study of pim.o and music theory. 

After fi.ni.sh.ing high. school at~ insistence ci his f:a.th.cr J 0$cph who was a 

physician, Piket was urged to attc:nd medial college for two and a half years which he 

did. albeit rductantly. This was a period of his lift th.at he did not often wish to ~ 

often commenting that medicine neither fulfilled him professionally or pcnon.ally. Afur 

years of succumbing to his father's wishes, Piut fin.ally decided to devote himsdf fully to 

his true mt.crests of piano, music theory, and cooduc:ting. He ezprcsscd his ulcnts for 

music theaiy spccifially, diroughcou.nurpointand compositi.o.o. It was his hope th.a~ 

spemJ cco<:eurx:ar:ioo in all of these areas would prepare him fur .an eventual c:arccr as a 

conductor. 
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On August 19, 1928, Pikct nurried his fun wife, Erna Galles, and io 1930 they 

moved to Berlin, Germany, where they rcnuined uncil 1933. During these ycm, Pikct 

held various posts as conductor for opera and operetta companies in Austna, Swit:z.cmnd. 

and Germany. While his primary focus during these early ycus io Europe was 

conducting, he al.so displayed a special fondness and unusual flair for composition. His 

talents were honed and refined through regular attendance at student master classes and 

workshops. ~ enrolling io composition courses at Bcrlio.'s M usikbocbscbii.l~, .it did not 

take long for his m.ao.y cff orts to be discovered and encouraged. Piut W2S awarded a 

scholanh.ip to study at the school's master class for composition headed by world 

renowned teacher and composer, Franz Schrck.cr. 

Unfortun.atdy. io 1933, only scvcr21 months aft.er ha~ begun his studies 2t the 

Musikhocbschul.e, HitJcr's rise to power in Germany forced Pik.et to migrate to Barcelona. 

Spain where he remained for the next seven years. The Spanish Civil War made 

conditions unusually difficult for a foreign composer in Span Pik.et was forced to give up 

his wo.rk as a Compose! in order to devote him.self to the mo~ lucrative professions of 

pianist and violinist. 

Ifl admit th.at I was bom .i.n 1903, I can't expect tb.c public 
to take me for "you.ag and promising", and I do like to 
think of myself as you.ag and promising at~ though 
not so young anymore. I lost too many years on account 
cl W2n and political uphC2V2h in Europe. and really had 
to swt my carcct from saatch when I arrived in this 
country, siz years ago. 1 

Eventually, as Pikrt was better able to sccurc hirnvlf fimnwlly, he was ttady to 

once again tum bis anun:ioru primarily to theoiy and com.position. While in Spain, his 

accomplishrncntt .iii these arc2S continued to be rccogmz:ed and rewarded. Not even two 

years mer having rcccivcd his academic scholanhip to study at the Maaiibochrchiik, Pikct 

1 Frederick Pwt to music~ David Holden, 5 June 1951. trmJCJipt in the hand c:l Cynthia P.iket. home caD.ecrioo, F1usbing. New Y om. 
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was aW2rded Barcdona's ann.tnl Mendelssohn Award for his outru.ndingmusicianship and 

achievements in theory and composition. 

ln 1940, Pi.ket., at long last. received an iromigr:2tion visa to the United States 

under the pre-war quous. These early years in the new country were difficult for Piket 

both personally and fin.an.c.iaJly. Shortly after their arriva.l in America. F redcrick and Eau 

divorced; their rnacriag,. had grown increasingly turbulent since their yeus together in 

Spa.in. There were no children &om their marriage. Financially, the challenge of finding 

work in America. proved to be particularly trying and in order to make ends meet., Pi.ket 

was forced to wodt long hours at a vast uray of jobs. "I took anything that came along; 

arranging~ teaching campositio~ anything at alL"2 

In I 946, Pi.ket gained full United States citizenship. During these C2dy yea.rs in 

the Unitt:d States.. he wrote several compositi011S th.a.t gave testimony to his growing 

intucst in the cultural ba.ckground of his new country. After .residing .in America. for only 

two ycan, he composed a suite for orchestra called Tbt FunttUS which was based on the 

period's popular comic strip dw:lctcn such as the Gumps, Superman. Orphan Annie and 

Gasoline Alley. The Funnies were a way in which Piket was able to pay homage to his new 

countiy by dcwting tD the concert plafonn the sharp C'9aluation of our culture and the 

tcm.pttamcnt which often emanated from American cartoonists of the time. 

Clcvcdy written, "The Fwmics" mimic their prototypes in so 
fu that they represent the an of kaleidoscopic chmgc. Comic 
strips being the record d momcnt:uy incidents, it sttmed as 
thou,h Mr. Pi.ket's music likewise sought to rnioirom: music's 
time &ctor. However. the composer is a skillful mftsmm and 
acccxnplisbes some ckver straka. 3 

Amoog bis other exly Amcrian wmb w. his mischievous a.ad amiably d.issooanr 

overt.uteC1111amluusert1>&Amtricaff P/,ay as wdl as.V~ fqrOrrhutnz on 'Go DtHDn 

2 Ibid. 
31v:rit:wofTiwF1111ttUS, by Frederick Piket. T""'1rt() Gub11mJMail, [Date 

Unknown]. 
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M ous ~ a piece which drew its style from the Viennese school of the first quarter of the 

centwy. Cb.anct.cristic of this school was a free linear concept, a duk coloring of 

harmonics as wd1 as various rhetorical dcvi.scs and concise structures. 

This is no derivative work. W 1th.in the fume of the Viennese 
style a genuine personality can be disccmcd. Mr. Pikct's free 
trcatmcot of his mdody has an emotional as well as a structural 
basis. And when the theme returns in the seventh vuiar:ion 
augmented and in muted brass from above a solemn kettledrum 
ostinat.o, its ~cndod d~opmc.at produces a powerful effect. 
The work is full of ideas and imagin;atioa. 4 

As his prottssi.on.al ~ in composition began to take Bight, Piket's personal life 

blossomed as well He dated and fell in love with Cynthia Nelson and on October 19, 

1952theyD121lied. 

W c dated for about two years before we maaicd. What attracted 
me to him? I lihd the ~y he thought; I llid the ~ he spoke. 
It sounds so comy but I think. I fdl in love with his hr.am. 
The other men were just boys in comparison. Of counc he was 
older and that w:as 2ttr.1.ctivc but it wasn't just his age; he was a 
very interesting person. There arc lots of people who arc 
mature in age but not in the head-not him! He wa.s always very 
m.atu.tt and I liked that.5 

Cynthia and Frederick had tbrcc children: Joseph., Paul and Roberta. Both Joseph and 

Robcrt:a have followed in their fu.hcr's fooutcps and have dcvot.cd thcmsdvcs to careen in 

music; both arc pianists and enjoy teaching privately as well as pcrf orming Roberta has 

also done a coosidmhlc amount of her own composing and recording. She has played 

professionally as a sidcwoman with jazz gl"C21S such as Bco.ny Golson and Joe Williams, 

4 Review cl C"1"t4mRasurmh~P/4y, by Frederick Piket. C~ 
Daily~ 15~1950. 

5 Cynthia Piket, intcrView by author, 21 June 1997, FLllbing, New Yoik, tape 
recording. 
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aod has been a featured guest oo Mwn McPartland's Piano Jazz. the acclau:ned National 
Public Radio Show. In November 1997, she rd~ed her fust CD as a leader, entitled 
U,Jn,o/un LiM, produced by &due Bcir.ach and available oo Criss Cross Jazz. Pikct's 
middle son. Paul.. works as a proofreader for Shearman and Stcrlin.g I.aw fum and is 
cuacotly studying computer prognmm.i.og. 

Hts children were the apple of his eye. He adored them and they .dorcd him. I think th.at having had them later i.n life made him a bencr fat.her. He always aude time for them no matter how busy he got. He really cojoycd thcm,_onc of his hobbies was photography. I rcmcmbtt th.at he lo~d to take picture of dK kids. He wou.Jd take sequences of photos and unnge them so tmt they would tell a st.cry. like mim.a.tion.. There were ti.mes ttl21 he would be pl.tying with them and he would say, "quick.. go down the slide again. I want to get a 
picture of you doing thatl" 6 

Be.fore Frederick Piuc became acquainted with aod inccrcstcd io the Jewish 
Morm movement a.od i:u music. he b2d largdy been both a secular musician and Jew. 
Jucbism had always been an important component of his life yet his f.amily had oot bcco 
puticuwfy obscrvmt. He did. however, always possess a ruong Jewish idcority. He 
fiequcntly questioned a.ad wrestled with his ideas of Judaism and God yet m.aiouioed an 
unfaltcri.ag commitment to aod pride in his fuTh_ 

6 Ibid. 
7 Ibid. 

He did fed very ru-ongly about his Judaism. I remember one year when he was serving as o_rganist io Whiu Pla.im the synagogue's choir was invited to sing at a church for a special Christmas service. Fred thought this w.as tca:ihle! He said. "When they sing our Hanuk:bh songs, then we'll sing th~ c.hristmas arokl" He CC2liy felt strongly ahout this. He felt th.at since we were the minority, they had to show us first. 7 
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While Piket fdt ru-oog.ly about his heritage a.ad identity as a Jewish adult, his ideas 
were formulated from an education he received as a young child attending religious 
school Du.ring this re..ugious educanoo. although Pikct learned to re.ad Hebrew, he was 
the fun to admit hu kc.k of knowledge of the written word. Although he became Bar 
Mirzvah at age t.hutce.o., much of his formal learnio.g stopped shortly therc.tttcr. Furuly 
celebration md observance of major Jewish holidays played an unporunt role in the life he 
shared with Cynthia yet he did so with Li.rue foanal Jewish education as a founcktion. 
Most import:lDt to Pik.et was that his children be raised as Jews. 

We ob~ed Jewish holidays and such. you know, we lit Sabbath candle1._thcrc was a ti.me when we were discumag having ch.ild.rcn a.ad I remember him $2}'Ulg, "You know, I'm not rcilly all th.at rcligiou$ but the children do need something. We decided th.at when we Jud children. they were gooig to have a Jewish educ:ation.8 
Up until the 1950s, Piker's seculaccomposi:cioos achieved noablc recognition with 

a number of his orcb.cstral, vocal and chamber works which were both ~ormed and 
pu bl.ished. Scvttal cl his orchcstn.l wor:ks were pcttormed by the N cw York Philharmonic 
Or~stn under- conductor Dimitri Mitropoulos and assistant conduct.or F ranee Auteri. 
Pik.et's compositions were also tt«{ucntly pctfoaned by the BufEaJo Pbillwmonic 
Orchestra.. the Chat.aqua. Symphony Orchestra., Saint Ma.rtio's Llttle Theater, the Fort­
Wayne PbilbarmoaicOrchcrua. the Minneapolis Symphony, the Open Th.cater of 
Wcstehcstcr, the Actors Opera, the TorontO Pbilbacmonic.asv.."'Clluthe Indianapolis 
Sympbo.nic Otchcru-a under Fabien.Savitsky. 

With a young f:amil.y to feed, the late 4-0s and culy 50s were particularly ~ 
fuwicially for the Pikcts. Frederick spent a great deal of time co.mposi.og secular music 
and frequently rupplcmeatcd his income through trul.Scribiog and arranging other 
compose.r's music. lo the cady 50s, he took a job playing organ ~t the Jewish C'.om.mwiity 

8 fbid. 
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-
Center in White Plains with ~tor luymond Smolovcr. These ycan w~ charactcriud 
by a great deal of religious searchiog and Jewish education for Pik.et.. In 1955 Pilt.et acccp~ a position as musical director of the F rec. Synagogue in Flwhing, New York 

where he remained until his death in 1974. 
It was oot .long after Pik.et's association with the synagogue in Wru~e Pk.ins th.at 

anton a.ad publishers of sacred music began to uke notice of h.ts talents and success as a 
composer of secular music. Beginning iu the early 1950s, Piker wu approached and as~d 
to try his h.md :tt composing music for J ewuh ~c. settings. From the onset, Pik.et 
regarded the compositioo cl Jewish mu.sic as a wonderful c.hillcngc. both musically and 
spiriwally. The more involved he became in this venture.. the grc.a.t.cr his cmhuswm grew. Fred's idea to compose Jewish music swtcd out for very 

pnc:t:ical reasons.. To put it quite simply, tbc.rc was a need 
and Fred was there_ He had been~ organ music 
m the synagogue and be felt th.at woufd help him compose. 
That i.mroduced him to liturgical music and from then 011 he 
composed sacred music....Hc loved the acative procest of 
composir.ioo; it cncrgizcd him and gave him a certain life­
fotcc...I don't know if Fred's love for composing Jewish 
music came out of his Jewish uphringjng or if th.at was 
something that dcvdoped as a .rcsutt of what he lcuned 
lattr on when he started to compose. My guess is th.at it was 
the latter. 9 

A ruoog desire to further educa.te himsdf came primarily as a .result of a growing 
aced as a profcssiooal music:im. working in a Jewish setriog- Pik.et's educ2tio11 was informal 
io 02.tUCC. He .cmde use of th~e around him; frequently questioning friends, clctgY and 
fellow colleagues about Jewish t:n.d.ition and practice. He immersed biDW'lf with study of 
Jewish modes and nusxb Further., he rccogn.iud a need to bettc,- &rniliariv himself with 
the liturgy of the Jewish sacred remcc. ~cause Piket's knowledge of Hcb«w was limited 
to that of ooly an ability to read the language. he would frequently .inquitt as to how to 

9 Ibid. 
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prooounce words before setting them to music. According to N.1U.sha Lutov who sang 
under Pik.et's directorship at the Free Synagogue in Flrnbiog. NY: 

Fred didn't really know Hebrew. He could re2.d it but 
couldn't undcma.nd it. l remember that it was alwiys 
very import.mt to him to follow the mtural speech 
patt.cro or rhythm of the langwgc in which he was 
composing, be rt Eoglish or Hebrew. He would a.sk 
us to individually say or read sam.ctbing to him. T hea 
he would imitate the rhythmic patterns in bis music 
the way ooc would speak it. 10 

As a composer. Pikrt W2S always deeply coruciou.s of v:ui.a.tion.s of musical thought.. 
He was convinced th.at music should be undcrrtood not just by the composer, but by the 
aud.ica.ce as wdL It was this particubr philowphy of music io gcncnl th.at conditioned his 
attitude towards writing Jewish religious music. "My only guide to music ha.d always bee.a 
this test: Is it good music or is it cot good musicl" Of the utmost importance to Pikct 
was 

e%ccllcnt mtwciaoship and thorough tnining io the craft of compositi.oo.... One nttds the real sp2£k of divine inspintioo th.at permeates one's work and gives it th.at uniq ue and personal 
fkvorwhich we call originality. 11 

For the purpose of bccamiog more acrivdy involved in the compositioo of music 
for the Jewish service, Pi.ktt took up more serious study of atgan- He needed to a_cquaint 
himself with the variety of Jewish modes a.swell as with the woi:ks of the grt2t Jewish 
composcn of his time. 

I became acqumned with the wodts of a few living 

10 Natasha Lut.oV, intcmcw by author, 18 June 1997, New YoLk.. New Yo.ck. tape 
recording. 

11 I...ccturc for camon prcrumahly at Hebrew Union College: M IUk of the Synagqpi: Yutnday, Today mtd T (Jffl(lm)f/); [ ca. 1950]. 
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synagogue composers, a.ad there, after all. my critical, 
secubz- mind saw music. That was the music 
of men like Binder, Helfmao, Frttd and Fromm-
to sum a. up: Th.is music is not anymore the 19th century 
M cnddnoh.o.iao clichc of Sul:ztt and Lcw:uidowski; not 
2-0ymore the endless colleaion of 4-pa.rt harmony-book 
ezcrciscs of the Rwsun-Polish cmtorr, 2-0d it is not mymorc 
the supcrli~ md ba.o.al tum-of-the-ccm:wy operetta 
style of Spicker wd Spargc.r.12 

Professioo.afum was of the utmost. imporunce to Pikct and for this reason he was 

never very cnthuswtic about wockin.g with either children or am2I.Cut'S. Moreover. he had 

little tolcra.nce for someone who called him/hcrsdf a composer or musician yet possessed 

little musiciaruhip or sk:ilL According to Can.toe Ho~ Stahl who studied under Pi.ket 

at Heb~ Union Coll.cge-Jewish lostitutc ofRdigioo; 

As a teacher be was very demanding md critical He bad oo patience 
for those who didn't care about their a_cademia. Fred h.a.d bcco 
known to take a piece of mu.sic that a rtudcnt had written md 
&crally throw it io the garbage in fro111 of the stud em if he didn't 
think the nudcnt had tried. But. when you produced. and he 
thought the pi.ccc truly had merit,, Fred was the most nurturing 
kind person you~- 13 

Pik.et also had high staoduds fur any musician working under his directorship. While 

serving as Musi.cal Director a.t the Fr~ Synagogue of Flushing, NY, Piut ha_d the privilege 

of conducting the tcmpk's profcssioml q1.12rU't- The opportunity to wodt with tttioed 

voices was particula.dy enjoyable fur Pi.ka, for he had great. respect for a singer who 

combined musicality with an iotdligcnt approach to singing Rd"c.rring to Piket's mitudes 

of those he worlted with and wrote for: 

I was in his temple choir at least seven years md I had 
rcpb_ced a great opera sing-er named EJizabeth Manion 
who bad a humongous voice. One thing about Ftcd was 

12 Ibid. 
13 Cantor Howud Stahl iatcJVicw by author, 25 December 1997. New Y otk, 

NewYoi:k. 
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that he loved big voices. And among all the opera.tic 

voices in the world, the ones he loved best of all were the 

sopranos. What he liked best in a voice was the beauty of 

tone and expression. He enjoyed someone who could 

make mwical sense when they sang- that was e:nrcmdy 

import.ant to him. If anything was left over he loved 

a voice with power. Lois Bovais was the grea.t love that 

he b.ad. He loved everything about her. He loved the W2Y 

she phrased mwically and he loved her understanding of 

music. I think tb2t he just ad.mi.red her overall approach. 14 

Over the years, and particulariy throughout the course of his work as ti.culty 

member at Hebrew Union College and as Assocute Professor at New Yark University, 

Piut was often called upon to evalullc and critique the compositions of both students as 

well as fellow colleagues mttrestcd in his musical insights and knowledge. In his swdy and 

malys:is of these works, Piket, above all else., always maintained a.o erucmdy critical 

musical eye and ea.r. He shunned the use of what he termed, "fads of the day" and 

believed fum.Jy in a strong knowiedgc of and hmiliarity with "the great. masters of all 

time". Pikct fdt that this education was essential fa any musician aspiring to become 

1a10wl.kd in the areas of theory and composition. In a note to one of his swdent.s, he 

wrot.c: 

Dear Joseph*. 
I am sony tb2t my comment on your 23rd Psalm is 

going to be mostly negative. The piece is really not more than 

a b.aanony student's attempt to set the ten for four voices-I 

suggest tb2t you settle down to study composition with a good 

teacher for a minimum of tlutt ycm. You should work, at 

least far a year on counterpoint and you should forget about 

12-tonc and other "fads of the d2y". You should acqwint 

yourself vt.ry thoroughly with the wo~ of the grca.t mastcn 

of all times. including "modems" like Debussy. Strauss, Mahler, 

Hindemith and Bartek. You arc undoubtedly vuy gifted.. but 

thett is no shortcut. to tcchoical m.astery.15 

14 latavicw N. Lutov. 
15 F.ttderick Piut to Joseph Cohen C-mmc changed to protect privacy), 12 July 

• tranSCript in the hand of Cym:bia Pi.ket, home collcction. Flushing, New Yor:k. 
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Pikct. often commented that he found the sacred music of Binder, Helfinao, Freed 
and Fromm. to be thoroughly impressive. Each utist possessed high levels of musicianship 
and thorough tnJ.ni.og in the craft of compos11100- Their deep seriousness and unyidding 
devotion to the 2ft of roakiog mUSlc for the synagogue were qual.iI..ies that Piket est.cc.med 
above all dse-

F redcrick Piket was never a composer interested merely in fame or fortune- This 
would not have been enough to suru.i.o him. Over and over again, in suu.ments to 

audiences. journalists, and music critics. Pi.k.et a.sscrtcd that his prim2ry goaJ as a composer 
was t.e create music which would be pleasing for his audience. This was the ultimate 
reward for Pi.ut. 

W c. composers, ml.UC speak a musical language that its 
congregations an grasp. They must not be too difficult 
for iu pcrf om:icrs to aecutc... In presenting my own music 
to you, I hope to do just that: to offer you m.atcri.al that is 
fresh and int.c:rCSting and a welcome change from the '"old 
routine; mwic dntis melodious. hm:nocically dear, 
struccurally simple md waan in expression. so th.at it may 
appeal to the o.atunl mu.sic sense of an audience without 
ccsorting to be com.m.onplace-1 fumly rnaioraio that a 
composer should write for the C2.lS of an audience, not in 
pW"Swt of intellectual goals or &1 lacious theones. 
Applied to our synagogue music. this means wt the 
composer should not write in a ncuum. Radicr, he should 
W2.tch the rca.ctiai of his congregation. Specifically, he 
should refrain from abstrose idioms, compliatcd foam 
and wcccssible structures. He should write melody first 
and think humoaially scco.od. 16 

Pilu:t strove to compose music which would be accCS1ihle to his coogttgaats. He 
hoped to move people and educate them. through aposurc to new melodics. sounds and 
cxprcfflOns. Tau were always e.nrcmcly important to Pikct and he took great ca.tC in 
choosing them. Afr.a finding something that be felt was special or unique. Pikct would 
strive to ap.rcss the ten musically. He had a tremendous fondness and ability for 

16 Lecture Hebrew Union Collcgt. 
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languages and loved the study of them_ During his school years. Piket nudicd Latin, 
&glish as well as his 02.mrc language of Germ.an.. Throughout his adult lif c he also studied 
and easily absorbed both Yiddish and Spanish. 

I had a friend from Uruguay when I "-'as liule and so she spoke Buco.t Spanish. I remember she and my dad speaking Spanish together. Later on. she and l were spcaki.og and she lud thought my dad was Spanish because he spoke the language so fluently. I remember saying, "no, my dad's Austriw" and she s:aid.. "No. you 're a liar, your d2d is Spmish, we spoke Spanish together!" 17 

While trying to cater to the musical tastes of those for whom he wrote, Pi.kct.' s 
compositions revolved around wlut he viewed to be a very specific musical purpose. In 
other words, he did not compose a "Jewish" sowid.ing mdody simply for the sake of 
writi.og one. Piht did not have great appreciation for a considerable portion of the J ~h 
mwic considered so iougra1 to the rich heritage of Jewish ethnic musical tradition.. lo 
particular, he dis.liked folk son.gs. often finding them too "cute" or too "popular". 

The use of folk songs for the creation of tcriow music 
W2S a n.d of the tum of the ccntuty, growing out of the frustntioo of the compoSttS who didn't know where to tum oc:n...Music coosistc.ntly based on mdodics c1 a.c:ially Jewisb origin. given their close idcnufication with the cbaiocd-down harmonir rbiokiog of a hundred ycm ago, will always be imitative and derivative. Just as it is plainly stupid when ,omc compotcn think they ace creating "American" music by usmg hill-billy motives for purpon.cdly serious · · 18 composruao. 

Above all, Pikct valued music of depth and subswi.cc and strived for both in his 
own writing. He hoped to create music which would be fresh and interesting, and a 

17 Roberta Pik.et. inwvicw by author. 27 December 1997, Broo~ New Y ruk. t.apc iot.ervicw. 
18 F rcdcrick Piket to Hcmiao Bcdinski. 2S April 1951, transeript in the hand of Cynthia P~ home collcctioo. Flushing. New Yock. 
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wdcome ch.a.age: from the "old routine". During the two decades in which he: wrote. he 
frequently acknowledged that contemporary American synagogue music did come a great 
dilt:mce to establish rtsdf. Commenting on synagogue mUSJ.c. he fdt th.at there was sti11 
room for growth and dc:vdopmc.nt. 

The: ach.ievcmc.ors of some: of our composcn ha~ shown wt m wic created io our own t.i.Jm c211 equal and perhaps even surpass th.at of past generations io its ca,pacity to inspire ~ worshiper and add beauty and dignity to the prayer service:. More is nc:c:ded.. howc:vcc, if we aim to bri.og new, fresh mwic.al thought to the: average American synagogue-. Why should we not enjoy these little melodics and childish harmon.i:Z2tioas th.at we grew up with and to which we are emotionally tied? I will td1 you why: Simply because the words of our liturgy arc too grca. too import.an½ too bca.utiful. too powerful to be left forever to the inr.crprctatioos of those small mwical am.at.cun. To hear the grc:zr pronounc~t of "Sh 'ma Y-ssncl" sung to the waltz-time: melody ofSuhcr's makes my hair stand up and it should do the same to you.19 

While: Piktt's interest and love blonomcd for the composition of Jewish sacred 
mu.sic. he simultaneously conci.n.ued to writ.t scrular music. Throughout his compos:ition 
c:arcc- Pikct ha.d composed vmous b.rgcr sccub.r chonL opcntic 211d orchcrual works. 
These campositioas soon am.e to be a backdrop upon which Pikrt began writing J ewi.sh 
works of 2 grander scale. la 1955 he wrote Isaac lu,i, a one act opua set to the libretto 
written by Cantor Raymond Smolovcc. The open. was comm.i.ssionc:d and produced by 
the Westchester Opera Theater and tells the story of a rabbi who denounces the: idea of 
God yet eventually comes to the realization tlm it is not God's inhumanity to mm but 
ma.o's own inhumanity th.at is the c:iuse of so much of the e\'il and ha.trcd in our wodd­
Pik.ct frequently questioned humankind's suffcri.og; writing the opera was a way in which 
be w.u able to moic fully explore and cluify his own J cwisb philosophy and thought. hmu 
u vi ha.s ha.dover fifty perfoana.nccs throughout the United Sut.cs in numerow Jewish 

19 Lccturc Hebrew Unio.n College. 
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Community C enters and synagogues noce its cooceptioa. Both Frederick Pi..ket's sacred 

and secular choral works have been conductc:d by Robert Sluw and Hugh Ross and are 

currently bcmg performed Ul numerous colleges. 20d choral groups throughout the country 

mcluding New York UOJVcrs1ty .. -ortbwestern Uruve:rs1ty School of Music. Indiana 

University School of Music. The W~deo School Uwvers.ityof Idaho, Brooklyn Academy 

of Music. and Ithaca Colle.ge. 

While F rederic.k Piket ~sionatcly loved composing, he also ~oyed sb.ari.ag th.at 

passion with those interened in leam.ing from him. 

He adored being amoag young people. Here he was. an 
older pcrsoo teaching you.ager people- He had learned 
so much and was so cager to impart it to others. Y ou.og 
people, if they really wanted to lca.rn from him, g;ive him 
the opportunity to teach th.at he so wanted. Thu energized 
him and gave him life. 20 

Pik.ct devoted a considerable amount of time and energy to tcachiog. He served as 

Associate Professor of theory and composition. at New York Uaivenity and was also on the 

faculty at Hebrew Union College-Jewish l.nstiwte of Religion School of Sac.red Music 

where he uughthaanony aod composition. According to Cantar/ lubbiJon Haddon., 

who was a student of Pi.kds .tt Hebrew Un.ion College-] ewisb l.nstitutc of Religion in the 

late 60s, 

lo teans of music.. wodci.og with us was like a C adillac wor:king with a 
Studebaker. All we wanted to do was hit the high notes and sing the 
glorious music and he really wanted us to become more disciplined 
musicians. Fred want~d us r.o learn the basic tecluiiques of 
composition. He gave us wcckiy assignmcnt.H1othingtoo onerous or 
burdensome. He wanted us to write different settings- of the Ba.re.bu or 
the Sh'nu or the Adora.ti.on. for example. He was reinforcing of almost 
anything th.at we would come up with.. He was not insulting at all; he was 
pretty gentle. I always felt, tho+ that he must h.av~ _felt very . 
discoungcd. Herc W2S a guy with such great composruon.al technique-he 

20 lntcrVicwN.Lutov. 
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should have been te2.Ching at J uill.iar-d, Ma.ones, or Manh.a.u.a.o School of 
Music, and be 's worki.og wicb a group of singers whose last i:tem on the 
agenck was bow to write and arrange mwid 21 

Cantor Steve Pe.rlston who currently serves as cantor of the Free Synagogue m 

Flushing, N-Y where Pi.ket worked as orga.oist., recalled that 

When he was teaching, Fred always seemed enremd.y serious 
yet alwap with a heart of gold. If you got cbe mark of a "C" 
he would say such and such- If you got a "B" he would say 
something else but if be had to give you an "A", be would 
write oo the top of your paper, "Who did this for you?" Joking, 
of course but pointedly joking.22 

lo eithcc speech ormwic... Fccdcri.ckPikct was not the type of pcnoo who would 

=press h.imsdf wit.h ennoeous words or erprcssions. Nothing was stated which W2S.O't 

completely oec~. He chose his words carefully; when he did speak. mon. people 

listcaed. One of the mon striking c.h.anctt:ri.sti.cs of P~t's personality was his wonderful 

sense of humor, often tucked beneath a strong, almost severe enerior. With close family 

and friends, he loved t.o joke and play. Often be enjoyed the challenge of trying to say 

something funny while attempting to maintain a straight &cc. The fact that he found this 

humorous, made it all the more funny to others. One of his hobbies was cutting out and 

saving comic strips which he had found to be particularly cntertaioiog 

While comments to sw.dcms often could have beco perceived as put-downs, they 

were often sured mcrdy in jest.. Pihl could often be heard ~claiming, "You're not a 

musician. why are you rtudyingt' 23 Immedutdy a smile would creep across-his face. 

If there was a Mother's Day or a birthday, he would 
always gC't a funny ca.rd. One time. he sent me a Mathe.e's 

21 Camor/RabbiJo.a Haddo~io.terVic:w by author, 27 Dccembe.r 1997. 
Ridgc&ld.Connectirut, t2pc ncordiog. 

22 Im.crvie.w S. Pcdston 
23 Ibid_ 
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Day card and be couldn't find anything humorous. H e sent me a mushy card and he wrote on it., "it.'s au.ssing crus... .. " and then embellished .it a lmir- making i"f_ overly frilly- you know, to m2h fun. 24 

In addition to his wonderful se.n.sc of humor, Piut also b.d a sensitive side. 
particul.uly with his children. 

He was sensitive but he didn't wear it on his sleeve- Dad had a very c:asy going temper. I remember one time in which mom wanted me to clean my room. I was ayiog about it bcc:a.use I wanted to go outside and play. Mom said, "you're oot going anywhere Wltil this is done"; I continued to cry. Then dad came in and said, "quick. go outside" .J don't know how they resolved it later but I was out of there. Mom was always the tough ooe and da.d was the one with the $aft-spot. When he got a.ogry, he really got a.ogt}' but it. was very rare that I saw him lose his tcmpcr.25 
H e was ako cnrcmcly p.civau and introverted~ detesting a.aything ~t would draw 

attcmion to himself. 

There wu another composer whose came I'm aot going to mention but he always used to wear a beret. Well Fred thought that was so nfectcd! He didn't say it. to the man but he would commcct, "Come o~ look li.kc evcryo11e dse! You 're an utist. ~we you're an artist." He could be very social and nice but. was the kind of person thaL if you wue a neighbor, he wouldn't be one to go over and say, "Hi. bow are you, I haven't soen you in ages!" He did.o't want people to .intrude on his privacy and so he didn't want to intrude on tb.cin.26 

Frederick Pikct's life came to a ruddcn end on February 28, 1974. In 1959, 
shortly after his son Paul was born, he had been diagnosed with diabetes. Y ct the cause of 
his death wa.s thought to be an unrcb.tcd disease of sclerosis of the liver, a problem usually 
associated with alcoholism. However. Pi.ket was not -1 drinker aside from an occasion.al 

24 lntcrvicwC. Piket.. 
25 I.nt.ctview R Pim. 
26 lnwvicw C. Pik.ct. 
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be« with his dinner. He lived only a month after the diagnosis of his cancer, family. 

friends, stud~ and colleagues were deeply nddened by the news of his passing. '1-fu 

funcnl- everyone was there. The whole school pr:a.ctially. Everyone was shocked, 

including us." 27 

For months. lc:ncrs and cards poured in to the family to try to offer some son of solace 

and comfort. 

The two boys took Fred's de2th the hardest. Roberta was 
only a little girl, only eight, and I don't know if she truly 
understood_ She knew thc:re was a loss but the boys-they 
took it very hard. Robert.a once n.id to me, "If dad lud lived, 
he could have taught me so much." I remember that when he 
was sick. he couldn't play piano so much. He would s:ay to her. 
"you play for me for a while:; I want to hear you. "28 

27 lhid. 
28 Ibid. 
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CHAJYTER1WO 

When one listens to the music of Fred crick Pikct. sevcn.l f eatu.res are easily 

recogniza,ble. Oft~ his harmonics arc surk and bare. while at other times, his work has a 

ligbt, whimsical fed characterized by warm harmonies and luscious, expansive writing. 

Seaional cont.raSt, independence of voice and a_ccompaoimeot, ostin.a.to p~ or 

motifs, recurrent use of para.lld mocion .ad blockd chordal passages, :as well as an 

ooc:niorul use of the nun.ch and Jewish modes att among the musical tec:.hn.iqucs or 

devices which give Pi.ket's compositions their unique round and flavor. Pi.ket' s usage of 

these devices ~ his writing from 0th.en who c.ornpo~ sa.cred music during the 

same ti.me period.. 

While Pik.et's musical langwagc is multi-&ccted and diverse, this eclectic 

compositional style can be considered reflective of the complex nature of bis pc.rsan.ality. 

One striking chanctcrirtic of Pikrt's person.a w.s his passion fur and cornrnirmcar to 

writing n.crcd mu.sic for the synagogue. Pikct was extremely sensitive to the voices for 

whom he wrote and wdl-attuncd to the V2!}'ing rnusic:2l needs md dem.anca of the 

congregation. Having written for every major Jewish holid..y and life-cycle event, many of 

~ composiciaos can be pcrfoancd either with c:antori.al voi.cc alone or with both cantor 

choir. Pikct wu awatt of and sensitive to tbt fact that not all synagogues b.ave a choir 

th.w, he com~ music which made use of optioml choral involvement. This 

· cipat.i.on was an added cnh.a.occme.nt to Piket's compositions. foe the works C2.Il also 

· Oll as a smsfying and complete musical cmity even if no choir is ~ ~ 

· the vocal nttd.s of the c:aator in mind., Piket. frequently published his compositiom in 

thhigh and low keys. Additiamlly, within a compositi~ he oft.en wrote optiwi.al 

od.ic choices dcpcndiog on the singer's vocal nogc and ability. 

Music an be analyud by paying particular ~on to lwmonic, .cbythmic, and 

clodic formulation. Struc:tural analysis, which includes a close cnrnioation of phra.se_~ 
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fnan. adcm:i.1 and mocivic activity all pby critical roles in the tot.al ex:unin.atioo of much 

of the music that we study. F reduick Pik.et composed a majority of his music based on 

musical. models of the nineteenth century. Some of the characterist.ic features of music 

from this era were we.ll~eveloped structures, a rich and broad harmonic palene, expansion 

of orchcstnl possibilities, rhythmic experimentation, as well as high dram2 and emotion. 

Omer-Jewish composers who were Wliting during the same puiod as Piket. specifia.lly. 

Hd6nao, Janowsky, Freed and Binder we.re also influenced by nineteenth ccntwy 

compocition. Add.itioru.lly, the advent of the "CWd~-tone systt.m of composition a.ad 

other radical composition.al and harmonic techniques of the twentieth ce.atwy could not 

bdp but influence these young composu; who were llyiog to esublish their own. unique 

'90ica. The Jewish modal sounds of the synagogue were a furtherfouod.tion. upon which 

mete composcn added their distinctive twentieth ccotwy perspectives. 

Because Pikctcame to writ.c music for the syn.agogue muchbtcr io his career, his 

a,mpotitioml style had already been wdl~lished and developed. Pikrt was especia.lly 

iaftur:oced by the great nineteenth and twentieth century composers such as Debussy, 

Sr:n,ns, Mahler, Bartok and Hindemith. He felt passionately unimpressed by the two 

leading nineteenth century synagogue composers, S~ and Lewandowski. often 

commenting that their music was of inferior quality :nd subsuncc. It was Piket's fediog 

dm the musical 1a.ogu.ges of these two composers were simply incapable of capturing the 

.-,deur and signifionce of our linugy. 

Pik.et's classical music training nude him kccoly aware of the importance of clarity, 

tllUcturc and form. For example. the Vshamru from his F rid.ay cvc:oiog service. "The 

Seftnth Day" is a work in three ~ctions. There is an "A" theme in which he lays 

' . , 
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out the scale of the mageyn avot mode and esubl.ishcs a rec wring rhythmic pattern. 
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The B theme is a padando, mdodic line centered around B flat in which he introduces the 

&ab, Neapolitan chord. 
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_ Third, a development section in which the mdody is based largely on the rhythmic and 

melodic clements of the previous sections. 
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The accomparumeot pattern .is a rcru.tcmcnt of the mdody established in the A section. 

To conclude, Pi.kct sets the bS't line of ten to the ea.rlicr esublished B theme. .. . 
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lntcrescingiy, while many of Piut's o.rp.n accompaniments arc already quite rich in their 

onic language, the chor21 writing is often used merely for further tcnural 

enhm.ccm.cnt. In Vshamnt, the choral statements arc merely repetitions of the established 

motives, yet serve t.0 fill out the harmonies for a mo.re c:z:prcssive df c.ct. Pikct wcs the 

choir only to echo or rcitcntc the ca.or.or's stat.cm.en~ adding no new mwical matcri.a.l of 
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A second fe.rtu.re consistem io Piket' s writing is a fascinating interplay between the 

"0a.llinc and a completely i.odepc.odcor accompaniment. Each part.has its own di.sti.na 

entity with separate musical material and serves as a complete and whole musi,cal idea.. 

Pibt's artistry is evidenced by his skillfuJ jun.a.position of these st'eroiogly separate 

d cments, resulting in a finely balanced oecwork of tenure, rhythm and mdodly. 

Piket' s She ma Yfrrael, from his "Service fur Rosh Hasha on ab Morning"' combines 

dme distinct sections. 
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fbc right ha.ad accompaoiroco1 i.s an expressive line in thirds and meanders in a stepwise 

!l10tiai built around the B fbt natural minor sok Tbe le.ft b.aod is an ostto2to pattern 

:onsisting of .J -l; J' . Above th.is, the mdody l.S full of triplets and gradually 1.0cre2ses 

n intensity in a slow progression ce.otcred around the notes B flat. C, D fbt, and E fkt. 

::tcatitig a feding of auiest.yand dev2tion. The char.al response with accompaniment 

:choct in exact repetruon. The "Baruch Sh~", oow up astep in C minor, m.aintai.os the 

~ accompan.i.mcm pattern in both right and le.ft hand from the "Shem.a~ A section but 

:be .m.clody coatains oew mustc:tl mat.eri.al.. with more d.ramacic iarervilic leaps as well as 

~ rhythmic punctJ..tacion. 

His Ktdusba from the sune service is comprised of an accompaniment line which 

.n essence. serves to set a particular mood through tenure. (~e Appendix, F~ l ) 

Again. accompaniment docs not support the voice in any manner, nthcr. the vocal put 

aecms to float iodepcodcntly on top of it.. His repetition of a parcicular ide2 in the 

accompaniment is seemingly "tmnna" -like in th.at it sccms to transport the listener with 

ibe _p2ttem's perpetual restatement- The listener is further lulled through Pikct's usage of 

t:mric harmonies which arise from the chromatic and diatonic scalar pane.ms. The ide2 

ren.uns at the D sectiaa, now, broader-. incrcasiogly chromruc with a melody line which. is 

las lyrica1 and more rhythmically accented. It is intuesting to note th.at Pi.ht' s 

~opmcnt sections are often made up of clements that appear in a simple, lyrical fuh.ion 

liuhe A scctio.n and btcr rctum in a more complex manner which emphasizes the pattcr:n. 

o longer would it be considered "background tenure" but comes to the fordi-ont. with 

While many people perceived Piut as mving a serious and dark pcrsomlity, in 

Pikrt also possessed playful. almost child-like c.baactcristics which often were 

· ted in his compositioos. For enmplc. in the KiJJmh from his "Service for Rosh 

hann.a Ev~" his tbythmic p.ttem of J' ~o gives the piece a whimsical joyous, and 
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,Another example of this playful side can be seen in the Kidaush from his "Friday Evening 

outh Sa-vice" which is full of sparkling, light rhythmic dfecu a.ad obvious good humor. 

r, we of ocC2Siao.al syncopation gives the lisuncr a.a unexpected twist in the listening 

crience. His "leaping motive" found in the fourth and fifth measures reoccur 

ugbout the piece, giving it a graceful., dance-like feel. (Sec Appcndu, Figure 2) 

Piket expected tha_t the choirs for whom he wrote be of high musical and vocal 

can.ON'. Uolikc other Jewish composers writing ~oguc music at the time, Piket's 

companim.cnt lines rattly serve as mere musical support for the choir but iostcad., act 

epcndcntly, and as a .result. achieve hcighrco~d harmonic. .rhythmic and t.cnur2l 
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dl'ects. Piket oftc.o wrote his music for professional choir, assuming that the singers 

' 
poncs1ed sufficient music.al skill to remain unswayed by complicated and cootrasting 

accomp:a o rrol"Ots. 

A motive can ~ de.fined as a sho14 mdodic fragmc.ot and is often used as a 

coostructional dcme.m. in music.al composition. They are often distinguished by their 

mdock contour or shape as well as by rhythmic v.u:i.at.ioo. Pikct c.ojoyed pbying with 

motives, often introducing the lisu.ncr to a musical idea and then subrequc.otly developing 

.it.throughout the compositiao through the use of sequcoces, inversion, or imintioo.. 

Frequcotly, Pikct utilized a motive in the form of a rec urrent scakr ostin.ato pactcrn. 

Usualy in the accompanuncm, the pattern provided both a fof'W2t'd drive or momentum 

IS well as a rhythmic prcdicubilicy and grounding. Ao other very success.ful technique of 

Piktt was his use of repeated ostinato motive to achieve a desi.rcd te.n.w'C. In hi., May tbt 

Worw of My Mouth from "In the End", the descending ostinato motive of intervals of a 

minoc third followed by a minor sinh established in the fun measure of the piece in the 

acoomp:mimc.ot cootioue as a steady pulse on top of a simple, lyrical a.nd hushed vocal 
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The npetition is soothing for the listener in th.at there ue no jolts or surprises. The 

Olbmto pattern in the piano's higher tesit.ura may even be reminiscent of the sound or 

mood often crtited in an infant's lullaby. Wi.th his usage of a constant and repeated 

;arcnmp:aoime.m pattcm, Pi.ket., in essence. en.ables the listener to focus his/ her mention on 

the sign.i:fica.nce or immediacy of the sacred ten_ 

In MonaiMaLuh of the "Seveuth DayN, Piket has several different themes which 

arc de.doped throughout the course of the piece. lntcrerungl.y, Piket's motivic use of a 

bmkm triad and triplet pattc.m is based on the traditional K.abbaiat Shabbat nwach. 
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In tbc fun three me2Sures. the opening idc:2 of a broken triad followed by a .melodic 

aiplctis established. These fragments arc imitated in the accompaniment and return also 

in. tbc chon.l imiutioo of the same ideas. 
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Another recurring fotture widely characteristic of P.iket's writing is his use of motif carried 

o ut in parallel motion. Often, P.iket wrote an accompaniment with parallel unisons 

between the hands. P.iket's effect of par.illel motion. often in thirds, fifths or octaves., is 

tbatof a crisp, clean sound as wclJ as one of unity. ln P.iket's Mi Ch(l111,(Jcha of his "Seventh 

Day". parallel motion is dearly exhibited in measure eleven af the accompaniment line. 
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In P.ibt's Sb 'ma of his "Service for Rosh Hzh.a.a.ah Eve". the choir often responds in the 

form of panllel 6fth.s as is the case in mC2.surCS five through eight. The accompaniment is 

full « parallel octaves, fift.b.s and fowt.bs as wclL 
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caar:alhri'>O- Herc. in the choir's rcspoo.scs, he uti1a.cs parallel fifths and fourths . 
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lnhisIClddush of the 'Seventh Day", the accompaniment has an ostin.ato pattern of panl.ld 

triads moving nepwise up and down in the sim.ila.r lulling maotra-pancm cfuamed earlier. 

The accompa.oimcnt provides a ncady and constant foundation for a slowly uoravdiog 

md tender interpretation of the ten. 
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Y ct another promincor feature of Pikct' s compositions ~ his us-age of repeated 

.m.usial fragments in the form of an ostia.ato, e..itlicrcmplwizin.g thCll' mdodic contour or 

theirthythmic contcoL IDSbacbarAoalmbcba from bis "Seven SabbathSdectJoos", Pik.ct 

makes we C1 a melodic.ally fl.owing and legato so.lat on.imto which spans throughout the 

catim.yof tlie piece ma largely predictable formu.b.. (See Appcodu-, Figure 3) 

This is a wonderful ex.ample of Pik.et's fine pi.a.oistic wciciog. His undcrru.odin.g of 

kqboud technique is evident in all of bis compositions but this piece seems to be a rutun.1 

studyfot pianists (etude) in the an of playing ncady, even si.necoth notes with bcauciful 

pbnsi.og and sensitivity to dymm.ics and color. Sbtm'IC' Yimul from '"Th.rec Songs of 

Faith" ag:ain uses short, repeated fr-~cnts to create a desired mood. {Sec Append.a, 

Figute4) Pik.ct's ha.anonies arc hollow sounding with bis use of ui-tones aod limned use 

of dx third in the chord. After a short, winding crw.sruoa. Pikct fills out. the second verse 

with mttnth notes while rull evoking the same harmonic movement of the first section. 

Using an identical br::idge passage., Pik.ct begins the third vusc at measure 21 with the 

.tame notes from the A theme in accentuated. chordal augmentation. Now. the sound is 

marcao and imploring as opposed to the b,-giooiog's quiet, rocking fed or the second 

ee,:n. ,n's m oce excited, flowing movcmcnL 

A vast tm.Jonty of Pikct's munc does not possess a tr2dit.ioo.ally "Jewish" sound, 

widaiafrcquco.t usage of Jewish modes or ou.s-a<h However, we can ccruio.Jy cite awiy 

"""111Ckrful crnplcs of his beautiful usage of nUS2ch. For example, his Ocbi/,a Lael from 

me -sa-rice for Yam Kippur Aftcmooo and Conclusion" is a modem rendition of the 

ndiriotul High Holy Day nun.ch. 
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Pibt'• V'sbamru from his "Seventh Day", is clC2rly based on the mageyn avot sale. 

.. 

\ I I 

,,.. • r I ...__ ___ _, I ____ _,, 

lnhis "High Holy Day Moccing" sexvic.c. the sequence ofAvot througb.Ata Kadosh is 

y based on High Holy Day nusach with a sparse. simple accamparumcnt- (Sec 

Appcadix. Figure 5) It is mtcre:Sting to note Pi.krt's inclusion of the Goldfarb mdody for 

Zochreinu in the sequence. 

Piket oft.c.n ad.mined, however, his reticence to employ the modes in bis writing 

foe he fdt it dia.ated his musical vocabulary and coo.fined bis crcaxive expression. His 

~ of folk songs. oft.c.n finding them banal and over-used, propelled him to sC2IC.h for 

a.ad utilize what he f clt, was a more sophisticated and mature musical e:tpression. 

Aa:ardiog to Cantor StcVe Pcr:lston of the F rec Synagogue in Flushing. NY where Pi.krt 

wmlried.i.s organist. 

-----

Piket hated tnditioml music. He ~ to call it the "worst of the 

ninetcatth ccarury junk". Look at the flamboyance and blau.ot disregard 

for musicality- tmt's what he h.at.ed in particular. Growing up in Vi.con.a., he 

had this innate romanticism in him that he would not ackoowicdgc_ He 

hated nusach. In fact. he didn't want to be conuolled by it- I remember 

him saying something cuctly like th.at. He wanted to be tot.ally frtt to 

write whatever he wanted. I thi.ak the reason he didn't use .ousach in his 

music is because. ag2in. he was probably rebelling against nineteenth 

century cha:zz:aout. He dldn't want any rrmindcrs- he wanted 
evciything to be modem. He loved his music to be stark and bare but 

. - . 
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every so often you get these lush harmonies and waltzes, characteristic of 

the nineteenth ceotwy.29 

According to Cantor Howard Suh!: 

You an imagine the hC2ted practicum discussions at Hebrew Union 

College bcl:Wecn Werner, Alter and Piut! Fred could often be heard 

cxclairoiog. "P£hu, I'm allergic to nUS2Ch!" He lnted being confined to 

nusach and didn't use it unless he was given an assignment to arrange 

something for somc:uoe.. He was a fierce libcn.l and a spokt:snun for 

hum.an eights who didn't want to be bound-he felt th.at anything th.at 

woukl con.fine b.im, parucukrly nusach. should be thrown out. Often 

thttc arc elements in his pieces which are dcuiy nus-ach. I would point 

out to him.Fred, there's DJJ.Sach here!~ He would stubbornly respond. 

"It's me.lady-it's not o~cbl". 30 

In writing his compositions, Piktt, above all dsc.. had the spiritual and emotional 

attd. of the listener in miod. H e was deliberate in his writing, carefully plotting and 

plaooing?bc most minut:c of dcails. He loved simplicity, evidenced by the way he 

c:ardwly utilized ~ note sdcctcd: there was never anything extraneous. nothing ww.ed. 

'While trying to cater to the musical tastes of those for whom he wrote, Pi.krt' s 

composit.ions revolved around wmt he viewed to be very specific musical purposes. 

Clearly, Pi.krt did not wish to be bound to ousach or to the Jewish modes jf used 

merayfor the pwpose of capturing a "Jewish" sound. In truth, he did not have great 

appnciation foe a coos1dcrablc portion of the J ~h music considered so iotcgnl to the 

iich heritage of Jewish ethnic musical trad.iti00- Pihl fdt th.at with any work of art, the 

aator brings a ncct of his/her pcrsomlity and experience into its creation. Art is an 

a:pession of the life and experience of its creator. In the majority of Piket's writing where 

~~his used, it was done so because it s~d a specific purpose. At times, Piket's 

fllAillUU·~ nusach was done so to achieve a certain mood, tenure or ex~sion. Other 

29 Inurvicw S. Pcrlston. 
30 lntcmew H-StahJ. 
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times,nusach was utilized because ir. ru.ited the particular needs of the cantor 

mrnmisaooing Pik.ct's compositions. It was Pik.et.'s opinion th.at 

Any work of art is an ei:pression of its c.rc:itor' s pcrson.ality. 

Compooents of this personality are his inherited character traits, 

his education.al background (comaioiog r:utiooal. nci2.l. and/ or 

religious influences) and the sum of his life·s social experiences 

up to the momc.at of ac:at..ioo. A composer who grew up in a 

family of strong religious convictions, voluntarily or involuntarily 

will express them in bis music (and I don't mean through minor k.c:ys 

or augrncated seconds, but by the way he thinks or constructs). 

What's more, he will never be able t.o shed this influence compktdy, 

even if be should lat.er bcco~ an a:r.hcist.. 31 

Pik.ct W2S a com~ who, in every way, thrived oo the crc:ative process. 

Cetta.inly. to a large encnt., his ,:ompositioos were a response to the practical needs of the 

coagieg:uionsfor which he sc:rvcc:L Piket's nroog, vibrant musical ei:prcssioo., combined 

with his visioo of the possibilities for the reviulizacion of symgogu.: an.sic inspired him to 

im:mduce his coogregants and S"OJdents to a new mwical language with which to set the 

linugy. Cantor David Puttcmwl ( 1901-1979), who served at Park Avenue Synagogue in 

New York City, remarked in bis prescoutioo entitled "The Academy's Pl.ace in Jewish 

tae• tlut 

_Contemporary compo$CfS-e:agcrto profess Judaism by mC2.0S of their 

creative an. or fired with a bumi.ng rcsc:otmcot toward the injustices, 

intolcraoces, a.art ioburnao audti.es perpetrated upon our people io this 

wand HolOC2.USt. have recently poured out tbm hearts into new liturgical 

creacions expressive of their own inncanost feding-s, hcralding as it were a 

.oew era in the liturgical music of the syru.goguc... 3 2 

Any composer is a~ of the musical lep-cy which has beco p2SSCd down to 

Wm/her from pa.st gcnuacioos. In additioo.. a composer is influenced by the 

_ a-J>par-ary musical treads cl the time io which they~ Frcdcnc.k Pik.et studied 

31 Fred crick Pik.et to Hcanan Berlinski. 2 5 April 1951, tranSCript in the hand of 

· Pik4. home colleaioa. Flusbiog. New York. 

32 Tb,j,wisbMum Fffllffl Bulhtin vol 5. no. 1 (1944), pp. 23-24. 
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cornp,sition cncnsivc.ly at the top Eu.rope2.0 musical institutions, an.alyring and learning 

from the music of the "ma.stet" composers of the past. He reveled in the vitality and 

cxcitanent of his present twentieth century musical climate. while molding all of the1e 

influcoces together to create a fresh. new musical language for the synagogue. 

...--

. . 
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CHAPTERTIIREE 

In this chapter, I will be exploring i.n depth five of Frederick. Pikct' s pieces which 

ezbibit many of the musical techniques discw:sed in ch.apter two. It should be noted , 

howevct, that these pieces are merely a nm.piing. T hey do not represent every facet of 

Pibt'rwriring. N evertheless, an aiuJysis of these pieces will provide us with further insight 

iatoPiut's unique musical ~ e. 

V '.rbamru from Pi.ket's Friday evening service, "The Seventh Day". is a S"tUdy in 

sttuawe and form and is ror!'prised of three dim.net sect.ions. The opening measures 

establish w "A" theme in which Piktt lays out the sole of the mageyn aoot mode and 

establisb,.s a recurring i::hythmic pattcm.. When we first h ear this opening motive, it is 

stated .i.n the key of e flat minor. T be a.ntor ru.tes this opening melodic pbnsc on top of a 

te:alar introductory motif i.n the accompaniment. Interestingly. this very motif will recur 

in me accompaniment throughout the composition.. In the first eight measures of the 

~ the tenure is thin and nark. This mood is further perpetuated by Pi.ket' s use of the 

£.. Sa sustained pedal in the accompaniment, establishing a feelicg of mystery, sus_pcnse 

mdtension.. 

In measures 2 & 4. the accompaniment's role serves to both double the voice's 

m,dimic idea and hints at vuious harmonics through the middle voice's panllcl thirds. In 

mee11tres 5 and 6, the E flat lower pccW drops out, and is replaced by a held E flat and G 

in the middle voices which serve to ground the listener in E flat ~ though the ha.cmonics 

lff changing ttouod it. These four notes ~ an exact inversion of the opening four notes 

the piece, here in augmentation.. In lueping with the mod~ coloring of this wotlt., Pikct 

to concluck the A sect.ion with a VIl-i cadence, (D Bat major to ..: flat minor) a 

magryn aoot cadence. While we ha~ a feeling of closure and ccn, Piket uses this 

chord as a pickup to hcgiooiog the A dicmc, again introducing the chalr's rq>etition of 
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the A theme. In V'sbamru, the choral st.ate.menu ace merdy repetitions of the cantor's 

melody line, adding no new musical mate.ml of its own. It is interesting to note that the 

ako aod bass liager on the E fht which becomes a "sung" pedal tone., while the tenor line 

nirentcs the middle voice of the accompaniment. fu a bridge to a new B section., Pi.Im 

again uriliz.es the opening five note motive following an atuched pickup, cadenti.al chord_ 

The B theme, bt-ginning .. : meas:.Jre 16, is centered around Eflat major or E flat 

AbtzoaRIZba. The parla.odo mdodi.c line is centered around B flat M with only a 

momcorary touching upon D fl2t. Under this reci:ta.tion, Pik.et alt.cm.ates between the 1 

aodil chords (Neapol.it.an) in E fh.tAhaoaRaba. fu the mdN4y I.ice rnucbe.s on the D 

flat. Piket pl.aces a III chord underneath, giving a momentary brightness following a more 

pungan. clash p~viowly crttted by the B fl.at against the C fut. The lowest voice_ is an 

oaimto pedal comprisM of B fl.at and E flat (V-1). At measure 20, the choir again 

doubles the mat.Uia.l in the accompaaunent for an ezact repetition. For the fun time in 

the pico:, at measures 22 and 23, the c.ant.or joins the choir. This thickening of tature 

driftS the liswier towards resolution, this time in E fh.t natural minor reminiscent of the 

ap,aing tnageyn aoot tonality. The ruong v 7 -i chord brings closure to the second musical 

IN'lioo 

Beginning in measure 24 with the ten, '1G Shesbct. Ya.mun" we b.avc a third section 

wllidi can be regarded as dcvdopmcat. The mdody is based largely on the rhythmic and 

m,lodic clcme.ats of the pRvious $1Cctioos. The accompaniment pattcm is a restatement of 

me melody established in section A. F ngments of this melody arc found in the vocal line 

wWdi arc sutcd fun by the accompaniment and then begin a measure later in the voice. 

'$ scctio~ in 8 fut natural minor , or mageyn aoot, with a sustained pedal as in 

.,;,,n A, this time on B fut. lnt.ercstiogly, P.ik.ct mainuins the same basic b.armonies, 

he adds a sequence based on one of the motives. He uti1iz.es the typical VI-vii-i 

e but surprises w by going i.oto a major chord which then acts as the dm,inanT 

to the oat section which begins in E flai. 
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To conclude. at mC2S~ 37, "u-va-yom lwlubba.t", rhc music~ ma.t.eri21 is a.n 

enct duplication of section B. Howevc.r. this time the ru.tcmcnt begins with choir and is 

echoed five measures l.atc.r by the cantor, so th.at the cantor leaves us with the message of 

the ten. In the la.st two me2Surcs of the p~ce. the choir joins in with bums of 

"agreement" . 

...... 
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Pik.et' s Abaoat O lam begins almost impressianistically with a sense of suspended 

time and other-worldliness. Piket suns with an eighth note., non-harmonic tone on the 

ninth scale degree which resolves to the tonic on the second beat. This syncopated pan.em 

of J" .\ S' is repeated for the entire section until B. There is an mtoricating feeling 

especially for the fun five bars ~ the B fiat pedal is suru.uicd and there u no clear 

downbe.tt.. At m~ure 6. the pedal changes to a more movi.og lice based on a dcscendio~ 

pman "nding on the dom.iru..o.t and bringing closure to the first phrase. Above this, other 

vaica begin moving 10 a downward motion at diffUl'nr cimi-~ but still within the same 

m,duwc pancm.. MC2Surcs 8 and 9 serve as a subtle echo of the ten ~ahavta". In the 

teeond phrase of section A , Pi.ket begins the bass oo the fourth degree of the sr.ale and 

dimbs upward back to the dominant a.ad then tonic. Above th.is. the tenor line begins in a 

suric way and io measure 15 bcgi.os a short asc~ to D 02.tura! which brings us to a 

picady tonic. On top of this, the soprano and alto move downward io coatruy motion to 

me lower voices, still roaiot::aioing rhe same rhythmic ideas from the fust phrase. 

Measure 19 begins the second section with the right hand of the accompaniment 

,upponiog the outline of the melody. The rhythmic ideas from the fun section a.re left 

behind. The left hand plays on the off-beau, thus creating an alternation between right 

mad and left h2nd. The F fiat accidental at the conclusion of~ fust phrase adds 

ialacsting coJor to the dcvnioior fcdiog at the conclusion of this phra.sc. The tenure 

tlaickcos aow at measure 25 as both left and right hands now descend in ocuvcs. At 

:aieuurc 28 the chords a.re further thickened. Ar. measure 30, the melody ends in a 

~}: unrcsolvccl maoocr an the raised fourth degree io e flat minor. The response 

the accompaniment i.s a F reach sinh chord which resolves to a type ofV. 

At measure 33 we begin the third section which is a revisit to seaion A. The 

ompaoirnco~• s r:hythm is an exact rcpeutian of the :accompaniment in section A but the 

r's mdody from section A can now be found in the accompaniment. The pedal tone 

so 



uwdl as the inner voices arc wrincn down an ocuvc from section A. The mdody bcgi.n.s 

with a chanted parbndo recitation of the ten on B flat bul. ends in measures 37 • 39 with a 

repeat of the condus1on of the first phrase 10 section A. now rcvcmng the echo cff cct-

ln the secood section the mdody continues in the accompa.nimcnt with the same 

diythmic panun underneath. The mdody begins with a dramatic upward leap of a fifth 

and tbco cor,rioues to climb upward.. chromatially c.nding oo a G flat ni.oe chord with the 

Aflat in the bass. At mosurc 47, we go back. to a section based u oWld E flat but in a 

non-defined cluster which eventually dcsccods. Tbc C flat major seven chard which 

c:cxnes at mC2SUCe 5 I anticipates the rcturo to the E flat picatdy which wu foWld in the 

aid of section ooe. T he piece ends with a hint of~ rhythm from section A wit.bout the 

tied not.cs. T he mdody concludes with the parl.ando cbmtiog of the cbatima on E flaL 
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Lord, where shall I find You~ Your place is hidden and high. 

Y ct whttc shall I not find you, Whose glory fills all space? 

I have tried to reach you, I have called with all my~; 

And on my Vt'ay toward you, You came forth to meet me! 

Who say they have not seen you? 

The heavens and all their host, voicdcss declare Your glory. 

-Ychwia Halcvi 

Ya Ana Em 'tsa-acba is a piece in three diruoct sectioas consisting of an A the.me. , 

Blbanc and a return of A. The compositioo bcgi.as slowly and lyrically with broken 

Iliads which will characterize much of the flow a.ad tenure of the entire work. Piket 

begins with an introduction which cstahli.sbes th~ ,..,pcni:ig key off o.awral mmor. Notice 

dlaPiket immediately m.akcs the listc.ocr awuc of the mod.a! nature of the composition 

bJtbe cmpb.2.sis of the cadcmial VII chord. The original rhythmic figure ,Ffjj J 

found in the left hand of the iouoduction is brought into the A theme wiili the right ha.ad 

Gftllapping the lm far two bars (sec asterisks in music). The right hand then takes on the 

~ of the mdody as it cadences back to f minor. The oen phrase begins as an exact 

~on of the rhythmic ideas from the previous phnse but cadences this time with only 

wll fragments of the prcvio~< m:atcrul. 

While this piece is notable for its tonal n.arurc and accessibility. it is interesting th.at 

Pibt begins the vocal part not on the r.onic but on the fourth scale degrtt off mioor- As 

hear the motivic theme for the fun time in measures 4-8, both mdody and rhythm a.re 
. 

.. b~shed. The mdody moves in a stepwise manner (punctuated by sequential 

.w2rd leaps of a fifth) as opposed to the accompaniment which is triadic in nature and 

ply occasion.ally has ~ wise movement.. The mdodic line established in measures 4-8 is 

tcd in measures 8-12, however, this time, sequenced up a third. Measure 12 ~ us 

to tonic and to the end of scaion A. 

Section Bis particulady rdlcctivc of the sca.rching and unsettled n.ature of the ten 

this point in the poem. Piker's indication to increase the tempo at mca.succ 13 is a clue 
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oftheJ10w outward struggle r.o find God as opposed to the more private, inw.u-d 

coou:mplat..ion of section A. With.no moduh.tionfromf minor, we are now in the relative 

major key of A fl.at- a wake -up cill! Using the same smooth, lyric melodic fragments 

froaucction A. Pika's accompaniment is now more active with a he:ut-beat like ostin.ato 

which is vertical, rather than flowing in nature. The rhythm of the left hand 

is marcli-1.ike and steady and reminiscent of the rhythm of the accompaniment of the A 

seaion. now in a more solid, active form. The harmonies in the right hand all lie upon a 

lmhand foundation of A fl.at repeated open fifths. The sea.le at measure 16 comes to lead 

us to the nen phrase which parallels the previous fow measures, now up a t.hird. 

As the poet's dcsperationdeepttlS, Pi.kct'5 music becomes increasingly impassioned. 

Just as m easure 8 was a sequence of the matttial found in measure 4, so, too, is measure 17 

uequcnce of measure 13, howt'Ver, now up a third. Auncasure 17, the accompaniment 

p-acm SJ J is now based on C open fifths. T cnsion continues to drive forw..rd 

unnrds the climu of the piece- a dramatic and unexpected leap up a sixth on the words 

"Jik-n-ti". This moment of heightened emotion and dram.a. is sustained for yet a few 

more beats with a slowly unravding, descending stepwise Lunent. Piket shows us clearly 

ho. Hale-vi's desire to enex>untcr God becomes reali:zcd through a partnership with our 

T ht'. retum to section A at measure 20 is a new-found repose and inner peace. 

Here, h.an:nonic la.ngw.ge and rhythm retum in exact repetition. At measure 30, Piket 

~ educes the familiar four measure introduction which s~cs as a postlude, bringing 

p iece to its caiclwion. 

---
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Al Cbtt, from "Music for Yam Kippur Evening and Morning" is a wonderful 

""l'V!lp"" of Piket's purposefully methodical writing. This antiphon.a! piece can best be 

dwactcri:zcd as a series of short., parhodo statements which grow in intensity and f crvor 

.ia..incrcasiogly higher keys (by haJf step) as each confession of sins is recited. 

Rh.Jdmiically, th1. piea ;_, duract~d by syncopncd chords which span throughout. the 

mbft piece J" j J J' . When we are first introduced to the motive in me:rnu-cs 1-4, 

~ are in the key of e minor. The reciution of the ten on the fifth sale degree for the 

fiat two measures is followed by a lowcn.ng c-f thic Efth degree by haH"-st.cp and a sudden 

dowuwa.rd leap of a tri-tone.. Whi.k the first two mC2SU.rCS center around c minor, the nen 

two.arc set around r- diroioisb.ed, reflecting the outline of the melodic line as well as the 

tmiou~ and grave nature oft.he liturgy. The notcS fer the words "U-v'-m:zo.a" (G. A. B 

lat) arc echoed in the piano as a transition 1C2diog to the choic's response. Ia this piece. 

die choir's repetition of the cantor's su~cou alwzys rumin in the same key but. act as a 

tnnsition i.ato a new tonal area., alw.a.rs iocrcasi.ag by h.alf-step. The choir's line, also 

cmtucd around B, rises up a whole step as opposed to a half step as in the cantor's 

DlemcoL T~ chord und~inning this particular note in the vocal line as well as the two 

~owing notes act as a dominmt chord leading us into the oat key off minor. Again, 

dllC pi.aoo echoes the last notes of the vocal line as the link to the ocw phra.,c. The canwr' s 

lecond rutcmcn.t. at meuu.rc 9 is now in the key off mi.nor and ag2in, we have the same 

ptttcm; recitation an the fifth scale degree leading down haJf a step, then to the tri-tonc 

outli.aiag the f dirninisb~ chord which is echoed by the pwio. Ag2in. the piano 

tcs the bst not.es of the mdody as a link to the choir's rcsporuc. again in. f minor. The 

· tion is primarily centered around C with an ascension of a lulf-stcp. This D flat 

· or is related cnhannonically to C sharp which acu as the dominant to the next key we 

visiting- f # minor. Excitement grows even matt rapidly! Ia measure 18, Piket 

ortcos the length of time between the cantor's suttmcnt. and the choral response by 
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b,qging in the pu.oo 's four note n-ansitio.o.ary phn.se under the la.st word of the ten rather 

an following it as in ill the previous statements. This ti.me, the line is not a repetition of 

the cantor's Last notes, but begins to uk.c oo a life of its own, giving the feeling of further 

immediacy and urgency. ~casures 25-32, now in the key of g minor, continue the 

forward drive and momentum. At measure 33, we have our fifth and last statement of the 

motive, now in a flat minor which leads us to meuure 37's now ru.tk and biting statement 

from the choir. The piano plays in accented. unison ocuvcs which screun out alongside 

me choir -"V'al kulam e-lo-a s'li-chot" - for ill of these sins, Ob God of forgiveness! This 

~ ctic moment is the fun ti.me that choir is unl.iud not just for the purpose of 

npcating the cantor's idea for emphasis but for making their own statement or musical 

raction. Pika suddenly shifts the toIUlity tog minor as the cantor, overlapping with the 

dlOir's echo, meekly asks God for forgiveness for ill of our si.os. In this layered. duot-like 

Wliri.og, one senses a ecru.in de:spcrate confu.s:ioo and scuchiog quality in these tiny 

mgments. 

--
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I pra)" that my &thtt and mothtt look dov.n from heaven 

ands« that their son is becoming a Bar Mitzvah today. 

They should sec that my sister and I have remained good Jews all~ vcars 

and that we will continue to remain so alw.ty5. ' 

Io Bar M itzve from "T hrcc Soc.gs of F ait.b ", Pi.ket invites the listener to be a witness 

tD an improvised Bar ¼tzVah service at a DP ca.mp i.o libcr2ted Germ.any. The composer 

casts a net of luz::>· impressionism wh.tch surrounds an innocent and child-like decbntioo 

m b.ith. Piket establishes a C# pcda1 toae in the fun me2SUrc of the piece and sustains it 

umil measure l l where he cluogcs to B. The bass lioethcn has a brief and simple life ofiu 

own as it brio.gs the piece to its coaclusion.. 

Working in two measure groups. P.iket moves the right hand chords in a stepwise 

mot.ioa going through either first or second invc.rsiao in order that the smooth.nett of the 

line is always maiataioed. These two measure groupings arc each rcpcatc~ expanding the 

opening interval from a third to a fourth to a fifth with each acw sequence. It is, perhaps, 

that Pi.ket had .in m.iod that the most poignant and powcrfu.l words that the young boy 

offc.red (and th.at they (parents) should sec that my sister and 1 have remained good Jews 

all these yea.rs) coincide with the peak of this musical sequence. Following this subtle yet 

quietly intense climactic moment, the moving quarter aotes begin a downwud descent as 

the mdody also becomes more fugmc.atcd and finally comes to rest on the tonic. The 

movc:mcnt in the accom.paoirocnr caocin.ucs for two more measwcs aft.er the conclusion of 

the boy's speech.. In the pCt1Ultim.2tc measure. Piket st.up~ rhe listtnc.r with a Nc:2p0litan 

chord followed by an open C# in a register that is the lowest of the entire pit~cc. Pcriups 

the absence of the third in the chord is an indiation of Pi.ktt's own qucrtiowng of hith. 

Perhaps the depth of faith ~d by this young boy's profound words was an inspiration 

for Pikct to cram.inc his own prmte sense of futh and belief in God. 
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CO Q.USION 

Throughout my research. in speaking with the composer's fricods, colleagues, and 

t y. iths become evident th.at Frederick Pi.kct was :a b.rgdy unrecogruud and 

prcciatcd composer. Withio the cwsicaJ musical commu.ruty, maoy of Pikct's 

positions earned him considerable ru.tu.re :a.nd respect during his lifetime and i.o the 

which have followed. A l.a.rgc numbc.r of his works were played i.o auny of the gre·:i.t 

cert halls with the world's most highly~ conductors and musician.s. lo more 

~ times, how~ver, Pikct's composiuoas have gone surprisingly unnoticed.. Sadly. as 

li:fic as this composer was throughout his musical c:arccr, an astoundingly large number 

his wocks sit piled higb in boxes.. filliog up space in the attic of the home he shared with 

Ironically. for a composer whose primary goal was to "speak a music.al la.agwge 

th.at the congregations can grasp," 32 he has created music which, over time, has become 

increas:ingly inaccessible for the listener or lay coogrcg:a.ot.. P~ was an artist who devoted 

years to gaining music.al education and tninicg 21 the top music institutions throughout 

Europe- He immc.ncd himself wit:b the waits d the great. da.s:sica.l composers of the 

nineteenth century in order tha.t. he could apply many of the same mu.sic.al techniques in 

his own writing. While he wished to write music for the can of his au~cc, he chose to 

avoid 11rilmog the popular and well-liked "tads of the day"• and in.sttad aimed to write 

more advanced music with techoical depth and subsbncc. 

While Pikct would ccrt.a.i.o.ly be considered a mwica1 cntt.mllll of the highest 

caliber. much of his mu.sic is ovttfy challenging for both audience and congregation.. In 

many of today's synagogues, Piket's music is la.rgcly unknown.. The average co.ogrcgant 

will offer only a blank stare when the name Frederick Pikrt is mentioned. Perhaps, some 

32 Lecture Hebrew Union College 
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the fault for the limited exposure of Pi.k.ct's works lies with a.ntors who oftai fed 

· dated by the high levd of musician.ship it takes to successfully convey a piece by this 

poser. C antors .auy be rcoccnt to include P~'s composicions .in today's liturgical 

·cc out of a fcu th.at the music JS overly intdlectual and thus will not be well recCJ.ved 

a contanporary listcncr. 

Fred crick Pik.ct was a complez man. Many c:i his colleagues and students 

ember a largdy unhappy person who frequently displayed a severe, almost sullen 

cncrior. Piut's mu.sic was largdy a rcflcctioo of this multi-facet.ed personality. There are 

certainly pieces of Pikct.'s which have become au.in.sup in our liturgical musical rcpcttoitc. 

Less b.armoaically advuiccd, lyrical pieces such as Ya Ana Em 'tsa-acba and Vsbafflnl arc 

~ucntly utilized .in both pnyu and coocc:rt ~t.t.inp. However, along with an 

ocasion.ally Rom.a.a.tic, lyrical mdody come many compos-irioos with a distinct puogcncy 

and surknCSi. Often, Pikct's music seems curiously unrelated to the ten fur which it was 

set. Undcmeath a seemingly simple mdody l.inc, one often finds complicated hamionies 

consisting of clashing dissonances, tri-toncs or unexpected tums a.od twists which ma.kc for 

music which has become disunt from a.ad .inaccessible to the ea.rs of twentieth century 

synagogue-goers. 

W Ith the passage oftimc, the mwical needs of our coogrcgaou have also changed. 

W Ith people's increasingly active role in worship, individuals often look to simple 

con.grcgmon.al melodics for spu:i:nal inspiration and gr.tifiacion. For many. F rcdcrick 

Pikct's mu.sic docs oot fu1fiJl this esscnwl need.. In ~dirion to chis cb:aogiog role 0£ 

coagrcgatioo.al patticipanon in woJ"Ship, tll2JlY c1 the musical forces that were once a part 

of the mid-twcnricth ccntwy R.cfoan syn1g0guc. such as luge professional choirs and 

organ a.ccompmimcat, arc no Loogcr a, frequently being utilix.ed at the end of the 

twentieth century. As co~tional nttds have chang-cd. we have unfo.rt, 10:1tely lost the 

ability to be moved by musically challenging and artistic compositioru. 
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As we move: into the twenty-first century, pcrlups we will be more willing to once: 

take musical risks and open oursdves up to the rich. fasc..i.n.atiog harmonic Language: 

· ch comprises the music cf Fred crick Pik.et. This composer's works are full of mus1al 

dth and great sophistication. and more tlu.n descive to be: lifted off of shdvc:s and out 

the: boxes which have so long contained them. We o~•c 1t to ourselves and to our Jc:W1.Sh 

usic.al heritage to dust off, thoroughly c:uminc, sing, and cmouoo.ally open ow-sc:Jvcs up 

~ music of this gifted composer who lus made such a profound contribution-
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LISTING OF WORKS BY FREDERICK PIKET 

ratleofCanoo..ition Puhlicu.ion /Perfonnance Jihte 

Starus 

F,dudemd Fugue fur Si.r Woodwinds Uapublubed 
Uapaformcd 

1931 

5czing Quartet in F (f'C'VUCd 1951 l U.cpublishcd 1931 

Pcdoancd 

ISanau for Violin md Piano U.cpubLshcd 
Ua.pczfuancd 

1932 

Snfuo.icna U.cpublishcd 
Ua.pczfuancd 

1932 

Trio for Fluu:, Clarinet md V od.lo Published but Pu blisbcr Unluiown 1932 

~cd 1949F. FL.CL.~ ~oonl Pcdomicd 

Saing~ U.cpublishcd 1932 

Pccfoancd 

Coocerm fur~and CAchcstn. U.cpublishcd 1933 

Uapctfumicd 

Quartet far P'aao, Violin, V10la.andV'cdlo U.cpubl.iJicd 1938 

Unpcdoancd 

Four Preludes fur P-JaDO Uapubmbcd 
Uapctfumicd 

1938 

"Ibcfunnics Uapublished 
1942 

foe otdicsua Pccfoancd 

Vmatiom aod fugu,:oo dac NCf10 Spii:itual U.cpublishcd 
1944 

-Go Dcrwn MOR:S" Pcdoancd 

l...mxm 
Uap11blishcd 

1945 

for women' 1 choNS and buitooc solo. Unpctfucncd 

accompanied 

Sam.tainG 
Uapublishcd 

1945 

for piano 
Unpctfucncd 

The Dream la:cpcr 
Uapublishcd 

1946 

fur mizcd cboNs., a appdb. Poems by Unpczfunncd 

l.aagn.onHugbes 

~ for Saiag O.chrms Uapublishcd 
1946 

pctfoancd 
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LISTING OF WORKS BYFREDERJCK PIKET, continued 

o kx' Symphonic Band 

ta fOT Flute md Pi.mo 

Vwtioos OD ao Oagin.al Theme 
for piano 

and Jollity 
for thrccclmncu 

Sc:aChum 
poems by LuigrtanHugbes 
for mued chorus, a c:-appdla 

Four Picas 
for two uumpcu md rwo trombones 

Vamtiom 00 & Nucir:ry T UDC 

forcoucad,and 

C-onccno for ordtcstta 
l st. 7.nd. 4th, and 5thmvu. uraz:>gcd &om 

E&glu~ 
pocmsbyUtigstonHughcs 

Suite b Violin 
uwccompaa.icd 

Four~ in Rhythm 
aaangcdfur ccman band 

· Rau.er to an Amman Play 
for orchcstr.1 
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Ucpublishccl 
Pa:form.ed 

Ucpubfuhccl 
Pcz:focmcd 

Ucpubfuhccl 
Unpc.z:focmcd 

Ucpubfuhccl 
Unpc.z:for:mccl 

Omega Music Edtuons• 
Pa:for:med 

Omega Music Editioos 
Pa:form.ed 

Associaud Muss.c Publi.shcrs­
Pa:focmed 

Unpublished 
Pa:focmed 

Publisbed butPublisbcrU.aknoWD 
Pa:for:mcd 

Ucpubfuhed 
Pa:focmed 

Unpublished 
Pa:foaned 

Ucpubl.ishccl 
Pcd'oanccl 

Ucpubl.ishccl 
Unpufuz:mcd 

Ucpubfuhccl 
Unpafucmcd 

Associaud Mus:ic Pub!isb£l'S 
pa:foancd 

1946 

1947 

1947 

1948 

1948 

1948 

1948 

1948 

1949 

1949 

1949 

1949 

1949 

1949 

1950 
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;! LISTING OF WORKS BY FREDERICK PIKET, c<mtimad 

I( 

r ,r,o5cnp Unpublished 

pouns by Edoa St. V 111ccm ½llay Pcifoan«I 

"De panurc • 
1950 

"The Cooccn~ 
1955 

TJ.DXpm Unpublished 1951 

open.. book by Albert Ptk.et Uopcrfuancd 

TluttSoap Unpublished 1952 

poems by Alben Pik.ct Unpctfuan«I 

~aodMuc:h Assocmcd Music Pubfubcn 1952 

foe two trumpets and two tromhoo.cs Pafoan«I 

Music fuc tbc J_.ub Secrcd Servi~ I Unpublished 
Pafo.an«I 

1952 

Music fuc die Jcwisb Sacred Scr,,ioe D UJlf>ubl.ishe:f 
Pafoan«I 

1953 

E.,o Emi aod V'olava. S.iccmi Music Press 1953 

Pafoan«I 

Trio 
Omcp Mu.sic Editions 1954 

for flute, chrirxt and bll$00o Pafoan«I 

T wi.nldc, T wiaJdc unic Star Associa:tcd Music Pub.limcn 1954 

vwuoos for bmd Puform«I 

Lovd ~iry. N.iy. 
Assoaated Music PubJisbcrs 1954 

for male chorus, a appdb Pafomi«I 

A Wbiumn Canau Unpublished 
1954 

fur mucd chorus., Suophooe. ~ . timpani Pafo=d 

and pcrcus:si01l 

SympboayioB Uop "blisb.cd 
1954 

with tcnar solo 
Ua.petfuan-:d 

kiacl..cvi 
Uopu.blish.cd 

1955 

opera ui oo.c act. LlbmrD by R.a.ymoo.d Smolovcr pctfoancd 

Six.AbouiI.ovc 
Asoc:izuo Music PubJisbcn 1955 

fur med c:horw, a cappdla 
pafuancd 

Linlc Sum iiw P-uno 
Unpublished 

1956 

Ua.pcdixrnc:d 
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LISTING OF WORKS BY FREDERICK PIKET, contintad 

Thr Speaking Silcntt As:soaatcd Music Publimcn 1957 

for fan.Je chorus. a appdb Pcr:focmcd 

How Do l Love 1bcc Lawsoo-Gould 1957 

for macd chorus. 2 appcll.- Poan by El=bah Pcr:fomicd 

BurrnBrownmg 

IfThou Must Love Mc Lawson-Gould 1957 

for mixed chorus, a cappdJa- Poem by El.rz:ahcth Pcr:focmd 

Barrttt BroWJl.Ulg 

FowClaoalSnting, Unpublished 1957 

for mizcd choir. a appclk-Poems by Pcr:foancd 

Chadottc Mew 
11-4 "Sa Lovt" 

'1 So l.ik.cd Spang" 

I 
"Seventeen Y can Ago· 
"Mood.and Night" 

Saao 's T r:ap 
Opc:R m three aa.s. Phy by Clwics s. Levy 

Unpublimcd 
Pcr:foancd 

1958 

TwoSoagsfixSoprmo Unpublished 1959 

"Music ' (Amy Lowell) Pcr:f~ 

"Music I Heard" (Coand /uk.e.n) 

I 
Music fer tbc Jewish Saaaf Servi~ ID Unpublished 1959 

"The H,rgadab of Hope" Pcr:f~ 

Tat by RabbiSamudScg;al 
"'Kol Nidrc. 

Five Sc~ 
U.npublimcd 

1959 

for auxcd chorus. a appdl.a. POCDJS by J am.c:s Unpafoancd 

}O}'l:c 

IJ-4 "From Dcwy Drams" 
"Bea~ Your Voice" 
"O Cool is the Valley 

"Ra.in Has Fall.en" 

Friday Evening ScMoc ,-hcSC'ftaE.hDzy" T aQSCX>oooeoxal Music Public:acicms 1961 

for Cantor. mwc1 choir and <>q?D 
pc:tfoancd 

Ka~u-Toab 
T .QDSCOQiincotal Music Public:mCX1S 1962 

T oab xmcc foe SabbalhCft 
pcr:fomJ,cd 

T i:i.Jby- Anopcza.infoi. aas 
Unpublished 

1962 

Llbmto by Richard Boclth Pafuancd 
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LISTING OF WORKS BY FREDERICK PIKET, contimud 

Duncc:Songs 
for bamone.. Poems by Mam Vw. Dorai 

"Where is the Bc1I. 

Unpubluh~ 
Unpcnoancd 

1%3 

'1f lumRo1c• 
"Some Day" 
"Then 111 be f'our•footcd" 
1 ~vc No Enemy" 

"Her Hand is my Hmd" 
'1f) Had a Wife" 

1, 

-Pepper md Sa• 
~ me little" 

lnvoat.ioo Unpu bfub.cd 1963 

a scttu:ig of Vt:nCS ofWah Whiumn, for bmtODC Uopdoancd 

1010 md mired ch0nJ$.. 1. appdla 

TwoSaup Unpublished 1964 

to poems by Phyllis McGmley Vnpcifuaned 

TiuccSoog, Unpublished 1964 

to poems by Su-a T casdalc Pafomi.cd 

TwoScng:s l.L:Jpuhlishcd 1964 

toJOODCU by EdaaSt. V1.Dca1tMill.ay Pafoancd 

No St31::s T ooigbi U.apubfuhcd 1965 

a cydc ofSoags fur mc:z:zo-sopa.no. male choNS Pafomi.cd 

~ orchcstn 1et t.o poems by Walter Benton from 

"This.is my Belo~• 

Music fw tbr Jewish Sacra! Scrvioe.llI T r:mscomiacar.a!Music PubliariOOJ 

12&.14 "Only For God DocsMySoulWait" Pctfoancd 
1965 

for macd chair. a appclla 1965 

"Out of the Depths 1 Cry" 
fur mizcd chorus. a appclla 

SirnSbalam 
T r:mscoatincm.alMuric Publicaric:cs 1965 

fur do vo.icx and ozp.a Pctfoancd 

AbavuOlam 
T Q.DJOOD.UDCSJtal M unc Publiaciam 1965 

for 10lo voice and ozp.a Pctfoaned 

TwoAndxms 
T a.osc:omi.ocata!Music PubliatiOOJ 1967 

for mixed chorus. a appdla 
pa:foancd 

"Wake Mc to Bless Thy Name" 

"ltHa.tbBcaiToldThtt" ' 
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LISTING OF WORKS BY FREDERICK PIKET, continwd 

Su High Holy Dary Selections T nmc:ooo.ocaul Music Pvblicmoos 1967 

for Cantor. cho1t (opaoo.al) wd organ Pcdoancd 

Count Down or Covm.mt T t20SC0orinc:mal Music Publicmcos 1967 

C UJUu far lnotooc ,olo, mu<d chou-, reader. Pcrfoancd 

and speabo.g chorus.T en by Hairy• Ziegler 

Thrtt &.bl.iaJ Soop T anKOotincaul M us1c Pu bliC2Uow 1968 

for voice md pu.oo Pcrfoancd 

"All Flesh i.s Gr-an· 
~aw Lo.dy ~ thy T abamd es" 

1b.c Lord is my Shepherd" 

Midnidit Pcnitanial Savi« T r:aaso:>atiocmal M uric Public:ariow 1968 

ForCamoc.rcada ,mixcd choJ? md org,.o. Pcd'omicd 

T cn by Hauy Zcgla 

Music nx the Symgoguc U.apublishcd 1968 

Tl. "'B'Rcxh Hasbaomb• (fur HH) Petfoi:mcd 

13 "Alcinu• (foe l-ll-{) 

Two Soop Uopublishcd 1968 

to poems by Soap. Lovii Uo.pcaocmcd 

'1 Lov-c Lbc Yes of You• 
1t is Nearly Dawn" 

Mcmoml Scn-i« 
T n.oscnnriomral Music Publiatiow 1969 

for Camoc, mind choir and oigan Pufoana 

Shift B'nc Y' imnm (Shon Hills Service) for Sabbath Nc<W Haa:zDll Music Pub~ 1969 

Moming 
Pcdoc:mcd 

fur Cantor. ocgm and mind choir (opuoml) 

Fr:icby E~ Youth Savi« New Hoa:zoo Mwic Public:atioos 1969 

for Cam.oL. tw0-part choir and orga.o Pafoancd 

Thia: Soap of f aidi 
New Homm1 Music Publiarioos 1970 

for,olo voicc md piano pcfurmcd 

"Agaian the Will ofHavca -
"Bar Mitz:nh" 
"Shomer Yinul" 

Tfilab 
New Homoo Music: Publications 1970 

for YOice, piano or oig:aa 
pcrfom,ed 

"lo La-adam llidto" 
"Alccha Vata.chti. 
• lute r'U01l'echa" 
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LISTING OF WORKS BY FREDERICK PIKET, continuu.l 

Sb.in ~, Sinai (Pinsburgb Sa'Ylcc ~ for F ada.y E,•c New Hoazon Muiac PubliatJOJlS 1970 

forCaator. macd chorus md organ Pafoancd 

Tu Thrc-c Fem vw New Hoazon MUSJc Publiatiow 1970 

foe CmLor, choir (opuoll.1.1) uid orga.a PafoaIJcd 

Scvai SabbathSclcaions New Homoo Munc PubiiauOJlS 1971 

For Cantor ind mil:ed choir a appdu 
•L'chu N'n.n'D.3° 

Pafo= cd 

"Mod.mi Amdmu La.ch• 
"Hasbki"Clu• 
.. R'ac-Eloho.nu• 
"Sh.abr A vu:cshka • 
"Mageyn Avot" 
"Shalom Rav" 

Shim~ ShirOwM, {From Tutt By Tuitt} New Hamon MUfic Publiatioos 1971 

fur Cam.ex-. miz:cd diou-md oiga.o Pafozmcd 

Service £OJ Rom Hmbamh Eve New Horizon Music Publiations 1972 

fo.rCa.m.o1,mixed dio.irand org;m Pa:foancd 

Service~ Rmh Hzbaoab Morning New Hoazon Music Pub!iaoons 1972 

fo1 Cmtor. choir md organ Pafoancd 

This is My G,d 
New Hor:izon Munc Publi.ations 1972 

for vocc md pwio Pcifoaned 

All Day l Hex S~MusicPrm 1972 

'5offivc Scnings. for med chorus, aappclla Pafoancd 

of poems by James Joyce 

T 11-0 Settings fix Mi= Chorus Uapublishcd 1972 
"DcarDarltHud• Unpafoancd 1963 
'When I am Dead'" 

Scrvic.cfiw Yom ~ A&a,-c,n md Cood11a<X1 N cw Hor:izon Music Publi.atiacs 1973 

for Cantor. choir aod organ Pafoaned 

Sbuul&doaai Unpublished 
1973 

Utipttfomicd 

Sixffd,m,,Pniya, 
New Homen Music Publiatiom 1973 

fort"WO-partchoir, a app&a Pt:tfomttd 
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LISTI G OF WORKS BY FREDERICK PIKET~ continmd 

foura-:a..lP~ ~cw Homoo MWlC Publicauons 19"3 
Pcd'omm:I 

~ c fur Yorn lGppur, Evcni.ng and Momiag :-Jew Homoo Murie Pubha:uoo.s 1973 

for umor. mixed c:hoU" ~ d organ Pcd'oancd 

A.donaiMal.ach. T n.a.scoati.acm.aJ M us1c Pu bhc.zuOllS 1973 

for Camor. mucd c:hoU" wd oq;w Pcd'oancd 

lndxEnd New Ho.moo M1.1S1c Publications 1973 

2 c:anUQ for axdiwn VOIC<, mu:cd choir, organ Pcrfomicd 

mdpcrcwsiac 

Rhyduni'" C.oo-a:ans Unp u bli:sb.cd 
U.o.pcrfoancd 

One 
Unkoov.'I] 

Cn:ss.Orlds $C2mmMUS1c 1974 

SWLC fur or-c.hCIU2 
Pafoancd 

* Omcg2 Music Editions.Now handled by Sam Fox Music Publishing C.O., l.ac. 

- Associated Music Pubfuhc.n•Now h.wdlcd by G. Schinncr. l.ac. . 

- New Hori:mo Music Puhliacioos•Mwic now avail.able through T ruiscoat.J.Ocnul 

Music Publications 
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I ,la,ni,. LJntor :\nd«" . ln1t•f''1l·'W lw .rnthor. ~ \\ m h I' ,-. h.o,h11. :",.,,, \,.,,k. I .ip.­

r, ro.-,lu1g.. 

I lld,lon. c..:.1n1 or Jon. I nlC'n'1C'w hy ,1111 hor .. ',, I >n .-mht r I''''-. Riil~rltrl,i. \ :onnr, t 1t ut. 

I :apt n-rordu,~. 

l111m· .. :11:ulu. lnurv1rwh,·.111thor. l!'il11nc ,.,.,-. '.\.<" ,ork.~<'" York. 

·1 :ipe n-roaitn\?. 

l'rrl,1011. Lant or ~tcvt". lntt-rv1rw tw 311thor. , - pr,1 I,,.,- ;\r" , ork. ;\, w ·, ork. I .ip< 

rc:cord1n1t. 

l'1k1 t . Lynth1l. lntef"•1ew hy :1111 hor. _) I J 11n1: 1 •1•1-. H11sh111j!., :--lrw, ork. T apr rrcord1n}!.. 

l',k,,. RohrrtJ. l,11rrv1r,w lw author , 2.., I )C',·<"mlwr 1•)•1-. ~rooklvn. ~. w York. \ .,pc 

rt, ord1ng. 

\ iml. C :intor Howard. lntt"l"'tew hy author. )'> l)camhu l•~r. :--lnv, nrk. '\lrw, ork. 

Phone I nterv1ew. 

\umrners, u ntor onnan. Interview hy wthor. I, ~1:n•. t •>•r •• rw York. l'~ew York. 

Phone I ntcrvaew. 

l npublisht-d Material 

l.rnurt for c-antors, presumably at I lebrew Uruon Collcgt-Jewi~h ln~tult' of ~h~•~n­

School of S:icred ~1usic . . c-a. 19~1- Homt colkcuon. Cyntlua P1kt1. I luslung, 

, rw York. 

\ 1,uopoulm. Ounitn. 
10 

Pik<t. F r,cknc k. r · .,.~mb<t 1 •JS7. T ,wcnp• m tlo< h,nd of C ynih" 

Pikt"t, home collect.ion, flushing. New Yo, k. 

P,krt . Fred crick. to Holden. Davtd, 5 J unt 195 I . T ranscnpt in the hand 

of Cynthu PLket.. harm collect.ion. Flushing. New York. 

P1krt, Freduick. to Cohen. Joseph (name dunged to protect pri,,acy). 12 July 1971. 

T rrnscript in the hand of Cynthia Pikct.. home coUecoon, flushing., New York. 

P,krt, F rcderick. to Berlinski, Human, 25 April 1951. T ranscrip1 Ul tht band of Cynt.h.i:i 

Piktt.. home collect.ioo, Flushing, New York. 

Piker• Fmkrick. to Fine, Irving, 10 August 1952. Transcript in the hand 

of Cymhu Pikct.. home collection. Flushing~ New York. 
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Puhl ;.,l,ed Mart>ria I 

1 lrns<'n. \X' lh<'r A .. Rev1<'w of Go /)ou•n. M11rn , hv Predrri,k Pikrt. Flit NctN-Srntmel. 

l"ort \\i',1y111• ln,l,an,1. '"(~o I )own. 1os<"s' \."anmon Is Plr:u111~ hr l'hJharmorll( ". 

I } Novc-mh<'r 19"}. · 

I l.1rwv, Joho I I. Rev1<.•w of Curtam R,wrr tn ,111 Ammcnn P!,ty, hy Frrclenck P1kt1. Sr. Paul 

/>,oncer Prm. JI I )<"ccmber 1948. 

I l<'>ldrn I hv1d. R('v1ew of The Furmtrr. hy Frrdcri<'k Piker. C/,1111r,wq111.111 D111f;,. I <i Al1~11st 

J ()<;()_ 

l.,,11,~ /J/,wd Srm·-j oumal. "Cornpos<'r Rrc-aks \'(/irh T rad1r1on ", 2R /\pnl 1959. 

flarru k.. <..:orhin, Rr-vi<'w of Cnnrrrto for Orrhmr,1, hy Freda1i-k Piker. The lnd1m1arolis 

Srar, "Nr:ir r:ipariry C row<l :it Stv1rsky Symphony O p<"na°', 2R (kroher 1951. 

l'tkt<I, Frederick. /nternar,on,.z/ Wbo 's V:tho. Ser1rs I 0, :"Jo.Ci. I 9-l() lum-. A.:'11. Marq111s Co. 

C hicago, Illinois. 

%erm:in. John K. Review of concert fear unng works of rrrdwck Pikct. M inneapoltt Star, "New 

Symphony Spices True Mitropoulis Show", 31 Deccmher 194R. 

Re\'1rw of FourEm1ys in Rhythm, by Frederick Piker... Middltrow,r Ohiojo1m111/, "Final 

Symphony Concert is Acclaimrd Success," 17 April I <>50. 

Rrv1<'w of Concerto for Orcbutra, by Frederick Pi.kcl. The lndia11apolis Timts, "Symflhony 

Opening Concert Dr2ws Praise", 28 October 1951. 
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FIC,l RI 1 Kiddush from Frida,· F H·ning Youth ~ n ict' 
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Flt ,I lff, Shor!JOr A11alushka from Seven Sahharh Selection~ 
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I'll ,l IU . 4 Shonu r }'isra~lf rom Thn-e Son~ of Faith 
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