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Dedication 

With love and respect that I dedicate this paper t o my 

brother, Brian H, Cohen. I c ould not have 

completed it without his support. He gave me 

his time, advice, patience , and most of all , 

he wouldn't let me give up. 
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About twenty-five years ago, Cantor Moshe Ganchoff stood 

on a stage improvising his way through a prayer while a 

captivated audience listened t o a great work of hazzanut in 

the making . In the back of the audience, young Noah Schall 

was furiously scribbling down notes on staff paper , At the 

end of the concert, dozens of people rushed to the front of 

the room to shake hands with the already famous Cantor 

Ganchoff. Young Noah waited patiently his turn. However, he 

did not shake the Cantor's hand or congratulate him. Noah 

simply handed Cantor Ganchoff a piece of manuscript paper and 

said in a ma\ter-of-fact way, "This is what you just sang," 

Every not~ every dray, every turn, meticulously notated on 

the manuscript. Cantor Ganchoff was shocked. Noah Schall, 

however, did not think his manuscript to be anything so 

extraordinary. 

There are many different people with various opinions 

about the musical work of Cantor Noah Sc.all . Neverthelesa, 

there ia one fact that everyone agrees on; ■any of the areat 

works of Chazzanut which are co-only studied and sung today 

would not have coae thia far. and aay have never even got 

past their tirat perfor■ance. if not for Cantor Schall•s 

work. Be i•• undoubtedly. a "hero" in the world of 

traditional Cha■aanut, havina saved hundred■ of areat work• 

fro■ beinc forcotten, or worae y,et, paaaed on o?~lly fro■ one 

cantor to another until they were unreeo•niaable troa the 



original compos it ion. It is safe to conclude that some of 

t he finest c omposers of Chazzanut and their compositions 

would be v irtually unknown, 1f not f o r the meticulous work of 

Noah Schall. 

Noah Schall was born on August 30, 1929 i n t he 

Wi lliamsburg section of Broo klyn . He was the only c hild of 

Nathan and Sarah Schall, two of the many Jewish immigrants 

who had come from Austria-Poland at t hat time. His parents 

were not particularly musical, although his father sang in 

t he choir of the famous Cantor Jacob Samuel Maragowsky(l856-

1943 ), bette~ known as Zeidel Rovne r . Having a close 

relationshi p wi t h h is parents , Noah knew that they would 

support him in any of his endeavors . After al l, he was an 

excellent student and, after switching from public school to 

yeshiva at age ten, he studied hard and excelled in each of 

his classes. Studying and learning (especially Jewish 

learning) have always been important to Noah Schall. Raised 

a s an Orthodox Jew, Cantor Schall feels that he has beco■e 

even aore religious over the years through study. He ■akes 

certain to include Tal■ud and other Jewi■h ■tudie■ in his 

daily regiaen. When asked to explain hi• reason■ for 

studying, he repliea, "I do it for lmowled•e and ■it■vah, and 

myself. Bven aoaethinl I studied twenty year■ ago, when I 

study it a1ain now, I see it in a whole new liCht." 
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While many of today's Jewish musicians emphasize the 

musical part of J ew ish music , Schall finds t hat the prayer 

itself, t he Jewish idea behind the music, is what t ies it all 

together and gives that sense of kavanah that is so often 

lacking in Jewish mus ic today. He is attends a synagogue 

which offers study groups and lectures; not only a house of 

prayer, but also a house of learning. As Cantor Neil Giniger 

suggests, " He [Schall ] is a man of tremendous religious 

conviction ." All of Cantor Schal l's work centers around h is 

ques t to serve G-d in the best way he knows how. As he 

writes i n t he f orward of h is anthology of Ha zzanut for the 

High Hol-J' Days ( translated from the He brew): " ... and that is 

how I have come to e d it t his book, out of the responsibility 

and dedication which is befitting a holy work such a s this. " 

It is hard to bel i eve that such a musical talent as Noah 

Schall baa had so litt le in t he way of formal auaical 

t raining . What Schall has i a an remarkabl e ear for au■ic . He 

re■embera everythinl that he bears, and can repeat it. At 

the age of eight, Noah heard hi• first aignificant hazzan. 

The cantor vaa Joaepb Shliaky(1894-1955), who waa aakinc a 

special appearance in a nearby abul. Before thi• tiae, be 

bad beard only the usual. ba&l t'~1lah who would daven in a 

very plain sort of ■anner. 

At such a youna age, Noah did not quite URderat.uad 1'hat be 

waa hearin.s . u be approached••• t.en, be besaa to realise a 
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difference in styles of chanting . This became most apparent 

to him when he first heard Can tor Moshe Ganchoff in a nearby 

synagogue. Re und erstood that this style was far mo re 

elaborate t han that of t he baal t'fillah which he had been 

used to hearing . The young boy grew to like this more 

elaborate style of Chazzanut ve r y much, and would run over to 

hear Cantor Ganchoff whenever he could during break periods 

of Shabbat and holiday services at his own congregation. At 

that time, no one could have been aware of the important 

professional relationship which would develop between Scha ll 

and Ganchoff s9 many year s later. 

At age eleven, Noah began to lead services in t he Junior 

Congregation at h is synagogue. Schall, who was able to 

imitate perfectly the nus&h and s tyle which he had heard so 

often dur i ng servic es, drew the attention of many 

congreganta. Although he was not yet a Bar Mitzvah, the Rabbi 

of the congregation was inclined to allow this young boy to 

lead services tor the adult congregation. By leading services 

a few ti■•• a year fro■ agea eleven to thirteen, it was 

obvioua to the people of the congregation that the young Noah 

Schall had an above average affinity toward the nuaah and 

prayer■ for such a youna child. 

When it eaae to for■al trainina, Schall beaan quite late 

in life, when coapared to otbera witb aualcal talent of thi • 



magnitude. Zeidel Rovner asked Noah to become a part of t he 

same cho ir that h is father had sung in. The c hoir was well

known and fostered such talents a s Mordechai Hershman and 

Jacob Rapaport. The music that was sung was often quite 

dif fi cul t. At the time, Noah could not yet read music. 

7 eachi ng Noah solfeggio and sightreading then became the task 

of t he choir conductor , who happened to be Rovner' s son, 

Elias. So , at age sixteen, the lessons began; but there was 

o ne majo r problem, Elias Rovner spoke only Yiddish. Although 

Schal l understood conversational Yiddish , he did not know the 

Yiddis h mus~cal t erms. Because he did not know these terms, 

he a l so had no way of asking Rovner any questions that he 

mi ght have . In spite of the language barrier, Schall bec ame 

fluent in solfeggio, sight-singing, and music al d ictatio n and 

notation by the age of seventeen. Piano, however, is another 

sto ry for Sc hall. He took about five lessons from compos er 

Morris Barash. Noah 's inclination though was never toward 

the piano, and to this day he plays " by ear," 

As soon as he could read auaic, Schall began to realize 

t hat· he had an unuaual ability for tranacribina. Bia firat 

encounter with this hidden talent happened aa be waa 

liatenina to a radio show which featured aoae o f the areat 

hazzania of the tiae auch aa Joaepb (Yoaaelle) 

Roaenblatt(1882-1933) and Hordecbai Rircbaan. Schall found 

that while liateninc to a piece beinl •~ on the radio. he 
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had the ability to write it down, note for note. When he 

sang back what he had just written, he found that it was an 

exact copy of what he had just heard. At the time, Schall 

did not realize the importance of what he was doing. Even 

today , having an incredibly humble disposition, he will not 

aamit to this obvious and extraordinary talent. These were 

t he beginnings of, as stated by Jewish music publisher Velvel 

Pasternack, " ... anew standard to the notation of Chazzanut." 

Pasternack continues by saying t hat "Schall's notation is 

meticulous, no one else in the world can do this." As Cantor 

Bernard Beer ,
1 

Director of Yeshiva University's Belz School of 

Music , sugg-e';ts, " ... There is no one else who can listen to a 

record and capture every little grace note, every krekhtz, 

and the entire nuance on paper." Schall explains that when 

he transcribes a piece directly from a recording of a live 

performance, he uses the changing of modes and the 

modulations within the piece to frame his transcription , 

The next atep for Schall was writing original 

compoaitiona cloaelT baaed on the nu•ab• Schall began doing 

this bT aittin• with a friend and goin1 throuch aanuacripta 

written by cantor• and Jewi•h coaposera. Fro• thi• experience 

he waa able to ••ta feeling for what people were writiAS and 

coapare opinion• on what ~hey were readinl, Schall'• frie-nd 

challenced bi■ to write a co■poaition betteT tban the one• 

that the7 were readiDI• Schall took thia challent• and •rote 
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his first composit i on, a setting o f the Hi Sheberach, for 

whic h Mo rris Barash later wrote a p i ano a c companiment . 

The question is whether or n o t Noah Schall c an be 

considered a "composer ." Schall's own feel i ng is that there 

i s no way that anyone could consider him as suc h , and that 

what he does is really something quite different than 

c o mposing. ''To be a c omposer, ~ Sc hall states , " o ne has to 

wr ite music in parts, not just a melody. All I do is take a 

variation of the nusah and make it fancier. " He explains: 

"Composing is if I write something that I never saw, there,s 
' 

no fi xed ..fay to do i t. I would have to open to a blank page 

and make a melody. In what I do, I am bound by aotifs a nd a 

mode. The basic motifs are the same as Katchko or Alter." 

This ■ay be true, If one would try to ■ake a coapariaon 

between Israel Alter, Adolf Katchko, a nd No&h Schall, one 

c ould plainly aee aiailaritiea. For instance, there are only 

so many ways that one could write a Barechu for Shaloah 

Regalia and atill obaerve the traditional nuaab. Aa Schall 

puts it ," ••• nu•ah ta nuaah!" Whether or not Schall hiaaelf 

agree■, it ta plain to see that Schall'• variations of the 

nusah are far ■ore intricate than tboae of Alter or K.atchko. 

Cantor Sherwood Gotten of Lincoln Squa~e S,-naao1ue 

reiterate■ : "lvea Iarael Alter biaaelf ■aid t.bat there la no 
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o ne better [than Schall)." Cantor Aaron Bensoussan of Temple 

Beth Sholom cont inues, "Alter would actually call Schall to 

review the music that he wrote ! " On the other hand, Noah 

Schall believes that his music is no better than anyone 

else's , just more concise. He feels that, in reality, 

Katchko and Alter are more talented because they did more in 

the way of actual composing . 

Noah Schall received his Bachelors Degree in Philosophy 

i n 1947, from Yeshiva University, in New York. During the 

last year of his studies, he met Shirley, the woman he was to 

Ned. In 1953, Noah and Shirley were married. Noah took his 

f irst High Roly Day cantorial position at the age of 

n ineteen . After his marriage, he took a full time c antorial 

posi t ion in Spring Valley, New York. He stayed at this 

c ongregation for one year before becoming the cantor at 

Congregation Tefereth Israel in Glen Cove, Long Island. He 

remained at this pulpit for seven years, When the eldest of 

his five daughters was in elementary school, he wanted to 

move to an area where there were better Jewish day schools. 

Because a 100d education for his daughter• was his aain 

priority, he left the Tefereth Israel and took only High Holy 

Day positions fro• then on, 

One can not ignore the fact th.at Cantor Schall could 

have had a full ti-.e aonarecation if he bad wanted to, and 
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for a n y number of years. He certainly has the talent for it. 

honet heless, he does not find full time congregational work 

as interest ing or a s rewarding as writing or tea c h i ng, 

Scha ll also has no desire to be a performer of any sort. He 

is not particularly comf o rtable in front of a large group of 

people . His to t al l ack of egotism, and his uncommon humi l ity 

are li kely reasons for this shyness. As Cantor Bensoussan s o 

aptly explains it, "As great as his amount of knowledge is, 

t hat is ho w t iny his ego is, " It would also appear t.hat 

Schal l does not consider his own voic e to be of very h igh 

caliber. There are people who will d i sagree with him o n that 

point. After first hearing Canto r Schall sing at a wedding 

some years ago, Cantor Bernard Beer remembers being 

", .. supris e d a t how good he sounded vocally, A small vo ice , 

but very sweet. I thought he was excellent. " When asked if 

he thought that Schall c ould be a full time cantor i f he so 

chose, Beer responded, "He could be anything he wanted to be, 

he has an encyclopaedia in his aind , and not just for auaic," 

During hi■ final year in Olen Cove, Cantor Sch.all felt 

that be aay want to go into teachint, An opportunity caae 

about when Cantor Rotb■tein , who bad been the Cantc,r in Olen 

Cove before Schall, told Schall that he would be le1avina hi• 

current position a■ a teacher at the cantoria-1 schc•ol at 

Yeshiva Univeraity. He aated Schall if he ■ilbt be intereated 

in the poaition, but let hi■ know tbat there were c>tller r.c 
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c andidates for the job. Rothstein felt t hat Schall would 

have a better chance at this teaching position if he were 

already connected wi th t he School in some way, so in 1960 

Schall returned to Ye shiva University and, within one year, 

he received h is Cantorial Diploma. The faculty of the 

University realized Sc hall's remarkable talents for nusah, 

trap, and all Jewish studies, and immediately offere·d him a 

teac hing position in the Belz School of Music. He t aught a 

myriad of sub jects at the School, including Nusah, Cant il

lation, Haggadah, a nd e ven Shofar-Blowing! After twen ty-five 

years , Schall ret , red in 1985 , but he con tinues to teach 

pr i vately from nis ho me. 

Even before he a ttended a nd taught at Yeshiva 

University, the name and talent of Noah Schall had become 

quite well-known in t he world of Jewish music. Many of the 

greatest cantors o f that "Golden Age" s ought his help with 

the transcription of their music , and c alled upon his sight

reading and ear training skills to help tbea. For ■any 

years, be waa living aaona the areat hazzania durin1g a tiae 

when cbazzanut wa■ at i ta height. Such talenta a s Sidney 

Schikoff and Jacob Konigabera sought the help and 8Ldvice of 

Noah Schall when they were scheduled to perfora liye on the 

radio. Even th• areat J.-,n Pierce aaked a young Noah Schall 

to notate aoae ■uaic for hi■• Schall tell• an aaua:Lna atory 

about the very fir■t tiae tbat be received a phoDe, call fro■ 
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the illust rious Can tor Pie rre Pinclhik ( 189 7- 1971 ). "I 

answered the p hone and an almost inaudible voic e said: ' Th is 

i s Pinc hik , I ne e d your help with some music .' r t hought i t 

was o ne o f my fr i ends pl a y ing a t r ick o n me a nd I said : ' Come 

on, who is t h is? ' I t took some time for Sc ha ll to act ua lly 

believe that the P i nc hik wa s c a lling h i m--a twenty-one yea r 

old kid! 

Sc hall remembers P i nc h ik as being ra t her "ec centri c ," 

" Ta lking to h i m ( Pinc h ik ), was l i ke being o n s t age . " Whe n 

Noah arr i ve d at Pi nch ik's home, the Cantor first wanted to 

t es t h is ~andwriting. Schall was aske d t o c o py over a n 

ent i re piece of music, just to pro ve h is ha ndwr i t i ng ski lls. 

Schall r e me mbe r s t hat Pinc h i k had dozens o f compo s itions 

lying aro und wi t h o nly notes and no wo r d s . Pinch i k would 

a l so t es t Noah by showing him a piece of thi s word l ess ■ua ic 

and asking hi■ what text we n t wi t h t hat mu■ic, Pinchi k would 

then sing a t ext that would not fit with a a e lody and afte r

ward proudly aak Schall , "What did you t hink? " He waa 

actually teatinC the young ■an • • perceptivenea■ and honesty. 

The rea■on for thi■ wordless ausi.c wa■ that Pinchik d i d not 

want any other cantors to steal hia auaic. Therefore i f they 

asked what a certain piece of ■unic waa, he would tell thea 

t hat it waa Juat piano auaic, 

Schall explaln• that the c~~~or■ of that era were, aore 
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o f ten than not, were ext remely re l uc tan t t o share t heir music 

a nd terribl y competitive. One mus t remember t hat there were 

no c opy mach i nes at that ti me, and e verything had to be 

copied by hand. Schall relates a sto ry about Jac ob 

Rappaport, who would c harge someone $75.00 pe r page t o be 

allvwe d to c ome to his home and copy a part i c ular piec e o f 

music b y hand . However, i f he found out that a p i ece someone 

had c opied from him was shared with another c antor, he would 

never again let that person copy anything. For thes e 

r easons, it is amazing t hat Schall himself, has such a large 

co llection of t his music . 

Cantor Schall explai n s the way that he obtained it : 

"Cantors who wo uld pay all this money to copy down a piece o f 

mus ic from someone such as Rappaport, could not always read 

music. After copying these notes that they cou ldn't read, 

t hey would call me to come over and teach them the piece. In 

return, they would give me the music," Schall would then 

tra de music with other people and build his collection in 

t his way. He continued amassing this collection by obtaining 

music tro■ the widows and other taaily ■eabera ot the cantors 

he had worked with. One of the probleas with such an 

extensive collection•• Schall'•• which include• ori1inal 

manuacript■ fro■ dozena of eastern european hazzania, le that 

there ia toQ auob ot it tor one peraon to hal)dle. For 

instance, he us a lara• collection ot David Roit■an'• IIU■ic 
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but it is no t written with any sort of c lari ty. It takes 

someone very experienced to decipher each piece of music in a 

colle ction suc h as th is . For example, deciding suc h things 

as where each grac e note belongs, the grouping of the 

coloratura, and the expression marks . 

It is t hrough thi s colle ction that Cantor Schal l 

reali zed the need fo r making many o f the old works of 

c hazzanut clearer and more useable. It was t hen, in 1967, 

that the Cantorial Council of America sought someone to write 

a c ollection of tefillot wh ich wou ld be writte n in t he mo des 

f o r Shabb~; Shalosh Regalim, and the High Holy Days, The 

Co unci l brought togethe r s o me of the leading c omposers and 

arrangers of Jewish music at t hat time, including Shlomo 

Carlebach, Ben-Zion Shenker, Noah Schall and ■any others. 

However, the other people involved did not add anything to 

the anthology o f Hazzanut for t he High Holy Day s which was 

published in 1969. 

In the end, it wa■ solely a coapilation and edition of 

Noah Shall. The next two volu■ea which would follow in thi■ 

series the H•••an1c Tbesauru• ror Sabbath and the anthology 

of Ha••aaut ror the Three Te•t1val•, were alao tbe work of 

Noah Schall . Schall wrote tbeae book• by elaboratin• on the 

nusab of the appropriate holiday for a&n7 of the te~illot. 
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He added t o this . tas k b y comp iling many o f t he g reat wo rks of 

c haz zanut and clarifyi ng and r e -work i ng t h e m. There was 

grammar and t a'amim t o be c hanged, and the reduc t i on o f t he 

repetition o f words that real ly were n o t so i mportant. 

Schall wo u ld later d o the s ame in 197 3 wit h his Oz Y'ran ' nu : 

Fr i day Evening Selec tions Fo r Two Part Choir and Cantor, i n 

19 74 with Hallel V'zimrah, Cantoria l Reci tatives and Two Part 

Cho ir Selec t ions for the Hallel Servi c e, and in 1975 1 for the 

Shir U'Shab' c ha : Two Part Sabbath Horn i ng Selec t i ons . 

Can.t-tir Sc hall was well aware o f t he great task that l i e 

ahe a d in editing t hese pie c e s whic h so desperately needed his 

help . Howev er , he saw this task as vital to the future of 

Jewi sh mus i c. Schall explains that "music should always be 

i n t he process ot change . . . it has to evolve . Some pieces 

be c ome boring and are not used anyaore because they never 

change." "What Schall did with these pieces," says Barry 

Serota 1 a collector ot chazzanut recordings and music, " is to 

make the■ into so■ething that is useable . Schall is aore 

interested in i■proving what there is, rather than always 

writing new things." 

In order to realise all the changes that needed to be 

aade, one ■u■t first under■tand all the proble■s that exi■ted 

with the au■ic. T•• fir■t and aoat difficult probl•• ••• 
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that the old time hazzanim would oft f en orgo proper accents 

and Hebrew grammar for vocal '' tricks " and more comfortable 

vowe l sounds. Schall wanted to make the Hebrew more 

readable, more understandable. Schall feels that most of the 

c omposers in the era of the thirties and forties thought that 

the melody was more i mpor tant than correct Hebrew. Schall 

c ompares two composers on this point, ttAlter wrote with the 

most clarity and served the text the best, concerning himself 

with dikduk and the like, but even Alter felt that Rappaport 

was best when it came to wri ting a melody. Alter, however, 

would sometimes give up the melody to respect the ta'amim, 

but Rappaport would not. ~ On thi s point, Schall clearly 

agrees with •lter. Rappaport certainly was a fine composer 

of melodies, and yes, ta'AJ1Jim and dikduk are by far, more 

important. Schall feels that Aaerican Jews of today have a 

stronger connection with the State of Israel and the Hebrew 

language, and would therefore disprove of an improper usage 

of Hebrew . In the thirties and forties, Jews accepted 

improper pronunciation and graaaar . 

The aecond aajor proble■ with auch of the auaic fro■ the 

"Golden Ale of Cantors," is word repetition. Becauae ■any of 

the hazsania of that 1eneration bad little or no under

standinl of Hebrew, they would often repeat word• vhicK were 

uniaportant or in•i•nificant to the central ■eanlnt of the 

prayer. They would cbooae their repetition of worda eith•~ 
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at ra~dom , or repeat words that · n ad a good combination of 

vowels and consonants for vocal ease. Huch of the time , 

c antors would repeat Hebrew words that t~y recogn ized 

because the word was the same in Yiddish. For i nstanc e 

en 1mes, t ls would result i n "emes" o r "n'shamah," Oft t · h . 

"textual disaster!" For instance, the c antor might sing 

"Lord, do not forsake us," and have the c hoir repeat, 

"Forsake us!" 

Another problem that Schall faced when beginning hi& 

editions, waa so■e opposition when trying to the publish 

works of cantors and co■posera, who were no longer living, 

He had to obtain the per■iaaion of each of the fa■iliea to 

for editing and publication, So■e of the fa■ilies, were not 

so willing to give out old ■anuacripta or r i ght s to the 

music. The Rappaport fa■il7 was especially reluctant to part 

with his ■anuecripta. They did, however, give Csntor Schall 

per■isaion to uae any of Rappaport'• ■uaic which be had heard 

and already tranecribed. (The fa■ilY later sold the ■u■ic 

for $100.00 a pace!) The fa■iliee · of ■oat of the other 

c antor• were quite helpful in thi• aatter. Moat notably, 

when it c ... ti11e for Schall to write hi■ book of the auaic 

of Koueeeviteky, it wa• the cantor'• dau1hter-in-law who 1ave 

k ud aeked bi■ to 11ve it to 

ao■eone who collld do aoaetblae uaeful with it. 
After all, 

who could better~ boMI• to tb••• creat hassani■ than Noah 
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Schall. As Pasternack explains, "Schall is able to analyze 

t he great hazzanim stylistically." Cantor Bensoussan adds, 

''His [Schall' s 1 kav anah brings out the text and actual 

feeli ng of what the composer wrote." 

It is apparent, that when compiling and editing mus ic, 

Schall was more interested in certa in composer s than others . 

He felt t hat composers such as Leib Glanz and Joseph Kaminsky 

were among t he finest. The ir mus ic mer ited much of his 

atten t ion and the c antors of today deserved to hear t he se 

works. Never t heless, it becomes eviden t just by looking at 

the conte nts pages of any of his anthologies, that ~chall was 

particu larly interested in the music of Jacob Rappaport . 

Schall explains that, "Rappaport was the best of the era. He 

was the leading composer for c antors . Cantors both then and 

now find his music very easy to sing .. . the melody lines are 

always excellent." 

Cantor Schall haa coapiled nu■erous works in 

collaboration with Cantor Moshe Ganchoff, as well as editing 

for Ganchoff. The professional r elationship between Schall 

and G•nchoff beaan over twenty-five years ago, Cantor 

Ganchoff recalls, "When he began to edit for ■e, I thought, 

'who'a thi■ kid?' But I 1-ediatel7 • , • that be waa a acholar 

of great .knowled&••" Ganchoff continue•• "You can rely on his 

knowledae, he i■ ■uperior, an expert without a ■atch. There 
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is no one else o n that high a level. He has worked wi t h 

Barash , and edited the works of Rappaport and Zemachson. 

That enhances his stature in my opinion.•· 

Ganchoff feels that Schall is one of the only people who 

can truly understand his musical style, probably because they 

both lived the chazzanut of t hat time period. Ganchoff, who 

never used to write anything down and would only improvise, 

feels that it is Schall who "forces h" " " 1m to create. . .. [He] 

makes me prepare first and be aware of what I'm singing," 

Schall ins ists that Ganc hoff use proper grammar and accents 

and that he avoid -repet i tion of words . Ganchoff is sometimes 

both red by this because he wants to create a sound without 

always concerning himself with the text and proper usage of 

t he Hebrew . Ganchoff is an outstanding example of :Schall's 

great contribution to the hazzanim of the future, 1Ganchoff 

reiterates , "He came over and worked with me on Helech 

Rschaaan. Without hia, I wouldn't have bothered with it. I 

need him because be persuades me to write and puts lllimself 

into my auaic. Re aakes me live up to ay potential, it I do 

something that is not so great , he'll say, 'Coae on, let's do 

that again.' Re knows that I can do better," 

Gancbof'f bas creat respect tor Schall and ia 1 :l"ateful to 

him. "If ay piece• are aore acceasi'ble to cantor• nand 

cantorial atudenta, you can thank b .iJI tor that• " Tb1
• 
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dedication inside eac h o f Ganchoff ' s collecti ons says the 

following: 

I should like to express my gratitude and sincere thanks 
t o my dear friend and colleague, Canto r Noah Sc hall f o r 
his devoted efforts in the preparation of these ' 
recitatives. It is due to his dedicated efforts that 
this book has come to fruition. 

In addition to Schall's editions of the works of others, 

his anthologies contai n many of his own elaborations of the 

nusah . Schall hims elf does not feel that these elaborations 

are anything so intric ate or out of the ordinary, yet most of 

t he cantors that have seen and sung his music , feel quite the 

opposite . , cant or Aaron Bensoussan, who is also a student o f 

Schall's, claims that " , .. no one knows how to bring out a 

l ine more than Schall," Cantor Neil Giniger, who studied 

privately with Cantor Schall for seven years found Schall's 

writing of the tefillo t so easy to understand, and quite 

clear and conciae. "His writing enables ■e to make sense of 

some of the aost difficult coloraturas and hazzanut." In a 

letter written to Noah Schall from musicologist Eric Mandel 

after the publication of the anthology, Mandel writes that he 

himself ia atudying Schall's work to try and understand how 

he utilize• the ta'aaia so perfectly, 

Part of the reason that Schall'• work ia ao hiSbly 

reaarded i• becauae hi• writing is done in •u~h ,ood taate. 

Cantor Bernard BeeT, who waa &lao a atudent of Scball ~• 
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befo re becoming part of the fac ulty a t Yesh iva University, 

agrees that "his (Schall ' s) tastes in writing, edi t ing and 

arrangi ng, are very high, " Barry Serota adds, " People who 

have bad taste in music, c ouldn't poss i bly appreciate Noah 

Schall's music," When composing his own music based on 

nusah. Noah Schall improvises a melody for a partic ular 

t e fillah into a tape recorder, always using basic nusah f o r 

h is frame. He uses an old ba ' al tefillah style and Hassidic 

in f l uenc es and builds on that. He will sing this into the 

recorder about three o r four times. More often than not, 

eac h time i s a little different. Schall then c ombi nes each 

o f t he t imes that he sang, always being sure not to change 

t~ p h r ases that he sang the same each time. He then 

goe s bac k a nd c orrec ts rhythms and accents so that they are 

more " singable" and flow better. Schall explains that if he 

were t o write the same th i ng over again, it would undoubtedly 

c ome out differently , This may not seem like a standard way 

of writing music, but it clearly works for Noah Schall. 

Schall'a works for High Holy Days, Shabbat, and Shalosh 

R'galia becaae widely known and received reviews from many 

different sources. At the time, the Jewish Week of 

Washington D.C. wrote, "there are ■any praiseworthy points 

of this fine collection." Cantor Wolfson, the cantor of 

Congregation Eaanu-El in Manhattan at that tiae, said in a 

letter to Cantor Schall that he would, "hiahly reco-end the 
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a nthology to all o f his colleagues," One o f the most 

complimentary reviews of Schall's work was from Refo rm 

composer Herman Berlinsky: 

The volume by Noah Schall i s a testimonial of histo ri c 
responsibility. This work represents an ideal 
combination of freshness, originality, and deeply felt 
religiosity within t he framework of the most authentic 
modal system of our nusah. Coming to us with the 
authority of the Cantorial Council of America and 
Yeshiva University, it s hould enable a t radition
minded, responsible cantor to resist any erosion of 
this marvelous treasure of Jewish music , for even 1n 
the Conservative and Orthodox Synagogues, these 
elements tend to be replaced by pseudo-Israeli and 
pseudo-Hassidic ditties . If the words of our tefillot 
have any meaning and revelence to our generation , they 
must find tbeir interpretation in music whic h mirrors 
these meanings and sentiments. 

There are those who feel that Schall is blatantly 

ignoring the needs of the many differing styles of t oday's 

cantor by writing only for Orthodox cantors, or, as Cantor 

Sherwood Goffen, who once studied with Schall suggests, 

'' . .• for the Orthodox cantor of the thirties and forties , tt 

Schall readily adaits that he is no~ writing for ■oney or 

popularity, but ratber for his own self expression. 

Furtheraore, he doea not find aodern chazzanut interesting, 

"It doe■ not create any sort of a aood for davenilll•" 

There ia 1reat controveray aurroundinl the question of 

the practicality of Schall's auaic and editions. Althou1h 

there are cantor• that uae aoae of Schall
1

• ■uaic within 

their daveninc or coacertiaiDI, aaDY people queatioA the a 
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overall need of Schall's work. The students at the Hebrew 

Union College-Jewish Ins titute of Religion-Sc hool o f Sacred 

Mus i c, have t he option of using mus ic from Cantor Schall's 

anthologies within the context of t he ir traditional workshop 

classes, but it is not mandatory. Ho wever , it is unl ikely 

tha t many of the students will use this music in either their 

student pulpits o r in their full time pulpits a f te r 

Investiture from t he Hebrew Union College. There is little 

interest in t his type of traditional Chazzanut i n mos t of 

t oday ' s Reform Synagogues. 

There is a very different problem with Sc hall' s mus i c at 

Yeshi va University's Belz Sc hool o f Music. Director of the 

school, Cantor Bernard Beer . explains t hat Sc hall's music, 

wh i c h is sometimes use d for study purposes at the Belz 

School, i s generally too advanc ed , both musically and 

cantorially, tor the average Yeshiva University student. 

Cantor Goffen, who also teaches at the School, says, "most o f 

our student■ do not understand the superiority of Schall's 

music coapared to others. Therefore, I only use it in the 

t eachinc of ■T advanced cantorial iaprovisation c lass. " Beer 

continues, "For the purpose of atudy, Schall'• ausic is 

good,. , in a practical aen■e, it'• inappropriate." 

One can conclude fro■ thi• that there i• no place for 

Schall'• ■t7le of au■ic in toda7' ■ Orthodox ■,na,ocue■ ; that 
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it i s best left in the era for which it was written, in the 

Orthodox synagogue of the thirties and forties . Barry Serota 

agrees that, "Noah Schall's music is not applic able for 

t oday ' s Orthodox synagogue." Most of the Orthodox shuls are 

looking t o imita te the old ba'al tefillah style exac tly, 

wit hout any ornamentation or elaboration. Cantor Neil 

Gi niger does not entirely agree . When asked if he agrees 

that there is absolutely no room in today's Orthodox 

s ynagogue for Schall's music, he answers, "In a practical 

sense , yes ... but i n a h igher sense , no, because not to use 

musi c like Seo.all's diminishes the level of synagogue music. " 

Gi niger fee-r's that all cantors, in any movement of Judaism, 

need to find a happy medium between "cantorial acrobatics" 

and " j ust plain nusah." "The point being that, in the 

Orthodox shul today, people want to participate more, they 

don't want to hear a concer t like in the old days," declares 

Giniger. "Schall wants to do his own work and stay above the 

shortcomings of today's synagogues. Re is writing for 

himself at the beat level he can," Cantor Giniger c oncludes. 

One can infer that if Schall's ausic is not widely used 

in the Refora or Orthodox aoveaents, that it aust be used in 

the Conservative se■inary and syna1oguea. Thi• is ■oat 

certainly true. Accordina to Con■ervative Cantor, Jacob 

Mendelson, who also teacbe• cl••••• and aivea individual 

coach~n1a at both the Hebrew Onion Coll•I• and the lewiah 
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Theological Seminary-Cantor's Institute, "Schall's music is 

very well known amongst students at the Jewish Theological 

Seminary . The Shabbat book is the most popular and when 

students sing the music of Rappaport, it is Schall's editions 

which are mainly used. " 

Mendelson also finds Schall's music very useful in 

individual coaching sessions." Regarding the use of Scball's 

works in the Conservative synagogues of today, Mendelson 

says, "It is most often used in the Conser v a tive synagogue, 

which is the last vestige of classical chazzanut." Cantor 

Ganchoff ~snot feel that it much matters which branch of 

J udaism uses Schall's music, he says only that "Schall is 

writing for c antors who are very music al. " What many people 

do no t realize, is that Schall is all too aware of the 

c hanging, or rather, the changed face of chazzanut. He says, 

"Many hazzanim today do not really know their craft, there 

are hardly any creatiats today, These bazzani• are rarely 

unique, everyone just iaitates, It's alaoat a waste of tiae 

to write in thia era. If there waa ■ore of a aarket for it, 

I'd do it ■ore." Cantor Giniger reiteratea, "Schall recoa

nizes and realize• the atate of chazzanut in the Orthodox 

syna1oauea today." Cantor 8enaouaaan adda, "Noah Schall ■eea 

thi■ era of cbassanut d7in, and it ha•• areat affect on hi• 

auaically. Wben he talk• about tbia kind of ■uic, people 

don't fully u.nderataad wb.&t be'• talkin, about. Schall i■ 



left from that legacy, but not enough students waPt to take 

t he time to learn it exactly how it's w~ant to be, the way 

Schall teaches it," 

Today, much of Noah Schall's time is spent teaching 

privately to a variety of hazzanim, who hold positions in 

s ynagogue~ of each of the three divisions o f Judaism, as well 

as some who are not full-time c antors , but who often 

c onc ertize and perform great works of hazzanut. He also 

finds himself i n great demand, writing pieces for students 

and transcribing many difficult works from recordings, as 

only h~ t an d o . As Cantor Jacob Mendelson suggests, "Noah 

Schall is the person most commonly called upon in the world 

to notate for cantors." Mendelson continues, " . . . not only 

that , he is incred ibl y resourceful, a great musician , and has 

an extra-ordinary knowledge of nuschaot and mi-sinai tunes," 

Cantor Bernard Beer speaks of Schall as a private 

teacher. "On a one on one basis, he can teach a student an 

enti rely new approach, one which they had not seen before." 

Cantor Benaouaaan, who has r e gular private coachings with 

Schall 1 had no auaical background when he began studying 

chazzanut. When he was studying at Yeshiva Univeraity , be 

found Schall to be " • •• one of the ■oat knowledgeable 

teachers, a ■an of tre■endoua depth." 

Ben■ou■aan aolfeae and ••neral ■uaic, 
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c onsiders Schall an amazing teacher in the pr ivate se tt ing, 

and feels that one of the most inc redible things about him, 

is that he will always admit when something is "out of his 

league ." 

Cantor Schall expla ins that he o ften c reates music based 

o n the needs of h i s students. If someone needs a sett ing for 

a c erta in tefillah, he takes the nusah f or that tefillab, and 

adds on to it accor ding to the student ' s vocal abi lities 

a nd/or limitations. For example, if a student can sing ver y 

h i gh notes , Schall is sure t o add them in. If a student can 

not si ng coloratura, he will not write any. Oftentimes, he 
/ 

will t ape record the student singing the same piece from week 

to week. He encourages the s tudent to try and improvise . He 

t hen listens and compares the recordings to hear which 

phrases were the same, and which were different. Schall says 

t hat he gets inspiration from his students . " When you hear 

it sung back, you see what's wrong, Both the student and I 

l earn fro■ their ■iatakea, and we learn how to fix these 

mistakes." Thia is all a part of the endless learning process 

on which Noah Schall baaea bis life, 

A value that Judaia■ teachea us, ia the value of 

learning, the value of Jmowled1e. Cantor Noah Schall ia a 

teati■ony to Jewi■b knowleqe because he baa never ■topped 

learning and he i■ continuall7 teaching, He teaches our 
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J ewish heritage b y keeping al ive some of t he greatest music 

of our people. He g ives an invaluable g i ft to the hazzanim 

of the futu re by preservi ng countless great works from the 

"Golden Age of Cantors . "There are those that a re of the 

opinion that there is no other person alive tod ay who 

possesses suc h an i nc redibly intense understanding and 

insight of traditional chazzanut and the great hazzanim of a 

many years ago . 

Cantor/Composer Ge ~shon Ephros, when speaking of the 

wor ks of Noah Schall , quotes the Haftara for the Sabbath in 

Chanukah, Zehariah 3:2 [The works whic h Schall have edited, 

are like] "a brand plucked out of the f ire." The commentar y 

in the Hertz Chumash explains this to mean "Something 

pre cious snatched from destruc tion. " He is completely un i que 

i n this field, 

Cantor Aaron Bensoussan states, "Schal l heard the true 

essence of chazzanut growing up. He felt i t, he lived it." 

Velvel Pasternack affirms, "He is totally dedicated to t he 

world of chazzanut, it's a part of him ," This aspect of Noah 

Schall is agreed on by each and every person who knows him, 

and all who have witne•sed his work, Noah Schall is always 

willing to share this part of bi■, this wisdo■ and under

standing , with anyone who want• to learn, 

., 



Cantor Schall can usually be found surrounded by great 

cantors, outstanding talents of the past that most of us will 

never have the fortune of knowing. Koussevitsky and Kwartin, 

Rosenblatt and Roitman, Pinchik, Chagy and Schlossberg. 

Their photographs cover t he walls of Noah Schall's basement 

in Flushing, Queens, and the music of these great men is 

t here t oo, piled on desks, jammed into drawers, over-flowing 

from the bookshelves onto the floor. In the midst of all the 

precious clutter Noah Sc hall sits at the piano, smoking a 

c igar, spending endless hou rs, doing what only he can do-

p r ese r v i ng the hazzanut of the past for the hazzanim of the 

future . 
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