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Introduction 

This is a study of the life and music of Heinrich Schalit. Having 

lived to be ninety years old, he endured decade upon decade of 

industrial, political, and cultural change. The tumultuous times in 

"hich he lived and the people he encountered are exemplified rn the 

vast range of musical styles of his composi tions. 

Of continual importance throughout Schalit's life was his 

religion. Judaism. As a young composer. Judaism was a peripheral 

part of Schalit's home-life and educa1ion and was not represented in 

his music. At the age of thirty. though, Schalit made the conscious 

decision to wri te, a lmost exclusively, Jewish music. The sudden shift 

from the secular to the religious musicaJ world had a profound affect 

upon Schalit's compositional style as well as the make-up of his 

listening audience . 

In Pare I, I give a detailed description of Schalit's life, 

beginning with the marriage of his father and ending with the death 

of Schalil's wife, live years after his own . It is designed to 

familiarize the reader with the major events, as well as some minor 

ones, that took place during his life. My intention is to give the 

reader a glimpse at the different sides of SchaUt: as a student, 

scho lar. teacher, Jew, Zionist, husband: father, musician, and 

composer. This will enable the reader to view his compositions in 

the context with his life. 
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In Part JI , I have chosen several of the composer's 

compositions from various periods in his life ant.I examined them 

more carefully. In particular, I have !\elected one piece from his 

Romantic period, o ne from his post-Romantic period, one of hi s 

Zionist pieces, and o ne o f his Jewish ~acred music pieces. I will show 

the reader how the changing polit1cal and cultural enviro nment 

d irectly affected Schali1's compositional styles and cite specific 

musical examples to support my claims. 

The purpose of this study is three-fold. One objecti ve is 10 

familiarize the reader with the li fe of Schalit. a talented composer 

who is not well-known. The second is to determine why a man, who 

had just begun to receive natio nal recognition as a secular composer, 

would suddenly decide to compose a lmost exclusively Jewish music. 

But "Jewish music" is an elusive term . Musicologists are yet 10 agree 

on a conclusive definition of Jewish music. The final objective of this 

paper, therefore. is to define what Jewish music meant to Heinrich 

Schalit and how his concept of Jewish music evolved over the 

decades of hi s life. 
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Part I : The Life of Heinrich Schalit 



.. 

Biographical Time Line of Hei nrich Schaljl 

1886. Heinrich Schalit born January 2 

1886-1907: Youth in Vienna 

1907-1933: Life in Munich 

1921 : Heinrich Schalit marries Hilda Schork on July 18 

1924: Birth of Joseph Josiah Schalil on April 28 

1930: Birth of Michael SchaJit on March 10 

1931 : Birth of Theodor Schalil on March 6 

1933-1939: Rome 

1939-1940: England 

1940-1943: Rochester, New York 

1943- 1948: Providence, Rhode Island 

1948: Denver, Colorado 

1949: Hollywood. Californ ia 

1950: Return lo Denver 

1958-1976: Retirement in Evergreen, Colorado 

1976: Death of Heinrich Schalit on February 3 
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Chapter One: Vienna 

Joseph Schalit. father of Heinrich Schalit.1 was a Hebrew scholar 

and an ardent Zionist inspired by Moses Hess.2 While living in 

Vienna, he married Josephine Fischer, the daughter of a Jewish 

farmer. The two settled in Novosiolsk. an agricultural settlemen t 

ou tside of Vienna, in an a ttempt to fulfill Joseph's Zionistic dreams . 

Since the early Zionists moving 10 Palestine needed to be skilled 

farmers and builders. they established agricullural communities to 

help teach these ski ll s. 

Before long, it became apparent that Joseph was ill-suited for 

agricultural work. In addition. he was unable to support his family 

financially as it grew to three with the birth of Isidor on June 5 , 

1871. They decided to return to Vienna, lhe cultural center of the 

Austro-Hungarian Empire, which held a great deal of appeal for 

Joseph who was a scholar and inventor by nature . 

I All of !he information regarding the b iography of Heinrich Schalit . 
unless otherwise noted. was obtained from Michael Schalit 's biography about 
his father: Michael Schalit, Heinrich Scba!jt· The Man and Hjs Music, 
( Livermore, CA: publjshed by the author. 1979). 

2Moses Hess (1812-1 875) was an early Zionist. a predecessor of Theodor 
Herzl. He had been raised as an assimilated Jew but grew increasingly 
disillusioned with the prospect of total Jewish integration into the gentile 
world. In his book, Rome and Jerusalem ( 1862), he developed his ideas of 
•. . . the insubstantiality of the ideal of emancipation as an end in itself. In 
trenchant language he criticized the attitude of modem Rabbis of every 
school, who by regarding Judaism solely as a religious system, had sacrificed 
the national idea; and he affirmed that the reconstitution of a political 
nationality in Palestine was the only solution to the indubitable problem of the 
Jew." Cecil Roth, A Short History of the Jewjsb People (Hartford: Hartmore 
House, 1969), 408-409. 
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[n Vienna, Joseph began a Hebrew newspaper, sti II hoping to 

perpetuate bi s Zionist dream. Yet this project, too, was doomed to 

failure . In the assimilated atmosphere of Vienna. very few members 

of the Jewish community were educated in Hebrew and those who 

could speak Hebrew considered Hebrew lo be lashon hakodesh (the 

holy language), re served for prayer. Furthermore. Joseph's 

competition--a Yiddish newspaper--easily won over 1he majori1y of 

Jews, for whom Yiddish was their native tongue. Having deple1ed 

Josephine's dowry 10 near nothing. Joseph was forced to give up his 

dream. 

Meanwhile, financial obligations only multiplied as Joseph's 

family grew. A second child, Bertha, was born on May 30, 1873. and 

in the spring of 1875. a 1hi rd child, Ernestine was born, but she clied 

shortly thereafter. While Joseph supported his growing family by 

working as an inventor and writer. his meager income was 

supplemented by Josephine. who began worki ng in a facto ry. In 

1881 , however, Josephme contracted tuberculosis and died in July at 

the age of 1wenty-seven. 

One year later, Joseph married Marie Lothringer and his 

financial luck began Lo change. He became a "prokurist" (an 

accountant and legal representative) for a Jewish liquor firm that 

imported Carmel wines from Palestine. With Marie, Joseph bad lhree 

children: Leon , born February 19. 1884; Heinrich, born January 2, 

1886; and Frida, born February 22, 1891 . 

Several factors played a role in young Heinrich 's development 

as an individual and as a musician. • Two of his siblings were to have 

an especially strong impact on Schalit. He admired Leon, bis older 

4 



brother, and spent a good deal of time with him. Leon became an 

active Zionist anJ a close friend of Theodor Herzl.3 Perhaps Heinrich 

Schalit's strong Zionistic ideology (which is discussed in greater detail 

in Part II of this paper) was first nurtured by Leon , together w1 th 

Joseph Schalit's Zionistic visions. 

Schalit's half-sister, Bertha, a musician herself, led Schalit to 

express himself in this medium. She studied piano at the 

Kon servatorium filr Musik und Darstellende Kunst (Conservatory for 

Music and the Performing Arts) and often filled the home with 

mu sic. Brother and sister were united by their mutual Jove of music. 

Of course. Vienna itself was recogn·ized throughout Europe as among 

1be most efflorescent music centers and fueled their interest in 

music . 

While these familia l factors influenced Heinrich Schalit, nothing 

affected him more signfficantly than his severe visual impairment. 

Ambiopia (double-vision) damaged one of his eyes; a childhood 

accident caused an injury to the other, leaving him with only 1 /SO of 

normal vision. This disability had a direct impact on everything that 

Schalit did throughout his life. 

From an early age, Scbatit was a self-taught composer. A 

family friend presented some of Heinrich's compositions to Joseph 

3Theodor Herzl ( 1860-1904) was the father of political Zionism and 
founder of the World Zionist Organization. He was convinced that the Jewish 
problem could not be solved through assimilation because of anti-semitism and 
the only solution was a mass exodus of Jews from Europe and resettlement in a 
territory of their own. He called for the use of science and technology in the 
development of Israel. for tolerance in all spheres, and for a society based on a 
cooperative basis. His visions were best outlined in his book called D..u 
Judenstaal. See Encyclopaedia Iudajca. (New York: Macmillan Co .• 1971). s.v. 
"Herz.I, Theodor." 
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Labor4 who then took the twelve-year-old Heinrich on as 3 piano and 

theory student. On account of his poor eyesight, Schalit enrolled a t 

the lsraeltisches Blinden lnstitut (Jewi sh Institute for !he Blind) that 

same year. There, he also studied choral singing with Josef Singer.5 

Although. at this point in his life, Schallt had no aspirations to 

compose Jewi sh music , thi s eminent schola r of Jewh h mus icol ogy 

certainly asserted some influence on him. 

Schalit was in a fortunate position compared to many of his 

mu~ical colleagues for his family not only embraced hi s talent but 

encouraged him 10 develop it.6 Not unlike today, people frequentl y 

tried to discourage fri ends from becoming music ians as society 

looked at them with something less than bigh regard , primarily 

because most musicians earned very little money. Many of Schalit's 

musical colleagues worked toward their dream in direct contradic tion 

to their family 's wishes . 

Upon graduating from the Jewish Institute for Lhe Blind, Schalit 

enrolled at the Konservalorium , where he became totally immersed 

4 Joseph Labor (1842-1924) was a blind mus1c1an who studied at the 
Konservatorium. Upon his graduation. in 1863. he was appointed as the 
chamber musician for the King of Hanover. He returned Lo Vienna to teach 
and compose, but Labor would only teach blind students. He became Schnlit's 
first piano teacher. Shortly after their studir:s began. Labor discovered Schalit 
was not totally blind and dismissed him as a student. See Michael Schalit, 
Hejnrjch Schaljt, 64. 

SJosef Singer ( 1841-1911) succeeded Salomon Sulzer as the Oberkantor 
(head cantor) at the Seitensteuengase Synagogue in Vienna. He taught 
singing at the Jewish Institute for the Blind and tried to establish a school of 
cantorial singing. Singer was also one of Judaism's first musicologists. He 
attempted to systemiz.e Ashkenazic music by comparing Jewish modes to old 
European and ancient Greek music. Tho findings of his research remained in 
high regard until supplanted by A. Z. ldelsohn's research several decades 
later. Jbid. 

6Michael Schalit, interview by the author, 4 January 1996. 
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in his music. He began studying piano with Leschetizky7 and theory 

and composition with Robert Fuchs.8 In 1906, Heinrich Schalit 

graduated from the Konservatori um and won his first contest in 

composition . 

Heinrich went to Castle Itter for the summer and worked as the 

resident musician. His father. who had been lil for several years. 

died that year and his beloved sister, Bertha, married her first cousin 

and left Vienna. With no close family in Vienna, Heinrich decided to 

move to Munich , another important musical center, to begin his 

career as a composer and performer_ 

7 •Theodor Leschetizky [was) the most celebrated piano teacher in 
Vienna and perhaps the world at that time." He was a world renowned pianist 
of the Romantic style and loved by all of his students. Darryl Lyman, Q.cw 
Jews In Music {Middles Village: Jonathan Cavid Publishers, 1986), 184. 

BRobert Fuchs ( 1847-1927) was a Romantic composer who taught theory 
and composition. He became a professor' of theory at the Konservatorium in 
1875 where he taught such greats as Gustav Mahler and Jan Sibelius. Schalit 
dedicated bis first published piece to Fuchs. See Michael Schalit, Heinri ch 
SilAli1, 65. 
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Chapter Two: Munich 

Munich was a city filled with educational and professional 

promise for Schalil and he immediately began capitalizing on new 

opportunities . During his earliest years in Munich, Schalit composed 

some of his best works. For two consecutive years, hi s composil1ons 

won first prize at the Feslival of the Arts at Llangollen. Wales. As 

wel1, lhe di stinguished Musicians' Assocjation of Munich and the 

Rebner Quartet of Frankfun performed many of Schalit's 

compositio ns . 

In 1909, he enrolled at the Royal Bavarian Academy of Music 

in order lo study organ, while he continued hi s composing. Jn 1913 , 

he became friendly wilh Bruno Walter9 who assisted him in 

promoting his career. During this time, he composed several 

wonderful pieces for piano and other instruments as we11 as a few 

song cycles, such as Fri.i hlini:s l jeder (Songs of Spring) IO and Gesiinge 

fiir eine Singstimme und Klavjer (Songs for Voice and Piano). I I 

With the onset of World War I, life became more difficult for 

the young composer. The ravages of war haunted the city . Food 

9Bruno Walter ( 1876- 1962) began his career as a concert p1amsl but a 
few months after his professional debut he decided Lo pursue a career as a 
conductor. ln the early 1900s, he worked under Gustav Mahler at the Vienna 
Opera. In 1913, however, he took the position of music director of the Munich 
Opera. where he stayed until 1922. See Lyman, 236-238. 

I OHeinrich Schalit , Secbs FrUhlineslieder file ejpe babe Stjmme 11pd 
Klavjer, Op. 12, poetry by Max Dauthendey •(Ktlln: Tischer & Jagcnbcrg, no 
date) . 

11 Heinrich Scbalit. Geslinee fllr ejpe Sin&stimme upd Klavjer. Op. 5, 
(Munich: Otto Halbreiter, no date). 
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shortages were the norm and wounded soldiers returned wi1h 

horrible ·.var stories. Less money was invested in tlte arts making 1t 

difficult for anyone to find work. For a nearly blind musician and 

composer--who was also a bachelor--financial well-being became a 

great challenge. 

It was around this time !hat Schalit began his transition to 

composing Jewish music. It is curious that he would choose this time 

to make such a change, for i1 was a time of strong anti-Jewish 

sentiments in Germany and, despi1e his declining income, Schalit had 

finally begun to establish a reputable name for himself in secular 

music. h appears 1he influence of his father and brother, of religious 

identity, and his early s1udies under Josef Singer at the lsraeltisches 

Blinden Institut. overcame Schalit's seemingly easier and financially 

more rewarding path of secular composition. (Part II : Chapter Six 

develops the above ideas in greater detail with regard to the manner 

in which hjg music changed and the reasons behind the changes.) 

The ideals of Zionism continued to attract his aueolion. For a 

time. Schalit even considered changing his name to its Hebrew 

equivalent, Chaim. He also became increasingly intrigued oy the 

poetry of Yehuda HaLevi, 12 as translated by Franz Rosenzweig, 13 as 

I 2Yehuda Halevi (c. 1075-1141) was a poet and philosopher who lived 
mosl of his life in Spain. He lived during the First Crusade as well as the tum 
of the millennium, a cime when many Jews and others felt redemption was at 
hand. At the age of sixty. he set out for Eretz Yisrael, convinced that a Jew 
living outside the Holy Land lived an incomplete life. His 800 known poems 
contain several themes: songs of praise of friends and nature, religious 
poetry, lamentations of Israel and friends who died, and poems about Israel, 
For more information see: The Encyclopedia of Judaism. 1989, s.v. "Judah 
HaLevi.• 

I 3Franz Rosenzweig (1886-1929) was a German Jewish philosopher and 
existentialist. He was raised in an acculturated family but chose to devote all of 
his career to Judaism late in life. He played an important role in founding the 
Freies Judisches Lehrhaus (Pree Jewish House of Leaming) in Frankfun.. His 
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well as the poetry of Heinrich Heine.1 4 Schali t used their poetry as 

the text for many of his compositions , beginning in World War I and 

con tinuing throughout his career. I 5 

While on vacation in the summer of 1920. Schalit's piano 

playing drew the attention of a young woman named Hilda Schork. 

On August 18. 1921 , the two were married . They had thei r first 

child. Joseph, whom they named after Heinrich's father. on April 28. 

1924. Schalit was still earning only a meager income. He had begun 

to establish a good reputation for himself but, in the increasingly 

anti-Semitic a tmosphere of Germany , he was now regarded as a 

musician who was Jewish. rat.her than just a musician, which 

negatively affected bis income. 

As the German economy began to improve, so did Heinrich 

Schalit's economic status. The Grea t Synagogue of Munich hired 

Schalil, now forty-one years old, as the organist at the end of 1927. 

Upon his arrival , the music of Lewandowski16 prevailed. Schalit, who 

most important work was Der Stern der Er!Osuni.: (The Star of Redemption) in 
which he taught that there are three elements of total existence; God. the 
Universe and Man. He applied his existentialist approach to the study of the 
Bible a.s well. Among his other important works are his translation oT much of 
Yehuda HaLevi 's liturgical poetry into German and a German translation of the 
Bible which he worked on in conjunction wi th Martin Buber. Ibid .. 
"Rosenzweig, Franz" 

I 4Heinrich Heine ( 1797-1856) was "one of the greatest lyric poets in the 
German language and Germany's outstanding writer." Heine, raised as an 
assimilated Jew, was baptized into the Protestant Church in an attempt to 
further his career but succeeded only in alienating himself from the Christian 
community as well as the Jewish community. Ironically, it was only after he 
was baptized that he began to learn about Judaism. Much of his poetry focuses 
around Jewish themes. Encyelopaedja Judajca , s. v. "Heine, Heinrich." 

15 See the Chronology for a complete list of Schalit's compositions, 
including texts by Yehuda HaLevi and Heinrich Heine. 

I 6Louis Lewandowski ( 1821 -1894) was • a German composer and 
conductor. Lewandowski adopted the German Romantic style of music and 
applied it to Jewish liturgical text. He also made simplified anangements of 
traditional synagogue melodies. He succeeded in attracti!l& a very broad 
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had become fascinated with the research of A. z. Jdelsohn,t7 began 

composing his own liturgical music to be used in lieu of 

Lewandowski's. He fell th al Sulzer! s and Lewandowski. whose music 

reflected the times in which they lived, had romanticized and 

operatized Jewish music at the expense of the meaning of tbe text. 

Schalit wanted to re-introduce a sense of spirituality that stemmed 

from an authentic Jewish tradition and enhanced the meaning of the 

text while incorporated contemporary harmonization techniques . 

As the status of Jews in Germany continued to deteriorate. the 

Schalits began to search for a new place to settle. In the summer of 

1930, Irma Lindheim. a member of his congregation , introduced 

Schalit to Rabbi Philip Bernstein from Rochester, New York. The 

following autumn, Bernstein persuaded his congregation lo bring 

Schalit 10 the United States for four months to serve as a musical 

consultant for Temple B'rith Kodesh . Jn truth, Bernstein wanted to 

persuade his board to hire Scbalit for a permanent position. 

However, the stock market crash of 1929 dried up any funds which 

might have been available to pay him , so Schalit returned to 

Germany. 

spectrum of listeners. For half a century after his death, his music remained 
the single most influential in all of the Wes1ern Ashkenazic community. See 
Lyman, 278. 

17 Abraham Zvi Idelsohn (1882-1938) was a cantor, composer and 
founder of modem Jewish musicology. He was born in Latvia but lived also in 
Regensburg, Johanneshurg. Jerusalem. and Cincinnati . While in Palestine, he 
did extensive research on the Jewish oral tradition which resulted in his 
Thesaurus of Hebrew-Oriental Melodies, and in 1929, he published his most 
recognized work, Jewjsh Musjc jn Its Historical Development. See Lyman. 272. 
Although some of his research is now contested, i1 is an important resource for 
Jewish musicology to this day. 

lSsaJomon Sulzer (1804-1890) was a Viennese cantor. composer, and 
conductor. His music was ext racted from traditional melodies but harmonized 
primarily in the German romantic style that was prevalent in his day. His 
compositions were performed widely throughout Europe. S~e Lyman, 293-294. 
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By 1932 the Nazi party was firmly established in Germany. 

especially Munich. The Schalits--now numbering five after the birth 

of Michael on March lO, 1930 and Theodor, named after Theodor 

Herzl. on March 6. 1931--were evicted by their downstairs neighbor, 

a member of the Nazi party. They were forced to find new, less 

comfortable accommodations. 

Adolph Hitler became chancellor of Germany in 1933. In a 

Munich suburb called Dachau, Hitler's regime constructed the first 

concentration camp. The Schalits began receiving threats of being 

sent to Dachau for their next vacation. Meanwhile, Bernstein 

continued in his attempts to get rhe Schalit family out of Europe. but 

an application for a visa to the United States was rejected due to 

Schalit's vision problems. As an alternative, Heinrich was offered 

and accepted a job as the choir director at the Tempio Israelitico in 

Rome. The Schalit family left Germany m December, 1933, never to 

return to either Germany or Austria . 
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Chapter Three: Wandering 

Life was difficult in Rome. Although the Schalits lived as 

middle-class residents, the middle class in Italy was worse off than 

that of Germany. Their living arrangements were adequate but small 

and less comfortable than in Germany. Heinrich, addressed as 

Maestro Enrico Schalit, acclimated relatively well but Hilda never did 

become comfortable with Italian. Despite lhe difficulties created by 

the transition lo a new country , the Schalits were well accepted by 

the Roman community, or at least as much as Italians would permjt 

foreigners to be accepted . 

Heinrich continued his composing and supplemented bis 

income by teaching, performing in concerts, and accompanying 

musicians at weddings. He maintained contact with Bernstein who 

did his best to support the family by selling Schalit's music in the 

States . 

But Italian life for the Schalits was short-li ved : the Roman

Berlin Axis was established in 1938 and Nazism began to take hold in 

Italy. The police informed Schalit that he and his family would have 

to leave Italy. Schalit wanted to move to Palestine where his brother 

Isidor was living. Isidor discouraged him. though . because life in 

Palestine entailed hard physical labor, which Heinrich's poor eyesight 

precluded, so Schalit went to the British Embassy. Through his 

musical activities and contacts, he was able to find a sponsor, Major 
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M. Gilbert Micholls of London. The Schalits sold mosc of thetr 

belongings and left for England in March, 1939. 

Upon their arrival in London , the Schalits fell victim to the 

world-wide depression . England. in an auempl to support British 

citizens, restricted employment of foreigners . T he Schalits' visa 

permitted them to enter the country as immigrants but did not grant 

them permission to take employment. They were s upported by the 

Bloomsbury House and Major Micholls. 

Six months after their arri val, Britain declared war on 

Germany. German refugees were given the status of enemy aliens. 

Because Heinrich and Hilda had passports, visas, and a letter from 

Otto Schiff.19 they were protected from arre t or internment. Their 

son Joseph, who was sixteen at the time. was not as fortunate. He 

was arrested and sent to the Isle of Man and eventually moved to an 

internment camp in New Brunswick, Canada.20 

T he remai nder o f their sojourn in England proved relatively 

uneventful. The two o ther sons adjusted well to British society. 

With virtually no work to occupy their time, the Schalits visited 

frequently with Heinrich's brother, Leon, and his wife, who a l s~ had 

found refuge in England. Schalit was frustrated by the abseoee of a 

piano as well as the absence of his music which was in storage. Wilh 

li ttle to distract his attention, be occupied his time by doing 

crossword puzzles from the London Times . 

19Quo Schiff was a prominent member of the immigrant aid group 
organized in England to protect Jewish immigrants. 

20 Joseph was eventually freed from the camp by his cousin, Eli Schalit, 
a member of the Royal Canadian Air Force. Josef remained in Moncreal where 
he worked for the war effort and also smuggled' arms into Palestine. He 
rejoined his family with his new wife in Providence, Rhode Island 1947. 
Michael Schalit. interview by i.he author. 4 January 1996. 
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Chapter Four: Exodus from Europe 

Bernstein continued his efforts to extricate the Schali ts from 

Europe. In August 1940, the Schalit family went to Liverpool in a 

final att empt to emigrate to America. After undergoing extensive 

medical exams, they set sail for Quebec, then made their way by bus 

and ferry to Rochester, New York. Bernstein's temple, B'rith Kodesh. 

helped to establ ish them in an apartment and then appointed 

Heinrich as their organist and music director. Heinrich familiarized 

himself with American Jewish liturgy and began composing once 

again. He also engaged his friend. John Slater, an Engljsh professor at 

the University of Rochester. to translate some of his earlier works, 

(such as lhe aforementioned Eriihlinesljederl. into English.21 Schalit 

then edited lhe music to fit the texc. 

As the war persisted, Bernstein showed hi s support for the war 

effort by moving to New York City to serve as the executive director 

of the Committee on Army and Navy Religious Activities for the 

Jewi sh Welfare Board. Inflation continued but Schalit's salary did 

not grow with iL Hilda was forced to hire herself out as a 

housekeeper in order to supplement the family income. ln 1943, 

Schalit, now fifty-seven, reluctantly began searching for a better 

21 Heinrich Schalit, Son&s of Sprin& (originaJly Op. 12), poetry by Ma.x 
Oauthendey, English by John Rothwell Slater. private collection of Michael 
Schalit, Cardi[ By Sea, CA. The English tra9slalion of this song cycle also 
included the addition of a sixth piece, Mu.. which originally appeared in 
Op. 17. Mu. received wide r~ognition when sung by Marian Anderson on an 
international tour in the forties. 
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paying job so Hilda would no longer have to work . He took a JOb as 

mu sic d irector at Temple Beth El in Providence, Rhode Island. 

In Providence, Schalit reached the height of his sacred music 

career. He worked. composed , performed, and was able 10 finance. 

publish , and distribute many of his compositions. Despite his 

successes, Schali t was not terribly happy at Temple Beth El or with 

the Rhode Island weather. ln the summer of J 947 , the Schalit family 

took a vacation in Colorado. Whi le there , they visited Temple 

Eman'.1-EI in D enver where Schalit received a vague promise of work . 

Upon returning to Rhode Island. Schalit decided that his work 

si tuation and heal th from the humid atmosphere , a somewhat 

ps ychosomatic problem, were no longer tolerable . 

Schalit's drive and hi s whims made him a difficult man. It was 

Hilda th at essenti ally he ld the family together during a ll of their 

troubles. He inrich , who was middle-aged when hi s sons were born, 

had little patience fo r small children. He was driven by his music, 

sati sfi ed with no th ing less than perfection in himself as well as his 

stude nts. In an interview last spring,l2 Michael Schali t said it was 

essentially his father's demand for perfection that drove all three of 

Schalit 's sons away from music because no ne of them were the child 

prodigy he required them to be. Although he had several close 

friends, such as Paul Ben-Haim, Hugo Chaim Adler, and Herbert 

Fromm, Schalit led a relatively secluded and anti-social life. 

Now sixty-two years old, Schalit left with bjs famil y for Denver, 

Colorado. Hilda was delighted at the start. For the first ti me in their 

22Michael Schalit, interview by author, I May 1995. conducted by 
phon e. 
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lives, the Schali ts owned a house. The job at Temple Emanu-EJ. 

however, never materialized. Living on a tight budgel, Heinrich 

taught piano and voice, continued composing and assembled a 

community choir. Hilda became a book.keeper. 

Schalit continued his search for full-time employment and. in 

the fail of 1947, Temple Israel in Hollywood. California offered 

Schalit a one-year contract. Maintaining their residence in Colorado. 

the Schalits picked up and moved once again . Come the end of the 

year, when his Hollywood contract was not renewed. they returned 

to Denver where Schalit continued composing. 

Upon adding an extra room to a c:ummer retreat in Evergreen. 

Colorado in the summer of 1955, the Schalits sold their home in 

Denver and reti red to Evergreen, making it their permanent 

residence . Their sons supplemented the meager income they 

continued to earn.23 Schalit claimed the stillness of Evergreen helped 

him to concentrate. He used the time to publish a major portion of 

hi s work. He also continued revising several of hi s older works and 

composed a third sacred service. 

On February 3, 1976, Schalil died in his sleep at the age of 

ninety . His wife, Hilda. developed a severe pain in her leg five years 

later. When she was taken to the hospital she was determined to die, 

and die she did. 

All in all, Schalit led a very long and fortunate life. Despite his 

physical challenges, he was able to pursue the career of his desire 

23samuel Adler. interview by author, '30 November 1995. Atlanta. 
Samuel Adler is the son of Hugo Chaim Adler who was a close friend of 
Heinrich Schalil. Samuel spent many evenings as a boy listening to the two of 
them discuss music, politics, etc. 
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and support himself and his family, however minimally, throughout 

his life. He and his entire family also managed to escape one of the 

most dangerous periods in Jewish history at a relatively small cosl. 

In the process , he created some of the most beautiful and 

adventurous music of his day. 
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Part II: Putting the Music and the Man in Context 



Chapter Five: The Backdrop 

In order to appreciate fully the milieu in which Schalit li ved 

and composed, it is necessary to first step back and g lance at certain 

aspects of the environment that influenced him. The nineteenth 

century was one of vast social and economic changes which had a 

profound effect upon the arts and upon European Jewry . In 

particular. the nineteenth century brought in the emancipation of 

European Jewry, Lhe age of romanticism. and a developing sense of 

nationalism. Schalit's early work is represen tati ve of the Romantic 

Movement but also progresses into the post-Romantic era and 

includes an awareness of nationali sm . To full y understand the work 

of this young composer, therefore, one must have a viable 

understanding of the above environmental elements. 

During the nineteenth century, Lhe world entered into a new 

era brought about mostly by industrialization and modernization. 

Industrialization Jed to a re-distribution of wealth and the 

development of a large bourgeois class. Modernization affected day

to-day living as well as employment opportunities. Such an 

elementary c hange in societal and economic structure transcended 

every aspect of cultural life for gentiles as well as Jews. As 

ethnomusicologist Philip Bohlman contends, 

Within a remarkably short period of time, Jews were 
actively engaged in cultural areas in whieh their previous 
contributions had been negligible. Jews had entered into 
many of the most favored and economically rewarding 
professions in numbers many times disproportionate to the 
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relative size of thc:ir community . To 1he degree that 
German culture benefited from the nineteenth centu ry's 
swee~ing socio-economic changes, the Jewish community 
bencf11ed even mQre and served to quicken the pace of the 
c hanges .2 4 

The nineteenth century brought modernization to a wide field 

of European Jewry. especially those of wc<:tern Europe. Large 

numbers of Jews began lea vi ng rural settlements in exchange for 

urban life. In I 848. for example, there were only 842 Jews living in 

Munich . By 1900. the number had grown to 8.739 and to 11 .000 b) 

1910. 2S Jews interacted with the secular world on a grander scale. 

They started to represent a large percentage of the audience in 

musical events, as well as actively pursuing l.'.a reers 1n the arts. 

Music al o underwent some radical cha nges during the 

aineteenth century which are attributable to Enlightenment and the 

re-definition of social classes. As the musicologist Peter Hansen 

sugges ts, 

Instead of being associated almost enurely with church or court. music 
became one of the most prized possessions of the new middle class. 
People of the day performed music fo r their own pleasure as never 
before. . . . For listeners. too, an opportunity to hear symphonies and 
operas as well as glamorous vi rtu osos was provided by the public 
concerts 1ha1. for the first time, were given in large numbers.2 6 

A new art movement emerged called romanticism, affecting all 

of the arts but perhaps none as profoundly as music. The Romantic 

Movement was a counteractio n against neoclassi cism and is 

characterized by freedom of form and spirit with emphasis on feeling 

24Philip Bohlman, "The Land Where two Streams Flaw," {Chicago: 
University of fllinois. 1989). 32. 

2SEncyclopaedja Judajca, s. v. "Munich ." 

26Peter S. Hansen, An Jntroductjoo to Tweotjeth CenluQ' Musjc, (Boston. 
Allyn and Bacon. lnc .. 1967), 4. 
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and originalily, and Lhe common ma n.:n Wilhin music. the Romantic 

period is said 10 have begun with Beethoven and ended wi th Wagner. 

It is characccrized by exploracion of harmonic expression rather than 

counterpoinl. 28 Former theory rule were broken down ope ning the 

door 10 a sense of se ntimentality never before expressed in formal 

mu sic composition . Composers such as Beechoven developed complex 

harmonies by expandi ng the range of instruments and extremes of 

dynamics resulling in a diverse sense of color in the music. His 

compositions were also much longer than classical music had been 

allowing more room for emotional and mu sical deve lopment. 

The orchescral componen t was expanded as well. The number 

of players inc reased as did the variety of sounds the orchescra 

produced . New inscrumems. such as Engl ish horns. harps, bass 

clarinets. and trombones developed out of the ins trumencs already 

used in !he orchestra. They were designed to expand the range of 

the orchestra and the fullness of its sound. 

The boundaries becween art, literature , and music began to 

blur as composers attempted to tell scorie or paint pic tures through 

their mu sic, especially in opera. Richard Wagner (1813- 1883) is best 

recognized for this attribute29 having emerged as one of the 

outstanding composers of the century. He maintained that he was 

not merely a composer but a musical dramatis t. An avid sociali st. 

Wagner also predicted the dissolve of opera as a source of elite 

entertainment and the emergence of musical scage-work for the 

27Webster's New World Dictjopaey, 2nd ed., \.v. "Romantic Movement. " 

28Wilfrid Mellers, Map apd His Music: Romanticism in the Twentieth 
Century, (New York: Scbocken Books, 1969), I. 

29Jbid., 4-6. 
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masses. Two common techniques he used were modulation without 

perfect cadences as well as chromaticis m,30 both of which are 

abundantly presen t in Schalit's work. 

Schalit was a good student. His early compositions directly 

reflected musi c of composers from the early Romanti c period, such as 

Schumann. JI and later Romantic composers such as Wagner, and 

expressioni sts such as Strauss and Mahler. Schalit began composing 

in the wake of Wagnerian romanticism in Vienna, the self-

proclaimed mu sic capital of the world . He wrote only instrumental 

music, primarily for piano but also strings. and one piece for 

orchestra . His second major piece, Klavierquartett in E moll ftir 

Klavjer. Violine. Vjola und Cello, Op. 2 (Piano Quartet in E Minor for 

Piano, Viol in , Viola, and Cell o),32 was awarded the Austrian State 

Pri ze for composi tion in 1907. 

Vier Charaklerstiicke fiir das Pi anoforte (Four Character Pi eces 

for Pianof orte)33 is his firs! opus and consists of fo ur short pieces 

which are a clear example of his Romantic period [See Example I) . In 

this piece, Schali t has taken Wagner's precedent of modulation and 

chromaticism quite to heart. It begins wich an appoggiatura •On the 

sixth of the scale creating a sense of yearning typical of the Romantic 

period. An appoggiatura always falls on a down-beat. By adding 

30Encyclopaedja Brjtannjca. s .v. "Wagner. Richard ." 
31Robert Schumann ( 1810-1856) was a German composer who lived 

during the Romantic period. He aspired to become a great pianist but injured 
one of his fingers while trying to increase the dexterity of the fingers on his 
left hand. Instead. he became one of the great composers of his day. 

32Heinrich Schal it, Klavjerquarteu in E moll ffir Klavjer, Yio!ine. VjoJa 
und Cello Op. 2. Manuscript, composed in Munlch, 1906, revised in 1922, Private 
collection of his son, Michael Schalit, Cardif By Sea, CA. 

33ffeinrich Schalit, Vjer CharakterstUcke fti r das Pianoforte. Op. I , 
(Mainz: Schotts Stlhne, 1909). 
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non-harmonic tones lo the down-beat, the appoggiatura weakens the 

sense of arri val causing the aforementioned sense of yearn in g. 

Frequently, Schalil sets up the appoggialura on the previous beat , a 

technique which is very Germanic and dates back to the Classical 

period. Charaktersli.icke continues with a slow unfolding of harmonic 

changes, through secondary dominants, perpetuating the sense of 

anti cipation. An abundance of secondary dominants disguises the 

tonic which is not revealed until Lhe s ixth measure. Charakters tucke 

is full of chromatic harmonies and written in asymmetrical phrase s. 

( 1.e. The phrases are comprised of six measures rather than the 

s tandard eight bars.~ 

At this point in his career, Schalit imitated sounds he heard 

around him that were cypical of the nineteenth century, even though 

there are hints of some musical changes lo come. For example , 

Charaktersli.icke renecls the influence of the composing style of 

Schumann [See Example 2]. Schumann, like Schalit, utilized several 

miniature character pieces 10 display differing moods, a Romanti c 

device also employed by Mendelssohn and Liszt. In this piece. Der 

Qjchter sprjcht (The Poet speaks),34 Schumann used appoggiaturas as 

an expressive device, delaying resolution lo the tonic. The 

modulations in both composers' pieces are similar, slowly unfolding 

the harmony. The pieces are very lyrical, revealing a vocal line even 

though they are not set to words. Schumann also textured his music 

by creating three separate vocal lines, with movement in the inner 

voices and the bass line. which is a favored tool of Schalit. Another 

34Robert Schumann. Scenes from Childhood. Op. 15, ed. by Harold Bauer. 
(New York: G. Schirmer, Inc. 1945). 
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similarity, although it is not displayed in this example. is the triple1 

fig ures prevalent in both composers' styles. 

Ju st as the nineteenth century changes in music represented 

the socio-economic changes of the masses, Judaism changed to reflect 

the new status of Jews within the general population . A new 

movement known as Reform swept over western Europe. A. z. 
ldelsohn e.>.plains some of the changes that took place in Reform 

Judaism in a chapter of Jewish Musjc: 

The idea was so to remodel Judaism that II should not be a stumbling 
block by reason of llS Orientalism and Med1cvalism. that it should be as 
easy to observe as t~ Christianity. that. funhermore. the modern Jew 
should not be offended by its strangeness and should be attracted by tis 
European exterior 3 5 

A new type of Jewish music emerged from its Christian model 

with Lewandowski and Sulzer at its fo refront. They composed ornate 

operatic-style pieces si milar to those performed in the Protestant 

Church at the time and Romantic in style. One of their primary 

objectives was to minimize the Semitic sound from Jewish music. 

The Orientalism of Jewi sh music was a foreign and, therefore, 

alienating sound to Christian neighbors as well as to many of the 

acculturated Jews. Composers such as Sulzer and Lewandowski felt 

assimilation could be perpetuated more readily if acculturation took 

place, not only in Jewish daily life, but also within religious worship. 

Schalit's move to Munich coincided with the end of the 

Romantic period. It was a time of great transition in the world of the 

arts , perhaps best labeled as the post- Romantic period or the 

35A. z. Jdelsohn. Jewjsb Musjc jo Its His torical Development, (New York: 
Schocken Books, 1975), 233. 
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beginning of expressionism. Expressionism pressed the limits 

explored by romanticism to an extreme. In music. where harmon y 

was elaborate in romanticism, it dripped with decadence during 

expressionism. Munich, a ci ty recognized as being conservative in 

nature,36 was slow to associate itself with this new development. 

Schalit. anxious to explore progressive musical sounds, renected the 

change in style early on in his music. placing him at the forefront of 

post-Romantic composers within Jewish as well as gentile circles. 

A wonderful demonstration of his new s tyle is Gesange fiir eine 

Singst imme und Klavier, Op. 5 [See Example 3]. Gesange was mosf 

likely composed someti me between 1908 and 19 I 3, only a few years 

after Charaktersllicke. h is drenched with thick. lush chords which 

are enriched by seventh s. ninths. and elevenths. Already there is a 

more expanded use of harmonization , evident in the modulations and 

chromatici sm of the piece. Schalit has made appoggiaturas a part of 

the melodic line. By prolonging them. the appoggiaturas seem to be 

harmonized unto themselves. Once again. the musi c ls full of 

deceptive cadences which develop a sense of suspense and 

anticipation. When the tonic finally does appear, Schalit quickly 

passes through it rather than dwelling on it. 

llis use of expanded chords and prolonged appoggiaturas is 

very similar to the style of Richard Strauss ( 1864-1949), one of the 

masters of expressionism. Within just a few brief years. Schalit's 

music has moved from the sentimentality for which the Romantic 

36Jehoash Hirshberg, Paul Ben-Hajm· Hjs Life and Works, (Jerusalem: 
Israeli Music Publications, 1990), 34. 
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period is recognized lo the rawer sense of passio n for which 

expressio ni sm is known. 

A matler of great relevance was the continued threat of anti

Semitism. Despite the privi leges that had been granted to Jews in 

the nineteenth century, such as admi ssion to higher schools of 

education and profess ional groups, anti-Semitism persisted. The 

anti-Semitic undercurrents, however, were masked by the thorough 

ass imilation of Jews into gentile society. By the end of the 

nineteenth century. Jews identified them selves as Germans who 

were Jewish rather than Jews who lived in Germany . 

Theodor Herzl. who was raised as a 1horoughly accu lturated 

Jew. realized that the threat of anli-Semitism wou ld not disappear 

merely by changing laws. He claimed that Jews may consider 

themselves to be accullurated but, by the gentile community, would 

always be considered subjugated . Herzl's theory inspired him to 

develop the seed s of Zionism. Although rapid ly growing in 

popularity, at the time Zionism was not an intri cate pan of Jewish 

ideology. 

While the concept of creating a homeland in Pales tine was 

unique to Judaism , the narionalisric premise of Zionjsm was not 

original. lo fact, around the turn of the century, a strong sense of 

nationalism began lo develop throughout eastern and western 

Europe in gentile as well as Jewish commu ruties. One manifestation 

of nationalism within music was the development of a music style 

based on folk melodies.3 7 

3 ?Worthy of mention, but only peripherally relevant. is the move 
toward nationalism in Russia. Musically. nationalism is best exemplified by a 
group known as the Russian Five [Balakirev ( 1837-1910), Borodin ( 1833-1887), 
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The general trend toward nationali sm and the devel oping 

Zionist movement had a direct impact on Schalit. SchaliL was growing 

progressively more intrigued by the ideal s of Zionism, a c laim few 

other liberal Jews would make al that time. He was also well aware 

of the natio nalist trends in music. Other Jewi sh composers who had 

similar interests in nationalism and Zionism, such as Paul Ben-Haim 

(see next chapter). often went to Palestine where these concepts 

became manifested in a new music form.JS Making aliyah was not a 

viable allernative for Schalit but. in his music of the next two 

decades. Schalit's Zi oni st and Nationalist ideals became remarkably 

e vident. 

Moussorgsky ( 1839·188 1). C ui (1835-1918), and R1msky-Korsako' 18·-14-1908)} 
The purpose of the Russian Five was to develop a Russian nationalist school of 
music to rival cosmopolitan composers such as Tchaikovsky. They innuenci:d 
composers such as Dvor4k. Grieg . and Smetana who also developed a nati onali st 
music style inspired by folk me lodies. 

Likewise, nationalism had a profound effect upon Russi an Jewry. In 
reac tion to Alex ander Ill ( 1881-1896) who enacted severe restrictions upo n 
Jews and began instigating pogroms in the Pale. Jews began to rcaliLe the 
fut ili ty o f assimilating into the Russian community Combined with the 
general trend toward nationalism. a Russian it" 1sh nationalist movement was 
born . 

Two historians. Saul Ginsburg ( 1898- 1940) and Pesach Marek ( 1862-
1920) were greatly responsi ble for the beginnings of the movement in 
Russian music. They published a notice in several journals requesting 
contributions of Jewish music from throughout the land. Their request 
sparked off a series of events which eventually led to the founding of the St . 
Petersburg Society for Jewish Folk Music in 1908 (officiall y in 1909). The 
primary objective of the Society was 10 promote Jewish music and composers 
via music publications, journals, and national as well as i nternational 
performan ces . 

The progress of the St. Petersburg Society also made its way to Germany 
due in part 10 Leo Wintz.. Wintz. was the publisher of Ost und West. a Jewish 
cultural journal in Berlin whkh began in 190 I. He published and distributed 
music for the St. Petersburg Society for Jewish Folk Music throughout 
Germany thereby making Russian nationalist Jewish music well-known 
throughout Jewish circles of Germany. Schalit, having recently arrived in 
Germany, was surely aware of lhe St. Petersburg Society and the beginnings of 
a nationalist movement within Jewish music. 

38For more information. see: Jehoash Hirshberg. ~Heinrich Schalit and 
Paul Ben-Chaim in Munich." Yuyal: Studies of IMRC 4, ( 1982): 131-49. 
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All in all , the early years in Schalit's composing career 

consisted of a large bu1 logical progression . He began as a Romantic 

composer al lhc end of 1he age of roman1ic ism as a resu ll of 1he 

educa1io n he had received and lhe environmen1 in which he was 

rai sed. But !his period in hi s life was shor1-li ved. He quickly moved 

on 10 a more modern sound , that of expressionism, in the pos l

Romantic e ra and began establishing a good reputa1ion for him self in 

German mu sic circles. Simuhaneously, he revealed a heightened 

awareness of nationali st and Zionis1 movemen1s develo ping around 

him. Hi s progress as a composer. however, came 10 an abrupl halt 

with the commencement of World War L 

29 



Chw.er Six: World War I and the Years to Follow 

World War l was a ti me of major change in Germany which 

had a profound effect upon Schalit and his work. It Jed him to make 

a decisive change in the type of music he wished to compose, 

bringing to a virtual hall his secular career and beginning his career 

as a composer of Jewish music. This chapter examines what took 

place in Germany during World War I to give some insight as to why 

Schalit made such a dramatic change. It also defines, to some degree, 

what Schalit interpreted "Jewish" music to mean and begins to 

describe how his interpretation evolved over the years to follow. 

World War was fought on a grander scale than any previous 

war had ever been. Aside from being the first world war, it was also 

the first war to utilize airplanes in battle and the first war 10 include 

the technological advances of the nineteenth century in its weaponry. 

The casualty rate and extent of injuries was greater than the world 

had ever seen and Germany was at the heart of the war's 

destruction. Soldiers returned to Munich from the front marred with 

permanent scars of battle. Although Schalit's vision prevented him 

from serving his country, he was profoundly affected by the death 

and maiming of his fellow countrymen. The war served to rouse a 

heightened sense of spirituality within Schalit due to an increased 

awareness of vulnerability and the significance of faith in times of 

crisis. 
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Also of relevance was the deleterious effect o f World War I on 

the German economy. Small businesses were replaced by big 

industry which produced war materials, creating a shortage of raw 

materials and basic consumer goods for the general population . The 

drought of 1916 and 1917, which depleted much of Germany's food 

supply. exacerbated the dire straits of the economy. The war ended 

in defeat , causi ng inflation to climb over 250 percent. Hardship 

persisted as the blockade. which Great Britain had formed near the 

end of tile war, prevented supplies from reaching Germany. The 

block:ide extended even beyond the official conclusion of the war. 

The s trikes agai n<; t the German economy had an especiall y 

adverse effect on Germans. such as Schalit. who were not substantial 

property owners or active in industry. Before the war. Schalil's 

career had been progressing nicely but. as the economy worsened, 

Germans had less money to invest in the arts. Doors closed and job 

opportunities quickly dried up drawing a halt to the progress his 

career had been making . As a bachelor, his si tuation was even 

graver in that hi s was the only income upon which he could rely . 

Furthermore, his poor visio n prevented him from seelcing mos t other 

e mpl oyment opportunities. 

Another limitation caused by his poor vision was the difficulty 

of notating hi s compositions. Writing was an extremely laborious 

task for Schalit, consuming a tremendous amount of time. He began 

to realize, at this point in his career, that he did not have the 

endurance that was necessary to write long complex pieces. He 

started to focus instead on composing short songs accompanied by 

only one or two instruments. Two exceptions are Hymnische 
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i;esange, Op. 2 I (Hymnic Songs)39 for baritone and orchestra. a series 

of four short songs, and In Ewigkeit, Op. 23(ln Eternity ),40 composed 

for choir, organ, harp. solo-violin, and violin chorus. In a world of 

talented competition. Schalit was forced into the realiz:ition that his 

eomposing disadvantages would probably prevent him from 

becoming a great success in the highly-competitive secular world. 

Yet another reason for Schalit's vanishing job opportunities was 

the upsurge of anti-Semitism taking place within Germany. At the 

beginning of the war, anti -Semitism briefly di sappeared as hostility 

was directed toward external forces:1 I Wealthy Jewish businessmen 

such as W . Rathenau and A. Ballin helped to manage the war 

economy. Jews also played a prominent role in "war societies" which 

supplied food and raw materials. Due to their profitable means of 

involvement in the war effort, negative attention was once again 

directed toward the Jews as the war con tinued. They again became 

scapegoats and were often accused of being responsible for the 

prolongation of the war. 

Jews were also identified with the Bolshevist revolutionaries , a 

radical leftist group whose leadership was mostly comprised of a 

small handful of Jews. The vast majority of Jews however were not 

radicals but moderate leftists who identified with the Weimar 

39tteinrich Schalit, Hymnjsche Geslinee. Op. 21. text by Yehuda HaLevi 
and Heinrich Heine, manuscript, 1926, private collection of composer's son. 
Michael Schalit, Cardif By Sea. CA. 

40tteinrich Schalit, In Ewiekejt, Op. 23, text by Yehuda HaLevi. (Munich: 
published by the composer. 1929). 

41 Saul Friedlander, "Political Changes from the Middle of World War I 
until the Beginning of the Weimar Republic and their Effect on the Jews 
(1917-1923)." in Perspectives of German-Jewish History jn the t91h and 201.h 
Century, Leo Baeck Institute (Jerusalem: Jerusalem Academic Press, 1971 ), 73. 
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Republic because it offered more opportunities fo r Jew s than 

Imperial Germany had offered. Upon Germany's def eat it was the 

Weimar Republic tha t benefited most. Since Jews were supportive of 

1he Republic. they became labe led as trallors. 

The combina tion of these factors led to a strong resurgence in 

anti-Semitism. At the conclusion of World War I, according to Robert 

Wellsch: 

German Jewry lost the central economic and financial 
position i1 held in y, orld Jewr) tn 1hc nineteenth cen1ury 
and above all forfeited irs cultural and religious role For 
this they found com pensation 10 a large extent. through 
thei r ascendance to intellectual. economic. and polit ical 
promi nence under the Weimar Republic. however he mmed 
in they were by radical anti-Semiusm.4 2 

Schalit did not profit from the Weimar Republic which benefited 

primarily busi nessmen and professionals. Instead, he felt on ly the 

derogatory effects of heightened anti-Semitism preventing hi s access 

to gentile music circles, among other places . 

One of the ultimate consequences of World War l on Germany's 

Jews was a new awareness of Jewish nationality versus German 

nationality. As previously mentioned in Chapte r Five, Jewish 

nationality was not a new concept to Schalit. However, the new 

situation thrust upon Jews by German society instigated a wave of 

Zionistic zeal. I t was perhaps the final push Schalit needed to direct 

his c reative attention toward Judaism . 

In brief summation, World War I posed four new and crucial 

elements to Schalit in his self-cognizance as a Jew and composer: 

42Robe n We ltsch, "19 18--The Break with Conventional Atrirudes to 
Jewish Problems," ibid., 82. 
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heightened spiritual awareness, a state of economic cri sis, renewed 

anti-Semiti sm. and an enhanced awareness of Jewish nationali sm. In 

retrospect of the war, Schalit wrote: 

The psychological e ffect of the war years and the period immc:diately 
following them brought abou t a decisive change ln my creative work. 
and at the same time ended my ' romant ir period · The realization that I 
was a Jew penetrated mo re and more deeply tnlo my musical works and 
continually reminded me of my responsibility.4 3 

The earliest of Schalit's Jewish mu sic is disti nguished as such 

primarily due lo its Jewi sh content and. 10 a much lesser extent, its 

Jewish style. The texts are set to the writings of Jewish poets and 

are spiritual or Zionist in subject matter. The firs t of such works was 

Seelenljeder, Op. 16 (Soul Songs).44 This song cycle was composed 

from l 916 lo 1917 and includes the text from five poems by Yehuda 

HaLevi prai si ng God and the angel s. The pieces are set lo a German 

translation of the text, demonstrating that Schalit had not yet 

completed his transition to Jewish music . 

The first song in Lhat cycle, Knechte der Zeit (Slave of Time) 

(See Example 4) begins on a major seven chord and contains only 

major seven chords for four measures. Still contemporary in sound, 

Seelenlieder shows influences of the musical expression of Gustav 

Mahler (1860 -1911). Mahler tended toward a less dense texture 

than did Strauss while maintaining rich open harmonies. Mahler also 

exhibited tremendous depth of fee ling by elongating hi s harmonies 

43F rom a letter to Gerhard Herz. 1936. Hirshberg, 51 -52. 
44Heinrich Schalit, Seelenlieder. Op. 16, poetry by Jehuda HaLevi, 

German by Emil Bernhard Cohn, (Wein: Universal Edition, 1921.) 
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and then filling Lhem in over longer periods of time. As did Schalit, 

Mahler enhanced emotion with an extensive use of appoggiaturas. 

As previously stated, Schalit demonstrated his progress in 

expressionism in Gesange which is full of chromati c movement and 

harmonic wandering. In contradiction, See lenlieder demonstrates a 

conscious attempt to revert to a simpler style. Schalit is 

experimenting with a more pri mitive harmonic language in order to 

develop deeper personal emotion . He has taken a small set of ideas 

and enhanced them harmonically while maintaining a constant 

rhythm and sense of direction . Chromaticism is s till present but 

rooted in a diatonic melody . The harmonies are rich but not thick. 

That is Lo say they are more spaced out more than they once were . 

full of open parallel fifths. In fact, much of Schalit's music contains 

parallel fifths, showing a conscious rejection of the rules of c lassical 

music theory, and leading to a full open sound in his harmo nies. 

In Seelenlieder, Schalit also in troduced an Oriental sound, as he 

understood it, that was not previously exhibHed in hi s music . A 

reflection of the move toward nationalism, his tunes now sound like 

fo lk melodies. He has replaced the prevalence of chromaticism with 

the introduction of modali ty. For example, Knechte is written 

primarily in D-Dorian mode. He tended to di sgui se the modes, 

however, by liberally changing between major and minor keys . 

Others of hi s time, such as Stravinsky, Debussy. and Bartok also used 

this technique of fluctuating between the major and minor. 

It is in Scbalit's early Jewish music that one begins to see a 

musical language all bis own. Hi s music is always warm and inviting 

but charged with thrilling vocal lines. It is never static; constantly 
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progressing toward modulation or resolution . The listener comes to 

expect non-harmonic 1ones and deceptive cadences. Even when the 

tonic does occasional ly appear, Schalit tends to m.ove on quickly in 

search of a new emotion. In songs such as Knechte. where the tonic 

appears in the second chord of the piece. the listener is almost 

surprised. The differing vocal lines create their own melodies but 

are harmonized to each other maki ng each note and chord an 

essential pan of either the melody or the harmony. There are 

virtually n<' '" throw-away" notes to be found . The prevalence of open 

parallel fifths is a tool utilized over and over again by Schalit. 

Despite its stability, these fifth s create a sweep to his mu sic ai>piring 

toward a sense of celestiality. 

At the conclusion of the war, anti-Semitism continued to rage 

in Germany. New laws imposed more and more restriclions upon the 

Jews as Nazism began to take hold of Germany. Despite, or perhaps 

in reac ti on to, the mounting anti-Jewish se ntiments, Schalit continued 

in his commitment to compose Jewish music. One exception is ~ 

L1 ebesl jeder, Op 17 (Six Love Songs) . .ss which he composed in 1920 

for hi s wife-to-be, Hilda . It is a cycle of love songs set to the poetry 

of Max Dauthendey ( 1867-1918) and is a flashback to Schalit 's 

Romantic period. 

In the twenties. Schalit's music began to exhibit nationalism 

more blatantly . As explained in the previous chapter, one 

manifestation of the nationali st movement in music was the 

development of the folk song. Osljtidjsche Volkslieder, Op. 18 and 19 

45Hcinricb Schalit, Scchs Liebcsljcdcr. Op. 17, poetry by Max 
Dauthcndey (Wein: Universal Edition, 1921 ). 
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(Eastern Jewish Folk Songs)4 6 is a collection of Jewi sh folk songs that 

Schalit arranged in the early twenties. They are set to Yiddish. 

German, and English . Although still containing a bit of the Schalit 

nair. he arranged these short songs wi th a simple accompaniment. 

The accompaniment serves to enhance the melodies rather than 

become an intricate part of the pieces. Jn the extan t works of Schalit, 

this collecticn is the first of Schalit's that was not strictl y original 

work. Later in his career, he also arranged several pre-existing 

melodies set to sacred music texts as well as Palestinian folk songs. 

As has been plainly exhibited. the late teens and early twenties 

were a time of major change in the direcrion of Schalit's composition . 

A t his fi nancial expense. as well as the expense of his reputation 10 

secular music circles, Schalit followed his religious and political 

convictions in pursuing a career in Jewish music. Would he have 

become well-known if he had remained a secular composer? It is 

impossible to know for sure but World War I was the starting point 

o f what was to become a lasting and profound contribution to the 

world of Jewish music. 

46Heinricb Scbalit, Qs1jildjscb' Vo!ks!jedcr. Op. 18 and 19. (Munich: 
manuscripl, no date}. 
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Chapter Seven: Sacred Music 

In the preceding chapters, I have traced the development of 

Schalit's career from romanticism, lo his post-romantic period of 

expressionism, through to the beginnings of his Jewish music. This 

chapter examines the final step in his long career. his sacred music. 

Schalit's sacred music career began al the end of 1927 when he 

was hired by the Great Synagogue of Munich to be th~ir musical 

director. The cantor at the time was Emanuel Kirschner. a composer 

of liturgical music4 ~ well-known within Jewish music circles. 

Kirschner felt somewhat threatened by Schalir's arrival but within a 

short time the two men became good friends. 

It took some lime for Schalit to familiarize himself with the 

Liturgical music and needs of the congregation. He did not compose 

his first piece for them until nearly lwo years after his arrival. Thal 

piece was called In Ewiekejt (In Eternity). ft was published by hi s 

close friend. l rma Lindheim,48 and dedicated to the memory of her 

husband , Norvin R. Lindheim. As with many of his previous Jewish 

works, it is set to a poem by Yehuda HaLevi. There are two 

remarkable aspects of this piece: it was the first piece Scbalit 

composed for organ and the first piece he composed for choir. l.n 

4 7 Emanuel Kirschner was one of the first composers to compose Jewish 
music for organ as an independent instrument rather than chordal 
accompaniment. He hinted at more Jewish motifs in his music than bis 
predecessors, Lewandowski and Sulzer, but still cbmposed primarily in the 
Romantic style. 

48 At the time, Inna Lindheim was the president of Hadassab in America 
and it was through her that Schalit met Rabbi Philip Bernstein. 
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Ewi~keit was a reflection of the new venue for which he was 

composing, the classical Reform synagogue, and catered to the needs 

of the modern congregation. 

At the end of 1930, Schalit made his first journey to the United 

States to be a music consultant at Temple B'rith Kodesh in Rochester. 

During his four month stay in the States. Schalit did his best to 

familiarize himself with the American Reform liturgy and composed 

four sacred songs that later appeared in the Union HymnaJ.49 

During his visit, Schalit wrote an article for B'nai Brith 

Macazine articulating his impression of the variou!t influences upon 

music within liberal Judaism. especially in Germany. Without 

quesuon, the two composers who had influenced German music the 

most were Louis Lewandowski and Salomon Sulzer. The following 

quote from that article Leli s of Schalit's reaction to their music: 

. . . Sulzer's and Lewandowsk1 's cho1r-compo$itions are largely feeble 
imitations of the classic and romantic types of that time. Only too often 
the German folk-melody or the Protestant choir-song serves as model 
The musical content is meagre and only seldom does the music express 
what is conveyed in the exalted and powerful words of the text. Melodies 
and harmony arc mostly procured at second or third hand and even for 
their day arc conventional and superannuated 5 O 

He continued in the article with his vision of the direction Reform 

music should be headed: 

. Newer and more beautiful and more Jewish material must be 
produced. Much more Lhan ever before will there be laid upon the 

49The Union Hymnal was a publication published by r.he Central 
Conference of American Rabbis (CCAR) intended for use by the congregation 
during lhe service to enable their participation in the music. The Central 
Conference of American Rabbis, Unjon Hymnal. 3rd. ed. (The Central 
Conference of American Rabbis, 1940). ' 

SOffcinrich Schalit. "Hebrew Devotional Music.· B'naj Bcith Ma&azjoe, 
March 1931, 201. 
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keform synagogue the honorable and lof1y duty l)f promoiing the 
de:.elopment of a new sacred. style on its own soil The 1ime is ripe for 
taking over . the newly acquired knowledge inlo our religious musrc. 
thu~ syn1hes1zrng the old and ne11.. and invading nev. devouonal 
territory. lncre.asingly there 1s awakening in responsible circles of 
ou r day the consciousness that the Jewish professional composer of 
marked calibr.e .is pamcularly called 10 ac11v11y rn genuinely Jewish 
realm of glorifying and praising the Most High, and that to him is 
granted the opportunity of creating out of true Jewish sen11mca1 under 
religious insp1rat1M , grand and undyi ng and incomparable s1 ra1~ s of 
worship 

Su lzer and Lewandowski auernpted to create a new sound for 

Judaism th at was a reflection of the secular and Chric;tian music 

circles around them. In reaction to the Baroque period, they made a 

conscious effort to harmoni ze modal sounds into •ve~ternized 

Romantic harmonization . Schal1t responded to Sulzer and 

Lewandowski in a fashion similar to their response to their 

predecessors. He attempted to replace Romantic harmonization by 

integrating modal melodies with new harmonic innovations such as 

exte nded chords and parallel fifths. 

He set about Lhe task of composing songs !.hat would meet with 

his expectations of what Jewish music should be. His new sound 

maintained some of t.he changes introduced by Lewandowski and 

Sulzer. such as antiphonal components between the cantor and choir. 

This is a characteristic very typical of German Jewish music. 

Furthermore. alt.hough he consciously utilized traditional Jewish 

melodies , he frequently disguised those melodies with his complex 

harmonies and multiple vocal lines which is especially evident in his 

early Jewish music. The overall result of this composing technique 

was the creation of a sound !.hat Schalit deemed lo be more "Jewish" 

than that of Sulzer and Lewandowski . While this may perhaps be 

true, bis music is comparitively less "Jewish" sounding than that of 
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many of Schalit's colleagues and predecessors, such as Fromm and 

Binder . 

In the summer of 193 1, Schalit wrote the work of sacred music 

for which he is perhaps best recogni zed. Eine Freitagabend Liturgie . 

Op. 29 (A Friday Evening Liturgy).51 His inspiration for the service 

was Alexander Weinbaum, the choir director for the Liitzowstrn!isc 

Synagogue in Berlin , who challenged Schalit to create a musical 

service in a fashion, differing from that of Lewandowski or Sulzer. 

which would incorporate the sounds of the <lay with the sounds of 

old. Wilhin si x weeks, Schalit composed .Eine Freitagabend Liturgic 

to the liturgy of the liberal Berlin Jewi sh l·ommunity. Tt was 

performed a t the Ltitzows trasse Synagogue with Max Janowski 

playing the organ and Oberkantor Hann!> John singing the cantorial 

pan . 

The service is a marvelous demonstration of Schalit's gift of 

intertwining new musical concepts whi le making every effort to keep 

faithful to o lder Jewish musicaJ traditions. L'chu N'rannana is one 

example [See Example S]. A sample of the "new" in this piece is the 

introduction. The top pan of the accompaniment is written in 

parallel minor chords while the bottom part is written in parallel 

major chords until they both resolve to the tonic. An example of the 

"old" is the melody which is taken directly from Idelsohn, as are 

several other melodies in thi s service. Rather than harmonization. 

Schalit's accompaniment is almost always in unison with the cantor's 

.51 Heinrich Schalit. Ejne Frejtaubend Liturgje. Op. 29 (Munich: 
published by the composer. t 933). This piece was later re·woriced for the 
American Reform liturgy and pubHshed as J.iturehiya sbel Ley! Sbabbat or 
Sabbath Bye Liturriv (Denver: published by the composer. 1951 ) 
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line except for an occasional modal chord lhat accen1uates the 

modality of the melody. The grandness of his open fifths counteracis 

!he simplicity of the nusach . He often embellishes the sound further 

with minor chords when one expec1s 10 hear the maJor. The piece 

concludes with 1he same harmonic ideas with which it began. 

Ludwig Altmann compared this service 10 Ernest Bloch 's 

renowned service A vodat Ha Kodesh: 

Where Schalil v. anted lo compose music inicndcd for the synagogue and 
as a religious work of an (~ he himself had stated 1. Bloch stn,es 
beyond l11urgy and reaches for the oratorio Where Schahl's mu s11::al 
measures arc sh11rply <;eparated from each other a~ the divine sen·1ce 
requires. Bloch integrate~ 1nd1\'idual parts of the service inio a unified 
whole b} means of long symphonic prelude~ Jnd interludes Where 
Schalil believes in ancient 1rad1t1onal melodies recently rediscovered, 
Bloch distrusts ih1s res.earch. Schahl wrote a musical scnice of av.e
inspinng power and of musical and s1ylis11c unity, while Bloch pa1n1cd 
an overwhelming mull1tu<le of scenes·-lhe hallmark of his v.ork 51 

As mentioned in the B'nai Britb article, Schalit felt a passionate 

need for talented modern composers, aside from himself. to commit 

themselves to the development of Jewish music for the Reform 

movement. To this end, he befriended a young Munich-born 

composer. Paul Frankenburger, who later changed his name to Paul 

Ben-Haim:53 

Upon my first hearing the works of Paul Frankenburger. I was deeply 
impressed by his great maturity and his technique and st~lc. He wrote 
in modem style --but without a trace of the nauonal hcntag.e ?f our 
forefathers. As a musician with considerable Jewish and Zionist 

52 tudwig Altmann, "Emeuerung der Religitis-Jildischen Musik7 
EinfClhrung in die Werke von Heinrich SchaHt and Ernest Bloch" C.V. Zcitung 
(Berlin) June 21. 1934. Cited by Michael Schalil. Heinrich Scba!j!, 36. 

53frankenburger was inspired to change his name in order to g.ain 
employment, which his tourist visa strictly forbade. as a conductor dunng his 
fi rst visit to Palestine. Hirshberg. I 05. 
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awareness .. I fell it . my duty to try to convince him of the need 10 
channel his talent into the music of the Jewish culture. t met Paul 
Frankenburg~r and we b~c.ame friends. He became acquainted \\ 11h my 
music ~nd its Jcwi,h sp1n1, appreciating it greatly. successfully 
conducting a conccn of my Hymnic Sones for baritone. Thi~ was how 
the Jewish name was kindled .s 4 

Bel ween I 928 and I 929. Franken burger composed three liturgical 

pieces. Unlike Schalit, Frankenburger did not have a Zionist 

background. His sacred music was based strictly on liturgical texts 

and aspired toward a spiritual involvement in the meaning of the 

verses rather than conveying a particular ideology. 

He referred to his music as "musica sacra" rather than Jewish 

sacred music. almost as though he was compromising bctwt:en 

Schalit's pull toward Jewish music and his desire to maintain hi s 

place in mainstream German society. His music was set to texts tha1 

could be sung in non-Jewish as well as Jewish circles. In other 

words, Frankenburger was drawn by Schalit to lhe world of sacred 

music bul was unwilling to fully comrnil 10 it as Schalit had .55 

As the situation in Gennany worsened for Jt:ws due to Nazi 

pressure, Frankenburger considered his emigration options. Inspi red 

greatly by Schalit's Zionistic prodding. Palestine held a certain 

amount of appeal. He made an exploratory visit to Palestine in May 

of 1933 and made aliyah in November of the same year. Be it due to 

the new lan guage of bis audience or his own religious fervor. Ben

Haim continued to not only compose sacred music but also Jewish art 

music. His art music reflected lhe influences of Middle Eastern music 

as he composed for singers such as Bracha Zephira. The style of his 

54Hirsh berg. 54. 
SSJbid., 78. 
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music never fully left that of German expressionism but rather, Ben

Haim incorporated Arabic and Sephardic melodies into that style. 

Later in his life, Ben-Haim returned to an almost pure German 

expressionistic style. However one categorizes Ben-Haim'. mu~ic. it 

1s undeniably among the best Jewish music to emerge from the first 

half of the century . 

Throughout the rest of his life. Schalit continued composing 

primarily sacred music. including two more sacred . erv1ces. He also 

conlinued to compose music set to the text of Yehuda HaLevi as well 

as composing a couple of secu lar piece~ . In his later years. Schalit 

was less prolific, focusing on publishing and editing hi · music rather 

than composing new music . 

Early in the development of his sacred music, Schalit set out tCl 

achieve a specific goal: " ... synthesizing the old and the new and 

invading new devotional territory. , With his three sacred 

services and other liturgical pieces, not only did he succeed in 

accomplishing his goal but he succeeded as well in becoming a model 

for Jewish composers of his day and composers that followed him. 

His music expressed a masterful grasp of differing musical styles 

while maintaining an element of individual expression. His devotion 

and comrnilment to the high standards of Jewish music set a 

precedent toward which all Jewish twentieth-cen tury composers 

should aspire. 
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Conclusions 

Heinrich Schalit's life spanned nearly a century. He 

experienced the developmenl of German na11onali<;m , the a"' aken1ng 

of Zioni sm. two world wars. enormous evolution in the lifestyle of 

world Jewry . numerous cultural milieus. and a mullitude of other 

phenomena. Having familiarized the reader with the facts of Schalit's 

life. this paper has demonstrated how the above factors combined to 

influence his compositional style and how that .;1yle evolved over ·the 

course of his career. 

Thi s paper explores the trials and Lribulations of the 

composer's long life extending from Vienna. the center of the musical 

world. to the quiet peaceful town of Evergreen, Colorado. It features 

specific periods in Schalit's career: romanticism. expressionism, early 

Jewish music, and sacred Jewish music. The specific characteristics 

of each of these periods are defined and then supported by musical 

examples. Reasons for the various musical phases in his life are 

explained via their histor ical context and substantiated by direct 

references to events taking place in the world around him. 

During his Romantic period. Schalit's music was a product of his 

education. Although it did display mastery of the subjects he had 

studied, it showed very litcle of his unique flair which became 

apparent late r in his career. His early music clearly shows the 

influence of masters from throughout the Romantic period such as 

Schumann, Wagner, Mendelssohn, and Liszt. Shortly after the tum of 
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the century, SchalJt 's music began to renect the r.ew cultural 

movement forming around him, expressionism. Again , one clearly 

secs the influence of o ther music greats such as Strauss and Mahler. 

Schalit made a decisive change in his composition style 

following Wcrld War I. committing himself to compose Jewish music 

This music was disungui shed primarily by the texts he chose, in 

particular. the poetry of Yehuda HaLevi. Still containing many 

e lements of hi s expressionistic style. 1t was harmonically simpler 

than his previous music and included modal excerpts. 

The beginning of the tinal stage in Schalit's composi ng career 

took place in 1927 with the introduction of sacred music into hii. 

repertoire . He aspired toward the high ideal of sClting trc:1ditional 

Jewish music to contemporary harmonies and succeeded 

overwhelmi ngly in accomplishing thac goal. In the process, he set a 

s tandard of excellence toward which other Jewi sh composers 

continue to s tri ve. 

Unfortu nately, Schalit's music is not well known to man y 

Jewish composers and cantors. Several reasons can be offered to 

explain why. O ne probable reason is hi s hesitance to distribute his 

mus ic through a publisher. In order to meet a publisher's criteria, a 

composer is frequently forced to sacrifice individuality and conform 

to the publisher's desires. Likewise, especially in SchaLi t's day, 

composers occasionally do not receive the full commission due to 

them by a publisher . By insisting on publishjng hi s own music, it 

never received the level of distribution it otherwise would have. 

Furthermore, Schalit was not an official m,ember of any religious or 

musical organi zation li miting his musical contacts. 
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In retrospect, one can see the power music held over Schalit 

throughout his life and the depth of emotion he displayed in his 

music. Innuenced by German compositional techniques as well as 

the traditions of his Jewish ancestors, Schalit provided his listeners 

and "the sweet singers of Israel" with a passionate, eloquent , and 

unique musical heritage waiting to be explored . 
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Example 1: Sl illes Gluck by Heinrich Schalil 
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Example 2: Der Oichter spricht by Robert Schumann 
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Example 3: Trostung, by Heinrich SchaUt (p. 3) 
... 

so 

ptu f t! ptil attimato 

als Duo Olilct -

crtsc. allafT. 

fc al s Dcin Olvct ___ - Dcio 

mp un p oco ritttt . 

trill> - stco cca bldbt 

rit . 1'P • U.po 

o .. .... 



• 
Example 4: Knechte der Zeit by Heinrich Schall t 
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Example S: L'chu N'rannana by He inric h SchaJll 
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• CHRONOLOGY 

Viet CbaTakterstuclte fur das Pianoforte 
Op.l 
Ma1n1: Scho ns Sohnc. c. 1909. 21 p 

l. Stillcs Gliick 
2 . Tro t i. 
3. Fallendcs Laub 
4 . Rc igirn 

Durauo n abou t 10 min 
Dedicated to Profossor Roben Fuchs 

Es Ki.indc t. Schon 1m erstcn Wcrk einc 
entsd1iedcn ausgepragu Pcrsanltch· 
kcit. Die kleinen Stucke habcn zudem 
(cine Farbc , cinr schonc lnncrlichkw 
u nd sichcres Charakteris1enmgi.vc r 
m ogen. - -- S1gnale. Berlin 

Klav1erq11ar1e11 rn I:. moll for Klav1cr. 
Violinc, Vio la und Cdl,1 Op 2 
Munich MS.revis.,dl922.113p . 
(Composed 19061 

Allegro riso lulO ·Scherzo · Andante · 
Finale 

Duration . 35 to 4 0 min. 
Scparale pa.ns for violin viola and 
cello, 19, 18 and 17 p ., respectively 

Mit dcm oste rrc1chischcn Komposi 
tions·suatsprcis ausgczcichnct. 1907 . 
(Awarded the Austrian State Prize for 
composition in 1907). 

Klavierquinutt in B dur fiir Klavicr , 
2 Violinen, Viola, und Cello Op .3 
Munich : MS. 1908 . 

Duration 4 0 min. 
Prcisgckro nt bci den E1stcdfodd 
Festivals in Waks (Awarded fim 
prize at the Eistcdfodd Festival in 

Wales. 1908} 

". , . bieten einen weitcren Be leg 
flir d ie nicht gewohnlichc kompos· 
itorischc Bcgabung Sch al its. WicJerum 
sass der Ko mponist am Fliigel , den er 
gut zu mcistern vcrsteht." 
Frankfurter Zeitung 

Sonate Fur Violirre und PiD.noforU Op .4 
Munich: MS, n.d. (1909? ) Score , 42 p. 
Solo pans, 18 and 19 p. 

Allcgi-o moderato sostcnuto • Inter· 
mez.z.o · Allcgi-o con brio 
Duration : 30 min. 

.. . . . cine erfrculichc Bcttichcrung 
der Violinlilcratur." Mutn· 
cbener Posr 

Gtsiingt fiir eine Singstimme und 
Klnier Op.S 
Mucncben : Ono Halbrt'itcr, n.d . 3 
scparaus. 4 p. ca. 

1. Jch wandk (H.H.Ehrkr) 
J. Wic Licbtcn wir ( Ricard a Huch) 
3. Trosrung (Carl Brogcrl 

Duration : l 0 m in. 

} 11ge11dland. Leichte Klavicrstiicke Op (> 

Koln , Tischer & Jagenb(rg . 19 13- 2 
vol. 

Vol I 
I. Prolog 2. Spiel 3. Nach dcr Kirche 
4 . Rc1gcn 

Vol. 2 
I Tro[zl..opf 2. Klapc 3. Trost 4 
l\chmJs 

Durat1¢n 20 to 2 5 min . 

. sthr rc1zvollc l\lavicrsruc.k<" . 
/\\usikalisch c1nf ache . abn s1nnigc 
M1n1atun-n ." --- Muncben • ., /\'l'u· 
e stc /'oaclmcbren 

So11atr fw Pw.nofonc Op 7 
Munich . MS, 1916. 3J p 

Brio$O - Andante · Allegro • Puco 
largamcntc 

Duration 30 min. 

M1nra1uren fur rUavier O p 8 
Munchen. Otto Halb re ittr , c I 9 J 6 1>. 

12 p. 
9 easy p1t"ccs for pia.no insrruction 
Dcdtcm~d to Fr iulcin J uha and 
Stt'.ffi Goldner 

Sonate fur Cello und KIDvrcr Op .9 
Munich : MS , 1908 

Duration : 25 min. 
Awarded first priu at Eist~dfodd 
Fcst:ival, Uangollen. Wales in 1909. 

Kon:ertstuck fur Pumof orte und Orch· 
tSUTOp.10 
Munich. MS. 1912. 56 p . 

Duration : 10 min. 

Klavierstuclte Op.11 
Munich : MS. 1906-16. 5 separates 

l . Widmung (Dedication) 
2. Intermezzo (signed, dated 1907) 
3. Jntermez.zo (signed , dated 1909) 
4. Capriccio filu Klavier in F moll 
5. In dcr Dammcrung 

Secbs Friiblingslieder f llT rine bobe 
Stimme und Klaviq Op.12 
Gedichte von Max Dauthcndey 
Koln: Tischer & jagcnberg. no date . 

11 p. 

--
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l . Und Sonne und Erde .ind wied<'r 
vemaut 
2 . Der grune Regen 
3 ~ We~ jagt den Fluss vo1 sich her wie 
wm Tu~r 
4 . Kinderlicd 
S. lm.mc1 Lust an Lust sich hangt 
6 . E1lt Euch , cil Dich die Baumc 
blilhen! ' 

Composed 1913·16 
·· · .. die in der Pragna.nz der Dar· 
stellung, in dt"r llbt" rTa.schenden Selbst· 
su.~d~glmr d e1 Gestalrung w1rkhche 
Friihhng:sluft auncn " - -- N111T1ber· 
gcr Z1mung 

Pbani~. Z1.11ucbensp1cl imd Dopptl· 
fugt iibCT dos Wnrt S-C·H·lt ·D·E fur 
Klav1cr Op .I: 
Munich : MS , 1916 40 p 

Durauon . 20 man. 
Hcrm und Frau Friedrich Kaula 1uge1g· 
ne1 
•• .. die dcr Komron1~h glunxcnd 
~tlbs1 spichc , 1s Ylrtuos gcarbwet " 
- - -Bayenscbcr Countr 

K lavuntucke Op .14 
Munich . MS. 1906·17 . Separates 

1. Chor~vorsp((l <Mo110 " Es bl iucn 
1m Grund die lumen der ew1gcn 
Stadt") 
2. Ballade fur Klav1cr 
3. Capriccio 
4 . Romanze in Fas moll l>1gnrd. duc<.ll 

Gtsange fur Solosrnnmt' unJ K/a:Ht'T 
Op.15 
MunichT MS . n.d . No lo nger extant 

Seclenlic.dtrr nach Gedichicn von J chuda 
Halcvi (aus dcm Hcbmschcn ubcma· 
gen voo Emil Bernhard Cohn) fiir 
c ine Siogstimme mi1 KlaYicrbeglc1rung 
Op.16 
Wien . Universal Ed1rion . c.1921. 15p. 

1 . Knechte der Zcit (Servants of time) 
2. Ruhig. ruhig . lie~ Scde 
3. Jeder Morgenstern am Osten (All 
the Stan of morning) 
4 . T ritt hin :r.u scincn Schwcllen 
5 . Troste d ich in deinen Nllten 

Duration : 10 min. 
Composed 1916· 17 

Secbs LiebtsliedtT' nach Dichtungen von 
Ma.x Dauthendey filr cine hohe Sing
nimmc und Klavier Op.17 
Wien: Universal Edition, c .1921. 23p. 

3. Hbre mich. Gcliebtc mein 
4. Dcine Augen 
S . M~ 
6. Uebcrall bliiht nun die Liebe 

Durauon IO mm 
Composed 1920 '.t 

Jni:uh Popular Songs for Yo1cc and <; 
p11U1 0 Op 18 ~ 
Mumch · MS . n .d. separates ~ 
1. ~m.ul lS gcwcn a masst (A Story) ., 
(Child s song) 4 p . •1. 
2: As ech wolt gchu dem Kacisscn 
omcss Uf I had the E.mporcr 's po wer) 
(lullaby) 4 p 
3. Jumc. )umc (Bt nJa.mtn. Bt-nJaminl ~ 
(ma!luscnpt no longer extant ) 
4 Is gek1mmcn dcr vetter Nosscn (He: 
has come, old uncle N1sscnl (Wedding 
song) 3 p . 
S D1 mamc hat mich awek geshikt 
(Mother has sent me away ) (Maiden ·i 
song) 3 p 

L1edcncx1c und Anmerkungcn aus 
Die scbonsun Lieder dt!r Ottjudcn 
und Dos 1uducbe Vollu/ied (Merk· 
blait) von F .M .Kaufmann. j ud1scher 
Verlag. Berl in. 
Composed 1920-2S 

Os1111ducbc Vol/cli&Ldcr for solo voice 
and p iano Op.19 
Munich MS . n.d. scparatts. 35 p. 

I. jakobs·licd aus Ruma.n1cn 2 p . 
2. jakobs:lied aus L1uuen 4 p. 
3. Wu:r. willsu? (Was willst du?) 2 p . 
4 . Sl:r.en, sizcn sibcn Wabcr (Die s1ebcn 
Weiher) 3 p . 
5 Meicrkc ma.n sin (Mcierke, mein 
Sohn) incomplete 2 p . 
6 . In droussrn 1s • rribcr Tug (Und 
dra~n ist cin trlibcr Ttg) 4 p. 
7 . Wic asoi ken cch lislik san (Wic 
dcnn ka.nn 1ch lustig scin) 2 p. 
~ . E.r ~Ol mar 1igcsugt ( 1-. r ha< mir 
zugcsaft) 3 p. 
9 . Ale ljulc (Lullaby) 2 p . 
10. Ba man Mamt'SS Hasek (Bei mein 
Muncrs Hauscle) 2 p . 
11 . Schpiluc mir dcm nacm Scher 
(Spiclt mirdenn den neucn Ta.n:r.) 2 p . 
J 2. Tif in Wcldcle (Ticf im W&Jdchcn) 
1 p. 
13. Klip·klap cfcn mir (Klippklapp. 
Clffnc mir) 2 p . 
14. Her nor d i schein Meidc.lc (H6r' 
doch, du me.in Mlgdclcin) 3 p. 
1 S. Unrcr mein Kinds Vicgcle (incom· 
plctc ) 1 p. 

1. Der Himmel 6 ffoet die blaue Tiir 
2 . Einst werden Soon • und Ste me kah 

Hymnischc Gtsii"ngt (nach Dichrungcn 
von Jchuda Halt'vl avs dem Hcbra· 

-
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15chcn ubcrtragcn von Franz Rosen· 
1weig uod Emil Bemhazd Cohn) filr 
cine hohc Singstimmc und Klavicr 
Op.20 
(Munich) : MS, J 916. separates 

J . Es wu die Braue gegangen 
2 . Aus dem Elend 
3 Wcnn die gold 'nen Ste rne le uchten 

Nos. 1 and 2 were later revised and 
published u The Bride that longcth 
for Thee, and In Exile , in Visions 
of Y tbuda Halevr, Evergreen, CO 
H Sch., c .1970. 24 p. 

Hym•uschc GcSDnge !Ur Bamon und 
Orchcsccr Coder Klav1er) Op .21 
(Munich) : MS, 1926, scparaus 

J Be1 Dir (Judah HaJC'vi. tnnsh1ed 
into German by Fran1 Roscnzwc1g) 
2 Brach aus in lauten Klagen (Break 
fonh in plamcive not l (Hel(lrich 
Heine) 
3. Horet mir iu. lhr lnscln (Linen to 
me, 0 coastlands) lls.oiah 49 1-6) 
4. HallcluJa (Heinrich Heine) 
Dunt ion 20 min . 

v'trr Hymniscbt Gcsangr (nach D:ch· 
rungcn von jehuda Halev1 aus dcm 
Hebrliischen ube magen von Franz 
Rosenzweig und Emil Bemhard Coh_nl 
fur cine hohe Singnimme und Klav1er 
Op .22 
(Munich ) MS . 1925. separates. 19 p . 

I . Schnsucht (Longing) 3 p . 
2 . Naches {Thy Glory) 5 p . 
3. Im Hciligtum (In the Sancruary) 
5 p 
4 . Mein Leib und Leben 5 p . 

Nos. 1, 2 and 3 havi: the correspondin~ 
order in Visions of Ytb 11tlo Halcv1 
Evergreen, CO : H.Sch ., c .1970. 24 p . 

Jn Ewigltl'it/ln Ett'miry Hymnus fiir 5· 
stimmigcn gemischtem Chor, Orgel, 
Ha.rfc, Solovioline und Geigcnchor 
(for five-part chorus, orpn, harp. 
solo-violin and violin chorus) Op.23 
Munich: H.Sch., c.1929. 20 p . 

Duration: JO min. 
From the Hebrew of Judah Halevi, 
German by Franz Rosenzweig. Eng· 
l~h by Hortense A . Lindheim a.nd H. 
Schalit . 
Norvin R. Lindheim in Mcmona.m 

Gtsangt fiir Bmron und Klavier Op.24 
Munich : MS, 1926· 28. 3 $Cparates 

1. Elicsc r am Brunnen (Eliuer at the 
We U) Genesis 24: 12·14. German ~y 
Martin Buber and Franz Rosenzweig, 
(also hu EnJSish text) 1 p . 

2. Der Wa.hrc ( from the Hebrew of 
J udah Ha.Jevi. Cerma.n by Fra.nz Ro· 
scnzweig) . Composed 1926. Hebrew 
and Gcrma.n texts. Dated 1928. Sp. 
3. Adon Ola.m forba.ritone sole , mixed 
four·pan choir . orchC'StTa, organ and 
harp. 15 p . 1928. 
German and Hebrew; Cerm:lll version 
by Franz Rosenzweig. 
Duration I 0 min. 
Nickna.mc "Carganaj" (gaz&ancy. 
species of European duck. or teal ). 
name wa.s proba.bly used for a compc
uuon m which this work wu entered 

Pictures from .J P11ppcr·Sbow. Minia· 
turcs for piano solo. Seven instT\lctlvc 
studies for piano solo Op.H 
Munich MS, I 926. 8 p . (last page or 
leaf IS missing). 

I Prologue (Prolog) 
2 Enter the puppets (Aufzug dcr 
Marioncnen I 
3. Dance play (Ta.nzspicl ) 
4 March (Marsch) 
S. Hero 's elegy (Des Heiden Klagc) 
6 Tutl1ult (Tumult) 
7. Last Dance ( Kchraus) 

German atle Bildcr '111 S dcrn Mano 
nctren1bt111Ct 

Drt1 S1uclu fur Violinc und Klav1er 
Op 26 
Munich . MS. 1929. scra.ratcs, 10 p 
I . Lobgesang (Song o praise) 2. p . 
2. Tanilicd (Dance song) 2 p. 
3. Tan:thumoreske (Dance humor· 
esque) 6 p . 

Duration I 2 min. 

Hymntn tltT Sulc, vier, f\ir a-capella 
Ch i:l re , ba.scd on poems by juda.h 
Halcv1, tnnslated into German by 
Franz. Roscnzwdg Op.27 
Munich : H.Sch ., 1929. scpantcs 

I. (no longer cxu.nt , title unknow11) 
2. Welt 
3. Der Tag (That Day) 
4 . Der Aufsticg (Asccnt l 

Ountion : 20 min. 
Dedicated to the memory of Franz 
Rosenzweig. 1886 - 1929 . 

Union Hymnal Songs and pra.yers for 
Jewish worship. 3rd ed ., revucd and 
enluged. Compiled and publishe~ by 
the Ccnual Conference of American 
Rabbis, J 954. c.1932 by the C.C.J\ .R . 

No.6 AJmighcy Father p .6 
No.H The cry of Jsncl (tTa.oslated 
from the Hebrew of Solomon Ibo 

.).) -



..D" HEINR ICH SCHA LIT , • 

Gabirol b)• Solomon Solis-Cohen) 
p . 36 
No.145 Our Faum, we b~ech Thy 
grace (words by Ida Goldstein) p.I 54-
155 
No. 189 A weel< within the sukko 
green (words by Isabella Hess) p .212. 

Ernmmm1gt L11urguche Gcsangt for 
Chor (odc1 Solo) und Orgel (oder 
Klavicr) nach Texten des Berliner 
Gcbctbuchcs (Predigtlicder) Op.28 
Munich: MS, 1930 · 1932 . Several 
separates 

1'os. 2, 3 and 5 uc for the Jewish New 
Year One leaf ca. 
Nos. 14, 20 and 21 arr for S1mh111 
Tora . 1 p c a. 
Nos. 13 .ind 18 arc for Pcsach tPa.ss· 
over) . 2 p . and 1 p ., respcctiveh . 
No 19 is for Hanuka 1 p · 
1'o . I 5 is for the Sabbath. 1 p. 

Predigtlied fur Sabbuhvorabend, Pre· 
digtlicd fur Sabbath. and Lied zum 
Empfang des Sabbaths arc all on one 
lnJ. 

Emc Freitagobtnd L11urgie fur Kantor , 
einstimmigenund gcmischten Chor 
und Orgcl Op.29 
Munich : H.Sch ., c .1933. 54 p. 

Dem Andenken meines scligcn Yater 
gewidmet (Dedicated to the memory 
of my tare father) 
First published setting for the Fridar 
Evening service of the liberal syn· 
a.goguc . Preceded publication of 
Bloch's Sacred Service (Avodat ha Ko· 
desh) by more than one year. 
This work was eventually rrviscd for 
the American Reform Synagogue and 
issued under the title , Sobbotb Eve 
Liturgy (1951 ). 

Die Lobprcisungtn lrrotls (Hymncn und 
Lieder der Andacht) f'ilrSoli . gcmisch· 
ten Chor und Orgel Op.30 
Munich. MS , 1931 ·33. 20 p. 

I. a) Orgelcinlcitung 
b) Danket dem Herm (Chor mit Bari· 
ton solo) 
2 . Selig, wen Oein Won erquicket 
(Sop ran solo) 
3. Allmachtiger, de r ist und wa.r(Bari· 
ton solo) 
4. Du bist der K6nig (Chor) 
S. Aufwirt.s zu d en Stemen (Sopran) 
6. Laut durch die Weltco Tont (Bari· 
ton) 
7. Singct dem Ew'gcn (Chor) 
8 . Unse r Vatcr, u n5Cr K6oig (Sopran) 

9 Yater, ich rufc D1ch (Sopran und 
Banton) 
10. Was ist dcr Mensch, Allm2chtigcr 
(Chor) 
11 . Dankct dem Herm (Wiedn holung 
von No. I) 

Duration 30 min 

Om Psalmen (Pszlms 29 92 and 931 
Op.31 
MS, 19 34. separaccs 

I. Psalm 29. Em Lied OaVlds Zollc1 
dem Ew 'gen Lob und Pm> ( AJocri~ 
to th~ Lord (!lory and strength l 
(Texr in Guman) (On~inall\' marked 
Op. 30/a) 7 p . 

2 . Psalm 92. It is good 11' (live thankio 
to the Lord. l:nghsh te"t c. 1961 . 
Evergreen CO Hebre"' tex1 in Sab 
barb fat Lit'"E.Y, p 42 l 

l Psalm 93 Adonoy moloch gayus 
lo\•ash (The Lord reigncth . He 1s 
clothed with 2we) Hcbre\\ le"l in 
Sabbarb Eve Li1111gy , p 50.) 

Psalms Jl 16 and 10 Op 32 
(Rome) MS, (1934) separates 

l Psalm 12. 4 p . tin Hcbre-. w11h 
1ranshteration for luha.n pronunc11· 
uon Unfinished.) 

2 Psalm 16. 3 p . CM1kiam leDav1d. 
Salmo XVI . Hebrew, transliterated for 
Italian pronunc13tlon Unfinished.) 

3 Psalm 30. 9 p. (Mizmor shir t·bnu· 
kas haBayit !'David. A song at the 
dedication of the Temple Hebrew. 
transliterated for Amcncan use Dated 
1949 .) This has been included tn Ger· 
shon Ephros. Cantonal l\ntbology 
Vol 'l . p. 143 

Danie cbossidicbe (Chassidischc T anzc) 
Suite per violino e pianoforte (Orig1· 
nalfassung for Strcichorch..,ster) Op.3C 
Rome: H.Sch., c 1936 19 p Violin 
part. 4 p . (separate) 

1 . Mcdirazionc rdigiosa · adagio so
stenuto, solcnnc 
2 Danza chassid icha · allegro con 
moto 
3. Mcditatione rcligiosa · lento. mis· 
ti co 
4 . Dania chassidicha · allegro non 
rroppo . 
S. Danza chassid1chc • risoluto, vigor-

oso 
6. Canrico de! Ba.al·Schcm (Lobgcsang 
des Baal-Schcm) • lmpetuoso • andan· 
rino cclcstillle 



• CHRONOLOGY 

7 . Dann · Finale · L'elcvuionc (Der 
Aufsueg) · Modcraio macstoso • 
allegro · presto · la rgamente 

Co~po~cr's note : Der vorllegendcn 
Sune hegcn .. chassidischc'" Original· 
mclod1en zugrunde , in diesc1 kiinst · 
lcrischcn Formung wollte dcr Au1o r 
dem "Chassid1smus'" und scmem 
Grunder " Baal·Schem" cin musika 
lisches Ocnkmal scrzen Moge du1ch 
die Macht des cha.ssidrschen Gcsangc ~
d1csc Manifcsution 1ud ischcn Gcme~· 
die Seele des Horers sirh erhebcn zu 
JCncn Spha1en des " Aufsticgs .. -Oer 
Au1o r 

A later version (1966) was rc·workcd 
:1.nd rc·n::med 10 Danu Suit t for 
Stnng Orcb<'stra (based on Hass1d1c 
tunes ) l:.vcrgrecn. CO 

Songs of Spnng (Poems by Mai. Dauth· 
endey. English versions by Or John 
R Slate r of Rochester. S\ ) 
Rochesler , NY : MS. 194 2 ~paratcs 

I April (Lyr ics b y \\1ll iam Wuson) 
2 Spring frve r (l ' nd Sonne und 
Erde .. Op 12 No .1) 
3 Rams of spring !Der grunc Regen 
Op 12 No 2) 
4 Children of the sun (K1nderlred 
Op.12 No.4 ) 
5 All the world 's al ive ( lmmer lust 
an Lusi ... Op.12 l'\o .S) 
6 May (Mai Op.17 No. S) 
7. Vision of love \E ih Euch, eil ' 
d ich ... Op.12 No.6 ) 

Ma)' wa.s in the repertoire of Muian 
Anderson. It wa.s published Providence. 
RI Axelrod Publication~. Inc_ cJ 9+4. 
3 p . Dedicated to Marian Anderson. 

Al tovo (Anthem for High Holy Days) 
Rochester, NY : MS, 1941-42. l p. 

Hebrew text. Included in Gershon 
Ephros. Cantonal 11 ntbology, Vol. 4, 
p. 14). 

El molt racbamim (God of mercy) A 
Hebrew prayer for the dead. 
Rochester , NY : MS. 1942. 2 p . 

Another version entitled Ayl molay 
ruhameem (Memorial prayer). 3 p. 

Be of good comfort O udah Halevi ) 
Rochester, NY : MS , 1942. 2 p . 

Engli"1 version by Dr. j ohn R . Slater 

Banlc song. March on 10 oicrory 
Rochcstcr, NY : MS, 1942. 1 p . 

Words by Belle S . Gitclman 

Buildcn of Zion (Bonay Zion ). Hebrc11. 
cantata ba.scd on Palestinian Songs for 
solo v_o1ccs , unison or rwo pan chorus 
&nd p1a.oo 
Providence, RI H.Sch., c.19+4 z3 p 

l. lntroducuon for piano 
2. Naakh l'anscnu (On lO our land 1 
3. Garn hayom (Chalua songl. words 
b)' I ben Am1lai melody by Sh Pos 
tolskv 
4 . Kee u vou (When you come >. mel 
od)• b) M Zaira 
5. Kruecm &nu (Our clothes arc rag 
gedy) 
~ . Sheer hll!>hatcel <So ng of the sap 
linl.!sl , words by Y Sheinberg mclod' 
by\' Valbc • 
7 . Hach patcrsh <H:tmmcr strike) 
S Hinehachal'llh (Pa.s1oral l word~ b)' 
' Shcinbetg. mdod\' b\' M Za11a 
9 Hoi chal•Jtz CHo iha e. ch1lut1l 
words by A Hameiri . mdOd)' b\ I 
Gorochow · 
10. Bar \'ochat. mclodv bv A Oavid•l· 
vits · · 

Dura11on 18 min. 
Published under the auspice' o l Tcm· 
pit Beth El . Providence. RI 
Fo rward by Rabbi William G Braode 
CompO!><r'~ remarks 
Translauoo in prose of the Hebrew 
po ems in the Canrata by Rabbi Wal · 
ham G Braude 

Tbe PilgrmH Cantata based on Pales· 
unian and Hebrc11. folksongs for solo 
voice , unison or two pan chorus and 
piano 
Providence. RI H.Sch .. c .1945 36 p 

l . Meditat ion · p iano 
2 . Hall 'luya (AlleluJ&h ) · chorus. mcl· 
ody by E. Pugachow 
3. Verushalayim (Jerusalem) · solo. 
words by A Htmcin 
4 . M'kom sham arazim (There , whcr~ 
the mighty cedars • .. ) · chorus 
S. Tsiyon iarnatec CO Zion· undefiled) 
· solo, melody by M.M.Doliuky 
6 Sccsu 11'simchu (Be glad and re· 
jo1cc) · chorus, melody b>• M.Zaiu . 
words by V. Sheinberg 
7. Kirya y 'fefiya (0 citadel of beauty) 
· solo. words by Judah Halevi 
8. Kee v'simcha rc tseu (Vt shall go 
fonh in gladness) · chorus 

Duration: 20 min. 
Dedicated to Mrs. Archibald Silver· 

mil\ 
Foreword by Rabbi William C . Braude 
English translation by Rabbi William 
G . Braudc. Composer's remarks 

-
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Tbt Mt!sriab Rhapsody for three pan 
women's chorus and piano 
Providenct-. RI : H.Sch., c.1945 . 14 p. 

Duration : 7 min 
Dediuted to Mrs. Francu F Darman 
Poem by Solomon lbn Gabirol 
(c.1020·J0) 7f) 
Translated from the Hebrew by Israel 
Zangwill (1864·1926) 

Tbe 23rd Psalm (The Lord is my shep· 
herd), for mixed voices (SATB) 
Providenct- , RI. H .Sch. c 1946 4 p 

Tbc 121 sr Psalm (I lift mine eves unro 
the hills) for tenor or bamone solo 
and m i;11 ed \IQ1ces {SA TB). Hebrew 
and English 
Providence, RI . H. Sch .. c.1946 
7 p. 

Sunrade (after a jew15h folksong > for 
violin and piano 
Providence, RI MS, 1946 I p 

0 Lord• Wbac ts man Memorial :tnthem 
for mixed voices CS ATBJ soprano 
solo and organ 
Providence, RI. H Sch . c 1946 7 p 

Tbe 98tb Psalm CSrng unto the Lord a 
n..-w song) for tenor solo, m ixed voices 
(SA TB) and orgw. Hebrew and 
English 
Providence, RI HSch,c.1947 llp. 

Dedicated to the genius and humani· 
urim Alben Einste in in revcrencc 
Republlshl"d in Sabbatb Ev<' L1turgy. 
1951 p. 25 
Also published as Sheeru ladonoy in 
David J . Pu rte rm an, Synagogue Mut1c 
by Conumporary Composers N..-w 
York, NY G.Schirmer, Inc., (1952() 
p.4 2·52 

Sabbatb Evt Liturgy (Liturghiya ~cl 
leyl Shabbat) for cantor (bantonl" or 
tenor), mixed voices (SA TB) and 
organ 
Denver, CO. H.Sch .. c. 1951. 91 p. 

I. Introduction 
1. Ma tovu 

II. Welcoming the Sabbath 
2 . Psalm 95 
3. Psalm 97 
4 . Psalm 98 
S. L'cho dodce 
6 . Psalm 92 
7 . Psalm 93 

Il l. Sabbath eve scrvi~ 
8 . Bor 'chu 
9. Sh'ma 

10. V'ohavto 
11 . Mee chomocho 
12 Hashkeevaynu 
13 . V'shomru 
14 Vay'chulu 

IV . Silent dcvouon 
l S Silent devotion 
16 May the words 

V Sanctificat ion 
17 . Kiddush 

VI Torah service 
18 . Lo yorayu 
19. Sh 'ma 
20 H1nay ma 10 ' 
21 Or zorua 
22 Y1mloch Adono)' 

VII Close of scrvict 
23 Vaanachnu and Bayom haHu 
2.4 Adon olam (Hebrew arrd Eng· 
lrsh ) 
25 . Bcncdicrion 
26 Organ postlud..-

Prdacc by composer 
Psalm 95 dedicated to Rabbi Ph1l1p S. 
Bcmsttm Templr B' mh Kodesh . Ro· 
chcsrcr , NY 
Psa.lm 97 dedicated to Rabbi Hcrbcn 
A Frredmw. Temple Emanu·El. Den 
vc1 , CO 
P~alm 92 dcd1ca1ed to Emanuel 
Kirshner or blessed memory 
Psalm 98 dedicated ro the ~cn1us and 
humanitarian Alben Einstein 
Psalm 93 dedlca1ed to Rabbi William 
G Braudc, Temple Beth El. Provi· 
dencc, RI 
L'cho dodce dedicated to Rabbi 
Stephen S. Wisc or blessed memory 

Ktdusba (Sanctificauon) for cantor 
bantone or tenor). m1xed voices 
(SA TB) and organ 
Denver. CO: H.Sch., c .1952 12 p 

Stvcn Saettd Songs for voice and piano 
(or organ) (medium) 
Deriver, CO: H.Sch .. c.1?52 20 p. 

l . Pra1St' unto Him (Words by Leon 
Schali t) 
2. Beyond the stus (poem by Dr. j ohn 
R. Slater) 
3. The Lord's servant (poem by Judah 
Halcvi (1080- 1145) translated by 
Nina Salaman) 
4. The Lord is my strength (words 
from Psalm 118) (dedicated to Mariarr 
Anderson) 
S. The Lord is my shepherd (23rd 
Psalm) (in memory of Leon Schalit) 
6 . 0 Lord, return (words from Psalm 
6) (dedicated to Ruth Kisch·Amdt) 
7. Song of the redeemed (words from 
Psalm 107 :1·3) (dedicated to Ruth 
Kisch·Amdt) 

-- - -- - - - --- --
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• 
CHRONOLOGY 

Published under the auspices o( th~ 
Sisterhood and Brotherhood o( Con· 
grcgat ion Emanu-EI B' ne Jeshurun , 
M ilwaukee, Wisconsin 

Sabbarb M ommg Lirurgy for cantor 
(tenor o r baritone ), mixed voices 
(SATB) and organ 
Denver, CO : H.Sch., c 1954 . 68 p . 

I. Introduction 
1 a. Ma tovu 
lb Ma tovu 
2a. Early will I ~ck Thee · Shachar 
avakeshcho 

· lb. Earlv will I seek Thee· Shachar 
avakesh~ho 
3a Ancem i'meero~ · sweet hy mn5 
3b Anecm i 'mceros · swccl hymns 

II Sabbath morning scr.11cc (Sha· 
charces l'sh; bbas) 

-4 . Bor'c:b.1 
S. Sh'ma 
6 Mee chomocho 
?a. Tsur yisroayl 
7b. Tsur yisroayt 
8 . Kedusha · response~ Kodosh 
Boruc:h k'vod · Y1mloch 
9a. Silen t prayer and May the word~ 
9b. Silent prayer and May the words 

Ill Torah service 
10. S'u sh 'oreem 
11 . Bo ruch shcnosan 
12. Sh'ma I · Sh 'ma II 
1 3a. L 'c:ho Adonoy 
t 3b L 'c:ho Adonoy 
14a. Hodo al crets 
14b. Hodo al crc ts 
l Sa. Ayu chayecm 
1 Sb. Ayts c:hayeem 

IV Close of scnricc 
16a. Adoration 
16b. Adorat ion 
17 . Vaanachnu I 
18. Vunachnu 11 
19. Bayom haHu ·On rhai day 
20. Ayn kaytohay nu • A song of 
glory 

Forword by composer 
Publicarion of th~ work has been 
sponsored by the Ben Falk Memo rial 
Music Fund of Temple B'rith Kodtsh . 
Rochester, NY , and the Rabb i's Fund 
of Gonvegation Emanuel B'ne Jeshu· 
run , Milwaukee, Wisconsin 

PU1lm of Brotberbo.od. '!"ht . 1.33rd 
Psalm for mixed voices with inc1den· 
ta.I 50io and organ or piano accompa· 
nimcot New York, NV : Transcon· 
tincot:al Music Publications, c .1959. 

12 p. 
Duration• 6 min. . 
Dedic.red ro Rabbi Philip S . Bcmstetn 

Lesr we forget ' In mcmonam to sv. 
m Jlion Jews , for mixedvoi~s (SATB) 
and organ or piano 
Evergreen, CO H .Sch . c 1961 12 p . 

Duration: 6 min. 

Ertmaf Light Fantasy for organ 
Denver. CO MS. n .d . Two ver;ions, 
S p . ca, Cello par t fo r OM of the ver· 
sions entidcd FantJ1Sy for cello and 
organ. Third ver;ion: 

Evergreen.CO MS, 1962 lOp 

Organ Prtfudt 
Evergreen , CO MS , 1963 6 p 

Dunt1on· about S min 30 sec 
Commissioned 196 3 by Congregauon 
Em:rnu-EI of the Ctl)' of New York . 
First ptrformed m Temple Emanu·EI 
of New York City on November 24 , 
1963 
Sub·titted "The Eremal Light" 

Tbc Sacred Covn1ant Anthem (or 
mi.xed vo1cu wirh organ accompani· 
ment 
New York NY Transconunen1al 
Music Publ icauon5, c 1963 . 9 p. 

Wrinen for the dedication o f the new 
unctuary of Temple B'nth Kodcsh in 

Rochcner. l"Y 

Songs of Glory F1veanthemsformixcd 
chorus and organ 
Evergreen, CO H Sch , c.1963 31 p . 

l. How glorious 1s Thy name (Psalm 
8 : l ·2) 
2 _ I lift mine eyes (Psalm 121 ) 
3 The Lord is my strength (PsaJm 
118 14. 17) 
4 Beyond the stars (English version 
by Or. john R Sluer) 
s'. All the surs of mo rn ing <poem by 
j udah Hale vi , English by Nina Sala· 
man) 

Smg unto tbe Lord Anthem for mixed 
voices 
New York. NY : Transcontinental 
Music Publ ications, c. 1964. Sp . 

Duration: 1 1/2 min . 
Based on Psalm 95 : 1·2 
Commissioned 1963 by Temple E· 
manu·EI of Da.llas, Texa. 

Hadrar Kodtsb (The beauty of holiness) 
Sacred service for c:antor. solo voicC5. 
choir and organ 
Evergreen, CO: H.Sch .. c .1966. SS p 

1. Organ prelude 
2. Psalm 5: 1·5, 7 

.., I -



.D' NC:.IN Xll..n .ll..n.f'lt..1, · • 

3. Bor'chu (Call to worship) 
4 . Sh'ma Yisroayl (The unity or God) 
S. V'ohavto a.nd L' maan titk 'ru (Thou 
shalt love the Lord ... ) 
6 . Mee chomocho (Who is like unto 
Thee) 
7 Ttur Yisroavl (Rock of Israel ) 
8 . Ovos (The fathers) 
9 . K'dushah (Sanctification) 
I 0 Vih 'yu I 'rotson (May the words) 
11 Wake me to bless Thy name (solo 
amhem, dedicated to the memory or 
Rabbi Abba Hillel Silver. Hebrcw 
poem by Judah Halevi, English bv 
1' ma Sal am an l · 
12 Olaynu a.nd Vaanachnu (Adora• 
11on) 
13. Amen. follov.•mg Kaddish 

This work wu commissioned b}' 1 HE 
TEMPLE. Cleveland , Oh1u. David 
Gooding. Dircctor or Music 
Pubhca!lon or Hadral f\odt sb ha.\. 
been sponsored b} the Fall. Music 
Fund of Temple 8 n th Kodesh Ro· 
chester, Nev. York , crc;11ed b)' Oa.id 
and June Falk 1n memory of Bert and 
Mollie Flak. 

Daner nme for stnng orcl:>csrra !based 
on Has1d1c tunes) 
Evergreen. CO H Sch c 1974 MS 
score 29 p. Orchestral paru ior violin. 
viola . cello and bass. 

Op. 34 wll.5 original version. Rc·workcd 
and dated 1966 

Wedding Song for voice and Of1!111 . or 
piano or harp. Hebre" and English 
Evergreen , CO · H.Sch . c 1969. 3 p. 

Based on Psalm 128 :3-6 

Visions of Ytbuda Haleur Song cycle 
for high voice and piano (Hebrew and 
English) 
Evergreen . CO H-5ch . c 1970 24 p 

l The bride that longeth for Thee 
{Kalah l'cha chalu.h . Op 20 l'o 1) 
2. In exile (Galut . Op.20 No.2) 
3. Longing (Sh'nat olam . Op.22 Nol ) 
~ Thy glory (K \rod 'cha. Op.22 No.2J 
S. In the sanctuary (M1kd 'shaj El 
Op.22 No 3) ' 

Duration about 22 mm 
Poems by Judah Halevr English ver
sions by r-:rna Salama.n 
Dedicated to J eciidah (Hilda Schaltt) 

K1ryab ytfoyfuyab (Cit)' of beauty \ 
Hebrew anthem, for mixed voices 
(SA TBl . solo and orttan or p iano 
E'"Crgreen, CO H Sch c l 9i L 8 p 
Poem by Judah Halcv1, English by 
Rabbi \\ 1ll1am G Braudc F 1rst pub· 
lishcd IJ1 The P1lgrun1 Cantata, 
194 5. p 29 . 

Psalm of rbanksgnnng Song o f tht' re · 
deemed. for mixed voices ISA TB ) and 
organ or p iano 
Evergreen CO H Sch c I 9i2 7 p 

Ba.I.Cd on Psalm 107 1· 3 
Revision of ~.7 <Song of the re· 
deemed \ 1n Sewm Sar<ed Songs, 195 2 , 
p 18 

Psalm J 50, for mixed chorus (SA TB) 
and o rtta.n 
Carlstadt , t.: J : Ethnic Music Publtshrng 
Co .. c.1974 7 p 
Commissioned in honor oi the: JOOth 
anniversary oi Congrega11on A nshc 
Emet. Chicago. llhno1s 

Forgtt rby affl1.:11on Sacred Ming for 
medium voice and p iano o r o rgan 
Evergn:en, CO H Sch . c .1976 4 p 

Hebrew poem by Solomon lbn Gabi· 
rol (ca. I 020· l OS 7 ). English by lsncl 
Za.ngwill (186·H926l 
LllSt publicacion by Heinrich Sch1l11. 
1t appcart'd posthumous!)' 
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