HEINRICH SCHALIT AND PAUL BEN-HAIM IN MUNICH
Jehoash Hirshberg, Jerusalem

The Nazi rise to power in Germany at the beginning of 1933 brought to
an abrupt halt an important development in the field of Jewish music in
Munich, especially with regard to the cooperation between Heinrich Schalit
and Paul Ben-Haim. A study of musical developments in the Munich Jewish
community of the 1920’s may provide some indication of the cultural at-
mosphere that formed Ben-Haim’s character and personality before his im-
migration to Israel.

The Jewish community in Munich was large and well-organized: The
most influential personage in the area of Jewish liturgy was the cantor
Emanuel Kirschner (1857-1938), who served as First Cantor for the
lengthy period of forty-seven years (1881-1928). As Hugo Adler' pointed
out, Kirschner was the first to overcome the enormous prestige of Lewan-
dowsky, which, according to Adler, had paralyzed and inhibited all subse-
quent development of Jewish liturgical music.

Kirschner’s approach to the question of Jewish liturgical music was af-
fected by several issues. In a lecture at the Cantors Conference in Niirnberg
(20 April, 1914) he traced the influence of German folk song on the Jewish
liturgy, especially the music for the Piyyitim. He was opposed to this in-
fluence, which, in his view, resulted in the introduction of trivial melodies
into the sacred material?, and he supported rabbinical circles in their op-
position to the infiltration of folk song. Kirschner also criticized the penetra-
tion of elements of modern art music, and he strongly objected to some of
the movements in Leon Kornitzer's Romemos El, which are characterized by
extreme chromaticism and complicated dissonant chords. A further impor-
tant principle adopted by Kirschner was the clear distinction he drew
between Minhag Polin and the south-German tradition. Both traditions
were well known to him since his appointment in Munich in 1881: “Here in
Munich he had to transform himself into a south-German Chassan. Coming
from Minhag Poland which includes the Chassanuth of northern Germany,

1. Hugo Adler, “Das Stilprinzip in der Synagogalen Musik”, Der jiidische Kantor (1931, no.
5), p. 5.
2. Bayerische israelitische Gemeindezeitung (1926), p. 242.
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Austria, Hungary and Russia, with some regional differences, Kirschner
saw himself suddenly transplanted and surrounded by the real Minhag
Ashkenas.”® But for Kirschner the significant difference between the two
traditions was that, in his view, the south-German Hazzanit was much
closer to the ancient origins of Jewish liturgy than was the Minhag Polin.
His long friendship with Idelsohn, which began in 1903, strengthened his
interest in the oriental origins of the Jewish liturgy®. In his review of the
compilation —Der Frankfurter Kantor—edited by Fabien Ogutsch,
Kirschner objected to the progression of augmented seconds from the second
to the third degree of the mode.which was introduced in the compilation and
which Kirschner considered to be “Polish”. His careful distinction between
the two traditions was echoed in J.B. Levy’s introduction to Der Frankfurter
Kantor® “According to Kirschner, many components of the synagogue
chant of the south-German Jews are very similar to old Italian; and, conse-
quently, to the oriental cantillation of the Bible and of the basic prayers.
Thus we can safely assume that the south-German synagogue chant had its
origins in Palestine, since many of its basic motifs are definitely very old.”
While Kirschner's ideology was clearly stated, it seems that he found it
much harder to apply in practice, as can be seen through a study of his four-
volume lifetime work, Tehiloth I'El Elyon. His deliberate search for the an-
cient origins of synagogue chant is already manifested in the second volume
of the work. The first volume (1896) contains cantorial recitatives in
romantic operatic style, accompanied by the organ. In the much more exten-
sive second volume (1898) he made an attempt to avoid the organ accom-

paniment: “The recitatives for the cantor which are performed without
organ accompaniment are completely based on the ancient tradition.” His

declared intention was “to contribute to the fight against corrupted style,
the fight which we have initiated especially at the reformed service. It is im-
possible to understand, on both Jewish and purely musical grounds, how the
new responds, namely, those for the Sabbath Service, were completely
divested of the characteristic features... Unfortunately, the perception to

3. Jacob Hohenemser, “An Evaluation of the Life and Works of Emanuel Kirschner”, in: United
Synagogues of America— Proceedings of the Annual Conference Convention of the Cantors’ As-
sembly and the Department of Music (New York, 1950), p. 13.

4. Hohenemser (“An Evaluation”, p. 14) points out that Kirschner and Idelsohn remained in
constant correspondence even after the latter’s departure from Germany. It may be added that a
similar distinction between liturgical traditions was made at about the same time by Darius Milhaud,
who even ridiculed the east-European Jewish tradition in his comic opera, Esther de Carpentras. See
Jehoash Hirshberg, “Esther de Carpentras”, Tatzlil, 16 (1976): 25-33 (in Hebrew).

5. Der Frankfurter Kantor was published in 1930, eight years after Ogutsch’s death, so that the
introduction was not written by the editor himself.
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such musical brutalities has been forcibly blunted for decades, and it is the
right time—indeed, high time—to: oppose such stylistic corruption as
strongly as possible”®. Still, despite his sincere presentation of his goals, it
seems that Kirschner was unable to take the logically extreme step. It is true
that there are six unaccompanied melismatic recitatives in the first section
of the second volume’, but in the second section the unaccompanied
recitative is nearly abandoned. Moreover, the volume is concluded with a
Schlusgesang in the same German Chorale style to which Kirschner himself
objected. The third volume (1911) consisted of an optional compilation,
which may serve as a substitute for the first volume. Yet, contrary to all ex-
pectations, here Kirschner does not use unaccompanied recitative at all.
The introduction to the last volume (1926) reflects a more cautious and
realistic attitude: “Even though some Lied-type chants whose origin can un-
doubtedly be found in the treasure of the German Lied have been
preserved... still a significant part of the collection follows the melody and
the motifs of the old tradition of Chasanus. The intention is to avoid the
elimination of the Jewish identity in the course of the modern, organ accom-
panied performance.” In the fourth volume Kirschner does make occasional
use of the unaccompanied recitative, as in ‘“Jehi rozon”.
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6. Introduction to Volume II.

7. “Bfrochos w‘hodoos”, “Halb-Kaddisch”, “Hakkol joducho”, “Es schem hoel”, “Ham‘chad-
desch”, “K‘duschah”.
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But in most cases he tries to achieve a synthesis of melismatic recitative
and organ accompaniment, as in “Berosch Haschonoh”.

(Ex. 2)
21. Bérosch haschonoh.
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It is obvious that the reformed congregation in Munich was not ready for
any revolutionary change, and that Kirschner preferred to act slowly and
gradually. The consérvative attitude of the community in the early 1920’s is
reflected in the activities of the influential Jiidische Gesangverein. This
Jewish community choir was founded in 1921 with the formal aim of the
cultivation of secular and synagogue song, “first folksong, later Mendels-
sohn, Lewandowsky, etc’®. The programme of the 1926 concert for the
centennial celebration of the foundation of the Munich Great Synagogue in-
cluded works by Rossi, Lewandowsky, Lowenstamm (Kirschner’s predeces-
sor), and Birnbaum. Kirschner was represented only in his lecture on syn-
agogue music. It was left for the younger Heinrich Schalit to realize
Kirschner’s ideas.

The Vienna-born Schalit® settled in Munich in 1908. Like Ben-Haim ten
years later, Schalit began his activity as composer of Lieder and of piano
music. However, the year 1916 brought about a sudden change. Schalit

8. Das judische Echo (1921), p. 24.

9. Much of the information, the documentary material and the chronology concerning Heinrich
Schalit presented here was kindly provided by the late composer’s son, Mr. Michael Schalit. Mr.
Schalit has just published his bio-bibliography of Heinrich Schalit, an important contribution
towards further research. I am happy to acknowledge Mr. Schalit’s kind interest in my work on the
present paper.
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himself kept a chronological list of his compositions. At the top of the second
page there is a significant comment: “NB: 1916 Beginn der Schaf-
fensperiode der Musik jiidischen Inhalts u. jiid. Charakters.” (Beginning of
the creative period of music with Jewish contents and character.) In an arti-
cle by Dr. Gerhard Herz, published in Diisseldorf in 1936, Schalit was
quoted as having written to Herz: “The psychological experience of the war
years and of the period after the war led to a decisive turning point in my
creative work, and at the same time to the termination of my ‘romantic’
period. The conviction of my being Jewish penetrated my musical work more
and more and reminded me of my responsibility.” Indeed, the years 1916-
17 brought about the composition of two of his most frequently performed
compositions, the Seelenlieder and the 2 hymnische Gesinge'. The many
reviews of the Seelenlieder emphasized the originality of the first and of the
last of them. The first song, “Knechte der Zeit”, is characterized by austere
rhythm and texture, dissonant diatonic progressions (with the exception of
one single enharmonic progression in the whole song) alternating with

triads.
(Ex. 3)
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10. The Seelenlieder were subsequently published by Universal Edition in 1921, The Hym-
nische Gesdnge remained in manuscript until 1970, when they were published as the first two songs
in the cycle Visions of Yehudah Halevi (Evergreen, Col.).
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The last song, “Tréste dich in deinen Noten”, is closer to the post-
romantic Lied-style in its chromaticism, but the chromatic progressions
resemble organ-like mixtures more than actual chromaticism.

(Ex. 4)
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It should be noted that although the frequent reviews of the Seelenlieder
emphasized the originality of the two songs, it was also made clear that
Schalit was far removed from the revolutionary trend of pre- and post-
World War I music. The critic Julius Schweitzer wrote that “Schalit is no
revolutionary, since beauty and clarity of the line are fundamental for
him”!! and the critic of Das jiidische Echo used a more poetic style in
describing “the air of the ancient temple which permeates those songs...”
The conductor Bruno Walter, then the General-mustkdirektor in Munich,
expressed his admiration of the Lieder which he referred to as “the most
powerful experience I have ever had in the field of the modern Lied”!2

11.  Bayerische israelitische Gemeindezeitung (1925, no. 3), p. 43.
12.  Das jidische Echo (1921), p. 189.
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The search for Jewish expression is also reflected in the Hymnische
Geédnge, as, for example, in the first phrase of “Es war die Braut
gegangen”, which is characterized by modal melody and harmony, diatonic
progressions, and chords of fourths.

(Ex. 5)
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Shortly afterwards Schalit turned his attention to the Jewish folksongs of
Eastern Europe, which he arranged in German translation. His interest in
Jewish folksongs also led him to the performance of other arrangements,
including those of Idelsohn’s Yemenite songs. In 1927 Schalit organized an

" evening of Jewish folksongs with the singer Rachel Ermolnikoff. In addition
to his own works the programme also included arrangements by Darius
Milhaud, and, more important, Alice Loewenson’s arrangements of three
Yemenite songs from Idelsohn’s first volume of the Thesaurus. Idelsohn’s
influence will be discussed presently. Most of Schalit’s works until 1926
were in the form of songs for voice and piano, but in 1927 he turned to
choral music. His first choral work was In Ewigkeit for 5-part chorus, organ,
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harp, and two solo violins, again to a poem by Judah hal-Levi'®, The
features of the Lied “Knechte der Zeit” reappear in the new choral work:
simple, unified rhythmic structure, heavy chordal blocks, alternation of
dissonant diatonic chords and open fifth chords, and triads enriched by
added sixths or fourths. The use of fugal counterpoint, which was so typical
of German romantic choral music, is, characteristically enough, not
abandoned altogether, but is limited to one section of the composition.
Example 6 illustrates some of the characteristics of the work.

(Ex. 6)
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The publication of the second and of the third volumes of Idelsohn’s
Thesaurus (1922 and 1923 respectively) provided Schalit with additional
sources of inspiration. Still, it seems that the oriental tradition—even as
reflected in Idelsohn’s transcriptions, which leave the performance aspects
of the material obscure —was too remote from Schalit and its assimilation
was very gradual. It was only in his last, and most ambitious, work to be

13. It seems that there was a special interest in Judah hal-Levi not only for the obvious reasons,
but also because he was considered to be ‘“‘the greatest of the Spanish-Arabic medieval poets”
(Bayerische israelitische Gemeindezeitung [1926, no. 1], p. 13). The oriental aspect had a special
appeal to anyone concerned with the transformation of Jewish music at that time.
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written in Germany, Eine Freitagabend-Liturgie!, that he admitted the
importance of Idelsohn’s work and tried to use melodies from his collection.
In his introduction to the work Schalit restated Kirschner’s ideology with
added force and conviction: “The inorganic mixture of old liturgical prayer
melody with the folk-song and chorale-like community and choral singing of
19th-century Germany must be eliminated since it does not correspond to
the requirements of religious Judaism... The modern musicological
reasearch and collection of Hebrew-Oriental ritual which has been done by
A.Z. Idelsohn has given a new impetus to the further development of
synagogue music...” It is still significant that despite this clear statement,
only three of the nineteen movements of the work are marked as being based
on quotations from Idelsohn. Strangely enough, two of the three references
given by Schalit himself are wrong. It is only the third movement, “Lechoh
dodi”, which is indeed derived from the Gesdnge der orientalischen Sefardim
(no. 3, Syrian tune). Of the other two references, “Tow lehodos” appears in
Idelsohn’s Jewish Music (Table X, no. 4), and “Weohawto” (no. 9) is not
found in Idelsohn. At this stage of research the reason for the wrong
attribution is not known. It is possible, however, that the references were

(Ex. 7)
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14. Published by Schalit himself, Munich, 1933. It may be interesting to quote a letter from
Arno Nadel to Idelsohn, written on 5 January 1933: “Von Schalit, Miinchen, und von Leo Kopf,
Berlin, sind in letzter Zeit Freitagabend-Gottesdienst neu aufgefiihrt worden, und néchstens wird
wohl auch der von mir komponierte Abendgottesdienst aus meinem Kompendium folgen. Aber, wie
gesagt, die Zeiten sind schwierig, und was herauskommt, ist ungewiss...” (“New Friday-Night ser-
vices by Schalit, Munich, and by Leo Kopf, Berlin, were performed recently, and a service composed
by myself would probably follow in a short while. But, as I said before, the times are bad, and it is un-
certain what will happen next...”) [Idelsohn Archives, Hebrew University of Jerusalem, Mus 7.

(465)1.
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made from memory while the actual publications were not available to
Schalit for consultation. However that may be, the oriental origin of the
three tunes is of great importance. The most original and revealing of the
three is “Tow lehodos”. The chorus quotes (according to Schalit) nine
measures of the original melody, accompanied by harmony of modal chords,
mixtures of fourths, open fifths and long pedals (see Example 7).
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Although the harmony is influenced by the quoted melody, the same
harmonic style is retained for the rest of the movement, even when the

cantor takes over and continues in a different melodic style, as illustrated in
Example 8.

(Ex. 8)
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It should be added that the harmony of this movement is strikingly
similar to that of the style which developed in the late 1930’s in Israel.

From 1916 it became clear that Schalit considered his activity in the
field of Jewish music as a mission and a commitment, stimulating interest in
the problem of Jewish music as a whole. The critic of Das jtidische Echo
wrote after a Schalit concert in Niirnberg: “Is Schalit’s music Jewish? It is
hard to answer this question, since we still do not know how to define the
Jewish essence in music. We would be able to provide an answer only after
we develop independent musical activity in Palestine and sense the Jewish
identity... At the present we can only determine whether a certain Jewish
composer is different from others and whether he moves in a special direc-
tion, and only later would it be possible to decide what is the individual in
him and what is the Jewish. With regard to Schalit it is possible to say
without doubt that he is expressing something individual, original. Not in
all of his works and not equally in all... The musical language of his Lieder
betrays a strong influence of modern, German Lieder composers, especially
Wolf and Strauss, but the Seelenlieder, especially “Knechte der Zeit” and
“Jeder Morgenstern” are pervaded with original ideas and structure.”!® By
deferring the final solution of the problem to future activity in Palestine the
critic added a new dimension to the development in the search for Jewish
music. Schalit himself emphasized the Zionist aspect of his ideology, as
shown by his own description of his first meeting with Paul Ben-Haim (then
Frankenburger): “. . . [between] 1928 and 1932, when there was no com-
poser of Jewish birth who could have even thought of writing music with a
consciously Jewish heartbeat, I was already a well-known composer of
Jewish religious music. When I heard the compositions of Paul Franken-
burger for the first time, I was greatly impressed by the remarkable
maturity of his technique and style; he wrote in a contemporary vein— but
with no trace of our ancestral Jewish heritage. As a conscious Jewish musi-
cian and Zionist I considered it my duty to convince him of the necessity of
devoting his talent to Jewish music and culture. I met Paul Frankenburger
and we became friends. He became acquainted with my music and its
Jewish idioms. He was deeply impressed and conducted my Hymnische

Gesdnge fiir Bariton with much success in a concert. Thus, the Jewish spark
was ignited.. 16

15. Das judische Echo (1925), p. 385.
16. A letter to Anita Heppner (1971).
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The first indications of friendship and cooperation between Schalit and
Ben-Haim were shown when they began to present joint concerts of their
works. The marked difference in the directions of their creative activity until
1928 is clearly illustrated in the programme of the concert in Munich in
1928, where Schalit presented five Hymnische Gesdnge to poems by Judah
hal-Levi!” while Ben-Haim offered his string trio and the Lieder nach
Gedichten aus Hans Bethges “Japanischem Friihling”. But Schalit’s in-
fluence soon asserted itself, as Ben-Haim began intensive work in the field
of Jewish religious music. The following list reflects the relative proportion
of his work in religious and non-religious music in the years 1929-1933.

JEWISH RELIGIOUS WORKS

1. 3 Motetten fiir gemischten Chor (Mache dich auf, Isaiah 60; Wenn man
meinen Jammer wige, Job 6; Der Mensch vom Weib geboren, Job 14) (1928)

2. Psalm 126 (8-part male chorus) (1929)

3. Two religious arias for soprano and organ (1929) .

4. Gedenke an deinen Schopfer, Motet, 5-part male chorus (Ecclesiastes 12)
(1933)

NON-JEWISH RELIGIOUS WORKS
Joram, Oratorio (Borchardt) (1933)

OTHER WORKS

1. Pan for soprano and orchestra (Lautensack) (1931)
2. Concerto grosso (1931)

Psalm 126 (the only published work belonging to this period) marked the
climactic point of Ben-Haim’s success in Germany. It was performed at the
prestigious Niirnberg Choral Festival in July 1931. In April 1931,
Frankenburger wrote a short article in the periodical Der elfter Bote in
which he commented on his Psalm 126: “...at that time I revived the
cultivation of the Musica Sacra, unjustly neglected by many of the modern
composers. It has been my goal to find a new form and content for religious
expression. Therefore 1 strove—especially in the present male chorus—to
free myself as much as possible from unnecessary polyphonic ballast and
harmonic complications. My musical language in that work —unlike that of

my other compositions—is deliberately simple and consequently it should
penetrate the heart more easily.”

17. This was a combination of two earlier sets of two and three songs respectively. The com-
bined set of five songs is the one published in 1970 as Visions of Yehudah Haleuvi.
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The three motets and the Psalm represent one of the most important
characteristics of Ben-Haim’s music: he avoids sudden or revolutionary

(Ex. 9)
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changes of style, so that each of his works consists of an elaborate synthesis
of tradition and innovation. It is significant that Schalit’s approach was
very similar to that of Ben-Haim, and that it agreed with the overall
background of the musical ideology current in Munich. The model for Ben-
Haim’s two compositions was the renaissance motet. Example 9 presents
the first phrase of the motet, which is a setting of Isaiah 60, 1.

The tonal structure of this phrase is a simple diatonic progression from
tonic to dominant, but the chords are dissonant, and dense clusters are
formed toward the end of the phrase. The second phrase is in complete con-
trast to the first. Its cadence, which is illustrated in example 10, is modal-
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declamatory on an open fifth-chord. The fusion of archaism, modality, and
diatonic dissonant progressions is common to Ben-Haim’s works and to
Schalit’s In Ewigkeit. Psalm 126 represents a style more homogenous than
that of the motets. The following excerpt illustrates Ben-Haim'’s attempt at
overcoming the regular rhythm reminiscent of the German Chorale which
prevails in the motets. He uses declamatory rhythm, melismas, and patterns
of synagogue chant.
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The last section of the piece reaches its climax with the phrase “Sie
gehen hin und weinen”, which effects a sudden appearance of the melodic
pattern of Ahavah rabbah shtejger, whic had not yet been encountered in

Ben-Haim’s music.
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The Psalm attracted special attention in the festival, which is remarkable
if one takes into account the heavily loaded programme of several daily con-
certs. A representative passage from a review by Dr. Ewens shows that the
stylistic innovations of the Psalm were well recognized: “A Psalm by Paul
Frankenburger was highly successful, and justly so. It is not written in
church style, but still it is permeated with deep religious feelings.”!® But
amid the enthusiastic, laudatory reviews a more ominous note was heard:
“Psalm 126 of Paul Frankenburger sounds like a highly ecstatic hymn;
racially limited indeed, but a sincere art.”®

It is important to point out that despite Schalit’s influence, Ben-Haim
displayed an independent and personal approach with regard to choice of
text and subject matter. Schalit based all his works from 1916 on lyrical
poems, mostly by Judah hal-Levi, and none on biblical texts, whereas Ben-
Haim used only biblical sources for his religious works. Moreover, he was
especially interested in serious, moralistic texts. Ben-Haim, unlike Schalit,
did not intend to concentrate exclusively on Jewish music. The successful
performances of Pan, of Psalm 126, and of the Concerto grosso in 1931 en-
couraged him to devote a full year to composition, whereas until then he had
been constantly active also as conductor, concert pianist, chamber ensemble
player and Lieder accompanist. His decision to write a large-scale oratorio
to Rudolf Borchardt’s Das Buch Joram (1905) is of great significance.
Borchardt’s work is a moralistic biblical poem, which follows the Book of
Job and is written in the style of the Lutheran Bible. Thus, from the point

18. Ewens, Deutsche Singerbundes Zeitung, no. 20.
19.  Ulrich' Herzog, Neue Badische Landeszeitung (Mannheim, 14 July, 1931).
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of view of subject matter Joram represented a synthesis of the austere,
moralistic tendency of the Jewish composer with that of the young German
composer who wished to continue the great tradition of German music. The
work is also an impressive synthesis of musical styles and techniques, but a
full discussion of it requires (and deserves) a separate study.

The autograph of Joram was completed in February 1933. It is
remarkable that Ben-Haim’s creative drive at that time was so powerful
that even when he was at the point of completing the huge score of the
oratorio he also composed a new biblical motet, which was to be the last
work he wrote in Germany. His interest in serious and moralistic texts was
again expressed in this motet which should be considered one of his greatest
works. All the characteristics of Psalm 126 reappear and the declamatory-
modal elements are even more prevalent.
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The climax of the work is here also reached with the motive of Ahavah
rabbah shtejger®®

(BEx. 14)

[% "7 und der {Glaub r “wird wie der zu Glaub

It is indeed hard to imagine a biblical text more suited for the expression
of the emotions of a Jew in Munich in February 1933 than that of chapter
12 of Ecclesiastes. Indeed, the events of 1933 suddenly arrested all develop-
ments in the field of Jewish music in Munich. Schalit did have the oppor-
tunity of presenting his Freitagabend-Liturgie once in Berlin, on 16th
September 1932, and the work was warmly accepted: “It has been the first
time in a decade that we have heard in the organ synagogue music which is
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religiously Jewish in its intention and instinct. It was not only the work of a
musician, but also of a Jewish artist, who has looked for the way to express
the Hebrew language, the rhythm of the words, the inflections of its speech,
the melos inherent in it. Finally we have a musical work which justifies the
use of the Hebrew language... The synagogue was packed with people, as
during the High Holidays, which is an indication of the wide-spread interest
in the revival of synagogue music.”?! There was a request for a performance
in Munich, but time was running out. Both Schalit and Ben-Haim decided
to leave Germany. Schalit convinced Ben-Haim to immigrate to Palestine,
where he in fact settled in October 1933. But Schalit himself accepted the
position of organist at the Rome synagogue, afterwards immigrating to the
United States where he died in 1976 at the age of 90.

20. The use of the shtejger was so unusual that Ben-Haim found it essential to indicate the A-
natural in the manuscript.
21. Bayerische israelitische Gemeindezeitung (1932), p. 328.
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