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SHUND ON SHELLAC
OR

GIMPEL'S THEATRE, LEMBERG
THE SOUNDS OF A POPULAR YIDDISH THEATRE PRESERVED ON

GRAMOPHONE RECORDS 1904 – 1913

Gimpel's Theatre in Lemberg, once synonymous with popular Yiddish theatre in eastern
Europe, is now no more than a footnote in the history of the Yiddish stage.  This
forgotten theatre, which provided the American Yiddish theatre with many of its greatest
stars, left behind an equally forgotten legacy – a collection of hundreds of gramophone
recordings which provide a living document of the theatre in its heyday in the decade
before the First World War.  This article describes this recorded legacy, setting it in the
context of the theatre's 50-year history of almost uninterrupted activity from 1889 to
1939, and also highlights the potential contribution that early commercial gramophone
recordings can make to a wide range of cultural studies– a potential contribution that
is still consistently  ignored.

At the start of his essay Yidish teater in Galitsye [Yiddish Theatre in Galicia], Mikhl
Vaykhert [Michael Weichert] describes the obstacles that confronted him in his attempt to write
on this subject:
"The trouble is that I have no material.  The meagre pool of knowledge shared by those with a
good memory is scattered and dispersed throughout the Jewish Diaspora.  Few posters and
photographs have been preserved and complete sets of newspapers from those years either do not
exist or are inaccessible.  In general there is no interest among us for such 'foolishness'."1

A bleak picture and one that has changed little since this essay was published in the Sefer
Galitsye [Book of Galicia] in 1968.  The 'legitimate' Yiddish theatre, typified by such august
companies as the Vilner Trupe (Poland), the Moscow State Jewish Theatre and Artef (USA), has
over the years continued to arouse interest and attract scholarly research, but this is not the kind
of theatre Vaykhert had in mind.  His essay deals primarily with popular Yiddish theatre in Galicia,
with the emphasis very much on Gimpel's theatre in Lemberg, a prime example of that much
maligned and unique mix of drama, melodrama, vaudeville and operetta/opera often dismissed
under the contemptuous term shund [rubbish].  The pariah-like status this kind of theatre had to
endure both during and after its heyday has contributed greatly to its slide into oblivion and
subsequent neglect by historians of the Yiddish theatre.

In recent years, however, there have been encouraging signs of a long overdue revival of
interest in the subject of popular Yiddish theatre in Europe and a variety of works have appeared
which make important contributions to the topic, but none that deal exclusively with it.

While it is true that the lack of material that Vaykhert laments continues to be something
of a problem, there is one source he does not mention which is able to bring to life in the most
vivid manner imaginable the sounds and atmosphere of popular Yiddish theatre in Galicia.  This
hitherto untapped resource is the gramophone record.

The decade and a half preceding the First World War was a period of intense activity on
the part of the numerous record companies that were springing up all over Europe.  Every
imaginable kind of music was recorded on a scale that is hard to believe.  The range was vast and
included many recordings made by artists from Yiddish theatres all over Europe.  London, Vienna
and Warsaw figured prominently as locations for recordings from the Yiddish theatre, but above
all the record companies focussed on Gimpel's Theatre in Lemberg.
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Between 1904 and 1913 at least 600 titles were recorded in Lemberg by artists from this
theatre by record companies such as Favorite, Beka and the Gramophone Company.  These 600
are among the 11,000 or so recordings that I have managed to document over the last 12 years
in the course of my work on a Discography of Early European Recordings of Jewish Music .3

Nevertheless, gaps in matrix and catalogue number series indicate that the actual figure may even
be as high as 800.  In fact, if it ever proves possible to document in detail the activities of the
Pathé company in Eastern Europe, even this high figure may need to be increased.

Just as the topic of popular Yiddish theatre has been unjustly neglected, so has the history
of the early years of the gramophone industry.  Although the commercial recordings made during
this period survive in significant numbers, their potential as a source of historical, sociological,
musicological and linguistic research is pointedly ignored by much of the academic world.  

Field recordings are generally accepted by musicologists as a legitimate source for
research, but commercial recordings are still considered beyond the pale.  The term 'commercial'
with its connotations of vulgarity and superficiality, casts a dark shadow.  Whereas field
recordings, which are mostly rural in origin, are romantically considered the unadulterated
expression of the nature and art of some fondly imagined pure folk community, commercial
recordings are instinctively regarded as somehow tainted, the product of a corrupt urban culture,
manufactured to satisfy an artificially created commercial demand and, consequently, not
authentic.  This may well be the case (but only to a certain extent) as regards recordings made in
the later years of the gramophone industry, but it is palpable nonsense to treat commercial
recordings made before the First World War in this way.

To be fair, this romantic ideology based on extremely dubious notions of authenticity is
not the sole reason for the neglect of commercial recordings as source material.  For example, a
musicologist cannot begin any kind of meaningful analysis until certain very basic facts are
established.  Chief among these are knowing where and when the recording was made.  The
provision of such data is one of the duties of the discographer, but discography is still in its
infancy and for many early recordings such information is at the moment simply not available.
Whereas classical music and jazz have on the whole been well-served by their devotees who have
always worked hard to provide substantial reference works documenting the recorded legacy of
these genres, other less mainstream categories have been neglected.

There is some justification for claiming that many commercial recordings made before
1914 should be treated as urban field recordings and granted the same status as rural field
recordings.  The recording equipment used during this period by commercial companies was very
portable; in many ways it was very similar to the equipment being used by ethnomusicologists out
in the countryside, though it was rather bulkier.  Thanks to this portability, recording companies
were not constrained by the need to set up and run costly and static recording studios.  Overall
their overheads were much lower than they were to become in later years and so companies could
afford to take much greater risks and record a far wider and more adventurous repertoire than
was later to be the case.  Their sound engineers, a truly remarkable breed of men whose history
is yet to be written, roamed the remotest corners of the world, recording more or less anything
that appealed to them or which their local agents recommended.

An additional factor to consider is that financial gain was probably not the overriding
motive when it came to the recording repertoire.  These records were not necessarily meant to
provide a profit – at this stage of the industry's development the real money lay in the sales of the
machines on which the records were to be played.  Many of the main companies manufactured
not only records but also the machines on which to play them.  To a certain extent the records
were used as loss-leaders, an incentive to persuade the public to buy the companies' machines.
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This would readily explain why during this period such a large number of what would later be
regarded as highly obscure recordings catering to a specialist market were made.  Bosnian epic
songs, Romanian gypsy bands, Tartar street musicians, Japanese actors from the Noh theatre,
Caucasian Mountain Jews, and recordings of Armenian, Chechen and Ingush musicians are typical
of the kind of non-mainstream artists recorded by the first generation of pioneering sound
engineers.

To sum up, researchers have at their disposal a vast storehouse of early recordings of
every conceivable kind made in every corner of the world.  These recordings are lying around in
sound archives and in the hands of private collectors all over the world.  Their existence is no
secret and yet they continue to be ignored.  This is a bizarre state of affairs that needs to be
remedied at the earliest opportunity, not only because of the inherent worth of these recordings,
but because they are under great physical threat.  Even as these lines are being written, someone
somewhere is no doubt transporting to their local tip a bedraggled collection of nondescript old
78s with no idea as to what treasures they might be disposing of.  Even worse is the kind of
institutionalised vandalism that has seen archives deliberately destroy or disperse large parts of
their collections of shellac recordings in order to save space for far less important material.

These comments, it should be emphasised, by no means apply solely to commercial
recordings of Jewish music, but to commercial recordings in general.  For an extended treatment
of the subject of commercial recordings and their potential significance for musicological and
other research, I would recommend readers to obtain copies of several illuminating articles written
by two Finnish researchers, Dr. Risto Pekka Pennanen and Pekka Gronow.4

The purpose of this essay is twofold – firstly, to provide for the first time in English a very
brief history of Gimpel's Theatre in Lemberg and secondly, to give an overview of the recordings
the theatre made in the decade preceding the First World War – recordings which deserve to be
treated with the same respect and seriousness accorded, for example, to the field recordings being
made in rural Hungary by Bartók and Kodály at precisely the same time.

PART ONE

Gimpel's Theatre, Lemberg – A Short History

This account of the theatre draws on six main sources: Shloyme Prizament's essay Yidish
teater in Lemberg [Yiddish Theatre in Lemberg] , Yonas Turkov's essay Dray doyres Gimpel5

[Three Generations of the Gimpel Family] , Doris A. Karner's book Lachen unter Tränen6

[Laughter Amid Tears], Mikhl Vaykhert's essay Yidish teater in Galitsye [Yiddish Theatre in
Galicia], Józef Gelston's essay Lwów I Ðpiewacy Brodzcy [Lwów and the Broder Singers]  and7

various entries in Zylbercweig's Leksikon fun yidishn teater [Lexikon of the Yiddish Theatre] .8

The essays by Prizament, Turkov and Vaykhert have the advantage of being written by people
who had first-hand experience of Gimpel's theatre.  Shloyme Prizament's brother, Yankev, was
part of the Gimpel troupe and Shloyme himself was also loosely associated with it (in fact he
appears on several of the recordings); Turkov frequently staged productions for the theatre during
the inter-war years and Vaykhert, later to become a major artistic director in the Yiddish theatre,
was a student at Lemberg university at the time the recordings discussed in this article were being
made.  As far as I am aware, Doris A. Karner's work is the only source that is based on archive
material.

All these sources contradict each other in various ways, none of them, thankfully, of
critical significance.  I shall point out such discrepancies, but shall try to resist the temptation to
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reconcile them.  Such a task shall have to wait for another occasion, once I have had the
opportunity to examine other sources that have recently come to my attention.  Nevertheless,
these sources alone provide enough information to allow a fairly detailed account of the theatre,
sufficient at least for the limited purposes of this article which is little more than an initial foray
into the subject.  I am very conscious of the fact that two major figures are given short shrift in
what follows – I am referring to Khone Volfstal  and Yulius Gutman (familarly known as 'Yidl9

Gutman')  whose contributions as musician and actor-director respectively were of enormous10

importance.  They will receive the recognition they deserve at some later date.  The one thing that
is lacking in all the accounts I have drawn on in writing this article is a decent detailed chronology
– all sources are frustratingly short on dates, to the extent that here and there it will be necessary
to speculate or make assumptions.

Galicia and Lemberg at the turn of the century11

Leopolis, Lemberg, Lwów, L'viv – the very name, as it undergoes its periodic
transformations, reflects the multi-facetted, ever-shifting nature of the city and of Galicia, the
region of which it was the capital. 

Founded in 1256 or thereabouts by the Ruthenian prince Lev Danylo (or his father) and
bearing the latinized version of its founder's first name (Lev=leo=lion) the city was home to Jews
long before Poles or Germans settled there.  The first Jews in Lemberg were Karaites, referred
to as 'Saracens' in the city's records (the same records refer to Rabbinite Jews as 'Judaei') and for
the first 100 years of the city's existence they lived there alongside the other main ethnic groups
– Ruthenians, Armenians and Tartars.  In 1340 the city was captured by Casimir the Great and
for the next four and a half centuries Lemberg was under Polish control.  Soon after the capture
of the city by Casimir, German Jews settled in Lemberg and were granted equal rights with the
city's Christians by the king.  No doubt they brought Yiddish with them and we can say with
reasonable justification that Polish and Yiddish arrived in Lemberg almost simultaneously.  Both
languages were destined to vanish from the city's streets as simultaneously as they arrived, for
after 1945, the city's Jewish population having been murdered and its Polish inhabitants expelled,
Polish and Yiddish disappeared along with the populations that had spoken them.

Following the First Partition of Poland in 1772, Lemberg and Galicia were incorporated
into the Austro-Hungarian Empire of which they remained a part up until the fall of the Empire
in 1918.  By 1900 Lemberg was, after Vienna, Budapest, Prague and Trieste the fifth largest city
in Austria-Hungary.

Throughout the era of Austro-Hungarian rule, Jews in Galicia comprised a steady 10 to
11 per cent of an ever-increasing population, a population sunk in the most abject poverty which
from the 1880s onwards was driving Jews, Poles, Ruthenians and Germans to flee Galicia in huge
numbers, either emigrating to the USA, Canada and Brazil or, particularly in the case of Galicia's
Jews, making their way to Vienna.

According to the census of 1900 the total population of Galicia was 7,315,939, of which
811, 371 were Jews; Lemberg's population was 159,618 and its Jewish inhabitants numbered
44,801 (i.e. 28% of the whole).  Their language was, of course, Yiddish and with such a large
Yiddish-speaking population living under the relatively benign Habsburg administration it might
be thought that these were ideal conditions for the rise of the Yiddish theatre.  In truth, however,
other factors were at play that completely negated these seemingly favourable conditions.  These
factors were Hasidism, Haskalah, Zionism and assimilation.
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In the late nineteenth century, Hasidism was still the dominant ideology among Galician
Jews.  Although Yiddish was the language of daily Hasidic life, the very idea of Yiddish theatre
was profoundly shocking, a secular outrage to the religious sensibility.  No support for the
Yiddish theatre could therefore be expected from these quarters.

The Haskalah, the Jewish Englightenment, had spread from Berlin to Galicia in the early
nineteenth century and there had found its most vigorous expression in a bitter war against
Hasidism.  Although the polar opposite of Hasidsim, the Haskalah too was hostile towards the
Yiddish theatre, but on linguistic rather than moral grounds.  For proponents of the Haskalah,
referred to as maskilim, the favoured medium of expression was either German or Hebrew, a
language which they now began to revive and promote with missionary zeal, all the while
conducting the most negative campaign against Yiddish as a primitive non-language, a mere
jargon used by the ignorant masses (the maskilim, it should be noted, came almost exclusively
from the educated middle class).  True, there was a minority of maskilim who used Yiddish, but
this was merely a proselytizing tactic - the long-term aim remained the replacement of Yiddish by
Hebrew.  Again, no support for the Yiddish theatre would have been forthcoming from these
quarters.

Zionism too was hostile to Yiddish and did everything in its power to discourage its use,
often resorting to attacks on the language couched in the most unseemly terms. A notable
exception to this policy was the socialist Zionist movement Po'alei Zion [Workers of Zion], which
was very active in the defence of Yiddish.  In this it was aided by the Jewish wing of the Social
Democratic Party which for a short while (1905 – 1911) also had it own break-away group in the
shape of the Jewish Social Democratic Party (òPSD).

Finally, assimilation took its inevitable toll on the developement not only of Yiddish
theatre but of Yiddish culture in general in Galicia.  During the first decades of Habsburg rule a
vigorous policy of Germanization was imposed on Galician Jews but eventually dropped after a
few decades.  Nevertheless, the Habsburg authorities were unbending in their refusal to grant
Yiddish the status of one of the official languages of the Empire.  Toward the end of the
nineteenth century Polish began to compete successfully with German as the language adopted
by middle class Jews who were beginning to assimilate in ever increasing numbers.  There are
indications that due to the heavy influence of German in Lemberg and Galicia (German was the
official language of the Empire and the lure of German culture hard to resist), the Yiddish spoken
by the more educated elements of Jewish society was heavily Germanised and regarded by Polish
and Russian Jews as inauthentic.  The use on the Yiddish stage of this Germanised Yiddish,
referred to as daytshmerish, will be a topic that continually crops up in the following pages.

The complexity of the situation in Galicia was reflected in the diverse phsyical makeup of
Lemberg itself.  Viewed from its surrounding hills, the city, crammed with some of the finest
Gothic, Baroque and Roccoco archictecture to be found in central Europe, bore a distinct
resemblance to Salzburg, a Salzburg peppered with synagogues and Hasidic shtiblekh [small
prayer houses].  Grand boulevards that would not have disgraced Vienna or any other central
European metropolis ran within a stone's throw of narrow alleyways lined with rotting hovels,
while Ruthenian peasant carts shedding their loads of hay rumbled past ornate, Viennese-style
coffee houses.  Polish, Ukrainian and Yiddish could be heard everywhere, the dominant language
varying from one district to another.  A stroll up the Wa»y Hetma½skie, the main thoroughfare,
would initially be accompanied by the Polish of elegant army officers and their families taking their
daily promenade, but further north, approaching the Opera House, Yiddish would be heard with
increasing frequency and on arriving at the top of the boulevard, on the threshhold of the Jewish
district, the plaintive cry of 'handl, handl'  issued from very street corner as wraith-like Jewish12
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luftmentshn  plied their cryptic trade.  Squalor and elegance, Germanic order and Slavic13

informality, almost every nationality and religion that could be found in central and eastern Europe
nestled cheek-by-jowl in an uneasy alliance that would finally be tested to the limit.

Given the forces ranged against Yiddish and the intensity of the battle they waged against
it, it is clear that what at first glance seemed the most favourable circumstances for the
development of Yiddish theatre in Galicia formed on the contrary a particulary hostile
environment.  In fact it is almost a miracle that a Yiddish theatre ever got off the ground in
Lemberg, let alone went on to become an institution that in terms of longevity and continuity of
existence was to have no rivals in Europe or the USA.  How this was achieved will, at least in
part, be related in what follows.

From its beginnings to the First World War

The very early years
Prior to the founding of Gimpel's theatre in the late 1880's there was no permanent Jewish

theatre in Lemberg.  In the absence of a permanent home, theatrical entertainment in Lemberg was
provided by Broder singers  such as Khone Strudler, Yoel der Matseyve-Shleger, the Herman14

brothers, Yoysef Vaynsthok and others.  With little at their disposal other than makeshift stages
consisting of just a few planks or a table-top they would perform in garden restaurants such as
that run by Yasha Hand or in wine-cellars and taverns such as the Bombach on the corner of
Kazimierzowska and Rzeïnicka in the heart of the Jewish quarter (a venue much favoured by
Khaim Bendl and his zing-shpil teater ). Due to such physical restrictions, their repertoire was15

necessarily limited to songs and sketches and similar straightforward pieces.  There were also
various amateur dramatic groups that would hire out private rooms and put on productions of
plays such as Fontsye di kneytllegerin [Fontsye the Wick Maker] and Shmendriks khasene
[Shmendrik's Wedding]. In such productions the female parts were taken by men.

Finally Jakob-Ber Gimpel  took it upon himself to set up in Lemberg a permanent Jewish16

theatre.  Whether this was entirely his idea is open to some doubt as Prizament talks of 'a group
of Jews in Lemberg' who decided to create a theatre along the lines of Goldfadn's theatre in IaÕi,
Romania.  Admittedly, after this statement he talks exclusively of Gimpel and there can be no
doubt that at the very least he was the driving force behind the whole project.

Despite threats of violence from many religious groups, bitter opposition from the
Lemberg kehilla and the usual reluctance of the Austrian authorities to allow any kind of Jewish
theatrical activity, Gimpel finally prevailed.  In this he was aided by his long years of service as
a member of the chorus at the Polish Municipal Opera in Lemberg (though in her book Vagabond
Stars  Nahma Sandrow describes him as a part-time sign painter).  His long tenure at this17

officially approved institution appears to have persuaded the authorities of his legitimacy and they
finally granted him a license to operate a permanent Jewish theatre.  He was not, however, given
a free hand to do as he wished.

Under the terms of the licence he was allowed to stage only 'one-act plays, farces, song
concerts, operettas and plays with a pronounced folk character performed in the Jewish jargon'.18

Such restrictions were not peculiar to Lemberg but standard practice throughout the Austro-
Hungarian Empire.  As Nahma Sandrow notes, referring to conditions at the turn of the century:
'In Vienna, for example, a German Yiddish was permissible for performances, provided that the
show was not a drama but strictly variety vaudeville, so plays had to be chopped up every five
minutes by songs, dances, or acrobatics, and act curtains were out of the question.'   19

If this was the norm, then the prevalence of shund should not be attributed wholly, as is often
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implied, to some kind of moral or aesthetic shortcomings on the part of Yiddish playwrights, nor
to the grasping nature of theatre impresarios eager to fill seats by pandering to the vulgar tastes
of 'the common people'.  It is tragic that popular Yiddish theatre has acquired this reputation as
irredeemably vulgar.  It is, after all,  inconceivable that the American, British and French music-
hall tradition should be subject to such severe moral censure and it is perhaps time that shund is
treasured for what it was, rather than vilified for not being what its critics wanted it to be.

The search for premises
It took Jakob-Ber Gimpel some time to find premises suitable for his intended

productions, but he finally found a fairly large hall in an iron foundry on Breite Gasse (later ulica
Gródecka) and in 1889 opened Lemberg's first permanent Jewish theatre.  20

Two years later Gimpel moved the theatre to the Zur Elster tavern [Polish Pod Srok�] on
Franz-Joseph-Gasse at the foot of the Zamek Wysoki [Castle Mount] where it stayed for a period
I have not been able to determine.  Gimpel then moved the theatre once more to premises at 11
ul. Jagiello½ska  where it was to remain for the next 40 years or so.  These were the premises21

occupied by the theatre when the gramophone recordings dealt with in this article were made.
According to Karner, the move to the premises at 11 Jagiello½ska was made towards the end of
the 1890s.22

All we can say with certainty is that by 1889 Jakob-Ber Gimpel was running Lemberg's
first permanent Jewish theatre.  He had originally intended to call it the polnish-yidish teater
[Polish-Jewish Theatre], but following protests from certain Polish circles he changed the name
to the daytsh-yidish teater [German-Jewish Theatre].

The theatre at 11 Jagiello½ska
We are fortunate in having three detailed descriptions of the theatre at 11 Jagiello½ska

written by Jakob Mestel , Yisroel Ashendorf  and Vili Goldshteyn  and it would be a pity not23 24 25

to use this opportunity to quote them in full.  Mestel writes:
"The little theatre was situated in the courtyard of 11 Jagellonengasse, an old building

that, together with its gallery, could hold around 600 people.  This is where shows were staged
in the winter – the productions being just as ramshackle as the building itself.  In the summer the
theatre was transferred to the courtyard which had a large garden with two or three trees, but not
a blade of grass nor a flower in sight.  A theatre of sorts was erected here fashioned out of planks
of wood and with long, bare benches for the public to sit on.  There were three classes of seats:
first class – benches provided with a narrow backrest; second class  – benches without any kind
of backrest; third class – a series of planks cobbled together to form a kind of terrace twelve to
fifteen rows high.  At the front there were 'boxes' — half a dozen wooden benches fenced off by
a barrier consisting of three poles.  On both sides of the seating area there were standing places.
Entry tickets cost from 50 hellers up to about 3 crowns.  The people who lived in the houses
surrounding the garden would sit at their windows or up on the roof and watch the performances
for free.

In the summer 'American guests' would visit the garden and for a box-office hit (when
Boris Tomashevski, Zigmunt Faynman or Moris Moshkovitsh were on tour) more than two
thousand spectators could be packed into the courtyard.  The only problem was when it began
to rain.  The courtyard had no roof and as soon as it began to rain, the audience would interrupt
the performance and rush into the winter building and in the surge for seats blows were often
exchanged.  They were packed in like sardines and those unable to fight their way in had to have
their money reimbursed.  Meanwhile the poor actors in full makeup would be hauling their
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costumes over to the small winter building, while the stage-hands dragged the scenery from one
stage onto the next.  And so, amidst much turmoil, the performance would resume."26

Ashendorf's description reads:
"Gimpel's Jewish theatre was situated not far from the Polish Teatr Wielki, but what a

world of difference there was between the two theatres!  Whereas the Polish theatre stood in the
centre of an open square, it was more or less impossible to see the Jewish theatre from the street
as it was situated in a courtyard.  Furthermore, the building housed a restaurant and the smells
from its kitchen used to waft from the courtyard right into the theatre, while the din made by the
kitchen's dustbins could often be heard."27

According to Goldshteyn:
"Gimpel's theatre [in 1917] was housed in a ramshackle old building in a large courtyard

where two or three very high piles of rubbish chucked out daily by the big Fliser   restaurant28

were constantly on display.  The entry to the theatre was unassuming and unless you were a
Lemberger you would never imagine that there was a theatre in the building.  You would often
see provincials wandering around, the men bearded, the women wearing their sheytls .  Having29

arrived in Lemberg and wanting to relax a little and visit the theatre they would drift up and down
in front of the building, looking this way and that, never suspecting that deep in the recesses of
the courtyard lay the theatre they were looking for.

In order to reach the theatre you had to go up a slope into the courtyard.  The head
janitor, who also acted as an usherette, was an old woman who people used to call 'di gedalyekhe'
[equivalent perhaps to something like 'Lady Gedaliah'] .  Woe betide anyone she led to their row30

and showed to their seat and who then failed to give her a tip . . .  She would unleash a torrent
of abuse on a par with anything to be heard on the square behind the synagogue.  'Di gedalyekhe'
was a well-known Lemberg character."31

The repertoire
Until such time as a detailed chronology of the theatre's productions for the period 1889

to 1914 is made available, any comments regarding the repertoire has to rely on scattered
references in secondary sources.

According to Prizament the repertoire consisted of Avrom Goldfadn's Sulamis [Sulamith];
Bar Kokhba [Bar Kochba]; Rabi Yoselzon [Rabbi Yoselzon]; Kuni Lemel; Meshiakhs tsaytn [The
Messianic Age]; Akeidas  Yitskhok [The Sacrifice of Isaac] and later on plays by Latayner,
Hurvits, Shaykevitsh and others.  To this list Turkov adds Goldfadn's Yehudit Holofernes [Judith
Holofernes]; Rikhter's Kheyrem Rabinu Gershom [The Curse of Rabbi Gershom]; Hertsele
Meyukhes [Hertsele the Noble] and an unattributed play by the name of Shmate-kloyber [Rag-
pickers].  Karner mentions Esra der ewige Jude [Ezra the Eternal Jew]; Die Schlechte Frau [The
Bad Woman] and Tomashevski's Dus Pintele Jüd [The Quintessential Jew].

Many of these plays were imported from America and then heavily abridged.
All of which more or less bears out the general perception of Gimpel's Theatre as being

basically a source of shund productions.  Speaking of Jakob-Ber Gimpel, Turkov says:
"He had no time for the serious theatre, i.e. performances that did not include song and dance.
Actors who could not sing, that is, dramatic actors, were in his eyes "reciters" and he had little
time for them."32

Inevitably such a repertoire was not acceptable to the local intelligentsia and the following
passage by Dr J. Tenenboym, referring to the period around 1909, would seem typical: 
"The Yiddish theatre in Lemberg, Gimpel's theatre, which advertised 'Tragedies with music, dance
and song', did not hold back from putting shund theatre on stage and was unable to satisfy the
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intelligent public.  On the contrary it cheapened its repertoire in order to appeal to the common
people."33

Shund, however, was not the sole fare offered to the public and some effort was made to
stage more serious pieces such as Hamlet (starring Yozef Kesler [Joseph Kessler]on tour from
London); Schiller's Die Räuber and Maeterlinck's Monna Vanna.  It always has to be borne in
mind that government restrictions on what could be performed may still have been dictating to
a great extent the nature of the theatre's repertoire, even as late as the decade preceding the First
World War.  Whether this was the case or not needs to be the subject of more detailed research
than I have been able to undertake.

The language used on stage
So far I have consistently referred to Gimpel's theatre as a 'Jewish' and not as a 'Yiddish'

theatre.  There is a reason for this.  During the early years Yiddish was banned from the stage and
all productions were performed in German – at least so it would seem.  This was not, as might
be expected, at the behest of the Austrian authorities, but at the insistence of Jakob-Ber Gimpel
himself.  Both Prizament and Turkov agree that this was the situation but, as we shall see later
on, give different accounts as to how the transition was eventually made from German to Yiddish.

Gimpel himself was a mass of contradictions.  He is recalled as a tall, imposing,
magnificently mustachioed  figure with the physique and demeanour of a member of the Polish
gentry (his photographs reveal a more than passing resemblance to Sir Edward Elgar).
Nevertheless, his stately exterior concealed a mercurial temperament given to far-flung flights of
fancy and a love of tall tales that he would relate with relish and at times obviously start to believe
in himself.  As regards his aversion to Yiddish, here is what Turkov says:

"His love of the Jewish theatre was also markedly idiosyncratic.  He could not speak a
single word of Yiddish and spoke only German [my italics].  If any of his actors in the theatre
spoke any Yiddish on stage, he would make sure it did not happen again.

— On the stage — he once said — you must speak in a solemn, elevated language and
not the way  "gemeine Leute" [German: common people] talk among themselves . . .  If you are
going to speak "jargon" on stage, then in what way are you different from the "Bretel-singers?"
(by which he meant the Broder singers and the folk singers)."34

So adamant was he in his refusal to let Yiddish anywhere near his theatre that in recruiting
the actors and actresses for his company he turned his back on the one obvious source readily at
his disposal, that group of talented and already popular Yiddish-speaking entertainers known as
Broder singers referred to earlier in this article.  The only exception he made to this rule was when
he hired Yoysef Vaynshtok.

Yiddish did, however, finally prevail on the stage of Gimpel's theatre, but it is not at all
clear how and when this came about.  According to Turkov it was the playwright Moyshe Rikhter
who brought about the change, whereas Prizament claims that the main  person responsible for
this shift in policy was the actor Bentsion Palepade .  Here are the two very different accounts35

of this development.
First, Turkov's version of events:
"In 1897 Moyshe Rikhter also made his debut as a writer for Jakob-Ber Gimpel, producing

Kheyrem Rabinu Gershom and then Hertsele meyukhes.
Hertsele meyukhes was the first play at the Lemberg Jewish Theatre to deal with a social

problem and, as such, appealed to the taste of the theatre-going public of the time.  Moyshe
Rikhter, incidentally, started  a linguistic revolution at the Lemberg Jewish Theatre.  The heroes
of his plays spoke Yiddish and despite protests from old Gimpel that this was upsetting him and
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would drive the audiences away, Moyshe Rikhter resolutely refused to have the plays put on in
any other way.  Since the play was a great success with the public, with the  theatre full to
overflowing every evening, Jakob-Ber Gimpel was later forced to admit, that it was only once
Yiddish began to be spoken on the stage of his Jewish Theatre that . . . [sic]"36

Prizament's account reads:
"B. Polepade [sic], a serious actor from Russia, put on several productions (operettas) at

Gimpel's theatre.  Polepade was the first in Lemberg to let Yiddish be heard spoken on the stage
of the Yiddish theatre and the following incident from that historic episode is worth recounting.
Polepade had set his mind on breaking once and for all with the awkward tradition of German on
the Yiddish stage.  In the two productions he put on there (Isha Ra [The Bad Woman] and Kol
Nidre) he decided that, unlike the other actors, he would speak Yiddish.  All the actors carried
on speaking German as usual and those taking part in the production mocked Polepade.  —
"General Abner (from Isha Ra) is going to speak jargon," they laughed, "just like they do behind
the synagogue in Lemberg?! . . . And what about Paulus, the grand inquisitor, will he be speaking
jargon too?" . . .

But the audience in the hall was obviously of a different opinion and the innovation was
received with enthusiasm.  And so, soon after this the other actors had to start speaking Yiddish
on the Jewish stage in Lemberg."37

Prizament gives no date for this incident, but reference to the original passage in
Palepade's memoirs reveals that it occurred either in 1908 or some time shortly thereafter.38

When considering these accounts, including Turkov's and Prizament's description of
Jakob-Ber Gimpel's linguistic preferences, some attention needs to be given to the terminology
used.  Both writers, for example, claim that Gimpel spoke only German.  The Yiddish word they
use for German is daytsh.  Perhaps what they mean is daytshmerish, a heavily Germanised form
of Yiddish that was frequently employed on the popular Yiddish stage.  On the other hand,
Turkov a few pages later uses daytshmerish to refer precisely to that variant of stage Yiddish,
which would indicate that he did differentiate between the two terms.  To complicate matters
further, the entry for Polipade [sic] in Volume III of Zylbercweig's Leksikon fun yidishn teater
quotes at length Palepade's own account of the incident related by Prizament and then Jakob
Mestel adds his comments on the text.  Both Palepade and Mestel use the term daytsh but in such
a way that, to me at least, it seems to mean daytshmerish.  Furthermore, in Turkov's article there
is a long account, too long unfortunately to be included here, describing the furore surrounding
Yozef Kesler's performance of Hamlet.   At the start of this account, Turkov relates how news39

got round that Kesler intended giving his performance in daythsmerish and how a vociferous
movement instigated by students from Czernowitz quickly arose demanding that he speak in "pure
Yiddish".  Nevertheless, as soon as he starts to describe the actual performance, which Kesler
refused to deliver in "pure Yiddish", Turkov uses the term daytsh to describe the language Kesler
used.  In this context daytsh must surely mean daytshmerish.  Clearly, then, in the various texts
we are dealing with here daytsh can mean either 'German' or daytshmerish.  The problem is that
it is not always clear which meaning is intended.

This is not a subject I intend to pursue any further in this article, but it is certainly a topic
that warrants further investigation.  Having said that, it is impossible to avoid making one final
observation.  During the course of his essay Turkov makes the following intriguing comment
when describing the situation around about the turn of the century:

"However, once almost everyone had left Gimpel and gone to America, Moyshe Shor, as
the only one in the new troupe who could read Yiddish [my italics], became the theatre's
prompter, and it was around this time that he began to write plays."40
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If these new members of the troupe could not read Yiddish, does that mean that they were
not native Yiddish speakers and had to learn it specifically for the stage, or does it mean that they
could speak Yiddish, but were illiterate?  Whatever the answer, it raises all kinds of intriguing
further questions.

The members of the company
Gimpel's troupe initially consisted of Regina Prager and Frida Geshpas [Frieda Gespass],

both of whom Gimpel recruited from the ranks of the Polish Municipal Opera where he himself
had sung for so many years.  In addition Gimpel engaged Yoysef Vaynshtok [Josef Weinstock],
Zelig Shor [Selig Schorr] (the father of Moyshe and Shloyme Shor), Berta Kalish [Bertha
Kalisch], Kalmen Juvelier [Kalmen Juwelier], Samuel Tabatshnikov (Tobias) [Samuel
Tabatschnikow], Berl Bernshteyn [Berl Bernstein], Bernard and Meri Vilenski [Bernard and
Mary Wilenski] and Filip Vayzenfreynd [Philip Weisenfreund] (Paul Muni's father).  In its early
years the theatre's director was Luis Tsvibel [Louis Zwiebel], but its very earliest productions
were staged by Avrom Goldfadn himself.

These performers were later joined by the dramatic actors Berta Fishler [Bertha Fischler],
Z. Karlik and the soubrette Lina  Karlik [also referred to as Libe Karlik].  From Romania came
the actor Yozef Rozenberg [Josef Rosenberg] and his wife Sara (Prizament refers to her as 'Libe
Rozenberg').  Although deaf in both ears, Yozef Rozenberg was a talented actor.  Despite his
disability, all he needed was a sign from the prompter for him to seize his cue and start talking
without a moment's hesitation.

Following the move to 11 Jagiello½ska some time in the late 1890s, a new wave of actors
and actresses joined the company: the actor-director Yulius Gutman [Julius Guttmann] and his
wife Saltshe [Salcia Guttmann], the actor and singer Adolf Meltser [Adolf Melzer], his wife Hania
Bri [Anna Brüh], Sam and Roza Shiling [Rosa Schilling], Bentsion Palepade, Leon Kalish [Leon
Kalisch] and others.

In the period following the death of Jakob-Ber Gimpel in 1906, the company engaged the
singer S. Tsukerberg [S. Zuckerberg]; the prima donna, Regina Tsukerberg [Regina Zuckerberg];
the prompter and playwright, Berl Hart, later director of a troupe in the Galician provinces; the
actor, Norbert Glimer who later also became a licensed theatre director in the Galician provinces;
Stefi Glimer, Khaim Matyas Thur [J. M. Thur]; Shloyme Shor; Yankev Prizament [J. Prisament]
who also worked as prompter and translator; Yankev Fuks [Jacob Fuchs] and his wife Ruzha (the
parents of the talented actor Leon Fuks [Leo Fuchs] who began acting in the Lemberg theatre
even as a child under the name of Laybele Springer); the actor, Kalmen-Moyshe Ebel; Frenkel;
Zalmen Libgold; Maks Shtreng [Max Streng]; Shnek [Shneck]; Shpatser; Yozef Shengold; Elke
Darf and Ludvig Zats [Ludwig Satz].

The composition of the company was, however, in a constant state of flux.  Actors and
actresses joined and left and then later returned almost, it sometimes seems, as the mood took
them.

Many of the actors and actresses noted above sooner or later left for America where they
became some of the most famous stars of the American Yiddish theatre.  Frida Geshpas, the elder
sister of Helene Geshpas, married Luis Tsvibel at age nineteen and then left with him for America
in 1894.  She was later to perform and record under the name of Frieda Zwiebel or, following the
early death of Louis and her subsequent marriage to Leyzer Goldstein, Frieda Zwiebel-Goldstein.
One year later, in 1895, she was followed by Regina Prager who was generally acknowledged to
have had one of the finest voices ever to grace the stage of the Yiddish theatre in America.  Berta
Kalish left for New York in 1896 and established herself as one of the dominant figures on the
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Yiddish stage.  In 1900 Kalmen Juvelier left for America with Hurvits' troupe, while Ludwig Satz
emigrated in 1914 to become one of America's most popular stars of both the Yiddish film and
stage. Regina Zuckerberg appears to have left for America in the early 1920s and Leo Fuchs, it
would seem, in the mid-1930s and in America became one of the most loved of Yiddish comic
actors.  In addition to their careers on stage and screen, all these artists made a considerable
number of gramophone recordings in the USA.

This was not one-way traffic, however, as the theatre also played host to a large number
of Yiddish actors and actresses from abroad.  From America came Boris Tomashevski, Nakhman
Mayzel and Moris Moshkovitsh, from England Yozef Kesler, Moris Vakhsman and Dina
Faynman, to mention but a few.

The theatre did not limit its activities to Lemberg alone.  Parts of the company frequently
went on tour throughout Galicia and for a while were regular guests as far afield as Vienna,
Berlin, Prague and Czernowitz.  In Vienna they appeared under the name Die Polnischen, in
Prague as Deutsch-jüdisches Theater aus Lemberg and in Berlin as the exotic-sounding
Orientalische Operettengesellschaft.41

The death of Jakob Ber Gimpel and the succession of Adolf and Emil
In 1906 Jakob-Ber Gimpel died aged 65 or 66, whereupon management of the theatre

passed to his sons, 31 year old Adolf and 38 year old Emil.  Both sons lacked the flamboyance
of their larger-than-life father.  Adolf was very much, it would seem, the dedicated musician with
little interest in the practicalities of running a theatre, and Emil basically a shrewd and sober-
minded businessman.  Emil assumed total control over the theatre and employed his younger
brother as music director.  According to Turkov, relations between the two were strained, to the
extent that from this point on they never talked to each other for the rest of their lives.  Turkov
maintains that the source of this rift was Emil's assumption of control, on the death of their father,
of all the assets belonging to the theatre other than the sheet music which fell to Adolf.
Thereafter, presumably as a token act of protest, Adolf charged a fee every time the theatre
needed to use the scores.

Adolf, who had started his career playing the clarinet in the Polish Opera, had a reputation
as fine musician and chorus-master and a magnificent orchestrator.  Apart from his activity in the
theatre, his life was dedicated to his three highly talented sons – Bronis»aw, a concert violinist,
Jakob (Kuba) a concert pianist and Karol, a concert pianist and conductor.

Under Emil's management the theatre entered into the period of its greatest financial
success and Emil became a rich man.  Adolf, however, lived in modest circumstances throughout
his life.

Under the joint regime of the two brothers the essential character of the theatre does not
appear to have undergone any significant change during the period from the death of their father
up to the outbreak of the First World War.  The sole real change, but not one that really would
have altered the general style of the theatre, was Emil's decision to put an end to the company
going on tour.  It is perhaps worth mentioning that if it is true that after 1906 the company never
toured again, then the Yiddish troupe from Lemberg whose appearances in Prague so enthralled
Kafka and which went by the name of the Deutsch-Jüdische Theatergesellschaft was definitely
not one of the Gimpel troupes.   Nevertheless, bearing in mind that a large number of the actors42

and actresses who belonged to Gimpel's theatre frequently left temporarily in order to go on tour
with other companies, it is quite possible that some members of this Lemberg troupe were former
members of the theatre.  Furthermore, it seems safe to say that what Kafka saw and heard in
Prague would have been very similar to what he would have experienced at Gimpel's theatre in
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Lemberg and that when we listen to the gramophone recordings made in Lemberg by members
of Gimpel's theatre, we are listening very much to what Kafka would have heard in Prague at
around the same time the recordings were being made.

The war years 1914 – 1918
Within weeks of the outbreak of the First World War the Russians broke through the

Austrian lines and occupied Lemberg on 3 September 1914.  Almost immediately the Yiddish
theatre was banned – at least that is what it seems natural to assume in the light of Prizament's
statement that Emil Gimpel asked Sheremetiev, the city's Russian governor, for permission to
reopen the theatre.  The request was refused and for the next 9 months the theatre was closed
until on 9 June 1915 Lemberg was recaptured by the Austrians.  Gimpel's theatre then reopened
and new period of intense activity commenced.

As a result of the Russian invasion of Eastern Galicia, Lemberg's Jewish population had
been swollen by the arrival of a mass of refugees who were unwilling to return to the countryside
even once the city and the surrounding territory had been recaptured by the Austrians.  In
addition, the city now contained a large number of German-speaking soldiers in search of
entertainment for whom Yiddish was far more accessible than Polish or Ukrainian.  Consequently,
the theatre could now fill its seats from these two new pools of potential customers.  According
to Prizament, one consequence of this was that, in order to attract the German-speaking military,
the company began to slide back once more into using the more readily comprehensible
daytshmerish as the standard language employed on stage.

During the war, new members joined the theatre: Shame Gedale Urikh, his wife Tsilli and
their daughter Pepi Urikh.  Yeti Hokhberg, Ana Reys, Yitskhok Mestel (a brother of Jakob
Mestel),  Roza Kalb, Yankev and Rokhl Reles, Motl Has, Gershon Rot, Volf Merkur, Genira
Gelber, M. Gelber, Malvina Yoles (later to become Emil Gimpel's daughter-in-law), Yitskhok
Valdberg and the comedian Asher Griminger.

With the defeat of Germany and Austria-Hungary in November 1918, Lemberg was
engulfed in chaos.  On 1 November 1918 a Western Ukrainian People's Republic  was proclaimed
covering much of Eastern Galicia including Lemberg.  Armed Jewish militias were formed, but
it would seem that they were intended more as a self-defence force than actively to help the
Ukrainians in the coming battle with the approaching Polish army.  On the whole the Jewish
position would seem to have been one of cautious neutrality.  Whatever the reason for the
formation of the militias, part of Lemberg fell under their control.  One of the boundaries
delimiting the area of Lemberg in which these Jewish militias were to operate actually ran along
Jagiello½ska.  On 22 November the Polish army under General Józef Haller took the city.
Convinced that the city's Jewish population had actively sided with the Ukrainians, part of the
army unleashed a three-day pogrom in the course of which 72 Jews were murdered, 443 seriously
wounded and over 5,000 had their property looted.  At least those are the figures compiled by the
Jewish Relief Committe in January 1919.  The true figures may have been far higher.  For
example, in its edition of 29 November 1918 the Austrian newspaper Die Wahrheit put the
number of dead at 600.  In addition to many other cases of arson against Jewish premises,
Lemberg's 400 year old wooden synagogue was burned to the ground.  Those responsible were,
apparently, eventually brought to trial.

During this period of upheaval Emil Gimpel took his company to Przemys» for safety
where they performed until the Polish-Ukrainian conflict was over.
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The inter-war years
On their return to Lemberg, now Polish Lwów, Gimpel and company reopened the theatre

with a performance of Goldfadn's Meshiakhs tsaytn starring Leon Kalish.
When it comes to relating what happened during the subsequent 21 years, we are

confronted with a major problem.  While we have quite good information as to the general course
the theatre took and the changes it underwent, there is a chronic lack of dates and it is almost
impossible to say when any of the events described took place.  Consequently, establishing a
reliable chronology is at the moment out of the question and the sequence of events set out in
what follows is based very much on informed guesswork.

In summary, the main developments of the inter-war years consisted of a major change
in repertoire, the adoption of a more language-conscious policy marked by the championing of
so-called 'pure Yiddish', an increased use of touring companies, the opening of a second theatre
running concurrently with the old Jagiello½ska theatre, a change in management and, at the end
of the 1930s, the construction of a brand-new, custom-built theatre.  Also, at some unstated time
Emil Gimpel changed the official name of the theatre from the Yidish-daytsh teater [sic] to the
Yidish teater.43

The change in repertoire
Hitherto Gimpel's theatre had been the dominant force in the Yiddish theatre scene in what

was once Austro-Hungarian Lemberg, now Polish Lwów.  Located in the north-eastern corner
of the Austro-Hungarian Empire, it had led a fairly sheltered existence, cut off from the activities
of the many Yiddish theatres that had sprung up all over Russian-occupied Poland following the
1905 revolution and the Russian government's subequently more relaxed attitude towards Yiddish
theatre (it is often claimed that in 1883 Yiddish theatre was banned in Russia and that this ban was
lifted in 1905 – I have never come across the slightest evidence for such a ban nor its rescindment,
only indications that many obstacles were put in the way of Yiddish theatre, obstacles that
continued to be imposed after 1905 but on a lesser scale).  Now that it was part of the new,
greater, post-war Poland, Gimpel's theatre was exposed to competition from these new companies
that were now operating all over the country.  They began to visit Lwów in increasing numbers
and Gimpel's theatre began to suffer as a result.  Indeed, according to Prizament, the theatre was
eventually forced to shut down.  Unfortunately there is no indication at all as to when this
happened, but it was probably during the late 1920s.

What happened at the theatre between 1918 and this undetermined date is difficult to
ascertain.  According to Prizament:

"Guest artists began to appear.  From America came Molly Picon and Jacob Kalich who
performed to great acclaim; later on — Boris Thomashefsky together with Regina Zuckerberg.
The Vilner Trupe made a great impression with their production of Der dorfs-yungl [The Village
Boy], Di puste kretshme [The Deserted Inn], Der dibuk [The Dybuk], Tog un nakht [Day and
Night] and other plays.  The "Vilners" opened up new paths for the Lemberg theatre.

A while later the VYKT [Varshever yidisher kunst teater (Warsaw Yiddish Art Theatre)]
came to Lemberg, headed by Zigmunt Turkov and Ida Kaminska, and created a sensation with
their magnificent productions.

Performances given by Yonas Turkov and Dina Blumenfeld were similarly successful.
Moyshe Lipman's troupe later came to Lemberg as did Lidia Pototska's [Potocka] and Dr Paul
Baratov's, while the Varshever reviu-teater [Warsaw Revue Theatre] from the Skala also played
for a while to great acclaim.  It goes without saying that Dzigan and Shumakher and their
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ensemble were also a great hit.
Gradually the Lemberg public became accustomed to touring productions and better

performances.  The local Yiddish theatre remained in the shadows and for a while ceased its
activities, until Emil Gimpel's daughter-in-law, Malvina Yoles, and her husband, Dr Maurycy
Gimpel, took over the management of the theatre."44

As usual, no dates are supplied in Prizament's account.  In her autobiography Molly!,
Molly Picon mentions many towns and cities she visited in Eastern Europe during her 1921–1922
tour, but she omits any reference to Lwów.  Nevertheless, it seems fairly safe to assume that the
visit she made to the city mentioned by Prizament took place during that period.45

A change in management – Maurycy Gimpel, Malvina Yoles-Gimpel and the Colosseum
Theatre

Even less satisfying than the accounts of the period from 1918 up to the undated
temporary closure of the theatre are the descriptions of the opening of an additional theatre called
the Colosseum.  All that can be done at this point is to note the discrepancies and hope that future
research will provide more detail.

The four sources that deal with this matter, Prizament, Turkov, Ashendorf and Karner all
agree on two essentials – that at some stage management of Gimpel's theatre was taken over by
Emil Gimpel's son, Maurycy, and his wife, the actress Malvina Yoles,  and that the couple opened46

an additional theatre called the Colosseum.  As regards the details, opinions vary, with Karner
giving the most radically different account.

Prizament mentions that by the winter of 1932 the Colosseum theatre was being used for
performances by a musical troupe organised and directed by himself.   Turkov merely states:47

"They [Malvina and Maurycy] also became partners in the "Colosseum" Theatre in Lemberg and
as a consequence were running two Jewish theatres in the city."   As can be seen, no date or48

location are provided.  Ashendorf goes into more detail: " . . .  In order to put on Yiddish plays,
Gimpel's son together with his wife, the artist Malvina Yoles, leased the auditorium of what was
then the Colosseum which was situated in the Herman Brothers Passage [Pasaó Hermanów].49

This was without doubt a step forward.  The old Gimpel theatre, however, did not stop putting
on productions and so Lemberg soon had two permanent Yiddish theatres.  The handsome new
premises were large and situated in the heart of the Jewish district.  Gradually members of the
intelligentsia and people from assimilated circles began to show up at performances.  It would be
an exaggeration to say that this was merely because of the fine new auditorium.  The dark tidings
emerging from Hitler's Germany caused many who had wandered to return to the fold and no
small part was played by the contribution that Zigmunt Turkov was beginning to make to the
theatre.  Nevertheless, one should not underestimate the powerful attraction exerted by the
auditorium.  Yiddish plays were still being staged there at the outbreak of the Second World
War."50

At the start of his article, Turkov also states: "Apart from a few brief interruptions, he
[Jakob-Ber Gimpel] and the other Gimpels continued to stage performances there [at 11
Jagiello½ska], even when they were over in the big "Colosseum" theatre on Slonetshne Gas [ul.
S»oneczna]."

Conflating and condensing the essential from all three accounts we are presented with the
following – in 1932, or thereabouts, Maurycy Gimpel and Malvina Yoles-Gimpel hired the
auditorium of the Colosseum Theatre.  This was situated in the Pasaó Hermanów or on ul.
S»oneczna.  The Colosseum was run in tandem with the theatre at 11 Jagiello½ska right up until
the outbreak of the Second World War.  It should be noted that there is no conflict between the
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two locations noted, as the Pasaó Hermanów led off from ul. S»oneczna.51

Compare this summary to Karner's account:
"At the start of the 1930s Maurice [Maurycy] Gimpel had leased the Colosseum at 18

Berka Joselowicza from Theophil Burstin.  Since, due to lack of public interest, Gimpel's troupe
was only putting on performances once a week, Izydor Merkel, who ran the Uciecha theatre and
cinema on Sienkiewicza, applied at the end of January 1931 to be taken on as an additional sub-
tenant at the Colosseum where he wanted to set up a theatre and cinema.  In his application
Merkel argued that he would not be acting as a "competitor" to Gimpel "whose public was drawn
from the lower strata of the population".  Merkel planned to introduce a "high quality Yiddish
theatre for the middle class and intelligentsia".  He was working on the assumption that there was
only limited public interest for a sophisticated Yiddish theatre and that for economic reasons he
therefore wanted to open a cinema at the same time.  After lengthy negotiations, Merkel was
granted permission."52

A new theatre at 11 Jagiello½ska
At some time in the mid to late 1930s the Gimpels decided to replace the old theatre in

the courtyard at 11 Jagiello½ska with new, custom-built premises (in addition to the photos
reproduced in this article, a photo of these premises can also be found in Stranitsy iz Istorii
Evreiskogo Teatra v Galitsii on the page opposite the photo of Merkel's letter referred to above).
Again there are conflicting accounts, this time as to how and when the decision to move to new
premises was taken.

According to Turkov: "Once building work on the new "Gimpel Theatre" was finished in
1939, shortly before the outbreak of the war, Malvina Yoles engaged me as both artistic and
general director of the theatre in which she was due to perform.  The first play I had to put on was
a musical production by Shimyon Shpund based on an historical theme." 53

Prizament more or less tells the same story: "During "VYKT's" tour [in 1938], Malvina
Yoles and Emil Gimpel abandoned the old theatre at 11 Jagiello½ska and built a magnificent new
theatre building along modern lines which was to be the new Yiddish theatre in Lemberg.  The
building was finished in 1939, but Jews were destined never to set foot inside it."54

Karner, however, maintains: "Despite the difficult political and economic situation, the
new theatre building on Jagiello½ska was opened in 1936".   And again, in a footnote to her55

account of Merkel's tenancy: "Theophil Burstin was not the owner of the Colosseum but had
leased the building from the heirs of Abraham Herman and then sublet it to Maurice Gimpel until
30 September 1936.  Gimpel undertook to pay Burstin until expiry of the sub-tenancy agreement;
he also paid Burstin 9,500 zlotys for the fittings and covered the cost of work carried out to adapt
the premises.  The sub-tenancy agreement expired in 1936, the same year in which the new
building for the Jewish Theatre was finished."56

I can find no way in which these two accounts can be reconciled.  Either Turkov's and
Prizament's memories failed them (they were, after all, writing decades after the event), or perhaps
Karner has assumed that because the sub-tenancy agreement expired in 1936, that is the year the
new theatre opened.

The repertoire under the regime of Maurycy Gimpel and Malvina Yoles-Gimpel
Turkov describes Malvina as the de facto manager of the theatre – presumably her

husband assumed the role of  financial advisor or something of the sort (according to Turkov he
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ran several cinemas in Lwów).  Although Malvina was firmly in charge, Emil Gimpel, by now in
his mid-60s, could not entirely relinquish his participation in the theatre and clung on to his habit
of a lifetime –  standing guard over the main entrance doors to the theatre to make sure no one
slipped in without a ticket.  This may not, however, have been Emil's last bow.  In the entry for
Emil Gimpel in Zylbercweig, we read: "In the course of the Yiddish language revival, the theatre
changed its name from Yidish-daytsh teater to Yidish teater and for a while was managed, as a
'business', by his [Emil's] son Dr Maurycy Gimpel, the husband of the actress Malvina-Yoles.
Subsequently, Gimpel reassumed management of the theatre."   This is the only  overt reference57

I have come across stating that Emil Gimpel eventually regained control.
Under her regime, which appears to have begun 1930, Malvina initiated yet one more of

those campaigns to reform the language used on stage and 'improve' the company's repertoire that
had been launched periodically ever since the days of Moyshe Rikhter in the mid-1890s.  She
does, however, seem to have been rather more rigorous than her predecessors.  For the first time
in the company's history, actors and actresses were dismissed – a course of action that soft-
hearted Jakob-Ber Gimpel and even his more sober, business-minded son, Emil, had never been
prepared to countenance.  These repeated attempts at reform suggest that they routinely ran out
of steam, an assumption that is borne out by the following passage in Turkov-Grudberg's Yidish
teater in poyln:

"In the period between the wars, almost every Yiddish actor in Poland appeared at the
[Gimpel's] theatre.  Nevertheless, the theatre did not play an important role in the rise of Yiddish
theatre.  In its final years it was synonymous with poverty, daytshmerish and mediocrity.

. . . . . . However, none of them [the troupes that travelled around Galicia and beyond]
ever outgrew Gimpel's theatre and they were distinguished by their intellectual and material
poverty.  These troupes, with the exception perhaps of Ebel's troupe, employed a daytshmerish
Yiddish which they trailed behind them into the final years.  As a general statement it has to be
said that, contrary to the contribution made by drama groups and social organisations – the
contribution made by  professional Yiddish theatre in Galicia to the rise of Yiddish theatre in
Poland was a meagre one.  Right to the end Galicia remained a breeding-ground for daytshmerish
and corrupt linguistic practice, this long-standing affliction from which the Yiddish theatre
suffered."58

Why this attachment to daytshmerish?  As we have seen, the management of Gimpel's
theatre did in fact periodically attempt to put an end to it, but always in vain.  What countervailing
forces were at work that defeated their efforts time and again?  To this there seems no ready
answer.

There is, unfortunately, no information regarding the permanent members of the company
for the period 1930 to 1939.  It cannot even be said with any certainty that the company
maintained a permanent orchestra.  What can fairly safely be assumed is that Malvina must have
been a skilled theatrical entrepreneur.  Not only did she succeed in running two theatres
concurrently throughout this period, but she must have been so successful in her dealings that they
generated enough profit to pay for the construction of a new theatre at 11 Jagiello½ska.  Given
the considerable costs that must have been incurred in this venture, this was a remarkable
achievement on her part and it is truly tragic that at the very last moment everything she had
worked for was snatched away from her.

The need to fill two theatres may explain what seems to be a greatly increased use of
touring companies and guest artists under Malvina's regime.  In March 1930 the Colosseum was
host to the Habima theatre and during the early 1930s Romanian artists became frequent visitors,
while from America Ludwig Satz and Max Kletter, both revisiting their old Galician stamping-
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ground, proved enormously popular.
The highlight of this pre-war period appears to have been the 1938 season of

performances by the VYKT under the direction of Zigmunt Turkov.  The repertoire consisted of
original Yiddish plays and translations of classics of world theatre.  Turkov's ensemble consisted
of hand-picked forces to which he added the Viennese opera singer, H. Feler [Feller?], and an
excellent young female singer from Vilna, Lyuba Levitska.  In addition to other plays, Zigmunt
Turkov produced Goldfadn's Sulamis, Bar Kokhba, and Di Broder zinger, all with a large chorus
and orchestra.  The texts were adapted by Zigmunt Turkov and Israel Ashendorf and the music
for the plays by Shloyme Prizament.  Scenery and costumes were provided by the artist, Fritz
Kleynman.

In the early autumn of 1939 Yonas Turkov was busy preparing the production that was
to open the new theatre at 11 Jagiello½ska. This was to be a musical production by Shmeun
Shpund based on an historical theme.  It would seem that the new theatre was about to take a
radical change of direction.  Significantly, it was decided that no local actors were to be used.
Turkov was not happy with this.  As he describes it: 

"The theatre management wanted me to bring an entire troupe of actors down from
Warsaw because, as they said, they wanted to usher in a new era in the history of Yiddish theatre
in Lemberg with a new building, a new repertoire and new faces.

I just about managed to persuade them that they should retain in the troupe some of the
former Gimpel theatre actors, above all Yidl Gutman."59

Turkov signed the contract, took his leave of an emotional and grateful Yidl Gutman and
departed for Warsaw in order to hire some actors. On the way there war broke out.

The Russian occupation of Lwów September 1939 to June 1941
By prior agreement between Hitler and Stalin, Poland, in the event of a German invasion,

was to be divided up between Germany and Russia, with Lwów lying within the regions allocated
to Russia.  On 1 September the Soviet Army occupied the city.

Prizament, Turkov, Ashendorf and Karner give the impression that this was the end of
Yiddish theatre in Lwów, but this is far from true and it is strange that Prizament, Turkov and
Ashendorf in particular do not relate the full story of what really happened next.

Under the new Soviet regime the Poles were forced out of all their theatres in the city and
had to turn these over to the Ukrainians.  By way of compensation the Poles were then allowed
to move into the new Gimpel theatre on Jagiello½ska, which, most unwillingly, they did.

This was not, however, the end of the Yiddish theatre in Lwów, though it certainly does
seem to have marked the end of the Gimpel family's half-century involvment with the Yiddish
stage.  The fact is that Yiddish theatre continued to be performed in Lwów, but in order to find
out the details we need to turn to chapters 16 to 20 of Ida Kaminska's autobiography My Life, My
Theater.60

At the outbreak of the war Kaminska managed to flee from Warsaw to Russian-occupied
Bia»ystok where, within no more than a few days of her arrival, she was summoned to the "City's
Cultural Affairs Department, where I was asked to organize a theater.  At first a collective base
was planned, but soon thereafter, I was promised, it would have governmental support."   It is61

only some paragraphs later that Kaminska reveals that this "Yiddish state theater" was to be in
Lwów.

After what appear to be several weeks spent in Bia»ystok, Kaminska eventually arrived
in Lwów.  This was probably some time in November 1939 but, as usual with such memoirs, dates
are few and far between.  She found an already existing Yiddish theatre active in the city (no
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further details supplied) and was told by the head of the Arts Department of the Ukrainian
Ministry of Arts that the Yiddish theatre, like all the other theatres in Lwów would soon be
supported by the regime.  She was then appointed director of the theatre.

Kaminska mentions that the administrator of this theatre was Gershon Rot who, it is worth
noting, had worked on and off for the Gimpel theatre since the early 1920s.  It is also worth
noting that nowhere in her 30 page account of her time with the State Yiddish Theatre in Lwów
does Kaminska mention the Gimpel family or their theatre.  Already, it would seem, they had been
consigned to oblivion.  Kaminska's career as director was short-lived and she was soon replaced
by Isaac Zaiken while she, to her great dismay, was transferred to the position of chairman of the
theatre's Workers' Committee.  The remainder of her career at the theatre need not detain us here;
sufficient to mention that the day the Germans invaded Russian-occupied Poland and marched
into Lwów, Kaminska was fortunate enough to have been on tour in Równe, from where she was
able to make her way to safety in the Soviet Union.

All of this I mention because it does shed a kind of indirect light on the final years of the
Gimpel family.  We know from Turkov that during this period Malvina "Yoles-Gimpel worked
as an actress at the State Theatre, while Adolf Gimpel, the conductor, played violin in the
theatre."   Presumably by "State Theatre" Turkov means the State Yiddish Theatre that Kaminska62

was in charge of.  If so, how odd that she fails to mention that these two leading figures in what
had been the most important Yiddish theatre in Lwów were now working in such humble
positions under her management.

No doubt this plunge into obscurity was politically motivated.  It seems highly likely that
once the Soviets were in charge in Lwów, the Gimpel family was identified as politically
undesirable, their theatre expropriated and as individuals they were stripped of all power and
influence.  Even Kaminska came under fire several times and was accused of being a capitalist.

The final act
The Gimpels were unable or perhaps unwilling to flee when the Germans occupied Lwów.

Adolf Gimpel and his wife were reported as seen roaming the ghetto, starving and abandoned.
They were eventually sent to Be»óec extermination camp.  Emil Gimpel, by now in his seventies,
and Malvina and Maurycy were also killed, as were Emil's eldest son, a noted surgeon, and his
wife whose hiding-place was betrayed by the Ukrainian they had paid to hide them.  Many
members of the company met a similar fate.  Stalwarts such as actor-director Yulius Gutman and
his wife Saltshe, the once wildly popular Leon Kalish, Roza Bri, Adele Loresko and others –
survivors from the company's glory days before the First World War – all perished at the hands
of the Nazis.

Even the Colosseum theatre was not spared – for some reason the Germans demolished
it during the war.

  Adolf Gimpel's son, Karol, died in 1942 in a hospital in Bukhara, in the Soviet Union,
at least according to the normal sources.  There are, however, claims that he was in fact murdered
by the NKVD.

The aftermath
Until recently it would have been fair to say that to all intents and purposes every trace

of the Gimpels and their theatre had vanished from the face of the earth.  They existed only as a
fading memory or a footnote in the odd scholarly work.  Nevertheless, not all was entirely lost.

Shortly before the start of the war, Bronis»aw and Jakob Gimpel, the younger sons of
Adolf Gimpel, had made their way to the USA where they established themselves and continued
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their careers as classical musicians of international renown.  Their memory and musical heritage
is now being actively searched out and preserved for posterity by Jakob's son, Peter Gimpel,
musician, writer and proprietor of the Red Heifer Press in Los Angeles.63

Polish Lwów is now Ukrainian L'viv, but the building of the new theatre at 11
Jagiello½ska that the Gimpels commissioned in 1938, but never moved into, still stands.
Nowadays it houses the First Ukrainian Theatre for Children and Young People; the name of the
street has changed from Jagiello½ska to Hnatiuka, but much else appears unaltered.  A large pair
of double doors that face onto the street conceal the entrance to the passage leading to the
courtyard described so vividly by Ashendorf and Goldshteyn.  Were it not for the large overhead
sign that spans the doors and the neighbouring premises, visitors to L'viv searching for the Youth
Theatre would be wandering up and down the street in the same bewildered fashion as those
visitors from the provinces once did in their search for Gimpel's theatre.64

Finally, there is one further remnant of Gimpel's theatre – the survival on long-forgotten
78 rpm  records of the sounds of Gimpel's theatre in its heyday.  The voices of Leon Kalish,65

Yulius Gutman, Helene Geshpas, Lina Karlik, Sam Shiling, Norbert Glimer, Roza Bri and a host
of others, in fact of practically every significant member of the company in the decade leading up
to the First World War, have been preserved on ancient shellac records.  For one hundred years
they have been ignored, but the time has now come to pay them the attention they deserve.

PART TWO

Gimpel's Theatre, Lemberg – Its Recorded Legacy

In considering this topic we are confronted with a situation even more dire than that
described by Vaykhert at the start of his essay Yidish teater in Galitsye.  The lack of material is
almost absolute.  Apart from the entries in the catalogues issued by the various record companies
and the existence of specimens of the records themselves, there is almost no evidence that such
recording activity ever took place.

This state of affairs applies not only to the recordings made by Gimpel's theatre in
Lemberg but to all Jewish recordings made in Europe.  In the course of the last twelve years I
have documented over 11,000 recordings of Jewish music made in Europe between 1898 and
1956, the overwhelming majority of which were made before 1939.  Despite my best efforts I
have been unable to uncover any significant contemporary references indicating that such
recordings were being made.  It is an extraordinary state of affairs.

For the most part Jewish newspapers and magazines of the period ignore the subject
totally.  I have, for example, been through every issue of the Oesterreichisch-Ungarische
Cantoren-Zeitung [The Austro-Hungarian Cantors' Gazette] from 1898 (the year of the first
identifiable European recording of Jewish music) to October 1911 (at which date the Gazette
ceased publication) and, with one exception, have not found a single reference to the plethora of
cantorial recordings that were being issued in the Austro-Hungarian Empire during this period.
The exception is a very disparaging remark about cantorial recordings made in 1907 in the
Austrian Jewish newspaper Die Wahrheit by Abraham Ber Birnbaum (at that time Oberkantor
in Cz�stochowa), implying that such recordings were the work of unscrupulous and ungodly
charlatans.66

Nevertheless, as is clear from the memoirs of Cantor Zavel Kvartin [Sawel Kwartin], the
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advent of the gramophone was opening up new career paths for European cantors and in some
cases dramatically transforming their lives.  According to Kvartin, for one morning's work in 1906
(or perhaps 1907), during which he recorded 10 titles, he was handed a cheque for 1,500 crowns
– an astonishing sum bearing in mind Kvartin had stated a few pages earlier that 3,000 crowns
"was as much as my congregation [in Vienna] paid me for a whole year's work as their cantor."67

And yet not a word of such events is to be found in the Oesterreichisch-Ungarische Cantoren-
Zeitung, even though every week it was diligently reporting all the other actitivies of these pioneer
recording cantors.

It did not take long for periodicals to be published catering to the interests of the first
generation of record collectors and by 1905 a host of such magazines  was appearing all over
Europe.  Apart from advertisements in some of the Russian publications, none that I have been
able to investigate mentions Jewish recordings.  There certainly does not seem to have been any
publication specialising in Jewish recordings.  Leonard Prager has uncovered evidence of an
intriguing periodical published in London entitled Der gramafon – A zamlung fun ale folks un
teater lider velkhe vern geshpilt afn gramafon [The Gramophone – A Collection of all the Folk
and Theatre Songs Played on the Gramophone].  This is probably, as the title indicates, a68

collection of song lyrics taken from current gramophone recordings of Jewish music – such
collections were published in Warsaw and perhaps elsewhere before the First World War and,
although extremely useful in their way, provide no background information about the recordings.
No copies of this London periodical  appear to have survived.

Due to this acute lack of background information it is not possible, and probably never will
be, to answer such basic questions as: what criteria were used by the record companies in
choosing the repertoire to be recorded and the artists to record them?  Who bought these records
and in what quantities?  What was the critical reaction to them from both the general public and
from musicians?  I should also point out that at the moment it has proved possible to provide
precise recording dates for only 30 per cent or so of these Lemberg recordings.  Almost certainly
no recordings were made before 1904 and 1913 should be treated as the latest possible date.  The
latest recording date that can be substantiated is 5 April 1911.

The recordings
For the sake of clarity, the 600-odd recordings made by members of Gimpel's theatre have

been summarised in three tables.
Table 1 – Recording Artists lists the number of solo recordings made by each artist and

then goes on to list the number of recordings for duets, trios, quartets, quintets and purely
orchestral recordings.

Table 2 – Operetta Recordings deals with recordings of numbers from operettas and
other dramatic works.  'Operetta' is a term of convenience used here to refer to these stage works
with musical content.  Some are explicitly referred to in the catalogues and other sources as
'operettas', others as 'operas' while others are not categorised at all and only the name of the
production is given in which the musical number appears.  Such recordings account for the
majority of recordings made, and this table lists the relevant operettas/operas/dramas and provides
a summary of the titles of the musical numbers that were recorded.

Table 3 – Record Companies lists the record companies on whose labels these
recordings appear and states the number of recordings made by each company.  Separate figures
are provided for reissues.  These were released either by the original company or under licence
by another label.  In the case of definite pirate issues such as those released by Metropol, it is
impossible to identify the origin of the recording, so they have been treated as reissues.  Probable
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reissues of as yet unidentified originals have been temporarily classed as 'original' until such time
as the original recording is documented.  This is in order to arrive at an accurate net figure for
original recordings.

Note: In Tables 1 and 2, all names and titles are presented precisely as they appear in printed
catalogues or on record labels.  Variations in spelling abound and are sometimes bizarre.  I have
included only the most common.

As regards these recordings, certain very basic questions need to be answered.

Who were the record companies involved?
With the exception of Columbia, which was American, all these companies were

European.  The Gramophone Company and its sister company, Zonophone, were British labels
and shared the same sound engineers.  Diadal was a Hungarian label which appears to have served
primarily as a vehicle for reissuing Beka recordings, while Metropol was a notorious Russian
bootleg company.  With the exception of Pathé, a French company, most of the others were
German firms, several of which appear to have dealt only with reissues.  The very small number
of records made by Columbia probably reflects the company's disastrous initial foray into the
European market from which it withdrew in 1910, while the modest number of recordings issued
by Pathé may be very much higher.  Pathé is supposed to have been, after the Gramophone
Company, the largest record company operating in Eastern Europe before the First World War.
Its influence was such that in Polish and Russian a patefon is still a synonym for a gramophone.
Despite this reputation, it has left behind almost no trace of its activities.  Why this should be is
beyond comprehension – possibly it has something to do with the fact that the firm used non-
standard technology.  Its records played from the centre to the rim instead of from the rim to the
centre and could only be played on Pathé record players.  Eventually this system became obsolete
and Pathé records could only be played on specialist equipment.  Nevertheless, this would not
explain the extreme scarcity of Pathé catalogues from Eastern Europe.

How do we know these recordings relate to Gimpel's theatre?
In the majority of cases the entries in the record catalogues or on the record labels simply

describe the artist as, for example, 'Helene Gespass – Lemberg'.  Occasionally the artist will be
described as vom jüdischen Theater, Lemberg [from the Jewish Theatre, Lemberg] or Mitglied
des jüdischen Theaters, Lemberg [Member of the Jewish Theatre, Lemberg].  Nowhere does the
name Gimpel ever appear, nor even the words Das deutsch-jüdische Theater [The German-Jewish
Theatre],  the title that Jakob-Ber Gimpel conferred on his theatre and which was used for
decades thereafter.  If, however, we compare the roster of artists' names in Table 1 with the lists
of artists active in the theatre at this time as set out earlier in this article, there can be little doubt
that we are dealing with Gimpel's theatre.

Which orchestra and chorus is used?
This is a far more difficult question to answer.  Sometimes the orchestra and chorus are

described as vom jüdischen Theater, Lemberg but often the description is merely mit
Orchesterbegleitung [with orchestral accompaniment] or mit Chor [with chorus].  In the case of
recordings on the Gramophone Company or Zonophone labels, reference to the sound engineer's
reports more often than not reveal that these anonymous orchestras and choruses are in fact 'from
the Jewish theatre'.  It would seem reasonable, therefore, to assume that the anonymous
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orchestras and choruses noted on other record labels are probably also the Gimpel theatre's own
orchestra and chorus.  Nevertheless, there are two recordings by Adolf Meltzer on the Favorite
label where the orchestra is described as Orchesterbegleitung vom Polnischen Theater, Lemberg
[Orchestral accompaniment by the Polish Theatre, Lemberg].  In view of this, we have to accept
the possibility that some of the other unnamed musical forces are also from the Polish Theatre or
even from ad hoc orchestras organised by the sound engineers.

Who are the conductors and chorus-masters?
These are never named – this was very common practice in the early days of the recording

industry.  Not only were conductors and the like only rarely credited, but details of composers and
lyricists were also routinely omitted.  During the period under consideration, Adolf Gimpel was
the music director of the theatre, acting as conductor, chorus-master, orchestrator and composer.
It is therefore possible that he is the conductor or chorus-master on these recordings, but this is
merely an assumption – there is no proof whatsoever.

Where in Lemberg were the recordings made?
Information of this kind is simply not available.  Possibly the recordings were made in the

theatre at 11 Jagiello½ska, but it is equally possible they were made elsewhere.  There were no
recording studios as such in those days.  The recording equipment was primitive but had the
advantage of being very portable and a sound engineer could set up his temporary studio almost
anywhere – hotel rooms were often used by these peripatetic engineers.  It should also be borne
in mind that on their visits to Lemberg these engineers would also record a wide range of Polish
and Ukrainian titles (reflecting the city's multi-ethnic composition) and may have preferred to
operate from one central location, rather than drag their equipment round the city to multiple
venues.

I should point out that not all the recordings referred to here were made in Lemberg – a
small number were made elsewhere.  These are accounted for mainly by 21 titles recorded by
Norbert Glimer for Zonophone in Czernowitz in 1907 or 1908 and all the 20 titles recorded for
Deutsche Grammophon by Julius Guttmann – these were recorded around 1928 in Berlin.   As69

both artists (particularly Guttmann) were so intimately associated with Gimpel's theatre, I felt
bound to include them.

Does the recorded repertoire reflect the theatre's repertoire?
To a large extent.  With a few exceptions all these recordings are musical items and, as

we have seen, song and dance played a huge role in Gimpel's theatre, particularly during this
period.  Furthermore, Table 2 – Operettas displays a preponderance of recordings taken from
works by such well-known shund dramatists as Latayner, Hurvits and Shaykevitsh and Gimpel's
theatre was, of course, considered primarily a venue for shund productions (that at least was its
reputation during the period these recordings were made).  What these recordings do not in any
way give us are excerpts from the non-musical productions that the company staged.  Although
not unknown, spoken word recordings were comparatively rare in these early days of the
gramophone, the only exception to this being comic monologues, which were recorded in
significant numbers (but not, strange to relate, as many in Yiddish as might be expected).

As regards performance practice, these recordings probably provide a far more faithful
image of actual 'real life' performances than do, for example, klezmer and cantorial recordings.
Both klezmer and cantorial performances are based on the art of extended improvisation and
suffer accordingly when constrained to fit into the three minutes or so offered by the single side
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of a 78 rpm record.  To a certain extent all early klezmer and cantorial performances on 78 rpm
records represent a distortion of what would have been normal performance practice.  The kind
of material on these Lemberg theatre recordings, however, would seem almost tailor-made for
the three-minute 78 side.  I imagine these operetta songs and comic couplets, especially the latter,
were in duration not much longer than the time offered by a standard 78.  Some performances,
such as the Der shuster als rebe (featuring Julius and Salcia Guttmann, Jakob Fuchs and Leon
Kalisch), were spread over two sides, making it possible to record extended comic sketches of
this nature.

In the absence of any information on the subject, we can only assume that the musical
adaptations on these recordings are the work of either Adolf Gimpel or Khone Volfstal, the two
people most responsible for the theatre's music.  In many instances, 'adaptation' would be too
weak a term to use – a significant proportion of the theatre's repertoire, including its recorded
repertoire, consisted of operettas brought over from America.  However, what the theatre had to
work with when attempting to stage these musicals was just the bare bones of the work.
According to the entry for Adolf Gimpel in Zylbercweig, Adolf "orchestrated for it [the theatre]
many operettas brought over from America, for which the theatre received only the direktsies or
the primshtimen.  These orchestrated operettas were then included in the repertoires of Yiddish
theatres all over Europe."70

I am not sure how to translate the terms direktsies and primshtimen and so have left them
in the original Yiddish.  Primshtimen probably refers to something like the main vocal or melodic
line of a piece, but direktsies is more difficult to interpret – perhaps it means something like
general musical directions such as tempo and other markings.  Either way, Adolf Gimpel or
whoever else was responsible, would be doing far more than adapting such works.  They were
in effect almost recreating them, and it would be fascinating, for example, to compare New York
recordings of arias from Goldfadn's Bar Kokhba or Sulamis with recordings of the same pieces
made around the same time in Lemberg.  In theory, at least, this would be possible.

Table 2 lists the musical numbers from operettas and dramas.  These account for 270 of
the 605 recordings so far documented.  Of the remaining 335 titles, 52 obviously belong to
various operettas or other dramatic works, but as the record label or record catalogue does not
name the work in question, I have omitted them from Table 1.  Of the remaining 283 recordings,
17 are as yet without title, as the information regarding them only mentions performer and
catalogue number.

This leaves 266 non-operetta titles recorded.  These cover a range of genres, some easily
identifiable, others less so.  There are Yiddish versions of  comic sketches that were the stock-in-
trade of the early gramophone – Beim Telephon [On the Telephone]; Beim Zahnarzt [At the
Dentist]; numerous scenes from Jewish life such as Bris Mile, Beschneidungsscene [Bris Mile,
Circumcision Scene]; Cheder-Szene [Kheder Scene]; Chusen aufrufen, Szene eines Bräutigams
[Summoning the Groom]; Chusen Kale besingen [Serenading the Bride and Groom];
Druschgeschank auf einer jüdischen Hochzeit [Presentation of the Wedding Gifts at a Jewish
Wedding]; Hakufes, Synagogenszene [Hakufes, Synagogue Scene]; Neujahr in der Synagoge
[New Year in the Synagogue]; Purimszene [Purim Scene]; Scheidung vor dem Rabbinat [A
Divorce before the Rabbinate] and many more.  Various songs referred to as Volkslied [folk song]
also feature – A Briwale der Mamen [a Letter to Mother]; Der Kutscher [The Coachman]; Die
Heimat [Homeland]; Ganew [A Thief]; Got in sein Mischpet [God in his Judgement]are a few
examples.  Whether these are genuine folk songs is open to doubt.  Some, such as the greatly
popular A Briwale der Mamen, most certainly are not.  There are also a couple of early recordings
of Hatikva (one of these can be precisely dated at 23 November 1909).
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Couplets abound – a genre much favoured by gramophone companies of the time.  Many
are described as 'comic' but others are less obviously categorisable – a few examples are: Hob nit
kein mojre, Gott ist mit dir [Do Not Fear, God is with You]; Ich Will a Madel [I Want a Girl];
Ich hob ein Mädel [I Have a Girl]; Jüdische Tiroler [Jewish Tyroleans]; Jüdischer Matchiche
[Jewish Matchiche]; Reitcouplet [Riding Couplet].  Finally, there is a large group of miscellaneous
recordings which are simply impossible to categorise from the title alone: Der Mann mit der
Bombe [The Man with the Bomb]; Das Stückele Papier [The Little Piece of Paper (a two-
parter)]; Der Arbeitsmann [The Working Man – a song which may prove to be the source of the
melody used by the Belf Orchestra on a recording with the same title]; Deutsche Moiden [German
Girls]; Die Kimpeturen [The Woman in Childbirth]; Die Welt ist a Chulem [The World is a Dream
(another two-parter)] and many, many more.

As for the music itself, it is would be foolhardy to make any generalisations at this stage
when so few of the theatre's recordings are readily accessible, but on the basis of the very limited
number available it is clear that the music embraces a wide variety of styles from the semi-operatic
arias of Goldfadn's works, through a generalised vaudeville style that would have been quite at
home on the stage of any Edwardian music-hall, to melodies and performances that are intensely
and unmistakably Jewish in style.  Anglo-American influences are already quite obvious – the
melody to Tschali from Chanale as sung by Jacob Fuchs on a Beka recording, turns out to be
Dan W. Quinn's And the Band Played On while, even more remarkably, Heinrich Kanápoff's
rendition on the Favorite label of Oj es kitzelt reveals itself to be a Yiddish version of Harry
Lauder's Stop Yer Tickling, Jock!!  The Kanápoff recording, I have to admit, is not actually a
Gimpel's theatre recording and has not been included in the Tables; but as it was made in Lemberg
in June 1909 at the same time as several other Gimpel recordings on Favorite, the temptation to
cite it was irresistible.  Besides, it is quite possible, indeed more than likely, that the reason
Kanápoff was in Lemberg at the time is because he was doing a season at Gimpel's theatre.

Who bought these records?
This is impossible to say.  All we can say with certainty is that these records were

expensive and the equipment to play them on even more costly, so they would have been
affordable only to those with a moderate to high income.  The only evidence I have been able to
garner regarding the use of these recordings are scattered references in various Yizkor books.
These accounts invariably relate how one of the wealthier inhabitants of the community would use
his gramophone player and collection of Jewish recordings to give communal concerts.  There is
also a charming anecdote in Harendorf's Teater Karavanen  describing how for a while the actor71

Moyshe Vaynberg travelled around Galicia from shtetl to shtetl giving concerts with an old-
fashioned phonograph.  This may sound like a precarious way to make a living but, according to
Harendorf, Vaynberg made a small fortune from this.

It is possible to state, however, that these recordings were distributed over a very wide
geographical area.  Surviving catalogues demonstrate that they were marketed not only
throughout the Austro-Hungarian Empire, as might be expected, but also throughout the Russian
Empire, in Germany, England, South Africa and quite possibly elsewhere.  In the USA many of
the recordings made by the Gramophone Company and Zonophone were reissued on the Victor
label.

*      *      *
Conclusion
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To sum up, between 1904 and 1913 artists from Gimpel's theatre made at least 605
recordings. The performers were from a broad selection of its regular artists and include all of its
main actors and actresses of the time.  The recorded repertoire was wide and varied, probably
offering an accurate picture of the theatre's general performance style as far as its musical
productions are concerned (the genre for which the theatre was most famous).  Nevertheless,
despite the enormous scale of this activity, no one associated with the theatre ever thought fit to
mention their close involvment with this sensational, new  'marvel of the age'.  Even Shloyme
Prizament, whose work has been so often cited in this article and who himself took part in at least
6 recordings for the Odeon and Jumbola companies, does not give the slightest hint that this
furious recording activity was going on. Despite this apparent total lack of publicity, these
records, which in total amount to over 30 hours of continuous playing time, were distributed all
over the world.

No mean feat for the ramshackle little theatre at 11 Jagiello½ska.  In fact, it is not only an
achievement without parallel in the annals of the Yiddish theatre, but possibly one that cannot be
matched by any theatre anywhere in the world.
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Discography

The 'Jewish Music Revival' has been under way now for more than a quarter of a century,
but it has focussed almost exclusively on klezmer music.  An unfortunate side-effect of this
concentration of effort is that klezmer music has become a convenient, all-purpose emotional
shorthand to evoke 'Jewishness' and as such is used indiscriminately by the media, often in a
laughably inappropriate manner.  While there has been over the years a steady stream of reissues
of ancient klezmer recordings (mainly American in origin), the two main genres of recorded
Jewish music, Yiddish song and cantorial music, have been greatly neglected.

This neglect is certainly no due to any lack of recordings.  Klezmer accounts for only a
tiny proportion of the recordings of Jewish music made in the USA and Europe, the remainder,
probably around 97 percent, are of Yiddish songs or cantorial music, surviving copies of which
are, in comparison, relatively abundant.  Despite this easy availability, Yiddish vocal and cantorial
recordings remain largely ignored.  The cantorial legacy is particularly well-preserved and by now
one might have expected complete, scholarly editions of the recordings of such major cantors as
Sirota, Kwartin and Rosenblatt.  These were not only the leading figures in their chosen art, but
among the finest singers in any genre in the 20  century.th

This is not the place to speculate about why these non-klezmer recordings are so ignored,
but this lack of interest does need to be mentioned in order to explain the very small number of
reissues noted in the 'Discography' below.

I hope it goes without saying that these remarks are in no way intended to belittle the
achievement of all those responsible for the impressive and welcome reissue of so many historic
klezmer recordings.  It is merely tragic and inexplicable that others have not followed their
example and devoted the same care and attention to early recordings of Yiddish songs and
cantorial music.

CDs
These 7 recordings spread across 5 CDs are all that so far have been released commercially.  The
two Wergo CDs, part of the company's ongoing series of scholarly reissues of Jewish recordings
produced by Rita Ottens and Joel Rubin, comes with a well-researched booklet, as does the
Trikont release  (a greatly expanded verson of the Wergo booklet is available online).

Helene Gespass – Lekht bentshn
Di Eybike Mame – The Eternal Mother: Women in Yiddish Theater and Popular Song 1905–1929
(Wergo, SM 1625 2)

Julius Guttman – Sieben Güte Juhr
Yiddish 1910–1940: New York–Paris–Varsovie (Frémeaux & Associés, FA 025)

Mr & Madame Guttman – Purim Scene
Yiddish 1910–1940: New York–Paris–Varsovie (Frémeaux & Associés, FA 025)

Mr & Madame Guttman – Purim Scene [same recording as above but with vastly improved
sound]
Yiddishe Momme – Tom IV (Retro, RPCD-005)

Leon Kalisch – Sommer bei Nacht
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Populäre Jüdische Künstler – Wien (Trikont, US-291)

Orchester des jüdischen Theaters Lemberg – Ouverture Die Drei Matunes (Music: Khone
Wolfsthal)
Oytsres  – Treasures: Klezmer Music 1908-1996 (Wergo, SM 1621 2)

Salcia Weinberg – A brivele der mamen
Di Eybike Mame – The Eternal Mother: Women in Yiddish Theater and Popular Song 1905–1929
(Wergo, SM 1625 2)

Mr & Miss Zuckerberg – Recitativ aus "Sulamith"
Yiddish 1910–1940: New York–Paris–Varsovie (Frémeaux & Associés, FA 025)

Internet
The following recordings can be listened to and even downloaded from the website of the
Gesellschaft für historische Tonträger e.V. [Society for Historical Sound Carriers] in Vienna.

URL: http://www.phonomuseum.at/index2.php?showID=cm_jewishsongs

The recordings have been made available to the general public thanks to the extraordinary
generosity of the German musicologist and record collector, Axel Weggen, and the co-operation
of the Gesellschaft under the direction of Gerda and Franz Lechleitner.  In addition to these
Lemberg recordings there are several others of equal interest.

Fräulein Brüh – Fratig auf der Nacht, aus Komischer Ball;
Chor des jüdischen Theaters mit Orchesterbegleitung – Entrée aus der Oper „Sulamith“;
J. Deutsch – Rozinkes mit Mandeln aus der Oper „Sulamith“ mit Klavier- u. Violinbegleitung;
J. Deutsch und Rosa Finkelstein – Der Schwur aus der Oper „Sulamith“ mit Klavier- u.
Violinbegleitung;
Herr Fuchs und Thur – Pintele aus dem Zehnten Gebot;
Herr Fuchs und Thur – Oi a Mizwe aus dem Zehnten Gebot;
Helene Gespass, Lemberg, m. Violinbegl. – Berke kim zu dein Serke;
Helene Gespass, Lemberg, m. Violinbegl. – Jezer hore;
Norbert Glimer m. Orchesterbegl. – Ich hob ein Mädel, Couplet;
Norbert Glimer m. Orchesterbegl. – Ich weiss nicht wie asoj, Couplet;
Frau Guttmann – Hat a jüd a vabele, Volkslied;
Julius Guttmann, Regisseur des jüdischen Theaters in Lemberg – Halt dich an, Volkskuplet;
Julius Guttmann, Regisseur des jüdischen Theaters in Lemberg – Jismechi;
Leon Kalisch m. Chor des jüd. Theaters – Druschegeschank auf einer jüd. Hochzeit;
Leon Kalisch – Dus Talesl;
Leon Kalisch – Klagelied aus dem „Wilden Mensch“;
Frau Rosenberg –  „Ktiera“ aus Bas Jeruschilaem;
Herr Rosenberg mit Chor des jüd. Theaters Lemberg – Beim Rebben aus Sabatai Zwi;
Herr Schilling – Chave aus „Jud in Rumänien“ (Solo und Chor);
M. Thur, Lemberg m. Orchesterbegl. – Hawdule, Couplet;
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M. Thur, Lemberg m. Orchesterbegl. – Schwieger, Couplet;
M. Thur mit Chor u. Violinbegl. – Hakufes;
M. Thur mit Chor u. Violinbegl. – Bris Mile;
Mr. und Miss Zuckerberg m. Orchesterbegl. – Abraham und Sarah, aus „Opferung Isaaks“, Duett
[part 1];
Mr. und Miss Zuckerberg m. Orchesterbegl. – Abraham und Isaak, aus „Opferung Isaaks“, Duett
[part 2];
Frau Zwiebel und Herr Schapira – Gekommen ist die Zeit, aus Barkochba (Duett).
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NOTES

1. Mikhl Vaykhert, 'Yidish teater in Galitsye' in Sefer Galitsye, (Farlag "Galitsye" baym
Tsentral Farband fun Galitsyaner Yidn in Buenos Aires, 1968), p.293.
Mikhl Vaykhert (1890–1967), grew up in Stanis»awów, eastern Galicia, and was student
in Lemberg and Vienna before the First World War.  In inter-war Poland he gained the
reputation of an innovative theatre critic and director in the Yiddish theatre.  Emigrated
to Israel 1958.

2 In England David Mazower's Yiddish Theatre in London was the first work to touch on
the theme, in Germany Peter Sprengel's Scheunenviertel-Theater has done much to shed
light on the subject, while in Austria Brigitte Dalinger's Verloschene Sterne and Doris A.
Karner's remarkable Lachen unter Tränen have performed a similar service as regards
Vienna and Eastern Galicia and the Bukowina respectively.  In addition, three important
Polish publications Teatr òydowski w Polsce, Teatr óydowski w Krakowie and ºódzskie
sceny óydowskie contain a number of relevant articles.  Nevertheless, the surface has
barely been scratched and much very basic research remains to be done, especially as
regards popular Yiddish theatre in eastern Europe.  The bibliographic references for these
works are:
David Mazower, Yiddish Theatre in London (London: Museum of the Jewish East End,
1987)
Peter Sprengel, Scheunenviertel-Theater: Jüdische Schauspieltruppen und jiddische
Dramatik in Berlin (1900–1918) (Berlin: Fannei & Walz Verlag, 1995)
Brigitte Dalinger, Verloschene Sterne: Geschichte des jüdischen Theaters in Wien
(Vienna: Picus Verlag, 1998)
Doris A. Karner, Lachen unter Tränen: Jüdisches Theater in Ostgalizien und der
Bukowina (Vienna: Edition Steinbauer, 2005)
Teatr òydowski w Polsce, ed. Anna Kuligowska-Korzeniewska and Ma»gorzata Leyko
(ºódï: Wydawnictwo Uniwersytetu ºódzkiego, 1998)
Teatr óydowski w Krakowie, ed. Jan Michalik and Eugenia Prokop-Janiec (Kraków:
Ksi�garnia Akademicka w Krakowie, 1995)
ºódzskie sceny óydowskie, ed. Ma»gorzata Leyko (ºódï: Wydawnictwo Uniwersytetu
ºódzkiego, 2000)

3 For a brief overview of this, see Michael Aylward, 'Early Recordings of Jewish Music in
Poland' in Michael C. Steinlauf and Antony Polonsky (eds.), Polin, Volume 16 (Oxford
• Portland Oregon: The Littmann Library of Jewish Civilisation, 2003), pp.59–69

4 Risto Pekka Pennanen, 'Commercial Recordings and Source Criticism in Music Research:
Some Methodological Views' in Svensk Tidskrift För Musikforskning, Vol. 87 (Svenska
Samfindet För Musikforskning, 2005), pp.81–99;
Pekka Gronow, 'The record industry: the growth of a mass medium' in Popular Music, III
(Cambridge University Press, 1983), pp.53–76;
Pekka Gronow, 'The Record Industry Comes to the Orient' in Ethnomusicology XXV, 2,
May 1981, pp.251–284.

5 Shloyme Prizament, 'Yidish teater in Lemberg' in I. Manger, Y. Turkov and M. Perenson
(eds.), Yidisher teater in eyrope tvishn beyde velt-milkhomes: poyln pp.286–293 (New
York: Alveltlekher yidisher kultur-kongres,1968)
Shloyme Prizament (1889–1973), was born in Hanowce, eastern Galicia and moved with
his family to Lemberg when he was seven years old.  A multi-talented actor, playwright
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and musician, he composed extensively for the Yiddish theatre. He emigrated to Argentina
around 1949.

6 Yonas Turkov, 'Dray doyres Gimpel' in Farloshene shtern, I (Buenos Aires: Tsentral-
farband fun poylishe yidn in argentine, 1953), pp.235–251
Yonas Turkov (1898–??)  was born in Warsaw. He became involved in the Yiddish
theatre as a teenager and swiftly progressed to become one of Poland's leading Yiddish
actors and directors, not only in the theatre but in Yiddish films.  He and his wife, the
celebrated Yiddish singer Diana Blumenfeld, spent the war years in the Warsaw Ghetto
and finally emigrated to the USA in 1947.  Turkov published many books on the Yiddish
theatre. 

7 Józef Gelston, 'Lwów i Ðpiewacy Brodzcy', in Teatr òydowski w Polsce, ed. Anna
Kuligowska-Korzeniewska and Ma»gorzata Leyko (ºódï: Wydawnictwo Uniwersytetu
ºódzkiego, 1998), pp.68–74

8 Zalmen Zylbercweig, Leksikon fun yidish teater, Vols. I–VI (New York: Warsaw,
Mexiko, 1931–1969)
Zalmen Zylbercweig (1894–1972) whose monumental Leksikon fun yidishn teater is still
the primary resource for research into the Yiddish theatre, was born in Ozorków near
ºódï, Poland.  As a teenager he joined the Yiddish theatre as a translator, playwright and
later manager.  Throughout most of his career, initially in Poland, then Israel and, from
1937, the USA he worked as a journalist and newspaper editor.  In addition to the
Leksikon, the first three volumes of which were co-edited with Jakob Mestel, he wrote a
large numbers of books on the Yiddish theatre. 

9 Khone Volfstal (1851 or 1853–1921) was born in  TyÑmienica, eastern Galicia.  He
started composing from a very early age and soon found his true vocation in writing for
the Yiddish theatre.  His contribution to this genre was enormous, but most of it has
disappeared without trace.  In the early years of Gimpel's theatre he acted as conductor
and music director until in 1901 financial problems impelled him to attempt setting up his
own troupe.  This failed and he eventually died in acute poverty in Lemberg in 1921. 

10 Yulius Gutman (18?—1942/43) was born in Lemberg. He appears to have joined Gimpel's
theatre some time in the mid-1890s as an actor, but it was not long before he also assumed
the additional role of the company's main director, a position he was to occupy right up
to the closure of the theatre in 1939.  He was generally considered the most gifted and
intelligent of the so-called 'old guard' of Galician Yiddish actors. 

11 This section on Galicia and Lemberg is based on the following sources:
The entries for 'Galicia' and Lemberg' in 'The Encyclopaedia Britannica' (Cambridge
University Press, 1911) and 'The Jewish Encyclopedia' (Funk & Wagnalls, 1901);
Alfred Döblin, 'Reise in Polen' (Munich: Deutscher Taschenbuch Verlag, 1987),
pp181–225;
Klaus Hödl, 'Galician Jewish Migration to Vienna' in Polin, Studies in Polish Jewry,
Vol. 12 (London: The Littmann Library of Jewish Civilization, 1999), pp.147–163;
Gabriele Kohlbauer-Fritz, 'Yiddish as an Expression of Jewish Cultural Identity in Galicia
and Vienna' in Polin, Studies in Polish Jewry, Vol. 12 (London: The Littmann Library of
Jewish Civilization, 1999), pp.164–176;
Albert Londres, Le Juif Errant Est Arrivé (Paris: Arléa, 1997), pp.118-125:
Joseph Roth, 'Reise durch Galizien' in 'Joseph Roth Werke: Dritter Band (Buchklub Ex
Libris Zürich, 1977), pp832–842;
Józef Wittlin, 'Mój Lwów' (New York: 1946)
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12 'handl, handl' - a street-cry common to Jewish traders throughout much of eastern
Europe, it is basically a plea for someone to step forward and do business with them [from
Yiddish handl = trade, business].

13 luftmentshn - literally 'air people' - Jewish traders who were so impoverished that the sole
commodity they possesed was the air they breathed.

14 Broder singers - named after the singer-composer Berl Broder [Margulies] (1815–1868)
from Brody, Galicia These were professional folk singers who toured around Galicia and
neighbouring regions.  Their performances also extended to include very basic theatrical
productions.

15 zing-shpil teater - literally 'song-play theatre' - a kind of theatre that staged plays in which
the drama was interspersed with musical numbers.

16 Jakob-Ber Gimpel (1840–1906) was born in Lemberg and was for many years a member
of the chorus at the Polish Theatre.  Other than this, little seems to be known about his
early life.  The figure of Getsl ben Getsl in Sholem Aleykhem's Blondzhende shtern
[Wandering Stars] is said to be modelled on him.  After his death in 1906, the theatre was
run by his two sons:
Emil Gimpel (1867–1942/43?] was born in Lemberg.  Shortly after his father founded the
theatre, he took over as business manager and, with one or two interruptions, continued
in this capacity up the the closure of the theatre in 1939.
Adolf Gimpel (1875–1942/43?) was born in Lemberg, studied at the Lemberg
Conservatory and played clarinet in the orchestra of the Municipal Theatre.  At some
stage in the late 1890s or early 1900s he started to conduct in his father's theatre and soon
became its music director.  He was also a talented composer and arranger.

17 Nahma Sandrow, Vagabond Stars: A World History of Yiddish Theater (New York: Seth
Press,1986)

18 Karner, pp.117–118
19 Sandrow, p.85
20 According to both Prizament and Turkov, this was in 1889, but Karner and Sandrow give

the date as 1888 (perhaps he was granted the licence in 1888 and did not find premises
until 1889).

21 Jagiello½ska leads off from the Wa»y Hetma½skie, the very grand central thoroughfare of
Lemberg.  Judging from this, Jagiello½ska  would seem to be a fairly prestigious location
in the heart of the most elegant part of the city.

22 This, at least, is the sequence of events provided by Turkov. Karner omits any reference
to the period spent in the hall at the iron foundry, while Prizament has the theatre initially
quartered during the winter months at premises on ul. S»oneczna and during the summer
in a large garden [garden restaurant?] at the foot of what he refers to as the Lemberg
Mount (this sounds rather like the tavern Zur Elster at the foot of the Zamek Wysoki).

23 Jakob Mestel (1884–1958), was born in Z»oczów, eastern Galicia.  Studied in Lemberg
and Vienna and in 1910 joined the Yiddish theatre.  1920 emigrated to the USA where he
pursued a distinguished career in the Yiddish theatre as actor and director.  He was
Zylbercweig's co-editor for the first three volumes of the Leksikon fun yidish teater. 

24 Yisroel Ashendorf (1909–1956), Yiddish poet and man of letters, born in Mielnica,
eastern Galicia, but grew up in Lemberg where in the 1930s he was secretary of the
Yidishe teater-gezelshaft [Yiddish Theatre Society].  He spent the war years in the Soviet
Union, returning to Poland after the war, moving on to Paris in 1948 and finally
emigrating to Argentina in 1953. 
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25 Vili Goldshteyn - no biographical information about this actor has yet been found.
26 Zylbercweig, Vol. V, pp.3769–3770 [entry for Emil Gimpel]
27 Zylbercweig, Vol. V, p.3770 [entry for Emil Gimpel]
28 Fliser is the transliteration from the Yiddish.  It is possible that the name of the restaurant

was actually written as Fliesser.
29 sheytl = a wig worn by orthodox, married Jewish women
30 Gedaliah was the Jewish official appointed by the Babylonians to govern Judah following

the Babylonian exile in 586 B.C.E.  Unlike di gedalyekhe, however, he exercised his
authority with wisdom and moderation and his eventual assassination was politically
motivated rather than the product of any resentment from those that he ruled over.

31 Zylbercweig, Vol. V, p.3768–3769 [entry for Emil Gimpel].
32 Turkov, p.238
33 Dr J. Tenenboym, Galitsye, mayn alte heym (Buenos Aires: Tsentral-farband fun poylishe

yidn in argentine, 1952), p.171
34 Turkov, p.237

['Bretel-singers' - literally 'plank singers']
The original Yiddish of 'He could not speak a single word of Yiddish and spoke only
German', reads 'Keyn yidish vort hot er nisht gekent.  Er hot geredt daytsh.'

35 Bentsion Palepade (1876–?) was born in Kiev province, Russia.  He joined the Yiddish
theatre around 1892 and spent the next 25 years with various troupes (notably Berl Hart's)
in Galicia and Vienna. In 1917 he went to the Ukraine but eventually had to flee the
violence of the civil war.  Thereafter he performed mainly in Poland.  In 1923 he
emigrated to Argentina where he continued his career on the Yiddish stage.

36 Turkov, pp.241–242
37 Prizament, pp.287–288
38 Bentsion Palepade, Zikhroynes fun a halbn yorhundert idish teater (Buenos Aires: 1946),

pp.221–222
39 Turkov, pp.245–247
40 Turkov, p.239
41 Karner, p.165 – footnote 437
42 For a more detailed discussion of this troupe, see Doris A. Karner, 'Jüdische Identitäten

in der Prager Theaterszene zwischen 1910 und 1939', Maske und Kothurn, 40. Jahrgang,
Heft 2–4, (Vienna: Böhlau Verlag, 1999), pp.113–124

43 Zylbercweig, Vol. V, p.3767 [entry for Emil Gimpel]
44 Prizament, pp.290–291
45 Molly Picon, Molly!  An Autobiography (New York: Simon and Schuster, 1980),

pp.37–43
46 Born in 1900, Malvina had started her theatrical career as a young girl on the stage of

Gimpel's theatre and soon advanced to take her place as one of the company's prima
donnas.  By all accounts she was as fine a singer as she was an actress (as a child she sang
in the choir of the Lemberg Reform Temple)

47 Prizament, p.291
48 Turkov, p.249
49 The Polish name for this 'passage' was the Pasaó Hermanów.  These 'passages' were a

characteristic feature of Lemberg's/Lwów's civic architecture, ranging from thoroughfares
that were little more than glorified alleyways to magnificently stylish arcades equal to
anything found in the major cities of Europe.
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50 Zylbercweig, Vol. V, p.3770 [entry for Emil Gimpel]
51 For a graphic account of ulica S»oneczna see Albert Londres, Le Juif Errant Est Arrivé

(Paris: Arléa, 1997), pp.122-124.  This celebrated French journalist visited Lwów in 1929
and provides a lengthy description of the nightmarish poverty he found on this street in
the heart of the Jewish district.  And yet these appalling conditions were to be found only
a stone's throw away from the Colosseum.  By all accounts, this was a very elegant
building designed by the architects Fechter and Schleyen in the style of the Viennese
Secession.
For a detailed guide (in Polish) to the streets and architecture of pre-war Lwów, visit:
http://lwow.wschod.info/zabytki/citymap.php

52 Karner, p.122
Presumably this means that as from the date that Merkel was granted his sub-tenancy, two
Yiddish theatres were operating from the premises of the Colosseum.  The two conflicting
addresses, Pasaó Hermanów and 18 Joselowicza, are easily explained.  A 1938 map of
Lwów shows the Colosseum located in a courtyard amidst a complex of buildings
bounded on the east by ul. S»oneczna, on the west by ul. îródlana and on the south by
ul. Berka Joselowicza.  The main entrance to the courtyard is obviously via the Pasaó
Hermanów leading off from ul. S»oneczna, but as the Colosseum itself was actually sited
very near the rear of the premises lining the northern side of ul. Berka Joselowicza, there
may well have been another, less prominent access to the theatre leading in from number
18.
Merkel appears to have run this Jewish theatre of his for at least a year.  On the seventh
page of the illustrations appended to a collection of short monographs on Jewish theatre
in Galicia published in L'viv in 2002 under the title Stranitsy iz Istorii Evreiskogo Teatra
v Galitsii  there is a small photograph of a letter date-stamped 22 October 1932 written*

by Merkel to the Lwów district authorities.  In this he mentions that on 1 April 1931 he
was granted permission to stage productions in Yiddish and Hebrew at the Colosseum.
He then goes on to ask for an extension to his permit.  When this permit was due to expire
and whether his request for an extension was granted is not indicated. Thanks to this letter
we can also deduce that the Gimpels were occupying the Colosseum before 1931.
*Stranitsy iz Istorii Evreiskogo Teatra v Galitsii, ed. Faina Voznyak (L'viv: Khesed-Ar'e,
2002)

53 Turkov, p.251
54 Prizament, p.292
55 Karner, p.122
56 Karner, p.166 – footnote 452
57 Zylbercweig, Vol. V, p.3770 [entry for Emil Gimpel]
58 Turkov-Grudberg, Yidish teater in poyln (Warsaw: Farlag "Yidish-bukh", 1951),

pp.17–18
59 Yonas Turkov, 'Yidl (Yulius) Gutman' in Farloshene Shtern, I (Buenos Aires: Tsentral-

farband fun poylishe yidn in argentine, 1953), p.305
60 Ida Kaminska, My Life, My Theater (New York: Macmillan Publishing Co., Inc., 1973),

Edited and translated by Curt Leviant
61 Kaminska, p.112
62 Turkov, p.251
63 The Jakob & Bronislaw Gimpel Archives maintained by Peter Gimpel, are to be found at:

http://www.gimpelmusicarchives.com/bronislawgimpel.htm
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For Peter Gimpel's Red Heifer Press website, visit:
http://www.redheiferpress.com/news.htm

64 A photograph of the entrance to 11 Jagiellonska as it stands today on Hnatiuka in L'viv
can be found at:
http://www.lvivplus.com/artsentertainment/childrenstheatre/1010228

65 '78 rpm records' and '78s' are purely terms of convenience.  Not all records were
manufactured to play at a speed of 78 revolutions per minute.  Speeds varied greatly.  78
rpm eventually became the norm, but even on records with a nominal speed of 78 rpm the
true speed may not be precisely 78 rpm.  All this (and much else) has to be taken into
account when making modern transfers, as an incorrect playback speed will result in
incorrect pitch.

66 A. B. Birnbaum, 'Ueber die einheitliche Gestaltung des Gottesdienstes - II', Die Wahrheit,
Heft 11, (15 March 1907), p.11

67 Khazn Zavel (Zevulun) Kvartin, Mayn Leben (Philadelphia-New York: S. Kwartin
Publishing Committee, 1952), p.285

68 Leonard Prager, Yiddish Culture in London: A Guide (Frankfurt am Main–Bern–New
York–Paris: Verlag Peter Lang, 1990), p.63

69 In Leimbach's 'Tondukumente der Kleinkunst und ihre Interpreten 1898-1945' these
Deutsche Grammophon recordings of Julius Guttmann are incorrectly attributed to a
Prague-born opera singer of the same name.  See Berthold Leimbach, Tondukumente der
Kleinkunst und ihre Interpreten 1898-1945 (Göttingen: Berthold Leimbach, 1991), no
page reference as the pages are not numbered.

70 Zylbercweig, Vol. I, p.479 [entry for Adolf Gimpel]
71 S. J. Harendorf, Teater Karavanen (London: The Narod Press, 1955), pp.35–38
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RECORDING ARTISTS

ARTIST NO. 

RECORDINGS

CO M M ENTS

SOLO RECORDINGS

1 Artist unknown 1

2 S. Abrahamowicz, Baryton d. jüd.
Theater Lemberg

12 No details as yet for this artist (first
name not known)

3 Rosa Brüh 4

4 Frau Clarescu 2 No trace of such an artist.  May be
garbled form of 'Lerescu' (cf Adele
Lerescu)

5 Izaak Deutsch 4 Probably same person as J. Deutsch

6 J. Deutsch / V. Deutsch 14

7 Herr Ebel 1 Kalmen-Moyshe Ebel

8 Rosa Finkelstein 1

9 Jacob Fuchs 31

10 Helene Gespass 77

11 Norbert Glimer / Norbert Glimmer /
Herbert Glimer

32

12 Frau Guttmann /Salcia Guttmann 6

13 Julius Guttmann 110 Often noted as 'Regisseur des
jüdischen Theaters Lemberg'
[Director of the Jewish Theatre
Lemberg]

14 Leon Kalisch 48

15 Frau Lina Karlik 1

16 Fräulein Kobak 5 No details as yet for this artist (first
name not known)

17 Frau P. Lieberman / Frau F.
Lieberman

4 No details as yet for this artist (first
name not known)

18 Pepi Littmann 2 This artist made many recordings in
Lemberg and Budapest, but is only
noted as 'vom jüdischen Theater
Lemberg' on Baby-Record
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19 Adele Lorescu / Adela Leresco / Frau
Lerescu

5

20 Adolf Melzer 29

21 Anna Melzer 2

22 B. Palepade 1 Bentsion Palepade

23 E. Rosenberg 1 No trace of an 'E.' Rosenberg. 
Perhaps Josef Rosenberg is meant

24 Frau S. Rosenberg 2 Sara Rosenberg

25 Fräulein Rosenberg 1 Possibly Bertha Rosenberg

26 Josef Rosenberg /  Herr Rosenberg 3

27 J. Rosenstein 2 No details as yet for this artist (first
name not known)

28 Herr Schapira 2 No details as yet for this artist (first
name not known)

29 S. Schilling / Herr Schilling 15 Sam Schilling

30 H. Schneck [H. = Herr] / Schenek 2 Markus Schneck

31 J. Schönberg 4 No details as yet for this artist (first
name not known)

32 Salo Schor / S. Schorr / Schor 11

33 Max Streng / M. Streng 5

34 Herr Thur / Thur / J. Thur / M. Thur /
J. M. Thur

36 Khaim Matyas Thur

35 Pepi Weinberg 1

36 Salcia Weinberg 2

37 Herr Zuckerberg 6 Zigmund Zuckerberg

38 Frieda Zwiebel 8 Had already emigrated to the USA
by the time these recordings were
made in Lemberg in 1906.  She must
have been back on tour and doing a
season at Gimpel's theatre.

TOTAL 491

DUETS
(featuring most of the solo artists mentioned above and also the following)



38

Fräulein Fischler; I. O. Jacobsohn;
Frau Kahane / Frau Kahn; Frau Nadel;
S. Prisament; J. Reismann; Frl. Steif;
Miss Zuckerberg

Bertha Fischler; Jacobsohn, Kahane
and Nadel - no details as yet;
Shloyme Prisament; Jona Reismann;
Stefanie Steif; Regina Zuckerberg

TOTAL 84

TRIOS
(featuring various artists mentioned above and also the following)

Stefanie Glimmer; Ludwig Salz 'Stefanie Glimmer' married name of
Stefanie Steif (see 'Duets'); 'Ludwig
Salz' possibly a misprint for 'Ludwig
Satz'

TOTAL 15

QUARTETS
(featuring various artists mentioned above)

TOTAL 8

QUINTETS
(featuring various artists mentioned above)

TOTAL 1

CHORAL

Chor des jüd. theaters Lemberg 2

TOTAL 2

ORCHESTRAL/INSTRUMENTAL

Orchester des jüdischen Theaters
Lemberg

2

Chone Wolfsthal 2

TOTAL 4

GRAND TOTAL 605
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TABLE 2
OPERETTA RECORDINGS

Notes: 'Author' means the author of the text of the play, not the composer of the music.  Where
the author is not stated in the original source, the probable author is given in italics in
accordanced with standard YIVO system of transliteration.
All details in non-italic type are given precisely as presented in the original source (in most
cases this is the record label or catalogue).
The figures in square brackets after the song title indicate the number of recordings of that
particular piece.
Variants and alternatives are separated by /

Title Author Song title

2 Flammen Not known Auf jener Seite [2]

2 Tanurim / Di 2 Tanurim /
Zwei Tanuem / Zwei Tannen

Moyshe Hurvits Ein Ueberkchumisch Quartett [3]
Mein Matune [1]

Abale / Abele Not known Hawdule [1]
Hamawdil [1]

Ahasver / Ahaswer Avrom Goldfadn Elend klein und nymes aus Ahasver [aka
'Yankele Geyt in Shul Arayn'] [2]
Grosser König [1]
Nein, ich weiss nit [1]
Sternseher [1]

Die Almune Nokhem Rakov Die Tfilen [1]

Amerikaner Glücken Nokem-Meyer
Shaykevitsh

Das Bett [1]

Azarjah Schorr A Tekiu [1]
Zimblen [2]

Barkochba / Bar Kochba Avrom Goldfadn Der Bucher [2]
Gekommen ist die Zeit [2]
Harfenlied, [2]
Kerkerlied [1]
Papus [2]
Pastechl [3]
Sterbeszene [1]
Zionstöchter [1]

Bas Jerusalem [cf 'Tochter
Jerusalem']

Yitskhok Oyerbakh
[music by Khone
Volfstal]

Ich will nur lieben dich allein [1]
Ktiera [3] 
Szukesz Lied [1]

Bas Schewa Yozef Latayner Sindig hob kein mojre [1]
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Benhador / Ben Hadol / Ben
Ador

Moyshe Hurvits Dus Sterndl [4]
Gejschem [3]

Bliemale Yozef Latayner Min Hameizer [1]
Weil du bist a Jude [1]

Bostenoj [aka Bostanai /
Bustenai]

Yitskhok Oyerbakh
[music by Khone
Volfstal]

Beim Pajros Josef [1]
Hargenen ken nem Ihm nit [1]
Mu hoben Vertrauen [1]

Chanele / Chanale / Chanale,
die Näherin

Zigmund Faynman Lisi und Chaly [1]
Leiser und Chane, aus "Chanele [2]
Tschali [1]
Misrach und Mariw [1]
Willst die Chasene huben [1]

Chochmes Nuschim Moyshe Hurvits Hoc Quartet aus Chochmes Nuschim [2]
Leschumi Habu [1]
Zifferblatt - I. Teil [1]
Zifferblatt - II. Teil [1]

Chorbon Jerusalems Yozef Latayner Schlaf mein Volk [1]

Col Nidre Avrom Mikhl
Sharkanski

Jiskor [1]

Dawids Geige Yozef Latayner Dor Hojlech [6] 
Im Himmel aran [2]

Der Deserteur / Deserteur Yozef Latayner Du liegt der Hund begruben [2]
Insane Toikef aus "Deserteur" I. Teil [1]
Insane Toikef aus "Deserteur" II. Teil [1]

Dowid Mojscheles Halpern Al Trlo [1]

Die Drei Matones Berl Hart after I. L.
Perets

Ouverture Die Drei Matones (Parts I & II)
[1]

Dybek / Dibik / Dibuk / Der
Dybyk

Moyshe Hurvits Chusid von Reben [1]
Lebydyg lustigRebens Mojfes [2] 
Dem reben's Semerel [2]

Eisches chajel [cf 'Prinzessin
von Jehuda']

Yozef Latayner Tekin Gedojlu [1]

Esra der ewige Jude Yozef Latayner Verloren [2]

Der Findling Ayzik Meyer Dik
[adapted from?]

Sieben gute Juhr [1]

Frauen Schorr A halb Dutzend Waber [1]

Gabriel Yozef Latayner Broches [5] 
Wide 4]
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Der Ger Yozef Latayner [if
'Der Ger Tsedek'] /
Sholem Aleykhem

Dus Heimale [1]

Goldene Land, Das / Goldenes
Land

Nokem-Meyer
Shaykevitsh [if 'Di
Goldene Medine']

Al taschlichenu [3]

Groben Jung / Groben Jüng mit
sein Sohn

Not known Di Hagude [1]
Hamawdel [4]

Hausfriede [cf Schulim Bajes] Moyshe Rikhter Will ich geben [1]

Herzale / Herzele Mejiches /
Herzel Mejiches

Moyshe Rikhter Chave Lea git Schabes [1]
Hamawdel [3]
Der Pusik [2]
Uschamni [1]

Hochzeit per Spass / Die
Hochzeit fer Spass

Nokhem Rakov Die Megile [2]

Isrulik [cf 'Verblonsete
Schäfale']

Boris Tomashevski Lomer lojfen [2]

Der Jachsen Moyshe Shor Ein Ojscher soll men sein [1]
Jankale [1]

Jacob und Esaw / Jakob und
Esaw / Jakob und Esao / Jakob
und Esau

Moyshe Hurvits Rachels Trostlied [2]
Das Tojrale [2]
Wejiten lechu [2]

Jankale [cf 'Jacob und Esaw'] Moyshe Hurvits Wejiten Lechu [1]

Jehuda Halevy / Jehuda Halovy Yitskhok Oyerbakh
[music by Khone
Volfstal]

Der swig [1]
Dort im schonen Schurenz [1] 
Eren Esra [1]
Die Sehnsucht nach Zion [1]

Jehuda Hamachba Avrom Goldfadn Oj, Zion, Zion [1]

Jom Hachipe Yankev Gordin Al taschlicheinu [1]

Jud in Rumänien / Jude in
Rumänien / Die juden in
Rumenien

Not known Chawe [3] 
Duwid Melech Jisruel [2]
Judki m/ Zipfre [1]

Jüdale Yozef Latayner [if
'Jüdale der Blinde']

Chadgadju [1]
Sedernacht [1]

Jüdale mit dem Tlimek Samuel Leresko Kimmt Brüderlech [1]

Juden in Marokko Zigmund Faynman Schwimm Jüdale [1]

Das Jüdische Herz Yozef Latayner Oj is dus a Mame [1]

Jüdische Hochzeit Avrom Goldfadn Schmendrik besingen [1]
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Judith Avrom Goldfadn Bojri pri Hagufen [1]
Chogle [1]
Die Imes [1]
Gottes Wunder [1]
Walzer [1]

Kadisch Braudy Hewel hawulim [1]

Komischer Ball [cf 'Seliger
Pletnik']

Eygenfeld [music by
Khone Volfstal]

Fratig auf der Nacht [1]

König Salomon Not known Ich bin gewehn groiss [1] 
Schäferlied [2]
Uweslied [1]

Leben in New-York Zigmund Faynman Es ist einer gewesen zuvor, Couplet [1]

Lustige Nacht in New-York Not known Harei at [1]

Manom / Manon [presumably
misprint for 'Mamom']

Yozef Latayner Geh Mensch geh [1]

Dus Meidale Not known Weibi Weibi [1]

Menschenherzen Rumszynski A Kindale [1]

A Mensch sol men sein /
Mensch Sol Man Sein / Ein
Mensch soll man sein

Moyshe and Anshl
Shor

Arje [1]
Chasche Joil, Duett [1]
Kei und spei [2] 
Männer, Waber, Quartett [2] 
Serale Berale [1]

Messias Zeiten / Meschiachs
Zaten

Avrom Goldfadn Geltuniu [2]
Jerische von Seiden [2]
Seide mit Loschek [2] 
Walzer, Lied [1]
Wenn Wanderer gehen [1]

Die Mirjam [cf Schöne
Mirjam]

Yankev Gordin Ad Musai [1]

Mischki Moschki / Mischke
Moschke

Yozef Latayner Ehrenmänner, Couplet [1]
Die Pojteke [1]

Mojsche Chajet Nokem-Meyer
Shaykevitsh

Emes [1]
Jukisch [1]

Mojsche, wihin gehst di? Goldenberg Dus Lutwakel [1]

Nachtwandlerin / Die
Nachtwandlerin

Goldfaden Malkes [2] 
Mameniu koif mir dus [2]

Nebuchadnesar /
Nebukadnezar

Not known Das Fögale [1]
Die Zwagen [2]
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Nes Hanuka Not known Zion!  Zion! [1]

Ni-Be, Ni-Me / Ni Be Ni Me /
Ni beh, ni meh

Goldfaden Neumondscene [2] 
Steh auf, mein Volk [2]

Opfer einer Schwester Rumszinsky Besser wie früher [1]

Opferung Isaaks / Akedas
Izchok / Opferung Isaac

Avrom Goldfadn Abraham's Klagelied [2] 
Abraham u. Isaak, Duett [2]
Abraham u. Sarah, Duett [1]
Akedas Izchok, Duett [1]
Der Schiker [1]
Noaches Teiwe [1]

Dos Pintele Jud Boris Tomashevski Oi es mir wohl [1]
Stess sich an [1]

Pogrom aus Rußland Gilrod Ma Nischtano [1]

Prinzessin von Jehuda [cf
'Eisches chajel']

Yozef Latayner Chalafte Schiker [1]

Rabi Joselmann / Rabbi
Joselmann

Avrom Goldfadn Das Bäumale [1] 
Die Moral [2]
Es drimelt nit dein Wächter [1] 
Rebi Josselman [1]
Schad nit [1]

Raschi Moyshe Hurvits /
Katsenelenbogen

Jakob der Schicker [1]
Wie du bist [1]

Rebbe Aman Not known Jusane Kef [1]

Rebekka / Rewekka Nokem-Meyer
Shaykevitsh

Kerkerlied [1]

Rotschild Avrom Goldfadn Nu nu [1]

Sabatai Zwi / Sabita Zwi /
Sabita Uwi

Moyshe Hurvits Beim Rebben [1]
Eil Udon bom [1] 
Masel Tow [1]

Samson Jakob Fuchs Abi zu verdienen Geld [1]

Satan im Paradies Yozef Latayner Die Schwiegermutter [1]

Schabes Kojdesch /  Schabes
Koidesch /  Schabes Kohdesch

Zigmund Faynman Die Frau [1]
Jehi ruzon [2] 
Oj der Sott [2] 
Reb Jüdel [1] 
Rosch koidesch benschen [1]
Dus Talesl [4]
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Schlechte Frau / Die Schlechte
Frau [aka 'Isha Ra']

Yozef Latayner Duett [2]
Ejlie lumo asaftunie [1]
Eli, eli [1] 
Peretz Milke [1]
Ritschi, Rutschi [1]

Schmied Gorgel / Schmiel
Gorgel [presumably garbled
version of 'Shlomo Gorgel']

Yozef Latayner Hopp, hopp, Duett [1] 
Komische Quadrille [1]

Der Schnorrer-König Israel Zangwill
[adapted from?]

Schämen mögt ihr ach [1]

Schöne Mirjam [cf 'Die
Mirjam']

Yankev Gordin Ich will ka kinderlech [1] 
Pekale [1]

Schulim Bajes [cf 'Hausfriede'] Moyshe Rikhter Zwei Dojres [1]

Sedernacht Yozef Latayner Der Schames [1]

Seliger Pletnik [cf 'Komischer
Ball']

Not known Freitag auf der Nacht [1]

Stamm Davids Moyshe Hurvits Awojde [1]
Ehre deinen Vater [1]

Sufragetn Nozyk A Wabel [1]

Sulamith / Schulamis Avrom Goldfadn Entrèe [2] 
Ich bet dich, grosser Gott" [1] 
In dem Bes hamikdosch [1]
Jewurechechu [1] 
Klagelied [1] 
Rezitativ [1]
Rozinkes mit Mandeln [1] 
Schabes Jontow [1] 
Der Schwur [2] 
Terzett [1] 
Verloren dos Land [1]

Die Tante aus Lemberg Goldfaden Bubikopf [1]

Tate Mame Zures / Tate,
mame, Zures

Maks Gebil Man und Wab [2]
Srulik kim aheim [1]

Tochter Jerusalem [cf 'Bas
Jerusalem'] / Churban
jeruscholaim

Yitskhok Oyerbakh Nemt die Faferlech [1]
Recitativ [1]

Vaterliebe Not known Hei ti di di [1]

Verblonsete Schäfale /
Verbloheste Schäfale [cf
'Isrulik']

Boris Tomashevski Lomir loifen [2]
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Die Wahrheit Yankev Gordin Nes Gudol Hojn Schom [1]

Wer is er? Berger A Tojter [1]

Wie senen meine Kinder Hellmann Amerika Ganew [1]

Wilder Mensch Yankev Gordin Klagelied eines Idioten [2]

Zauberin [aka 'Di
kishefmakherin']

Avrom Goldfadn Bobkalech [1] 
Kasew [1]

Das Zehnte Gebot / X Geboth /
10 Gebote

Avrom Goldfadn Loksch [2] 
Oi a Mizwe [2]
Pintele [1] 

Zigeunerin Moyshe Hurvits Wie lang noch [1]

Zion Not known Mir beten dich [1]

Zwei gebrochene Herzen Zalmen Libin Gott in sein Mischpet is gerecht [1]
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TABLE 3
THE RECORD COMPANIES

Originals Reissues Comments

ABC 3 3 All reissues are of Beka originals

Baby 2

Beka 61

Columbia 4 8 6 of the 8 reissues are of Favorite originals

Deutsche
Grammophon

20 All recordings are by Julius Guttmann, made
in Berlin, late 1920s

Diadal 16 All recordings will probably prove to be
reissues of Beka originals

Era Grand 2

Favorite 123

Gramophone Co. 51 16

Jumbo 20 Probably reissues of as yet unidentified Beka
or Odeon originals

Jumbola 2 Probably reissues of as yet unidentified
Odeon originals

Kalliope 26

Lyrophon 6

Metropol 0 49 All reissues as Metropol was a pirate
company.  Not known which company issued
the originals.

Odeon 12

Pathé 18

Polydor 0 12 All reissues are of Deutsche Grammophon
originals

Regent 2

Scala 57 38 All reissues are of Beka originals and all
Scala 'originals' will no doubt also prove to
be reissues of Beka recordings.

Stella 3



47

Victor 0 49 All reissues are of Gramophone Company or
Zonophone originals

Zonophone 177 47

TOTAL 605 222
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