
HEBREW UNION COLLEGE - JEWISH INSTITUTE OF RELIGION 
NEW YORK SCHOOL 

INSTRUCTIONS FROM AUTHOR TO LIBRARY FOR THESIS 

AUTHOR: f) Alb i2.f t,J 13 £ ltN.t! 1z.:~ 

TITLE: 

TYPE OF THESIS: 

RABBINIC() 

D .. MIN. () 

ssM9( 

M.AR.E. () 

1. ( ) May be used without my written permission. 

D.HL. () 

M.AJ.S. () 

2. ~ My written permission is required for use during the next j_Q years. 

3. 

Note: The Library shall respect restrictions placed on theses for a period of no 
more than ten years. 

I understand that the Library may make a photocopy of my thesis for 
security purposes. 

The Library may still photocopies of my thesis. ..x 
yu no 

~ofAutfaor 

. ........ . ..... .. ................ .. ........... ........ .. ... .. . .. ...... . ......... . 



The Sound of Sacred Time 
A Basic Textbook to Teach the Synagogue Mc>des 

by Andrew Bernard 

Thesis Submitted in Partial Fnlfillment of 
Requirements for Master of Sacred Music Degree 

Hebrew Union College-Jewish Institute of&eligion 
School of Sacred Music 

New York, New York 

This thesis is intended as a basic music theory textbook to teach the 

Jewish synagogue modes. It is designed to be used by musicians with training 

in West.em tonal theory who are studying this music foI'IllJally for the first 

time. It was written with two target constituencies in mind. First, the HUC­

JIR. cantorial student who wants written material to supplement his/her 

studies. Second, HUC-JIR gradµates, their accompanists, and other musical 

collaborators in the synagogue who want a written referem~ on synagogue 

modes. While some written materials already exist, they are not designed -

as this thesis is - to be a self-contained guide to the fundJ!llilentals of Jewish 

modal theory. The musical examples are taken from the materials used in 

classes at the HUC-JIR School of Sacred Music. The primary focus, there­

fore, is on Eastern European, Asbkeoazir. music and litwi:Y-

The material presented in this thesis is divided int.ci, four main sections. 

The Forward is an essay on the place of the synagogue modes in contemporary 

worship. It provides the philosophical and theological argument for the con­

tinued study of this material. The thesis contains five chaJpters. The first is 

an overview of the history of Jewish modal theory and the structure of the 

modes t;bemselves. Cbapt.ers 2-4 each present one of the three principal 

synagogue modes. Chapter 6 demonstrat.es the theory behind some of the 

fundamental techniques used by P skilled prayer leader llll worship. 
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Preface 

This project is intended as a basic music theory textbook to teach the 

Jewish synagogue modes. It is designed to be used by musicians with training 

in Western tonal theory who are studying this music formally for the first 

time. Specifically, it discusses the synagogue prayer modes as taught at the 

School of Sacred Music at Hebrew Union College-Jewish Institute of Religion 

in New York and Jerusalem. The focus, therefore, is on Eastern European, 

Ashkenazic liturgy and music. 

The target audience consists of two groups: cantorial students who 

wish to use this material to supplement their training Slt HUC-JIR; and 

invested cantors, their accompanists, and other synagogue musicians as a 

reference. It is, of course, impossible to learn the art of synagogue prayer 

from a book; this text is intended merely to provide insights into the notes. 

The text is divided into three sections. The first chapter discusses the 

background of modal theory. Chapters 2--4 present the three basic modes one 

at a t.ime, introducing new layers of theoretical concepts in each cbapt;er. The 

final chapter tackles the advanced topics necessary to understand the practi­

cal application of synagogue modes to the liturgy. 

First, however, it is necessary to come t.o an understanding of the 

unique role of music in the worship service. -rhe Sound of Sacred Time• is a 

pbiloeopbical essay in which I reflect on the teaching 9f my ment.ors regard­

ing tba role of religion and its music int.he spiritual life of the Beform Jew. 

iv 



Forward: M1lcadeish haShabhat v'Yisraeil v'haZ1manim 
The Sound of Sacred Time 

Before describing the structure and implementation of nusach, a more 

fundamental question demands our attention: what function d.oes it serve in 

the worship life of a Jew? Do we cling to it sentimentally like some old relic -

Great.grandmother's Shabbos candlesticks, one of the few possessions she 

managed to carry with her from the old country? I.s it ancient esoterica, pre­

served as a source of anachronistic minutia for scholarly debate, as an instru­

ment of torture for the modem cantorial student, or as a cat.egory in a game 

of Jewish Trivial Pursuit? Or does it serve some significant purpose, a means 

of infusing our prayers with affective symbolism that heightens our worship 

experience and carries us to a more intense state of kavannah? 

Let's begin "in the beginning:" 

When God began oeating the heaYens and the earth, the earth wos without form and void. 
(Gen. 1: 1-2) 

In the first act of creation, God brought order to the chaos of the universe. It 

is, in fact, the primary purpose of religion to organiu the world around us 

into a meaningfitl structure. By nature, human beings fear chaos - or, put 

another way, we have an intuitive need for structure.1 We reject the idea that 

our lives might be without purpose or that the events of the universe lack 

rnearn,.. The notion that our aperiences are simply random occurrences, 

and that our time on earth does not serve some higher and worthwhile pur-
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pose is unaccept.able. We seek to organize our world into discernible patterns 

and understand our place and our function in it. For this, we turn to religion. 

Through religion, we work out answers to the cosmic questions: How 

did we get here? What is our ulti.mat.e destination? What meaning and pur­

pose do our lives in this world have? The answers provided by amoral science 

is not enough. Like the three-year-old child, we continue to respond, "Why?" 

We assign significance to all we see and experience, and strive to transcend 

the mundane. We separat.e out the lofty from the mundane and call it a:n,p/ 

kadosh - holy. 

Abraham Joshua Heschel points out that the appellation "holy" went 

first not to a thing or a place or an idea - but to a moment: the Sabbath. God 

deemed the works of creation "good" and even "very good;" but it was the 

creation of a unique moment in time, the seventh day, which God blessed and 

called "holy' (Gen. 2:3). 

The higher goal of spiritual living is not to amass a wealth of information but to face 
socred moments. In a religious experience, for e,romple, it is not a thing that imposes itself 
on man but a spiritual presence. What is retained in the soul is the moment of insight rather 
than the ploc.e where the oct came to poss. A moment of insight is a fortune, transporting us 
beyond the confines d measured time .... 

Judaism is a religion of time aiming otd1e sooctificotiot1 of time ... . [T]he Bible senses 
the dr.esifled c:horocter of time. There ore no two hours alike. Ewry hour ls unique and the 
only one given at the moment, e,cdusive and endlessly precious. 

Judaism teaches us to be attoc:hed to hot,ness in time, to be ottoched to soaed e¥ents 
to learn how to consecrote sanctuaries that emerge from the magnificent stream of a yeor.2 

. . • m'kadeish haShabbat v'Yuraeil v'haz'manim. It was God who 

dec:land the Sabbath day holy, creating the first aanrt11ary in time. Lat.er, 



Forward: The Sound of Sacred Time 

God declared the People of Israel holy ("You shall be holy, for I, the Lord your 

God, am holy." Lev. 19: 1); for it is the people of Israel who determine the time 

of the holy events of the year. Originally, the new month was determined by a 

visual siting of the new moon and affirmed by the Sanhedrin in Jerusalem. 

From this, the seven festival days mentioned in the Bible are calculated. That 

is why God sanctified Israel: so that Israel could, in turn, sanctify the days 

which bring order to the cycle of the year. ~e bless you, Adonai, who sancti­

fies the Sabbath, the people Israel, and the festival seasons." 

Ritual is the activity through which we sanctify time and bring order 

and structure to our lives. Jewish ritual delineat.es unit.s of hours, days and 

seasons, marks the transitions from one to another, and organizes the multi­

layered cycles into a comprehensible form that can be perceived over the 

lifetime of a generation. 8 Neil Gmman writ.es: 

[1]here is no ambiguity about Judaism's interest in structuring time. Ar, elaborate set of 
rituals ore designed to distinguish thresholds in time. We hove liturgies to recite immediately 
upon waking up and immediately before going to sleep. We pray at sunrise and at sunset, 
and in each case, the liturgy notes the transition from light to doriuless or from darkness to 
light, from day to night and from night to day. We mark the end and the beginning of a 
week with a Sabbath day and we separate the Sabbath from the rest of the week by rituals 
of tronsJtion at Its beginning and at its end .... We hove a ritual that marks the beginning of 
each month and a festival that rnotb the beginning of a new yeor: Two ol our major festi­
vals, Sukkolh and ~ oco,r e,coctfy six months apart and martc the natural tronsitions 
from summer to winter and again from winter to summer.4 

Upon these rituals of time, Jews have superimposed complex strata of 

histmy, theology and tradition. Passover, for emrnple, introduces the summer 

gn,whc .-aaon, so we begin the festival with a prayer for dew6 - in agricul-
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tural terms, the hope that meteorological conditions will provide ]life-sustain­

ing moisture for the crops and shelter them from the scorching middle east­

ern sun. The Sages referred to dew as tal shel t'chiyah (;rm, ~ ',e)), "the dew 

of life," a spiritual force powerful enough to give life to humanity :and resusci­

tate the dead.6 But like all of the agricultural festivals, Passover acquired a 

place in the story of the Jews through the Torah. The Israelites w,e.re given 

new life as Am Yisraeil, the Jewish people, when God brought them out of 

Egypt - the seminal event of redemption which we re-enact annually on the 

eve of Passover with the Seder. Thus it is through ritual that the c:x>mmunity 

understands-in all the myriad of literal and symbolic levels7 - the signifi­

cance of the moment. 

The great moments in the Jewish year and in Jewish rrfe ore sonctified by elaborate pag­
eants where liturgy and ritual - the language of words and the language of 1the body­
come together; each doing what it does best. The ritual proYides the drama and the affect. It 
is the visible, public e,cpression that knits the participants into o community. 

Ritual succeeds through the use of symbols. A symbol is "a word, object, 

or any act of behavior whatsoever that automatically suggests t.o those who 

participate in it some further level ofmeaningo-s Note that it is not the tan­

gible symbol it.self which is important, but the direct emotional re1:rponse it 

elicits in a group of people who are then carried t.oward a shared perception. 

Music is the quintessential symbol. 

Music avoids substantive associa~ons because it is, by natwre, non­

cognitive. Jlmn•n beings have the ability t.o assign definit.ions t.o w·ords or 
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phrases, and evaluate them intellectually. We can agree, disagree, manipu­

late, edit or rethink an idea that is described by words. But music bypasses 

this intellectual evaluation. Human beings have no tools to assess its mean­

ing. It is intangible. It doesn't "mean" anything, in the literal sense of the 

word. 

Music symbolizes. It evokes personal memories. "It is precisely because 

symbols are so personally relevant that we insist on asking what they mean, 

as if anything that evokes such emotion from us must have some grand reli­

gious or cosmic ineaoiog beyond ourselves. "9 In the context of ritual, music 

elicits an emotional association which binds the worshippers to the signifi­

cance of the moment and, simultaneously, to each other. 

Sometimes the effect is to fasten everyone's attention on o partiOJlor eve,,t being celebrated 
in the liturgy; oltemotively, it may establish o shored emotion or e-.-en just o sense of shoring 
the e,cperienc:e of o common melody with common associations for everyone present. 
Whatever the reason, the music wori<s, os mere words do not, to develop o fused group 
focus. Music thus ads to convert indviduols into o group where they con e,cperience to­
gether the message of the oltemotM! world being established in their proyers.1 O 

In Jewish ritual, music's symbolic function is achieved through nusach. 

Nusach is part of the musical tradit.ion which Dr. Lawrence Hoffman "efers to 

as "the record of musical ~ the &MOCiation of certain sounds with cer­

tain events and seasons in the sacred calendar.•u Nusach distinguishes 

between morning and evening, between Shabbat and the work week.. It 

marks the festivals and the holy days, demonstrating their parallel nature 

&ml painting up each of their unique diaracteristics. It reurincfs us of the 
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cycles of the moon and the sun, of planting and harvesting, of our historical 

days of joy and of sadness. Through nusach, we perceive the structure of 

sacred ti.me and attach meaning to the endless succession of otherwise indis­

tinguishable minutes and hours. 

But nusach is only an effective ritual symbol if it elicits a shared emo­

tion aut.omatical.ly. Symbols gain their emotional power over a long period of 

time and are adopted as part of tradition. Yet unless the community takes 

ownership of the symbol, cherishing it and handing it down from one genera­

tion to another, it loses its symbolic power. "Ownership is crucial here. If we, 

the recipients, do not take it as owned, it is not tradition any more."12 

Can we recover a tradition that, if not already lost, has become dilut.ed 

over time? If ritual is t.o remain effective in bringing order and structure to 

our lives, then we must once again be able to respond to its symbols. "People 

need t.o develop the art of recognizing symbols that punctuat.e the passage of 

sacred time and make Religious Moments possible. "18 Those "Religious Mo­

ments"' allow us t.o transcend the mundane and experience a sense of wonder 

and holiness in the world. 

Religion . .. seeks to tum much of everyday life into special moments. It aims to have us 
share its seeB' insight that fM!fY instant is a precious gift, not anything we could by right 
demand. It therefore proYides us with rituals by which we may interrupt the apparent 
profanity of commonplace activity and, by reaching for the hofy, sanctify our lives. 1-4 

The rejuvenation of nusach hat'filla,h as the sound of our sacred time 

can allow us to reach past our intellectual appreciation of ritual and find 

X 
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affective involvement - kauannah - as individual worshippers and as a 

community. 

xi 
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Editorial Metlhod 

In order to make the musical examples as clear as possible, I have 

edited them to conform a single standard of n.otation without further com­

ment. Beams are broken between beats and within a beat for separate syl­

lables. This seems to be common practice in t!he notation of hazzanut. Slurs 

extend across multiple notes sung to a single syllable. In unmetered recita­

tive, I have corrected rhythmic notation whiclh is illogical by contemporary 

standards. For example, Adolph Katchko often writes j . J, J, J, when he 

,ipparently meant J_Jffl . 
The texts are transliterated in Sephardic pronunciation. Regarding the 

articulation of the schwa, the practice in han:anut was generally to pro­

nounce the schwa rnerachef, our language experts at HUC-JIR in Jerusalem 

all advised against it. I have adhered to the latter in accordance with the 

Ftorial procedure in the ArtScroll series. Tillis means I have removed or 

fidded notes, and adjusted the rhythms accordingly. I have also used the 

(1rtScroll prayerbooks to render both the Hebrew and, for the most part, the 

~ng)ish translations. The List of Music Examp1les gives the corresponding page 

f umbers in the appropriate prayerbook. 

Any editing of musical examples over and above the practices men­

tioned above are noted in the List of Music Exc:amples. 

>dii 



Chapter 1 : Overview 
History and Stn,cture of the Synagogue Modes 

Introduction 

The cantorial art of liturgical chant remained an oral tradition for 

centuries . In fact, it was not until the 19th century that the prayer chants of 

the synagogue were notated in written form and began to be critically evalu­

at.ed by Western musicians.1 A combination of factors have made that evalua­

tion difficult: the origins of the music; the manner in which cantors were 

trained and the musical traditions passed on; and the nearly impossible task 

of accounting for regional differences, local customs, and the cantors' personal 

preferences and mannerisms. 

While it is generally true that musical practice prMBtes its corrobo­

ting theory - with serial music of the early 20th century a conspicuous 

exception - the wide gap between the inception of Jewish liturgical chant 

its study poses special problems. If scholars and theoreticians cannot 

tennine with certainty the origins of this chant, then attempts to analyze it 

ocording to paradigms of modem Western theory must necessarily be a~ 

cbed with skepticism. It is certainly tempting t.o try t.o deduce the nature 

synagogue chant from that of the church, about which we have consider-

ly earlier written documentation. Indeed, the first people to write about 

ewish chant compared it.s structure to that of the medieval cbun:b modes. 

et as J1IOIIP n scholarship in ethnomusicology continues t.o yield new in-

. t.s, it becomes apparent that Jewish and Arabic liturgical chant share 
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many salient features, yielding greater insights than the comparisons to 

piedieval church music. 

2 

The nature of the oral tradition and its practitioners adds another 

Jayer of complexity. Until recently, the majority of hazzanim were not trained 

• Western musicians. Thus they may have lacked the vocabulary and the 

hmework for categorizing their music. Music which can be categorized and 

jtiscussed theoretically is more likely to be passed on intact than music which 

~es on the aural skills of those to whom it is entrusted. For example, if a 

piodulation can be described according t.o the intervallic relationship of the 

two tonal centers, and the common and altered tones which implement the 

ulation, then it can be widely reproduced with accuracy. If, on the other 

d, a cantor is trained to "hear" the modulation, then as the cantor "inter-

. " the music, individual aptitude and personal predilections become 

~ rt.ant factors in the accuracy of transrnissiQn.2 

Geographical distance only exacerbates the situation. Without modem 

mmunications1.echnology, regional traditions are most likely to be influ­

mced by its principal local practitioners and the indigenous culture. The 

~ preferences of a respected cantor would be passed on and elaborat.ed 

~n by his disciples, and adopted as minhag (custom) by the local com.mu­

~ Some customs were carried afar by those Jews involved in trade. How-

, it was the mass migrations due t.o hardship - the persecution and 

IIQ>lllau" m of Jews throughout Europe, from the First Crusade in 1096 to the 

~-m·m pogroms in 1648, and the spread of the Black Death (1848-60)8 
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which played a great.er role in the spreading and blending of Jewish cus-

All of this goes to say that the long oral tradition prevents us from 

!racing the development of Jewish liturgical chant definitively. Those who 

l:aave sought to systematize an understanding of modal practice have been 

limited by the subjective nature of their training and the breadth of scholar­

drip at the time of their writing. 

rhe Development of Jewish Modal Theory 

The earliest attempts at understanding the Jewish modes compared 

them to the medieval church modes.4 In 1859, Hirsch Weintraub ascribed 

,ertain Jewish prayers to the mixolydian, aeolian and phrygian modes.6 

~uel Naumbourg expanded upon this in 1874,6 adding the dorian, lydian 

md ionian modes, and analyzing synagogue music in terms of its adherence 

to one or more of the church modes, and to scales which did not fit into the 

9Celesiastical system. 

In an 1886 pamphlet, the Viennese cantor, Josef Singer, proposed that 

ill Jewish liturgical chant fit into one of three modes which he called by the 

3 

1ddish t.eim used by cantors: td.eiger. 7 Each steiger was named after an 

b,ortant prayer chanted in that particular mode. This is an important 

~t for understanding modal theory, since each cantor described modes 

fa-mnc to th~ mann~r in which h• hiow,lf chanted the _,,.,._ Two sig-rcant-~ result. First, it is not enough to know the name given 

11D a particular mode. Depending upon the traditions employed by the cantors 
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in question, the same name could refer to radically different musical rendi­

tions of a particular prayer. Max Wohlberg lists the following scales, all re­

ferred to by different cantors as "Yishtabach":8 

I~ . &. • - • b- 1,. 

,,. bl! • • • • • 

. -
• 1, . 

If. b- 1,. 
1,. - • • 

If.&. i,. - • &- 1,. 

-4 

- ;· • 

-1-~. 
- 11 

&- • 

• • I 
I 

-

&- • -

• b. ii 
• 

II 1, • • • 

nd - for reasons which will become apparent later in this discussion -

e number of modes referred to by various cantors is rather large. Here is 

t a sampling: Y1Shtabach, Mi Shebeirach, Ahavah Rabbah, Magein Avot, 

ekum Purkan, Av Harachamim, Or Chadash: Adonai Malach., Titgadal and 

t.a Shabbat. 

Cantor Singer's three modes were Y1Shtabach ( what is now usually 

ed Ahavah Rabbah), Magein Avot and Adonai Malach. While they are 

ugh).y equivalent t.o our modern definitions, Singer still classified his modes 
1' ' 

rding to the eight-not.e, repeating-octave scales typical of the church 

4 
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modes and contemporary Western tonal music. Eric Werner sa~, "'He should 

not be blamed too much for that error, however. His misconception was 

shared by all major scholars .. . at that time. They were obsessed by the idea 

that every musical structure can be broken up into its constituent scales . ... 9 

This approach persisted through the end of the nineteenth century. 10 

Three new ways of thinking about Jewish liturgical music arose at the 

begin nine of the twentieth century: 1) new classifications of syna~~ogue music, 

2) the recognition of influences beyond the Medieval church modes and 3) the 

uceptance of non-repeating octave scales. Both Pinchas Minkowski u and 

Babbi Francis L. Cohen12 suggested that the music heard in the siynagogue 

c,ould be divided into several types: biblical cantillation (trope, te'cimim), 

prayer motives (nusach haffi/./,ah), fixed melodies (the so-called MiSinai 

lanes) and hymns. These tour classifications, while not mutually exclusive, 

6, provide insight into the sources and functions of various types of our litur­

lical music. We shall return to this discussion in the next chapter . . 
Cantor Aron FriPdroann was the first to point out18 that a :mdger, 

-1i)te Western music, is not formed from repeating octave scales. In some 

_IM2, the steiger may not encompass an entire octave; in others, ]half-step 

~ ltelrations take place both above and below the principal octave. 

Minkowski and musicologist AZ. Idelsohnu recognized si.Jmilarities 

een Eastern and Jewish music. Minkowski asserted that thE~ were 

periods of foreign influence: Greek,Arabic and German. Iwili3ohn saw 

ts of the Arabic maqamat, Indian ragas and modes (echoslt of the Byz-

. Church in synagogue music. lfi This was a aucial connection to have 
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made because the very basis upon which oriental and Western musics are 

conceived is quite different. The oriental modes carry strong aesthetic affilia­

tions apart from their unique structure. The lit.era! meaning of the Sanskrit 

raga is "emotion," "affect," or "passion." Different emotional affects and ethi­

cal categories are ascribed to the individual TTUUjam. In both cases, the ragas 

and maqamat are associated with specific temporal occasions - which, as we 

ahall see, is the essential function of the Jewish mode. 

Western tonal music is based upon a scale from which harmonic rela­

tionships (tonic, dominant, subdominant, etc.) are derived. The medieval 

church modes are also scale-based; in this case, the amplitude of the melody 

(Glllbitus) and the important structural pitches -fi,nalis and recitation tone 

(wdominaot) - are derived from the scale of the authentic or plagal 

-...le.16 Oriental music, on the other hand, is based on a stock of motives 

tH,m. which it may be possible to derive a scale. 

Recognizing the relationship between oriental music and Jewish litur­

jleal chant completely reverses our widerstanding of the basis of synagogue 

· c. Modes are not scales upon which liturgical chant is constructed. 

IIMber, modes are a collection of musical phrases which are characteristic of 

...., . .A1.in prayer or group of prayers from which we may deduce some kind of 

A logical question is: Why didn't the cantors in the nineteenth century 

e ~ and pW"Veyors of this oral tradition - speak of the mode,g 

this perspective? Hanoch Avenary points out that -rt]he earlier investi­

had been"tralneci synagogue cantors and knew the facts and problems 
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from within. They found it easy to communicate with each other, and it was 

po881."ble to arrive at a consensus of opinion without working out the theses to 

the last detail."17 In other words, the motivic foundation of the modes was 

888Wlled; it would have been wmecessary to include it in the discussion. 

Bather, as the music began to move from oral to written tradition, the cantors 

applied the tools of music theory they had available to them - W~tern 

modal and tonal theory - to the problem of describing the synagogue music. 

'1be imposition of Western theory on oriental music caused the investigators 

to misrepresent the nature of the liturgical chant. 

The influence of Idelsohn cannot be overstated. He was the first West­

ern musicologist to collect, classify and analyze Jewish middle eastern tradi­

fians. While some of his general conclusions must be approached with a 

b811lthy skepticism in light of modern scholarship, his theory of the modes, 

wla.ch he claimed were the basis for all ea.stem music, is the foundation of 

aar current understanding of synagogue music. He defined a mode as music 

~sed of a number of motives (i.e., short music figures or groups of tones) 

-.m.n a certain scale."18 His definition of maqam is essentially the same: "In 

way may the concept maqam be identified with 'church mode' or even 

"ty.' For while these latter merely denote the scale in which tunes can be 

as desired, in maqam both scale type and melody type are comprised, 

preeminently the latter. "19 Working from Idelsohn's theory, Egon Wellesz 

that in the chant of the Byzantine Church, "the mode ... is not merely 

e' but.the sum of all the [motivic] formulae which constitute the quality 
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As Idelsohn continued to scrutinize the music he had collected, he 

realized that, within a mode, 

8 

[t)he motives hove different functions. There ore beginning and concluding motives, and 
motives of conjunctive and disjunctive character. The composer operates with the material of 
these traditional folk motives within o certain mode for his creations. His composition is 
nothing but his arrangement and combination of these limited number of motives. His 
~fre.:dom " of creation consists further in embellishments and in modulations from one mode 

to another.21 

Perhaps the limitations placed here upon the hazzan or composer imply a 

narrower range of creativity than is, in reality, the case. Idelsohn's premise 

was t.aken up and worked out by Baruch Cohon who more generously states: 

-within the limitations of its scale, its patterns and its ritual application, it 

aft'ords opportunity for improvisations of both flexibility and virtuosity."22 

Cobon produced charts which show how different groups of motives that 

adhere to the same scale are attached to specific liturgical occasions. Within 

each of these groups, motives may function as opening, intermediate or con­

ducting phrases. He further subdivides the intermediate phrases into pausal, 

modulatory and pre-concluding phrases. In so doing, Cohon lars out the basic 

ailalogue o( nusach hat'fillah. 

Further investigation has confirmed or refined the work of Idelsohn 

Cohon. Levine st.ates that "[s]ynagogue prayer modes are aggregates of 

cteristic phrases shared with synagogue Biblical cantillation.923 He 

pts, by showing the correlation between motives of chant and those of 

Adonai Malach steiger, to support Idelsohn's contention that the prayer 

have their sources in biblical te'amim." Levine echc?es what has now 

wide acceptance by musicologists when he says that •[s]ynagogue 
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modality ... is seen to fall within the purview of Middle Eastern song, whose 

chief vehicle is the Arabic system of maqamat."25 

Cantor Lieb Glantz proposes a refinement when he applies the 

tetrachordal principle of the Greek modes to the theory of the synagogue 

modes. 26 In doing so, he is able to explain some of the unique characteristics 

of the prayer modes, such as the chromatic variations generated by the mo­

tives in adjacent octaves or the melodic augmented seconds. It must be 

point.ed out that, while his theory does shed some light on the structure of the 

modes, it is not universally accepted. 27 

7bward a Definition of the Jewish Modes 

After tracing the development of modal theory, is it now possible to 

de&ne the Jewish prayer mode? With confidence we can answer: yes and r:.o. A 

IIDle can be defined as a collection of musical motives which are the basis for 

lallf;orial improvisation for a particular prayer on a specific occasion. From 

time motives, the hazzan may deduce the scale which will serve as the 

lreroework for additional improvisation and embellishments. Hanoch 

Ai,miary is more accurate when he defines these motives as "the most typical 

odic] movements within the scalar framework. "28 For, akin to the riddle 

's Enigma Variations, the pure form of ili.e.1:1e motives upon which the 

...... ,~.,· .... tion occurs cannot be determined. Dr. Eliyahu Schleifer calls the art 

torial chant "an endless series of variations on a model which does not 
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Although the motives may be mixed and mat.ched within a mode pretty 

much at the discretion of the hazzan, certain melodic formulae imply gram­

matical function. The case is similar to that of the te'amim, although by no 

means adhered to as strictly. Some motives are pausal; that is, they indicate 

punrbtation within a sentence of the text. Other phrases indicate the end of a 

aent.ence, and may be preceded by a pre-concluding phrase - one which leads 

inemrably to a melodic cadence. Still others initiate a modulation to another 

mode in which the cantor may dwell for a few sentences, or initiate the tran­

sit.ion to the next prayer. 

The nature of the improvisations will vary according to the particular 

mnaical abilities, predilections, creativity, mood and vocal skills of the 

hal:ran. The cantor uses a variety of techniques to express the text and main­

aia the interest of the congregation. Certain melodic patterns of repetition, 

..,.ti.on or sequence are often found. The cantor may make a temporary 

...,lation,. interpolate a phrase from his stock of coloratura formulae, alter­

illle arioso with recitative, or insert a congregational melody - all within the 

aamext of the given mode.90 

The term "mode" is actually used on two planes at once. We just de­

Mid it as a stock of motives used for a specific liturgical occasion. This is, 

1 its more accurate sense. That is why cantors discussed such a iarge 

of modes: they were referring to a particular portion of a particular 

· ce and the motives that are employed. On a broader level, prayers whose 

of motives share the. same collection of pit.ches are often grouped t.o­

according to an overarching scale. This is the sense in which the term 
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-mode"' is commonly used today. It is important to remember, however, that 

this is not really a mode but a scale. In this sense, "Ahavah Rabbah" is really 

talking Ji.bout all of the modes that are comprised of motives which share a 

part.icular scale whose salient features include the interval of an augmented 

second between the second and third degree of the scale. While different 

prayers that are chanted in the Ahavah Rabbah mode may use the same 

motiYes in similar ways, many of the prayers have "typical melodic move­

ments"' that are unique. 

1b further confuse the issue, hazzanim sometimes refer t.o a modula­

tion which is characteristic of a particular prayer as a mode. For example, in 

the •Mimkom'cha" of the ~du.shah for Shabbat shacharit, the cantor begins 

inAhavah Rabbah mode, modulates t.o Magein Avot on the fourth scale de-

1188. and then t.o the relative major (on the third scale degree of the Magein 

Ant) at the words "'Iitgadal u'titkadash b'toch Yerushalayim ir'char. (see 

ewq,\e 5.4b). Hence, that major key is sometimes referred to as "Tit.gadal 

Jlaior"' or Titgadal Mode." 

It is import.ant to keep in mind that cant.ors designated the modes 

.-rding t.o the liturgical practices of their everyday lives. Our current ter­

~ogy results from theoretical studies. The concepts are, thankfully, not as 

as the terminology. 

One final word must be said in general regarding theoretical discus­

of music. One musicologist remarks that -Oreek theorists played with 

•w· :s, or the theory of acous1ics, for its own sake. They considered it 

·orrto musical art precisely because it had no practical use.-s1 This 
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should remind us that the music itself is not synonymous with the theory. 

_. Just as musical notation is merely a graphic representation of sound, music 

theory is simply a framework in which to understand what is being heard. As 

in much scientific research, a theory is only as good as the amount of light it 

sheds on a particular matter. One theory is "better" than another only if it 

yields great.er depth of insight and initiates richer discussion. The theory 

which follows is designed to help the person trained in Western music to 

understand a sacred tradition which has been preserved, varied and ex• 

pended for hundreds of years. It is meant simply as a first step to help the 

ear make sense out of the Jewish modal language by expanding the theoreti• 

cal boundaries of tonal music. 

Jluical Terminology 

There are very few technical terms which are unique to describing the 

muaic of the synagogue modes. At the same time, the danger in describing 

..,western music in Western terms is that unintended implications of 

taaality can be mistakenly inferred. This dilemma can only be resolved by 

llliltc familiar terms with certain caveats stated at the out.set. The term 

~ will be used to refer to the modal cent.er on which a particular mode is 

This tonic identifies not only a p&..-ticular note but frJt note in a par· 

octave. Unlike tonal music, in which the notes are identical in every 

, the Jewish modes feature chromatic acijustments of certain pitches in 

· t octaves. Similarly, "'subtonic,, refers to the note a half or whole st.ep ... 
the tonic - 8-Ei opposed to '"the seventh scale degree• which is a major 

' 
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or ~or seventh above the tonic. This distinction will be crncial, for instance, 

when discussing the Adonai Malach modal family in which the subtonic is 

raised (i.e., it is a half step below the tonic) but the seventh scale degree is 

lowered (i.e., a minor seventh above the tonic). Likewise, "supertonic" is the 

not.e in the mode immediately above the tonic. 

The term "scale de.gree" also has tonal implications, but here simply 

refers to the number of intervals of a second (minor, major, or augmented) 

from the tonic up to the note in question. The tonic would be considered the 

first scale degree, the note in the mode immediately above the tonic is the 

aecond scale degree, the note in the mode above that is the third scale degree, 

and ao on. Other musical and non-musical terms which are used in a unique 

way when discussing synagogue music are listed in the Glossary. Any tradi­

tion tbat bas been transmitted orally for so as long as synagogue music natu­

raQJ develops a jargon all its own. 



Chapter 2: The Magein Avot Family 

The Magein Avot family takes its name from the central prayer of the 

m'ein s'heva, the concluding section of the amidah for Friday night. It is the 

most straightforward of the modal families with few modulations or excur­

sions (see Chapter 5). It lends itself to simple chanting, often declaiming a 

portion of the text on a single note, as in the morning blessings for weekdays. 

The simplicity of this family is appropriate for the restful mood of ma 'ariu 

l'Shabbat. Baruch Cohon states it nicely: "Some of these phrases seem to 

indicate a feeling of eternity .... All the phrases are sung with a serenity 

that is Sabbath peace." l 

The principal features of the Magein Avot family can be seen in the 

following brief examples of Shochein ad marom from p'sukei d'zimrah of 

Shabbat morning. Up to this point, the service is chanted by a lay precentor 

or Ill' e...,.ant. cantor. The hazzan leading the shacharit service would begin 

clavenilw at the words "Shochein ad marom v'kadosh sh'mo"t'He Who abides 

forever, aalted and holy is His name." 

J I J ;, ;, I lJ J I f j 
Sho-chein ad ma - rom v'- lca -~ sh' - mo ... 

Example 2. 1 a 

this phrase, we can derive three mothes or phra1e1: openillg, 

' , and closing. The numbered scale degrees are based on a modal 

' 
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Opening motive to 
the 5th scole degree: 

Intermediate 
motive 

' \ J 
C• ) Jl ~ 

Example 2. l b 

Concluding motive: 
3-4-1 : 

r-3-, 

In this example, we observe the following characteristics: 

• Opening motive: l ➔ 5 

15 

• Concluding motive: characteristic motive is 4th scale degree descend-
ing to the l st; often preceded by the 3rd degree. 

• Intermediate motive connects opening and closing 

A variation of this cantorial passage is as follows: 

r--2----, 

~ I ;, J I J J I r p p I J. J> i J 
Sho- cbein ad ma - rom v'-lca- dosh sh' -mo ... 

Example 2.2o 

Pay special attention to the concluding motive which ends on the fifth 

degree. This ending is typical of modes in the Magein Avot family, par­

in Shabbat and Festival ma'aiiv, and Shabbat .i:...:>rning services. 

Opening motiYe: I-+ 5: lntennecf!Ote motiYe 

Example 2.2b 

Conducf,ng motiYe to the 
5th sa,le degree 
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In the next example, we see these same motives expanded to accommo­

date a l~er text. Eilu d'uarim is part of birclwt hashachar, the morning 

blessings that begin the preliroioary portion of the shacharit service. The 

cantor introduces the paragraph by chanting the first line of text: 

Opening motive Intermediate motive .. 
- - - 71: 

i ;J . -
Ei - lu d ' - va - rim she - ein la - hem ~ - ur.- She- a -

Intermediate mom-e with recitation tone 

r- 3-, I I ► 

h • · ) )! 1.[J ;, J. 
dam o - cheil pei - ro - tei - hem ba - o - lam_ ha- zeb 

Opening motive 

,. .{ ,. 

Intermediate motive 

I r- 3-, I 
J ;;18 l 41] ;, ILJ J I {j 

Concluding motr,e 

11 

ke-ren ka-ye- met lo la-o - la.m- ha-bah.- V' - ei - lu hein:-

Example 2.30 

• that there are two opening phrases. The second one also moves from 

to the fifth scale degree, but this time by way of the third. While they 

seen as variants of the same motive, t.'le first is more sparse and 

t.ory in introducing the prayer. The second keeps the text moving 

with a smoother melodic flow. 

The same intermediate motive follows each of the opening phrases. 

e pickup note is changed so that it better matches the phrase before. 
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In order to accommodate a greater number of words and still maintain 

the simple dauen.ing style appropriate to this liturgical rubric, a portion of the 

t.ext is "spoken" on a single note, called a recitation tone. This style of chant is 

often referred to by the Italian musical term par/,a,n.do. 

Here is the catalogue of motives from the example above. The recita­

tion t.one is indicated by the symbol~. 

Opening motive: 
1-s 

Opening motive: 
1-3~ 

Intermediate motive 

r--3--, 
r::: 

I t, J h • ~ • -• 
Intermediate motive 

fl 
r--3--, 

£ J J 
L 

J) J 
Example 2.3b 

Intermediate motive 
\'-ith recitt.'tion tone 

r--3--, 

~ ~ 
' 
J : - i1 • = 

C.Oncluding motille: 
ends 4➔ 1 

r--3--, 

J t, J J J J • 

The weekday services tend toward brevity. The demands of a daily 

wmk schedule do not allow the Jew to linger in prayer as is possible on the 

s+httb., Festivals, and High Holidays. A hazzan must be aware of both the 

tics and time constraints of the service. The chanting throughout is 

with few embellishments and greater use of recitation t.ones for saying 

amounts of text quickly. The birchot hashachar demonstrate this style: 
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Hint of the relative major 

,3-, ,-3--, 

e· s; 1§ 15 

Ba - ruch a- tah. A- do- nai. e- lo - hei - nu me- Jech ha- o- lam. o -

teir Yis- ra - e.il b' - tif - a - rah.-

Example 2.4o 

Notice that recitation tones appear in all three phrases: opening, intermedi­

ate and concluding. We also see a new opening phrase to the fourth scale 

degree. The intermediate and concluding phrases first appeared in example 

2.L 

Opening motive: 
1- 4 

Intermediate 
motive 

11A 

Example 2.4b 

Concluding motive: 
3-4-1 

.-3-, 

11A 

18 

Let's review the characteristics of the Magein Avot family we have seen 

. The recitation tone is characteristic of modes in this family which 

are UBed for rapid davening or express simplicity end peacefulness. The 

phrase generally rises from the tonic directly to the fourth or fifth 

ee. The intermediate phrase has a small amplitude, can contain a 

·o~ tone, and may hint at the relative major. The concluding phrase 

to the tonic or fifth degree, often preceded by the fourth degree. 
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Magein Avot Modal Features 

" • Recitation tone 
• Opening motive to the 4th or 5th degree 

·~ 1.• Intermediate motive : small amplitude; may hint at the relative major 
• Concluding motive ends on the tonic or 5th degree 

19 

We now turn to the m'ein sheva section of the Friday night liturgy 

wboee cent.ra1 prayer, Magein avot bulvaro, is the one from which this modal 

family takes its name. In the following example - vaychulu hashamayim, 

the introduction to the m 'ein sheva - we can see again many of the modal 

features found in the previous examples. One interesting (and common) 

variation is the leap to the upper octave after the opening to the fifth which, 

in tbia case, serves as text painting for the word "'shamayim"f'heavens". 
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Opening to the fifth 
with octove e,.Tension 

leap to the 
octcve Opening Concluding 

I Concluding phrase to the 4th on the fifth 

.------- 71 II I I I 

I . ~ 14:~ ' I i e j . f1
1 

• .J ;, • .. ' .p :i • 4 
1 ~ 0~! 1 J ~ "i,i 

Vay-chu - lu ha-sha-ma - yim v'- ha- a - retz v'-chol tz.'-va- am. Vay -

.. ~ Move to the relom,e mojor Concluding to p,vot note ~ 

r . , , ,-3~ ! I ,3, ~,/r-3, 
I ! I- ~ t, ) ': ~ • ~ ' ~ ~ J ~ ~ i ~ ►~ ,• ~ , ••. • 8 • .1 ,i. ~- ~ ~ , ct··/ d*i? G -

d1al & ICHlim ba - yom- ha- sh' vi- i m'lach - to - a-sher- a - sah. va- yish­

Triod on the 
C.onchJding phrase relative major 

r--3-, 

;, Ji > J ;, I F . J'' 
I I \ 

D. ~ fJ I (}. > J J I J ~ I 
bot ba-yom ha-sh' - vi - i mi- kol m'-lach - to- a-sher a - sah. Vay -

,---3--, 

vareichE- lo-him et yom ha-sh'-vi - i,- vay-ka- deish- o -~ ki 

Concluding phrase ~ 
sco~se to the tonic 

;,. JI J 
w sba-vat mi - kol m'lacb-to, a-sher- ba- ra E - lo-him la - a - sot. 

Example 2.So 

t in this example are the two phrases in the relative major {begin­

the second line and the end of the third). According to Canter Noah 

this is the defining characteristic of the Magein Avot family. The 

of the 'two phrases in the major is introduced by the triad on f - a 

11 
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typical way t.o introduce the move to tbe relative major. Particularly interest­

ing is the shift out of the major. This is accomplished by tbe pivot tone: the 

third degree in the major is the fifth degree above the modal tonic (in this 

example, a1). We saw earlier that this note plays an important role as a reci­

te.tion t.one, and as the last note of both an opening and concluding phrase. 

Examplie 2.4a also contains a concluding phrase we have not yet seen which 

descends step-wise to the tonic. 

Here again are the key phrases of"Vay'chulu ,'lashamayim": 

0pmng 10 the fifth 
wtd, odDll9 extension 

C.Onclucf ing phrase 
scole-wise to the tonic 

...__ on the relcrtM major: 

0priig C.Oncluding to piV0( note 

1t► 11F 
Example 2.Sb 

Opening 
to the 4th 

lnrermediote 
phrase 

O.. final example will complete our first look at the Magein Avot 

ilfmodes. This is the concluding blessing - the chatimah - for the 

from birchot hashaci,,:r The opening phrase is the characteris­

&,r the words •Baruch atah, Adonai"''rBlessed are You, Adonai." It 

on the opening t.o the fifth degree. The second phrase is simply 

of the 4--+ l concluding motive we saw earlier. 
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Opening phrase to the fifth 
(variation) 

Ba - ruch a- tab, A-do- nai, 

Openng phrose to the fifth (YOriotion) 

r-3-, 

1f ► ;,J JJjJ 

Concluding motive: 
4-1 (variation) 

... ,.,, .. 
ha-m· - la - meid to- rah I' - a - mo Yis- ra - eil. 

Conchr.lhg mc:-r·e. 
4-1 (variation) 

Jl 

Example 2.6 

Basic ChorocteristiC$ of the Mogein Avot Family 

• Recitation tone 
• lntennediate phrase on the relative major 
• Opening phrases: to the 4th or 5th scale degree 
• Intermediate phrases: suggestion of the relative major 
• Concluding phrase: terminating on the fifth as well as the tonic 

v 

22 
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Here is the catalogue of motives we have covered: 

Opening 
phrases: 

Intermediate 
phrases: 

Example 2.7 

Concluding 
phrases: 

r--3-, 

23 

From this cat.alogue of motives, we can derive a scale which underlies 

modes of the Magein Avot family. 

Example 2 .8 
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Please make careful note of two things: 1) This looks like the natural minor 

'acale. 2) This is not the natural minor. It is a mistake when discussing the 

Jewish modes to see them in terms of a scale. To Western-trained musicians, 

this is, of course, quite natural. We are taught in Western music to look first 

at scales and keys, anrl !.heu .:xa.mine harmonic sequences and patterns of 

melody. In the case of the modes, the characteristic motives or phrases (not 

melodies!) define the individual modes and the modal families to whicil they 

beloag, The scale is quite useful as a point of reference. But the scale is not 

themode. 

This is the reason I have present.ed the motives and charactaistic 

"mans" of the modal family first, and have only given the encompassing scale 

at &he end of this chapter. In discussions of nusach, you will generally hear 

,lf!i~ made to "the Magein Avot mode" and the scale above. While there is 

nathhag grievously wrong with using that terminology, it is crucial not t:.o be 

hllled into a Western manner of tbioking stbout nusach, which, in reality, is 

dldwd from motivic patterns chanted at particular parts of the liturgy. 

That said, this mode requires a few more remarks. First, the Jewish 

..... can be transposed t:.o any modal center. For ex.ample, the Magein Avot 

is not necessarily based on a modal center of d; this scale could be 

to any note. It is not uncommo:: t:.o see a mode in t'1e Magein Avot 

written on c (with a key signature of three flats), e (one sharp), g (two 

or any other note with a key signature that is equivalent to that of the 

minor. (A discussion of the use of key signatures in the modes is ... 
in the next chapter.) Second, occasionally certain degrees of the 

r , 

be altered for emphasis or color. For examp•e, a raised seventh scale 
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degree may be used as a leading tone to emphasize a modal tonic. In fact, the 

lowered second scale degree or the raised seventh scale degree serve as de­

scending and ascending leading tones, respectively. In example 2.7, both the 

J in the ascending scale and the i descending are leading tones which em­

pb•sir.c the tonic d and, especially in the case of the e~, lend color to the 

phrase. 

The motives presented in this chapter must, naturally, be adapted to 

suit the length and accents of the texts which they declai.J..a. They might be 

varied to lend interest to a section of the liturgy or to paint the text. Certain 

notes can be altered for coloristic variety. And it is up to the hauan to use the 

· patterns as the basis for improvisation. We will see in Chapter 5 how 

the bmdation we have laid out for the Magein Avot family can be put into 

practice by the ba'al t'fillah or the h02Zan. 



Chaplet 3 : Ahavah Rabbah 

Opening to the fifth 

,--3-, 

r • • 

Sequential phroses 

Intermediate phrose (D 

Ha- m' - cha . deish b' - tu- vo b · • chol yom- ta- mid--

Concluding phrase [) 

r.,.. 

@_.. 
seih v· • rei- shiL-

Example 3.1 

27 

ma- a -

Tbia passage begins with a siinple opening to the fifth scale degree, just as we 

•• in Magein Avot (cf. example 2.3a). It continues with two phrases - inter­

medi•~ and concluding - which form a sequence. The intermediate phrase 

dMirins the lowered sixth scale degree (bb) and the major third (fl) which 

• the mode as belonging to the Ahavah Rabbah family. The concluding 

;I MP emphasizes the interval of the augmented second between the second, 

third scale degrees - the most characteristic interval in this mode -

alternation between those two notes before descending to the t.onic: 

The text "V'sham'ru v'nei Yisraeil et haShabbat . . . "f'The children of 

shall keep the Sabbath . .. " (Exodus 31:1&-17) appears in the tradi­

Shabbat liturgy three times: on Friday night befom the silent ami.da.h.; 

y morning in the k'dushat hayom(the central blessing of the 
.. . 

for the Sabbath, Festivals and High Holidays which contains the 



Olapter 3: Ahovoh Robboh 28 

b'rachah that identifies the particular day); and as the preface for kuidush 

following Saturday's musaf service. Example 3.2 is taken from the Saturday 

morning liturgy where 'Vsham'ru" is chanted in Ahavah Rabbah. 

,---3-, 

v· - sha- m' - ru.----- - v' - nei Yis- ra-eil 

Example 3.2 

'l'bia passage opens with the interval of a fifth ascending from the tonic and 

returns to the tonic via a simple scale pattern in which the augmented Ser!.lnd 

ia emphasized by the notes ff~b -ff-d. The rProaioing words of the phrase are 

ncit.ed simply on the tonic note. 

In example 3.3, both the tonic and fifth scale degrees are used as reci­

tones. This passage ends with a short, descending sequence on the 

"kanfot ha'aretz." 

Opening to the fifth scole degree with recitation tones 

>- 11 

Descending sequence 

mei-ar- ba- --- ha - a - retz., 

Example 3.3 

The use of sequence is an important feature of nusach and, in partiru­

the Ahavah Rabbah modal family. Example 3.4 shows a :iil.ore elaborate 

t.o the fifth scale degree on the words •L'dor vador" and is again 
' . 

by a descending melodic sequence: 
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Opening to the fifth scale lntennediote phrase: Concluding (PousoQ 
degree with interpolated scole sequence phrase 

1 
r-3, ,I I • II r-3, I 

~@,'@ J,1 l£:i • .11 1 Q@.@J J>l1QJ J_ 
L' - dor--- va - dor- - na - gid- --- god - le - cha 

Example 3.4 

Notice that the concluding phrase contains the augmented second in its. 

descent t.o the t.onic. However, the augmented second does not have the same 

emphasis as it does in the figure ,, ~b #J J J J J . The simpler descending 

aca1e at "godiecha" is not as strong an ending; in fact, it could be viewed as a 

• 11 11• phrase - clear punctuation but not final. 

Yet a different method of extending the opening t.o the fifth - by incor­

porating a sequence - is found in example 3.5 ("V'lo n'tato Adonai eloheinu"). 

a.a, the concluding motive employs the lowered subt.onic (c 1) as well as the 

supert.onic ci): 

Opening to the fifth scale degree with sequence 

r-3--, r-3-, 

Concluding motive with 
supertonlc and subtonlc 

n' - ta- to A- do- nai e- lo - hei - n11- I' - go- yei ha- a- ra • tzol 

Example 3 .5 

of these examples features a different version of the opening to the fifth . 
degree, Ol\e of the primary opening motives of this modal family. In all 

· , the opening is followed by a descending pattern, often utiHzing 
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some kind of sequence. We have also observed two types of concluding mo­

tives: one which gives prominence to the augmented second interval, and one 

which emphasizes the tonic from the notes above and below. 

As we said before, sequential phrases are typical in Ahavah Rabbah: 

Example 3.6 

This sequence is employed in an interesting way in the next example: 

Opening to 
the fifth Intermediate phrase 1--3--4--5 opening Concluding phrase 

I 11 .-3-, 11 r-3-. 11 r---3--, If ►~ ; I J Ji)~ p .b} Jl,J)q)}lj l1Jl j) .b Jl.;} }l J> {) 
R' - tseib A-do- nai e-Jo-bei - nu b' - a-m' - cha Yis- ra- eil u- vit- fi - la- tam-

Example 3.7a 

Bpmpl~ 3.7c has two opening phrases. The first is a simple move from.the 

to the fifth scale degree, while the second is a fuller 1-3~5 opening 

. This is reminiscent of the pair of opening phrases in Magein Avot we 

in example 2.2a. However, we shall see shortly that the 1 ~5 opening 

of the principal introductory phrases for daven.ing in Ahavah Rabbah.. 

Notice that the phrases which form the descending sequence in ex-

3. 7 a are not adjacent. These are the phrases first as they appear in the 
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Opening to 
the fifth 

J I 
1-3--4-5 opening Concluding phrose 

,,~~ J J 
r-3-, 

1J) JJJ JJ~ • 
Example 3.7b 

Here they are again, rearranged by category: 

Opening phroses Sequential phroScs 

Example 3.7c 

31 

"Thilot l'Eil elyon" is the hazzan's introduction to "mi chamocha" for 

all dacharit services. Example 3.8 shows the opening to the fifth scale degree 

aad the descending sequence with some cantorial ornaments. 

Intermediate phrose lntermecfiate phrase 

j 
· Opening phrose (D @ fbJsol phrase 

I II , 11 11 

Ct JI Jil {ffl[U .Jll Qr] r· ll ¼\§J J li) DI 1J 
T -hi - lot.--- I' • Eil- el - yon, ba • ruch- Hu um · vo - rach. 

Example 3.8 

a particularly interesting example because of the way similar melodic 

hvf-lhff'l•· c patterns are used in phrases with different functions. All four 

make ~ of the rhythmic pattern J J J J J. The first three 

f 
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phrases all use the melodic pattern ,= /j • - while the concluding phrase - ---

changes the figure t.o E! cJ • which provides the sense of finality corre­

sponding to the penod at the end of the textual sentence: "Praise t.o God on 

high. the blessed One Who is blessed." Note also that "l'Eil elyon"f'to God on 

high• coincides with the phrase with the "highest" pitches. 

Example 3.9 shows the beginning of the k'dushah, the third section of 

the .Aacharit amidah and often one of the more virtuosic moments for the 

cantor. After the opening t.o the fifth, there are two sequences which are at 

the core of the word painting. The translation of this passage is "We sanctify 

Your Name on earth, just as they sanctify It in heaven above." The descend­

ilw aequence paints the words "on earth" while the ascending sequence paints 

1i. the heavens above." 

r--3---, ,--3--, Descending sequence 

r.)..--"" r.\ ~ 

~ ~ I Jg,J 1J J J~J J) J J J 
N'-lea - deish------- et-shim - cha ba - o- lam k' -

Ascending sequence 

she- mak - di - shim o - to-- bish - mci- ma- rom, bisb-

1":\. 

mci,--~· ma - rom, 
f 

Example 3.9 
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In all of the examples we have examined thus far, the common thread 

has been the opening to the fifth degree followed by a descending sequence 

either to t he third scale degree or returning to the tonic: 

Basic Motmc Categories 

• Opening to the fifth scale degree: l -+ 5 

}J:'~ • Sequence descending to 3 or l 

In example 3.7a, we saw a second opening inAhavah Rabbah: 1-3~ 

5. This opening phrase also moves from the modal tonic to the fifth scalP 

dep'98 but, according to Dr. Eliyahu Schleifer,2 it provides a stronger opening 

mAhavah Rabbah. While the 1-+ 5 opening could indicat.e any mode in the 

tGDal, ecclesiastical or east.em systems ( with the exception of the largely 

tical locrean mode), the 1-3-4-5 opening gives us much more infonna­

tiaa. From a Western perspective, it outlines the major triad. Notice, how­

the notes that follow. In example 3. 7 a, the 1 -+ 5 opening is immediat.ely 

ed by bb, the minor sixth scale degree above the modal tonic - and 

nt with the major mode. The second opening phrase (1-3-4-5) 

ues with a descending pattern that emphasizes the augmented second 

,I and l The lowe=ed second scale de:ree (eb) and the resulting 

ted second are also both inconsistent with the major mode. 

Yismach Moshe begins the k'dushat hayom for Shabbat in the tradi­

aervice. Gt has been omitt.ed in the Reform liturgy.) Example 3.10 .. 
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features the 1-3-4-5 opening followed immediately by the minor sixth scale 

degne (b~). This combination identifies the Ahavah Rabbah modal family. 

Yis- mach Mo - she--b" - ma - t' - nat- chel - lro, ki e - ved oe- e -

man__ ka - ra - ta lo. 

Example 3. 10 

In example 3.11, the 1-3-4-5 opening occurs twice: 

Opening phrase: l ....J-4-5 

I •· 

lntermecfKJte phrase ► 

I r--3-, 

} )1@} 
L' - dor va - dor Hu lea-yam ush- mo lea - yam v' - chis- O- na -

Opening phrase: l ....J-4-5 Concluding phrase 

l ,I -r-3-, 11 r.'\ I 
41@). Ji) ) ,J>.)J> .P J)}.J ,412J. J> ,l_,, J J 

cbon.-- u- mal-chu - to ve-e-nm-na-to la - ad ka - ya - meL 

Example 3. 11 

case, the opening motive - which outlines a major triad - is fol­

:by a phrase which identifies ~ passage as being part of the Ahavah 
• 

family. ~r the first opening, the intermediate phrase cont.a.ins a 
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minor sixth scale degree (bb); after the second opening, the concluding phrase 

ernph•s17.es the minor second scale degree (eb). 

A strong opening in Ahavah Rabbah outlines the major triad 

( 1-~5) or,d is quickly fellowed by the 

minor sixth or minor second scale degree which ident ifies the mode. 

A third type of opening phrase features a small melodic amplitude 

cantered around the tonic: 

r---3----i 

~ ~ I ;, ~l ➔l * J,. l }. J J ,rJ .,rJ. 
Yit-ga - daJ v' -yit- lca-dasb sh' - Dl(;j ra - ba 

Example 3.12 

ID lms opening line from the weekday hatzi kaddish that precedes the 

6or'ehu, the Ahavah Rabbah.mode is established with the figure 1-2-7-1 in 

both the second and seventh scale degrees (supertonic and subtonic, 

·vely) are lowered. This combination is possible only in Ahavah 

the Phrygian mode in the ecclesiastical syst.em. It is for this rea-

t Ahavah Rabbah is also referred to as freigish (the Yiddish parallel of 

rd "phrygian"). Notice the similarity between example 3.12 and the 

phrase in example 3.5. One. of the characteristic features of the syna­

modes is tha~oa can ~rr,e more than one function in the 

aJ,syntcu. 
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The next two examples demonstrate the opening from the lowered 

I\Jbtonic. In both cases, there is an immediate move to the tonic which serves 

u a recitation tone in this parlando style of davening. 

r--6-----, r--3---, 

Mal . kei- nu me- Jech a- vo- tci - nu. go- a - lei - nu go- eil a - vo- tei - nu 

Example 3. 13 

r-3--, ,---3--, ,---3--, r--- 3--, 

~ ·~··~• I > ·· ~~1.PJ?,) i 
R' - tscib- - A-do- nai c-lo - hci- nu- b' - a - m'- cha Yis- ra -

,---3--, 

1tt 1U!D. Jl,U J!} l1J 
eil- --- u - vit - fj - la - tam 

Example 3. 14 

a+oplP. 3.13 comes from the g'ulah (redemption) section of the shacharit -Ki -one of the paragraphs before mi chamocha. This simple style of 

allows for rapid declamation oft.ext. Example 3.14 is the opening 

of the avodah, the first of the final three blessings of the amidah. 

also demonstrating a rather simple and rapid davening style, the 

· c figure in the second half clearly emphasizes the augmented second 

and the Abavah Rabbah mode. 
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The phrase which begins below the tonic is one of the typical openings 

in.Ahavah Rabbah. Example 3.15 also shows theparlando style. Notice that 

below the tonic, the sixth scale degree (b~) is raised! 

~ 
Sim- sha - Jorn to- vah, uv- ra- cha ba- o - Jam 

Example 3.15 

The next three examples show a variety of openings for Tzur Yisraeil , 

the paragraph following mi chamocha in the shacharit service. All three 

make use of the raised sixth and lowered seventh degrees below the tonic. 

B,•mpl-e 3.16a is the simplest version: 

C ~1JJi§J· 
Tzur·------ Yis- ra-cil 

Example 3. 16a 

b ,---6---, 
The figure ' ~ 3 , where d1 is the tonic note (i.e., the 

JijJ J4.JJ 
t begins the principle octave) is a very common opening in Ahavah 

The next two are variants. Example 3.16b is from the famous Sacred 

of Ernest Bloch and shows the descent to the fifth degree below the 

t.onic. Example 3.16c begins one of the best-known cantorial settings 
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f 

Example 3.16b 

r-3--, 

t2 .~ifJ J u • 
Tzur----- ----- Yis - ra- eil 

Example 3.16c 

There is one additional opening motive which is usually used as a 

••u1ary opening phrase - that is, it does not actually begin a recitative but 

hep,• a section after Abavah Rabbah has already been established. This is 

tbe opening to the fourth scale degree. 
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Opening phrose: 1 ~5 Secondary opening: 1- 4 

,--3-, 

§ ~ #J ~ ~ ~ ~~ 7S i) ~ 

E- lo - hei nu vei- lo- hei a - vo - tei - nu ba- r' - chei- nu va-b' - ra-

17\ 

cha ha- m· - shu- le - shet.- ba- to - rah ha- k' - tu-x ah-- al y· -

dei- Mo-she- av-de-cha. ha-a - mu- rah- mi -pi A-ha- ron u-va-nav,. ko-ha -

nim-- - - am----- k' - do - she-cha. lea- a- mur. -

Example 3.17 

tins introduction t.o the Priestly Benediction begins with the 1-3-4-5 open­

motive. The second phrase, at "bar'cheinu vab'rachah ham 'shideshef' 

es use of the 1 ➔ 4 opening. Notice that this implies the tonal key of g 

. That is the reason that this 1 ➔ 4 opening is not favored to open a 

"tative: it does not immediately establish Ahavah Rabbah. Yet it is a legiti­

te phrase within the context of Ahavah Rahoeh. 

In this particular example, the feeling of g minor is also avoided by the 

of the J immediately following the g minor triad at "batorah." This forms 

augmented second between b~ -and cl, the sixth and seventh scale degrees. 

the-cf is used only when approached from above; that is, when descending 
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fl'Om the d2
. When c is the upper note in a melodic passage, it appears as cq 

.... (Ne the phrase beginning at "ha'amurah" in the third line and the coloratura 

at •am• in the fourth line}. Raising the seventh degree in the octave above the 

fDDic can occur in Ahavah Rabbah; however, the seventh degree below the 

1Dnieis always lowered. 

So far we have seen opening phrases to the fifth scale degree, to the 

fifth by way of the third and fourth scale degrees, and to the tonic ·by way of 

1be lowered subtonic or raised sixth below the lowered subtonic. A secor.dary 

"P9"ing to the fourth scale degree is also common. The intermediate phrases 

ccmaist mostly of descending patterns, often as a sequence. The concluding 

motives are primarily scale-wise descents to the tonic, emphasizing the aug-

ted second between the second and third scale degrees, or simply rest on 

t.onic encircled by the supertonic and subtonic. 

Characteristics of the Ahavah Rabbah Family 

• Opening phrases 

To the fifth scale degree: 1- 5; 1-3--4-5 

Beginning on the subtonic: 7-1; 1-2-7-1; 7--6Moj-7-1 

Secondary opening: 1 ➔ 4 

• Intermediate phrases: des!:ending patterns, oft~n in sequence 

• Concluding phrases: descending scale patterns to the tonic empha­
sizing the augmented second; or encircling the tonic. 

An important structw-al feature of the Jewish modes is the pre,,con­

phroN. ~pre-concluding phrase is one that leads inexorably t.oward a 
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conclusion. The Ahavab Rabbab family features a strong pre-concluding 

plirue. 
An extension of example 3.1, the example which follows has many of 

the characteristics we've already examined in this chapter. The text comes 

fram tJ,e first blessing before lhe sh'rna in the shacharit service. 

Opening TO The fifth 

,-3--, 11 

ln1em,ed"101e phrase (D in sequenoe 

r--3-, 
~ 
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Ha- m · - cha - deish b · - ru - vo b · -chol yom ta- mid--- ma- a -

Concluding phrase 

@ in sequenc.e 
Opening to 
the fourth Pre-<:onduding phrase 

seih v· - rei- shit-- Ka - a - mur: r -o - seih o - rim- g' - do- lim.--

Concluding phrme- in 1'NO poru 
I 

r-J, I ,.-J-, 17\ 

......_, --
1' - o- lam- chas - do.-

Example 3.18a 

the opening to the fifth degree followed by a pair of phrases that return 

the modal tonic in a descending sequence. The secondary opening to the 

scale degree follows at the word •ka'amur" {on the second line). Nat, 

ver, is where we see a new feature: the pre-concluding phrase. Pre-
~ . 

eluding phrases in Ahavah Babbah generally end on the lowered subtonic. 
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"L10t1eh orim g'dolim" moves downward to c, the lowered subtonic of D Ahavah 

RalllM+. A strong ending following the pre-concluding phrase leaps upward, 

begmning with the pattern 7- 5- 3 and then descending scale-wise to the 

tonic. Here are outlines of the phrases in this example: 

Opening phrase 

j 

Secondory 
opening phrose 

2 

Two-pon sequence 

lntermediare phrose - Concluding phrose 

r--J--, r--3--, 

~onduding phrQSe Concludi.ng phrose in 2 ports 

7 - 5 - 3 

Example 3. 18b 

The pre-concluding phrase of the Jewish modes has a parallel in tonal 

·c: the cadence to the dominant, particuiarly the 1: chord. Once a bar-

. c progression arrives at the I! chord, we know that the V-1 cadence is 

t.,rnioent. In the Jewish modes, the same drive to a cadence is achieved 

odically. In the two lines of music which follow, the lower staves show a 

· cal harmonic progression in Western tonal music, while the upper staff 

s the melodic equivalent in Ahavah Rabbah. In the harmonic progr~~ • 

the ~ chord leads to the V-i cadence. The modal equivalent is the pre­

uding phrase leading to the two-part concluding phrase. 

v 
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Pre-conduding phrase Concluding phrase in 2 ports 

b 17'\ ~ I , 37 I r-3 , 17'\ I 1,~ ~ . Yd kj_a~ @, 1'~l ·1»!J Ji ; 2 
h • - -~ "-' ..__, · 
Kaa- mur:r -o-seiho- rim - g"-do-lim,- ki--- 1'-o-lam-chas- do. -

i - iv - - - - - - - - i: - - - - V - - - - - -
A 

Example 3. 19 
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The example below again shows the pre-concluding phrase ("y'shuot 

tdttlh•) and the concluding phrase which follows. As before, the concluding 

phrase is in two parts. The first part begins on the lowered subtonic (c 1
) and 

then moves to the fifth (a) and third (ff) scale degrees. 

,t r ,; 
Va - ha - vi - ei - nu J' - sha- lorn mei - ar - ba- lean- fol-- ha -

a- retz.- v'-to-li - chei- nu ko- m' -mi- ut 1'- ar - ttei - nu. Ki Eil po -

Pre-conduding phrase Co~"Jding phrase in 2 ports 
.------=-'-----, ------~, 

r--3---i r-3--, r---3--, r--3--, 

al y'-shu-ot-- a- tab, u- va-nu va-cb.ar- ta mi-lrol 

Example 3.20 
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The "R'tzeih uimnuchateinu" of Israel Alter is another of his best­

known liturgical recitatives. The opening motive here does proceed to the 

fifth scale degree, but only aft.er an attention-grabbing octave leap. Again, the 

pre-concluding phrase to the lowered subtonic leads to a concluding motive 

for this sectcn cf the recitative: 

r--3--i 
,-

E- lo - hei nu Ye:- lo - hei-- a- vo - teJ - nu, r· -

Pte-conduding phrase Concluding phrose in 2 parts 

...._.... 
tzeih. r· - u.eih vim - nu - cha - lei nu 

Example 3.21 

This setting of"Az b'kof" from the Shabbat morning k'dushah demon­

tes many of the characteristic features of Ahavah Rabbah davening: 
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Opening: l ~5 

lnrermediote phrose. 

(b0 identifies the mode) 
Intermediate phrose 

(1 st in sequence) 

I I J . I , .--------
; '.I ~':1 I ~ . ~ ·_, ?· Hf' !' j' iiP .! • J1 

! ~ :, -ii ~~1 ~ 
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Az_ b'- kol ra - ash ga- dol a - dir v· - cha - z.ak mash - mi -

Intermediate phrose 
{2nd in sequence) 

' im kol, 

) J 
ma - tam 

Opening· 1- 4 Pre.concluding phrose 

, 
~)iJ:i i J 

11 E . • 
-.._,.;: 

mit- na - s· - im I' · u-mat s· - ra - fim,-

Concluding phrose in 2 ports 

t I ,J h J ~ J I J._ J - - -
ba - ruch yo - mci ru: 

Example 3.22 

I 
; i 
r . 

In "V'te~ina," which concludes the avodah blessing of the amidah, 

pre-concluding phrase ends with a downward leap to the lowered sub-

. c. The concluding phrase which follows still utilizes the 7-5-3 pattern, 

the ascending octave leap on the seventh degree (at "hamachazir') 

dllie shape of this motive. 
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,, ►'' 
,----3-, 

~~ ti ' s ,, ,, ' i t~ #· ' • - • • • J 
v· · le- che - zei- nah ei - oei - nu- b. -shu- v· - cha r . tz.i. yon _ _ 

Pre<onduding phrose 

tf ►b ~ • 
b". 

I 

If ►b i 

} } 

ra - cha . 

%Jg_!, ' - . 

t~ • 

r-J-, 

t!t> • · 
mim. Ba- ruch 

Concluding phrase 

II 

r.-. 

~ b l J I tt • ,i ~-
a . t.ah A - do- nai, 

IJ 

1) J J rl J 1 
-.....___! 

ha- ma- cha - rir sh· - chi- na - to, ____ _ r - tzi- yon..----

Example 3.23 

From all of the examples we hav~ exaroioP.d in this chapter, we can 

tify the principal phrases of the Ahavah Rabbah family. In general, the 

lR'Ll&ill; phrases use one or more of the notes of the major triad built on the 

tonic in combination with one or more of three notes which, in combi-

11 

. on with the major triad, identify Ahavah Rabbah: the lowered subt.onic, 

minor second scale degree Oowered supertonic), and the minor sixth scale 

. The intermediate phrases are oftal descending pattz:ns and form 

e kind of sequence. The pre-concluding phrases end on the lowered sub­

. c, while the predominant concluding phrase descends scale-wise to the 

·c, emphasizing the augment.ed second between the second and third scale 
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The Adonai Malach family is named for the opening words of Psalm 93, 

the last psalm of the Kabbala.t Shabbat service on Friday evening: "Adonai 

malach geiut laueish r'Tbe Lord reigns, robed in majesty." (Traditional Jews 

who do not pronounce the name of God outside of the worship setting would 

nfer to this mode as HaShem Malach.) Commentators generally agree that 

,:t]his mode generally conveys an ethos of grandeur and majesty."1 To think 

al1he mode in this way is not without some merit. The psalms of Kabba.lat 

SluJbbat indeed speak of God's reign, the wonders of Creation, and God as the 

... rn-P of salvation for all Creation. The music of Kabba.lat Shabbat features 

ping arpeggios outlining major chords. The Adonai Malach family is also 

~ on &sh Hashanah during portions of the Shofar service: for the begin­

of rnalchuyot (proclaiming God's reign) and shofarot (the promise ~f 

emption which is recalloo in the blast of the shofar). However, this modal 

· y is also used in other places in the liturgy which are of a penitential 

e. Most not.able among these are three paragraphs at the beginning of 

Vului/Confession on Ereu ~m Kippur, the Day of Atonement.2 It is one of 

fascinating realities of Jewish liturgy that the same musical mode is used 

proclaim the majesty of God and the contrition of lr ... maokind. 

It is also one of the great ironies of Jewish liturgy that Psalm 93, 

nai Mal.ach," is usually daven.ed in a mode which is notAdonai Malach. 

is a result of the hazzanic practice of ontklpation. Anticipation, in turn, 

from.a bmader princi~le: that the cycle of Jewish living and learning is 

. On the festival of Simchat 7brah, when we demonstrate our joy in 
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Principal Phrases in the Ahavah Rabbah Family 

Opening Intermediate 
r-3-, 

I Pre-conduding 
I 
I 
I .@zj.!' I 

I .. 
I 

Concluding 

r--3-, 

47 

I 
I 
I 
I 

.. J • 1J fiJJ JlJ_ 

I 
I 

'I ,-6-, I 
5' I JJJJJJJ I 

I 
I 
I 

I : :nnu 

Example 3.24 

From the examples in this chapter, we can derive this scale ,or the 

:vah Rabbah family (on d1
) : 

. -
Example 3.25 
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The salient features are: the lowered second scale degree and the major third 

&ming an augmented second; the raised sixth below the tonic; and the occa• 

aional raised seventh degree in the primary octave, forming another aug­

mented second interval between the sucth and seventh scale degrees. With 

the reised seventh degree, the primary octave can be broken into two identi­

tal, disjunct tetrachords with the intervals of a half step, augmented second, 

and half step. 
oug 

half 2nd hotf 

L J €!f!s 
Example 3.26 

bon't forget that, like all Jewish modal music, the scale can be transposed to 

Notating music in Ahavah Rabbah is a challenge when one attempts to 

write a key signature. Three options are available. First, it is poSS1ole to 

notate the music with a blank key signature and insert the accidentals each 

time - the way the scale in example 3.25 is written. The second is to write a 

key signature which reflects the standard notes of the primary octave. For 

Ahavah Rabbah on d, that would look like this: ~ with the combination 

f one sharp and two flats. While technically accurate, it may be difficult to . 
read for the musician trained in Western tonal bannony. This method results 
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in some confusing-looking key signatures, such as Ahavah Rabbah on e: 

~ oronc:~. 

The most common method is the one employed throughout this chap­

W. write the key signature of the minor key whose tonic is a fourth above the 

modal tonic. In this chapter, all the examples have been written in D Ahovoh 

labboh with a key signature of two flats - corresponding to g (a fourth above 

d) minor. Then you must add accideotals to indicate the maJor third (in these 

pm.pl es, ti) throughout the piece. In tonal music, we run into a similar 

"tuation in the minor mode. Oftentimes the seventh scale degree is raised i.n 

minor key to form a major triad on the dominant. In fact, g minor - just 

Jike D Ahavoh Robbah - would require ~s to be written as accidentals. While 

haps a bit more cumbersome, this is the method most easily interpreted 

J,y Western-trained musicians. We will revisit this approach to writing key 

..-,~tures in modal music in the next chapter as well, where the consider-

· ons will be a little different. 
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the study of Torah, the reading of the last portion of the scroll is followed 

immediately by the reading of its beginning, symbolizing the continuity of 

learning. On Shabbat afternoon, the beginning of the Torah portion for the 

Mowing week is read, anticipating the learning th2t will follow. This prin­

aiple is played out in other ways in the liturgy. For example, on the Shabbat 

Immediately preceeding the start of a new month, the hazzan will announce 

file coming of the new moon (this is also called bentchin.g Rosh Chodesh). The 

flnnouncement will often contain a musical anticipation. The hazzan may 

IDclude a fragment of a tune connected with an important holiday in the 

erniog -month: a snippet of the blessing over the Chanukkah lights antici­

pates the month of Kisleu, while a phrase of trope from Eicha (Lamentations) 

the scroll read on 'lisha B'au - may be included in announcing the month 

Av. 

Within a single service, liturgical and musical anticipations are used 

l,oth as reminders to the congrega~on to insert prayers appropriate to the 

y, and to help them make a smooth transition to the next portion of the 

. For example, the inclusion ofu'sham'ru -the words of Exodus 31:16-

7 which proclaim Sabbath observance - immediately before the silent 

_, .. .,....· .... h on Friday- night reminds the congregation that they will be reciting 

e Shabbat and not the weekday amidah. On a weekday at the end of the 

'ahavta - often chanted in Torah trope - the hazzan will chant the final 

ords "Adonai eloheichem emet" in Ahavah Rabbah, signaling the return to 
V . 

t mode in the g'ulah section which follows. 
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Although most of the psalms in Kabbalat. Shabbat are dauened in 

Adonai Malach. the Eastern European tradition is to dauen the Shabbat 

ma'ariu service in Magein Avot. The hazzan who wanted to alert the congre. 

pt.ion to the transition from Kabbalat Shabbat to ma'ariu would move to 

llagein Avot at the end of the last psalm ir. Kabbalat. Shabbat: Psalm 93, 

•Adonai malach geiuJ. laueish." Over time, this anticipation moved further 

and further backwards to yield a tradition which dauens the two psalms 

llllowing L'cha Dodi - Psalms 92 and 93 - in Magein Avot . It is because of 

this principle of anticipation that the psalm "Adonai malach" is often not 

chanted in the Adonai Malach mode. 

J Just in case this is not confusing enough , there is a Western European 

tradition which dauens the Shabbat ma'ariu service in Adonai Malach. In 

lbat tradition, the case of anticipation in Psalm 93 does not apply, which is 

why one can find settings of" Adonai rnalach" in the Adonai Malach mode. 

A setting of Psalm 93 will serve to introduce the salient features of the 

onai Malach modal familiy. All examples in this chapter are written with a 

--

r 
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Opening phrose Intermediate phrase 

r3, I ► 
r--3--, r-3--, 

P v· '·~ v r p ;, p 
A- do-naima- lach gei- ut- la- veish. la-veish A- do- nai oz hit - a-

Secondary 
lnte, .-n~dia!e p; ,rose Concluding phrase Opening phrase 

, .-3-, I I I 

.§jj &)md · ;, E]r 
zar. af ti- kon tei - veil- bal ti-moL--- Na-chon-

Pre<onduding phrase Concluding phrase 

I ,3-, 

l*~DP (t;,6 J § .. lLJ ~ j II 
kis- a-cha....mei-az..- mei- 'o-larn- a- tah. 

Example 4 . 1 a 

'l'he ascending triad of the opening phrase is one of the most characteristic 

6atures of the mode. The flat seventh (eb) in the second phrase is also one of 

e essential elements of the Adonai Malach family. Notice that the first of 

e concluding phrases (at "baltimot") contains the raised subtonic (e~1
) -in 

ntrastto ftie lowered seventh scale degree (ebi). 

Two features that we saw in the Ahavah Rabbah family also apply to 

donai Malach: the secondary opening phrase and the pre-concluding phrase. 

As in Ahavah Rabbah, the secondary opening phrase begins on the tonic and 

empbasi:res the fo~e ~ -In Adonai Mala~ the secondary opening 

phrase is actually the start of a concluding section. The pre-concluding 

phrase ends on the supertonic. (Remember that hi Ahavah Rabbah. the pre-
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concluding phrase ended on the lowered subtonic. ) In fact, the pre-concluding 

phrase is the only Adonai Malach motive that does not rest on the first, third 

er fifth scale degrees. Phrase endings on 1, 3, and 5 are a distinguishing 

feature of this mode. 

The phrases in example 4.1 a can be :atel.>gued as follows: 

Opening phrase 

,-3-, 

E.IJ r 
Concluding phrase 

) r-3--, 

t4 ~ J} f J(ijJ J 

Intermediate phrase 

,-3-, 

Secondory 
Opening phrase 

'---' 

Pre<oncluding phrase 

,-3-, 

Example 4. 1 b 

Intermediate phrase 

Concluding phrase 

~ . p Jl J J 

Na'aritz'cha is the opening text of the musaf k'dushah which is also 

.. 
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Opening phrase 

Na - a - ri - tz· - cha v· -nak- di - sh"-cha 

Secondary Opening phrase 

lntermecfKlte phrase 

k' - sod si - acb sar-

Pre-conduding phrose 

I I 
2 'f 

fei-- ko - desh. ha- ma.k-cli - shim- shim- cha ba - ko -desh. 

lntennecflO'le phrose. sequence Concluding (Pousol) phrase 

<ID - r ~ 
ruv al yad n' - vi - e- cha. v· - lea - ra reh el zeh v • - a-mar:- - -

Example 4 .2a 
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o new phrases are introduced here. The penultimate phrase is an intenne­

. te motive containing a sequence. This motive is often extended as, for 

tance, in Max Janowski's Kiddush for Rosh Hashanah: 

15' U J ;,J. n?J1 r 
me - lech al kol ha - a - retz 

Example 4.2b 

cause of the sequential nature of the phrase, it can be used to enumerate a 

· (of attributes, names, etc.). 
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Intermediate phrose: 
sequence 

Example 4 2c 

The concluding phrase in example 4.2a, with its ascending arpeggio, 

56 

ks very much like a typical opening in the Adonai Malach mode. Actually, 

eertain motives can have nudtiple functions in this mode. Notice also 

tbat this motive ends on the fifth scale degree, which gives less of a sense of 

tlnality to this concluding phrase. Indeed, some hazzanim would categorize 

· as a pausal phrase - a subset of the intermediate phrases. The ending 

the fifth scale degree in this mode implies that something is to follow. The 

'aritz'cha" paragraph is the introduction to the congregation's proclama-

• n: "Kacrosh, kadosh, kadosh, Adcmai tz'uaot .... " By concluding on the fifth 

e degree, the cantor cues the congregational response. 

Similarly, the cantor's entrance often concludes a section of congrega­

. onal davening: In a traditional Kabba/at Shabbat serviCE:, the hazzan 

ts the opening of each psalm aloud prompting the congregation to daven 

e entifepsajm in an undertone. The hazzan then repeats the last line(s) of 

e psalm out loud and continues to the first line of the next psalm, where the 

tire procedure is repeat.ed. In this way, the motion of the prayer service is 

continuous, but the cantor's audible int.erjections keep the congregation 

together moving at mo~ ess a unified pace. 

Because the cantor is "int;enupwig-the congregational daventng, the 

nature of the opening phrase can be modified. ' 



CJllp:e, 4 : Adonai Malach 

Intermediate phrase 

to the minor tenth 
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lntermecfoote phrase 

I r-3-, 11 

,,~ p p i P P p V L , 

Opening phrase 

1

1 p· p tQ1 I I 
D I 

A - do - nai e - lo- hei - nu a - tah a - ni- tam. Eil oo-sei- ha -

Repeat of I st 

lntermed:-ate phrose 

r-3-, I I 
11 ~ p bp p ~-

lntermocficne phrase 

11 ,-3-, 

~ ~ I !S-td_j J,. } ti p I &P J tJ 
yi - ta la- hem, 

Concluding phrase 

v' - no - keim--- al a- li - Jo - laID.- - - -

Example 4.3 

S!ae opening phrase in the higher register is a more effective "interruption" 

the part of the hazzan. And because it does not outline the major triad, the 

tive has a sense of "begiooiog in the middle of a phrase." Indeed, the 

tor is beginning in the middle of the psalm. 

Notice that at the words "Eil nosei"f'a forgiving God," the intermediate 

[laU•~ extends upwards to the tenth scale degree above the tonic (i2
) which 

minor. This is in contrast to the third scale degree (a~
1

, an octave lower), 

· ch is major. 

- In this simple setting oC-Na'aritz'cJu,,• by Katchko, we observe varia-

. ons on the phrases we saw in previous examples . 

.. 
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r 
Na - a - ri - tz' - cha v· - oak - di- sh' - cha k' - sod si- ach sar- fej __ 

- p t...:::: •· 
ko - desh,--- ha-mak- di - shim- shim- cha ba - ko - desh. k.a- k.a -

Pre-conduding phrase 

'"""-I 
tuv al yad n· - vi- e- ch~- v'-ka- ra z.eh_ el zeh _ _ v· -a - mar:_ 

Example 4.4 

Pay particular attention to the pre-concluding phrase. In examples 4. la and 

~a, the pre-concluding phrase followed the secondary opening phrase. In 

t, the secondary opening phrase is almost always followed by a pre-con-

uding phrase to the second scale degree. However, the pre-concluding 

hrase can also be used in the absence of the secondary opening phrase, as is 

case in example 4.4. 

Adonai Malach can paint text in a quite vivid manner. Look at this 

,setting from Psalm 98: 
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Opening phrose lntennecfKJte phrose 

I -3~ r-3-,r-3_ I I ~ 
r-3--, I I tr 

If~ 'Ji-J iJ .P1 c!& c.irl· ~ I ~- P Elf· .P I 
Ba-cba-czo - tz' - rot---- v' - kol sho-far,-- ha -

,3--, 

ri - ·u lif - nei-- ha - me- Jech A - do - nai.-- Yir -

Secondary Opening Pre<Oneluding 
phrase phrase Concluding phrase 

.-3-. r-3-.II I r- 3, I I 
If~ 0 ~ ~ n @ -Ji £l J! ij l l ~- p J J 11 

am- ha- yam um- lo-o,-- tei-veil,- tei-veil- v' - yo - sh' - vei va. 

Example 4 .5 

With trumpets and shofar sound 
call out before the King, Adonai. 
The sea and its fullness will roar 
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Bachatzotz'rot v'kol shofar 
hari<u lifnei hamaech Adonai. 
Yu-am hayam umJ.o-o 
teweil. v'yosh'vei va. the world and those who dwell therein. 

The arpeggio of the opening phrase is used to portray the trumpets, while the 

upward leaps of the fourths and the trill mimic the sound of the shofar. The 

repeating triplet figure at the beginning of the third line paints the rocking 

motion of the sea. All of this is accompJisbed within the standard motives of 

the mode. In fact, the concluding phrase at -V'yosh'vei va• -

1 f ► )~ J J I - is perhaps the most common of concluding phrases in 

Adon. Malach 
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In more complex hazzanut, the motives can be embellished even fur­

ther. Compare the first half of the following example t.o the same text as it 

was set in example 4.3. 

Opening phrase Intermediate phrose 

A-do - nai- e- lo- hei - nu a - tah,-------
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a -

j 
tab a-Di-tam, Eil- oo-sei- ba- yi-ta la-hem.- v' oo-

Secondory Opening phrose 

, 3-, r-3--, I .-3--, .-3-, 

1 ~~ Firrfl Jl& ~p P nw ~- P II f"l UP" p ~ I 
Jreimi--- al a- Ii-lo-tam.-- Ro-m' - mu- A-donai e-lo-

f>re.<:londuding phl'Clle 

bei-ou v-hisb-ta· cha-W------ I'. hai'- kod- sbo,--

I 

If b r· p I 

Opening phrme fntenr,ediole ph1018 

113-, r--3 .- . -, ~ 

;f!f l U I U F 
I 

P , p I ~ l. l I rTI. 
ti b -dolb A-do-mi e-Jo.bei-nu. 

Concluding phrme 

Miz-mor- J'- Da - vid-

Example 4 .6 
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In discussing the principle of anticipation, we said that the Eastern 

and Western European traditions for chanting the Shabbat ma'ariv service 

were based on different modes. In actuality, there are many regional differ­

ences in cant.orial traditions. In example 4.lb, we saw that the secondary 

opening phrase looked like this: If ~ J) El r . Example 4. 7a makes use 

of a different secondary opening which is taken from the Polish tradition. 

if~ • J) 
• J) I p· ~ r· D p· 

~, ,J r * p· ~I r bp· p p· p 
Ar- ba • 'im sha-nah a - kut b' - dor, va - o - mar am to- 'ei lei -

Secondary Opening 
phrase - ~ish trodition P,-:onduding phrose 

I 

I I > ~ tf ~ J J dJ F ~ Jl J! r .P .Pl J. d i @ . J\ ~ F p .Pi 
vav beim, v' - beim lo ya-d' - •u d' - ra - cbai. A • sher-- ni~ba- ti v' - a -

pi,-- im y'-VO - UD---- el-- m' -ou-cha- ti.-

Example 4.7a 

Inst.ead of being centered on the fourth degree above the t.onic, the secondary 

opening in the Polish tradition is centered on the fourth degree below the 

t.onic - in this case on c 1: 
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Example 4.7b 

N ot.e also that, except for the first and last phrase, all of the phrases in this 

excerpt end on the second scale degree - somewhat unusual for this mode. 
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In a traditional shul, it is common on Friday afternoon to dauen the 

weekday mincha service and continue more or less without interruption to 

the end of Shabbat ma'ariv. It is thus quite import.ant to mark the beginning 

of Kabbalat Shabbat. Although the first psalm, "L'chu n'ron'nah," can be 

chanted using the motives we've already looked at, it is frequently heard this 

way: 

Opening moO¥e Concluding motive 

I I 
r-3, r-3-i r-3--, 

I i ~ JI .P. j ~~ P iP .b J. ;, Ip J J 8J 1>1 a§ J. II 
L' - chu n'- ra-o'-oah la - do-oai, oa - ri -a l'-tzur- yisb-'ei - nu. 

Example 4.8 

While the concluding phrase is similar to others we've ~ the opening 

phrase does not use either the ascending triad (see example 4. la) or the 

opening to the octave above the tonic (example 4.3). Inst.ead, the characteris­

tic opening call for the Kabba/at Shabba.t service begins with pickup note a 

fourth below the tonic, establishes the tonic it.self by using it as a recitation 

t.one, and rises only to the third scale degree. at is interesting to compare this 

to exampl.e 4.12.) 
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Characteristic motives which designate a particular portion of the 

liturgy are especially evident in the Adonai Malach family. It is here that we 

can clearly see the distinction between "modal family" and "mode." While 

certain phrases are common to several modes within the Adonai Malach 

family, there are certain distinct motives which are associated with a particu­

lar portion of the Ii turgy. Perhaps the best known of these is the Avot of 

shacharit and musaf for Shabbat, the Three Festivals and the High Holidays: 
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Opening phrase: b'rochoh Concluding phrase 

r---3---, 

Ba - ruch a- tah- A - do - nai c- lo- hei- nu vci-lo-bci a - vo -

lnterme<ftate phrase: enumen:ttes o fist 

tci- DU,- c- lo - hci Av- ra-bam. c- lo - bci Yttz - cbak. vci- lo -

lntermecfiote phrase: oscencfmg line leading to •eJyon•rOf'I high• 

Ii~ ~~r ~ 1\4141 ~~~ P ,t , - = r·· ,r ; ,r ,r P P P p· ~ P P · ~ 
hei Ya-a-kov,- ba - Eil ba-ga-dol ba-gi-bor v'- ba-oo-ra.-Eil cl-

Sequena!(D 

r-3~ I 
P P t r , r· Jd Fl rc f 

Sequence (y 

YOO.-- go - meil cha- sa - dim- to - vim v' • ko - Del&.K.U..bi---

Sequena! @ (p~uding) 

J Jl ffi Jl Q J-1 JD 
__ ba-kol,- v'. ZJJ - cbcir chas-dei- a - vot.-- u-mci • vi go­

Conducfing phraN - 1st half Condudlng pfume - 2nd haf 

eil liv -nei v'-nei-hem.- l'-ma-an sb'-mo- b'- a-ba-vab.-

oontinlMd on na:t page 
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Pre<onduding phrase: Al)HAYS and ONLY introduces the chatimoh 

r--3--, 

j j _ 
Me- lech- O· zeif __ _ 

• ,i ........_.__. . 
. -u- mo - shi-a u- ma-gem.--

)~lJ,t~f1~ 

Opening phrase: b'rochoh Concluding phrase 

,.-3-, 11 

J. 1 § ;) r· D 
,--3--, I 
G ll Q;.\J 

Ba - ruch a- tah- A-do- nai, ma- gein- Av- ra- ham.-

Example 4. 9a 

The opening phrase which contains the b'racha.h and it's subsequent 

concluding phrase are perhaps the most distinguishing motives. 1Wbile these 

are similar t.o phrases used in Kabbalat Shabbat, they are immediately recog­

nizable as belonging to the Avot. 

Opening,.._ 
r3, 

Example 4. 9b 

Condudlng phra• 

,3-, l 

[1j p ;i'J 

It is not OV81&tat.i.og the point to distinguish these as the -Kabbalat Sbabbat 

Mode• IIDII the •Avot Mode.• 
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Another phrase which is part of this Avot mode is the pre-concluding 

phrase that leads to the b'rachah ("mel.ech ozeir umoshia umagein"): 

Example 4.9c 
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There are three kinds of lists in theAvot, each handled somewhat 

differently. The first is the list of names ("elohei Avraham, e/,ohei Yitzchak, 

ueiJ.ohei Ya-akou"l"the God of Abraham, the God of Isaac, and the God of 

Jacob"), and is almost identical to the intermediate phrase for en1UIDerating a 

list (cf. example 4.2b): 

Example 4.9d 

Next comes a list of attributes: "haEu hagadol hagi.bor v'harwra, Eu 

elyon"f'the God who is great, mighty, awesome, the most high God." This is 

accomplished with a simple a.soending phrase r.nlminating in, of course, the 

word •elyon"fmost high." Finally comes the list of deeds: •gomeil cha.sadim 

tor,im, v'konei haJtot v'zocheir cho.sdei cwot. umeivi goeil livnei v"neihem: l'ma­

an Bh'mo b'aluwak."/'Who bestows lovingkindoess, and Who creates all, and 

Who nmMHD~ the pious deeds of the Patriarchs, and brings a Redeemer t.o 

their cbildren's children: for His Name's sake." The chanting of this sect.ion 

begins with three sequential phrases and ends with a two-part ,concluding 

phrase: 
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Intermediate phrases in sequence Concluding phrase in 2 ports 

Example 4.9e 

Sometimes a motive from one of these distinct modes withing the 

Adonai Malach family can be borrowed for another text which is also chanted 

in Adonai Malach - for example, the hatzi kaddish for musaf on Shabbat 

and the Three Festivals (except for the first day of Passover and the last day 

of Succot when the special n'US(J(!h for 'Jbl, and Geshem - the prayers for dew 

and rain - is used). 

AvotMode 
Pre-concluding phrase: introduces the chatimoh 

r---3-, 

,,~ J j Jj j) J) 

L' - ei - la min kol 

I r--3--, 
t":"I r--3--, r--3 

Ji ) @JJ- , , > r~ 1 J • 
bir-cha - ta v'-sbi-ra -~ 

r-3-, 

} J,. }l p 
tush- b•-cba- ta v' - oe - cbe-ma - ta.-- da- a-mi-ran-- b'-a-1'-

II 
ma.- V'- i-m'-ru: A-mein. 

Example 4. 10 
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Although this setting of the musaf hatzi kaddish makes use of the pre-con­

cluding phrase before the chatimah from the Avot Mode, that pre-concluding 

phrase has been transported into an entirely different context. In this new 

context, two more intermediate phrases follow and extend the dauening 

before the conclusion at "V'im 'ru: Amein"f'And let us say: Amen." 

Important performance practice note! The staccato mark­

ings on the last triplet of "u'shirata" are not interpreted in the 

manner familiar to the Western-trained mUS1cian. as short 

notes. Instead, the notes are connected but each is given more 

weight - in the manner of the tenuto marking used by Western 

composers. 

Another mode within the Adonai Malach family is the Akdamut Mode. 

It is a simple mode based on this tune from the festival of Shavuot: 

r-3-, 

l~~JiJl JOJ Jl Ji Jll'nJ 1.i\JlJJ;/lJ 
Ak-da- mut mi- lin, v'sha- ri-ut shu - ta. Av-la sha- kil-na.. har- man ur - shu - ta. 

Example 4 . 11 o 

These are the first two verses of a 9()-verse Aramaic poem chanted respon­

sively by hazzan and congregation - two verses each - on the (first) morn­

ing of Shavuot immediately before the first Torah blessing. T' ... ~ melody con-

sists of four motives: 

11 



Chapter 4: Adonai Malach 69 

Opening lntermed"10te Pre<onduding Concluding 

J>J I J 
Example 4.11 b 

The Akdamut Mode appears in the kiddush for High Holidays and the 

Three Festivals, and also in places which are associat.ed with the giving of 

Torah and the covenant at Sinai: caJJing up Chatan 1brah and Cha.tan 

B'reishit (aliyot for the end of Deuteronomy and the beginning of Genesis on 

Simchat 7brah), and in the Sheua B'rachot (seven blessings of marriage) of 

the Wedding service. Here is a portion of the kiddush for Passover: 

Opening phrase lntermecflCJte phrase Pre-concluding phrase 

II r-3-, I 
I":\ r--3-, 

If ~ JI J1 Ji Jl Ji Ji Jl Ji @ JlJl fl .P ; Jl Jl Jl 
I 

49 
r-3, 

~~~, 'rJ 
a- sher ba-cbarba-nu mi-lcol am.- v'-ro-m'-ma-nu mi-kol Ja.sbon.- v'-Jd-d' -

Concluding phrase 

r--3--. I 
f i ' ) ) ;, ) } J) J ....__, 

sha-ou b'- mitt- VO- taV.-

Example 4. 120 

Notice that it is almost a direct quote from the Akdarn,,t tune. 

Nm is the same text in a more florid setting. Note that the Akdamut 

tune is now on the fourth scale degree of Ade>DIU Malach on f 1 
- not an un-

common usage. 
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Opening phrase lntennediate phrase 

, ~~ J\) I r p p Al EJ I tf§,N ., J, 
l ; . p I 

a - sher ba- char ba • nu mi - kol- am, v' - ro - m' -

PnK:onduding phrose Concluding phrose 

I r-3--, r--3 I 
'!. b r--3--, lz~ l ➔ 4 ~ 
l@s p ~ ~ p· ~ [jj,~ ~ ~ 1 gq J1 . • 1 > ~, Qjf££} 

ma- numi-kol la-shoo.- v'-ki-d'-sha - nu b'-rnitz-vo- tav. __ _ 

Example 4. 12b 

As we saw with the Avot Mode, the Akdamut Mode can be borrowed 

and utilized in an entirely different context. 
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Mi she- a- sah ni - S,uimu---­
r--3-, 

l 
. ........::..... a- a- vo- teJ - nu,_ v•- ga- al O • 

=►lf,fn J ;1 j J )I J J J : 
9-- . ------- -

1 f ~ F S-!& i ~ ~;j ;l JJ !) JJ Ji Ji Ji D 
• ,..-3-i 

i g;- ~ 
wn mei - av - dut r -chei - rut. hu-- yig-

3 ,-a--._• 

,,~ P P PP P 5 W J P P ~ •p 9 D F Jl Jl 
al o - i.nu b' - lea - rov, vi- lea - beitz ni - da-chei- nu mei- ar -

r--3, 

If ~ p · p ~ Ji p J. Jl Jl Jl Jl Jt Ji Ji Ji Ji O Ji J II 
ba bn- fot ba-a-retz, cba-vei-rim lrol Yis-ra-eil v·-oo-mar:- a - mein. 

Example 4. 13 

This prayer is part of the blessing of the new month (Birkat Rosh Chodesh). 

The Akdamut motives - used twice through - have been placed (in smaller 

notes) above the corresponding phrases in the Rosh Chodesh prayer. Why use 

the Akdamut tune in what at first appears to be a totally unrelatA!d portion of 

the liturgy? Perhaps an analysis of the text will shed some light. 1be first 

part translat.es as: -Ue Who performed miracles for our anceakn and re­

deemed them from slavery to freedom . .. • and goes on in the second half to 
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say:" ... may He redeem us soon and gather in our dispersed ones from the 

four comers of the earth; all Israel becoming comrades. Now let us respond: 

Amen." The first half refers to how God redeemed our ancestors from Egypt, 

while the second half looks forward to further redemption for the Jewish 

people of today. The portion of text which refers to the past uses the ancient 

tune of Akdamut. We may further speculate that, although the main histori­

cal event of redemption is more directly connected to Passover, the redemp­

tion from Egypt led to the revelation of Torah at Sinai (commemorated on 

Shavuot); hence, the use of the Shavuot tune. 

From the examples above, we can catelogue the following chart of 

motives for the Adonai Malach family: 
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Principal Phrases in the Adonai Malach family 

Opening Intermediate Pre-Concluding Concluding 
- r ., 

I r3-, r37 
r 

,..._ 
--. ~ - - ·- - . -- - - - ~ 

~ - - -. 
r - - J 

" J L 
J -,, I ~ T .... - .....J -

I --..J ~ 
t 

3 

I I 

~ .. I I .. I - r ..; I . - -~ ' . -- -t ... I -
I t -....J I 
I 

Enumerote a list: 
I I 

r--3~ I 
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r-3-, 
I 

I L 
. -. . . -- . ' - J _; ,. - - - . . 

• ·~ - ., ., ., - • • 
Example 4 . 14 

The ope,■inc 111ot.ives generally emphasize the pit.ches of a major triad on the 

tonic (f)~ uually with some kind of ascending mot.ion. Intermediate phrases 

end on the third and fifth scale degrees. A pre-concluding phrase ends on the 
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second scale degree, except for the special pre~oncluding phrase associated 

with the Avot Mode. Concluding phrases generally end on the tonic; however, 

a concluding phrase ending on the fifth scale degree serves as a cue for the 

next prayer. 

From these motives, we can derive the following scale (on f) for the 

Adonai Malach family. As with the other modes, this scale can be transposed 

to any pitch level. 

• • I,. 

-
Example 4.150 

This scale is made up of conjunct tetrachords. Each tetrachord contains the 

identical intervals: whole step + whole step + half step. 

L 
• 00• 

Perfed~ 

1 

1 1 2 

D/V'l C 

J 
Example 4. 1 Sb 

Pe,fect4th 7 
• bo -

This yields a scale with U!trachords stacked in perl'ect fourths. While pit.ch.es 

higher than the minor tenth are rarely used, they can easily be predicted 

from t.bis pattern. 

Tbe important feature of this scale is that it consists of no~49pNli"11 

om,-. In West.em music, the not.es of any key are the same in every octave . 

.. 
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But in Jewish modal music, the notes of the mode depend, in part, upon their 

dist.an~ from the pitch upon which the mode is built. It is for this reason that 

"modal t.onic" or "t.onic" in this study refers to a particular note in a particular 

octave. This is most apparent in the Adonai Malach family. 

One of the interesting implications of non-repeating octaves is that 

when a female chants a prayer originally set for a male voice, she is actually 

transposing the entire mode. In reality, this is more theoretical than practi­

cal. It does, however, have real implications for polyphonic choral settings. In 

Adonai Malach, the lowered seventh degree in the men's parts clashes with 

the raised subt.onic of the women's parts; the men's minor tenth clashes with 

the women's major third, and so on. 

On a most practical level, the key signature for Adonai Malach is, once 

again, problematic. It is, of course, always possible t.o write a piece with a 

blank key signature and place all of the accidentals within the score. This can 

become cumbersome. It is also possible t.o write the key signature of the 

primary octave, which includes the lowered seventh scale degree. Some com­

posers do, indeed, use this method- The most common method is t.o write the 

key signature for the major key built on the Adonai Malach t.onic. In fact, 

Cantor Noah Schall oftai refers t.o Adonai Malach as the •Jewish major.-a 

While Adonai Malach contains pitches which distinguish it from the major 

mode, it is more intuit.ive for Western-trained musicians t.o see the major key 

signature and baft the lowered seventh degree tzeat.ed as an accidental. 



Chapter S: Ba'al T'fillah 
Modulations, Excursions and Identifying Phrases 

In the previous chapters, we examined the basic characteristics of the 

Jewish modes. We looked at the different kinds of motives- opeuing, con­

cluding, intermediate, pausal, and pre-concluding - that form the basic 

building blocks for the composition and improvisation ofliturgicaLl chant. We 

saw how scales for particular modal families are derived from th,ese groups of 

motives and discussed alternative methods for writing key signatures that 

enable us to transcribe this non-Western genre in a manner com;patible with 

our Western notation. 

This chapter presents characteristic modulations, excursi1ons and 

phrases (or motives) that identify a particular portion of the liturgy. While 

not always required, a skilled ba'al t'fil,lah -leader of the worslhip service­

will traditionally include some or all of these "moves" when chalating a par­

ticular service, rubric or prayer. Some of these modulations or excursions are 

the most accepted means of introducing variety or extending th,e davening 

within a particular modal family or prayer. They give emphasis: to a particu­

lar idea or word within the prayer. In many other cases, these c:haracteristic 

phrases, modulations or excursions are the sounds which, along· with the 

M'iSinai, tunes, are emblematic of the liturgical moment in sacr-ed time. 

Occasionally these cbaracteristic sounds will turn up in ,entirely differ-

ent portions of the liturgy, sening as a kind of musical midrasl!lic reference. 

For es•,■qie> ac,me aettings of the sheva b'rachot from the wed1tting ceremony 

include a phrase from theAJulamut tune, itself Jinked to the fostival of 
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Shavuot. Shavuot celebrates the covenant between God and the Israelites at 

Mt. Sinai - the fundamental covenant of the Jewish people. Some cantors 

equate the sanctity of the commitment made by bride and groom to the cov-
e. 

enant established between God and Israel by chanting a phrase of the sheua 

b'rachot to a fragment of Akdamut. 

The identifying phrases are a particular category of motive. They can be 

opening, intermediate or concluding motives which assume the additional 

function of identifying the liturgical occasion. 

I have differentiated between modulations and excursions. ExcursioM 

are short detours into a different mode which add variety, color, or interpreta­

tion to a particular prayer. By definition, they always return to the original 

mode. Excursions are a subcategory of modulations. 

Modulations are full-fledged migrations to a different mode or modal 

center. In some cases, the modulations return to the original mode; in others, 

they lead into the davening of a new liturgical section. 

The modulations and excursions can be divided into two categories: 

continuing and contrasting. A continuing moclulation/acunioa is one which 

migrates along a cont.inuum of overlapping modal and tonal scales, shown in 

example 5.1 below. Since the scales overlap - that is, they share an~ of 

common tones with acijacent scales - shifts between neighboring modes are 

not jarring to the ear. Such shifts are not unlike those in a t.onal composition 

that swit.ches between relative major and minor bys, or modulates around 

the circle of fifths to the most cloeely related bys. A Ill I aAlssa 111G .. lllltaav 
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excursion brings a sudden change of color, similar t.o the way a t.on.al composi­

tion in a minor key t.akes on a new character when it jumps to the: paral,lel 

major. 

The scales of the continuing modulation are shown here: 

AooN.t.lM4lACHONc2 

I I I 

MAGEIN AVOT ON 0 MM.l1N AVOT ON 0 1 

Example 5.1 

This composit.e scale is made up of: 

• Magein Avot on a 
• Ukrainian-Dorian on d1 

• Ahavah Rabbah on e1 

MM.l.lN AVOT ON g12 

• Magein Avot or natural minor on a 1 

• Adonai Malach or major (the relative major of the scale on a~) on c2 

• major on P 
• Magein Avot on g2 

Keep in mind that, as with individual modes, this entire compo·sit.e scale can 

be transposed. 

Let's begin looking at the continuing modulations/excursions by exam• 

ining two modes in the middle of this scale: Magein Avot on a 1 ,and Adonai 

Malacb/nuvor on c2. We saw the temporary move from Magein Avot to the 

relative 1JUVOr in Chapt.er 2. In fact, one of the features that diati.nguishes 

MaaeinAwt from natural minor is that the former always includes a phrase 

in the relative mrtjor (see enrnple 2.48.). Since the move from J~ Avot to 
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major is usually quite brief, we would classify it as an excursion rather than 

a full-fledged modulation. Thus, we can now re-define this move as a continu­

ing excursion. 

Another overlap in the composite scale occurs between Ukrainian­

Dorian and Ahavah Rabbah. Charles Davidson says that Ukrainian-Dorian is 

not actually a mode but simply a hexachord with no characteristic motives. I 

Its most distinguishing characteristic is the augmented second b4~tween the 

third and fourth scale degrees. Ahavah Rabbah, on the other hand, is a modal 

family with a full set of motives identifying each of its constituent modes. The 

most prominent feature of the Ahavah Rabbah family is the augmented 

second between the second and third scale degrees. Dr. Eliyahu :Schleifer 

agrees that Ukrainian-Dorian does not exist as a stable mode; it, is used as an 

exursion or temporary modulation. There are no baz:raoic recitatives that are 

entirely in the Ukrainian-Dorian mode.2 

Ukrainian-Dorian can, however, serve several unique fuE1ctions. If you 

recall from Chapt.er 3, the pre-concluding phrase in Ahavah Rabbah comes to 

rest on the lowered subwnic. The composit.e scale now shows us that a Ukrai­

nian-Dorian bexachord can be built on the lowered subtonic of Ahavah 

Rabbah. (The lowered subwnic of Ahavah Rabbah on e would bed.) Since this 

is the note on whirh the Ukrainian-Dorian mode is based, Ukri;1inian-Dorian 

can be used to extend or delay the final phrase of a composition in Ahavah 

Babbah. Tbink of it, if you will, as the cadenza of a Classical concerto. Re­

member tbat we compared du, pnHDlduding phrase to arriving on the domi-

nant-apecifically the 1: chord - in a tonal composition. In a classical con-

certo ·t · for the _-1....- to arn·ve at a cadence on the dominant 
, 1 IS oomrnno un.uco""'• 
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which then introduces the soloist's cadenza. The cadenza is, of cowrse, merely 

an extension (although it may serve other purposes as well) of the harmonic 

progression leading to the final cadence. Similarly, the Ukrainian-Dorian 

mode can be used to extend the melodic phrase just before the con.eluding 

motive. And, like the cadenza, it can also serve an additional function - here, 

to highlight a particular text. 

Example 5.2a shows a simple version of the concluding b'ro,chah of the 

g'ula.h (mi chamocha) in Ahavah Rabbah. 

r-3-, r--3--, ,-3--, 

I J JJJJJ II 
Ba - roch a - tab A - do- oai, ga - al Yis- ra - eil. 

Example 5.2a 

In example 5.2b, the key word, ga'a/, is given a little more emphasis with a 

short extension based on the lowered subtonic of Ahavah Babbah one or 

Ukrainian Dorian on d. 

Ba-rudl a-tab.A-do-nai, ga- al YIS - m-cil. 

Example 5.2b 

AD extensive and dramatic illustration of the Ukrainian•-Dorian enen­

sion in Ahavah Babbah is seen in eue■qM ~ 'Ibis is a brief 1lm0el'pt from 

the last section of the Shabbat Rosh Chotlah prayer -}"hi ratmn• in which 
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we pray that the new month bring us a life of happiness and blessing. As the 

prayer enumerates these blessings of life - a long life, a life of peace, a life of 

goodness, etc. - the word "chayim "t'life" receives prominence. In tt.he final 

petition, for a life in which the wishes of our hearts are fulfilled in goodness, 

the word chayim is given special emphasis: a pre-concluding phrase in E 

Ahavah Rabbah ending on the lowered subtonic introduces "chayim" set as an 

elaborate extension in Ukrainian-Dorian. Although it resolves to the tonic at 

the firmata on line 3, the descriptive phrase which follows again f?nds with a 

pre-concluding phrase on the lowered subtonic and a second, brief Ukrainian­

Dorian elaboration on "amein." before the concluding phrase on "selah." 

sho-t'-hei- va-nua-ba-vat-to-rah v'-yir- at- sba-ma - yim, cha -

--- -- --3-----, r-3--, 1r----3:--, -

i 1JJ 1g' j JJ t.JJf JJ,J JJ /j J J] J) J:J /] 1'J JJ Jj I e 
• • -....l,.., ~ 

---: ~ 

r-3--i r-3--, r-3- , r--3-, 

r.\ j ·~~ ~~ [i~ e !J @iiji J J JUlp p ; p fl1Ji? p P_ ~ ~JI 
sbe-yi-ma-1' . u misb-a-Jol. misb-a-lot-- li-bea-nu 1 - to-

II 
A · ,----- I - mem.- se - lab. Vlb.,_____ - mem, 

Exomple 5.2c 
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"Mim'kom'cha" begins in Ahavah Rabbah (e), modulates to Magein Avot on 

the fourth scale degree (a ), and then to the relative major of Magein Avot at 

the words "titgadal v'titkadash b'toch Y'rushalayim ir'cha"l"May You be ex­

alted and sanctified within Jerusalem, Your city." The modulatory pattern 

then moves in reverse; either the conclusion of"Mim'kom'cha" or the prayer 

which follows ("Yimloch Adonai l'olam") returns to Ahavah Rabbah. 
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IAHA~ R.AaMH ON e1 I 'e J J I J ;,J 

r37 

~RA~ @l>l 
nu lach. Ma-tai,matai timloch b' - Tsi - yon?. .. . . .1'-o- lam- v~- J'-o-

r-3-, I ~ON c:21 

' 0 J, J f I J 1-1.I J;.JUl-l J. l l l OU •U r· p I 
lam- va-ed tisb - Icon. Tit- ga - dal v'-tit-ka-dasb. tit-ga - dal v'-tit-Gdasb b' -

11 .P. ll- )Jl.9 jp I 
b' - toch Y'-ro- m.la-yim i - r' -

&ample5.4b 

The passage in major is aometimea tef'erred to as -ritpdal Major' and t.he 

sequence of modulations as -ntpdal Mode.• Noah Schall says that cantors 
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used to refer to this modulation as the "bridge" because of its symmetrical 

arch fonn.8 

85 

Continuing excursions from Magein Avot to Adonai Malach on the 

third degree (similar to the move to the relative major) and then to the major 

a fourth higher is another way of extending the chanting of longer texts. 

AooNAJ ~ OH c1 

MAJoa OH p l 
I ~-~L - .. 

I Mt.GuN Avor OH o1 

Example 5.5a 

Remember that the principal octave of the Adonai Malach mode contains the 

same notes as the major scale except for the lowered seventh degree. Because 

of that relationship, two significant consequences result: first, in the continu­

ing excursion from Magein Avot to the relative major (discussed previously), 

Adonai Malach on the third degree can be substitut.ed for the relative major. 

In fact, since the range of the relative major in Magein Avot compositions is 

usually limited, it is often impossible to know for sure whether we are looking 

at Adonai Malach or the major mode. Second, the principal octave of the 

Adonai Malach mode yields the same key signature as the major scale begin­

ning on the fourth degree. In esample 5.5a, you can see that the principal 

octave of Admai VeJach on c2 contains a ti, the by signature of the major 

scale on f (here given beginning QJl P). In the following example, we can see 
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the continuing modulation from Magein Avot on a 1 to Adonai Malach on c2 

and the major on f2• 

I ~ IN AvoT ON o ' I 
,-3-, ----

if J J\ JI r- '@ r- P ITrruITT-~ ~ 
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Leil shi- mu- rim o- lO- Eil cha- tzah, ------ ba-chatt -

lAooNA1~0Nc1lr--J--, ~ ~r--3--, r--3---, 

ti r p· ~ ,~ p p P P e w r P P P P O m P 
rot lai - lah b' -toch Mitt - ra-yim le' -ya - tza, gi - bor al lea- mav_ ya-cha• 

I Aootw M,JxH ON c2 ij 
,~ONf21 r-3-, ~ 

,, P a ~ 9 a 6P u r P o · u P HHr.rHE!D 
t:ze- nu k' -cha-tza,- Dod ma-a-tiv e- rev- uo-za- m' - re 

m, b' - ne- fesh cha- fei - tuh. 

Example 5.5b 

The nusach of the Shalosh R'galim (Three Festivals: Succot, Passover 

and Shavuot) provides a particularly int.eresting challenge to both the modal 

theorist and the accomplished hazzan. Let's begin by examining "Vhasieinu" 

from the Feltival shacharit service as notat.ed by Abraham Baer. 
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i UKRAJN~-~ ON d Ii 
r--6::---, 

) ;, .Pi - ;ini ; I ii~i\ Ji Ji~ Jl Jl I .P Jl Jl J! Ji r r -F• 
V'-ha si- ei nu A-do - nai e- lo-hei- nu et bir - kat mo-a- dei-cha 

1 MOG<d"""' 0
' I ,~ 1-=.~1 

!. ~ l -! 4 ,..- l J. ~J.J, 

I ij ,);,I d .P p I d i} .5 I .J @E&tl .P, Jl~, J1 .t~ (r.b,» } i 
l'cha -yim w-sha - Jom. l'-siin-chaul - sa - son, ka- a-sherra - tsi - ta v'-a-mar-

r-=--=====-==- g' = lowered seYenth degree I U1CJWNw,1,DoRw,1 ON d1 I J.. in Mogein A...ot 
9 r--3-, r !. ~ > ~ •4 l ~ Ii§ r·P Li-~ I f .P,J).fl .J J)_,, J) p IF f ,·}I } } J, J)}Jl 

ta J'- va - r' - chei-nu. ka-d ' - sbei-nu b'-rni~vo- tei-cha v' - teinclte1-kei-nu b'-to-ra-

t.e - cha. sa-b' - 'ei - ou mi-tu - ve - cha v'-sa-m' - che - nu bi-shu - a -

t.e-cha. v'-ta- heir li-bci- nu l'-ov-d'- cha-- be - e - met, v'-ban-chi-

22 
,--3-, 

~ • • ~ lo. • ~ l L lo. 

~ Jl ; , .i~ ; ,. ; J) 1 r ~ , Jl Jl I r 
Id-nu A-do-oai e-lo - bei - nu b'- sim- c:ba uv-sa - soo rm - a-dci kod -

r-5-, 

1' 9 iP ,>> JJ J□Jla r P PI n n 0110 r 
she-cha. v'-yis-m'-chu vach Yu-ra - al m'-ka-d'-sbei- sh' - me - cha. 

contin.u.ed on ne:ct page 



C,hopter 5: Modulations, Excursions, and Identifying Phrases 88 

! ,..,--. r--3-, 

l@,}I p· }l.5J J , Jfl! r p PICUJJJ· >.P·]}I J 11 

Ba - ruc.b a-tab A-do-nai, m·-ka - deish Yis-ra-eil-- v·- ha-z'- ma - nim. 

+ Three-FestNOI 

or, the cho.tim.aJ,, for Sbabbat: r-- 6 f codence (Shochorit) 
..----. ~ --, ,-3-, 

1,,1ui1rn 1tru Ji. J1 .P ~1£Q)JiJ1-,112 11 

m'-lca - deish ha-sha - bal--- v'-Yis-ra - eil ' v' - ha - z'- ma - nim. 

r} incftCCJtes Ukroinion-Dorion on d' 

Example 5.6a 

Pay special attention to the gs. Notice that they can fluctuate between gl and 

g~. The gl is part of the Ukrainian-Dorian scale (and would also serve as the 

leading t.one for the minor scale on a). The g~ is the lowered seventh scale 

degree of Magein Avot on a as well as the fifth degree/dominant of Adonai 

Malach/major on c (g-+e is a common way to introduce Adonai Malach/major; 

see measure 8). As a phrase modulates across these three scales, the g is 

raised or lowered accordingly. 

This excerpt shows the fluid movement between Ukrainian-Dorian on 

d 1 (which uses the same notes asAhavah Rabbah on e1
) , and MageinAvot on 

a 1 along with it.a relative major on c2• We therefore identify this recitative as 

set in Magein Avot with a Ukrainian-Dorian tetrachord below: 

~AvarONo1 

~ONc1 

E,comple5.6b 
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Now let's look at the Bar'chu for the eve of the Festivals: 

F • • 
et A - do- nai ___ _ ha- m· - vo- rach.-

Example 5.7a 

Notice that it opens with a Magein Avot/minor triad on a, but in the upper 

part of the range uses the Ukrainian-Dorian mode on d1• 

MA.GflN Avor OH a 

tf I • J •r • f' .... 
Example 5.7b 
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Why, you ask, is this not simply the harmonic minor on o? The ]harmonic 

minor scale serves a specific purpose: t.o raise the seventh degn?e of the minor 

scale so that the triad on the domioaot chord is major. But Jewish liturgical 

chant is melodic, not harmonic. Therefore, the J must result from a melodic 

component of the nusach. Nou also that the t.onally-orienud mlelodic minor 

scale (which acljusts for both tonal harmony and the smooth tl<l•w of the 

melody) would raise both the sixth and seventh scale degrees --and only in 

i 
I bmcwilc minor 

t • L4 I• . .. . . , 

Maladlc minor~ Meladlc m•nar "-eettd;ng 

- II • I· I• • I • §• ij- • 11--.... . . ... • 
E,comple5.7c 
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ascending figures - so that the melody would incorporate the raised leading 

t.one for the major dominant chord while at the same time avoiding the awk­

ward (in Western tonal music) augmented second. The descending melodic 

minor scale lowers both the seventh and sixth scale degrees (or, returns them 

t.o pitches of the natural minor scale - see example 5.7c). The raised seventh 

scale degree doesn't serve as a leading t.one in downward melodic motion. As 

the name implies, "leading t.one" points toward another note. A raised leading 

tone serves that function only when it leads upward or serves as a lower 

neighboring tone to a note being emphasized. In fact, the Jewish modes make 

use of a lowered leading tone: a lowered second scale degree which empha­

sizes the tonic (see the is in example 5.13a below). 

A more difficult question is whether the notes in the upper part of the 

octave represent Ukrainian-Dorian on d or Ahavah Rabbah one. After all, the 

descending scale moves to d but the cadence is on e. I suggest that the more 

stable Ahavah Rabbah and its less-stable Ukrainian-Dorian counterpart are 

so intimately bound together that they work in tandem. That is to say, both 

modal tonics - d and e - play a signifi~t structural role in the Festival 

nusach. 

The festival evening nusach uses a Magein Avot tetrachord for the 

lower part of the principal octave, and either a conjunct Ukrainian-Dorian 

tetrachord or cfutiunct Ahavah Rabbah tetrachord for the upper part: 
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MAGEIN Avor ON o 

, , l ... 0 r -i1 •r -r -f . . , I AH.\Wi RAla.ui OH e
1 

UICRAIH~-Doltw,, ON d' I 

Example 5.7d 

I. 

The l lationship between these three modes of the Festival evening nusach 

have even broader implications for Jewish modal theory. Look again at the 

opening phrase of the bar'chu: 

,--3-. 

Ba - r '-cbu et A- do- nai---- ha- m' - vo- rach._ .. 
Example 5.So 
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The cadence is a variation of the closing motive to the fifth degree in Magein 

Avot which we saw in Chapter 2 (see example 2.2a). The outline below shows 

the structure of the bar'chu: an opening triad in Magein Avot on a which 

moves to a cadence on the fifth scale degree by way of the fourth. 

Example 5.8b 

This 1 ~5 outline gives t.he tonic notes of 11...-Avot, Ukrainian-Dorian 

and Ahavah Rabbah. Because the lowered sul,tmric is t.be mark of the pre­

., concluding phrase in Ahavah Rabbah, it should be no surprise that this 4-5 
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ending - (sut.onic t.o t.onic in Ahavah Rabbah) implying a major triad of 

Ahavah Rabbah on the fifth degree of Magein Avot - does sound conclusive. 

While it is tempting at this point t.o suggest that Ahavah Rabbah can be 

viewed as a kind of dominant in Magein Avot, this is a dangerously tonal 

concept when taUting about modal music. Yet it does explain the phenomenon 

of a concluding phrase t.o the fifth degree in Magein Avot. 

Referring back t.o example 5.6b, notice that the Festival morning 

nusach uses the same modes as the evening nusach, but with Magein Avot on 

t.op instead of on the bottom. Why is this significant? 

One of the most difficult identifying phrases t.o explain is the Three 

Festival shacharit cadence - which begins on the t.onic and de­

scends t.o the fifth and then fourth scale degrees. (We saw an example of this 

in example 5.6a. There is a second, less problematic version of this cadence in 

which the final note is the tonic. I will address that variation lat.er in 

coajuntion with the High Holiday morning cadence at example 5.17b.) What 

is particularly troubling is the lack of finality that this final cadence seems t.o 

have. But by referring back to the three modal scales which form the basis of 

the Festival morning nusach (example 5.7d), we discover that this cadence is 

not so enigmatic. Magein Avot is the basis of this nusach with the Ukrainian­

Dorian/Ahavah Rabbah tetrachord below. This Festival shacharit cadence is 

merely an cn,tJine t)f those three modes given by their tonic notes. The reason 

this figure ii not entirely saus(ying as a final cadence is that it concludes 

with the tome af tJtrainian-Dorian - the least st.able of the three modes. Of 
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course this explanation addresses only the theory behind this enigmatic 

cadence and not the aesthetics. 

93 

One continuing excursion remains, Look at the following excerpt from 

the shacha.rit, service for the Three Festivals. 

.---J--
~ ~ r-3--, ,..-3-! 

ifip ~ ti±%h ij Ji J Ji Ji Ji ~ J>. JJ J 
R -tze•----- A-do-nai e-lo- bei- nu b'- a-m·-

cha Yis - ra - eiJ u - vit - fi - la - tam--

Example 5. 9o 

The opening words ("Rbei Adonai eloheinu•) appear to be set in Adonai 

Malach mode on c1• But the mode quickly changes and rPmains in Magein 

Avot on g 1, with the clear setup coming with the d➔g figure at "b'am'cha.." 

How are these two modes related? Remember that one of the salient features 

of the Adonai Malach mode is the non-repeating octaves: the primary octave 

is s:irni1ar to the major scale but with a lowered seventh degree; however the 

second octave contains a minor t.enth (in contrast to the major ·third in the 

Primary octave). Returning to our composite scale, that non-repeating octave 

pattern results in overlapping Adonai MaJach (on c2) and Magein Avot (on g2) 

scales; ar, u it applies t.o the 1bree Fest.ival morning nusach, demonstnted 

in example 5.9a, Magein Avot mode with an Adooai Malach tetzachord below. 
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• • • •• I. 

Example 5. 9b 

An opening in Adonai Malach which then settles in Magein Avot a fifth 

higher is a characteristic move for the morning service of the Three Festivals. 

♦ 

We now shift our attention to the contrasting excursions. These are the 

shifts of mode which bring a sudden change of color, akin to the shift from 

minor to parallel major in a tonal composition. These excursions catch the ear 

and draw the listener's attention to the chant, highlighting a particular 

Phrase of text. Because this move is highly coloristic and temporary, these 

contrasting shifts tend to be almost exclusively acursions rather than full. 

fledged modulations. 

The first example comes from the psalms of KlJhbalat Shabbat. It is 

customary to chant Psalms 95-99 in Adonai Malsch mode. Psalm 97 speaks 

to the glory of God's reign. Near the end, the psalmist cries •ohavei Adonai 

sinu ra•t-0 lovers of Adooai, bde evil" Here the luJzzan will frequently paint 

the word •ra"/"evil" by momentarily replacing the Admvri Malach scale with 
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Ukrainian-Dorian built on the same tonic, as in this setting by Acilolph 

Katchko. 

95 

Sba-m' - a va- tis- mach Tsi-yon---- va-ta-geil - na b'- oot Y'- bu• 

u UICIWNWI-DoRWl ON fl I 
r-3--, r-3-, 

~ ,--3---, f"':\. 

, ,., P P P r· P E f !t E fr ~r-
dab. ... --- 0 - ha - vei A - do - nai Sin- U----- ra, 

sbo- meir- oaf-shot.- oaf -shot cha- si-dav.- mi - yad,------

mi-yad.----- mi-yad r'- sba- 'im ya - tsi - Lm--­
!Seconc:t Opening in Adonoi Maloch! ~ r.,.. r--3-i r-3-i ~ I':"'.. 

,,~ r·· P n pj r P P P ff rirU ' ~u J. 
Or za - m- a la - tsa-dik ul- yish-rei Jeiv--- sun-cha.--

Example 5. 10o 

Note the dassical l)J)8Ding for Adonai Ma1acb· the ascending Dl8jor 

triad with a recitation tone on the fifth scale degree. In the sec:ond phrase, 
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the identifying minor tenth and minor seventh are heard at the word 

'Thud.ah." The next several lines -omitted in this example -continue in a 

dramatic rendering of the text in the Adonai Malach mode. 

The way in which the Ukrainian-Dorian mode is introduced is master­

ful. The minor triad at "Ohauei Adcnai" parallels the opening of f!he recita­

tive. While the ab signals the change in color, it is not completely foreign: the 

same note an octave higher is part of the mode. It is not until thf! second half 

of the phrase - at "sinu" - that we hear the bl.ab combination which is the 

characteristic sound of Ukrainian-Dorian on f. 

UICRAINWl•OoaWI ON f 

I & h• - • . --
Example 5. 1 Ob 

The way in which Katchko let's the "evil• sound of the augmented second 

creep in is insidious. 

The return to Adonai Malach is equally ingenious. The phrase "miyad, 

miyad r'shaw yatsikim•Nrom the hands of the wicked He rescues them• 

avoids both the 0 ~ and b~. This phrase could be an extension of 'the Ukrainian­

Dorian that has been plant.ed in our ears; or it could be a retur.n to Adonai 

Malach. The melodic outline of t-c-J might even imply (to West.em ears) a 

dominant 88Vllllth orJ,. Indeed, when the tone of the text challlges in the next 

phrue_ Ketmto gives us a dramatic, sudden modal color change again with 

the b~ (which contradicts the b~ of the Ukrainian-Dorian mode) on "or"rlight. • 

He reinf'Offl88 this modal shift by restrict.ing the text •or ZOf'U(I lattJadik•t 
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"light is sown for the righteous" to the opening pitches of the~ Major scale: 

bb -c-<I. Thus, the return to Adonai Malach is made by way of the major on the 

fourth scale degree - the secondary opening in Adonai Malach (see example 

4. la). On the word "leiv"t'beart," Katchk.o teases us with a return of the b~, 

now used as a lower neighbor tone in what amount.s to an ornament on c. The 

contrasting excursion from Adonai Malach to Ukrainian-Dorian artfully 

paints this fragment of text in a psalm speaking of God's majesty and power. 

A similar shift occurs less frequently between Magein Avot and Ukrai­

nian-Dorian on the same tonic. In this setting of "V'hasiein.u" by Israel Alter, 

the composer adheres to the tradition of highlighting the text "v'taheir libeinu 

l'ovd'cha be'emet"/"purify our hearts to serve You in truth." 

,---3--, r3--, 

P (r PI 
b -d' - sbci-nu b' -mits - vo - te - cha.- v' - tein ch.el - kei- nu b' -to - ra-

,3-, r--3---i ,-3~ 

tf ~~ 0 r· pP I F F (r O I S' F p· } JJ P. I fµt F P U I 
te - cha, sa-b'. 'ei-DD mi. ru- vc - cha,~'-sa-m - che1 - nu bi-sbu-a -

I UICRAINWI~ ON 91 I 
r--3-, r-3--i 

l Ji O p I O Ip p· pp p ef p p P I 
te - cha, 

, ~- ti _ ..-: • DD l'-ov-d'-cha--- be- e -
V -ta-m;.u- ~ 

rl, 
~ ,--3---, r-3-, 

, l l l I @?§~ P PP n P I ~ F 
au A-do-nai e-Jo - bci - DD 

met, ___ _,;. V' -ban-chi - Id 

E,comple 5.11a 
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The hazzan. will often chant these words with heightened emotion and inten­

sity. The move from MageinAvot on g to Ukrainian-Dorian on g is less dra­

matic than the shift from Adonai Malach to Ukrainian-Dorian we saw in 

example 5.10a in which a significant color change takes place when the third 

is lowered from major to minor. When moving from Magein Avot to Ukrai­

nian-Dorian on the same modal tonic, it is only the fourth scale degree which 

changes: it is raised to produce the augmented second. 

MAGEIN AVOT ~ g UKRAJHIAN-OoR.wi ON g 

If. . ~- .. ~- • • ;<lr1 I 1, 1- • w-. -
Example 5. 11 b 

Nonetheless, this temporary shift to Ukrainian-Dorian gives the hazzan. the 

opportunity to color this traditionally highligh~ piece of text. After the brief 

excursion, the hazzan returns to Magein Avot. 

These two examples of contrasting excursions have demonstrated how 

the Ukrainian-Dorian mode can be used to dramaticize a particular phrase of 

prayer text. In the next two examples, we will see bow the Ukrainian-Dorian 

scale is used as a modulatory device. Because the augmented second interval 

in the Ukrainian-Dorian hexacbord is formed with a minor third and an 

augmented fourth scale degree, its introduction on the same modal tonic 

destabilizes the mode and opens the possil>ility of moduJ•ticm 

A very important example of the contrastinc ewaion occu.rs on Shab­

bat morning near the end of p'sultei d'zimra. 'lbt, principal Jaarmn begins 

chanting on Shabbat morning at "Shochein ad marom.• At this point, we are 
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in the Magein Avot mode. This mode continues into the paragraph "Yishta­

bach shim.cha . .. b'rachot u'hoda'ot mei'atah u'ad olam." In example 5.12a by 

AdolfKatc.hko, we arrive at "Baruch atah Adonai" still in MageinAvot on f . 

The congregation responds "Baruch Hu uuaruch sh'mo!" on the same note on 

which the hazzan finished "Baruch atah Adonai" (in this example, on c -

represent.ed in the music by 7J ). The hazzan then moves t.o the Adonai 

Malach/major on the fourth scale degree (b~. 

This sudden, bright color change is a result of the minor sixth degree 

(ti) ofMageinAvot being suddenly raised to form the major third cJ.) of the 

new mode. 'lb return t.o MageinAvot, the hazzan first substitutes Ukrainian­

Dorian for the major mode. The augmented fourth (e~) destabilizes the t.onic 

b~, and the return to i changes the color of the rf mode from major to minor. 

By using the augmented second of Ukrainian-Dorian to negate the major 

mode, the ha.zzan. is able to return to the original Magein Avot. 

Notice that in this particular example, Kat.chko moves from Ukrainian­

Dorian first to Adonai Malach on A~ (or, the relative major of Magein Avot on 

f: A~ Major) on "habocheir' before settling back in the original mode. The 

reason we identify this as Adonai Malach instead of major is because of the g~ 

at •b'shirei.11 It is particularly interest.ing to note that the J is used an octave 

lower at -V'acl o1am• as a ooumward leamng tone t.o empbasiu the tonic f of 

MageinAvotjust before the modulatory excursion begins-



Chapter 5: Modulations, Excursions, and Identifying Phrases 100 

I MAGElN AVOTON f 1 I 

'' r 7flW · 
b'-ra-cbot v' -ho-da- 'ot mei-'a- tah----

+ 
NB. g~ c downward leoding tone; 

emphasizes tonic f before modulation 
I, r-3-, r-J-, 

if H~ JJip ~ .. Ji MtJ. fl@ .. 
v' • ad o- lam.-----

r.-,. 

p· I r· p 
Eil me-lech ga-dol- ba-tish-ba·chot.-Eil-- ha-bo-da- 'ot. a-

I MM;ni Al/OT 0N f I I 
rl, r-J /':"I r-6-,r.-.. r-3, r,~~.~ n ~u; tP r· p P ftttir· " ' nr ~ 

b'-sbi- rei-- zim.rab.- me-Jcch.Eilcbei--- ba-o·la • mim.-

Example 5. 12o 

Thia contrast.ing excursion from M.agein Avot to Adonai Malach/major 

on the fourth scale degree and returning to Magein Avot via Ukrainian· 

Dorian is characteristic of the Shabbat morning service, and has been dubbed 

the -n.••••ch ......,...-. The related scales are given in example 5.12b: 
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MM.flN Avot ON f Adonoi Moloch/major on b► UKAA.111""'..00.U.V. ON b► 

Example 5. 12b 

The Y-l.Stabach maneuver comes in the b'rac.hah which concludes a long sec­

tion during which we proclaim that the righteous and pious shall exalt God's 

name. <This idea is set up in the last sentence of paragraph ht>.ginning 

"Nishmat kol chai.") The sudden musical shift of color adds dramatic empha­

sis to this blessing (required by halachah to be proclaimed out loud) before 

the morning service proper begins at bar'chu. 

The next and final example of a contrasting exursion is sometimes 

referred to as the "Sim Sholom man_,..,,, because it occurs in the final para­

graph of the shacharit amidah which begins with those words. :Beginning 

with the k'dushah, the naroaioder of the Shabbat morning Ami.dah is chanted 

in the Ahavah Rabbah mode. In the second sentence of this paragraph we 

chant, "Bless us, our Father, all of us as one, with the light of your count.e­

nanoe; for with the light of your count.enanoe you gave us, Lord our God, a 

'lbrah of life and a love of mercy, •. •• • In the example below, when the hazzan. 

begins •Ju v'or panechalfor with the light of your countenanre,• Israel Alter 

moves from Ahavah Babbah on d u, the 1118jor on the fourth degree (G Major). 

The brighter modal color here is, of course, a play on the word "light.• By 

implementing a oontrastmc acmaion at this phrase, the hazzan emphasizes 

the concept that We ftdive bh mshp in the~ of Gocfa presence 
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Here, the major mode on 9 first becomes Ukrainian-Dorian on g with the b~­

J augmented second oblit.erating the sense of a t.onic on g. By the conclusion 

of the word "chesed," we have returned t.oAhavah Rabbah on d with this 

pausal phrase that ends on the fifth scale degree. 

Here, then, are the contrasting excursions we have examined in this 

chapter: 

Contrasting Excursions 

Ukrainian-Dorian on the same tonic 

• Adonoi Moloch to Ukroinion-Dorion 

• Mogein Avot to Ukroinion-Dorion 

Major on the fourth scale degree (returning via Ukrainian-Dorian) 

• Yishtoboch maneuver 
• Sim Sholom maneuver 

♦ 

In this final section, we will examine the dNncteriltk phroses which, 

when heard by the knowledgable worshipper, immediately ident.ify the time 

and day of the week, the service, or the holiday. While their absence does not 

nee saarily,,... the validity of the worship aperience, they are part of the 

repertoire of the competent ba~al t'fil,lak. 

Let's begin with a phrase from the Fricbu' evening liturgy. It occurs 

during the cJaatimot _ the final sentences - in the two bleafrinp before the 
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sh'm.a. The first acknowledges God as Creator; in the evening lituqo,, God is 

referred to as the One Who separates day from night and "brings oin the 

even, .... nPf"rna' . . ,, Th ~ · arw aravz.m. e phrase occurs at the words "'Eil cJuu 

u'kayam"f'God Who lives and endures": 

U - ma- a - vir yom u- mei - vi lai - lah,- u- mav- dil bcin yom u. vein 

mid yim- loch a - lei - nu I' -o- lam va - ed.-- Ba- rucb a - tab A - do -

nai, ha- ma- a - riv a- ra- vim.--

Example 5. 14o 

The phrase is built on the pitches I i J J J , the fifth and sixth scale 

degrees below the t.onic, and the second degree above the t.onic. Notice that 

the intervals - although not the scale degrees - are the retrograde of the 

Three lPeatival cadence we saw in example 5.6a (see also the disc:ussion on 

P8&e 92). These intmvals of•Eil chai vla,am" also reappear in u diff'erent 

context as one of the primarY motives of the H:>m J{jppur Ni.la senioe: 
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. r .._!· 
Yit - ga - da.1-

....__, 
v' -yit - lea - dash- sh' - mei ra - ba-

Example 5.14b 

This phrase is used again in the second blessing before the sh'ma, 

which acknowledges God as the One Who showed love for the people Israel 

through the revelation of Torah. It occurs on or bP.ginning with the word 

"V'ahavat'cha"f"And Your love." If you recall, we said in Chapter 4 that there 

are multiple traditions for the nusach of Friday evening. Among them is a 

Western European tradition that davens the ma'ariv service in Major/Adonai 

Malach, and an Eastern European traditions that uses minor/Magein Avot. 

Both traditions, however, make use of this same phrase in the two blessings 

before the sh'ma. Example 5.14a showed how it is used when davening in 

major. Example 5.14c shows the same phrase in the context of the minor 

mode. 

J, 
Ki beim cha-yei-ou. v' - o- re.ch Y•:~: ~ll: _0.: ~•---~~-~.:-BF yo • r---------

1 ,.--J---, r"7' 3--, 

.~ J J. ; Jl V ) ) ) Q J JJ M .P Jl I 
IDIID va-lli _ lab. : V' _ a- ba-va-~:~------------! al ta -

•-----------

Example 5.1 .CC 
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Pay particularly close attention to the fact that the sixth scale degree below 

the tonic remains 'llajor, regardless of the modality of the sUITOunding prayer. 

In fact, all of the intervals of this motive remain the same regardless of the 

modal context. 

When the modal tonic sits lower in the vocal range, the "Eil chai 

u'kayam" phrase can also occur in the octave above the modal tonic, as in the 

following example: 

1' 1h ;i Jl. 1qg I J , Ji .e J I r J Ji Ji I r Ji r?J p -1 1 

U - ma - a- vir- yom u- mei- vi lai - lab. u- mav- dil bein yom- u-vein 

r 
lai - lab, A-do - nai- - tz'-va - Ol--

P - - - - - - - - - - - - - - - - - - - - - - - - - - - ~ 
sh - mo. 

I -34 I 

Li1
~ J ,no o Pi~- p ~ J 1 

1 Eil chai.---- - -- v'-ka-yam 1 
I I 

·---------------------------· 
Example 5.14d 

Here, the modal tonic is d and the "Eil chai v'kayam• phrase remains entirely 

above it. In tonal music, such a tran.spoSition would not be remarkable; but in 

light of the discussion of non-Tepeat.ing octaves in Chapt.er 4, it is a notable 

Pbesvwrwwm in the context Qftbe Jewish modes. 

Another characterist.ic phrase occurs during the mi.n.cha service on 

Shabbat. Here is the becimrinc of the hatzi /r,addish: 
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r--3-, 

J D~ ti@ 
Yil • ga • da1 v' · yit - lea - dash sh' - mei- ra - ba.---

b r-3--, 

I I ~ J J l p ~ ~ p D p f1- l J f ;, ;, j'r} 
B' - a - 1' · ma di -v·- ra chir- u - tei- v'-yam - licll mal- cllu- tei,-

!, b ; - - - - - - - - - - - - - - - - - - - - ~ ,-3,--, 

,;~ ;>>> w. ;)J, Jl nu;~~~'P D ,;,a. 
I ~ , J 
, b'-cba-yei -chonuv-y~mei--cbon- : uv-cba- yei d'- cbol beit Yis -ra - eil. 

"--------------------4 

Example 5. 15 

This phrase can be set to a variety of different t.exts and serves as the 

leitmotif for the Shabbat mincha service. 

One of the most familiar leitmotifs is this cadent.Lal formula from the 

High Holidays: r-- -- .. 
r.'\ I I 

If J #Q&W·P U 1& a-r~, ; ))!@i ll ., ____ . 
Ba-ruch---- a-tab A-do· nai,- ma - gein Av- ra-bam.-

Example 5. 16a 

The descending minor triad at the end elicits the congregational response: 

ff rf) j IJ Even worsbippers with minimal synagogue experience will 

A - mein. 

tend u, aasociate this phrase with the High Holidays. 
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Cantor Noah Schall says that there is speculation that the High Holi­

day and Three Festival nusach were, at one time, the same. 6 This would 

account for a number of similarities between the two. One interesting parallel 

is the Three Festival cadence which ends on the tonic: 

mo-a - dime-- J'-sim-cha cha - gim uz- ma - nim l' - sa-

., ______ . 
SOD-- et yom chag ha - ma - tzot ha- zeh 

Example 5. 16b 

Compare this with example 5.6a, in which the cadence be.gins on the tonic 

and comes to rest on the fifth below. Of course the version that ends on the 

tonic is identical with the High Holiday cadence of example 5.16a, except for 

the middle note: - ve~ •· 

Naturally, we must acknowledge immediately that this •sma11• differ­

ence is not insignifil'..Ult. But we are moved to ponder its significance when 

we encount.er the following phrase in the High Holiday liturgy: 
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r-3-, 

...____i ~· 

r-3--, 

f7tr Q O p 
Eil e- mu-nab - b"-or-k'-cha- din, im t'-ma- tzeih-- o-mek ha-

din, 

r--3----, 
1ft pi 

mi yitz- dale_ 1'-fa - ne-cha ba-din.--

I I 

Eltrl(F]i Ii .. __ --4 
lea - dosh._ 

Example 5. 16c 

The same phrase (5-2- 1 ) ending on the tonic, is present in both the Three 

Festival and High Holiday nusach. Is it possible that these were, at one time, 

int.erchangeable? Is the descending minor triad simply a more harmonically 

stable and acceptable cadence for ears accustomed to Western tonal music? 

While it is not possible to draw any definitive conclusions about the relation­

ship between these two motives, the question remains ,me of interest. 

Finally, we come to a subtle but important phrase: the chatimah for 

the weekday ma'ariv service. The rubric of the sh'ma and its blessings is 

davened, in Ahavah Rabbah, just like the weekday morning and afternoon 

services. The one musical change comes at the chatimah: the words •Baruch 

atah Adonai .. are chanted so that they end on the fourth scale degree. Here is 

the end of the weekday •Hashleweirw• chant.ed at the evening service: 
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Usb - mor tzei-lei-nu u- vo-ei- nu. l'-cha-yim_ ul-sha- lom- mei-a ­
codence to the 

I r __________ _ ___ L fourth scale ~J--, 

If v Ji.JVJ Jj;il,JJiJi)) J41,;,_ Jt Ji JJ .Jl,EJ J iii 
tab v· - ad ~wn; Ba- ruch a- tab A-do-nai~ sbo - rneir a- mo Yis- ra-eiJ_ la- ~ -

~--------------~ 
Example 5. 17 

In the weekday shacharit and mincha services, the chatimah may begin: 

• 

b ,--3-, 

~ t I il~ J, ;) l ,J , • . • 
Ba - ruch a- tab A- do - nai 

leading to the t.hird scale degree, or as a pre-concluding phrase t.o the lowered 

r-3-, 

~: If 'b Ji 11#) JI J ) Jj J . In the weekday evening 

Ba - ruch- a- tab A-do- nai 

service, the phrase should always lead t.o the fourth sc.ale degree: 

,,~b Ji l,Ji. ).P )$..:__ ................ 
Ba . ruch a _ r.ab A-do-nai AhcMlh Rabboh on d 

In coltjunction with an understanding of the modal structure of nusach 

hat'/Ulah (the Jewish prayer modes), the ~c modulations and 

Phraw pruanted in t.his cbapt.er are part of the basic tools of ba'al t'fillak -

the one who guides worshippers in prayer. As we said at the outset, the tnns­

miaaion of oral tradition combined with regional and personal differences 

-
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means that neither strict adherence or consistent application of this material 

is either demanded or expected. Yet, the ba'al, t'fillah's consistent rendering of 

<-- nusach in the synagogue binds music and liturgy so firmly together in the 

minds, ears, and hearts of the congregation that, over time, a musical phrase 

will elicit an aut.omatic emotional association in the listener- even ifit 

hasn't been heard in a year's time. These basic tools of nusach, when com­

bined with the sincerity and artistry of a prayer leader, can enhance the 

affective worship experience and heighten the ka.vannah of the Jew in prayer. 

-
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afternoon service - [see mincha] 

amida.h - literally, "standing." Central portion of the worship service in 
seven sections, each ending with a b'rachah (blessing): the first three 
are Auot (Patriarchs), G'uurot (God's might), and G'ulah (Redemption); 
the last three are Avodah (Worship), Hoda'ah (Thanksgiving), and 
Sh.al.om (Peace). The fourth (central) blessing is specific to the service 
and is called K'dushat hayom, the Sanctification of the Day. On week­
days, this consists of 13 petitionary prayers; all other times, this 
b'rachah has a single focus. 

arvit-[see ma'ariv] 

ba'al tYillaJ,. - literally, "master of prayer." The leader of a prayer service. 

bar'clau - the call to worship; the prayer leader romroanris the congregation 
to praise God. This begins the main portion of the worship service. 

bklaot Aa.hachar - morning blessings. The first part of the preJiroioary 
prayers of the morning service; originally said at home upon arising 
and before coming to the synagogue for shacharit. 

b'rachah - -J>lessing," In synagogue liturgy, the formula begins •Baruch 
atah, Aclonai . .. •rBlessed are You, Adonai." 

Call to Worsldp - [see bar'chu] 

Cantillalion - the chanting of the books of the Hebrew Bible. 

cauor - a clergyperson whose principal responsibilities are the music and 
liturgy of the worship service. 

cltol :_ ~ The term describes the~ (as o~ to Sabbath, 
'-tival, or High Holiday) service, or the mt.ermediate days of the 
Panivals of Succot and Passover. 

da.,. (davens, davtming) _ to pray out loud or in an undertone. 
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evening 11ervice- [see ma'arilJ] 

freilf"h (/raygis_h )- from "phrygian," the ecclesiastical mode that has fea­
tures the mterval of a half step between the tonic and second scale 
degrees. In the synagogue modes, it is synonymous withAhavah 
Rabbah. 

grut - from Latin, gustus, "taste." Torm used in France to refer to steiger. 

hat%i Juuldish (sometimes Chatzi Kaddish, Half Kaddish) - one of five 
forms of the kaddish prayer. The hatzi kaddish is the shortest form 
and functions as a liturgical divider. Musically, it often provides the 
nusach for the portion of the service which follows. 

hazzan (chazzan) - cantor. 

hymn. - a metered, strophic tune. 

ma.'ario - the evening worship service; from the blessing which proclaims 
God as "ma'ariv aravim"f'tbe One Who makes evening fall." 

fflaqcun (pl., maqamat) - the Arabic t.erm for "mode." The Arabic maqamat 
system has some common features but is by no means synonymous 
with the Jewish modal syst;em. 

Mi Sinai {Missinai)- literally, -&om Sinai." 'Iradition holds that the "an­
cient" most entrenched melodies of the worship service were communi­
cated t.o Moses at Mt. Sinai at the same t.ime the Torah was revealed. 
There is much debate over what actually constitutes a Mi Sinai tune; 
however it can be safely said that none are much more than 800 years 
old 

IIUIIOluali - the afternoon service, corresponding t.o the afternoon offering in 
t.be'lemple. 

•«-•• - •custom.• The t.erm t.o describe the ritual practice of a community, 
~ or household . 

....,. ,._,,,..-[see birchot hashachar] 

...... ~ - [see shacharit] 
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mu.aa( - the "a~ditional" service for sabbath, high holidays and festivals 
corresponding t.o the additional offering in the Temple on these sacr~d 
holy days. 

niggun - "tune." The term is used in a special sense in the Hassidic com­
munity and is often a melody without words. 

nusach (pl. nuschaot)-literally, "version." The term was first used to refer 
t.o the version of liturgical prayers that were used by a community 
(e.g., nusach Ashkenaz in the European community). It was later used 
t.o speak of the music of the worship service. [see nusach hat'fil,lah, 
below] 

muach J,,a,rfillah - the melody of prayer. The term refers to the collection 
of motives (a mode) that is used to chant each portion of a worship 
service. 

pariando-Italian, "speaking." In Jewish music, the term refers to (rapid) 
declamation of text on a single note (recitation tone), or within a very 
limited range of pitches. 

Paach <Passover) - one of the Three Festivals. Pesach celebrates the libera­
tion of the Israelites from Egyptian bondage. 

P'•uleei tl'zimra - verses of song. The second part of the preliminary 
prayers of the morning service; mostly consisting of psalms. 

rubric - a major liturgical division. The two central rubrics of the ~ewish 
worship service are -.he sh'ma and its blessmgs- and «the amidah.• 

acar6ow (skarbove)- t.eim used in Slavic countries to refer to steiger. 

SAabbat (Shabbos) -the Sabbath, the seventh day of the ":eek; the day ~f 
rest (Genesis 2:2-3). Shabbat begins at sundown on Friday and contin-

ues until sundown on Saturday. 

Maelaaril- the mormDI eemce, oo,nspcmcting to the morning offering in 

the'l\maple. 
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Shaloah R'gal.im - the Three Festivals: Pesach, Shavuot, and Sukkot. 
These were the three pilgrimage festivals during which Jews were 
supposed to go to the Temple in Jerusalem (r'galim means "legs") to 
make offerings. 

Shavuot- Feast of Weeks, Penteoost, Festival of First Fruits. One of the 
Three Festivals, celebrating the revelation of'Ibrah to Moses at Mt. 
Sinai. 
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sheliach tzibbur (abbrev., shah) - messenger of the people. The one who 
transmits the prayers of the people to God. While often used inter­
changeably with hazzan or ba'al t'fillah, the term carries with it the 
implication of the responsibility of the prayer leader to inspire the 
congregation in sincere worship before God. 

Simclaat 1brah -the "joy of the 'lbrah." The festive celebration marking 
the end of the cycle of reading the 'lbrah and the beginning of the next 
cycle in a never-ending stream of learning. 

deiger (also, stayger, shujger) - the German term for «mode" or "scales." 
The most common term for the synagogue modes. 

Sulelrot - Suax>t, Festival of Booths. One of the Three Festivals, marking 
the end of the harvest season. Sukkot ends with (or is immediately 
followed by) Sim.chat 1brah. 

7anach - an acronym for the three parts of the Hebrew Bible: Torah, 
Nvi'im (Prophets) and lfluvim (Writings) 

t'fWaA - literally, "prayer.• Also used as the name of a liturgical rubric. [see 
amidah] 

te'anabn - the melodic motives of t.blical cantillation. 

Three Fedioab - [see Shalosh R'galim] 

n.-..-the Five Boob of Hoses: B'reiabit (Genesis), Sh'~t (Exodus), 
lf,yii,u (Leviticus), Bamidbar (Numbers) and Uvanm (Deuteronomy). 

trope - [see te~] 
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