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Tbe ••sic of Praise: An lx;ploration of the &allel Service 

It is refreshing that Naoai undertook for her project a subject 
involving historical and analytical ausicological enquicy, with all 
the challenges and pitfalls that this entails. The first two 
chapters concentrated on the liturgical aspects. My report 
concerns the strictly musical questions discussed in the third 
chapter. 

Naomi's basic question is why the Halle! sounds as it does. Why, 
according to the standard American and Israeli Asbkenazi practice, 
does Halle! sound sad? She utilizes Leib Glantz' s article in which 
this issue is raised as her starting point . Having carefully 
sifted and frequently rejected the arguments of Glantz and the 
rabbiniq opinions chosen by Kacy Nulaan and others, Naoai states 
in her conclusion that "this study has not led me to answer my 
question." But I doubt whether conclusive answers can be given to 
any questions regarding the style of synagogue music. No beit .din 
presided over our musical praxis, and so we must remain content 
with the intimations and S\lggestions which Naomi has supplied in 
plenty. 

Over and above the question of western versus eastern views 
concerning the aesthetic conception of what expresses joy and 
sadness, or the rendition of Hallel was made to reflect past 
(Temple) glories and present distress (which is certainly cogent), 
I nevertheless think that the answer might be more strictly 
musicological. A modal chant predating the sixteenth century (see 
CUrt Sacb's essay, "The Road to Major") cannot be defined in simple 
teras of major/minor, thereby not fitting our conteaporary western 
norms of what constitutes happy or sad . 

Naomi touches on something that may be particularly significant, 
but without realizing its full implications . The "earlie~t" 
rabbinic source requiring a lacbryaose and tearful rendition of the 
Hallel (at Psalm 115) is Jacob Bllden (1697-1776). It is at this 
point in the Hallel that it is customary to chroaatisize the minor 
chant, to modulate into the Ukrainian Dorian mode (which 
unfortunately~ Naomi does not discuss, althouqh it is shown in one 
of the ausical examples, naaely that of M. Wodak). It could well 
be that chroaaticization did not enter the Hallel until fairly 
late, perhaps as a consequence of the Chaielnicki aassacres of 1648 
and the attendant de11<>ralization of European Jewry. it is this 
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f~ature, above all else which gives Hallel its sad character. 

The project has .been well researched , and Naomi has carefully 
weighed, sifted, and selected ~materials and examples. She has 
also utilized the ethno•usioological study of Judit Frigyesi and 
Peter Laki Hungarian Hallel nusacb. Some of the most significant 
point& •~l! derived froa this study. For example, the statement 
that "even' i.f ... the music does not always reflect the meaning of 
the text, it is intrinsically linked through the structure of the 
text." Similarly, the observation that the aetrical tunes of the 
Hallel exanples are structured on the nusacb, is most important . 
Musical exampl es of Frijyesi and Laki's variation types would have 
been welcomes. The tone of Naomi's writing style is a l ittle 
hesitant (but always lucid), and the paper perhaps. needed some 
stronger, linkage .between the separate articles upon which so much 
of it was based. Nevertheless, her sources have been well 
explained and analyzed . 

A few more points are made below: 

l) The musical examples w~re well chosen, but could be supplemented 
from other sources. Some of the examples are rather small and 
should have bee.n enlarged or written out by hand . 

.2) Foi- the most part, Jewish Ashkenazi modes did not receive names 
until very recently. Idelsohn's terminology is largely his own. 

3) The fascinating possible connection between the tune of lli 
Tsion and the rendition of the phrase bneh veit'kha i n the Am.idab 
should have received ausical illustrations. 

' 
4) The Western European tradition for chanting Ballel i n a major 
mode predates , I am sure, the nineteenth century. 

5) While Naomi's critique of Glantz' s discussion of mode is 
certainly correct, one should include the caveat that Jewish modes 
are not identical with Church modes. 

Naomi's project i s a solid contribution to our understandinq of the 
development of riusach and musical practice, and, in my opinion, one 
of the better written projects of the SSM. 

May 14, 1990 

Respectfully sUbmitted, 
Rabbi Geoffrey Goldberg 
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He said to him: In my dream I was made to read the 
Hallel of Egypt. 
He replied: Miracles will happen to you. 

BT Berachot 56a 
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INTRODUCTION 

The liturgica l unit Hallel has fascinated me since 

childhood. I remember my parents urging, "Let 's get to 

services in time for Hallel ." I recall standing during 

Hallel and being surrounded by the sound of the congregation 

singing upbeat tu"es. At the seder, my family recites 

Hallel with a great deal of gusto and musical variety, 

incluaing s ix repetitions of B'tzejt yjsrael to different 

melod i es. 

As a cantorial student at Hebrew Union College-Jewish 

Institute of· Religion, however, I learned that the nusach of 

Hallel has a serious tone. Cantor Ben Belfer teaches that 

the chanting ~f the opening bracha should be myster ious and 

reminiscent of God ' s creation of the world from nothingness. 

Many of the psalm settings included in our curriculum, such 

as Israel Alter's Shuyj nafsbj, are minor in key and 

mournfu l in character. Yet, in practice, these compositions 

are juxtaposed with jolly congregational melodies that have 

reached "hit tune " status but do not. always e xpress the 

text. 

I began to wonder about the true nature of Hallel. If 

the psalms of Hallel are psalms of praise, and if they are 

to be recited on joyous occasions, then why does the 

• 
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chazzonut sound sad? My survey of rabbinic texts yielded no 

conclusive answer. The explanations I found in &econdary 

sources are insufficient. This question and lack of 

response propelled me t o look into the origins of the 

Hallel. Knowing in some measure how Jews have understood 

Ha11e1 throughout the centuries will give me insight into 

the musical traditions of its recitation and enable me to 

express the text more authenticall y. 

) 
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CHAPTER I 

THE ORIGINS ANO CANONIZATION OF THE HALLEL SERVICE 

The Hebrew word Hallel means praise ; as a term it 
• 

designates Psalms 113-118 as a liturgical unit. These 

psalms express thanksgiving and joy for divine redemption.' 

Hallel is recited in two different forms depending on the 

occasion for its recital. The full Hallel consists of 

Psalms 113-118 and is chanted in the synagogue on Sukkot. 

Cha~ukkah , the first day of Pesach (the first two days in 

the Diaspora ) and Shavuot. Full Hallel is also chanted in 

many synagogues2 on Israel Independence Day. 

The second form is termed half Hallel . This name is a 

misnomer, since it comprises far more than half the psalms; 

it is actually the full Hallel text excluding Psalms 115 : 1-

3 

11 and 116 : 1-11. Half Hallel i s recited in the synagogue on 

Rosh Chodesh and on the last si x days of Pesach . 

The full Hallel is known as Hallel Mjtzrj (BT Berachot 

56a ) , or sometimes as Hallel Hjtzroyjm, 3 the "Egyptian 

1Article "' Hal lel, " in Encyclopedja Judaica (Jerusalem : 
l<eter, 1972), 7, col. 1197. 

2Ibid. 

3Jacob Petuchowsk1, Gujde to the prayerbook, (Cincinnat i: 
Hebrew Union College-Jewish Institute of Religion . 1968), p. 
45. 
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Hallel. " This name specifi c a lly r"°efers to the Halle l 

recited at the Passover seder.' The name derives from t he 

seder ' s recounting and celebration of the exodus from 

Egypt .5 Petuchowski, however, t.erms any recitat ion of t he 

full Hallel as the "Egypt ian Hallel, " saying that the name 

der ives from Psalm 11~:1, "B'tzeit Yisrael mi-Hitzray i~ " 6 

With e i ther interpretation, the term "Egyptian Hallel " 

d i stingu i shes this group of Psalms from Hollel-ha-Gadol , 

the "Great Hal lel, " which refers only to Psalm 136. This 

psalm is recited during Pesukej de-Zjmro on Shabbat and 

festivals, on the last day of Passover as the dail y psal m, 

and it is appended to the seder Hallel . From Hishnah 

Ta'anit 3:9, we learn that Psalm 136 was sung on joyous 

communal occasions such as . rainfall after a period of severe 

d rought . 

' Hallel has both liturg i cal and musical connections t o 

the festivals on wh ich i t is recited. Liturgically, psalms 

of praise are appropiate for Shalosb Begalim. 

The liturgy of the Festivals voices the main ideas for 
whi ch they were instituted, namel y: seasons of joy and 
thanksgi ving in commemoration of the kind deeds God d i d 
to our ancestors in redeeming them from Egypt i an 
bondage , in giving them the Tora, and in settling them 
on the Promi sed Land and teac hing them the true ways of 
li fe . Though we have lost our land and are dispersed 
throughout the world because of our sins, yet we 
ferventl y pray and hope that we shall again be redeemed 

' "Hallel, " Encxcloped ia Judaj ca, col . 1197. 

5Ibid. 

6Petuchowski, p. 45 . 
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and brought back to o~r sacred home where we shall 
serve God in joy and exaltation . 

The Festivals are based upon the experiences of the 
Jewish people and have Jewish nat;onalistic 
aspirations . They are at the same time imbued with 
un i versal human hopes and religious ideals, with the 
ideals of liberty (Passover;. Revelat i on CShavuoth ) , 
and thanksgiving (Succoth) . 

5 

According to BT Pesachim 118a, on the seder nig~t the Ha llel 

psalms are recited as a unit of praise, because they contain 

the five basic themes of Jewish faith: the Exodus, the 

dividing of the Red Sea, the g iv ing of the Torah at Si na i, 

the future resurrection of the dead, and the coming of the 

Messiah . 

The mus ica l connections between Hallel and the 

festivals include the insertion of certain seasonal 

leitmotifs into Psal~ 118, as well as a connection between 

the nusach of Hallel and other prayers on the Sholosh 

Regal im. 8 

Hallel is rec i ted on all major biblical fest ivals, wi th 

the e xception of Rosh Ha-shanah and Yom Kippur . It is 

considered i nappropiate to sing joyful praises on these days 

of judgement ( BT Arachin 10b). On these days, the 

pet1tionary prayer Ayjou Halkelnu is rec i ted in place of 

Ha11e1 (BT Rosh Ha-shanah 32b) . 

In a house of mourning, Ha l lel is not rec i ted on Rosh 

7Abraham Zvi ldelsohn, Jewjsh Liturgy a nd Its 
peyelooment , (New York: Schoc ken Books, 1967) , p , 188. 

e-These musical links wi l l be d i scussed in Chapte r II I. 
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Chodesh, unless Rosh Chodesh falls on Shabbat, in which case 

it is recited by mourner and minyon. On Chanukoh, the 

mourner leaves the room and says Hallel privately while the 

minyan recites Hallel. 9 According to Klein, sentiments of 

the Hallel, such as Lo ha-rnejtjm yebal'Juyah y'lo kol yordej 

• dumah (The dead praise not the Lord, neither any that 90 

down into silence) or Zeh hayom asah Adonai {This is the day 

which the Lord hath made; we will rejoice and be g l ad in it ) 

may be saddening to mourners . 10 

On Purim, the reading of Hegjllat Esther takes the 

place of Hallel because the holiday celebrates a miraculous 

deliverance that took place outside Eretz yjsrael (BT 

Arachin 10b). 

ihe reason for saying only half Hallel on the last s ix 

days of Pesach is that the observance of Passover did not 

reQuire different daily sac rifices. Rabbi Yochanan said 

that the full Hallel is to be recited only on full holidays 

on which no work is permitted and on days when separate 

sacrifices are made (BT Arachin 10b). This latter reason 

could be the basis for a half Hal l el on Rosh Chodesh . A 

somewhat mo re homiletic explanation is given by liturgist 

Ph il l i p Birnbaum: On the seventh day of Pesach, when God 

saw the Egyptians drowning in the Red Sea , God said t o the 

5Aaron Felder, yesodej Smochos. (1974 ), p . 89 . 

•G1saac Klein, A Gujde to Jewjsh Beljgjous proctjce . (New 
York : Jewish Theological Seminary, 1979 ) , p . 288 . 
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angels: "How can you iing hymns while my creatures are 

drowning in the sea?" (BT Megillah 10b) . To preserve the 

importance of the seventh day of Pesach over Chol-ha-Hoed, a . 

half Hallel is recited for all six days of Chol-Ha-Hoed. 

According to Cantor Max Wohlberg, the festivals are 

completely deserving of having Hallel reci~e~ 11 By 

comparison, Rosh Chodesh is lower on the scale of festivity. 

Even though Chanukah is usually considered to be a minor 

festival, a full Hallel is recited because the eight-day 

observance of Chanukah originated as a delayed celebrat i on 

of Sukkot. 

There are numerous aggaddic traditions concerning the 

Hallel. The Book of Psalms is ascribed to King David. Yet, 

Rabbi Eleazar, son of R. Jose, said tbat Moses and the 

children of Israel recited Hallel after escaping from the 

Egyptians at the Red Sea. The text BT Pesachim 117a 

i ncludes a list of many important personalities in history 

who supposedly recited Hallel when God delivered them from 

danger . Finally, it was the Prophets who established the 

recitat i on of Hallel for every occasion when the people of 

Israel would be redeemed from potential misfortune. 

According to Birnbaum, there is a theory that the 

Hallel psalms were compiled for liturgical use at the 

11Interview with Cantor Max Wohlberg, professor at Jew i sh 
Theological Seminary, New York, New York, February 27, 1990. 
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dedication of the Tem~le . after the Maccabean victory. 12 

Hallel was chanted by the Levites in the Temple as part of 

the ~ Pesach ritual during the slaughtering of the 

paschal lambs (Mi shnah Pesachim 5 : 7). With the destruction 

of the Temple, the recitation of Hallel passed into the 

synagogue &ervice. • 
Millgram says that Hallel was added to the Shavuot 

service at a later time as a &ubstitute for the pilgrim 

psalms (Psalms 120-134) that used t o be chanted when the 

offerings of first fruits were brought to the Temple. 13 The 

8 

concept of Hallel as a later addition to the Shavuot service 

seems surpr ising , though. BT Arach i n 10b is a text that 

relates the recitation of Hallel to the Temple sacrificial 

rites. Accord ing to this text, full Hallel was originally 

recited in the Temple on all holidays which have days 

differentiated from each other by specific daily sacrifices. 

This would suggest that Hallel was recited in the Temple on 

a total of eighteen days a year : the eight days of Sukkot, 

the eight days of Chanukah, the first day of Pesach, and on 

Shavuot, however the precise textual proof of this is 

12Phi 11 ip Birnbaum, "Hall el, " A Book of Jewish Conceots. 
(New York : Hebrew Publishing Company , 196•), p. 164 . 

1 ~braham Mi llgram, "The Hallel, " Jewish Worshic. 
( Ph il adelphia : Jewish Publication Society, 1971), p . 21 0. 

Solomon Zeitlin also holds this view in "The Halle l, A 
Historical Study of the Canon i zation of the Hebrew Liturgy , " 
Jewjsh Quorterlv Beyjew 53 (1962-63), pp. 25-26. 
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unclear . 14 

At the beginning of the third century, or perhaps 

earl ier, the Babylonian Jews began to recite Hallel on the 

last six days of Pesach and on Rosh Chodesh. The first 

reference to the form of Hallel that they recited is in BT 

Ta'anit 28b i n a story about the great scholar~ Rav. Rav 

returned home to Babyl onia after a long stay in Palestine. 

He commented on the peculiar custom of the Babylonian Jews 

to recite Ha 11e1 on Rosh Chodesh. 1 ~ He wanted to suppress 

this custom, since he was of the opinion that the 

Pa l esti nian custom was the authent i c one . However, upon 

' not icing the omission of Psalm 115 : 1-11 and Psalm 116 : 1-1 1, 

he deduced that the custom was not a result of confusion or 

i gnorance , but mus~ have been established by a ncestral 

custom. He per mi tted the abridged form to survive and it is 

often referred to as 0' the Baby lonian Hallel'' . 16 

Accord i ng to Baruch Bokser, Ha llel was a part of t he 

seder liturgy by 70 C. E. 17 At the seder, Hallel has a 

1 ~eference to the recf tatlon of Ha ll el 1n the Temple on 
Sukkot can be found in Mishnah Sukkah 4:8 

1 ~oth Millgram and Finkelstein link the half Halle l of 
Rosh Chodesh to the ha 1 f Ha 1 1e1 of the l aat six days of 
Passover, although the story a s p resented ;n the Talmud on l y 
makes reference to Rosh Chodes h . 

16Lou i s Finkelstein, "The Origin of the Hal lel ," Hebrew 
Uojon College Annual, 23, part 2 (1950-51), p. 320 . 

11Baruch M. Bokser . The Origjos of the Seder . ( Berkel e y: 
University of California Press, 198,), p. •5. 
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slightly different form . Its rec;t,.at ; on fa 1 nterrupted by 

the seder meal. Hallel bo-Gadol is appended to it. Instead 

of standi~g. as when Hallel is reci ted in the s ynagogue, the 

sages determined that it ;s proper to sit, perhaps as a 

concess ion to the injunction to recline during the seder. 

According to The possoyer Haaaadab; Heam Loez , one must s;t • 

erect and respectfully "and not slouched over with our legs 

spread ." 18 "One must sit as though one were in the presence 

of a king . " 19 

One of the sour ces f o r dat ing the inclusion of Hallel 

in the seder liturgy i s from the discussions of Beit Hillel 

and Beit Shammai. ' Because Psalm 114, B'tze i t yjsrael mj-

Mjtzrajm recounts the Exodus which took place after the 

sac r ifice , H{ll e l and Shamma i connected its recitation to a 

dec ree regard;ng the timing of the sacrifi ce. Mishnah 

Pesach i m 10:9 states : "After mi dnight the Passover-offering 

renders the bands uncl ean . "~ Reasoning that they c ould not 

extol the mirac le of Exodus at night because i t actually 

took place at dawn, the school of Shammai recited only Psalm 

113 befo re the meal. Eventually they totall y omitted Psalm 

18Rabbi Yaokov Culi, The possoyer Hagaadoh, trans . Robb i 
Aryeh Kap l an . New York : Maznaim Publishing Corp., 1978 , p. 
135 . 

19Rabb i Yeshiah ben Avrahom balevi Horowitz . Schoei 
Luchot Ha-brjt, as quoted in The passover Hoggodoh Heam Loez , 
p . , 35 . 

20rronslotion from Danby edition. 
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Hi llel recited both Psalms 113 and 114 before the meal . 

Today we follow Hillel 1 s practice . 

No bracha is said when Hallel is recited at the seder 

table. This decision was reached during geonic times when 

two different forms of the blessing existed. One blessing 

read "asher kidshaou b'mjtzyotay y•tziyanu Jjkro et ho-

Hallel" (who hos commanded us to recite the Hallel); the 
• 

other blessing was asher kjdshanu b'mi tzyotay y•tziyanu 

ligmor et ha-Halle) (who commanded us to complete the 

Ha 11e1 ) . 

So the recitation of the psalms themselves was not at 
issue in geonic times. But a question was ra i sed 
regarding the propriety of i ntroduc i ng them with a 
blessing .. . Thus geonic opposition may imply antagonism 
to the2 blessing per se or just to one of its two 
forms. 1 

The gist of the argument concerns the geonim ' s reservati on 

to say the blessing ljgmor et ba-Hallel when its recitat i on 

was not continuous, but rather interrupted by the meal . 

Another sage considered the Hallel of the seder not as a 

r e ci tat i on , but as a song. This belief was founded in a 

talmudic practice of rec i t i ng Holle) ho-Gadol over a fifth 

cup of wi ne. The Quest ion of whether or not the fifth cup 

of wine is drunk was connected to the rec itation of Hal le ] 

ha- Gadol . Njshmat kol chaj was rec ited following Hollel ha

Gadol. When Hafjel ha-Godo ) was reci ted , the issue becomes 

21Lawrence A . Hoffman, The Canonjzatjoo of the Syci_agogue 
Seryjce . (Notre Dame : University of Notre Dame Press, 1979 ) , 
p . 119. 
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whether to recite the final Ha11el blessing y'hallelycha 

ofter Hollel ha-Mjtzrj or whether to postpone it until ofter 

Hallel ha-Godol. Both y"tfallelycha and ojshmat are 

considered "blessings of songs. " Are the two Ha11e1s one 

unit or two? Does each Hallel have its own blessing or do 

they shore one?12 Modern practice is to rec i te y ' hollelucha 

following the Hollel ho-Mjtzrj, then Halle] ho-Godol 

followed by ojshmat . • 

221 have only outlined the discussion which Hoffman 
presents in Cooonjzatjon, pp.119-123. He also ref..ers his 
readers to Entzjklopedjah Tolmudjt , s. v. "Holle) ." 
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CHAPTER II 

THE HALLEL IN COMPARISON WITH OTHER LITURGY 

Knowing about the origins of Hallel and ;ts vital place 

in Temple worship prompts the Question : How dJd it sound? 

According to musicologist Hanoch Avenary. the most useful 

approach to understanding psalmody is through its formal 

structure : 

In contrast to the melodic shape, formal structure is a 
concrete and prehensible criterion. Governed by the 
disposition and arrangement of the text, it remains 
clear also without music ... So the formal structure of 
psalmody does not mean a superimposed or secondary 
element, but it springs from the word .. . ConseQuently, 
the melodic substance of psalmody is so modest that it 
appears tfi be a transparent clothing draped over word 
and form. 

The Talmud is the source for studying Jewish psalmody. 

performance are Quoted. They are linked through one formal 

princ i ple: responsorial singing. Fortuitously, the Talmudic 

texts treat psalmody in connection with Hallel. The 

psalmodic prototype unde r discussion is Sbjrat ha-yam . 

According to Avenary, the Talmud itself marvels at the 

"spontaneous musical thanksgiving of a community and the 

"mystery of the transformation of a whole people into a 

2~anoch 
Canticles in 
Di s c j o 11 na . 

Avenary 1 "Formal Structure 
Early Jewish and Christian 

(1953). vol. 7., p . 2. 

of Psalms and 
Chant , ,.._ Mus j ca 



uniform choir of singers 1 "
2' as they emerged, perhaps 

dripping wet, from crossing the Red Sea . In the legal 
-

prescriptions for its recitatf on, Shjrat ha-yam is always 

compared to the execution of Hallel ; "psalmody was the 

measure of all things. "25 The seven types of responsorial 

singing are as follows : 

1 ) Repetition of every phrase or verse by the 
congregation. • 
2) Intonation by the precentor . 

3) A "motto" from the first verse occurs as refrain . 

4) "Halleluyah" as a responsorial call. 

5) Alternate singing of hemistichs. 

6) Repetitions of certa i n verses 

7) Add i t ions to the text of psalms . 26 

The textual e xamples Quoted above not onl y exemolify 

the forms of responsor ial singing; they also provi de 

information about how Hallel and the Sh ' mo were recited in 

the synagogue during Talmud ic times. BT Sotah 30b falls 

under the second category : " Intonat ion by the precentor. " 

In response to the quest i on of how the Ch i ldren of Israel 

recited Shjrot bo- yom , R. Nehemiah says : 

14 

~7'n11 nniD t<i:iw 110J:J:i 11':l:l llr.>W 7ll 01iD:i 1Dit>:J 
.r1nK rJ,ll ,:i, 

2~Avenary, p. 3 . 

2SI bid . 

2~venary, pp . 4-6. 
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Like a schoolteacher who recites the Sh ' ma in the 
SynaHogue, viz. he begins first and. they respond after 
him. ~ 

It i& unclear exactly what the term ba-poreis al s b 'ma 

mean&. In the first part of this century, the liturgist 

Ismar Elbogen advanced a theory that received widespread 

acceptonce.28 In Elbogen's opinion, ho-poreis al sh'ma 

i ndicates an antiphonic system of reciting the Sb ' ma in 

ancient communal prayer : 

Precentor : Sh'ma Yi srael 

Congregation : Sh'ma Yisrael I 
Adonai Eloheinu , Adona i echad . 

Precentor : Baruch sbem k' vod malchuto l'olam va-ed. 

The term also applies t o the accompanyi ng paragraphs of the 

Sh'ma . 29 This would indicate that the Sh'mo was sometimes 

sung i n the same way as the Hallel, at least when Hallel was 

be i ng reci ted by &ol"l)9one for others . 

In 1972, however, Ezra Fl eische r presented a theory 

that ba-porejs al sh'ma bears no relation whatsoever to a 

special system of readi ng all of the sections of the Sh'ma , 

21Trans 1 at ion from the Sonc i no Talmud . 

28Ismar Elbogen, "Studi es in Jew ish Liturgy. " Th e Jew i sh 
Quarterlv Bev j ew, ( 1966), vol. 18 . 

More freQuently Quoted is the article in Elbogen's book, 
Studjeo zur Geschjchte des judjschen Gottesdjenstes ,( Ber l1n , 
1917 ). 

29Ibid . , p. 590. 



' ) 16 

and that no ant ipbonic system of chanting is alluded to. 1~ 

Instead, one of the congregants would read Sh'ma Yisroe 1 -
Adona; Elohejou, and the others would listen to his read ing, 

silently responding Baruch sbem k'yod malchuto l'olam ya'ed. 

Then, all the congregation would read the remaining sections 

of the Sh'ma together . 

There are other similarities between Halle) and Sh 1 ma . 
• 

Both prayers can be recited in any language (Tosefta Sota 

7:7). This is significant because it indicates an 

accessibility that all people could have to the prayer, 

regardless of their learning. 

Rambam discusses the holachot of initiating or 

returning greet ings dur i ng K'riat Sh'ma . In the Shul chan 
' 

Aruch, a sim i lar d iscussion is found relating to Hallet . 

From these halachot , it may be possi ble to compare the 

status of the two praye~s. 

During K'rjat Sb'mo i f one is between sections , one can 

initiate a greeting to someone whom he honors and return a 

greeting to anyone. However , i f one is in the middle of a 

section, one should not stop to initiate a greeting e xcept 

to greet someone whom one fears. If someone whom one honors 

greets him, he should return the greeting (Rambam, Mjshneh 

Torah, Hilchot K' r i at Sh 'ma , 2:15-16). 

3~Eng1ish Summary of Ezra Fleischer, "Towa rds _ a 
Cla ri f ication of the Expression 'Pore is al ~. " Tarbjt.z 
(1972) , 411 , 2. 
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In the Shulchan Aruch, Orach ha-Chayim 422, (Hilchot 

Rosh Chodesh ) , we read with respect t o Hallel that e ven in 

the middle of &ections one· should initiate a greeting t o 

&omeone to whom one owe& honor a nd return a greet i ng to 

anyone , but should not stop for any other matter . l&serles 

comments that the above is true especiall y on Rosh Chodesh 

and Pesach , days upon which one does not complete Ha1lel 

anyway. But on other days, the law is as for « ' r i ot Sh'ma, 

he says. 

Therefore, according to the Shulchan Aruch , the 

rec i tat ion of Hallel seems somewhat less important than 

K' riat Sh'ma because it can be more readily interrupted e ven 

in the middle of a psalm . But Isserles d isagrees and holds 

that wi th regard to the Sbalosh Begoljm (not i nclud i ng the 

lost six days of Pesach ) and Chanukah that Ha11el should 

have the same sta~us as K' rjot Sb'ma . 

Both the Sh'ma and the Hallel texts are b ib lica l 

passages . But i n BT Berachot 14a , Ahi the Tanna makes a 

distinc tion between Kriat Sh'ma as b i blical precept and the 

reci tation of Hallel as a rabb inical precept. Ahi asks R. 

Chiyya whether because one can interrupt K'riat Sh'ma, a 

bi blical precept, one can ce rtainl y interrupt Halle l , a 

rabbin ica l precept . Alternativel y, might one argue that 

procl a iming the miracle of the Exodus from Egypt is more 

important than K'r iot Sh ' ma? The answer is that one may 

interrupt Hallel without objection. 
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In BT Berachot 9a, a discussion groups together K'r jat 

Sh'ma, the recitation of Halle1 and the eating of the 

Passover sacrifice. The Qu~stion is: can these mitzyot of 

Passover be performed unt;l daybreak or only in the evening? 

Rabb i Joseph B. Soloveitchik discusses the structu re of 

prayer as a sequence moving from praise to supplication to 

thanksgiving. This pattern is inspired by the Torah and is 

described by Maimonides in Hilchot Tefi11ah 1:2 • 

And he relates his praises of the Holy One, blessed be 
He. After that he implores for his needs, with pleas 
and supplication , and then he renders praise and 
thanhsgiving to God for the good that was given to 
him . 

This seQuence links the Amjdah and Ha1lel thematically . 

Am i dah 

first 3 blessings 
Praise 

central blessings 
Petition 

last three blessings 
Thanksgiving 

Hallel 

Psalm 113 

Psalms 115, 116 
(Lo Lanu) 
(Ahavti ) 

Psalm 116 end 
( L'cha ezbach) 
Psa 1 m 118 

31Abraham Bes din, Ref 1 ect ions of the Bay. ( Jerusa 1 em: 
Department for Torah Education and Culture in the Oiaspo'ra of 
the W. Z.O., 1979), pp, 82-83. 
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CHAPTER Ill 

THE MUSICAL RENDITION OF HALLEL 

In his artic1e, "Ha1 lel and !AL " Leib Glantz discusses 

the incongruity of singing the jubilant Hallel text in 

mournfu 1 tones. "What is there to bewail, .. Glantz asks?32 

Glantz finds two answers to the Question : 

The first [answer) is extremely simple: the situation 
of the Jews of the Diaspora has for many generations 
been tragic and catastrophic, .. . and the Jew usually d i d 
not pay any attention to the verbal content of his 
prayers , but found in them a suitable opportunity to 
pou~ out his heart in lamentation and33in compla i nts t o 
the Almighty about h is bitter plight. 

Glantz's second answer is that Hallel derives its sad sound 

from its openi ng bless ing wh ich i s chanted in a minor key. 

He states : · rh~ cantor opens the Hall~l blessing in what 

seems to be a pure mino r key, but is actually only an 

i 11 usory mi nor. · ~ 34 

Here and elsewhere in his d i scuss ion o f s cales and 

modes, Glantz is mi staken. There is nothing i llusory about 

32Leib Gl antz. "Hallel and 1AJ., " Ha11e1 and Three 
Eesti yals {Tel Avi v: Tel Avi v Institute of Jewish Liturgical 
Musi c in Conjunction wi th Israel Mus ic Institute , 1968 ) The 
art jc le has no page numbers. 

33Ibid . 

34Ibid . 

• 
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the mi nor key of the brocho for Ha11e1 ; it is pure minor. 3~ ) 
I 

"' .. ,. . j' . ~· ,-:-- . n .... , .. ,,i p J. ; ; j : : : I : 1 : ; I I I ; : ; I 
k . ncl el .I~ t ... '"'II t ... . ... . .. _._. ... .. lee ~ • • ,_. b • . ...- e&· -

..... e1S ~ .,. 
; . -· •· ~I ;' I : l; j 1. '' 1• ; I A I I I •t. I 

• .-.r..w.r .... . .............. ....... . .... ~: .. u.· .. ............. . ... . . -

Earlier in his discussion, he says that almost all 

cantors sing Ha11e1 in the harmonic minor, 36 however, the 

minor scale used for Hallel is a natural m1nor scale, e xcept 

where it i s occasionally chromaticized. 31 Glantz mentions 

three places where he claims the "peak of melancholy'' is 

reached,36 but one of them, "L'cha ezbach zeyach todab " is 

actuall y a place where cantors often modulate to a maj or 

ke y. jg 

Glantz continues that the result of the minor bless i ng 
' 

i s that 

P . W. 

both the cantor and the congregation are carried along 
by this deceptive minor throughout almost all the 
passages of the Ha11e1. There is no thanksgiv1 ng and 
no praise, no song and no exultation. There are only 
broken sounds and plaints, a weak, suffering voice, and 
the more tearful the Ca~tor, the greater his 

l~Abraham Baer, Ba'al Tefillah (Leipz i g , 1877), no . 167, 

36G1 ant~ . 
371nterview with Cantor Israel Gol dstein, Director of 

School of Sacred Mus i c of the Hebrew Union College-Jewish 
Institute of Rel i g i on, New York, New York, January 22, 1990 . 

38G1 antz. 

291nterviews with Cantor Israel Goldstein, January 18, 
1990 and Cantor Max Wohlberg, Februar y 27, 1990 . 
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reputat, on.'~ 

I t i s important to cl arify that Glantz is discussing Eastern 

E~ropean nusach, wh ich is overwhelmingly prevalent in Is r ae l 

and the United States today. Because of this prominence, 

our discuss ion focuses on Eastern European ousoch unless 

otherwise speci f i ed. 

For a wh i le we cons i dered the possibility that thi s 

'' lamentation theory " . while not scho 1 arl y. could be • 

accurate . After all, the majority of the liturgy i s rec i ted 

in mi nor modes regardless of its verbal content . But we 

have t o reject this fir st answer as insufficient. There is 

a mode bu i lt on a major sca l e; the Adonoj Maloch mode is 

employed on occasions when God's dominion is declaimed , such 

as in the psalms of Kabbalot Shobbat or the kedusha of Rosh 

Ha-shanah Musaf . Why i s Hallel not recited in Adona ; 

Malach? 

Some schol ars theorize that the prob lem is the Western 

ea r that judges t he sound of the minor s cale as sad. 

Perhaps in anci ent times, a minor wa i ling tone connoted joy . 

Th~n Glantz ' s and our Question is rooted in a 

misunderstand i ng or i gnorance. Er ic Werner wr ites: 

People not familiar wi th trad itiona l Jewish musi c 
freQuentl y r emark about the elegiac or me l ancho l y 
c haracter of the mus ic of mjnhog ashkenoz . The 
i mpress ion of melanchol y stems from the identity of 
that mode wi th the s o-called pure or natural minor, 
which in Western music usuall y e~ presses mourn ing or 
s or r owful sentiments. But th i s is not valid at a ll for 

40Gl antz . 
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the world of tne Near and Middle East.' 1 

There are psychologists who research how music affects a 

listener's emotions. However ; to present this theory a s 
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anything more than a consideration is not within the purvi ew 

of this work. The difficulty in applying th i s theory to 

th i s s i tuat i on is that the recitation of Hallel may not have 

always been ;n a wailing style . There is a connection 

between the oysach of Hallel and that of Shalosh J!egaljm 

having to do with the destruc t i on of the Temple. Hav ing 

read several secondary sources about the recitation of 

Hallel i n Temple times , I wonder whether it is possible that 

pr ior t o the destruction of the Temple, the Hallel 

recitation had a joyous sound. If so , it may be pointless 

to ' argue that our conceptions of happy and sad mus i c are 

different from those of our ancestors . 

Cantor Max Wohlberg says that our conceptions of a 
' 

maj or ke y connoting happiness and a mi nor key connoting 

.sadness began in 1600. Prior t o then, many lively prayers 

were done in mi nor ke ys and many serious passages in major 

ones. For e xample , when we e xpress humility and sadness as 

we confess our sins on the High Ho ly Days , we do it in a 

bright major key--Ashamnu . 42 

Wohl berg also has a theo r y that when we sing a text 

' 1Eric Werner, A voice Still Heard (Univers ity Park : 
Pennsylvania State Uni versity Press , 1976), p. 54. 

' ' Interv iew with Cantor Max Wohlberg, February 27, 1990 . 
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that according to our contemporary underst.and;ng would 

reQu i re treatment in a major key because it is a virile, 

powe r ful, hopeful statement , we-..cen perform it in minor 

because of our recollections of the past. When the 

traditiona1 Jew recited Hal1e1, he no doubt recalled how 

Ha11e1 was done throughout history. Thinking back to the 
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days of King Solomon and the Temple, he recalled the gl o ry, 

magnificent circumstances and surroundings of the Le~tes, 

the chorus and instrumentalists performing Hallel on the 

steps of the sanctuary. This glorious memo r y contrasted 

sharply with his present situation in aalut. "Oy gevalt , 

we're chanting the same Halle] that they did ."43 

What may be most useful in rev iewing Glantz's arti c le 

is to 'consider his ideo logical stance which heavily colors 

his article . Glantz was a Zionist who felt that with the 

b i rth of Eretz yjsrael, mourning should cease. The 

potential sadness of the Hallel chant is a reflection of 

Diaspora life which he rejected. In superimposing his 

Zion i st and artist i c feelings onto Hallel, Glantz developed 

a generalization and tried to make it an historic theory . 

Predat i ng Gl antz , there was a nineteenth-century 

Western European trad i tion for Hallel in a major key. 

Abraham Baer notated t hi s phenomenon i n 1877 : " 

' 3Intervi ew wi th Canto r Max Woh l berg, February 27, 1990. 

4~braham Baer , Ba'al Tefillah, no .167 , o.w. 
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Baer terms this example D.W. - peutsche Weise, to 
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disttnguish ;t from the P.W. Poliscbe Wejse cit.ad above. 
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However, the tradition in Germany was not exclusively major. 

Berlin, for example, tended to be an exception with a sort 

of westernized East European nusach. Aron Friedmann came 

from Lithuania, served as cantor in Berlin from 1882-1923 , 

and notated a minor Ha11e1.4S 

Uo • ruch at - to a. dau -noj c. l~u- he. DU 111c . kcli ho . &u lom n. • scher • 

• kid.d' scho. nu b' • miz' •·au.sov.· w'. ziw • wo • • ou lilt'. r&u es h&. bal.lel. 

f ! J J) I J. ) £Q J1 JI l}J J I J Js ) r' l 1 r 86 r ' I JI )J I • I . 
Mauschi - "i a. kc . res hab • ba • jis CUI hab.bo. Dim s' . me • • cbo ~-1'- lu . job. 

I r r 
dial. 7 miscb r.ma.j'. DAU mo • jiw • mo.jim 

•SAron Friedmann, Shjr Ljsblaymau (Berlin, 1901) , excerpts 
from no. 35. 
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-· 1 JJIJ Ji_AJ, t.tm u. ""Ji1 n J Ji)I J • Ji ;oti 1 
&-la. lu es a . dau.oojkol gau • jiJn scbab.b'. cbu.bu kol ho. um.mim ki go . 

,. @JTgj.ll}]ll.l , )jjJ JlJlJl' 651 • I J, Ji.J • I 
war o. lu. nuch:ls.d3.11 ._.e.c. mes a.drui..ooj \au. • lom ba . t•. Ju . .job . 

The tradition in Frankfurt also remained minor. 0 

Interestingly, in Central Europe , cantors employed o mixtur e 

of maj o r and minor . This mixture is evident in the nusoch 
• notated by the Hungarian cantor, M. Wodok, i n Vienna , in 

1901.'7 

t\'? U>3. 
Cantor. 

bn - ruch 111 • l(lh ~o • noj lom 

i ~ ) J. 
'? • st.her l.. 1d • d~ • scho. nu b'mn • wo • so1o· '-T - tlw - 1&-n • nu 11 - I..·:. m es ha. bal • lei 

;\"! IM. 
"~ rue ,,&, :i 

,~, ~'"'J ;Ps :Ti~ ji ~ J ~ Jl JI Jd Ji Ji J, 
ha • l'i • tu e~ ~ • do • noj kol gu • J Im sch1b - b:: - cbu - hu lml ho • um • mJJn 

k l 2 0 • ":ir " • le • nus chas • tin "-'<? • ! . me!> ! - do • noj I~ • o • !om ba • It • Ju • Joh 

461nterview with Rabb i Geoffrey Goldberg , Music Librarian, 
Hebrew Union College-Jewish Institute of Religion, New York, 
New York, January 24, 1990 . 

' 7M. Wodak. Hom ' ootzeach (Vienna, 1901), nos. 163, 164, 
170, 411, e xcerpt from 412. 

In the first aet, composed for Rosh Chodesh, it can be 
assumed that Wodak intends the for the cantor to continu e i n 
the minor mode for Psalms 113-116 . 

I 
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t\<? 411. 
Chor. 

~~ h I Is ] ' J 12 I I ' J_) 1s:=-1 *'' • . ; 
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Composer Hugo Weisgal , son of the celebrated cantor Abba 

Weisgal ( 1885-1981 ), once c~nted that until he came to 

the United States from Czechoslovakia, he had never heard 

Hallel 1n minor.'8 

Glantz cites Sulzer as an example of European "choral 

cantors " who "in a reaction against this ch·aract.erist.ic 

27 

lachrimosity, [they) changed the key from the har~nic minor 

to the classic West European major. "49 However , Glantz 

simplifies the e vi dence for the sake of his argument . 

Sulzer came from Switzerland. He travelled as a meshorer 

throughout. Alsace-Lorraine and Bavaria. While it is true 

that e very cadence of Sulzer's setting of Hallel is in Bb 

maJo r50, his tendency to compose in major was not necessar ily 

a reaction, but possibly a reflection of his upbring ing and 

training. 

So what mode is Halle\ actualfy recited in? What 

. should this mode be called? Can it be defined? In his 

search , Glantz came to realize that the opening blessing of 

Hallel is a continuation from the end of the Amjdah . He 

classifies the Amjdah as being in the Mixo lydian mode . 

Glantz is correct in sayi ng that the nysach of the Halle l 

' 8Interv iew with Rabbi Geoffre y Goldberg, January 24 , 
1990 . 

"Glantz. 

50salomon Sulzer, Schjr Zjon, (Vienna , 1840, Reissued, New 
Yo rk : Sacred Musi c Press, 1954, vol. 6, ) nos. 93-100 . 
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blessing fo,lows from the nusach of the AWidoh , but the mode 

is not the Mixolydian, but rather o form of the Psalm mode . 

The Mixolyd i an mode is represented by the segment g-g ' 
of the diatonic scale, with g as the tonic. From the 
modern point of view it is a major mode with a minor 
seventh ( f instead of ft )~ 1 

In order t o determi ne the mode of a passage of nusoch , 

it i s useful to cons i der the reciting tones , i.e . the notes 

upon wh ich the majori ty of the text is recited. ,.Due t o 

their prevalence , the reciting tones of the Amjdah ore d and 
~ ~ ~ A 

f, or 1 and 3 in a minor scale, and not 5 and 7 of the 

Mixolyd i an s ca l e . We appear to be i n the plagal form of t he 

Psalm mode. I n t h i s form, the ambjtus ex tends from the 

fourth below the f i nalj s t o the fifth above it.~2 When a 

c~ntor comp letes the Am i dah and beg i ns his rend i t i on o f 

Hallel , he is not devi ati ng from Mixolyd i an to the mi nor . 

Actua,l y , the mode was minor in the Amidah and remains minor 

for Hal,el. What sounds different is that the Sholosh 

Regoljm mot i fs are often abandoned.SJ 

J1 J; JI J Ji Jt J r, i1 1 • • 
Jo • rwcJ • • f. A • "' · -y • ' · Ae • ._. 

-!~·~(~l~J1§jt~>~1~f~•' i!A~-§~¥~@1;~~J~)~J·~j J• ! J J !!' '--.:..-.--
I ... . '""' ..... ~ . , .. ... . ., __ v . ... ... .... ... . ..... _ _ 

51wi 111 Ape l , "Mixo lyd i on, " Haryard p i ctjonory of Music 
( 2nd ed. , 1972), p. 533. 

~2Idem, "Church Modes, .. Haryard pjctjooary, p . 165 . 

s~Ado 1 ph Katchko, Otzor Ho-chozzanut. (Volume I I for the 
Sabt3-,_~h and Three Festivals), (New York: Hebrew Union 
Col~-Jewish Institute of Religion School of Sac red Hosi e, 
1 9 5 2 ) , no . 1 7 8 . 
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There is no ~ure reason why these motifs are omitted . 

There are traditional places for their insertion i nto Halle l 

wh ich will be discussed below. It is possible that they 

fell into disupe because the cantor simply tired of 

repeating them or because they were not used when Hallel was 

reci ted on Rosh Chodesh or Chanukah. Cantor Max Wohlberg 

suggests that the ending motif is not used as frequently in 

Hallel because of the considerations of key structure and 

melodic line. Ni nety- f ive percent of the melody line lies 

above d and is built on d . The three notes are an addition 

and not "part and parcel of the recitation. "5' 

So, finally, in d i s c ussing the mode of Hallel, what 

name shall we g ive it? , we coul d find no consensus among the 

musicologists' work that we researched or the cantors that 

we spoke with . In . his Thesaurus volume, The Syoagogye Song 

' of the East Eyropean Jews, Idelsohn writes about an "Amidah 

~ .. which originated in German y and is employed for the 

Sbolosh Begaljm, for Rosh Chodesh musof (after the kedusha ) 

and for the introduction and closing of Hallel . Idelsohn 

also f i nds that elements of the Seljcbah mode are 

incorporated into variations of the Eastern European 

tradition.SS There is a definite strong connection with the 

"interview with Cantor Max Wohl berg, February 27, 1990. 

55Abraham Zv i Ide 1 sohn, Thesaurys of Oriental Hebrew 
Melodjes, VIII: The Synagogue Song of the East European Jews 
( Leipzig , Fr i edrich Hofmeister, 1932. Reprinted, New York: 
Ktov, 1973), p . XIII . 
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Seljcbah mode , which Macy Nulman illustrates with th i s 

e xample : 

• 

Or . Eli Schle i fer of Hebrew Union Co1l ege-School of 

Sacred Music, Jerusalem, theorizes that Amjdah and the 
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Hallel are both recited in mi nor not because they are i n the 

sa~e mode, but because they share some of the s cal e . Some 

of the Halle] moti fs ore not found in the Amjdah , and some 

of the Amjdah motifs a r e not found in the Halle l. Hallel 

shoul d sound more like the Seljcbah mode because of the 

.destruc tion of the Temple , which makes i t i mpossible t o 

rec ite Halle l wi th a full heart . Therefore, although he 

d i st i nguishes it as be i ng Missino j, Or . Schleifer considers 

the mode of Halle] t o be unc lassifiable as a cantori a l 

mode. 56 

Inci dentally, one e xample of a Fest ival Amjdah mot i f 

that does not carry over into Halle] i s the melody for b'ne 1 

yeitcbo k'yatch1la. The mot if used comes from the kinoh, 

56Phone i nterview with Or . Eli Sch leifer, Director , School 
of Sacred Music, Jerusalem , Israel campus, March 7, 1990 . 
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Elj tzjoo, which is recited on Tisha B'Av. This is 
-significant because i t shows how the e l ement of mourning the 

destruction of the temple has permeated the Shalosh Regol i m 

liturgy. 

Baruch Cohon considers Hallel to be in the Psalm mode. 

It bears 0 marked similarity to the Seljchah mode, and uses 

many of the same phrases . .. sl Sometimes it modulltes to the 

festival Amjdah mode . Cantor Wohlberg agrees that the mode 

of Hallel is closest t o the Psalm mode and also close to the 

Seljchah mode , " indulging in a relative major, as the Magen 

A.Y.Q.k mode does . " Wohlberg is against the terminology of a 

Ha l l e l mode because the mode does not encompass original or 
\ 

exclusive mater ial .56 

ln conc lus ion, although l disagree with Cantor 

Wohl berg, I think it most clear to term the mode in which 

Hallel i s recited in , the Hallel mode. It is d minor based, 

in a plagal form . The ma in reciting tones are d and f . Its 

fjoaljs, however, is not on a, but a s is character istic of 

anci e nt music, i s on d or sometimes G. 

Another s i gn if icant art i cle which considers why these 

joyous texts are sung in a mi nor ke y i s 0 The Development of 

the Hallel Chant as Reflected in Rabbinic Literature" by 

Sisaruch J. Cohon, "The Structure of t he Synagogue Prayer
Chant , " The Joyrna l of the Amerj can Musicologjcol Soc i et y, 3, 
1. Reprinted, Journal of Synagogue Husjc. (July 198 H ·, 11, 
1, p. 70. 

52Intervi ew with Cantor Max Wohlberg, March 6, 1990. 
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Macy Nulman. 59 Despite its promising title, the art ic le 

serves only as a springbo&('~_for further research. Although 

the author refutes Glantz, he himself writes with 

generalizations and assumptions that yield few noteworthy 

conclusions. For instance , Nulman wr i tes : 

The Talmud also relates that the Hallel was recited by 
the Levites in the Temple (Tosafot , Pesachim, 95b ) and 
from the Temple ritual it was transferred to the 
synagogue service and the Passover seder (Tasefta, 
Sukkah 3 : 2). Doubtless elabofoate singing was an 
integral part of the Hallel. 

Nulman has no basis for saying that elaborate singing was an 

integral part of the Hallel . From the texts that he Quotes, 

it can only be deduced that Hallel was sung loudly. 

Nulman also poses the Question of why the harmonic 

minor or Seljchah mode i s used for Hallel s ince it seems 

antithetical to praise . He dismisses Glantz's two theories 

as "ludicrous " and continues that the Question can be 

answered "by refe rring to Talmud ic and rabb i n ic sources " . 

However, Nulman does not do this, because with respect to 

the Talmud , his tasl< is unachi e vable . As Nulman says , "The 

chants and melod ies to which the Hallel was sung in those 

early times are obscure. 61 In feet, the Talmud includes 

discussion of musical f o rm, the responsorial forms disc ussed 

S9Mac y Nu l man , 
Musjca Judajca 5, 1 

"The Development of the Hal lel 
( 1982-83 ), pp. 72-78. 

Chant, " 

SCNu 1 man, "The Deve 1 opment of the Ha 11e1 Chant, " p ..... 7 2. 

61Ibid . • p . 73 . 
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in Chapter II above~ but not of musical style. 

Nulman does Quote sever~~ useful rabbinic sources . 

Since he embel lishes them in his Quotation, i t is wise t o 

return to the original source. In hi& siddur commentar y , 

Samson Raphael Hirsch gives his interpretation of how Ha11e l 

came to be recited on Rosh Chodesh . Original ly . Hallel was 

to be recited only on days "commemorating the major 

i nstances of miraculous deliverance in our history:" 

Pesach, Shavuot, Sukkot and Chanukah. 62 Following the 

destruction of the Temple and the Ex ile, the mere surviva l 

Qf the Jewish people in diaspora came to be considered one 

single, constant mira cle of Di vine deli verance. Hegj llot 

' . Ia'ao1t is a l ist that was compiled of a l l the days wh ich 

~ere to be celebrated as holidays of deliverance . The list 

grew so Jong that almost e veryday would have been considered 

a holiday .63 Nulman therefore suggests , "Since the Hall el 

· recitation hos its roots in the essence of our survi val, i t 

is no wonder then that the Hallel is chanted in the minor 

Se 1 j ch ah mode .·· 

A far more d i rec t indication of chanting style is given 

by Rabbi Jacob Emden (1697-1776 ) i n his Sjddur Bejt va 'akoy. 

He inst ructs the worshi per to recite Psalm 115 with a broken 

heart and in tears with the intention of asking God for 

6~amson Raphael Hi rsch, The Hirsch Siddur. ( New York: 
Feldheim Publ ishers, 1965). p . 572. 

63I b i d . • p . 5 7 4 . 
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,&alvation. 61 

Like Glantz, Nulman generalizes about the Western 

European tradition without sufficient evidence. Nulman 

Quotes Baer to illustrate that the Western European 

trad ition changes from the minor to the Adonaj Malach mode 

beginning with Psalm 117. However, according to Boer's 

Hollel (German version), the blessing as well as Ps,lm 113 

is in a major key. 65 Others begin this transition at Ethal ech 

ljfnej Adona; (Psalm 116:9). These minor-major shifts are 

also part of the Eastern European tradition and will be 

d iscussed below. Nulman's theories that these shifts have 

to do with the structure of Hallel are somewhat farfetched 

and \ ncons1 stent . For example, he cites a rabbini c 

tradition that Hallel can be divided into two parts . The 

second part looks ahead to Messianic redemption and . 
therefore the Adonaj Malach mode is used . But Nulman 

neglects the Mjn ho-mejtzar and Ana Adoaaj hoshjano texts 

from Psalm 118 . These are plaintive texts and it would seem 

incongruous that they would be recited in Adooaj Malach. 6~ 

6'Rabb i Jacob Israel Emden, Sjddur Be1t ya'akov . {1744 ) , 
Repr i nted, New York: Otzar Ha-s'farim, p. 214. 

65 Baer, p . 51 , nos. 167 , 1 68. 

66Frigyesi and Laki, whose research will be d iscussed 
below also discuss this shift as occurring at Psalm 117, but 
their article also points out (p. 72) that the metrical tunes, 
are all in minor and all occur in the second half. It 
therefore seems that the shift at the end of Psalm 116 , woul~ 
be better described as a temporary one . 
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In Chapter II, we di scussed Rabbi Joseph Soloveitch iK's 

theory wh ich compares the Hallel and the Amidah. Nulman 

makes a sweepingly nai ve use o·f - this theory: 

Rightfull y , it was proper that early chazzanjm 
conc luded each psalm of the Hallel as in the Ami dah , 
the only difference being that the Hallel, as 
previ ously mentioned, reQuires the add i tional elements 
of weeping and sadness, and th~s was achieved by 
i ntroducing the Selj cbah mode . 

Nu l man has no evidence beyond Emden•s instructions ~ith 

regard to Psalm 115 that add i tional elements of weepi ng and 

sadness are reQuired . 

Nulman concludes thus: 

To summarize, the Halle l chant exhibits direct 
influences of the various rabbinic sources . The chant 

apparently often does not voice the litera l meaning of 
the text, but rather gi ves musi cal expression to the 

, intention of the text and to the emoti on of hhe Jew as 
he approached God in thankgi vi ng and praise . 

This summary neglects to mention the Talmudic sources which 

Nulman g ives so much we \ ght to. It raises an issue that was 

never d i s cussed that the text' s literal mean ing is often not 

expressed by the chant . Nulman wou ld have concluded his 

art icle much mo re appropiate ly i f he had sa i d that his brief 

study raises many more Questions and yields few concrete 

answers. 

The third major arti c le which formed the bas is of our 

mus i cal research was "Free-Form Recitative and Stroph ic 

61 Nu l man, p . 7 7 . 

681 b i d • ' p . 7 8 • 
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Structure in ihe Hallel Psalms " .~ This article explores the 

structure of the Hallel psalms from an ethnomusicologica l 
. -

perspective. The authors substantiate the i r approach as 

follows: 

The motives for our ethnomusicological approach arise 
from the folk-music-like nature which chara~terizes the 
performance of Jewish vocal music. The written culture 
of the Jewish people dates back to ancient times; 
Jewish music, however, was handed down from generation 
to generation exclusively by oral tradition. thus 
producing an extremely rich system of variants with 
different melodies appearing in each region or 
community ... This system of variants was moreover 
enhanced by the fact that each cOfMlunity wished to 
preserve a distinct character in the music performed in 
its religious services. Therefore- even if two 
communities exi sted in close proximity to each other, 
they contin~ed to preserve separate musical 
traditions. 

There are many aspects to the Frigyesi-Laki study ; it 

considers the relationship between Hungar i an and Jewish 

folk-music and it uses Hallel to explain how oysach 

operates. For our purposes , we will extract the findings 

relevant to the recitation of Hallel. 

Interestingl y, due to the ethnomusicological nature of 

Frigyesi's and Laki's research, their informants are not 

cantors but laymen-precentors . Based on the fifteen 

recordings that they collected, the authors divided the 

Hallel into twel ve sections. Sections 1-7 are recitati ves 

69Judit Frigyesi and Peter Laki, "Free-Form Recitative and 
Strophic Structure in the Hal le 1 Psa 1 ms, .. Orbj s Husj cae , 7 
(1979/80), pp,43-80. -101bid. t pp . 43-44 . 
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and sections 8- 11 are metrical tunes. A return to the 

rec itative style occurs in section 12 . Most of the 

performers modulate from mino r to major at the end of Psalm 

116 as Nulman suggested was the Western European tradit ion . 

The second half of Hallel also differs in that more of it is 

a congregational prayer recited aloud, whereas the first 

half was a silent individual prayer coordinated by the 

precentor . 

The melod ie s of the reci tative s and the melodies of the 

metrical sec t ions have different origins. 71 Certa i nly many 

of the metrical mel od i es referred to are the seasonal 

le i tmotifs wh jth will be discussed below. So let us 
I 

concentrate f or the present on the rec i tative melodies . The 

recitative style in which Hallel is chanted allows an 

infinite number of lines of text to be linked together. 

This potentiall y 8"1dless recitation ;s apt for the 
continuous reading of a series of Psalms, and probabl y 
the Psalms of tne Hallel , too, were originally rec ited 
in this manner . 

From the variations they d i s cern between the informants , 

Fr i gyesi and Laki trace a " line of transition from free-form 

recitat ion to mo re or less compact strophi c structures . " 71 

What emerges is that the melodic patterns are not appli cab le 

anywhere in the recitation : instead there are open ing , 

71 Ib i d., pp , 71-72. 

72Ib i d ., p. 56. 

13t bid . , p . 5 7 . 
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penultimate and closing motifs . The establ;ahrnent of these 

motifs stabilize the structure of the li~es. 

The idea of strophic form can easily be found in every 
piece. The endeavour to produce o well-rounded form 
witl'I a symmetrical line structure is a common feature 
of every performance. This might also be considered as 
a component of the nusoch along ~ith the limitations of 
the melody . 

The un it of the strophic form is a pair of Hnes. 74 

This i s why in some of the verses of Psalm 118 refra i ns ore 

added or lines are repeated . In verses 1-4, each verse that 

the precentor sings is followed by the congregational 

response : Hody Jadonaj kj t oy . Verses 21-24 ore each 

repeated , as are 25 and 26. 

A major elentent of the art icl e is the e xaminat ion of 

the reciting tones of Hol l el . In sp i te of its large 

amb i tus, the · recitative sections of Hallel can be reduced to 

I\ " " three notes : 1, b3, and 4 , or in dm : d, f, and g. Th is 

reduction help~ Frigyes i and Loki draw on o supposit ion that 

Gregorian chant has o s imil ar musical s ystem to that of 

Hal l e l . 75 From a catalogue of Gregorian antjphons, the y 

enumerate seven basic var iat ion types: 

-pref ix- li ke melod ic patterns of different length 
-altered repetitions of lines 
-altered repetitions of sections 
-recitat ion on one note within o line 

Hlbid . , p. 57. 

75rhi s re l at ionship bet ween Hallel and Gregorian chant is 
confirmed by Eri c Werner i n A Yoice Stjl l Heard , Chapter 9, 
"The Tunes of the Haggadah, " p . 148 . 

• 
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-recitation on more notes within a line 
-breaking up of elongated lines 
-insertifin or omission of supplementary ft'lelodic 
patterns 

The major significance of these variations for our study is 

that their applicability sugges~s that in the recitation of 

Hallel, mus ic i s s ubordinate to text. Even if as we have 

seen above in revi ewing the art icl es by Glantz and Nulman, 

the mus ic does not always reflect the meaning of the text, 

it is intrinsically linked through the structure of the 

text. 

Sections e-11, the metrical sections of Hallel , as 

defined by Frigyesi and Laki, include the seasonal 

leitmotifs for Pesach (Adir H~). Shavuot ( Akdamut) , Sukkot, 

and Chanukah (Ma'oz Tzur), ~swell as other melodies that 

become fixed in any tradition , in this case, the Central 

European Hungarian tradition . The Frigyes i -Laki research 

po ints out that the questi on of tradition is mo re important 

to the informants with r~spect to the recitative than t o the 

rhythmic s ongs . The reci tat i ve i s consi dered as a 

presentation of original nusacb material, wh ich is in tended 

to be s.ung always in the same way. However, the informants 

are proud to use two or more d i fferent tunes (not including 

leitmotifs ) for a certa in Hallel section . From an ana lysis 

of the rhythmica l s ongs , we f1nd out that they are o tempo 

var i ants o f the recitat ive me lodies wh ich emphasize the same 

16F r i g yes i and Lak i , P . 50. 
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four reciting tones. The authors do contrast t~ese general 
. 

metrical tunes with the leitmotifs by contrasting them with 

the l:i2.d.lJ. for Sukkot as notated by Weintraub and by 

Idelsohn. 11 

Eric Werner explains the evolution of the seasonal 

leifmotifs as one facet of mjnbag ashkenaz that developed 

dur ing the sixteenth century. 78 Although the prayer texts 
• 

were fixed by this time, cantors found e xpression for the 

fears, hopes, and expectations of their fellow Jews in two 

melody types: the seasonal and sectional leading motifs . 

In post-biblical times, pjyutjm, designed for specific 

festi vals and holy days , had introduced new tunes into the 

service . When the oiyytjm texts fell into disuse, the 
.. 

cantors were unwilling to stop singing their familiar 

melodies . They imposed the metric tunes on the texts of the 

fixed prayers (tefillot keyo ~ . euch as the Mi chamocho, the 

Hallel . and the kiddysh, in spite of the prayers' prose 

structure. These tunes then became "musical heralds, "79 used 

before and during a specific holiday, because the cantors 

were not satisfied that the tune would only be heard on the 

holiday itsel f. 

77Ibid., p . 79. 

78werner, A voice Still Heard, pp . 89-92, 98-99 , 154. 

79Ib i d. , p . 89. 
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In the Halle1, the leitmotif was inserted into Psa lm 

118 : 1-4 (Hodµ lodooaj) and 25-26 (Ana Adonaj). Speaking of 

the ~. Werner writes : 

Its refrain and the music to which it is sung were 
consj dered especially important because they 
established the mood, the general atmosphere of the 
holiday : bright and solemn at Passover, majesti c at 
Shavuot , dance-l~ke and processional-like at SUkkoth , 
triumphant at Hanukkah, sober at the New Moon. 

The ritual ac t i on connected with the Hallel Qf Sukkot 

and o f Simchat Torah gives each o~ those renditions its own 

particular sty le . nie t:i.WW, called the Schyettel-hodu81 , is 

g iven its name because it accompan ie s the shaking of the 

Julay dur ing 118 :1 -4, 25 , and 29 on the first two days of 

Suk kot. The shaking , called na'anuv i m, has inspired speci al 

rhy thms wh ich seem to imitete the body movements . There are 

two tradit ions of the c hant, one is in pure mi nor , based on 

motifs of Hjssjoo i tunes, spec ificall y for .tA.l and geshem; 

the other tune is in major and it is based on German a nd 

. Austrian dance musi c of the last th i rd of the eighteenth 

century. On Si mchat To rah , the Hodu-Ana i s chanted wh ile 

the wo rsh i pers encircle the sanctuary seven times. Werne r 

traces the tune ' s "nuc lear motif " back t o the 'inci p i ts of 

many ol d German f olk songs. 

In his chapter, "The Tunes of the Haggadah, " Werner 

dates the or, 91ns of the ~ and An.A tunes in southe r n 

aolbid ., p . 98. 

81 I bid., p , 303. 
-
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mjnhag ashkenaz to circa 1575. The version popularized i n 

the United States through the Un i on Haggadab is by Max 
~ 

Lowenstamm, cantor in Munich from 1847 -1ea1.82 The northern 

melodic tradition is taken from the seder pjyyt, Adir Hu , 

and is even older. 

As we hove seen, the majority of Hallel is sung in the 

natural minor, but there ore mjnhagjm of modulation into the 
• relative major for certain texts. Other mjohagim are 

concerned with the use of the Sbolosh Regoljm or Amjdah 

motif. In sum, we are considering how the precentor shou l d 

end the last verses of each section of Hallel. Glantz gives 

two examples of modulating into major, the first at Hal'Ju 

et Adona; kol 9oy1m (Psalm 117 : 1 ) , and the second at ZiUl 

boyom osah Adonai (Psa l m 118 : 24 ) . These were not t ypica l 

examples because the most freQuent shifts occur at Ethalech 

Jjfnej Adona; (Psalm 116:9) , and at L'cbo ezboch zeyach 

todah (Psalm 116 : 17 ) The next most commonly made shift 

occurs at Psalm 117:1 and the least common shift is at Psalm 

118 : 24. 6j . In terms of the use of the d-a-G motif, i t is 

interesting that e ven when Psalm 117 is recited in the 

maj o r, it i s one of the most common places for the mi nor 

mot i f t o be Quoted . 

Clidelsohn, Jewjsh Musjc, p . 289 . 

&llnte rv iew with Cantor Israel Goldste i n, Janua ry 22 , -
1990 . 
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Cantor Max W~hlberg64 explains that certain sect ions of 

Hallel can be ended in minor, major or with the use of the 

Shalosh BegaJjm motif . 

Blessing - minor 

Psalm 113 - minor or major 

Psalm 114 - minor or major 

Psalm 115 - minor or major 

Psalm 116 - Ethalech lifnei Adonai - minor • 
b'chatzrot bejt Adooai b'tocheihj Yeryshalayjm-
major, minor or motif; Wohlberg's preference is for the 
major since it is lead i ng into Hal'lu et Adonaj kol 
goyjm 

Psalm 117 - major, minor or motif, depending on how 
l:i.Q.d.y will be done 

Psalm 118 {Hodu ) - l eitmotif 
Zeh havom - the tradition is maj or , but it is not 
ob ligator y; chant i n minor if AD.A wi ll be done in 
mi nor. 

Y'hallelucha - major, minor or motif8S 

He poi nts out that the choice of an ending in minor or its 

relative major i s also character i stic of the Magen Ayot 

mode . Wohlberg concl udes that those who know oysach use the 

motiv i c end ing. Hallel is not exclusively a Shalosh Regaljm 

p r a ye r, however, s o its use is not obligatory . 

84cantor Wohlberg, professor at the Jewish Theo log i cal 
Seminary, was born in Hungary . Altnough he admi ts he m19ht 
have been affected by his upbringing, he says his opinions 
about nusach der1Ve from studying every book ever written 
about chazzonut o r nusacb. 

65This list is compiled from my Febf'uary 27 , 1990 
interview with Cantor Wohlberg, as well as from two 
manuscripts which serve a s curricular mater i als in his 
c 1 a ssroom nusach mater i a 1, one notated by Woh 1 berg hi rnse 1 f ...,pnd 
one by Cantor Charles Davi dson . 
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CONCLUSION 

I can only conjecture why the joyous texts of Hallel are 

recited in a minor key. This study has not led me to an 

answer to my Question, but to a new awareness of this 

ancient text. My connection with the text itself, as well 

as what I have learned about the origins, balacba, and 
• 

mjnhagim of Hallel will inform my recitation . As a cantor -

to-be, I realize the importance of not only preserving a 

tradition, but also preserving the reasons for it. 
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Maxine Feldman 

Rabbi Geoffrey Goldberg 
Cantor Israel..Goldstein 

Grete Hirsch 
Hans & Helen Hirsch 

Marga Hirsch 
Aviva Kamm 

Margaret Lieberman 
Cantor David Margulcs 

Rabbi David Nelson 
The Octet 

Harold Parker 
Rose Parker 

Joyce Rosenzweig 
Dr. Eli Schleifer 
Ben Steinberg 
Judith TJSChler 

Gila Vercd 
Barbara & Bob Wyckoff 

a 

In addition, I would like U> thank the entire H.U.C. community for sharing the 
last four years with me: the srudcnt body for learning with me, singing with 
mc, and challenging me; the faculty for teaching.' inspiring, and influencing 
me; the ad.rninisttatioo for guiding and supporting me; and c:spccially everyone 
on the fourth floor, the libmians, and die custodial suft' for helping me. 

SA.Jo. • 'otndo. 
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