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by 
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Chapter III

Ma’ariv 

le-Rosh Hashanah

Rosh Hashanah has been the common name for the beginning of the year since the time of the Mishna.  According to tradition the world was created on this day. 

Yom Teruah is its biblical name with the sounding of the shofar a reminder to awaken from sleep during the aspects of life’s prospects, to be reminded of the Torah’s  revelation at Sinai and to presage the advent of the Messianic Redemption. 

This day is also a Yom ha-Zikaron, when God is understood as a conscious personality who made and knows the human heart, who hears, remembers and answers those who call Him. He desires us to be mindful of Him and to remember and obey His precepts.

It is also a Yom ha-Din, an annual day of judgement when all are judged according to our actions during the year that is past. The Yamim Noraim stress the Divine power of moral regeneration granted to men. Should the first evening of Rosh Hashanah occur on Friday, Ma’ariv  begins with Psalm 92 (Mizmor Shir le-Yom ha-Shabbat) and Psalm 93 (Adonai Malakh). The hazzan may begin and conclude in major: in most congregations these Psalms are followed by the Mourner’s Kaddish.

____________________

Mah Tovu

Many congregations have either an amateur or professional choir during the High Holidays. The Lewandowski setting of Mah Tovu  for choir may be used to good effect here; the hazzan might sing the soprano line as a solo. 

Barekhu

Sung in major to the first segment of the metrical tune for Rosh Hashanah andYom Kippur  evenings, a tune we share with the Catholic Church. A cadential ending is added to the core tune.   The head is bowed at Barekhu  and raised at Adonai. 

Barukh Adonai Hamevorakh

Sung by the congregation, then repeated by the hazzan. The head is bowed at Barukh and raised at Adonai.

Uma’avir Yom

The incipt  outlines  a major-triadic chord. The  western 6-5 motive is prominent. 

A descent of 6 notes from lowered scale step 7 down to scale step 2 is motivic to Ma’ariv  le-Yamim Noraim and is in the Adonai Malakh mode.

The motive ends with a step-by-step descent to the tonic. 

As in the regular weekday Ma’ariv, there is no Barukh hu uvarukh shemo  from here to theAmidah but the congregational singing of Amens  must be anticipated.  This may present a practical problem and a musical adjustment. Most printed settings of this music indicate that the congregation responds Barukh hu uvarukh shemo to the berakha, echoing the same musical phrase of the hazzan. Wanting to avoid such a response which may be traditional for the congregation, the hazzan might not pause after Adonai  but continue strongly to the end of the sentence, making clear that only a congregational Amen is expected. 

Ahavat olam

This prayer is concluded by the hazzan as above.   The well-known melody by Eric Mandell, widely sung on Friday Evening, should not be used here. 

Shema’

This watchword of the Jewish people is usually sung in a declaratory manner in minor.  Be aware that the Shema’  for the Torah service is also in minor but has a special triadic motive and should not be sung at this time. Efforts to use the Shabbat  tune (incorrectly attributed to Sulzer) should be strongly discouraged. Barukh shem kevod  is silent. Its audible singing is reserved for Yom Kippur. 

Veahavta

If this first paragraph is customarily chanted during the year according to the Shabbat trop, it would be adviseable to continue that practise here and not to deprive the congregation of this opportunity for a communal chant that is familiar to them. 

Lema’an Tizkeru . . . Emet

Here is  an opportunity to use the special High Holiday cantillation and by so doing teach the system to the congregation at large.  The hazzan leads the congregation in chant and following their ending at eloheikhem, he/she can use the sof ha-helek  formula of the High Holiday’s at the connecting phrase Adonai eloheikhem emet; or,  to the motive heard at Barekhu.

Mi khamokha

The metric melody continues here.  Its introduction could begin at Hama’avir banav leading into the congregational song.  

Malekhutekha

As in Uma’avir yom, the major triadic motive and the downward run of six notes are utilized here, ending veameru  at the upper tonic.  

Adonai Yimlokh

The congregational tune continues as expected.

Vene’emar

The hazzan continues motivically as above.  The congregation responds Amen.

Hashkivenu

As in the other systems of nusah ha-tefillah, Hashkiveinu  follows its own musical protocol. Any recitative will qualify as acceptable providing that the concluding phrase and its berakha  utilize the tune of the day, here the High Holiday’s motives. 

Veshameru

When the Shabbat  and Rosh Hashanah occur together, use a Shabbat  melody or setting for all texts that refer to the Sabbath. 

Tike’u Vahodesh Shofa

It can be sung in major  or minor, as a solo or a choral piece. It can also be sung to the metrical tune of the day.

Hatzi-Kaddish

This Kaddish not only divides the two sections of Ma’ariv  but reviews the evening’s musical motives: I. the Adonai Malakh mode’s triadic opening ending on 6-5 (3-5-3-2-1  5-6-5); II. a descent of 6-note^s from the lowered 7th scale degree to the 2nd scale degree (Bf-A-G-F-E-D) ending on the tonic ( 5-3-2-1); III. a metrical melody in major (5-6-5-3-4-5  6-5-6-7-8); and the descending-sequential-motive in major (5-4-5-4-3  3-2-3-2-1) ending on the upper tonic note (8-6-7-8). 


Amidah

Recited silently while standing.

Kaddish Titkabal

The Kaddish is chanted quickly and in major. 

Kiddush

This blessing over the wine is chanted in major, begins with and incorporates the  eastern European version of Akdamut. As in the Hatzi-Kaddish, there is a review of the evenng’s motives. 

Aleinu

As is usually sung on  Shabbat.

Mourner’s Kaddish

Recited by Mourners while standing.

Psalm 27 (Adonai Ori)

The special psalm for the  High Holydays is begun and concluded in minor. 

Yigdal  

The traditional tune in the Ahavah Rabba  mode is sung responsively.   

Chapter IV

Shaharit le-Rosh Hashanah - The Preliminary Blessings

Birkhot Ha-Shahar

These blessings are chanted in major, and, following the western European tradition, include a shofar-like motive as indicated. In many congregations these blessings are usually chanted by the same ba’al tefillah who leads this section during the week. Understandably, he/she may be prepared to chant the berakhot  in the minor tonality of the weekdays.  These berakhot  are commonly  offered responsively, alternating between the leader and the congregation, with each party answering Amen to the other’s statement.

Utenenu Hayom/Ashreinu Mah-TovZ Helkenu/Shema’/Barukh Shem/Yehi Ratzon

These texts are chanted in minor.   

Kaddish de-Rabbanan

The prayer for scholars is recited aloud.

Psalm of the Day

The individual psalm for the day is begun and concluded in minor and is followed by the Penitential Psalm, (LeDavid, Adonai Ori). The recitation of the Hymn of Glory, (An’im Zemirot) may be optional. If included, it is begun and ended in minor. These psalms are followed by selections from Psalm 30 (Aromimkha Adonai), begun and ended in minor.

Mourner’s Kaddish

Recited by mourners while standing.

__________________

Pesukei deZimrah

Barukh She’amar

From here until HaEil bet’atzumot uzekha  the Reader’s conclusions will be formulaic: i. e., they will adjust to four constructs of the Barukh she’amar  paradigm: I., II., III., IVa. and IVb. 

Barukh she’amar vehayah olam, barukh hu 
Motive I (consecutive fourths)

Barukh oseh vereishit, . . .
Motive II ( Zarka on D major)

     melekh meshubah umfoar adei ad shemo hagadol   Motive III (sequence on A minor)

Barukh atah Adonai, 
Motive IVa. 

    (preconclusion on C, the relative major of A minor)




Motive IVb.       


                                                                                 melekh mehulal batishbahot. (conclusion on A minor)

When there is a long, concluding text then all the motives will be used in order; with fewer words, the leader could begin at Motive III,  repeated with a variant if needed, and end as on *Line 31 (the last five words). As for the paragraph Barukh she’amar  itself, the leader chants only the first four words, waits until the congregation has completed the paragraph, and then concludes at Melekh meshubah umfoar  as just indicated.

The remaining prayer texts that can follow this paradigm are:

Ki Gadol Adonai Umehulal Meod . . . shamayim asah.


Romemu Adonai . . . Adonai eloheinu.


Adonai tzvaot . . . Hamelekh ya’aneinu veyom 





    
kor’einu.


Va’ani behasdekha vatahti . . . ki gamal alai.


Yiyu lerazton . . . tzuri vegoali.


Podeh Adonai . . . kol hahosim bo.


Viy’hi no’am . . . uma’asei yadeinu konenehu.


Yikraeini . . . bishu’ati. (repeated)


Beit Yisrael . . . Haleluyah.


Notein lehem lekhol basar . . . ki le’olam hasdo.


Kivo yismah libenu . . . ka’asher yihalnu lokh.


Od yenuvun . . . bo.


Edotekha . . . . le’orekh yamim.


Adonai hoshi’a . . . veyom-koreinu.

Ps. 145 
Ashrei yoshvei veitekha


Tehilat Adonai . . . ve’ad olam. Haleluyah.


(Begin as well as end each of the following psalms.)

Ps. 146
Haleluyah.


Yimlokh Adonai . . . ledor vador. Haleluyah.

Ps. 147
Haleluyah.


Lo asah khen . . . bal-yeda’um. Haleluyah.

Ps. 148
Haleluyah.


Vayarem keren . . . am kerovo Haleluyah.

Ps. 149
Haleluyah.


La’asot bahem . . . lekhol-hasidav Haleluyah.

Ps. 150
Haleluyah.


Kol haneshama . . . Haleluyah. (twice)


Vayevarekh David


Umatzata . . .’imo haberit.


Vehayam baka’ta lifneihem . . . bemayim azim.


Vayosha’ Adonai . . . uvemoshe avdo.


Az yashir Moshe


Vehaya Adonai lemelekh . . . ushemo ehad.


Nishmat kol-hai


LeDavid barekhi nafshi . . . et shem kodesho.

Hael beta’atzumot uzekha 

Formerly, this was sung by the Ba’al Shaharit  and  was preparatory to the entrance of the hazzan. 

Hamelekh 

This majestic affirmation of God’s Kingship is introduced by vocal prelude without words.

Shokhen ad

/Uvemakalot/Sheken hovat/Yishtabah/Berakhot vehodaot *Line 41 et al.

The Barukh She’amar  motives and the descending-sequence of Ma’ariv,, now in minor: 5-4-5-4-3   3"-2-3-2-1 

Shir Hama’a lot (Ps. 130)

Wohlberg’s notation of this psalm is a clear exposition of the Seliha mode.  

Hatzi-Kaddish/Barekhu/Barukh Adonai/Yotzer or *15, *18, *19, *21. 

The Ark might be opened after Barukh Adonai and closed after Or olam.

Melekh ba’asara levushim  *22.
The paradi*gm system resumes here. If the texts which follow are not special piyyutim but are verses customarily chanted, apply the motives of Barukh She’amar. 

Bohen kol-eshtonot  *23.

The new paradigmatic umbrella for the piyyutim which follow.

Shema’

Heller’s tune from Birkhot ha-Shahar  returns here.  Barukh shem kevod  is  read silently.

Veahavta

As in Ma’ariv, it is suggested the the congregation chant this paragraph in their accustomed manner, according to the Shabbat trop system.

Vayomer Adonai

Chant the entire paragraph in High Holiday trop.

Adonai elohekhem emet

Use Motive IV of Barukh sheamar here.

Emet sheata hu

According to Barukh she’amar.

Mi Khamokha/Shira hadasha/Adonai yimlokh

Shabbat  melodies should be avoided. Use Baer, p. 231, No. 1051.

Tzur Yisrael

Baer offers p. 231, No. 1053. 

(The Amidah is  first recited silently while standing.) 

Repetition of the Shaharit Amidah

Avot *25.

The Ark is open. Three arrangements of this paragraph are recommended: a setting by Jacob Dymont which incorporates the minor, Ahavah Rabba and the Ukrainian Dorian motives of the east; the arrangement by Lewandowski using the descending-major-triad motive of Aleinu  as its main theme and as well, fragments of the Ahavah Rabba  mode on Mediant; the setting in Madrikh in the western European style, major with simple step-wise progressions;  All three can be used;  Dymont in Shaharit, Lewandowski in Musaf , Baer/Madrikh in Neilah. 

Misod *28.

A musical construct that begins with a sub-tonic motive.  This reshut  will be the musical umbrella for chanting phrases in the piyyutim that follow. 

Yarei’ti biftzoti siah lehashhil

The hazzan sings the first four phrases of the first sentance acording to the Misod pattern and concludes the fourth phrase on the raised 7th scale step.  The hazzan begins and waits for the congregation to repeat each sentence./ The last phrase in the paragraph ends on the tonic. The Ark is closed.

Temukhim bedeshen/Beshofar afatenu

Two phrases of Misod  are used here, ending on the raised 7th scale degree.

Zokhrenu lahayyim

Baer shows that the proper nusah hat-efillah  is Ahavah Rabba.   However, congregants and hazzanim are accustomed to lyrical tunes in minor at this point. After a tune, it is possible for the hazzan to rejoin the text at melekh ozer   and continue through the concluding berakha.  

Atah gibbor

The Ahavah Rabba  mode is proper here to rav  lehoshi’a   with a tune in minor  at mekahlkel hayyim. 

Ayahalenu keter le’atrah

In the traditional mahzor, a congregational piyyut  interrupts here and its sung conclusion follows the Misod  pattern.

Mi khamokha av harahamim

The hazzan  returns to the Ahavah Rabba mode and the Misod pattern.  Thenvene’eman atah to the berakha.  

Levadeha ta’amod beyom zekhirah 

When a Misod-type piyyut comes immediately before the text Yimlokh Adonai le’olam,  the first half-phrase of the ending is sung according to Misod,  the second in the parallel major; the musical phrasing continues to include the first line of Yimlokh.    

Yimlokh

In major with the first line ending on the second scale degree, El na  ending on the tonic.

Atah hu eloheinu

Opening with a rousing phrase from Baer, this piyyut  is offered responsively. The call-and-response of the texts may depend upon the minhag  of the congregation. The modality is major and the music is an improvisation.

Ram umitnasei *32.  

Conclude in this manner. The last line Hai vekayam nora umarom vekodsho, is famously delivered molto forte. 

Tair vetari’a *33.

This piyyut  is attributed to Eleazar Kalir and describes the historical fall of the kingdom of Israel with hopes for an acclaimation of God’s sovereignty. The tune is the new paradigm for the piyyutim that follow.

Uvekhen vadonai pakad et-Sarah *34.

Ends with the Kerovah motive. 

Tefen banetzarim

Sung to the paradigm Bohen kol eshtanot, No. 23.

Tze’etzae’ha

Sung to the paradigm Ram umitnase, No. 32.

Melekh memaleit meira’ah

Sung to the paradigm Melekh ba’asarah le3vushim, No. 22. 

A’pid nezer

A piyyut, no longer widely heard, has a melody worth reviving in some other form.

Melekh zekhor ahuz keren

Sung to the paradigm Melekh ba’asarah levushim, No. 22.

Adonai melekh *36.

In some mahzorim this laudation is indicated as  recited after Melekh elyon on the second day and before LaEil orekh din on the first  day. The opening phrase is in major, ending on the 3rd scale step.  The verse drops to the minor tonality of the Submediant. Each line is answered Adonai melekh by the congregation. The chorus, in major, is repeated between stanzas. 

Melekh elyon

Usually indicated to be recited on the second day, this piyyut  is introduced by Uvekhen vayehi vishurun melekh in major and continues in a free exclamatory manner, responsively with the congregation, stanza by stanza.  The ending phrase of each stanza, la’adei ad yimlokh is carried over to  include the first two words of the next stanza, Melekh elyon. The stanza which begins Melekh evyon (Mortal King) is silent. After a few moments, the hazzan announces dramatically aval melekh elyon  (But the supreme king) and continues.   

LeEil orekh din *36a.

The Ark is opened. After singing Uvekhen lekha hakol yakhtiru  in minor and encorporating the next three words Leil orekh din in that first phrase, continue with two half-line phrases at a time. They are repeated by the congregation.  The mode is Seliha  with the Ukrainian Dorian Hexachord. At the last phrases the Ark is closed. 

Uvekhen ulekha ta’aleh Kedushahh *37.

Kedushahh *38.

Follow Baer.

Ledor vador

Follow Baer. 

Uvekhen *40.

This series of prayers is found in all of the Amidot  of the Yamim Noraim and attributed to Abba Areka (RABH), a Babylonian teacher of the 3rd century who also founded the Academy at Sura. The paragraphs dwell on the universal recognition of God’s kingship that will change the hearts and souls of men.  Wohlberg’s improvisation is a good template and an example for some  subsequent paragraphs. 

Musically, the paragraphs are in all in the Seliha orbit.  The introductory phrase is in minor. The verses may begin with Seliha’s  1-4-3, using the 3rd scale step as a chanting note as well as a resting point. The Ukrainian-Dorian Hexachord relieves the sameness of color, as does a movement to a tonal center in major on the 3rd scale degree. Sequences and short tunes help keep these paragraphs interesting. The same musical treatment continues to the end of the section and its berakha, hamelekh hakadosh.

Atah vehartanu/vatiten lanu/Ya’aleh veyavo

A continuation in the Seliha orbit. In ya’aleh veyavo  the congregation responds Amen to each of three phrases:  bo letovah; ufokdeinu vo liverakha; vehoshi’einu vo lehayyim. The hazzan could pause on the 3rd scale step inviting the first two responses and employ the three-note minor-descending-triad  motto as music for the third phrase. There, congregation will usually echo the Amen triad.

Eloheinu . . . melokh

An important prayer in the Amidah for which there are many recitatives.  However, in Shaharit, a clear davennen with a moderately fast chanting style is sufficient.  The recitative should be saved for Melokh’s  return in Musaf. 

Retzei/Modim/Birkat Kohanim/Sim Shalom

All as above.  When a congregational interpolation is required before the hazzan repeats the text, either in chant or as a tune, such as is the case with Besefer hayyim, the concluding notes of the hazzan in the paragraph before (i.e., bekkhol-’eit uvekhol-sha’ah bishlomekha) are on the scale notes of 7-6-4. This move acts as a clarion call for the congregation to respond.

Avinu malkeinu 

In today’s congregations, the verses may be repeated by the kahal, offered alternately between the hazzan and congregation, or interspersed with English.  The musical mode is basically that of Seliha. The hazzan should strive for styistic differences: linear, sequential, high notes, low notes, sustained pitches, florid, agitated, softly, etc. The last verse is sung in to an Ahavah Rabba  folk melody,  easily accessed by ending the verse before it in the Ahavah Rabba  mode.  These supplicatxions are not said on the Sabbath.

Reader’s Kaddish

This Kaddish is usually chanted in major.

Hotza’at Hatorah

Ein kamokha/Av harahamim/Vayehi binso’a/Adonai, Adonai/Va’ani tefilati-lekha/Barukh shenatan Torah

The Sulzer/Dunajewski Torah service may be used as well as the High Holiday trop. The thirteen attributes are sung three times. There are a number of compositions for the text( *No. 4); Va’ani tefilati  is sung three times.

Shema/Ehad *47.

The minor-descending-triad of the High Holiday’s Amen  response finds resonance in this unique declaration.  It is repeated by the congregation. The same melody and repetition for Ehad eloheinu,  which here includes kadosh venorah.

Gadelu/Lekha Adonai

The music returns to the Sulzer protocol for Gadelu and usually continues with Gershon Ephos’ Lekha Adonai. 

Vaya’azor veyagen *48a.

Torah Blessings

In the Western European tradition these were sung on the High Holidays to a pattern different from the usual 1-4-3 pattern of Shabbat and weekdays.  The practise is not widespread today.

Mi Shebeirakh

The musical formula used during the year is not used on the High holidays. On Rosh Hashanah and Yom Kippur  it is based upon the High Holiday cantillations. 

Half Kaddish

Both scrolls are placed on the Shulhan. In many congregations the familiar Friday Evening Kaddish is sung here. The traditional  tune is worth reviving.

Vezot hatorah

The first scroll is raised. After the Maftir  is read, the second scroll is raised and the congregation again sings Vezot hatorah.

Haftarah

(On the Sabbath, Yekum Purkan I and II and Mi Shebeirakh follow)

Lamenatzeah Livnei-Korah Mizmor

The hazzan begins and ends in minor.

Min-hametzar

The  hazzan sings each line in minor, ending on the third scale step, and it is repeated by the congregation. The last line ends on the tonic.

Berakhot al tekiat shofar *48c. 

The blessing opens with two consecutive triads, the first major and th e second minor:  5-3-1-5   6-4-2-6 . The blessing concludes with a shofar-like  5-3. The congregation responds Amen. The Sheheheyanu  follows in the same pattern and is answered with Amen.

Ashrei ha’am yode’ei teru’ah *48d.

Based on Adonai Melekh, No. 32. 

Ashrei yoshvei veitekha

As abov e.

Ashrei ha’am

As above.

Va’anahnu

As above but ending on the tonic.

Yehalelu

As No. 48d.

Hodo al-eretz

The Sabbath tune is acceptable here.

Ledavid Mizmor

The Lewandowski melody is often used here.. 

Etz hayym hi

Use the Sabbath tune here. The Ark is closed. 

Chapter V

Musaf, Minha

le-Rosh Hashanah

Hineni *48e.

This personal supplication of the hazzan for the ability to pray for the congregation in the spirit of piety and earnestness is, for many, a highpoint of the High Holyday services. The musical venue is basically the Ahavah Rabba mode with excursions to the minor and the Ukrainian Dorian Hexichord. Utilization of a recitative is recommended.

Half Kaddish

In western Europe, a setting by Lewandowski was well-known.  All settings begin with the familiar Ahavah Rabba  opening gesture; then usually move to a variant of the step-wise-downward-descent motive in major: 5-4-5-4-3   3-2-3-2-1. A short transitional section leads to a congregational melody found in most arrangements.

____________________________

The Musaf Amidah for Rosh Hashanah is the longest section in the mahzor  and contains three parts, sounding the main themes of the day: Malkhuyot, Zikhronot and Shoferot. The recitatives crafted for these sections have beenwritten in varied styles. Most compositions are in simple minor or the Seliha mode.In addition to recitatives there are tunes and melodic fragments that are available for use by the hazzan  that tend to encourage responses from the congregation. 

_________________

(The Amidah is first recited silently while standing.)

Musaf le-Rosh Hashanah

Avot *25. 

Review the comments for Shaharit (page 78).

Misod *28.

This reshut  is the musical umbrella for chanting the piyyutim that follow.  It is not recited on the second day.

Upad Meiaz

As *28 but end on the tonic.

Keren bemoshkham/tashiv lindanberak hashanun

As *28 but end on the tonic.

Zokhrenu lahayyim

As in Shaharit. 

Atah gibor

As in Shaharit. 

Mekhalkel hayyim

As in Shaharit. 

Tefen bemakhon

As in Shaharit. 

Dibrot eileh divrei haberit

As in Shaharit.

Mi khamokha av harahamim

As in Shaharit.

Lehasir mikheshol milev he’akov

Misod in minor until the half-phrase, then to the parallel major to Yimlokh, as in Shaharit. 

Yimlokh Adonai

In major, and, as in Shaharit, end the first line on the 2nd scale degree and the second line on the tonic.

Melekh Elyon

The Ark is opened as the hazzan begins in major with the Hebrew introduction.

Then he/she chants freely in major to the ending affirmation la’adei-’ad yimlokh and propels the flow of chant by including the next two words: Melekh elyon, ending on the tonic The hazzan alternates stanzas with the congregation. This continues until the Ark is closed for the two stanzas: Melekh evyon . . .Doomed to go down to death, grave-ward and lower still . . .which are read silently. After a few moments, the Ark is again opened and the hazzan bursts out in song: aval melekh elyon to the end of the piyyut, at which time the Ark is closed.

Unetaneh tokef/Uveshofar gadol yitoka’/Berosh Hashanah/Ki keshimekha 

These prayers constitute the core of the Musaf  service. They are a unit and one might seek unifying musical motives.  Among the choices are hazzanic recitatives, the use of other voices as solos or part of an ensemble, choral pieces and congregational tunes. Sound musical management is necessary. Some oft-heard musical features of these prayers are:

Unetaneh tokef
May forever be associated with the 
Lewandowski tune. Otherwse, Seliha and simple minor; the preferred ending is 1-#7-1-2-1.

Uveshofar gadol
Dramatic minor,

A lyrical line in major or minor is common at Kevakorat.  

Berosh Hashanah The congregational tune used as a refrain to the text:




Berosh hashanah yikatevun uveyom tzom kippur yeihateimun,  is often inserted between solo verses.  

Ahavah Rabba is often heard at Mi 
yihyeh and the phrases which follow it.

Mi yanuah has its distinctive motive. 

Ki keshimekha, 
Settings are often in Ahavah  Rabba.

Ein Kitzvah

If chanted,  then quickly and in major. For a congregational tune  see Rivlin. An arrangement of this in Ephros, Vol. VI, pp. 42-43, continues into the Kedushah. 

Kedushah/Ledor vador *49.

Special triplet motives mArk this section. Begin Kakatuv  as in Madrikh, Section II,     * 38, to the middle of line 102, then to *49; or follow Ephros, Vol. VI, pp. 43-46.

Hamol/’Od yizkor lanu/Be’ein meilitz yosher/Tusgav levadekha

The musical formula is repeated, beginning again on the 5th scale degree of the original tonic. Note that the musical sequence between  Hamol and Od yizkor lanu is interrupted by one paragraph, Uvekhen yitkadash shimekha, which we chant as were the uvehen paragraphs  following the Kedushah  in Shaharit.

Vekhol ma’aminim

This alphabetical acrostic of the 7th century is usually sung responsively. The congregation responds with the refrain.  The hazzan may also improvise a few verses and then lead the congregation in the response.

Uvekhen

As in Shaharit  but might be somewhat slower and perhaps with more ornamentation.

Veye’etayu

If this hymn is not omitted or read in English, it is sung in major.

Vetimlokh atah Adonai

The Uvekhen style is continued here.

Umipnei hataeinu

Best done with a recitative.

Aleinu

Aleinu is an introductory  paragraph to the three themes of the Musaf Amidah, eachof which is developed through the quotation of ten Biblical verses. Malkhuyot, the first of the three sections, declares God as the sovereign of all. It was the custom for congregations to prostrate themselves in the oriental fashion, as a sign of allegiance to God. Today the hazzan prostrates him/her self, as the representative of the kahal and is oft-times joined by the rabbi. Because the feet should not be separated, and if the hazzan’s lecturn either faces the congregation or is located at one side of the bimah, gabbaim may lift and carry the hazzan to a position in front of the Ark. On the word va’anahnu  no movement is made; at kore’im the knees are bent; on umishtahavim the knees touch the floor; onumodim one lies prostrate. The gabbaim may  assist the hazzan in resuming a standing position and returning to his/her place.  Motivically, the Alenu  is built upon a descending-major-triad. 

Heyei im pifiyot

The congregation’s invocation on behalf of the hazzan. This is oftimes read in English.

Ohilah laEil

A bakashah for the hazzan based upon Misod  follows  the congregation’s prayer in his/her behalf. There is  a poignant and strong turn to minor on the 4th scale step in some settings. 

Al ken nekaveh

The beginning of the kingship theme of Malkhuyot  and the first citation from Scripture.It is one of the few examples in the High Holiday repertoire of a major tonality. See Baer, p. 278, No. 1232 for a simple rendition in major/Adonai Malakh. 

Vene’emar: Lo hibit aven beYa’akov

Musically, this section exhibits a mixed tonality. The ten verses are sometimes chanted in their entirety. Choral settings of Se’u she’arim are sometimes quoted.  English reading is often interpolated. If the entire section is not chanted, conclude in minor. The last verse, Shema Yisrael, presents the opportunity for a strong declamation. of the text.

Melokh

A recitative should be found for Melokh. It is one of the highpoints in the musical map of Musaf.  Try to include, as well, the familiar tune for Melekh al kol ha’aretz .  

(The Shofar is sounded except on the Sabbath.)

Hayom harat olam/Areshet sefateinu

At the conclusion of each of the three sections the congregation sings Hayom and Areshet. Because the first prayer is based on the tradition that the world was created on twhe first of Tishri, the prayer is recited even if Rosh Hashanah concides with the Shabbat, when the Shofar is not sounded. The second prayer is omitted on the Sabbath because it speaks of God’s listening to the sounds of the Shofar.  Congregational tunes for both abound. 

Zikhronot-Atah zokher/Zeh hayom/Ashrei ish/vene’emar

While all the above might be chanted fully and in sequence, responsive readings in English are usually interspersed with the Hebrew texts. The Lewandowski setting of Zakharti Lakh is often quoted, sung either by choir and hazzan or by hazzan alone.

Zokhrenu

There are appropriate recitatives for this text, which marks the conclusion of the Zikhronot  section. 

(The Shofar is sounded except on the Sabbath.)

Hayom harat olam/Areshet sefateinu

As above.

Atah nigleita

The verses of Shoferot, espousing revelation and the redemption of the world under the Kingdom of God, begin with this revelation paragraph. Each verse cited mentions the sounding of the shofar.  Atah nigleita  is chanted in major. Most recitatives for this text eventually move to minor and/or the Ukrainian Dorian Hexachord before uvekol shofar aleihem hofa’ta. The seventh citation is Psalm 150 (Haleluyah) which is quoted in its entirety, perhaps because it includes ten expressions of God’s praise and it may have inspired the structure of verses that comprise the three sections of Musaf.  The psalm is often sung to the Lewandowski composition.  The hazzan concludes the paragraph in the Amidah mode.

Teka’ beshofar gadol leheruteinu/Uveyom simhatkhem 

A joyous conclusion should end this expanded Musaf.  

(The Shofar is sounded except on the Sabbath)

Hayom harat olam/Areshet sefateinu

As above.

Retzei/Modim

In the’Amidah  mode.  

Avinu malkenu zekhor rahamekha

The hazzan  signals the congregation to continue on its own by chanting Ve’al kulam etc. on. the 4th scale step and then ending 7-4-3 on tamid le’olam va’ed. He/she then repeats with a fragment of the congregational tune.

Ukhetov lehayyim tovim 

First chanted by the congregation then with the hazzan.

Vekhol hahayhim 

Chanted with the expected formula at the berakha.

Birkhat Kohanim

If Kohanim are available for the blessing, the hazzan  sings each word and they repeat. The melodies used are the traditional patterns which are very old. If there are no Kohanim, the hazzan chants in the Amidah mode.

Sim Shalom

Use a familiar tune or solo chanting. If a tune is used, the hazzan returns to vetov be’einekha  and signals the congregation to continue on its own by ending 7-4-3 on uve-khol sh’ah bishlomekha. 

Besefer hayyim

First chanted aloud by the congregation, then the hazzan repeats with ,the congregational tune.  

Hayom Te’ametzenu

Some older choral settings may seem complicated for successful congregational participation. 

Kaddish Titkabal

Many hazzanim  use the infectious tune commonly ascribed to it. 

Ein Keloheinu/’Aleinu/Mourner’s Kaddish, Psalm 27, Mourners Kaddish/Adon Olam

Tashlikh

During the afternoon of the first day or the second day if the first is Shabbat, it is customary to go to the banks of a river or any body of water and to recite the last three verses of the Book of Micah and end with the phrase: vetashlikh bimtzulot yam kol hatotam. Some prayer books have interpolated a non-scriptural text: Vekhol hatot amekha beit Yisrael tashlikh bimekom asher lo yizokheru velo yipokedu velo ya’alu al lev l’olam. The custom is not found in the Talmud but is first mention by the Maharil.

Minha le-Rosh Hashanah

The  Minhah service is like that of a festival, beginning with Ashrei and  Uva letziyon goeil followed by the silent Amidah and  Hazarat Hashatz. The Amidah is preceded by the Hatzi-Kaddish in weekday minor. The repetition is in High Holiday nusah ha-tefillah.  If the first day of  Rosh Hashanah coincides with the Sabbath, the Torah is read in the  afternoon.  After the repetition we recite Avinu Malkeinu with the Ark open. Kaddish Titkabal  is in minor and is followed by Aleinu and the mourners Kaddish.

Ma’ariv le-Rosh Hashanah (2nd day)

The Ma’ariv Service is the same as the night before. Sheheheyanu  is recited over a new  fruit or new piece of clothing worn that night for the first time. 

Rosh Hashanah (2nd day)

All services are the same as the first day with different piyyutim and Torah reading. The Ma’ariv is that of the weekdays with Atah honantanu  added in the fourth benediction. Havdalah with the blessing over wine but with Hinei Eil yeshu’ati and the blessings over the spices and light omitted.

Aseret Yemei Teshuvah

The Ten Days of Repentance between  Rosh Hashanah and  Yom Kippur are days of introspection, prayer and  repentance. The day after Rosh Hashanah (or the next day if the day after  Rosh Hashanah is the Sabbath) is the Fast of Gedalia, a public fast day, referred to a!s Tzom Hashevi’it.  The order of prayers is the same as other public fast days. Shabbat Shuvah occurs during the Ten Days of Repentance, the Aseret Yemei Teshuvah. In the Amidah include zokhreinu lehayyim in the first benediction, mi khamokha  in the second, ukhetov lehayyim in the eighteenth, and besefer hayyim in the last. Substitute hamelekh hakadosh for haEil hakadosh and hamelekh hamishpat  for melekh ohev tzedakah umishpat.

On the eve of  Yom Kippur, the final meal, Se’udah hamafseket, must be eaten before sundown. The meal should end while it is still day. Candles should be lit as on Friday nights with the benediction lehadlik ner shel yom hakippurim. If Yom Kippur falls on the Sabbath, the benediction is lehadlik ner shel Shabbat veshel yom hakippurim. In addition to these candles a special memorial light that will burn until the conclusion of  Yom Kippur is lit in memory of one’s parents. The table should be set as for the Sabbath and Festivals. Those officiating in services wear white robes.


