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_",’Eﬁerse that indicates the theme of the strophe(s) in a chant.
: _' ore often than not, the incipit is in prose form, creating
a contrast with the metric structure of the strophes. The
Jincipit functions also as an intonation to the main melody.
It is sung in a recitative style. The pitch register of the
"f’}‘incipit determines the pitch register of the melody. The
- choir leader intones the incipit, and the community sings
the strophe in a solo-group, call-response format. The
| different aspects of incipit can be heard in this recording
E. in#4,5,69& 14 |

_,2:: The celebration of the Mass unfolds much like a drama

,jy'-»,to by the Greek word anaphora), rite of reconciliation,
- rite of communion, and conclusion, There are distinct roles

Granite Cross with inscripti in S ian-Pahlavi (Middle Persian) at
St. Thomas Mount, Chennai, India. Circa 7" century A D. Photo courtesy:
| Christian Musicological Society of India.
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celebrant, Archdeacon, deacon, subdeacon, acolytes,
servers, choir, and congregation. Next to the celebrant,
the deacon holds the highest rank and responsibility for
the smooth flow of rituals. Diaconate in the Chaldean rite
is, as in most Eastern rites, an independent ministry and
not necessarily a preparatory stage for priesthood. The
deacon is the mediator between the celebrant and the
congregation; on several occasions he instructs the people
and also explains to them the contents of the prayers and
the meaning of the rituals. More importantly, it is the
deacon who prepares the gifts of bread and wine at the
side altar and carries them in procession to the main altar.

The English thaksa, which lacks an introduction and
instructions for the celebration, does not distinguish the
role of the deacon from that of the other ministers.
However, the text of the Mass envisages the different
roles, which have musical implications as well, by way
of adding vocal variety and acoustic effects to the
celebration. Examples for the distribution of roles and their
respective voices — solo, group, male, and female— can
be heard especially in the Resurrection Hymn in # 4 and
Trisagion in # 5.

Greeting

Traditionally, the introductory rites and the liturgy of the
Word in the Chaldean-rite Mass used to be celebrated on
a raised platform — referred to in Syriac as béma — in
the middle of the church, in remembrance of the public
ministry of Jesus and for the practical purpose of audibility
in the absence of a public address system. Nowadays,
these rites take place in front of the main altar. Once the
celebrant, deacon, and other ministers have arrived in front
of the altar, the celebrant greets the people saying, “[May
I have] your mandate,” to which the congregation responds,
“[You have] the mandate from Jesus Christ” (in Syriac,
puqgdanakon | pugdané d'm’siha). This initial dialogue has
been subject to several interpretations. According to
Varghese Pathikulangara, an acclaimed scholar of Chaldeo-
Indian liturgy, this is one of the elements that the
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Angel playing harp on the wooden reredos of the main altar ar St. Mary’s Forane Church, Pallippuram,
Cherthala, India. Circa 17" century. Photo courtesy: Christian Musicological Society of India.

St. Thomas Christians added to the Chaldean rite Mass
(Pathikulangara 1998: 151-153). The instructions given in
the Malayalam missal published in 1989 allow the
celebrant to substitute this greeting with an introduction
that is suitable for the particular occasion. The same missal
also included a newly composed eight-verse introductory
song in Malayalam (author’s name is not indicated). The
text in # 16 is a translation of this song; the melody is
new. Because this is an optional hymn, it is given on the
last track in the CD.

1. Glory to God
Joseph J. Palackal and chorus

Notably, the Mass does not begin with an invocation of
the Holy Trinity (In the name of the Father and of the
Son and of the Holy Spirit) as in the Latin rite. Rather,
after the inital dialogue between the celebrant and the
people, the celebrant starts the Mass singing thrice the
angels’ hymn at the birth of Jesus, “Glory to God in the
highest” to which the congregation responds with “Amen.”
Following the performance practice of this hymn in the

e
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Solemn High Mass in
Syriac, the melody is
presented here in three
ascending pitch registers (F,
G, & A).

2. Our Father

Joseph J. Palackal and
c¢horus

Immediately after the
Nativity Hymn, the celebrant
begins the solemn form of
“Our Father” that ends with
the doxology: “For Thine is
the Kingdom, the power and
the glory for ever.” Beside
its placement at the
beginning of the Mass, this

Lord’s Prayer in the Chaldean rite is special because it
combines the prayer the disciples learned from Jesus with
the song of the angels in heaven, “Holy, holy, Thou art
holy” (Is 6:3; Rev 4:8). In the solemn form of the Lord’s
Prayer the thrice holy appears twice, and in the most
solemn form it appears four times. The simple form of
“Our Father” without the “thrice holy” and doxology is
recited before communion,

The *“thrice holy” has a significant place among the prayers
and hymns in the Chaldean liturgy. In the Mass, after the
“Our Father” in the introductory rites, the “thrice holy”
will appear again, in different forms, five times at various
sections. Thereby, the “thrice holy” serves as a continuous
reminder of the connection between the earthly and
heavenly liturgies. According to the vision of Isaiah and
the author of the Book of Revelation, the heavenly liturgy
consists of the angels constantly singing “Holy, holy, holy
is the Lord of hosts!” Both times in this setting of the
“Our Father,” the “thrice holy” is sung in a descending
melodic motion, by giving the impression that the angels
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are coming down singing the hymn and inviting the earthly
j choir to join them.

3. Psalms

~ Joseph J. Palackal, Feba Thoyalil and chorus

~ The singing of a set of three or four psalms follows the
~ “Our Father.” The set of psalms, referred to in Syriac as
‘marmiza, changes according to the liturgical season. The
- final psalm in the set is concluded with the Trinitarian
~ doxology, “Glory be to the Father and to the Son and to
the Holy Spirit,” and alleluia. The text in # 3 consists of
~ psalms 145: 1-3, 146: 1-3, and 147: 1-2. The mood is
“one of exuberant joy. The melody of the refrain is set to

~ 4/4 meter, and the verses are sung solo in a rhythmically

~ free, recitative style. It may be noted that in the Chaldean

; ,J‘oiseph J. Palackal. Febha Thoyalil and chorus

~ Liturgically and musically, the next significant event is
~the solemn rendition of the Resurrection Hymn, “Lord of
~ all, we bow and praise you." This hymn is unique to the
~ Chaldean rite, and it is accompanied with such rituals as

“the removal of the altar veil and the incensing of the
- sanctuary and of the people. The hymn is addressed
~ directly to Jesus Christ, and it states the reason for praising
.‘E"“and glorifying him, “For you give man glorious
~ resurrection/ And you are the One who saves his soul.”
~ The melodic design here serves the relative semantic
- significance of the verses; the highest pitch in the melody
~is reserved for the key phrase “For you give man,” and it
- is arrived by a leap of a perfect fourth (G - C). The
'_".,hymn is to be sung twice, antiphonally, first by those
- who are on the bema — celebrant, deacon, and servers—
. and then by the choir and the congregation. The
- Resurrection Hymn and the ensuing prayer conclude the
~introductory rites. ‘
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Postal stamp issued

in 1972 by the Government
of India to commemorate
the nineteenth centenary

of the martyrdom of

St. Thomas the Apostle

in Chennai, India.

5. Trisagion
Joseph J. Palackal, Feba Thoyalil and chorus
The liturgy of the word begins with Trisagion (Greek,

“thrice holy™) “Holy God, holy mighty One, holy immortal
One, have mercy on us.” It is sung three times with

three different incipits. The hymn originated in the

Antiochene (West Syriac) tradition. It was first performed
in 451 A D at the Council of Chalcedon (Pathikulangara
1998: 170-171). Because of its theological appeal, other
Eastern churches adopted the hymn into their liturgies. In
the Latin rite, the hymn is sung during the Good Friday
service. As in the case of the opening hymn, the Trisagion
is sung here three times in three ascending pitch registers
(Eb,F,&G). The liturgy prescribes the following
performance practice: the deacon invites the faithful to
raise their voices and praise the living God; the choir and
the congregation sing the hymn; the celebrant, deacon,
and the servers together repeat the hymn with the prefix
“Glory be to the Father and to the Son, and to the Holy
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dipping it in the precious blood. The congregation joins
with the Cherubim, Seraphim, and Archangels, who
observe in awe the celebrant breaking the body of Christ
for the remission of sins; they sing in praise of the “living
bread that came down from heaven,” and the
“compassionate Lord who calls sinners to your presence.”
There are three strophes in the hymn, each with a different
incipit; only two strophes are performed here. The melody
is. strophic, i. e., all stanzas of the hymn are sung to the
same melody.

15. Final Blessing
Jouseph J. Palackal and chorus

The concluding rite of Mass in the Chaldean liturgy is
much more elaborate in comparison with that of the Latin
rite. There are separate prayers of praise and thanksgiving
for the congregation, deacon, and the celebrant; the prayers
of the congregation and the celebrant vary according to
the occasion. In the most solemn form of the Mass, these
prayers are followed by the recitation of the solemn form
of the “Our Father” with ‘“thrice holy” and doxology.

- Thereafter, the celebrant sings the final blessing. The
blessing included here is the one used on Sundays and
feast days. It is set in recitative style in medium tempo,
creating a sense of calm conclusion.

16. As our Lord Commanded
Joseph J. Palackal and chorus

See above in “Greeting.”

Composition and recording

On behalf of the Synod of the Syro-Malabar Church, Mar
Jacob Angadiath, Bishop of the St. Thomas Syro-Malabar
Catholic Diocese of Chicago and Permanent Apostolic
Visitor to Canada commissioned the composition of the
English version of the Mass by a letter dated December
29, 2005. The letter came to me at a time when George
Thaila and I were thinking of ways to make the current
Syro-Malabar liturgy in Malayalam more accessible to the
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English-speaking children. We
composed a few hymns and
presented them as an
experiment at the celebration
of the feast of Blessed
Kuriakose Elias Chavara at
Holy Family Church in
Brooklyn, New York, on
January 4, 2006 (the
Brooklyn Diocese has
entrusted this parish to the
congregation of the
Carmelites of Mary
Immaculate, India; Blessed

Chavara [1805-1871] is one of the three founders of the
congregation). The choir consisted mostly of young Indian
Americans who have been receiving music training from
George Thaila. Encouraged by the positive response from
the congregation and the choir, we continued the
compositional process until May 2006. We presented the
melodies in the form of a “dry mass” before Bishop Jacob
Angadiath and an invited audience for critical evaluation
at Holy Family Church on May 29, 2006. An informal
audio recording of the melodies was submitted to the Syro-
Malabar Synod, in Kerala for approval. The Synod
approved the melodies on September 25, 2006. Bishop
Jacob Angadiath officially inaugurated the musical setting
at St. Mary’s Syro-Malabar Catholic Church, West
Hempstead, New York, on Sunday, March 18, 2007.

George Thaila

The recording took place at Martin’s Digital in Queens
Village, New York, in April 2007. The singers arc
members of the Syro-Malabar communities in West
Hempstead, New York, and Garfield, New Jersey. Eight
of the female singers are also members of the Keralu
Youth Choir of New York that George Thaila started i
1998. These singers were the first to learn the melodics
and their feedback on the music and the articulation of
the text were valuable contributions to the composition
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Among the solo vocalists, Feba Thoyalil is a trained
Operatic soprano; her vocal skills span genres as varied
as Pop, Jazz, Indian film, and Western classical concert
music. Marianne Thaila, daughter of George Thaila, is a
member of the Youth Chorale of the Metropolitan Youth
Orchestra of New York; she is also receiving training in
Karnatak classical music. Dennis Kurisingal, who made
music arrangement for the recording, is also an excellent

M‘l J. Palackal during guest appearance in the Off-Broadway
show Nunsense at Douglas Fairbanks Theater, New York, June 1990.
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keyboard player who can combine Eastern and Western
styles; he performs with several Indian film and devotional
orchestral groups in the US.

East meets East, in the West

George Thaila and 1 share similar musical backgrounds.
We both grew up in the 1950s, listening to and singing
Syriac chants in our respective Syro-Malabar parishes in
Kerala. The liturgy was still in Syriac; we learned to sing
the chants often without understanding the meaning of
the text. Even after the vernacularization of liturgy in the
1960s, old Syriac melodies that originated in the Syriac
churches in the Middle East continued to be in vogue, as
they are today, and we sang them with the new Malayalam
text. In our later years we received training in Indian
classical vocal music, Thaila in the Karnatak (South
Indian) tradition at Madras University in Chennai, and
myself in the Hindustani (North Indian) tradition at Maha
Raja Sayaji Rao University in Baroda. We met for the
first time in New York in 1990, soon after our arrival
there from India. Since then, we have collaborated on
several occasions to conduct church choirs and give stage
performances of Christian bhajans and Syriac chants.

As part of my doctoral work at the Graduate Center of
the City University of New York, I published a CD,
Qambel Maran: Syriac Chants from South India, with 29
melodies from the liturgical tradition of the Syro-Malabar
Church. The positive response that the CD received
prompted me to start the Syriac Choir of New York with
the help of Thaila. The Choir made its debut on July 9,
2003, at the Fourth North American Syriac Symposium
held at Princeton University.

These shared historical and musical experiences directly
and indirectly influenced the compositional process. In
many instances, Thaila and I turned to the Syriac and
Indian classical traditions for inspiration. For example, the
performance practice of singing the same melody in three
ascending pitch registers in # 1 & 5 probably developed
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Dennis Kurisingal. Photo by George Mathew

convergence of personal history. The tamburu that is played
here is the one my guru, Prof. N. V. Patwardhan selected
for me from the shop of his tamburu maker at Miraj, in
Maharashtra, in 1985. I carried it with me on my first
trip to USA, and accompanied myself on it during guest
appearances, singing a Christian song in Hindi, in the
Off-Broadway show Nunsense in New York (see page 9).

Overall, the musical setting is simple enough to be within
the reach of a worshipping community with the assistance
of an amateur choir. The melodies can be performed with
minimum instrumental accompaniments, preferably a
harmonium or a keyboard that provides the reference pitch
and melodic accompaniment. One of the primary concerns
that guided the course of composition was the smooth
rhythmic flow of the text in conjunction with its syntactic
and semantic structures. Therefore, percussive
accompaniment to reinforce the rhythm may not be
essential to the performance of these melodies in the
context of liturgy. Moreover, contrary to the current
practice in the Syro-Malabar Church, solemnity of a
celebration may not depend on the number and variety of
musical instruments, but on the melodic articulation of
hymns and prayers.

Finally, the decision to appropriate Syriac and raga-based
music that are associated with their respective geographies

o
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and histories came after sustained attempts to study the
complex history of the Syro-Malabar Church and its
liturgy. The original Syriac texts of the hymns in this CD
came from the Middle East to India where they survived
for several centuries in a multi-religious, multi-cultural,
and multi-linguistic milien. The journey of the text in the
recent past meant a shift in the linguistic context, from
Syriac, a Semitic language, to the translations in
Malayalam with its Dravidian affiliation, and from there
to English with its Indo-European connection, In the
second half of the twentieth century when large numbers
of Syro-Malabar Christians began to emigrate mostly for
economic reasons, they brought along with them the
liturgical texts and memories of their melodies. However,
the children born in the adopted countries were removed
from the linguistic and musical experiences of their parents.
Just as Aramaic became the colloquial language of the
Jewish children born and raised in Babylonia during the
second exile, English has become the language of intimacy
and emotion to the second generation Syro-Malabar
Christians. The musical choices made for this setting,
beside being a metaphor for the ongoing cultural synthesis
occurring in their lives, is part of an attempt to bridge
the immediate present to the distant past.
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The choir (first row, seated left to right): Linda Manchery, Jeslin James (tamburu), Asha Kurian; (second row): Christy John, Marianne Thaila
Janey James, Gina Mathew; (third row, standing left to right): Joseph J. Palackal, Theiju Sebastian, Sonia Augustine, Feba Thoyalil
George Thaila, Tonia Kurian, and Hector Lewis. Photo by Balu Menon. May 9, 2007.
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