


SYRIAN ORTHODOX CHURCH 
Antioch Liturgy 

The Syriac-Ianguage churches are geographically spread 
throughout the Middle East and along the western shores 
of India. They are divided into distinct communities, some 
of which maintain ties to Rome - the Chaldean Church, the 
Syrian Catholic Church, the Maronite Church. and the Syro
Malankar Church - and other independent churches under 
the spiritual authority of a patriarch. such as the Jacobites. 
Nestorians. and a faction of the Syro-Malabar Church. 

Syriac. the sacred language used in all the liturgies, is a 
survivor of the vast Aramaic family. Arabic and Malayalam 
(spoken on the Malabar coast) are sometimes used as 
substitutes. During the first centuries following the advent 
of Christianity, Syriac was considered the major and most 
perfect dialect of Osroene (Mesopotamia), traditionally 
very fertile in this respect. Situated at the crossroads of 
three modern nations - Turkey, Syria and Iraq - the Syriac
language churches maintain the use of the turo yo dialect, 
derivative of the suroyo, which is an evolved form of the 
Edessan dialect. 

The Syria of the first Christians, then a Roman province, 
was reorganized by Diocletian. It encompassed a vast terri
tory divided into eleven districts and was known as'Greater 
Syria . While the capital, Antioch (now Antakya, Turkey) , 
was to playa decisive role in the development of Christia 
nity, it was farther East, between the cities of Edessa and 
Nisib, in the heart of the province of Osroene, that cultural 
expansion reached its full development through the workof 
Saint Ephrem in the fourth century. Although aware of be
longing to a vast but homogeneous community, the mem 
bers of this same religion, due to the expanse of their 
country, eventually came to distinguish themselves as 
Western Syrians (Suryoye Ma'arboye) and Eastern Syrians 
(Suryoye Madenhaye). Itthen became customary to referto 
the speech of the Western Syrians as having a nominal 
inflection in 0 and that of the Eastern Syrians as having an 
inflection in A. 

This linguistic distribution, vaguely defined by the Tigris 
River, is of utmost importance. The Western Syrians w ere 
strictly dedicated to meter, as determined by the rules of 
versification, and thus evolved musically within a limited 
range that rarely reached the interval of the fifth . The pro
found respect for verse, which remained the sacred ele 
ment, and the subordination of singing to comprehensioA 
of the text, are signs of their appurtenance to the Semitic 
world; this is apparent in the sober, austere Hallelujah, 
which is devoid of melisma . On the contrary, the Eastern 
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Syrians, having increased contact with Indo- Iranian cul
ture, drastically altered the strict rules . They emphasized 
the singing over the words by introducing a non-measured 
or improvised style that developed along a musical scale 
reaching and even exceeding an octave. Thus, the Easter
ners were able to adapt to the so-called modal family of 
music, which is essentially based on development and 
ornamentation while the Western Syrians, although their 
musical system has since come into contact with the rules 
of maqlm, resisted it from the very beginning. that is, be
fore the fusion of Arabic and Persian art . 

Moreover, the absence of drones, the basis of singing in the 
Greek and Armenian Churches, should be emphasized . 
This lack in no way constitutes a regression , as one might 
imagine, but rather a distinctive feature of the Syriac
language Churches in the Middle East. 

Another difference can be found in the use of percussion 
instruments (cymbals, drums). This is still in practice 
among the Eastern Syrians. as in the case of the Rabban 
Hormuzd monastery in Iraq. 

Nevertheless. divergences have blurred overthe years. and 
that is why this recording , devoted entirely to the Western 
Syrians, presents versified (syllabic) singing (Tracks m.m. 
III and III) and ornamented (melismatic) singing (Tracks m, 
00, (!] and ITJ ). This complementarity has occurred as a result 
of continual population mixing due to the displacement of 
war-affected peoples, exodus, and harassment. 

HISTORY 
During a troubled period that spanned over a century, when 
the Christian communities confronted each other in synods 
and schisms. the Syrian Church of Antioch arose. In 543, 
Jacob Baradaeus (from " burd'ana", meaning "large 
frock "), bishop of Edessa, laid the foundations of the future 
church. Rome and Byzantium referred to it by a term deri
ved from the name of its founder - the Jacobite Church - a 
name which gained general acceptance although the 
Syrians challenged it. Under the Ottoman Empire, the 
Sublime Door called it by another name, Tris-subho, or 
Church of the right doctrine. 

Afterwards, the Syrians began to referto themselves using 
the term Sudan Oadim (" old Church") during a new split 
that caused certain followers to move towards Rome under 
the leadership of Michael Jarwe. Thus, in 1782. the Syrian 
Catholic Church was born and the episcopal see esta
blished at Sharfet (Lebanon) . At this famous monastery, a 

certain Dom Jeanin undertook the first studies devoted to 
Syrian hymns. 

Following the First World War, the Syrians changed the old 
name of Sudan Oadim to Syrian Orthodox Church . They 
moved their patriarchal see permanently out of Turkey 
(Deyruzafaran) first to Syrian Arab Republic in Homs. then 
Damascus, where the present recordings were made. 

MUSICAL TRADITIONS 
Language is a binding factor among the Syriac- Ianguage 
liturgies: the same holds true forthe sacred hymns. Hardly 
any hymns are unique to anyone liturgy; rather. there is a 
common heritage that has diversified, depending on the 
Church, sometimes becoming a bit more modern (as in the 
case of Maronite hymns). Everywhere, with the exception 
of a few variants . one finds the same poetic forms, the same 
metric systems, and an identical vocabulary. Only the 
sound changes from one liturgy to the next. In the case of 
the Syrian Church of Antioch or the Syrian Orthodox 
Church, the vocal heritage has been passed down through 
five oral traditions, all presented on this record . 

The tradition of Urfa (Turkey) has survived as well as can be 
expected at Aleppo (Syria) , among the deacons of the 
Church of Saint George. This most prestigious of traditions 
is now only a shadow of its former glory. It must have 
played a significant part in the development of osmanli 
singing, known as $arki. and should thus be studied. in the 
context of Ottoman music. Although it supports and relates 
to melismatic singing, it is striking in its grandeur, solem 
nity. and moving seriousness (Track (!l) . This esthetic qua
lity, which could be called " reserved", is theoppositeofthe 
flourish of the example from Tagrit (Iraq) (Track IIJ ). 

In all probability. the tradition of Amid (now Diyarbakir) has 
disappeared permanently. Only a short fragment on this 
record serves as an illustration, in which second deacon 
Husni Najjar intones the prayer Hawd'n urone (Track [!] ) and 
whose style is similar to the preceding one. 

Withdrawn to Aleppo, the tradition of Mardin is perpe
tuated by the cantors of the Church of Saint Ephrem . 
Somewhat innovative. it has undergone significant change 
by adapting to current trends that lean toward over-senti
mentality. Thus, it has lost some of its former stateliness . 

The tradition of Tagrit (Iraq) , presented by the former 
patriarch His Holiness Moran Mar Ignatius Yaacub III 
(deceased. June 1980), reveals the influence of the eastern 
or melismatic style. 

The tradition ofTur 'Abdin, tenaciously upheld in the Syrian 
border town of EI qamishli (Syria), is a reflection of the 
remarkable golden age of Syriac, from which it has assimi
lated the various tendencies. 
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The Syrian Church, as is the case for all the eastern 
Christian communities, groups its melodic styles (qinto) 
within an overall unit (oktoechos, or set of eight modes), 
also known as ikhadia, and indicates the mode to be used 
for each Sunday of the year. rising every week by one scale 
degree. 

The Syriac word ikhadia was formed from the Greek ikhos, 
meaning " sound" and athos, meaning" chant ". It refers to 
simple melodic formulae which, by virtue of historical 
developments, have begun to relate to the Arabic notion of 
maqlm, without adopting all its aspects, however. 

The bet-gazo, or treasure of melodies, also known as shimo, 
or feria I breviary, is a compilation of non-biblical texts used 
as reminders for the deacons. 

In practice, it is impossible to generalize the use of the 
eight modes throughout the community. Experience shows 
that the oktoechos varies in terms of the nomenclature of its 
scales according to province. It is as though a practice, 
patterned after the musical dialects stemming from local 
customs and usage, corresponded, to a universal theory of 
oktoechos. 

TRADITIONS OF MARDIN. TAGRIT. URFA 

ITl SANCTUS: Anaphora 
OADISH - OADISH - OADISH 
Recorded in Damascus 

His Holiness Moran Mar Ignatius Yaacub III , former 
Patriarch of Antioch and all the East. 

On this recording, the former patriarch of the Syrian Ortho
dox Church. His Holiness Moran Mar Ignatius Yaacub III , 
Patriarch of Antioch and all the East, who died suddenly on 
25 June 1980, celebrates the prayers of consecration . 
H Holy Holy Holy 
o Lord almighty: The heavens and the earth are filled with 
your glory. 
Hosanna to the highest of the heavens! In the hour when he 
who has never sinned gave his life for us sinners. he took the 
bread in his holy hands, and thanking, blessing. and sanc
tifying, he broke it and gave it to his disciples. saying, .. Take 
some and eat, a/l present, this is my body given for your sake 
and the sake of the others. in forgiveness of your sins. 
Amen! " 
Thusly, he took the cup, and with thanks he blessed it, sancti
fied it, and offered it to the holy apostles, saying, .. Take and 
drink of this, a/l present, in forgiveness of your sins and for 
etemallife. Amen. Do this in remembrance of me, participa
ting in this mystery, and remember my death and resurrec
tion until the day I come again ": 



ill nOLO: " At the Outer Door" 
AAL HAW TAR'O BAROYO 
Recorded in Aleppo 

Mixed choir of the Saint Ephrem Church of Aleppo. 
Conducted by Malfono Skandar. 
Participation by Mar Dyonisius Giorgeos Behnan, Archbishop 
of Aleppo and vicinity. 
This qolo, well~known to all, retells the parable of the wise 
and foolish virgins. It is taken from the book ma'adh'adhon, 
or book for ~olidays, which concerns certain ceremonies 
throughout the year, and it is sung on the eve of Palm 
Sunday. It includes a scale passage, ascending by degrees, 
of the type .. Lumen Christi ", in the passage where the 
speaker intones" Lord, open the door", which is accompa ~ 
nied by three knocks on the church doors. 
This hymn is inserted into the service of the nahire or 
.. arrival at port" : nahire means" torches" in Syriac, and 
the episode symbolizes the lamps of the wise and foolish 
virgins. As this qolo is not part of the bet gazo, it does not 
follow the order of the oktoechos. 0010, here, signifies a 
more recent poetic genre than the homilies and hymns that 
flourished in the sixth century under the creative impetus of 
Simon QuqOio, giving rise to the common expression qolo 
quqoyo. The various poems written according to the same 
scheme, were eventually included in the liturgical books. 
This prayer is sung in procession, after a reading of the Gospel 
according to Saint Matthew, chapter 25 verses 1 ~13. At the 
outer door, Simeon sat, crying, 
" Lord, open your door, for lam your disciple. The heavens and 
the earth are crying upon me, I have lost the keys to the kingdom. 
Lord, Lord, open your door ! Happy are the good servants, for 
when their master returns and finds them vigilant, absorbed 
in their work on his vine, he loosens his belt and serves them. 
The Father then makes his servants rest, the Son serves 
them, the Holy Ghost prepares a crown, Halleluijah I" 

rn TAKHSHEFTO: "The Days Pass Like a Shadow" 
(Supplication) 
HOGER YAWOTAN 
Recorded in Aleppo 

Sham mas Yohanna Taschji, Aleppo 
Seventh mode or §ibdyo. Tradition of Urfa (maqiim u§§ak). 
The takhshefto, or supplication, is currently one of the most 
esteemed genres in the Syrian Orthodox Church, requirlng 
a solo deacon who respects the rules of maqiim, or a choir 
that follows the function of qinto. The same text can be in~ 
terpreted either by a soloist or a group of deacons, with va~ 
rious melodies, according to the different traditions han~ 
ded down, and in the order of the eight qinto. Development 
follows the rules of maqiim. For each takhshefto, therefore, 
an infinite variety of interpretations is possible. 
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These supplications, part of the bet gazo, are a product of 
the prolific Jacub Rabbula, bishop of Edessa (t435). 

"The days pass like a shadow. The months and years flow 
like a dream. The seasons, generations, centuries clash and 
disappear. Like a lion, justice awaits its hour. Everyone of us 
must clean his clothing through fasting, prayer, charity, and 
faith. When the last judgment arrives, let us not appear spat~ 
tered with filth in front of Our Saviour Jesus Christ for he 
will reject us violently, saying. "1 do not know you at all"'~ 

ill GNIZQ: "Glory to the Magnanimous One" 
SHUBHOL TOBO 
Recorded in Aleppo 

Mixed a capella choir of the Church Saint Ephrem of Aleppo. 
Conducted by Malfono Nouri Skandar. 

The word g(1izo, meaning" invisible ", refers to a poetic ca~ 
tegory descended from the qolo but of a" more popular 
origin. Although less widely used than the takhshefto, to 
which it is related, this genre, which has always been in 
favour, is interpreted for certain circumstances specified in 
the liturgy, such as this text which is sung on the eve of 
Palm Sunday, while the faithful are returning to the church 
at the end of the procession of the nahire. 
"Glory to the Very Good who, through his love, has manifes
ted his power. He has created nature endowed with reason 
and has embellished it with a soul, the source of treasures. 
He has breathed in knowledge so that his creatures can sing 
his glory. Come, all! Praise him before the sleep of death 
shrouds you. Let us remember death during this long night 
that binds our lips and reduces them to silence. Those 
among the just who have been vigilant are now alive a/~ 
though dead, while the wicked wf(o have scorned his glory 
are dead though alive. Awaken our spirit to the prayers and 
praises of the holy spirit and let us be the companions of the 
wise virgins who praised our Lord, so that during this night 
of terror we shall meet the young husband upon awakening 
and we will sing his glory until the day of his advent ": 

TRADITION OF TUR'ABDIN (Recorded in Qamishli) 

[]] BREVIARY: Adoration of the Cross and" Our Father" 
ZUYOHO DASLIBO followed by ABUN BDASHMAYO 
according to the tradition of Tur'Abdin 

Choir of deaconesses of the Church of the Virgin (OamishH). 
Conducted by Malfono Paul Mikhael. 
Officiating Priest: Father Gabriel Qass~Aho. 

Taken from the ma'adh'adhon book, which itself is part of 
the fanqitho or feast day breviary, this prayer is recited nine 
times throughout the year, with a variant of on'e single term 
that occurs in the antiphons: 

who has been crucified for us 
who has born for us 
who has been baptized for us. 
For each of the strophes during the celebration, the officia
ting priest successively turns towards all the cardinal 
points, except the east; this is his point of departure, where 
the altar, as in all the Eastern Christian Churches, faces the 
rising sun. This same prayer reiterates the hymn of the 
trisagion in its particular fashion: sanctus deus, sanctus 
fortis, sanctus immortalis, Christe Rex qui crucifixus es pro 
nobis miserere nostri. 
The version in this recording is the one recited on Good 
Friday (salabout): 
I "He whom the angels serve: glory to thee, 0 Lord! 
He whom the cherubim bless: glory to thee, 0 mighty one! 
He whom the seraphim sanctify: glory to thee, 0 immortal 
one! 
Thy beseeching sons, the imploring sinners cry: 
o thou who hast been crucified for us, have pity on us! 
" He whom the beings of fire praise: thou art holy. 
He whom the celestial beings celebrate: thou art holy, 0 
mighty one! 
He whom those beings laden with dust adore: thou art holy, 
o immortal one! 
Thy beseeching sons, the imploring sinners cry. 
o thou who hast been crucified for us, have pity on us! 
III He whom the inhabitants of heaven glorify: glory to thee, 
o Lord! 
He whom the creatures of the intervening regions honor: 
glory to thee, 0 mighty one! 
He whom the creatures here below exalt: thou art holy, 0 im
mortal one! 
Lord have pity on us. Lord have mercy on us, accept our ser
vice and our prayer. 
Glory to thee 0 Lord! 
Glory to thee 0 creator! 
Glory to thee Christ-King who has pity on us sinners. 
Our Father who art in heaven, hallowed be thy name, thy 
kingdom come, thy will be done on earth as it is in heaven. 
Give us this day our daily bread and forgive us our trespasses 
as we forgive those who trespass agains us. (Lead us not into 
temptation and) deliver us from evil. For thine is the king
dom, the power, and the glory, for ever and ever. Amen-: 

[!] COMMUNION CHANT: "He Whom the Seraphim 
Fear to Behold" 
HAW D'NURONE ZOYIN MENEH 

Deacons of the Church of the Virgin (Qamishli). 
In order, Jamil George Maylo, Elias Yaacub Giorgeos, 
Husni Najjar, Gabriel Oass-Matta, Paul Mikhael. 
This is a communion chant, sung by the deacons at the end 
of the service while the worshippers are leaving the church. 
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As this text is not part ofthe betgazo compilation, the dea
cons choose the maqiim that first comes to mind and which 
they feel best suits the occasion. Notethe importance given 
to the kord or husaynf, the maqiim frequently used by offi
ciating priests during mass. 
For this recording, the order of entrance of the deacons and 
their respective maqiim are given below: 
1) George Maylo: Nawa 2) Elias Yaacub: Nawa 
3) Husni Najjar: Nawa 4) Gabriel Qas-Matta: Kord 
5) Paul Mikhael: Nawa-Kord 6) George Maylo: Nawa 
"He whom the seraphin fear, thou seest him on the paten in 
the form of bread and wine. While those who glow like light
ning are consumed when beholding him, thou, wretched 
dust of the ground, by thine act thou regainest thy peace. The 
mysteries of the Eucharist are a reflection of the higher 
beings, filled with fire, as Isaiah, who has seen them, has tes
tified. These mysteries which have existed in the heart of the 
divinity, are here distributed on the eucharist table for the 
sons of Adam. The altar, decorated like a setting of cheru
bim, is guarded by celestial powers. Here, lying on the com
munion table, is the body of the son of God, and the children 
of Adam celebrate it '~ 

[I] TAKHSHEFTO: .. Like the Merchants" 
AKH TAGORYE H'ACHIRYE 

Evelyne Daoud, chant. 
This is another takhshefto (supplication) based on the sixth 
mode according to the tradition of Tur 'Abdin (the equiva ~ 

lent of the maqiim 'ajam) which, due to its melismatic cha
racter, does not function at all like a qinto, but is rather in 
the spirit of a maqiim. 
"Like the merchants, the martyrs entered into battle. They 
shed their blood in order to obtain spiritual wealth, in the 
manner of skilled merchants. They bartered their lives for 
death, preferring torment to rest. They chose death rather 
than a short life. They are in the kingdom, guests of the son of 
the King and we are invited to participate in the feast, pro~ 
claiming: Glory to thee, Ruler of the Universe ". 

I!] MADROSH: "To describe thy Beauty" 
ETNYE SHUFRAYK TOHARNO 

A cappella choir of deaconesses of the Church of the Virgin 
(Oamishli). 
Conducted by Malfono Paul Mikhael. 
According to his biographer. Saint Ephrem, as early as the 
fourth century, had imagined scoring the hymnody for wo
men's voices which he acccompanied on the lyre. This tra
dition has not been altered. To this day, in the small Syrian 
village of EI Oamichliye (northeast Syria) a choir of deaco
nesses, perpetuating the memory of their founder, partici
pates in services of the divine liturgy alongside the 
deacons. 



The choir interprets a madrosh dedicated to the Virgin 
Mary, which is recited four times a year (the present version 
is for 15 August). While this is not part of the bet gazo, the 
choir, for this demonstration, uses one of the qinto of the 
oktoechos. This is the seventh mode according to the tradi
tion of Tur 'Abdin, the Arabic sabA, although customarily 
the fourth mode is preferred to accompany this poem . This 
shows both the complexity of the oktoechos and its use. 
Note the distinct difference between the perception of the 
qinto which does not entail development, and the vision of 
the maqsm in the preceding example, which is much more 
flowing. Composition is based on the repetition of melodic 
motifs in the pattern couplet/refrain. 
"To describe thy beauty is indelicate. 0 Mary daughter of 
David. To retrace thy life borders on the impossible, 0 Holy 
Virgin, for thou art blessed among women, 0 Mary! Daugh
ter of David. Blessed be the fruit of thy womb, as has an
nounced Elizabeth. 0 Blessed one I And blessed is thy offs
pring, 0 Mary, daughter of David ! Blessed is he who glorifies 
thee at a/l times. Together with the earthbound, the Heavenly 
Host rejoices in thy memory, 0 Mary, daughter of David I Let 
thy prayer help us ": 

Christian POCHt:: 
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EGLISE SYRIENNE ORTHODOXE 
Liturgie d'Antioche 

Les Eglises de langue syriaque sont geographiquement re
parties dans tout Ie Proche-Orient ainsi que sur la cOte 
ouest de I'lnde. Elles forment des communautes distinctes; 
certaines sont rattachees a Rome: les Eglises chaldeenne, 
catholique syrienne, maronite, syro-malankare; d'autres, 
autonomes, relevent de I'autorite spirituelle d'un patriar
che, telles les Eglises jacobite et nestorienne et une faction 
de l'Eglise syro-malabare. 

Le syriaque, langue sacree en usage dans to utes les litur
gies, est une survivance du vaste groupe arameen. II est 
parfois supplee par I'arabe ou Ie malayalam (langue de la 
cOte de Malabar). Durant les premiers siecles qui suivirent 
I'apparition du christianisme, Ie syriaque etait considere 
comme Ie principal dialecte, et Ie plus parfait, de l'Osroene 
(Mesopotamie), foyer toujours vivace en ce domaine. 
Situees a la charniere de trois etats modernes - Turquie, 
Syrie, Iraq - les eglises syriaques utilisent encore de nos 
jours un dialecte, Ie touroyo, derive du souroyo, qui est une 
forme evoluee du dialecte edessien. 

La Syrie des premiers chretiens, alors province romaine, 
avait ete remodelee par Diocletien. Elle embrassait un vas
te territoire divise en onzecirconscriptions et porta it Ie nom 
de Grande Syrie. La capita Ie, Antioche, alia it jouer un rOle 
determinant dans Ie developpement du christianisme, 
mais c'est plus a I'est, entre les villes d'Edesse et de Nisibe, 
au cceur de la province de l'Osroene, que I'essor culturel at
teignit son plein epanouissement avec I'ceuvre de saint 
Ephrem au IVeme sieele. Bien que conscients d'appartenir 
a une communaute vaste mais homogene, les coreligion
naires, en raison de I'etendue du pays, finirent parse distin
guer entre eux en Syriens occidentaux (Souryoye Ma'arbo
vel et Syriens orientaux (Souryoye Madenhaye) . On attri
bue au parler des Occidentaux la desinence 0 et a celui des 
Orientaux la desinence A. 

Cette repartition linguistique, vaguement delimitee par Ie 
cours du Tigre, rev&t la plus haute importance. Les Occi 
dentaux s'en tiendront ala metrique determinee par les re
gles de versification et a un registre musical restreint attei
gnant rarement la quinte. Le respect profond du vers, qui 
demeure !'element sacre, et la soumission du chant a la 
comprehension du texte, temoignent de leur appartenance 
au monde semitique, comme Ie montre l'Alleluia, sobre et 
austere, sans melisme. A I'inverse, les Orientaux, plus en 
contact avec Ie monde indo-iranien, bouleverseront les re
gles strictes. lis soumettront I~ parole au chant en introdui
sant un style non mesure ou improvise qui sedeveloppe sur 
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une echelle musicale atteignant ou depassant I'octave. Les 
orientaux purent ainsi s'adapter a la famille musicale dite 
modale reposant sur Ie developpement et I'ornementation, 
alors que les Occidentaux, bien que leur systeme musical 
ait depuis cOtoye les regles du maqlm, yavaient resiste des 
I'origine, c'est-a-dire avant la fusion de~ arts arabe et 
persan. 
II faut souligner aussi I'absence du bourdon qui est la base 
du chant des Eglises grecque ou armenienne. Cette absen
ce n'est nullement une regression, comme on pourrait 
I'imaginer, mais c'est un trait distinctif des eglises de lan
gue syriaque du Proche-Orient. 
Une autre difference reside dans I'utilisation d'instruments 
a percussion (cymbales, tambours), toujours en vigueur 
chez les Orientaux, comme par exemple au monastere de 
Rabban Hormuzd en Iraq. 
Toutefois, les divergences se sont estompees au til des 
temps. Cest pourquoi cet enregistrement. entierement 
consacre aux Syriens occidentaux, presente du chantversi
fie, donc syllabi que (Plages OJ, m, III et 1Il) et du chant orne, 
donc melismatique (Plages ill, [!I, [!) et mI. Cette symbiose 
resulte de continuels brassages dus aux deplacements des 
populations affectees par les guerres, I'exode et les 
vexations. 

HISTORIQUE 
C'est au cours d'une epoque troublee, qui vit les commu
nautes chretiennes s'affronter pendant plus d'un siecle en 
synodes et en schismes, qu'apparait l'Eglise syrienne d'An
tioche. Son fondateur,l'ev&que d'Edesse, Jacques surnom
me Baradee (de bard'ana, bure grossiere), jette en 5431es 
bases de la future eglise. Rome et Byzance la designeront 
d'un terme derive du nom de son fondateur et qui sera uni
versellement reconnu malgre I'opposition des Syriens : 
I'Eglise jacobite. Sous I'Empire ottoman, la Sublime Porte 
I'appellera tris-soubho ou Eglise de la bonne doctrine. 
Par la suite, les Syriens se redefinirent sous Ie nom de 
sudan qadim, I'ancienne Eglise, lors d'une nouvelle 
scission qui poussa certains fideles a s'orienter vers Rome 
sous la conduite de Michel Jarwe. Ainsi naquit ef) 1782 
l'Eglise catholique syrienne dont Ie siege episcopal futfixe 
a Charlet (Uban). C'est dans ce monastere celebre qu'un 
certain Dom Jeanin entreprit les premieres etudes consa
crees au chant sacre syrien. 
Au lendemain de la premiere guerre mondiale, les Syriens 
substituerent a I'ancien nom de surian qadim, celui 



d'Eglise orthodoxe syrienne.lls deplacerent detinitivement 
Ie siege patriarca I de la Turquie (Deyruzafaran) vers Homs 
(Republique Arabe Syrienne), puis Damas, OU ont ete rea 
lises ces enregistrements. 

TRADITIONS MUSICALES 
La langue est un lien entre les liturgies syriaques, de mame 
que Ie chantsacre. II n'y a guare d'hymne qui soit particulier 
a rune des liturgies, mais il y a un fonds commun, qui s'est 
diversifie selon les Eglises, se modernisant parfois quelque 
peu (c'est Ie cas du chant maronite). Partout, a quelques va
riantes pres, on trouve les mAmes formes poetiques, les 
mAmes metriques, un vocabulaire identique. Seule I'ex
pression musicale varie d'une liturgie a I'autre. 
Dans Ie cas de I'Eglise syrienne d'Antioche ou orthodoxe 
syrienne, I'heritage a traverse plusieurs traditions orales, 
dont 5 sont representees sur ce disque. 
La tradition d'Ourfa (l'actuelle Urfa, en Turquie), survit tant 
bien que mal a Alep, parmi les diacres de l'Eglise Saint
Georges. II ne subsiste qu'un pAle reflet de I'ancienne gloire 
de cette tres prestigieuse tradition. Elle a dO jouer un rOle 
non negligeable dans I'elaboration du chant osmanli dit 
~arki, et c'est donc avec la musique ottomane qu'elle de
vrait Mre etudiee. Bien qu'elle soutienne et se rattache au 
chant melismatique, elle frappe par son grandiose, son so
lennel et son emouvante gravite (Plage CD). Cette estheti
que, que nous qualifierons de "retenue W

, contraste avec les 
fioritures de l'exemplQ de Tagrit (Iraq) (Plage mI. 
Selon toute vraisemblance, la tradition d'Amid (I'actuelle 
Diyarbakir) a detinitivement disparu. Sur ce disque, seul un 
court fragment I'illustre: il concerne I'intervention du se
cond diacre Husni Najjardans la priere Hawd'nourone (Pla
ge III) dont Ie style se rapproche du precedent. 
Repliee sur Alep, la tradition de Mardin se perpetue parmi 
les chantres de l'Eglise Saint-Ephrem. Quelque peu nova
trice, elle a evolue sensiblement, en epousant la tendance 
actuelle empreinte ~ manierisme. En ce sens elle a perdu 
de sa noblesse d'antan. 
La tradition de Tagrit (Iraq) representee par I'ancien pa 
triarche, Sa Saintete Moran Mar Ignatius Yaacoub III (dece
de en juin 1980), denote I'influence du style oriental ou me
lismatique. 
Quant a la tradition de Tour 'Abdin, tenacement entretenue 
sur la ville frontiere de Qamishli (Syrie), elle reflete Ie re 
marquable age d'or syriaque, dont elle a assimile les diver
ses tendances. 
Com me I'ensemble des communautes chretiennes 
d'Orient, l'Eglise syrienne regroupe ses styles melodiques, 
les qinto, en une unite globale, I'oktoechos ou "ensemble 
des huit modes", connu aussi sous Ie nom d'ikhadia, tiui in 
dique pour chaque dimanche de I'annee, Ie mode a utiliser, 
qui monte d'un degre chaque semaine. 
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ikhadia est un terme syriaque qui vient du grec ikhos = son, 
et athos = chant . II designe des formules melodiques sim 
ples qui, par une evolution historique, commencent a se 
rapprocher de la notion arabe de maqiim, sans toutefois en 
epouser tous les aspects . 

Le Bet-Gazo, ou tresor de melodies, denomme egalement 
shimo, ou breviaire ferial, est une compilation de textes non 
bibliques, qui sert d 'aide-memoire aux diacres. 

En rea lite on ne saurait cependant generaliser ces huit mo
des a la communaute toute entiere. L'experience prouve en 
effet que Ie nombre de registres utilises dans I'oktoechos 
varie selon les provinces. Tout se passe comme si, a une 
theorie universelle de I' oktoechos, repondait une pratique 
modelee sur des dialectes musicaux decoulant des us et 
coutumes locaux. 

TRADITIONS DE MARDIN, TAGRIT, OURFA 

OJ SANCTUS: Anaphore 
OADISH - OADISH - OADISH 
Enregistre lJ Damas 

Sa Saintete Moran Mar Ignatius Yaacoub III. ancien Patriar 
che d'Antioche et de Tout l'Orient. 

L'ancien patriarche de l'Eglise orthodoxe syrienne, Sa Sain
tete Moran Mar Ignatius Yaacoub III. patriarche d'Antioche 
et de Tout l'Orient (decede Ie 25 juin 1980), celebre ici les 
prieres de la consecration. 

"Saint Saint Saint 
o Seigneur tout puissant: Le ciel et la terresont remplis de ta 
gloire. 
Hosanna au plus haut des cieux. 
Beni soit celui qui est venu et qui viendra au nom du Seigneur 
tout puissant. 
Gloire aux cieux ! 
A I'heure ou celui qui n'a jamais peche offrait sa vie pour 
nous pfJcheurs, il pdt Ie pain dans ses mains et en re
merciant, benissant, sanctifiant, Ie rompit, Ie donna lJ ses 
disciples en disant : prenez et mangez-en to us, ceci est mon 
corps livre pour vous et pour les autres en remission des 
peches. 
Amen. 
De mfJme, iI prit la coupe et en remerciant, la benit, la sancti
fia, la donna aux saints ap6tres en dis ant : prenez et buvez
en to us, ceci est mon sang qui est verse pour vous et pour les 
autres, en remission de vos ptJchtJs et pour la vie tJtemelle. 
Amen. Faites ceci en memoire de moi, en participant lJ ce 
mystifre et souvenez-vous de ma mort et ma resurrection 
jusqu'lJ ce que je vienne lJ nouveau ": 

(I] QOLO: .. Sur la Porte ext~bieure" 
AAL HAW TAR'O BAROYO 
Enregistre lJ Alep 

Chceur mixte de I'Eglise Saint-Ephrem d'Alep. Direction 
Malfono Nouri Skandar. 
Participation de Mar Dyonisius Giorgeos Behnan, Archeve 
que d'Alep et ses environs. 
Ce qolo, celebre entre tous, retrace la para bole des vierges 
sages et des vierges folies. II est extrait du ma'adh'adhon, 
ou livre des jours de Mtes, concernant les ceremonies de 
I'annee, et se chante durant la nuit des Rameaux. On y trou 
ve une montee chromatique de type" Lumen Christi" lors
que Ie recitant dit" Seigneur, ouvre-nous" accompagne de 
trois coups frappes a la porte de I'eglise. 
Cet hymne figure dans I'office des nahire, ou "arrivee au 
port" ; nahire signifie " flambeaux H en syria que et ce pas 
sage evoque les lam pes des vierges sages et des vierges 
folies. Comme ce qolo ne rei eve pas du betgazo, iI ne suit 
pas I'ordre de I'oktoechos. Par qolo, on designe un genre 
poetique plus recent que les homelies ou les hymnes qui 
f leurirent au Vleme siecle sous I'impulsion creatrice de Si 
mon Quqoyo. D'ou I'expression courante qolo quq6yo. Di
verses poesies composees sur Ie meme schema vinrent 
s'adjoindre par la suite aux livres liturgiques. 
C'est en procession que se chante cette priere, apres la lec
ture de I'evangile de saint Matthieu, chapitre 25, versets 1-
13. Sur la porte exterieure, Simeon etait assis et implorait: 
" Seigneur, ouvre ta porte, car jesuis ton disciple. Le ciel et la 
terre pleurent sur moi, fai perdu les cMs du royaume. 
Seigneur, Seigneur, ouvre-nous ! Heureux les bon serviteurs, 
car lorsque leur maitre revient et les trouve absorbes par Ie 
travail de sa vigne, il dtJnoueson ceinturon et les sert. Le Pere 
fait alors reposer ses serviteurs, Ie Fils les sert, Ie Saint-Es
prit tresse une couronne. Alleluia!'~ 

rn TAKHSHEFTO : ., Les jours passent com me I'ombre" 
HOGUER YAWOTAN 
Enregistre lJ Alep 

Shammas Yohanna Taschji, Alep. 
Septieme mode ou sbi6yo. Tradition d'Ourfa (maqiim 
uUak). 
La takhshefto, ou supplication, est run des genres les plus 
pri ses a I'heure actuelle dans I'eglisesyrienne; il requiert la 
presence d'un diaere soliste qui suit-Ies regles du maqiim 
ou d'un ehceur qui observe Ie qinto. Le meme texte peut etre 
interprete par un soliste ou par un groupe de diacres, avec 
des melodies diverses, selon differentes traditions trans 
m is es et dans I'ordre des huit qinto. Le developpement suit 
les regles du maqiim. Pour chaque takhshefto, il ya done 
une infinie variete d ' interpretations possibles. 
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Ces supplications, qui sont consignees dans Ie bet-gazo, 
sont surtout dues a la plume feconde de Jacoub Rabboula, 
eveque d'Edesse (decede en 435). 

"Les jours passent comme I'ombre. Les mois, les annees 
s 'ecoulent comme un r~ve. Les saisons, les generations, les 
siecles se bousculent et s 'effacent. Comme un lion, la justice 
attend son heure. Que chacun d'entre nous blanchisse ses 
v{Uements, par Ie jeOne, la priere, la charite et la foi. Lorsque 
la fin derniere se manifestera, ne paraissons pas ecla
bousses d 'immondices face lJ Notre Seigneur Jesus Christ, 
car iI nous rejettera alors avec violence en disant : je ne vous 
connais point ". 

[!] GNIZO : .. Gloire au Bon" 
SHOUBHOL TOBO 
Enregistre lJ Alep 

Par gnizo, qui signifie H invisible ", on designe une eategorie 
poetique issue des qolo mais plus populaire. Bien que 
moins pratique que la takhshefto a laquelle il s'apparente, 
ce genre est toujours apprecie et est interprete en certaines 
eirconstances specifiees par la liturgie, tel ce texte qui se 
chante durant la nuit des Rameaux, lorsque les fideles ren
trent dans I'eglise a la fin de la procession des nahire. 
"Gloire au rres Bon qui, par son amour, a manifeste sa puis 
sance. "a crtJtJ la nature douee de raison et /'a embellie de 
I'Ame, source de tresors. " a insuffle la connaissance afin 
que les creatures chantent sa gloire. Venez donc, tous! 
Louez-Ie avant que Ie sommeil de la mort ne vous enveloppe. 
Souvenons-nous de la mort, au cours de celte longue nuit qui 
musifle nos lifvres et les reduit au silence. Ceux parmi les jus 
tes qui ont veil/tJ sont lJ present vivants bien que morts, alors 
que les mechants qui ont repousse sa gloire, bien que vi
vants, sont morts. Eveillons notre esprit aux prieres et aux 
louanges de I'Esprit Saint et soyons les compagnons des 
vierges sages qui ont loue notre Seigneur, pour que, dans 
cette nuit de terreur, nous rencontrions au reveil Ie jeune 
epoux et nous chantions sa gloire au jour de son 
avenement '~ 

TRADITION DE TOUR'ABDIN (Enregistre lJ QamishliJ 

rn BREVIAIRE: Adoration de la croix et "Notre P&re" 
ZOUYOHO DASLIBO suivie de ABOUN BDASHMAYO 
selon la tradition de Tour 'Abdin 

Chreur a cappella des diaconesses de I'Eglise de la Vierge 
(Qamishli) . 
Direction : Malfono Paul Mikhael. 
Officiant : Pere Gabriel Qass-Aho. 

Extraite du ma'adh'adhon, ou livre des jours de fetes faisant 
lui-meme partie du fanqitho, cette priere est recitee neuf 
fois dans I'annee, avec une variante d'un seul terme qui 
intervient dans les antiennes: 



qui a tlttl crucifitl pour nous 
qui est ntl pour nous 
qui est baptistl pour nous. 

Pour chacunedes strophes, durant la celebration, I'officiant 
se tourne successivement vers les quatre points cardinaux, 
hormis I'est, son point de depart, ou est dresse I'autel qui. 
comme dans toutes les communautes chretiennes de 
l'Orient, fait face au soleil levant. 
Cette mime priere reitere ~ sa maniere I'hymne du Trisa
gios: sanctus deus, sanctus fortis, sanctus immortalis. 
Christe Rex qui crucifix us es pro nobis, miserere nostri. 

'La version de cet enregistrement est celie que I'on recite Ie 
vendredi saint (salabout): 

I .. Celui que les anges servent: gloire • toi, 0 Dieu! 
Celui que les chtlrubins btlnissent : gloire • toi, 0 puissant! 
Celui queles stlraphins sanctifient : gloire. toi, 0 immortel! 
res fils suppliants, les ptlcheurs implorants s 'tlcrient: 
o toi qui a tlttl crucifitl pour nous, aie pititl de nous I 
II (Celui que les Itres de feu louent: tu es saint. 
Celui que les 'tres ctllestes chan tent : tu es saint. 0 puissant! 
Celui queles Itres ptltris de poussiere adorent : tu es saint, 0 
immortel! 
Tes fils suppliants, les ptlcheurs implorants s'tlcrient: 
o toi qui as tiM 'crucifiti pour no us, aie pititl de nous I 
11/ (Celui que les habitants du ciel glorifient : gloire • toi. 0 
Dieu! 
Celui que les crtlatures des zones intermediaires honorent : 
gloire • toi, 0 puissant! 
Celui que les crtlatures d'ici-bas exaltent: tu es saint, 0 
immortel! 
Seigneur aie pititl de nous, Seigneur fais-nous mistlricorde, 
accepte notre service et notre priere. 
Gloire • toi 0 Dieu! 
Gloire • toi 0 crtlateur! 
Gloire • toi Christ-Roi qui as pititl de nous ptlcheurs. 
Seigneur, notre PiJre qui 'tes aux cieux, que votre nom soit 
sanctifitl. que votre regne arrive, que votre volonttl soit faite 
sur la terre comme au ciel, donnez-nous aujourd'hui notre 
pain dont nous avons besoin; pardonnez-nous nos ptlchtls et 
offenses comme nous avons pardonntl • ceux qui nous ont 
offenstls. Mais dtllivrez-nous du mal; car vous posstldez 
puissance et gloire, jusqu'. la fin des temps. Ainsi soit-it N. 

Il] CHANT DE COMMUNION: .. Calui qua la •• eraphln. 
craignent de regardar" 
HAW D'NOURONE ZOYIN MENEH 

Diacres de I'Eglise de la Vierge (Qamishli). 
Dans I'ordre: Jamil Georges MaIlo, Elias Yaacoub 
Giorgeos, Husni ",ajjar, Gabriel Qass-Matta, Paul Mi(hael. 

Chant de communion, chante ~ la fin de I'office par les 
diacres, lorsque les fideles quittent I'eglise. Comme ce 
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texte n'entre pas dans la compilation du bet gazo, les 
diacres choisissent les maqsm qui leur viennent spontane
ment ~ I'esprit et qui leur paraissent Ie mieux convenir a 
I'occasion. On remarquera I'importance conferee au kord 
ou husseynl, maqlm utilise frequemment par les officiants 
durant la messe. 
Voici dans Ie cadre de cet enregistrement, I'ordre d'entree 
des diacres et leurs maqlm respectifs: 
1) Georges MaIlo: Nawa 2) Elias Yaacuub: Nawa 
3) Husni Najjar: Nawa 4) Gabriel Qas-Matta: Kord 
5) Paul Mikhael: Nawa-Kord 6) Georges Mano: Nawa 

(Celui que les stlraphins craignent, tu Ie vois sur la patime 
sous forme de pain et de vin. Alors que ceux qui resplendis
sent comme rllclair seconsument en It!! voyant, toi mistirable 
limon, par cet acte tu retrouveras la stlrtinitti. Les mysteres 
de I'Eucharistie sont • /'image d'Itres suptlrieurs pleins de 
feu, ainsi en a Mmoigntllsale qui les a vus. Ces mysteres qui 
existaient au ClBur de la divinitti, les voici distributis sur la 
table eucharistique aux fils d'Adam. L'autel, dressti comme 
une monture de chtlrubins, est gardtl des' puissances ctlles
tes. Voici reposant sur la table de communion, Ie corps du 
fils de Dieu et les enfants d'Adam Ie ctllebrent). 

[IJ TAKHSHEFTO: .. Comma Ie. commarc;ant." 
AKH TAGORE H'ACHIRE 

Evelyne Daoud, chant. 

Autre takhshefto ou supplication basee sur lesixieme mode 
selon la tradition de Tour 'Abdin qui. en raison de son carac
tere melismatique, ne fonctionne point comme qinto, mais 
s'apparente piutot a I'esprit du maqam. 

"Comme les commerfants, les martyrs sont entrtls dans la 
bataille. lis ont rtlpandu leur sang afin d'acqutlrir des biens 
spirituels semblables • d'habites marchands. lis ont troqutl 
la vie contre la mort, prtiftlrant les tourments au repos.lIs ont 
choisi la mort pluMt qU'une vie de courte durtle. Les voici. 
prtlsent dans Ie royaume. invittls chez Ie fils du Roi et nous 
sommes convitis • participer • cette "te en proclamant: 
gloire • toi, Dieu de I'univers ". 

(!] MADROSHE: .. Decrire ta beaut'" 
ETNE SHOUFRAYK TOHARNO 

Selon son biographe, saint Ephrem avait imagine des Ie IVeme 
siecle de confier I'hymnodie a des voix de femmes qu'il 
accompagnait de sa lyre. Ce souvenir ne s'est point terni. On 
trouve encore aujourd'hui dans la petite ville syrienne de 
Qamishli (nord-est de la Syrie) un chceur de diaconesses qui 
perpetue ainsi la memoire de son fondateur en participant aux 
offices de la divine liturgie aux cOtes des diacres. 
Le chceur interprete un madroshe, categorie poetique d'or
dre didactique, (de daresh: enseignerl, dedie a la Vierge 
Marie, qui se recite quatre fois par an. (La version proposee 

es t celie du 15 aoOt). Bien quecelui-Ia ne fasse pas partie du 
bet gazo, Ie chceur se base pour sa demonstration sur I'un 
des qinto de I'oktoechos. II s'agit du septieme mode selon 
la tradition de Tour 'Abdin, lesabB arabe, quoique d'habitu
de on lui prefere Ie quatrieme mode pour agrementer ce 
poeme. Cela demontre une fois de plus la complexite de 
I'oktoechos et de son utilisation. 
On remarquera une difference nette entre la perception du 
qinto qui ne procede pas par developpements et Ie maqlm 
de I'exemple precedent beaucoup plus flu ide. La composi 
t ion est basee sur la reiteration de motifs melodiques selon 
la formule couplet/refrain. 
" Dtlcrire ta beauttl est sujet d'embarras, 0 Marie fille de 
David. Retracer ton histoire frise !'impossible, 0 Vierge 
Sainte, car tu es btlnie parmi les femmes, 0 Marie, fille de 
David! Btlni soit Ie fruit de tes entrailles, avait annonctl Elisa
beth. 0 Bienheureuse! et bienheureuse ton ascendance, 0 
Marie, fille de David! Bienheureux celui qui. tout moment te 
glorifie. De concert avec les terrestres, les cohortes ctilestes 
S 6 rejouissent. ton souvenir, 0 Marie, fille de David! Que ta 
prillre nous aide ". 

Christian POCHE 
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