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THE FEAST AND HYMNS OF THE VIRGIN MARY’S ASSUMPTION IN SYRIAC COMMUNITY"
Siiryaniler’de Meryem Ana Intikal Bayram ve ilahileri
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ABSTRACT

This study aims to understand how the Syriac community living in the village of Anitl in Mardin's Midyat district
experience the Feast of the Assumption of the Virgin Mary, organized in the Meryem Ana Church, in the context
of the relationship between music and faith. This research was conducted based on cultural analysis. Data were
collected through observation and unstructured interviews and analyzed using a descriptive approach. Melodic
nucleus was employed to analyze the makam used in the rituals. As a result of the research, it is seen that music
in the Syriac community emerges as an indispensable element for rituals performed with a cyclical system, and
the phenomena and meanings constituting the belief are embedded in the melody and rhythm structures and thus
in music to serve the purpose of the ritual. The messages conveyed in the rituals are blended with the effect created
by the eight main makam on the basis of theological grounds. In this context, it is understood that the hymns
performed during the ritual, inspired by religious texts, have functions such as ensuring the permanence of the
sacred texts on congregants participating in the ritual, intensify the religious experience and deepening it.
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Arastirmanin amact, Mardin Midyat ilgesine bagli Anitli kdylinde yasayan Siiryaniler’in Meryem Ana Kilisesi’nde
diizenledikleri Meryem Ana intikdl Bayram’in1 miizik ve inang iliskisi baglaminda nasil yasadiklarmni anlamaya
caligmaktir. Bu arastirma, kiiltiir analizine bagl olarak yiiriitiilmiistiir. Veriler, gdzlem ve yapilandirtlmamis
goriigmeler yoluyla toplanmig ve betimsel yaklasimla ¢dziimlenmistir. Ayinde kullanilan makamlarin analiz
edilmesinde ise ezgi ¢ekirdek analizlemeleri kullanilmistir. Aragtirma sonucunda, Siiryani cemaatinde miizigin,
dongiisel bir sistem ile yapilan ayinler i¢in vazge¢ilmez bir unsur olarak ortaya ¢iktigi, inanci olusturan olgular ve
anlamlar, ritiielin amacina hizmet edecek sekilde ezgi ve ritim yapilarina dolayisiyla miizigin i¢ine yerlestirildigi
goriilmektedir. Ayinlerde verilen mesajlar, teolojik zemin esas alinarak, sekiz ana makamin yarattigi etki ile
harmanlanmaktadir. Bu baglamda, ayin siiresince dini metinlerden esinlenerek icra edilen ilahilerin, ayine katilan
cemaat lyeleri lizerinde kutsal metinlerin kalict olmasimi saglamak, inangsal etkiyi ¢ogaltmak ve derinlik
kazandirmak gibi islevler tagidigi anlagilmistir.

Anahtar Kelimeler: Siiryani Inanci, Meryem Ana, Ritiiel, Miizik Pratikleri, Makam Analizi.
The Feast and Hymns of the Virgin Mary’s Assumption in Syriac Community

* This study is from the dissertation titled "Meryem Ana in the Syriac Faith with its Festivals and Rites and Hymns" to be
completed at Erciyes University Institute of Fine Arts, Department of Musicology.

Arastirma Makalesi/Research Article Gelis Tarihi/Received Date: 10.01.2025 Kabul Tarihi/Accepted Date: 22.09.2025
**Sorumlu Yazar/Corresponding Author: Uzman Ogretmen, MEB, aozer36@gmail.com, ORCID: 0009-0001-0991-4269
" Prof. Dr., Erciyes Universitesi Giizel Sanatlar Enstitiisii, levendogluoya@gmail.com, ORCID: 0000-0002-3397-6961



The Feast and Hymns of the Virgin Mary’s Assumption in Syriac Community 215

EXTENDED ABSTRACT

Yapilan arastirmanin amaci, Mardin ili Midyat ilgesine bagli Anith (Hah) koylinde yasayan Siiryani
cemaatinin, Meryem Ana Kilises’inde gergeklestirdikleri Meryem Ana Intikdl Bayrami ayinini miizik ve inang
iligkisi baglaminda nasil deneyimledigini ortaya koymaktir. Yapilan bu ¢aligmada, miizigin dini ritiieller
icerisindeki iglevini yalnizca estetik bir unsur olarak degil, ayn1 zamanda inancin aktarimi, pekistirilmesi ve
stirekliliginin saglanmasinda belirleyici bir yap1 olarak ele almaktadir. Bu baglamda arasgtirma, Meryem Ana
Intikal bayram ayininde icra edilen miizigin, cemaatin kolektif hafizasi, inang¢ pratikleri ve ritiiel biitiinliigii

icerisindeki konumunu anlamay1 hedeflemektedir.

Arastirma, nitel arastirma yontemlerine dayali bir kiiltiir analizi yaklagimiyla yiiritiilmistir. Calismanin
verileri, Anith kdyiinde gergeklestirilen Meryem Ana intikdl Bayrami ayini sirasinda yapilan katilimer gézlemler
ve cemaat iiyeleriyle gergeklestirilen yapilandirilmamis goriismeler yoluyla toplanmistir. Gozlem siirecinde ayinin
genel yapisi, miizigin ayin i¢indeki konumu, icra bigimleri ve cemaatin miizikle kurdugu iliski ayrintili olarak
kayit altina alinmustir. Yapilandirilmamis goriismeler ise cemaat iyelerinin miizige yiikledikleri anlamlari, ayin
sirasinda deneyimledikleri duygusal ve inangsal siirecleri anlamaya yonelik olarak gergeklestirilmistir. Elde edilen
veriler betimsel analiz yontemiyle ¢oziimlenmistir. Ayinde icra edilen ilahilerin melodik yapilarinin
¢oziimlenmesinde, Ozellikle ezgisel hareket temelinde bir analiz yontemi olan Ezgi g¢ekirdekleri yaklagimi
kullanilmistir. Bu yontem araciligiyla, kullanilan makamlarin temel melodik ¢ekirdekleri, ezgi hareketleri ve
karakteristik 6zellikleri belirlenmistir. Analiz siireci, miizigin yalnizca teknik bir unsur olmadigini; aksine, ritiielin
inangsal igerigini destekleyen, yonlendiren ve tamamlayan bir yap1 olarak islev gordiigiinii ortaya koymaktadir.
Ayinde icra edilen ilahilerin, belirli makamlar iizerinden sekillenmesi, teolojik mesajlarin duygusal ve algisal
diizeyde cemaat tarafindan daha giiclii, etkili ve hizli bir bicimde deneyimlenmesini saglayan islevler

ustlenmektedir.

Siiryani cemaatinin kilise takviminde Meryem Ana i¢in sekiz farki bayram ayini bulunmaktadir. Siiryaniler,
rabbani bayramlardan biri olarak degerlendirdikleri Meryem Ana intikal Bayramini, her y1l 15 Agustos’ta biiyiik
bir coskuyla kutlayarak ayin diizenlemektedirler. Ozellikle Midyat Anith kdyiinde bulunan Meryem Ana
Kilisesi’nin tarihsel nemi ve bdlgede azalan niifus nedeniyle cemaat Meryem Ana’nin Intikal Bayram ayini igin
bir gece Oncesinden burada toplanir ve sabahin ilk 1giklari ile ayini gergeklestirirler. Kilise mekani, ritiielin icra
edildigi fiziksel bir alan olmanin 6tesinde, cemaatin kolektif hafizasinin ve inang pratiginin somutlastig1 bir anlam
alan1 olarak islev iistlenmektedir. Cemaatin her yil ayni1 zamanda, ayn1 mekanda toplanarak ayini birlikte icra
etmesi, inancin bireysel bir deneyimden ¢ikarak ortak ve paylasilan bir ritiiel haline gelmesini miimkiin kilarken
ayni zamanda cemaatin inangsal boyutta bir olma, Tanr1’ya hizmet ederek ulasma duygusunu, kiiltiirel kimligin
gliclenmesini pekistirmektedir. Bu birliktelik igerisinde miizik, ritiielin zamansal akisin1 diizenleyen ve kutsal
metinlerin algilanigini derinlestiren temel bir unsur olarak 6ne ¢ikmaktadir. Ayin sirasinda icra edilen ilahilerin,
mekanin akustigiyle biitiinleserek cemaat lizerinde ortak bir duygulanim ve anlam alani olusturdugu; bu sayede

inancin, her ritiielde miizik araciligiyla yeniden iiretilen ve siireklilik kazanan bir yapiya doniistiigii goriilmektedir.

Arastirma bulgulari, Siiryani Kilisesi’nde kullanilan makamlarin, ayinlerin vazgegilmez bir bileseni olarak
dongiisel bir sistem iginde konumlandigini gdstermektedir. Inanci olusturan temel olgular ve anlamlar, ayinin

amacina hizmet edecek sekilde ezgi ve ritim yapilarina yerlestirilmekte; dolayisiyla icra edilen ilahiler, inangsal
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mesajin tastyicisi haline gelmektedir. Bu durum, ilahilerin yalnizca eslik eden bir unsur degil, gergeklesen ayinin

merkezi bir bileseni oldugunu ortaya koymaktadir.

Siiryani kiliselerinde gergeklesen ayinlerin, teolojik zemin esas alinarak kilisede kullanilan sekiz ana makamin
yarattig1 etkiyle biitiinlestirildigi goriilmektedir. Her bir makdmin kendine &zgii duygusal ve anlamsal
cagrisimlartyla inang baglaminda kutsal kisilere atfedilmektedir. icra edilen ilahilerin metinleri ise kutsal metinler
ile uyumlu bir bi¢cimde yazilip gliniimiize geldigi goriilmektedir. Belirli makamlar ile icra edilen ilahilerin, ayin
icinde yalnizca melodik tercihler olarak degil, inangsal duygu ve anlatilarin giiclenmesini saglayarak; cemaat
iiyeleri tizerinde kutsal metinlerin kaliciliini artirma, inangsal etkiyi ¢ogaltma ve gerceklesen ayinin manevi
derinligini giiclendirme gibi islevler iistlendigi anlasilmaktadir. Bu temelde, Siiryani kiliselerinde icra edilen
miizigin, ayinin hem yapisal hem de anlamsal biitiinliigiinii destekleyen merkezi bir unsur olarak one ¢iktig

goriilmektedir.

Arastirmanin ortaya koydugu bir diger 6nemli bulgu, miizigin cemaat iginde kolektif bir deneyim alani
olusturdugudur. Ayin sirasinda icra edilen ritmik ve melodik yapilarin, cemaat iiyeleri arasinda ortak bir inang ve
dil ¢ercevesinde, cemaat bireylerine aidiyet hissi yarattig1 goriillmektedir. Bu ortak deneyim hem inancin bireysel
diizeyden kolektif diizeye tasinmasini saglar hem de ayinin topluluk iizerindeki ortak kimlik etkisini artirmaktadir.
Dolayistyla birgok kiiltiir ve inangta oldugu gibi miizigin, sadece bireysel bir duygusal deneyim degil ayn1 zamanda

toplumsal ve kiiltiirel bir baglayict ve de tamamlayici bir unsur olarak islev gordigii degerlendirilmektedir.

Yapilan bu aragtirma, Midyat Anith kdyiinde yasayan Siiryanilerin Meryem Ana Intikal Bayram ayininde icra
edilen ilahilerin, inang pratigini tamamlayan ¢ok 6nemli bir par¢asi oldugunu ortaya koyarken ayinlerde icra edilen
ve belirli bir makam dongiisii ile kurgulanan ezgi yapilari, teolojik mesajlarin cemaat tarafindan daha etkili bir
bicimde algilanmasint ve igsellestirilmesini katki sagladigi tespit edilmistir. Bu baglamda arastirma, miizik ve
inang iliskisini kiiltiirel ve ritiiel boyutlariyla ele alarak, dini miizik ¢alismalarina ve kiiltiirel miizikoloji alanina

0zglin bir katki sunmaktadir.
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"...Rituals reveal values at their deepest level... man express in ritual what moves them most, and since the
form of expression is conventionalized and obligatory, it is values of the group that are revealed. I see in the study

of rituals the key to an understanding of the essential constitution of human societies"' (Turner, 2017: 6).

Rituals, the system of religious practice, are seen as a means of connecting people to the sacred. As they are
known as the recollection of precious memories and the construction of symbolic meanings, rituals also ensure the
continuity of social memory. Indeed, the notion of rituals has a character that is particularly associated with
sacredness, a social focus, and an incentive. Every ritual object is endowed with specific symbolic meaning. In
this context, music, which plays an important role in this social concentration, carries the discourses behind the
rhythm into the associated context. Like rituals, music is a sociocultural action with its stylistic, sequential, and
repeatable quantity. The characteristic 'thythmic stimuli' of music reinforces the formality, patternedness, and
repeatability of rituals and is seen as an inseparable part of rituals. Hence, as long as music and ritual are connected,
it is possible to mention meaning and effect, and the most prominent socio-cultural context of this relationship is

religion (Sahin, 2008: 279-280).

Rituals cannot attain meaning without a certain level of sacredness; they are thought to reinforce an individual's
sense of social belonging, as well as ensuring the reproduction and continuity of the social structure (Durkheim,
1974: 225-226). In this context, despite all the transformations occurring in sociocultural lifestyles, rituals remain
a central element of social and religious life (Turner, 1974: 65). Belief systems resort to various artistic forms to
express themselves and gain a more influential position in social life. Music holds a special place among these art
forms due to its ease of performance, prevalence, and high power of influence; music, which provides emotional
intensity through rituals, is present in almost every faith, albeit in different forms, and is often positioned as a

central element (Alcorta, Sosis, 2005: 345).

Music and ritual are not only a reflection of the sacred; they are also practices that play an active role in its
construction (Alcorta, Sosis, 2005: 332). They are also believed to contribute to the harmonious maintenance of
social life by building a bridge between the individual and society. Music performed within the context of rituals
plays a significant role in strengthening faith and national identity, bringing together individual and social

experiences and reinforcing the sense of "we" (Warner, 1997:224-229, Clark, 2006:477).

The theoretical dimension established with the holiness in religions is defined as 'faith' and its practical
dimension as 'worship'. For a long time in the past, ritual was used in place of the notion of 'worship'. While rituals
add a social dimension to beliefs, they also enable the expression of belief. On this basis, they also serve as a
bridge between the individual and society. Meanwhile, music, which gives beliefs a social character, has become
a commonly used way for societies to express their beliefs. Music, which is known to have a deep and widespread
influence, plays an essential role in religious life with its features of emotional intensification in the context of
rituals. It should not be forgotten that music, which is included in religious practices, particularly in religions such
as Christianity, Islam and Hinduism, is in a direct relationship with the cultural context in which it is located, while
its stimulating, impressive, unifying, integrating, deepening, and together enabling characters are evident (Sahin,

2008: 269-272).

' Turner, V. (2017). The ritual process. Structure and anti-structure. London: Routledge
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In this context, the Syriac community, as one of the ancient peoples of Mesopotamia, is a crucial exemplar for
understanding the reciprocal relationship between religion, music, and rituals. The Syriac community has a rich
culture with a six-thousand-year history. They consider the basic teachings of the Christian faith, the people, and

events attributed to holiness to be touchstone in their culture and state they trace their roots back to the Arameans.

When the regions where the urban music cultural tradition exists are analyzed in a sociological perspective, it
is evident that cultural interaction is inevitable, and a fact that the urban music tradition continues within the

Church music is understood.

In the analysis of Syriac musical culture in relation to their religious practices, it is seen that the cycle of eight
modes/makams? used for the hymns performed in the rituals expresses the phases of human life and the afterlife.
Each makam has a different meaning and theological background. The use of makam in daily and weekly rituals
begins on the first day of each week (Sunday), starting with the feast of Resurrection, and there takes place a
regular pairing of two makam on a weekly basis. The music performed makes it easier to retain religious texts,

purifies the soul and enhances the exuberant character of the ritual.

In order to understand the relationship between music and faith in Syrian culture, this research has focused on
how the Syriac community in the village of Anitli in the Midyat district of Mardin experiences the feast ritual of
the Assumption of the Virgin Mary. Before going into the details of the flow of the Feast of the Assumption of the
Virgin Mary; Syriac identity, faith, existing musical tradition, the meaning and importance of the aforementioned
rituals, the places where they were held, the themes that are formed by the musical elements integrated with faith,

and each category under these themes will be explained.

The characteristics of the flow that distinguish the ritual of The Feast of the Assumption of the Virgin Mary
from the other rituals systematically performed by the Syriacs will be determined and tabulated. For the ritual
chosen as the focus of the research, the hymns performed specifically for this ritual will be identified and melodic
and textual analyses will be included. On this basis, the main question that the research seeks to answer is “how
do the Syriacs living in the village of Anitli in Mardin Midyat district experience the ritual of The Feast of the
Assumption of the Virgin Mary in the context of the relationship between faith and music?”. The sub-questions

posed to answer the main question of the research were determined as follows;
a) In what type of setting is the ritual of the Feast of the Assumption of the Virgin Mary held?

b) What type of a flow does the ritual of the Feast of the Assumption of the Virgin Mary, which is performed
in the church of the Meryem Ana, have?

¢) What are the characteristics of the musical components of the ritual in terms of makam?

d) What are the distinctive features of the ritual of the Feast of the Assumption of the Virgin Mary, among the

systematic rituals?

Method

2 In Syriac church music, it has been understood that the concepts of "mode" and "makam" are used synonymously
to describe melodic structures. In this study, the concept of "makam" was preferred to describe Syriac church
music and to better understand its melodic structures.
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This study is based upon a qualitative research model oriented towards culture analysis within the discipline

of ethnomusicology.

Ethnomusicology, defined as the study of music within a cultural context (Hood, 1957: 2), is a discipline that
develops theoretical and methodological approaches to analyzing the relationship between culture and music. This
discipline not only considers music as a sound phenomenon but also seeks to understand it by analyzing the cultural
practices, belief systems, and social structure dynamics of the communities that produce it. It also examines this

process through field research that encompasses the sensory context (Blacking, 1999:58).

Culture analysis, one of the qualitative research designs, focuses on the definition and analysis of all elements
that compose culture such as social behavior, structure, functioning and norms. The aim of the studies conducted
with culture analysis is known as defining and interpreting a particular group or culture. By its nature, the
phenomenon of culture is changing and it is not possible to measure it with data collection tools determined within
sharp boundaries, but it is observed, experienced and felt. For this reason, a researcher who analyzes culture is
required to spend a significant amount of time in the study area in order to better comprehend the effects of the

culture on individuals or groups (Y1ldirim and Simsek, 2018: 97-98).

Although we initially felt the cultural closeness, when we started the fieldwork, sociological and theological
differences were promptly noticed and our concerns developed along with this process. However, the first
interview we had with Saliba Acis in Diyarbakir Meryem Ana Church paved the way for the continuation of the
relations based on the principle of mutual trust and sincerity, and our role as an insider was accepted by the
community during the process. The interviews that we conducted with other source persons that we reached using
the snowball technique and the ceremonies we attended were of great importance in the data collection and analysis
process. One of the biggest difficulties that we experienced during this process was the inability to hold regular
ceremonies due to the shrinking congregation, and the other was transportation-related difficulties due to the large
area. The study process was completed with the participant observer role we assumed during the study process,
the interviews we conducted with source persons while maintaining our impartiality, and the support given to the
creation of an important Turkish written source with the aim of making Syriac culture visible and passing it on to

future generations.

Data Collection and Analysis

Data were collected through unstructured interviews and audio and video recordings taken from the field. The
interviewees consisted of two categories: those who directly performed the ritual and those who participated in the
ritual. Since the rituals were performed by the spiritual leaders and deacons, the interviews were conducted with
them, while the participants were represented by the parishioners. The data were collected through observation
notes made by regularly attending rituals in Syriac churches in the region for a year and by recording the ritual of
the feast of the Assumption of the Virgin Mary, which took place on 15.08.2022, on camera. The interviews and

recordings made during the data collection process were carried out with the permission of the individuals.

In the Syriac Church, the rituals performed according to the theological calendar are always performed in the
same manner, but only changes are made to emphasize the meaning and importance of the day. These changes

have been determined as: Paul's letters, the hymn performed before the gospel, the section to be read in the gospel,
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the hymn to be read after the gospel, Lutanya®, and the hymn performed at the end of the service. In this context,
for the part of the study related to music, four hymns that constitute the basic structure of the Feast of the
Assumption of the Virgin Mary ritual and are suitable for the maximum variety of sample types due to the rich

material they contain were selected.

Descriptive and content analysis approaches were used to analyze the data. In descriptive analysis, in addition
to the previously prepared themes, new themes were created based on the data obtained through unstructured
interviews (video, ritual transcription). In this context, the data within the themes were organized according to
their common and similar characteristics, and sub-themes were created under each main theme. The semantic
relationship between the music and literary tradition and the symbolic transmissions formed within the

phenomenon of faith of those who are ascribed holiness have been revealed through content analysis.

In this research, the "Melodic Nucleus" approach, a method of analysis based on melodic movement, was
used.* Bayraktarkatar and Giiray (2023) explain the definition of makam in the context of melody nucleus as
follows: "(...) it can be inferred that there is a certain pattern, a pattern underlying the traditional recognition,
reproduction and formation of the unique composition of a makadm. The structure of the pattern in question
transforms the makam into a distinguishable and identifiable form through the practice of hearing. (...) A pattern
—in the terms of the definition of makdm—is a melody pattern/melody structure that arises from the hierarchical
movement of the pitches in the sound set with each other, containing unique information and frequently recurring.
Each melody nucleus reveals its own difference in the simplest and plainest way..." (Bayraktarkatal and Giiray:

2023: 13).
The pitches within the melody nucleus are functionally divided into four different types.
1) Center Identifier Pitch: "m"
2) Co-identifier pitch: "t"
3) Reinforcing pitch: "p" dominant /cofinal
4) Ornamental Pitch: "s"

Central descriptor: This pitch holding the most important place in the naming of the makam is also the main
axis of the melody nucleus. The common descriptor is the pitch that establishes a tension-resolution relationship
with the central pitch, defines the melodies and takes on an integrative role. The reinforcing pitch, when used in
melodic organization, has the role of supporting the stable balance on the central defining pitch. Finally, the
ornamental pitch has the role of providing "melodic transition, variation, connection and movement" between the

other three pitch types used in melodic organization (Bayraktarkatal and Giiray, 2023: 20).

The original names of the notes in Turkish music used in the makam analysis of the hymns and their positions

on the staff are shown below:

3 The name given to the hymn that most clearly emphasizes the meaning and importance of the day.

4 There have been pioneering studies on the subject of approaching makams from a melody-based perspective.
See: “Geleneksel Tiirk Miiziginde Makam Kavram1” (Bayraktarkatal, 1997), “Bin Yilin Miras1” (Giiray, 2012),
“Ezgisel Kodlarm Belirledigi Bir Sistem Olarak Makdm Kavrami: Hiiseyni Makaminin Incelenmesi”
(Bayraktarkatal-Oztiirk, 2012), “Makdm Miiziginde Ezgi ve Makam iliskisinin Analizi ve Yorumlanmasi
Acisindan Yeni Bir Yaklasim: Perde Diizenleri ve Makamsal Ezgi Cekirdekleri” (Oztiirk, 2014)
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Figure 1. Theoriginal names of the notes in Turkish music

Conceptual Framework
In this part of the study, the relationship of the music with the concepts of faith and symbolism is discussed.

Syriacs with their beliefs and worship. Syriacs, who have been able to live in different regions with different
beliefs, are a community that has maintained their culture and language, which is the most important element of
culture, throughout history. Although they have a deep-rooted historical heritage, they prioritize their history,
which has been integrated with Christianity after they accepted this faith. Another aspect they value is the Syriac
language, which they consider sacred because they are the community that speaks the same language as Jesus
Christ (Bozok, 2009: 23). The Syriac language has gained the position of the most prominent language for the
Christian world after the Greek language, and has become the language of science, culture and literature of the

entire region (Ayag, 2014: 15).

There are different views on the origin of the word Syriac, but the most prominent and the dominant view is
that the Greek term Surios/Suros was coined by the Romans for the peoples of the Middle East who spoke
languages other than Greek (Brock, 2023: 18).

Although the debate on the origins of the Syriacs is ongoing both among themselves and among researchers,
they have themselves three different views on the origin debate (Durak, 2000: 2). As a result of the views put
forward and the studies conducted, it is accepted that the Syriac ancestors are the Arameans, who established
kingdoms in northern Syria and Mesopotamia, and whose traces are seen throughout history with their alphabets,

languages and cultures (Tahincioglu, 2011: 23).

The debates about the nature of Jesus Christ also formed the basis of theological and social divisions within
Syriacs (Celik and Aksoy, 2017: 193-197). In the mid-fifth century, this division was clustered under eight
different names: East Syriacs (Nestorians), West Syriacs, Chaldeans, Syriac Angelites, Greek Catholic Angelites,
Maronites, Syriac Catholics and Syriac Protestants (Akyiiz, 2005: 22).

According to research, the population of this ancient community, which has various metropolitans in India,
Syria, Lebanon, Iraq and Turkey, is approximately four and a half million. In Turkey, the population of Syriacs is
thought to be approximately twenty-five thousand (Sen, 2020: 38). Today, Syriacs in Turkey live mainly in
Mardin, Diyarbakir, Batman, Siirt, Adiyaman, Sanlwrfa, Hatay, Istanbul, Adana, Malatya, Kahramanmaras,
Gaziantep, and Elazig. In Turkey, the Syriac Ancient Church has metropolitanships in Midyat, Istanbul, Mardin
and Adiyaman (Bozok, 2009: 30-31; Sen, 2020: 43).

According to the Syriac Orthodox Church, God (the father) and Jesus (the son) are one. In Jesus Christ, God

and man unite to form one nature; that is, Jesus Christ is both God and man. In addition to the belief in God, other
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beliefs of Syriacs consist of Angels, the Gospel, the Resurrection and the Afterlife, and Sin (Ayag, 2014: 83-87;
Durak, 2000: 16).

Syriacs perform their collective worships in the church. The birth, life, crucifixion, death, and resurrection of
Jesus Christ are the main center of worship (Durak, 2000: 16). Prayer, fasting, Tithing (Zakat) and Holy Pilgrimage
(Hajj)" are basic principles of worship (Ayag, 2014: 87-91).

The Meaning of the Church in Syriacs and the Church Hierarchy

The churches, which have a great importance in Christianity, are known as the name given to the "community
of believers in Jesus Christ" and the place where believers gather to fulfill their worship (Kiiciik, 2013: 93). The
church was founded by Jesus Christ and is eternal, therefore Jesus Christ is the essence and head of the church and
left the administration of the churches to his apostles (Durak, 2000: 28; Geng, 2020: 48). Syriac clergy is
systematized in a certain hierarchy and divided into three as Episcopate, Priesthood, and Deaconate (Ayag, 2014:

92-95; Bozok, 2009: 44-47; Dogan, 2019: 22-25).

The Function and Meaning of Music in Syriac Worship

The aim of all religious structures is to attain divine knowledge. The general term for unknown and mysterious
teachings, 'esotericism', appears in almost all philosophies of religious belief. It shows the awareness of another
path to the inner reality, to the secret, other than the one that is concretely proposed. In the history of religions, art
and music used to have a limited function in order to attain the divine knowledge or light, but they have gained
over time a deeper meaning in worship ceremonies, making the sacred more prominent, hearing the sacred, and

confronting the divine, thus creating a wide range of functions (Giiray, 2010: 127).

Since the Ancient Greek period, philosophy, science and art culture had been transferred to the Byzantine
Empire through translations conducted by Syriacs. The synthesis of esotericism and exoteric understanding that
existed in Egyptian and Ancient Greek belief systems can be found in the concept of 'divine beauty' that exists in
the foundation of Christianity. The Christian understanding of an 'asceticism and dedication to the path of God'
became a fundamental element of the intense monastic culture over time. For this very reason, the philosophy of
religious belief shaped by this philosophy has been embodied in a symbolic, abstract and esoteric expression in
art. Thus, art works which have a functional meaning in Christianity, are influential tools used to reflect the
relationships between 'God, Emperor and people' (Giiray, 2012: 62). Such a functional role of art can also be seen
in the Christian system of religion and worship. The ancient Greek thinkers, who discovered the power of music
and art to perceive one's own universe in order to understand the cosmos, carried this influence into Byzantine
culture. In this view, music is a means to understanding one's self and the mystery within one's self, as well as God
and religion. It is this belief that led the Syriacs to introduce music into the church in the first place. In this context,
for Syriacs, music is an opportunity to find the whole of the expressions that are incomplete with words (Giiray,

2010: 127-129).

After the temple built by the Prophet David, music took its place in religious ceremonies, but it was given more
significance during the reign of the Prophet Solomon, and 24 choir teams were established in this temple. It is

known that the Syriacs first divided the psalms of the Prophet David into 15 sections, each section consisting of
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four hymns of praise, and hummed them at certain times of the day. Later, the prayers and hymns sung in the

church were arranged in different makams and started being performed.

In 107 A.D., two separate choir groups were formed in the central church in Antioch, and by the seventh
century, all church hymns were arranged according to Sundays, festivals and other days and it was ensured that
they were sung jointly (Danno, 1998: 8). Syriac church music, which is thought to have reached its peak in this
period, is said to have approximately 3000 hymns. Only half of these hymns composed for church music, which
entered a period of setback after the seventh century, have survived to the present day and were collected in the
book Bet Gazo.® Bardaysan, a third century poet, and Mor Afrem contributed the most to the increase in the number
of hymns written (Danno, 1998: 8; Giiray, 2012: 65). It is an inevitable reality for Syriacs that church music has a

connection with their collective memory and has an impact on their culture and worship.

For the prayer program performed in the Syriac Church, ten books with hymns in them are used. However,
they are chanted with different makams, depending on the nature of the ritual and the date of the ritual (Giiray,
2012: 65). The textual sources of the hymns are the holy books and the texts written by the church fathers inspired
by these books. The texts selected from these sources have started to be performed with eight makams over time.
The sacraments to which the Syriac Church is firmly attached and the understanding of music associated with it
contain deep implications and intentions. The first is to distance themselves from the music of communities outside
the faith, which they consider pagan; the second is to minimize the boredom of the participants during long rituals;
and the third is to reach the meaning of the hymns during prayer through music and to strengthen their faith by
affecting the people praying with music. Thus, the persistence of these meanings in ritual serves a dual function:
reinforcing Syriac communal unity and ensuring the intergenerational transmission of their distinct, faith-formed
culture (Danno, 1998: 13; Sen, 2020: 95). The book in which some of the hymn texts are notated and organized is
called Kiiciik Bet Gazo. This book consists of some selected texts of the Great Bet Gazo and these books are used

in all Orthodox Ancient Syriac Churches (Sen, 2020: 96).

Hymns are divided into types according to the subjects they contain; the meaning of the ritual and the time
they are sung. Each hymn is performed on eight different modes and the words are the same but the melodies are
different. Another musical performance used by the Syriac Church in religious rituals is the type called prayer.
The only difference between prayers and hymns is that they have a recitative feature. Hymns and prayers, which
are performed with a single voice and based on the human voice, consist of melodic structures that carry the
characteristics of the eight modes accepted by the Syriac Church (Bozok: 2009, 84-89; Danno, 1998: 17-21; Sen,
2020: 97-112).

The twelve-makam system, previously used in the Syriac church, was thought to be distant from Christian
theology, and the eight-makam system was adopted. Considering the positive effects of these makams on the
human soul, it was deemed appropriate to perform them during worship or during the performance of the ritual
(A. Ozer, Interview 4, 07.03.2020). Syriac Church Music realizes itself within the cycle of the number "seven".
The world was created in seven days, and the eighth day is considered the beginning of the new life to come. There

are seven days a week and seven prayers each day. The mysticism of the number "eight" is formed with the addition

5 It means ' treasury of makam' in Syriac.
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of the plus one to the number "seven", which forms the root of the solar calendar. The number eight reflects the

other life, and has developed the eight-makam tradition in parallel. On this basis, the first day (first makam) reflects

birth and the eighth day (eighth makam) reflects death, that is, the beginning of the new life to come and its eternal

cycle. Syriac makams and their meanings are shown in the table below. (A. Ozer, Interview 4, 02.09.2022; Sen,

2022:90-132).

Table 1. Syriac Makdm Names and Their Meanings

The herald, the greeter, the

First Makam Kadmoyo softener Ussak

Second Makam Trayono Cold and degrading Ussak

Third Makam Tlitoyo Very painful and harsh Segéh

Fourth Makam Rbi’oyo Cold and exciting Rast

Fifth Makam Hmisoyo Strong and burning warmth Segah

Sixth Makam Shtitoyo Softening and crying (sad) Acemli Hiiseyni
Seventh Makam Shbi’oyo Extraordinarily warm Saba

Eight Makam Tminoyo Very harsh Hicaz

These makams are based on the four values® of the Christian faith, namely the Virgin Mary, the Holy of Holies,

the Redemption-Return and the Cross-Fathers-Saints. The first and second makams are associated with Jesus

Christ and the Virgin Mary. They also reflect birth, the beginning of life. The third and fourth makams symbolize

the commemoration of the deeds of saints and sacraments, the fifth and sixth makams reflect repentance, the

seventh makam reflects death, and the eighth makam reflects the resurrection, the beginning of eternal life (Giiray,

2012: 65; Sen, 2020: 156-157). According to this system, the use of makam in daily and weekly rituals starts on

the first day of each week (Sunday) starting from the Nativity Feast and is systematically realized by matching

two weekly makams (A. Ozer, Interview 2, 02.09.2022). The weekly cycle of eight makams is given in the table
below (Aydin, 2018:40; Sen, 2020: 131).

Table 2. Cycle of Makam Use in the Ancient Syriac Church

gzg{zer of Market Monday Tuesday Wednesday Thursday Friday Saturday
v e s
W awdn . e
Week ?{?i x;;am (7;11113:121;2;11 3 7 3 7 3
v fmwan e | c
v gmdn s N
v hdnwiwin : .
ol wn : s
O : P

¢ The four values are defined as "birth, life, maturity and death".
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The hymns in one vocal line are performed alternately between the spiritual leader and the deacons who lead
the ritual. The hymns and prayers performed in the church are taught by Melfone’ through the auditory memory
method (Sen, 2020: 126).

Midyat Amth Village Meryem Ana Church

Midyat district, known as a city of culture, is a geographical region where Syriacs, Yazidis, Muslims and other
faith communities live together. The region, which the Syriacs define as Turabdin,® is known as the region
stretching from the Diyarbakir basin to the Syrian deserts, from the Hakkari Mountains to Mount Cudi on the
eastern side of the Tigris Valley and the Mardin Mountains extending to the west of the valley (Oztemir, 1988:
34). In Turkey, this region contains Midyat, Hasankeyf, idil, Savur, Omerli and a large part of Nusaybin (Ozmen,
2006: 161- 162).

The construction date of the Meryem Ana Church— located in the southern part of Anith village and one of
the first portative structures of the region— dates back to the first century. However, the exact date is not known.
The square plan of the exterior and the dome-shaped interior of the Meryem Ana Church, built on a two-thousand-
year-old monument, are among the remarkable features (Ayag, 2014: 111; Kiiciik, 2013: 115). Another feature
that distinguishes the church from other churches in the region and makes it unique is the cross on the ceiling of
the ritual section and the dove motif depicting the spirit of Jesus Christ on the top of the cross. In the interviews,
the theological narrative of this motif was conveyed as follows: "After Jesus Christ was baptized by John the
Baptist in the Jordan River, the Holy Spirit descended from the sky in the form of a dove and landed on Jesus
Christ" (A. Ozer, Interview 1, 15.08.2022).

Feast of the Assumption of the Virgin Mary

The Syriac Church uses the Taklab Calendar’, which was created in the 400s AD and is based on the solar
calendar. According to church theology, this calendar is taken as a basis and important days and holidays are
arranged according to this calendar. The festival rituals celebrated after the fasting and abstinence that are held
beforehand are considered sacred and ensure the unity and solidarity of the society. Among the annual rituals, the
Feast of the Assumption of the Virgin Mary is celebrated every year on August 15 after the fast of the Virgin Mary
(Durak, 2000: 83); three days after the Virgin Mary is buried, she ascends to heaven, praised by angels (Sen, 2020:
140). In the theological transmission, while the apostles were present at the time of the Virgin Mary's burial to
show the reverence and love they felt, the Apostle Danube, who was on his way from India for the burial, was
unable to be present. Three days after the burial of the Virgin Mary, when the Apostle Danube arrived in Jerusalem,
he had a vision of the Virgin Mary ascending into heaven accompanied by angels. At that moment, he asked her

for a blessing, which she granted and threw her own belt to him from the sky. The Apostle Danube, who had joined

7 In Syriac, it means "Teacher".

8 In the interview, it was reported that the word “Tur” means “mountain” and the word “Abdin” means “Slave”;
in other words, Turabdin is defined as “Slave Mountain” (A. Ozer, Interview 5, 02.03.2024)

° The liturgical calendar (church order, ceremonies, etc.) created by the church fathers based on the solar calendar
until 2050. (A. Ozer, Interview 3, 15.01.2023)
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the other apostles, shows this belt as proof that the Virgin Mary had indeed ascended to heaven with the vision he
had seen. Thus, this day is considered sacred for Christians and celebrated as a holiday (Geng, 2020: 100).

Syriacs come to the village of Anitli the day before the Feast of the Assumption and gather at the Virgin Mary
Church for evening prayers. After the evening prayers are over, they spend time in the church garden, chatting
with their guests from different regions and sharing the buns and food they make at home. After this sharing, they
spend the night in the church for collective or individual prayers and worship, and at the first light of the morning

they perform the feast ritual.

As a result of the fieldwork, the ritual flow of the feast of the Assumption of the Virgin Mary was analyzed

and themes and codes were determined. In this context, the ritual flow in question is shown in the table below.
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Table 3. The Flow/Cycle of the Feast of the Assumption of the Virgin Mary"’

Participants in
the Performance
of the Ritual /
Performers

Symbolic
Transference

Bodily Practices

The function of music

Music Genres

Hymns performed

Priest: (In the
Church, all
clergy are
priests)
(Compulsor)

Deacons (At
least one must
attend)

Congregatio:
(Not mandatory)

-Reenactment of the
last Passover/Supper
with the 12 disciples
of Jesus Christ
(Matthew:26:17-30)
-Paul's letter to the
Hebrews 9:3-12
-The Gospel (Luke,
10:38-4)

-Acquittals

-Law of Faith
-Censer presentation
-Greeting

-Ritual entry
and presentation

-Memorials
-Lutanya (Hymn
emphasizing the

meaning and
importance of the

day)

-O our Father in
heaven

-Strict intensive
Worship

-Sermon
-Prayer of gratitude

-Conclusion

-Coming to the rituals
hungry (fasting for at
least three hours
beforehand)
-(Officials)

Wearing symbolic
clothing that carries
sacredness

-Circular (rotations
around the altar,
kudishkutsin and
congregation)
-Worship

-Blessing

- Cross extraction

- Burning incense

- Passing around a
censer

- Obeisance and
Homage (sometimes
with head bowed,
arms crossed above
the navel, kissing the
Gospel and the walls
of the Kudishkutsi in a
circular gesture)

-(at the end of the
ritual) Eating and
drinking from the
sacred offering

(concluding prayer of
the priest, concluding
hymn of the deacons)

-The priest dismisses
or releases the
congregation from
the church

-Invitatory

-Calling and preparation
-Emotion
Transfer/Transference tool
-The transportation route
of the secret doctrine

- Expression tool
(Repentance, Gratitude,
Purification, Asking for
Help and Mercy)

-A tool for adding
meaning, strengthening
and creating depth

-Tool for creating
enthusiasm

-A means to reach the state

of ecstasy

-The means of reaching the

sacred

-A means to teach

-A means of feeling a
sense of unity

-The means of
transcendence
Consecration (becoming
part of the Holy, accessing
the Holy)

HYMNS
-Measured/Rhythmic

-Out of Measure/Out
of Rhythm

-Lalohosubhobravmo
-Bnuhrok

-Baslut Emok

- Eramermok
-Kadishat Aloho
-Fawlossliho

-Hallel Dream (Before
the Gospel)

- Etnesufrayktohar no
(Saba melody
nucleus)

- Yoldath
Alohobthulto (Hizi
melody nucleus)

Kdommoryomrahmon

o
-Kadish Kadish
- Movtokmoran
-Rahemi‘laynAloho

-Romath Maryam
(Nihavend melody
nucleus)

-Abun dbasmayo
-‘Ibed Mor dukrono
-Moran etrahami‘layn
-Lok congratulations
-Havdnurone

-En
fagrekhrahikmenan
(Hicaz melody
nucleus)

Makam Analysis in Hymns Focused on the Virgin Mary

The tonal characteristics of church music and the meanings attributed to it are in line with Syriac theology. The

festivals celebrated and the rituals that take place before them can be defined as concrete examples of this

parallelism and unity. Members of the congregation who come to church cleansed both physically and spiritually

take their places by saying the Trinity.!" The priest, who is defined as the spiritual leader, begins the liturgical

ritual by reciting prayers and hymns containing the meaning of the feast of the Assumption of the Virgin Mary

according to the church calendar. The hymns to be sung within the eight makam cycle determined according to

1 It has been determined that the parts written in red are the sections that are performed specifically during the

Meryem Ana Feast ritual.
! The Trinity Sign representing the Father, Son and Holy Spirit.
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this calendar are sung with the 7th makam, Shbi'oyo, that is, the Saba makadm melody nucleus. The meaning of the

seventh mode, which is attributed to the death in the stages of life, is described in the church as an extraordinary

warmth.

In the Syriac Hymnal published by the Syriac Music Institute, Gabriel Aydin (2018: 43) shows the Shbi'oyo

sequence, known as the 7th makam, as below:

>
.
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F D

Figure 2. Seventh Makdm Shbi’oyo

Aydin showed the 7th makam, which forms the melodic core of the Saba makam, with the initials of the words

used in Western music and the tonic and dominant pitches in the scale. F (final) is the tonic pitch; f (Co-final) is

the co-tonic pitch; and D (Dominate) as the dominant pitch.

For the celebration of the Feast of the Assumption of Mary, the hymns preferred to emphasize the meaning of

the day in the ritual flow will be analyzed.

The hymn EtneSufrdyk performed before the Gospel.

Etne Sufriyk

Motated by Asiye Ozer
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Figure 3. Notes of the hymn Etnesufrayk
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Figure 4. Melody Nucleus of Etnesufrdayk

In the unstructured interviews, it was stated that EtneSufrayk is a special hymn that is performed before the

Gospel in all rituals attributed to the Virgin Mary. It derives its specialty from the fact that it has to be performed

with a makam different from the makam determined in the whole ritual. In many sources, it is written that this

hymn is performed with the Rast makam scale known as the 4th mode (Aydin, 2018: 43; Sen, 2020: 125), but in

the field research conducted, it was heard/detected that the hymn was performed with the Saba melody nucleus,
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and in this context, the hymn in question was notated and analyzed again. The hymn in question has a structure
in accordance with the oldest type of Cargah. It is seen that it moves from the pitch of Rast to the pitch of Cargah
and is positioned here. After the Cargah and Saba melodic nucleus, the piece is concluded with a stay in the Cargah

pitch.

This melodic type is the characteristic movement of the Cargah branch, which is described in 15th century

makam theory books in relation to the Rast cycle.

In the period known as the "systemist school" in Turkish music, which complemented each other with Farabi,
Safiyiiddin and Meragi, there is no precise and detailed transmission that would shed light on Cargéah or parallel

to the definition of Cargah in the Arel-Ezgi system (Erguner, 2003: 168).

One of the 15th century theoreticians Kadizade Tirevi explained the makam of Cargah as follows: Cargah
begins its melodic development from its own pitch. After descending to Segah, Diigah, and Rast pitches, it goes
back to its own pitch, and when going up to higher pitches, it moves through Saba and Hiiseyni pitches and resolves

on its own pitch again (Erguner, 2003: 169).

In the 18th century, Abdiilbaki Nasir Dede treated the makam as the 48th composition and explained it as
follows: “Cargah starts with Sab4, uses Acem, Gerdaniye and Muhayyer pitches, and resolves on the Cargah pitch”
(Baser, 1996: 184).

The hymn Yoldat Aloho Btulto performed post the Gospel.

Notated by Asive Ozer

Yoldat Aloho Btulto
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Figure 5. Notes of Yoldat Alohobtulto
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Figure 6. Melody Nucleus of Yoldat Alohobtulto
In the melodic movement of the hymn titled Yoldat Aloho Btulto, which is constructed with a 4/4 rhythm
pattern, the melodic movement of the Hiizi makam is characterized by the fact that it frequently touches the pitch
of Cargah, which is the characteristic feature of the Hlizi makam, and it touches the pitches of Cargah and Segah
from the pitch of Neva, which is accepted as the core of the Ussak-Hiizi melody, and resolves by descending to

the pitch of Diigah.

In the melodic construction of the piece, it shows the characteristic feature of the Hiizi makam with its constant

emphasis on the sound of Cargéh and its descent from this pitch to the pitch of Diigah.

Hizir Aga gives the description of Hiizi makam as follows: “Hiizi, on the other hand, starts from the Neva pitch,

uses Cargah, Segah, Diigah and Rast pitches and resolves on Diigdh” (Daloglu, 2013: 12).

Giiray (2023: 29-30), in his work "Ezgisel Organizasyonlar ve Makamlar”, in the section Makams Born from
Hiiseyni; he included Karadeniz's description of the Hiizi makam as follows: After starting to express on the
Cargah and Neva pitches and making short stops on these pitches, it descends to the Rast pitch with the Segéh and
Diigah pitches and makes short stops on this pitch as well. After that, it decides on the Diigéh pitch by using the
Neva, Hiiseyni, Acem, Cargah and Ussak pitches. The special flavor of the makam is created by making continuous
stops on the Neva, Cargah and Rast pitches. Although some composers do not stop on the Rast pitch and use the
Neva and Cargah pitches excessively, it is more appropriate to stop on the Rast pitch in order to create the actual

variation of the makam.

The descriptions being examined, it is seen the Cargah and Neva pitches play a determining role in the melodic
movement of the Hiizi makam. However, it is also to be stated that these pitches have a function that cannot be

ignored in relation to the Rast pitch when moving towards the Diigah pitch (Giiray, 2023: 30).

The hymn Romat Maryam permormed Lutanya

Notated by Asiye Ozer
Romat Maryam
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Figure 7. Notes of the Romat Maryam
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Nihavend Melody Nucleus

Figure 8. Melody Nucleus of Romat Maryam
The hymn named Romat Maryam, which is constructed with 4/4 rhythm pattern, is performed in Nihavend
makam. The melodic movement was created with the Nihavend melodic nucleus while remaining on the Neva and

Cargah pitches and reaching a resolution on the Rast pitch.

Tanburi Kiiciik Artin's definition of Nihdvend makam is given below (Popescu-Judetz, 2002: 29):
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Figure 9. Nihavend Definition of Tanburi Kiiciik Artin
Ekrem Karadeniz, while describing the Nihavend makam sequence (1983: 88), supports the melodic movement

described by Tanburi Kiigiik Artin.

The hymn En Faghrek Rahik Menan performed at the end of the ritual:

Notated by Asiye Ozer
En Faghrek Rahik Menan
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Figure 10. En Faghrek Rahik Menan
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Figure 11. Melody Nucleus of En Faghrek Rahik Menan

The hymn En Faghrek Rahik Menan, which is constructed with simple rhythm patterns in 2/4, was performed
in the Hicaz makam. The melodic movement was created with the Hicaz melodic core while staying at the Neva

and Cargah pitches and reaching a resolution at the Diigah pitch.

The definition of the Hicaz makam, which has been frequently defined in theoretical works since the 15th

century and widely used in Anatolia, is given by Hizirbin Abdullah in his Kitab’iil Edvar as follows: "It consists
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of the sounds Diigah, Segéah, Hicaz, Pen¢gah, Diigah Hiiseyni, Segéh Hisar, Yegah Gerdaniye, Diigdh Muhayyer."
(Kutlug, 2000: 177).

Abdiilbaki Nasir Dede defined the melodic movement of the Hicaz makam as in the following staff (Kutlug,
2000: 177):
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Figure 12. The Melodic Definition of Hicaz by Abdiilbaki Nasir Dede
Segah pitch was replaced by Dik Kiirdi within a hundred years after Nasir Dede, thus widening the interval

between Segah and Hicaz pitches (Giiray, 2023: 55). The aforementioned change is shown below on the staff:
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Figure 13. Segdh pitch was replaced by Dik Kiirdi

Conclusion

The ritual calendar used by the Syriac community who have shaped their cultural identity with the Christian
faith, includes eight different holidays reflecting their devotion and belief in Mary, the virgin who gave birth to
God, to whom they attribute sanctity, and one of these, the Feast of the Assumption of the Virgin Mary, is
celebrated every year on August 15th.

Located in the village of Anitli and built on a two-thousand-year-old monument, the church of the Meryem
Ana differs from other churches in the region in terms of its spatial characteristics. These differences are the square
dome and the cross and dove motif on the ceiling of the church. The church is distinguished by unique features—
notably a square dome and a dove motif symbolizing Jesus Christ—not found elsewhere. The ritual for the feast
begins the day before with an evening prayer service, after which the congregation remains in the church for an
entire night of prayer and worship. It is understood that this gathering functions as an opportunity to reinforce
spiritual and social unity, to remember the past, to look to the future with hope and to provide a strong motivation,

and to pass on faith traditions to future generations.

The ritual, which is a reenactment of the Last Supper of Jesus Christ with his twelve disciples, begins with
hymns, followed by the reading of Paul's epistle in the form of a homily, then hymns that prepare the people for
the reading of the Holy Gospel, and then passages from the Gospel appropriate to the meaning of the day,
sometimes plain and sometimes recitative, depending on the preference of the celebrant. This is followed by the
prayers of purification, the law of faith, the censer blessing and greetings. After these prayers, the section they
define as the entrance to the ritual and the commemorations, the hymn they call Lutanya, which emphasizes the
meaning and importance of the day, is performed. This hymn is followed by prayers, O our father in the heavens,
which they call intensive worship. Then, the highest-ranking person present at the ritual delivers a sermon,
followed by a prayer of gratitude, a concluding prayer by the priest and a concluding hymn by the deacons. Finally,
the priest concludes the ritual with the departure from the church. Thus, the fact that the ritual begins with hymns

and ends with hymns again reveals a cyclical composition in terms of structure.
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The eight makam used in the Syriac Churches also represent a cycle. In addition to representing the stages of
human life, i.e. birth, life, death and resurrection/the beginning of eternal life, which are considered to be the four
values of the Christian faith, these offices theologically symbolize Jesus Christ, the Virgin Mary, the Holy of
Holies, the Resurrection-Return, and the Cross-Fathers-Saints. All Syriac systematic rituals have the same flowing
structure, but there are changes that emphasize the meaning and significance of the day. These changes are: Paul's
letters, the hymn before the Gospel, the Gospel reading, the Gospel reading, the hymn post the Gospel, the Lutanya,
and the hymn at the end of the ritual.

All of the hymns in the feast of the Assumption of the Virgin Mary, which is performed in a cyclical system
in which the sacred word is transformed into sacred sound, are inspired by religious texts. These hymns aim to
develop faith influences such as forgiveness, purification, and reaching the consciousness of truth on the members
of the congregation participating in the ritual; music, on the other hand, has assumed a function that ensures the
continuity and deepening of these goals to be achieved. At the same time, the hymns performed during the rituals,
which last an average of one to two hours, have functions such as keeping the congregation alive, ensuring spiritual
unity, evoking emotional reactions, and transforming the atmosphere into a calm atmosphere, sometimes euphoric

and sometimes calm with deep thoughts.

In the unstructured interviews and the literature reviewed, it is said that the entire ritual of the Feast of the
Assumption of the Virgin Mary is performed in the Saba makam, which is defined as the 7th mode. However, in
the recordings made during the field research, it is seen that the melodies heard include Hizi, Nihavend and Hicaz
modes in addition to Saba makam. In this context, the hymn EtneSufrayk , which is performed before the Gospel
in the ritual flow; the oldest Cargah, the hymn named Yoldat Alohobtulto, which is performed post the Gospel;
Huizi, the hymn Romat Maryam, which is called Lutanya; Nihavend and the hymn En Faghrek Rahik Menan,
which is performed at the end of the ritual flow, consists of Hicaz modes and these hymns are constructed with

2/4 or 4/4 rhythm patterns.

In the analysis of the hymns performed in the ritual flow, it has been seen that these musical practices reflect a
religious music tradition unique to the region not only in terms of melody but also in terms of performance and
stylistics. It is a fact that in these lands where cultural richness is present, music practices are fed by this richness.
For this reason, makams constitute the most important component of the musical culture of the peoples living in
these lands. In this context, the makams that were identified in the hymns performed in Syriac rituals represent the
most frequently used makams in Anatolia, and in this respect, makams are crucial in terms of revealing the strong

interaction and ancient connections between cultures.
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