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Abstract

The liturgy is a ritual, religious term based in its form on the practice of
celebration and forms of organized collective worship, and it is aesthetically based
on a human act that is perceived in time and space, sensually and mentally. In its
content, the liturgy includes a group of ritual Christian religious forms, such as
prayers and the sacred secrets of the Eucharist, as it is a phenomenon experienced
by the group in daily reality, based on the act of service and the presence of the
believer in his being with the congregation. The liturgy is directed towards the real
act of participation with its persons, vocabulary, and dialogue texts, as well as its
symbolic forms related to beliefs, rituals, and myths.

As for the Syriac theater, it is directed towards the employment of religious
forms in the form of presentation and theatrical performance in particular, in
addition to the actual overlapping of the audio and visual theatrical elements to
confirm the symbolic and semantic formula of the theatrical act, and the purpose of
that is to revive those symbols and connotations to nourish the intellectual and
emotional side of the recipient, so the form of performance has differed according
to the method of employment, so in all its forms, it has taken a dramatic aspect that
has defined the behavior of the actor on the stage and drawn a clearer environment
in terms of artistic expression, since the performance is linked to the liturgical
ritual through a system of virtual signs that had the effect of moving the collective
memory to achieve participation and produce an interactive relationship between
the sender and the receiver.

In the light of the foregoing, the researcher divided the subject of his research
into four chapters, where the first chapter (the methodological framework)
included the research problem, which focused on answering the following
question: identify the behavioral features of the liturgy and their representations in
the performance of the Syriac theatrical actor? Hence comes the importance of
research and the need for it in shedding light on how to employ the liturgy in the
performance of the Syriac theatrical actor and realizing the mechanism of its
functioning in the theatrical performance. As for the need for it, it appeared
through an attempt to benefit from its results for researchers and scholars in the
field of theater and those interested in studying the liturgy and its representations
in the performance of the Syriac theatrical actor. The first chapter also included the
temporal limits of the research, which were determined by the period from (1997-
2018). As for the spatial limits, it included theatrical performances presented in the
Nineveh Plain towns and Ankawa district, then the limits of objectivity, which
were represented by studying the aspects of the liturgy and its representations in
the performance of the Syriac theater actor, then followed by identifying and
defining terms linguistically, idiomatically and procedurally.

The research also included the second chapter (theoretical framework and
previous studies) and was divided into three sections. The researcher dealt with the



first section: the liturgy: its beginning and its concept. As for the second section,
the researcher discussed the characteristics of the liturgical act, and in the third
section, the connotations of the liturgy in the performance of the Syriac theatrical
actor. Then the researcher reached the indicators that resulted from the theoretical
framework and concluded the chapter with previous studies.

As for the third chapter (research procedures), it included the research
community, which contained (101) Syriac theatrical performances, then the
research tool and the research methodology, and the chapter ended with the
analysis of the sample, which included three theatrical performances (the play
Anba Gabriel Danbo, the play Oh Mary, and the play Santa Barbara and
Terrorism).

As for the fourth chapter, it included the research results and the conclusions

that the researcher reached, and the most important of which are:

1. The actor’s performance contributed to the unfolding of the liturgical themes
with their ritual framework, symbols, and expressive capabilities to embody
them behaviorally in the audiovisual discourse, thus enhancing the aesthetic
appearance and enriching the show space with artistic formulations and
formations that stimulated religious values to open up to treatments that
deepen the actor’s behavioral interference with the liturgical forms. The
reading of the show was based on the process of awakening the mind of the
recipient towards the subject matter and the perceptions it stores related to
the topic and its intellectual depth.

2. The actor in Oh Mary’s play enhanced the presence of the liturgical identity
in the acting performance through the rhythm of the act and the ritual event,
in addition to the influential presence of a group of vocabulary belonging to
that identity, as that consistency between the apparent form and the event
appeared in a harmonious pattern and framed by a set of liturgical data,
whether religious, mythical or heritage. The performance interacts with the
hypothesis of existence and its communicative dimensions to send signals
subject to interpretation according to the cultural custom that brings the
actor together with the recipient.

3. The liturgical religious celebration performed by the actors relied on realistic
events that embodied a time period that represents myths and tales that
suggest religious facts having a depth in the popular memory. These
celebrations came to preserve their systems, aesthetics and rituals, which
made the actors achieve that communication with the recipient, as their
performance appeared in the form of a revival of the ritual of honoring God
with worship movements with physical transitions and a codified
performance to practice the act of celebration that belongs to the popular
sense in terms of customs and traditions.



The conclusions were as follows:

1. The directors of the research sample presented a liturgical performance form
based on real events and community stories that were the reason for
enriching the liturgical presence in the form of presentation, crystallizing
concepts and beliefs and pushing them towards permanent renewal.

2. The performance of the actor in the research sample revealed a liturgical
behavior that varied between religious forms and manifestations and
components affected by folk customs, traditions, myths and celebrations, as
well as the presence of anthropological forms according to performance
formulations that reproduce events and give them a different scene.

3. The foundations of the liturgical performance are a theatrical system of a
religious nature that depicts reality and defines its features, values and
dimensions, and the actor is present in it as a means of theatrical
communication to achieve the act of service and the participatory act.

Then the research was followed by recommendations and proposals, and
sources, references and appendices, and the researcher concluded his research
with an abstract in English.



